




















































































































































































































































































































































































LucasArts' standard scripting utility. Then he and the new Dig team were 
ready to get to work. 

Not that Sean was new to challenge. His background is conventional 
enough - an AA in math and a BA in computer science - but he had also 
worked for a construction firm for six months, so he was no stranger to hard 
work. Sean had built games on his own since high school; it's hardly surpris­
ing that he passed up conventional job offers - designing ATM systems and 
missiles, for example - for a position at LucasArts. 

Before The Dig, Sean had contributed to a number of games, including the 
FM Towns adaptation of Loom and the CDTV versions of Indiana JonN and the 
La.tt Crwade and lJfonkey l.tfand I. He was the principal CDTV programmer, 
managing production of both these games for three different formats and five 
different languages simultaneously. After that, Sean worked on Indiana Jone.i 
and the Fate of AtfanttJ for six months, helped design Big Sky Trooper For the 
Super Nintendo, and co-created Sam d Ma..\:. 

Sean Clark 

As far as working on The Dig, Sean has noted an odd synchronicity. 
Several magazines have run articles about an asteroid appearing in Earth 's 
orbit (including a cover story in the Economist), and several filmmakers have 
announced scripts that center around this possibility. 

The previous two versions of the game didn't have all that much to do with 
asteroids. In one version, a grizzled old space prospector in search of a leg-
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endary treasure recruited two ordinary earthlings. In the other, two alien races 
were waging interstellar war; the player's goal was to acquire and stockpile 
consumable resources. Both versions, however, were repeatedly postponed 
when other projects took priority. When Sean came on board, the easiest route 
was cleaning house and starting over. Continued consultation with Spielberg 
over content changes and new design ideas, careful planning, and a lot of hard 
work produced the version that finally crossed the finish line. 

PROGRRMMIHG 

Garq Brubaker 
Gary Brubaker comes to the outer-space world of The Dig with good creden­
tials: he's worked at Cal Tech's Jet Propulsion Laboratory, received a degree 
in physics from UC Berkeley, and done academic work in astronomy. He even 
has a dog named Newton. 

His lack of formal computer education didn't deter him when he saw an ad 
in the paper for LucasArts. He was eating breakfast at the time, and the paper 
fell off the table. When he reached down to pick it up, the ad was staring him 
in the face. Gary got the job but was somewhat disconcerted when, on his first 
day at work, the man who had interviewed him got fired. It was just bad tim­
ing, though, and he quickly found himself immersed in his work. 

To date, Gary has worked on Rebel Ac1JauLt and Dark ForceJ and written 
some sound tools that are still used in LucasArts games. His primary efforts 
have gone toward The Dig, since he's been on board through all three versions 
of the game. In addition to programming, Gary put his physics background to 
use critiquing character dialogue for technical accuracy. 

Gary likes both the creative and the technical aspects of programming. He 
also likes to play the company's games; he's proud of The D~q because of the 
high degree of puzzle-solving involved. Since Gary is a jigsaw-puzzle freak, 
it's no surprise that his Favorite part of The Dig is the bone puzzle. 

Of course, the Hollywood appeal can't be dismissed. When Steven 
Spielberg first described the The Dig's storyline he called it a cross between The 



Treadare 4 the Sierra Madre and Forbidden Planet. Naturally, the films were 
screened for the team. Gary found it immensely cool that he could watch two 
classic films and get paid for a day's work. 

Jonathan Rckley 
Jonathan began his career as a programmer by teaching himself BASIC on an 
Atari 400. Movies, however, proved a bigger draw than computers, and he aban­
doned his budding programming career to study film production at UC Santa 
Cruz. "Yes, I am a slug," Jonathan admitted, referring to the UCSC mascot. 

Out of school, he landed a job in computer-file management at Industrial 
Light and Magic. Friends at LucasArts wooed him over to what was then 
the Learning division. His first assignment was acquiring images for educa­
tional products, but he soon moved on to part-time programming. When 
Learning was absorbed by the Games division, which later became 
LucasArts Entertainment, Jonathan stayed on as a full-time programmer. 
His first project was programming Day of the Tentacle. He then worked on 
sound effects for Sam d Max and programming for Full Throttle before 
becoming a programmer on The Dig team. 

The Dig has taken its toll on many of its creators, and Jonathan is no excep­
tion. He recalls an incident when he and fellow programmers Livia Mackin 
and Gary Brubaker had one week left to prepare an early version of the game 
for presentation to Steven Spie lberg. Gary came in and announced, "I've 
talked to Sean [Clark], and we've got to rewrite the interface." This meant, in 
essence, that they had to rewrite the entire third version of the game, which at 
that point had taken more than two months to produce. They coped. 

Despite the occasional panicky situation, however, Jonathan enjoys his job. 
"It's the instant gratification," he said about the joy of being able to write a 
series of instructions and immediately see the results, 'Tm God in my own little 
universe; I can make Boston Low do anything I want." He also likes working 
on a wide variety of projects, from the wacky slapstick of Day of the Tentacle to 
the deadpan biker action of Full Throttle to the straight space adventure of The 
Dig. "Writing a computer program is like playing a puzzle game," he continued . 
"The puzzle is to make it work the way you want it to work." 
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Liuia Mackin 
"I started out as a music person," Livia says, "I was into music, dance, and 
art." With this in mind, Livia majored in music composition, concentrating 
on neobaroque fugues. Still, she'd always liked computer games and was 
especially fond of the old arcade game Sini..Jtar. Her interests merged when a 
friend showed her some work he was doing in C (a high-level programming 
language). It reminded her of the forms she had assembled in her composi­
tions. Livia realized that the job market wasn't exactly brimming with posi­
tions for contemporary composers of baroque fugues, so she signed up for 
programming classes. Eventually she applied for a job as a LucasArts game 
tester, but she wound up in product support instead. She did get to know sev­
eral programmers, though, and persisted until she was hired as a program­
mer. Her first programming job was on Sam d Ma.T. From there she went 
straight to The Dig. 

Back: Gary Brubaker; front: Jonathan Ackley, Livia Mackin 

Livia finds her creative coworkers the most interesting aspect of her job at 
LucasArts. Given her background, it's no surprise that she especially likes 
working with the musicians and artists. She particularly enjoys the artists' 
sketches, both those directly related to the project at hand and the cartoon 
portraits they frequently make of one another. "Choreographing" dialogue and 
other writing are among her favorite responsibilities. 



"Every day, it's just an enjoyable place to be. I don't know any other place 
like it. Jonathan and I may spontaneously break into song, Kevin and Graham 
are doing great caricatures - we all work really well together." 

Livia remembers one night before The Dig pizza orgy when the programmers 
had toiled until dawn making sure that everything in the program worked 
properly. The next day, the rented computers had arrived, but because the 
conference room was booked all day, they didn't get the computers set up until 
two hours before the party. Fifteen minutes before the orgy, they discovered 
that all the computers had to be reconfigured. "Sean was saying, 'We'll take 
the Pentiums off the programmers' desks - no, wait, they'll just have to play 
the old version without the 3D sequences - no, we can't do that . . . . "' 
Somehow the team set up with only moments to spare. 

When not harmonizing with her coworkers or spending long hours mak­
ing games work, Livia likes riding her motorcycle over "tight, little windy 
roads." She misses composing music, but like many programmers and artists, 
she suffers from carpal tunnel syndrome, which makes it impossible to main ­
tain both a job and a hobby that make demands on her wrist muscles. 

MUSIC 

Michael Land 
Michael is LucasArts' senior composer and music technician. His credentials 
are impressive: a BA in music from Harvard and an MFA in electronic music 
from Mills. His first LucasArts music was for Monkey l.Jfand 1 and its sequel. 
He also contributed to X-Wing, TIE Fighter, Indiana Jone.1 and the Fate of Atfanti.J, 
and Day of the Tentacle. 

Michael's musical tastes range from rock and roll to classical. He counts 
Beethoven, Wagner, and Jimi Hendrix among the influences on his composi­
tions for The Dig. He notes that CD technology and ever-faster CPUs have 
considerably expanded the universe of the game composer. With The Dig, 
Michael no longer felt hemmed in by the limitations of MIDI sound; the syn­
thesizer was "a skeleton" over which he could layer samples of, say, Wagner, 
in "big gurgling swathes of orchestral chords." 
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Michael assigned a unique chord motif to each area in The Dig, so the transi­
tions between them add up to a chord progression. Dedicated motifs also accom­
pany the special effects and animated sequences. Despite the frequent technical 
struggles, Michael found working on The Dig a fascinating challenge. "It's a cool 
story and a cool environment - mysterious and ultimately uplifting." 

SOUHD EFFECTS 

Clint Bajakian 
Clint knows classical music. He has an MA in music composition from the 
University of Michigan and a classical guitar degree from the New England 
Conservatory of Music. While in school, he wrote for instrumental ensembles, 
including a piece that was performed by the university orchestra. Clint has 
also served as music director at an art camp affiliated with the Boston 
Symphony Orchestra at Tanglewood. 

In 1991 he came to LucasArts to compose music for ln'diana Joned and the 
Fate of Atfantu and Monkey Iafan'd 2. One of his greatest challenges at that point 
was maintaining compatibility with the many music and sound cards on the 
market. With the advent of CD technology and faster operating systems, he 
can now concentrate more on the creative end of the business. 

Clint created the sound effects for X- Wing, the music for Day of the Tentacle, 
the complete musical score for Sam d Ma.,-c, and both the sound effects and 
some music for TIE Fighter and Darlc Force.J. He also provided all the hard-hit­
ting sound effects for LucasArts' biker adventure, Puff Throttle. 

The Dig frequently demanded a much subtler palette of sound effects than 
other projects he has worked on, and new CD technology made such subtlety 
possible. Whereas 8-bit audio (the previous standard) allows 256 sound val­
ues, the 12-bit audio used for The Dig allows 4,096 values. This enabled Clint 
to incorporate such gentle sounds as wind chimes and tinkling glass while 
exploring the nuances of complex sounds like the wind and surf. 



Back: Clint Bajakian; front: Michael Land 

Clint frequently goes into the field to record live sounds, but when it came 
to the animal noises for The Dig, he had to resort to sound libraries. He utilized 
these in innovative ways. A hawk's cry was tweaked just a little to make a 
Cocytan seabird, sped up considerably to emulate insect chirping, and slowed 
down dramatically to contribute to an echoey cave's ambiance. One of the 
most inventive effects is the continuous high-pitched tone that denotes crys­
talline energy. Clint created this by recording wind chimes, then fading the 
sound and looping it back on itself. 

Not all the effects in The Dig are weird, though. In many places, Clint 
found it important to provide familiar and natural sounds, thereby giving the 
listener a "home base" and providing a contrast to the more alien effects. 

According to Clint, his work as sound engineer on The Dig involved three 
general categories: regular sound effects, which are in essence discrete sound 
bites; foley, a film term that refers to incidental noises, like footsteps and chair 
squeaks that are produced by human movement; and the science-fiction effects 
that accompany transformations. Of course, he had to coordinate and blend 
all these sounds with the music to produce a total auditory environment. 
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RRT 

Bill Tiller 
Bill was discovered in classic Hollywood fashion. As a student at the 
California Institute of the Arts he studied character animation under many 
current and former Disney employees. When his work was featured in the 
school's annual Producers' Show, it was seen by Colette Michaud, head of 
LucasArts' art department. Suitably impressed, she hired Bill to create back­
grounds on the first version of The Dig. 

There's more. He worked on the animation in the second version, and was 
again working on backgrounds on the third version when the lead artist left 
LucasArts. Bill stepped into the lead's shoes. He attributes much of what he's 
learned at LucasArts to Bill Eakin, who produced around 40 percent of the 
backgrounds for The Dig. 

Tiller's other LucasArts work has included the live-action animation in ReheL 
A!.Jault, the first LucasArts game to incorporate such technology. He also worked 
on animation and backgrounds for the 20 cut scenes in that game and the mode 
7 sections of Indiana Jonec1' Greate.Jt Ad'1entur&J and Super Return of the Jed i. 

Bill enjoys both serious and humorous cartooning. He feels that many 
computer games in the past have been humorous because cartoons are fun to 
look at. He sees much more potential in 30 art, especially as implemented in 
games like LucasArts' upcoming ReheL&JauLt II. 

In addition to supervising animation on the current version of The Dig, Bill 
is responsible for the ghost in the alien ship, the room with the bridge to the 
air lock, and the source of the waterfall outside the nest. He also likes his work 
on the map room (which was inspired by the movie Congo) and Bill Eakin's 
work on the underwater sequences. 

Bill had a hard time building a staff; after failing to find enough local tal­
ent in the allotted time, the art department wound up hiring several Canadians 
to fill out the team. For Bill, the best part of the work has been the occasional 
word of praise and encouragement from Steven Spielberg. 



Keuin Boyle 
Kevin is one of The Dig's Canadian crew of animators. He majored in classical 
animation at Sheridan College in Ontario, where he was contacted by 
LucasArts' art department. 

His first job was straight animation, but he quickly moved into the 
lead-animator position where his duties included overseeing production, 
maintaining quality (for instance, making sure that characters h~ve a con­
sistent appearance when drawn by different artists), and ensuring timely 
completion of projects. 

When asked what he finds particularly satisfying about his job, he com­
pared the pleasure of pulling disparate game elements into a unified whole to 
that of putting together the pieces of a film. But he also sees a crucial differ­
ence between the genres: In film, every aspect of animation is planned and 
scheduled in advance, whereas games constantly change as puzzles are 
improved and features are trimmed to accommodate memory limitations or 
deadline pressures. 

Charlie Ramos 
Charlie began his career in art as an illustration major at San Francisco 's 
Academy of Art, where he earned his BFA. Afterward he spent a year in Spain 
designing book covers, then another year back in San Francisco producing 
fine art and even getting his work hung in some small shows. His first project 
at LucasArts was FuLL Throttle; after completing that he moved on to do anima­
tion work on The Dig. 

Ramos loves animation and figurative art. At LucasArts, he says, he can 
feel the creative energy around him. Whenever he feels blocked, he gets up, 
walks around, and finds inspiration in the work of his colleagues. 

According to Charlie, the animation in The Dig is about as realistic as 2D 
art can get, with a little cartoony stylization. Charlie cites Geri Bertolo, one of 
the Canadian crew, as a major influence on his own work and the overall look 
of the game. Because of Geri's interest in Japanese animation, the cut scenes 
have a decidedly anime look. This kind of creative cross-breeding, according 
to Charlie, is a major part of what makes an artistic team work. 

Ground Crew I The Makin.9 of The Dig 173 



174 The Dig Official Player '.J Guide 

The art crew. Front row: Dave De Van, Lleslle Aclaro, Jillian Moffett, Michele Harrell, Charlie 
Ramos; back row: Graham Annable, Kim Balesteri, Japeth Pieper, Adam Schnitzer, Chris 
Miles, Bill Tiller, Kevin Boyle. 

TESTING 

Chris Puruis 
Testers (or "Quality Assurance Technicians") tend to be a unique breed, and 
Chris Purvis is no exception. He works in a modernistic cubicle surrounded by 
pictures of his wife and racing cars, with models of Star War.i spaceships hang­
ing from the ceiling. He claims he was working as a "slave for a software com­
pany" when he found the ad for employment at LucasArts. 

Chris cut his teeth as a lead tester on Full Throttle, LucasArts' motorcycle 
adventure game, but he claims The Dig has been much harder to test. "It's much 
longer," says Chris, "so when you get a new version, you don't always know 
right away how solid it is. Even if you know what you're doing, it can take over 
three hours to play the critical path." This means that Chris will frequently par­
cel out different parts of the game to several testers for intensive testing. "On 
the other hand," he claims, "the game has consistently seemed more solid, and 
hasn't had as many off-the-wall bugs as some other games we've tested." 



Lead tester Chris Purvis 

A true gamer, Chris tests games all day, then goes home and plays games 
at night. He has tried to explain to his wife that what he does at work is not 
the recreational diversion he enjoys at home. 

He likes the job because he also gets to see the first release of games from 
other companies. Chris is "very critical" of other companies' products, and he 
feels this criticism is consistently justified by what he sees coming out of 
LucasArts. However, there are just a few drawbacks to being a tester: testing 
a game means that you can't play it for fun until long after the game has 
shipped. "Maybe as long as a year until you aren't sick of it anymore," says 
Chris. The only other negative side effect of the testing process is that he's 
"getting really, really tired of pizza. I just can't look at pizza anymore." 

Although being a games tester is the dream of every pre-adolescent 
American male, Chris stresses the long hours and tedium of the job. "You have 
to have a long attention span, an eye for detail and exceptional tolerance of 
monotony. It also helps to really know your computer hardware and to be able 
to reconfigure memory and replace sound and video cards." Other than that, 
Chris recommends that prospective testers, "play every game out there. 
Consider it job training." 
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UOICE 

Darragh O'Farrell 
Darragh comes to LucasArts from Ireland. Educated in Scotland, he sought 
employment in this country because of the larger scope of the entertainment 
industry in the U.S. compared to British Isles. Before LucasArts, he worked 
in Los Angeles for an animation company that did lots of pre- and postproduc­
tion work on Saturday morning childrens' programming. His jobs there 
included dialog direction and sound supervision, which prepared him for his 
current employment. 

Darragh has been a game fan since the days of the old Atari 2600, and, 
coincidentally, the first PC game he ever played was LucasArts' X- Wing. So 
he was quite excited when he saw the ad in the Hollywood trade papers for a 
voice producer/director. He is pleased that the games he gets to work on 
encompass a wide spectrum of genres, from science fiction and straight adven­
ture through oddball humor. 

Recording the voice tracks for The Dig meant that Darragh had to travel 
from the LucasArts facility in Marin County back to Los Angeles, where he 
spent three weeks getting all the dialogue for the game, which is considerably 
more than that used in the average movie script. He feels that, "Actors are 
much more relaxed doing voice overs. They can wear casual clothes and don't 
have to wear makeup, and it's just generally a more easygoing atmosphere." 
He really enjoys Northern California because it is serene and the climate is 
closer to his native Ireland. 

The downside of providing voices for game animation is that much of the 
art for the game is not ready at the time the voices are recorded, and it isn't 
always easy to give the actors an idea of how their characters will look and 
behave. In the past LucasArts voice production technicians have used sketch­
es of the characters to help with this problem, but some of the animation 
sequences had been completed for The Dig, and Darragh was able to use his 
laptop to show the actors some key situations. 

Darragh was impressed with the professionalism of the actors working on 
the project, especially Robert Patrick (the voice of Low), who had more lines 



than any of the other actors. According to Darragh, Patrick was constantly 
thinking about his work ~ even after a good take he would sometimes say , 
"Wait a minute, let's try that another way." Darragh also found Patrick's sense 
of humor "off the set" a pleasant change from the mechanically lethal charac­
ter Patrick p layed in Terminator 2. 

Voice people, left to right: Julian Kwasneski, Caya Elliot, Darragh O'Farrell, Khris Brown 

PRODUCT MHHHGEMEHT 

Eamela Boswell 
Camela's background is classic PR: a degree in journalism and public relations 
from California Polytechnic State at San Luis Obispo, a stint in advertising, 
then more PR work at LucasArts. When she became interested in the creative 
end of the business, she moved into production. In addition to The Dig, she 's 
currently producing three major releases for 1996. 
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A production manager's responsibilities are incredibly broad. It's Camela's 
job to oversee all the elements of production, provide appropriate resources, 
and bring the product in on time and within the budget. Much of the job con­
sists of managing people: ensuring optimal work conditions, resolving differ­
ences, and applying the necessary pressure to make sure everything gets done. 

~~ 'E\lff<'{'Ot{( { 
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Another sample from "'The Wall."' 

Camela refuses to play the victim to what sounds like a high-pressure job. 
She's always been a list maker, and her general attitude toward a task is no­
nonsense: "Address it, finish it, get it done." 

Nevertheless, she was a bit apprehensive when she signed on for The D(q. 
Her initial challenge was to boost both morale and productivity. Camela's first 
step was to streamline production and improve task tracking. But she still 
needed to address the human dynamics. She sees herself (especially with cre­
ative people like artists and programmers) as a kind of cheerleader, leading 
the team to victory. And of course, she always has to keep an eye on what the 
competition is doing, so LucasArts can stay ahead of the field. 

Camela admits that she's still learning the technical aspects of game pro­
duction. She takes this into account with her staff. When a deadline dispute 



.. 

arises, she talks with the creative team: "This is the deadline we'd like to meet. 
Do you have a solid reason why we can't? What factors am I not taking into 
consideration?" This approach, she finds, succeeds where blame or anger 
often fail. 

HUTH OR 

Jo Ashburn currently resides in Oakland, a state of confusion, as opposed to 
Berkeley, where he used to live, which is definitely a state of mind. He has 
been a theatre reviewer for three years for the Sattertown New,1 (a Sacramento 
weekly newspaper), a pizza cook, a transit spy, a projectionist at a sleazy 
movie house, a Cub Scout, an English teacher, an actor, a poet, a priest, a tech­
nical writer, and is currently employed as a games tester and documentation 
writer at LucasArts Entertainment. He has written the Day of the Tentacle hint 
book, the Sam e3 Ma.1: Hit the Road manual and hint book, the Dark Forced man­
ual (in collaboration with Mark Cartwright), and the Full Throttle Offici.a! 
P!ayer'.J GuiJe. He still does not own a cat . 

Jo Ashburn 
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UJhere· s Uader? 
In designing the control panels for The Dig, the LucasArts artists managed to 
sneak in many images from popular culture. Can you find the following images 
in the five control panels? 

--
LucasArts Logo [21 Imperial Star Destroqer Sandcrawler R2 -02 

X-UJing Fighter [2] TIE Fighter Darth Uader R2 -02' s eqe 

A-llling Fighter [2] TIE Interceptor Darth Uader' s helmet USS Enterprise 

Y-llling fighter Death Star [2] C-3PO E.T. 

Jfillennium Falcon C-3PO's mouth 
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