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THE END OF THE BEGINNING 

“THE IMPULSE TO HEROISM, is the same impulse.... that sends us bumbling off a cliff,” Jeff Hirschfield, LEXX writer and voice of 790, private conversation, 2003 

Have you ever been to Halifax? It’s a sleepy little city of a quarter of a million people, tucked in long deep harbor in the center of the Canadian province of Nova Scotia. It’s a quaint place, full of rolling hills, everywhere you go is either steep uphill or fast downhill, it’s full of old buildings and mementos, creaking with age. The French settled it first, or perhaps it was the English, either way, it didn’t turn out so well, and they all starved. Then the French made a go of it, and the land was called Acadia. A few wars later, the British took it over, scattered the French colonists, imported a bunch of Scots and named it Nova Scotia (New Scotland). The fledgling settlement was named Halifax after some English lord. 

Through the eighteenth century, as the French and English warred for North America, the British spent thirty-six years and immense treasure on an immense fortress that kept falling down as they were building. Two centuries later, that fortress is still sitting there in the center of town. Never used, but somehow, they didn’t have the heart to do something useful with it. It still looms over the center of the city, green and blocky, a monument to something or other. Directly across the street, were LEXX’s cutting edge 21st century CGI post-production offices. That’s a nice juxtaposition. 

During World War One, also known as the Great War, two ships collided in Halifax Harbor. One of them was a munitions ship. The explosion was three kilotons, leveling half the city, killing two thousand, injuring, another nine thousand, in a community of only sixty thousand. This was the largest manmade explosion in human history, until Hiroshima. Today, you can look out over the placid harbor and see sailboats and windsurfers crossing back and forth, as the big freighters lumber in. The city is rebuilt now, a quarter million people live there. But they still talk about the explosion. Lex Gigeroff once shared a joint with me on the ferry wharf as he pointed out the location of the explosion. 

Halifax isn’t large, but it’s the largest city in the Maritimes. It’s an economic hub, but not so active or frantic, literally every street is drenched with history, and somehow the pace of life is both slow and fast. Paul Donovan, the creator of LEXX lived in a house older than his country, Canada. 

It’s a peculiar place, both cosmopolitan and isolated, naive but somehow sly. There are bars everywhere, each of them with the quaint history that money and designers can never duplicate. It’s got a rich artistic tradition, music, theater and hooked rugs, some hybrid fusion of Acadian French, hardy Scots, native wisdom, small town intimacy and big city ambition. I don’t think that there’s a place on earth quit like it.

It’s probably the last place on earth you’d ever expect to create a television series as subversive and surreal as LEXX. And yet....maybe it was the perfect place. A place that was peculiarly its own, far from naive, but not quite cynical, worldly but practical, with a wry sense of humor that sees a little too much. 

LEXX isn’t your typical space opera. With its bizarre characters, anarchic sense of humor, and surrealism, it owes as much to Heavy Metal comics, Monty Python and experimental film makers like Jodorowsky and Bunuel as it does to Star Trek and Star Wars. There hasn’t been anything quite like it before, and perhaps won’t be again. 

Oh hello!

Welcome!

This is the second volume of LEXX Unauthorized. We appreciate you coming; we hope you’ll hang around. We strongly recommend you check out the first volume, every bit of LEXX is unique, what happens in each season is as night and day to what came before, or comes after. So you really should read that first volume, and for that matter, the one that comes after this. 

But just in case you haven’t, here’s a brief recap, the Cole’s notes version.... 

It began with a quirky, awkward young man named Paul Donovan. Donovan was the son of a surveyor hailing from the city of Halifax, Nova Scotia, due north of Maine. There was no film or television industry in Halifax, back when Donovan was growing up. Of course not. 

Donovan attended university, got a physics degree, but what he really wanted was to be a film maker. In Halifax in those days, that was probably like growing up and wanting to be a Martian.  

But that was his dream, so off he went to the London film school in the UK. Every year, he’d come back and see Les Krizsan, a Hungarian expatriate working in the audio visual department of one of the local universities, and tell Krizsan he was going to make movies. Krizsan would laugh. 

But somehow, Paul Donovan came back, and he and his brother, Michael Donovan, found enough money to make a movie. Donovan was lucky. Around the time that he and his brother decided to make their movie, the Canadian government had decided that Canada needed its own film industry - it was a culture thing. They tried to do this by creating an incredibly lucrative tax shelter to encourage local entrepreneurs to get into the business. It worked, Canada went from three movies a year to rivaling Hollywood’s output. The movies were terrible of course. But for a while, there was a film industry grown up overnight, awash with money. Most of it went to the big centers, Toronto and Montreal. But somehow, the Donovan Brothers put together enough to make a feature. 

The movie was South Pacific 1942. It failed disastrously. You don’t need to know more. 

The Tax Shelter boom was dying by that time. But the Donovan brothers managed to scratch together enough money for another, smaller project: Siege. This was an ultra-low budget movie about a gang of homophobic rednecks terrorizing a small group of apartment dwellers during a police strike, shot in the house they were living in. Despite its nonexistent budget, the film managed to be tense and gripping. 

By this time, they were out of money. End of the road. 

But they had a film, so they decided to try and sell it. They travelled to Los Angeles. When they got there, they were so broke; they sold their car to keep on going. They were reduced to riding the bus, carrying their heavy film cans with them, taking their film from one distributor to the next.

Finally, they found a European distributor who was interested. He asked them what they wanted. They had no idea. He suggested a million dollars, and they said “Sold!” Salter Street Films was born. 

The brothers went back to Halifax to make B-movies. The tax shelter boom was over, but that was all right. Because this was the era of the video explosion. Video stores were opening everywhere, and they needed movies to stock their shelves. In short order Paul Donovan directed Defcon 4, Norman’s Awesome Adventure, Buried on Sunday, and a host of other low budget direct to video or made for TV productions.  

Meanwhile, Michael Donovan focused on the business side. From Newfoundland came a quirky independent comedy called The Adventures of Faustus Bidgood. Made on less than a shoestring, it starred almost everyone in Newfoundland - Andy Jones, Mary Walsh, Cathy Jones, Greg Thomey, Brian Downey, Greg Malone, Robert Joy, Brian Hennessy, and a whole bunch of people you’ve probably never heard of. The Donovan brothers recruited the Faustus troop, and started making local television series, CodCo, This Hour Has 22 Minutes, Daily Thoughts, Blackfly and so forth, which became staples of Canadian Content for the CBC, and for a Canadian government burned by the Tax Shelter implosion and looking for new ways to support Canadian production. 

The Donovan Brothers weren’t setting the world on fire, but they were developing a niche as a small regional production company that reliably produced low budget fare, sufficient to fill video store shelves or local television time slots. 

There was very little here, of course, to suggest that this was going to give rise to the madness and mayhem that became LEXX. Hell, there wasn’t anything. LEXX was miles bigger, stranger, more expensive, more complicated than anything the Donovan Brothers had dared touch. It was as if the local handyman had decided to build his own space shuttle 

But like a pinball machine flashing to life, a series of twist and turns began to take place. 

Paul Donovan decided he wanted to make a war movie. His problem was that the movie he wanted to make would be incredibly expensive, as expensive as all his prior movies put together. So he was either looking for the money to make it the way he wanted, or looking for ways to do it cheaply. 

Around this time a couple of Professors at the local university were trying to persuade the government to fund a supercomputer. The government was prepared to fund them... as long as they made it available to local businesses. But who needed a supercomputer? They looked up Donovan. 

Donovan became fascinated with computer generated imagery, initially as a way to make his war movie. The trouble was the technology wasn’t up to it. But he was still fascinated, and started looking to make a movie based on what the technology could do. He began thinking of a science fiction project. He called up a local actor friend, Brian Downey. Together they shot a demo video. Then he began to look for money. 

The cosmic pinball machine tilted again. Thousands of miles away, a giant American entertainment conglomerate called Viacom bought a Canadian Theater chain, Famous Players. That purchase sent a ripple through the Canadian government and the Canadian cultural industry. In response, it was decreed, if an American company was going to take money out of the country, they were also going to have to put it back. And so, Showtime, a subsidiary of Viacom started looking for a suitable Canadian project for its television channel. 

And there was Paul Donovan. 

All these little random factors, a direct to video production company, a war movie, a supercomputer, Canadian culture, corporate acquisition, all these elements, intersecting, colliding, changing new trajectories, and somehow, LEXX. 

There’s more to it: Brian Downey, a local Newfoundland actor, and part of the Faustus Bidgood cast, became the star, Stanley Tweedle. An Ontario actor, Michael McManus, that Donovan had worked with and liked, was recruited to play Kai, a living dead man. Les Krizsan had gone from his job at the University, to becoming Donovan’s Director of Photography. Lex Gigeroff, a local writer and performer came on board. Jeff Hirschfield, a writer with an anarchic sense of humor, joined the band, and ended up playing a decapitated robot head. Actors and performers and production crew from Halifax, or from Donovan’s movies. One newcomer was Ellen Dubin, who had auditioned for Zev, and ended up with Giggerotta. Multiple designers were commissioned, puppeteers, stop motion animation, everything but the kitchen sink was being thrown in. It’s amazing how much this was a local production, and it’s amazing how ambitious this was compared to what had gone before. 

It was as if a local group of high school students had decided to put on a play down in the barn, and mounted the entire Star Wars trilogy. Or as if the local handyman had actually built his own spacecraft. 

Wolfram Tichy, a German producer came on Board, and with him came a contingent of German actors and actresses, directors, and crew. Among these were the third leading role, Eva Haberman, playing Zev, and Doreen Jacobi, playing Wist.

Originally, Donovan wanted to do a television movie, and then spin that off into a series of episodes. But Showtime wanted something more. One television movie became four. Name actors - Rutger Hauer from Blade Runner, Malcolm McDowell from Clockwork Orange, and Barry Bostwick and Tim Curry, both from the Rocky Horror Picture Show. In the end, Showtime had hoped for Star Wars. That wasn’t what they got, and they weren’t sure what to do with it. 

The name changed - initially, it was the Dark Zone. But that turned out to be the name of a laser tag company. Eventually Donovan settled on LEXX.  

The movies aired on television, they didn’t do so well in the United States where it ran as ‘Tales From a Parallel Universe’. Showtime’s management changed, the new leadership wasn’t interested. Showtime bowed out, and with it, so did the American money that had made the whole thing possible. 

The end. 

Seriously, you should just go buy the first volume, its terrific reading. 

In fact, do it now. Go ahead. We’ll wait. 

RETURN TO TABLE OF CONTENTS
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AND OTHER STUFF THAT WENT WRONG 

“THE PLAN WAS THAT WE were always going to do a series. That was the plan, we’d do a movie, then we’d do a series, and every week, they’d go to a planet and weird stuff happens,” Jeff Hirschfield told me during an interview. 

The second season began to go off the rails almost from the start. 

The plan had always been to follow up with a series. The original plan had been for a pilot movie followed by a series which would make a syndication package. Now, following up on a series of four movies, the plan was for three seasons of twenty episodes apiece, culminating in a grand slam ending. 

But the LEXX movies hadn’t seemed to have done particularly well in the United States where they played under the title “Tales From a Parallel Universe.” Showtime declined to participate further. The American money dropped out. American funders weren’t interested. 

That hurt. The American market is the five hundred pound gorilla of film and television production. Numbers tell the story. The American market is about three hundred and thirty million people - movie goers, ticket buyers, cable subscribers, television watchers.  

English Canada is maybe thirty million. Australia twenty. Britain fifty. You might have seventy million Francophones, ninety million Japanese, forty million South Koreans. Compared to literally any place else, the American market is gigantic, and so is the money. American participation pretty much guarantees that a project will happen. And America walking away, usually guarantees a project dies. 

So Showtime walking way? That probably wasn’t good. 

I think that someplace else, somewhere else, that would have been the end. People would have just shrugged their shoulders, gone ‘it was nice while it lasted,’ and then wandered off somewhere and done something else. I’m sure that’s how it would have happened in New York, or Los Angeles, or Montreal or Toronto. 

But Donovan was stubborn. I suppose you have to be stubborn to create a film industry from nothing in an obscure corner of the world. 

Or maybe Donovan, having reached this level, wasn’t willing to go back to making small local films. Maybe it there just wasn’t a better more, exciting option close by, Halifax wasn’t a hotbed of productions. Or maybe they LEXX crew was just wedded to its original plan, and just never reconsidered. 

The German partners remained in, or were willing to go back in. According to Wolfram Tichy the first season had been successful enough that they had no trouble finding a purchaser for the second season.  

It had done well in Canada, or at least parts of Canada, where the guest stars had attracted a lot of attention. That counted for something.  

“It aired on CITY-TV I think they had the highest ratings ever that they had on a new show. A lot of buzz and fanfare, especially the actors, big stars, and all about the technology. There was a lot of print and publicity,” Norman Denver recalls. 

**** 
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SPACE TO THE RESCUE! 

Paul Donovan had always been lucky. He’d started out catching the tax shelter boom, and then he rode the home video explosion, and then Canadian content funding. He’d always managed to be just at the right time to keep on making films.  

Timing was with Donovan once again. On October 17, 1997, literally within months of LEXX the Canadian Sci Fi Channel, Space, went on the air, and Donovan was back in business. 

It’s a little bit more complicated than that. It always is. The Space Channel was owned by CITY-TV. CITY-TV was the flagship of a small media empire owned by Moses Znaimer. Moses, one of those quirky brilliant geniuses occasionally thrown up by normally stodgy Canadian society, had gotten his start in the late seventies and early eighties producing an hourly program called The New Music. Partly early music videos, partly critical commentary, it was sort of like Video Hits, but with brains. It achieved a cult status of its own and Moses went on from there to pioneer the Canadian equivalent of MTV, MuchMusic. 

CITY-TV had been involved in the original season of LEXX, at least as far as producing the first documentary segment by Media Television, and the first full documentary. When Paul Donovan was looking for backers, Jay Switzer of CITY-TV actually made the decision to fund LEXX, even before his company been awarded the Sci Fi Channel. CITY-TV would have supported LEXX even if they’d never have gotten their Sci Fi Channel. LEXX was exactly the sort of quirky original kind of programming that they liked to support. 

Television bandwidth wasn’t unlimited, particularly way back when. There’s traditionally only been a certain amount of space for radio and TV signals to be heard or seen clearly before they start interfering with each other. As a result, the American government created the FCC (Federal Communications Commission) and the Canadian government created the CRTC (Canadian Radio and Telecommunications Commission). 

Through the 90's, as cable expanded, the meaning of bandwidth changed. Once upon a time, the airwaves only had room for perhaps a handful of television channels. Now, with cable, you could have dozens, even hundreds. New specialty channels proliferated in both Canada and the United States. But as many specialty slots were created, there was always far more fledgling channels ready to jump into the fray. So, in Canada, the CRTC awarded channels in a sort of lottery. A round of available channel slots would come up, various proposals would be made, and the CRTC would pick the winners and losers. 

Ironically, Salter Street Films, the producers of LEXX were in the running for a Sci Fi Channel. But the Toronto based CITY-TV, with its popular music station, beat them out. SPACE, Canada’s Sci Fi channel was born. Ironically, it’s possible that CITY’s association with LEXX may have been one of the factors that helped them win the channel rights. 

The CRTC when it granted its license to Space for a Canadian Sci Fi Channel imposed two conditions, the same ones it imposed on almost every new channel license that it granted.

1)The Space Channel had to devote a certain amount of its percentage of its airtime to Canadian programming;

2) The Space Channel had to put a certain percentage of its income into funding new Canadian programming. 

The trouble was, there wasn’t really a lot of Canadian content science fiction out there. There were a handful of movies, some like the Neptune Factor, dating back to the tax shelter days or before. Of indigenous local sci fi television there was precious little. There’d been Space Command, featuring James Doohan in the fifties, and then there’d been the Starlost in the early seventies, but the less said about them, the better. Besides, they were so old their whiskers had whiskers, and while there’s a tradition of running old movies, no one wants to see old television series. Television’s technology and production values usually lagged far behind even cheap films, so a film might age well, but television shows wouldn’t. 

There were a few modern TV series that qualified, mostly American branch plant assembly series like the X-Files, Highlander and Earth Final Conflict, which were American owned but made in Canada because it was cheap. These series were driven by American money, had American creators, stars and directors, were careful to spread the stars and stripes around and there was nary a sight of a maple leaf to be found. They’d do in a pinch. 

Now, the thing is that CRTC guidelines determined whether a product was Canadian content through a points system. Thus, if your star is Canadian, you got a point. If your composer was Canadian, get another point, and so on. Shoot in Canada, get a point. Have a Canadian electrician, get a point. The way the points system is calculated, you don’t have to score every point in order to be rated as Canadian content. 

If you scored enough, you could be considered to have a Canadian show notwithstanding that the real creators and owners were American. And it was proportional, so your show could be scored as 20% Canadian, or 50% Canadian, if you were good enough to hire some local grips and electricians, use local actors in supporting roles. What this mean was that if the Space Channel aired your hour long program, they’d get a 15 minute or half an hour credit towards their Canadian content obligations. 

LEXX on the other hand was right off the charts. Canadian creators, writers, principal actors, production crew, it was Canadian Content to the core. The way the rules were set up, it was possible to score over a hundred per cent. So, in the case of LEXX, to exaggerate slightly, you might get a 200% rating, which would mean that running an hour of LEXX counted as two hours for your Canadian content obligations. This meant that you now had a spare programming hour that you could use to put in a highly rated, slick American series like Babylon 5 or Star Trek to your prime time that would help you generate revenue. It was perfect. 

What this meant was that the Space Channel loved LEXX. They were going to run it endlessly, and pay to run it, and they were going to put money in to producing more LEXX, what money they actually had to give.  

“With financing, I was one of the producers,” Willie Stevenson told me. “We put it together with Space Channel money, TiMe (German) film money. Space Channel was not involved creatively, but they had a huge impact. Literally, they were make or break in terms of allowing it to go forward.” 

“Without the Space channel, it would have been harder to do the funding. Space in Canada and Sci Fi in UK was instrumental,” Norman Denver, the series line producer, agreed. 

On the other hand, for a dissenting view... 

“Space didn’t have a lot of money to give us,” Jeff Hirschfield recalled, “but they were certainly our head cheerleaders. They were enthusiastic supporters, and promoted us everywhere and to everyone.” 

Mark Asquith, a producer for the Space Channel, and the creator of the second and third season documentaries has a different perspective. 

“LEXX was really crucial to establishing our identity. Mostly, as with all specialty channels, we were faced with rerunning a lot of old stuff that was already out there. Actually getting involved in production was an important step. We were literally out of the starting gate with our own series, and then we were involved with First Wave. It took the US Sci Fi Channel years to get its own series off the ground, and then it was Hypernauts.” 

LEXX almost immediately became the flagship series of the Canadian Space Channel, running twice a week in prime time slots, the subject of documentaries and extensive promotion. If the maple leaf was nowhere to be found, at least it wasn’t displaying the stars and stripes or establishing shots of the Washington monument at every opportunity the way the X-Files or Earth Final Conflict did. 

Regardless of the level of financial commitment, Space was crucial to LEXX in providing a home base, a platform for the series to build an audience, and to promote itself worldwide. 

Fortified by small revenue and big support from Space and by Canadian film and television funding commitments, Paul Donovan and his partners went out and sold the series around the world, in places like Australia, New Zealand, Lithuania, Denmark, Spain and so forth. 

None of these places brought in big money, by any means. But collectively, between the Canadian partners, the German partners and the international sales, it was enough to put a deal together. 

Of course, that took eighteen months. 

RETURN TO TABLE OF CONTENTS

* * * * 
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THE CREATIVE SIDE
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SHAPING THE NEXT SEASON 

WOULD YOU BELIEVE THAT His Divine Shadow was supposed to return in the second series, with a resurgent Divine Order, to chase the LEXX through several episodes? That Pa Golene and Wist were going to be a recurring characters? That the musical episode would be on a tropical island? Or that Kai would encounter the Brunnen H, a race of ultra-feminist cousins? That there was no trace of Mantrid or Lyekka? Or that the LEXX would go to Heaven and Hell a season earlier?  

Life is what happens when you’re making plans. A lot happened in those eighteen months. Paul Donovan, Lex Gigeroff and Jeff Hirschfield stuck together, continuing to call themselves the Supreme Beans, or the Beans for short. The plan was still, do the movies, then the series. 

They were probably kicking around ideas for episodes all the way back to the beginning before the first season had even begun shooting. By June 28, 1996, before post-production had been completed on the first season’s movies, they’d done outlines for a season of twenty episodes. As post production wound down, they were already working on scripts. 

But there’s eighteen months between the end of the movies and the beginning of the series. Eighteen months for the series to evolve and develop. Indeed, the ideas and stories for the series had been evolving and developing going back to the beginning, to the original ideas and plans, back all the way to when Kai was alive, before they decided to make him undead. 

We can actually trace the changes and evolution of LEXX through a series of benchmarks. (1) The June 28, 1996 series outline, in the middle of post-production; (2) The Contender DVD extras after the series from the end of 1996 after the movies were being completed, where the Beans talk about their plans’ (3) There’s another series brochure from June of 1997, from the casts visit to England, announcing only thirteen episodes, suggesting they were considering a reduced season; (4) There’s yet another updated and revised series outline from December 17, 1997, back to twenty; and (5) finally  there’s the series itself airing from December 11, 1998, to April 23, 1999. 

What changed? What was dropped? What was added? Who came in and who went out? We can actually trace how we got from here to there, how the series morphed into what it became. 

Take it all with a grain of salt, of course. The June 1996, June 1997 and December 1997 outlines were marketing tools. They knew they wanted to go to series, they knew that the movies were going to be what sold the series. So they had to have a package for the next season ready to go. 

They couldn’t simply go ‘Hey! You loved the movies? Give us three months and we’ll have a pitch for the next year!’ They had to be ready then. To sell the next season, they had to be able to tell stations what was going to be in it, which meant having a list of episodes and descriptions to hand out as selling points.  

Some of the episodes written and locked in, some of the episodes they were pretty intent on, and some of them were just there to fill in the page. It can be surprising what was planned from the start, and what came out of left field.  

From the June 28, 1996, outline, eight of the twenty, barely forty per cent, would in one form or another wind up in the finished episodes of season two; some like White Trash, Lafftrack and Stan’s Trial would be very close to the finished product. Others like Lament for a Love Slave/Terminal or the Return of His Shadow/Mantrid, would mutate considerably. Two early proposals for stories, Heaven and Hell would form the basis of season three.

But at least, June 1996, gives us an idea of what was intended and where the series was supposed to go. 

A few months later, late 1996 or early 1997, the Beans would sit down in front of a camera to create some homemade DVD content for the Contender videos. These would become known as the LEXXtras. They’re very ‘lo fi’ - just the three writers sitting around talking about their plans.

The trio tip their hands on upcoming projects. Paul is going to write the first episode, about the return of His Divine Shadow, Jeff’s project was Luvliner and Lex was doing Lafftrack.

Then a few months after that, around June 1997, the casts visit England for a signing, a promotional flyer setting out a reduced season of thirteen episodes was circulated, mentioning The Last Days of the Brunnen G and renaming Brigadoom as Broadway in Space, two episodes, each telling versions of Kai’s story. 

German co-producer, Wolfram Tichy remembered this period as a time of ferment when ideas were bounced around at the Economy Shoe Shoppe (a local bar), and everyone was contributing ideas. He noted though, that only those of the principal writers, Donovan, Gigeroff and Hirschfield, made it as episodes. Tichy himself contributed ideas for four episodes, two of his ideas, in somewhat mutated form made it to screen. 

By December 17, 1997, a new blueprint for a season, back to twenty episodes had been fashioned for the series, which was going into pre-production in January, 1998. Of those twenty, twelve, or sixty per cent would make it to the screen more or less as planned, three others would appear considerably mutated, and five would disappear entiresly.

So basically, we get a snapshot every six months or so - June 1996, December 1996, June 1997, December 1997, up to the finished series in 1998, that shows how LEXX is developing. A handful of episodes remained unchanged, but a vast number evolved considerably, and a larger number wound up getting dropped for one reason or another. 

**** 
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HIS DIVINE SHADOW STRIKES Back 

For instance, the earliest drafts and outlines contemplated the return of His Shadow. His Shadow was going to play a significant role in at least four episodes of the June, 1996 outline, and was almost certainly going to be coming back as a recurring villain in the third season. 

“Early on,” Hirschfield admits, “we thought His Divine Shadow was coming back. Definitely he was going to be back. It was only as we were going along that it changed to Mantrid.” 

In a draft of Luvliner published on the internet, there’s actually a reference to His Divine Shadow having returned and willing to pay big money to get the LEXX back. This suggests that the return was somewhat common knowledge in the LEXX universe and that His Divine Shadow was still operating on fairly conventional terms.  

The events of Gigashadow had perhaps not been fully incorporated into the series, as late as 1997. The story that would bring His Shadow back eventually evolved into Mantrid, but more than that there was the question of why bother? 

Bringing back His Divine Shadow was going to be a fairly good trick, since in the first movie, His Divine Shadow’s brain had been scooped out and his body sliced by Kai. In the fourth movie, that brain had been crushed, its evil essence moving into a giant bug which was then crushed in a black hole. The population of the League of 20,000 worlds had been killed off, the Divine Order had wiped itself out. 

But the end of Gigashadow had shown Kai’s eyes swirling with the black evil essence, so I assume the plan was that essence would escape and start the whole thing all over again. But even assuming His Divine Shadow came back through Kai, what was he going to do with his empire obliterated and the most powerful weapon in the universe in enemy hands? 

This hardly seemed satisfying. Basically, it had been done and done perfectly the first time out. The new His Divine Shadow couldn’t do anything but suffer by the comparison. He’d be a stripped down, paler, softer, punier version of the looming evil of the original.  

After all, the original had culminated in a giant monster erupting from a planet. What was this one going to do? Pop out of a dumpster and go “Boo!”  Chase teenagers around the halls of an empty high school at night?

Blowing up a planet was nothing, the LEXX did that all the time.  

Destroying thousands of worlds? Did that last year.  

Why not.... destroy them all? Toast the whole Universe? After all, we had a spare. How were you going to top a holocaust encompassing 20,000 worlds and a giant insect the size of a planet. The simple truth was that His Divine Shadow had gone as far as he could go. It was time for a new character, and an even bigger scale.  Besides, Lex probably didn’t want to have to wear the costume again. 

Mantrid and his story arc came from Paul Donovan himself, and from an abandoned idea from the first series. Originally, Gigashadow wasn’t going to be the final movie, that was a last minute replacement. Instead, the final was going to be an almost entirely different story, called Back to the Cluster. The story of Back to the Cluster and how Gigashadow came to be is related in volume one. 

But at the end of Back to the Cluster, His Divine Shadow escapes the LEXX in a gigantic planet destroying machine which begins to consume suns and planets. This sets up a denouement in which the LEXX and its crew are confronted by a star devouring juggernaut. This idea was abandoned, probably for a number of reasons, costs included. 

But in a sense, Mantrid, the devouring force, if not the actual character, went way back to the original concepts for the movie. Abandoned in the first series, it was available for recycling. 

In the June 1996 series outline, several episodes end with a planet devouring force that is following the LEXX eating a world, oddly, this seems to have been completely unrelated to the Divine Shadow arc, it’s not at all clear why it’s doing it or what it is. It’s just a mysterious planet eating force. It’s possible that was something intended to be developed to be resolved in a third season. 

The central idea of the Mantrid arc, that of self-replicating machines which tear down whole worlds is actually a well established concept. What we’re looking at are “Von Neuman” machines. Back in 1966, John Von Neuman published a “Theory of Self Replicating Automata.” Essentially, machines which would make copies of themselves. 

Then in 1974, R.N. Bracewell published a paper suggesting that these Von Neuman machines might be perfect for interstellar exploration. Essentially, all you had to do was send one out to some far star. When it gets there it turns into a factory, consuming raw materials to make copies of itself to explore the star system, with each copy making still more copies to explore and to launch to new star systems, where they would make still more copies. Eventually, the whole universe would be explored and colonized by these machines. Of course, it would take tens of millions of years, and humanity would probably be extinct, but we’d have done it. 

Or possibly, someone out there had already done it, or was doing it. Keep watching the sky, boys and girls. 

The idea was seized by both science theorists and science fiction writers. Frederik Pohl wrote a novel where self-replicating machines on earth solved all the world’s problems, and then created new ones as they scoured the planet’s resources to bedrock for a consumer society gone wrong.  

Philip K. Dick, in a story called Second Variety, eventually made into a movie called Screamers, played with the idea that these self reproducing machines might evolve to replace us.  

Fred Saberhagen wrote a whole series of stories and novels about ‘Berserkers,’ self-replicating machines with a mission to eliminate all organic life.  

More recently, David Brin ventured stories about ‘Eaters’, self-replicating probes without an off switch who would literally consume an entire star system, dismantling planets and even stars to make endless copies of themselves. 

The point is, the idea of self-replicating machines has been around for a long time and has spun in endless permutations. The idea seems so obvious and well ingrained that one might actually stop and wonder, if there is intelligent life in the Universe, why haven’t their self-replicating probes shown up, or why aren’t the stars winking out one by one. 

The latest twist on Von Neuman machines is nanotechnology. Theoretical molecule sized machines which would busily make copies of themselves, and then as their numbers proliferated, would be used to literally create objects as required, literally sculpting molecules. Nano- technology’s been written about extensively by SF writers such as Greg Bear, in Blood Music, or Kevin J. Anderson in The Assemblers of Infinity. 

This is hardly an exhaustive list, but merely a smattering of examples to show that the concepts been out there for a while and spun off in a variety of directions. Paul Donovan was combining a leftover idea from the first season with Von Neuman machines and coming up with Mantrid. It was too big a story to do all at once though, it needed an arc, it needed time to build. 

Gigeroff’s and Hirschfield’s scripts, in contrast, indicated a desire to return to the anarchic standalone format which seems to have been part of the original vision of LEXX. They wanted something free from back story and history. Their interim scripts, Luvliner, Love Grows, Lafftrack reflected a raw, rude sensibility, a universe of anarchy and chaos. The LEXX would come to a strange planet, weird stuff would happen to them, and then they’d leave. That was it. 

But by December of 1997, His Shadow was gone. Mantrid had taken his place, and had become the author of the mysterious planet destroying force, whose story arc became the focus of the season. 

**** 
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DEPARTURES AND ARRIVALS 

Other problems arose that altered the plans for the second series. In particular, Eva Haberman had moved on, and would be replaced by Xenia Seeberg. Concurrently, Doreen Jacobi was no longer available to play Wist, so both her and her character had to be replaced by Louise Wischermann paying Lyekka. 

In the eighteen month hiatus between series one and two, the actor’s options had expired.’ Downey and McManus were still ready and willing, and Hirschfield was on staff, but Eva Haberman had accepted a role in Strand clique, sometimes referred to as a German version of Baywatch. She wasn’t available. They had to find a new Zev and, since Eva didn’t have a twin sister, they had to explain why their lead actress was changing, she had to be German for the Co-Production partner and they had to do it quickly. 

They had trouble finding the new Zev, and that process dragged out. How much pressure they were under we can see in the story that Xenia Seeberg got the part largely on the basis of an interview with Paul Donovan at the New York airport, and a recommendation, if we accept it, by renegade German film maker, Jorg Buttgereit. 

It’s likely there was more to it than that. Donovan probably studied her resume carefully, watched her previous work, asked around about her. Wolfram Tichy contributed his input. But still, Xenia’s selection seems to have been a hastier and more desperate process than either McManus or Downey went through originally. 

The intention always seems to have been to bring Doreen Jacobi back as Wist. But the change from Eva Haberman to Xenia Seeberg upset the timing of those plans.  

Originally, as early as June, 1996, Lament for a Love Slave they intended to have Zev die in one episode and reappear in the next through the benign actions of a new Wist. This seems to have been intended to sell the return of a Wist, or a new version of the character. But this was scheduled for the eighteenth and nineteenth episodes in the June, 1996, outline. It’s possible that the original plan, to the extent there was one, was to have had her emerge as a recurring character for the third season, after reintroducing her late in the second. 

By December of 1997, the storyline had accommodated a new Zev, with two episodes moved up to the front and devoted to killing off the old one and recreating the new one. Jacobi’s Wist character had consequently expanded to appear in four episodes, though she may be used for more. Figuring more prominently in the series now, and with a continuity gap in the lead female role, Jacobi’s part may have been expanded from a one shot to more of a continuing character. 

Then, Doreen Jacobi backs out, or isn’t available. So once again, they’ve got to go looking for a new actress. Unlike Zev, however, they aren’t tied tightly to the character, and it would be fairly implausible to continue yet another character from one actress to the next. Instead, Wist is dumped and a new character, Lyekka is created. 

Also, as the series goes into production, several of the episodes planned for Wist/Lyekka are dropped. But somehow much of the characters subplot winds up reappearing in other planned episodes. It’s not clear whether this would have occurred, or whether she’s being shoehorned in because of contractual obligations. 

But, by and large, the casting side of things turned out better than anyone had a right to expect. Seeberg took to the role and expanded and developed the character of Xev in new directions, introducing strength, conviction and vulnerability. In contrast, the friendly engaging Wischermann proved far more appealing than the frosty Jacobi. 

**** 
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ODDS AND ENDS 

There were peculiar developments. One of these was the emergency of Pa Golene as a continuing character. 

Pa Golene appears in White Trash, of course, as he would in the final iteration of the series. But as originally written, he would survive and continue to stow away on the LEXX, coming out occasionally to meddle in the plot, before eventually getting killed in a later episode. 

This is surprising, you wouldn’t think a character like Pa Golene would have any sticking power. But as we saw in the first series, Paul Donovan liked to work with people he’d worked well with before. A number of his cast members in LEXX can be found sprinkled through his earlier movies, undoubtedly that has a lot to do with the fact that the Nova Scotia acting community just isn’t that big.  

But even so, he likes to work with the same people again and again. And he and the other writers liked to visualize their characters played by particular actors. So it’s likely that the driving force of Pa Golene and his arc was Maury Chaykin, a well known Canadian actor who had been the villain in Donovan’s Defcon IV. 

On another front, the various drafts and outlines, suggest that while the Beans wanted to do certain things... They wanted to do a musical episode, they wanted to do an episode about Kai’s backstory, they wanted to do a theatrical episode, they didn’t really seem to have any clear idea of where they were going with any of it. What eventually became Brigadoom was the result of a long process of mutation, and entire scripts were abandoned along the way. 

A number of ideas in the outlines were clearly undeveloped, not even half baked. In some cases barely more than a few paragraphs. That’s the case with the Heaven and Hell episodes, which oddly enough became the backbone of the entire third series. On the other hand, it’s interesting to see apparently well developed episodes abandoned.  

And it’s surprising to see which episodes have the deepest roots, for instance neither Luvliner nor Lafftrack are particularly extraordinary, and you could be forgiven for thinking they were late replacements. But they’re some of the oldest, purest concepts. 

RETURN TO TABLE OF CONTENTS
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THE PRODUCTION SIDE
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BUILDING BRAVE NEW WORLDS 

OFFICIAL PRE-PRODUCTION on the second season started at the end of January, 1998. By that time, the official roster of episodes had been worked out and there were already seven or eight scripts written. 

The series started formal production and principal photography around March 29 or 30 at Babelsberg Studios, near Berlin in Germany, for five episodes, until May, 1998. While this was going on, Electropolis was being prepared and the new bridge was under construction. 

After that, the production moved to Halifax and Electropolis studios, to shoot the balance of the season including bridge and standing sets scenes for the early episodes, finishing November 15 and 20th.  

Post-production ran until the following March, 1999. But early episodes had already begun to air on television well before post-production was completed, so they wound up racing the clock to get episodes done in time. 

The estimates of the budget for second year ranged from episodes of 1.5 million to 1 million. The average episode budget was about 1.2 million. Turnaround was approximately eight days per episode.  This was a significant drop from the first season, where the movies averaged about 4 million, or close to 2 million per episode hour, and fifteen to twenty days per movie.

The budget split was split 70/30 Canada/Germany. So much for the basic statistics. 

On the writing side, people were pretty happy there as well. There had been complaints that the first season movies had felt stretched out, as if they were hour long episodes pumped up to movie length. Upon hearing this, Lex Gigeroff would cast his eyes at the ground and stick his hands in the pocket while he scuffed his feet and admitted, yes, it was true. 

In an interview on the second series documentary, Lex talked about how much happier they were to be going to an hour long format, that he felt it was more comfortable, more appropriate to the stories they wanted to tell. 

As Hirschfield said, many of the stories they wanted to tell just wouldn’t work in a movie format. It was simply too long a period of time to drag a premise like White Trash out. They wanted to move faster, they wanted to make the hit, make their point, and move on. They didn’t want to do epics. 

If that’s true, then the writers were a lonely voice on the show. Moving to a series of hour long episodes put more pressure on everyone else. The bottom line is that each new episode literally called for new costumes, new wardrobes, new props, new sets. And it had to be designed; each episode was a challenge for the art department. 

It wasn’t all that portable, the sets and costumes from Twilight couldn’t be recycled for Woz, for instance. Unlike Star Trek, which continually recycled its Klingons and Romulans and Ferengi, LEXX had pretty much toasted its own back story. The clerics and soldiers and robots of the Divine Order were mainly history, the worlds of the League of 20,000 had been depopulated and The Cluster itself was now a collection of very small bits of space junk, there was very little available to be recycled and each episode opened on a whole new world. 

In addition, the production was moving to a new location. The Volvo automobile plant on Pier 9 had been a bit of luck. But that space was now being abandoned. Much of the production work, sets and components done in the first season had to be abandoned, either as a result of the change in format or the change in location. 

Instead in the time between the first and second season, the Donovan brothers had lead the movement to have an abandoned electrical generating plant rehabilitated and renovated into a first class film production space.  

The building, renamed ‘Electropolis,’ was a huge sprawling structure in the Halifax downtown. It would contain an immense sound stage with a sixty foot green screen, one of the largest in North America, as well as a half dozen other studios and sound stages, with office spaces, storage spaces and workshops. 

Some of the first pieces were preserved and relocated. The cryochamber room, with its cryochambers, control panel and protein regenerator remained. So did the galley, which was relocated. The shower room and Stan’s bedchamber were both reproduced. The full sized Moth props remained in use, as did various ganglions and wall sections which could be used for LEXX interiors. Costumes and smaller props were simply put in storage, to be dragged out again, when the opportunity arose. The blackpacs, for instance, were reused in both Luvliner and Woz. Kai’s colorful costume was dragged out for Brigadoom. 

But the old bridge went the way of all flesh. The bottom line there was that it had proven awkward and inconvenient to shoot on, difficult to enter and exit, and there’d been constant problems with shooting off the bridge. There seemed to be little support for going through the trouble and expense of moving and reconstructing the old bridge, when ultimately, it might pay off to build a new one. The decision was made to invest in the construction of a new permanent bridge which would be used for the second and subsequent seasons. This bridge remained in use for all three seasons and was only torn down in November, 2001. 

Mark Laing was assigned to design the new bridge. Studio 2 a room that was 60 x 60 was assigned. Paul Donovan and Bill Fleming required that the base contain His Shadow’s logo. Story requirements meant that they had to look up and see a screen. There had to be exits and entrances consistent with story geography.” 

“Arguably,” Laing recalls, “it didn’t fit. We had to achieve depth... The bridge is on a pedestal, way up between the eyeballs of the LEXX, in this great chamber. You can fall off the bridge, from a great height. The optic channel, the central nerve of the LEXX, it branches off dendrites up at the top, that’s what Stan sits in to command the universe. You had to have that, and a sense of depth in all directions in a room that’s only 60 by 60. That’s basically what I came up with.” 

Laing is correct; the new bridge is a fairly claustrophobic space. The original concept was always that the bridge would be an island or a balcony floating in a vast space. But by and large, this kind of imagery didn’t appear very often, which is a shame. The best portraits of it actually came only in the fourth year, when CGI began to give us shots of the vast spaces outside the bride. 

Laing’s bridge is much more enclosed than the previous webwork of stretched membranes, the color scheme is darker, there’s much more of a feeling of mass and weight to this new Bridge. In a way, it actually works. The massive steel girders, the dark tunnels, the vaulting cathedral like ceiling gives it more of a feeling of space than it deserves.  

Also lost in the move was the Predecessors chamber. There seemed to be no reason to keep it in terms of either practical issues or the logic of the series. It no longer had a function, the Predecessors were all long dead as of Gigashadow, and it had been established that their chamber could only be reached from the bridge by a moth flight. There was no reason to go there. 

The loss of the old Bridge and the Predecessors chamber brought to an end the unique look of stretched fabrics and membranes of Nigel Scott that had given the first season some of its distinction. From now on, LEXX’s organic components would be much fleshier.

However, the essential format of the series: Travels to different worlds where bizarre things would happen, meant that they’d have to continually build new sets, perhaps several for each episode. The first season, after all, took place through four movies entirely on three worlds: The Cluster, Klaagya and Brunnis, with a limited number of sets built for them. The second season would amount to twenty episodes, and involve demand endless sets.  

Terminal, for instance, is set on a space station called Medsat One, but that station wasn’t a single room, there was a corridor, an operating room, Stan’s recovery room, Kai’s furnace room, Zev’s torture room the lava lamp restaurant. Going to any world often called for several sets, interiors and exteriors. 
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