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Giger. The name itself sounds
alien. Hans Rudi (H. R.) Giger is the
Swiss surrealist whose design work
for ALIEN copped him an Oscar at
age 40 and changed the look of
science fiction. This issue is
devoted to Giger's artistic genius
and the enormous influence his
work has had on the look of horror,
fantasy, and science fiction films.

Writers Jan Doense and Les Paul
Robley visited Giger at his combina-
tion home/studio/gallery/workshop
in Zurich to talk about his work in
film, his art, and how his unique
style has become common property
in Hollywood. A sidebar article
"Hollywood Rips-Off H. R. Giger" is
a visual catalogue of some of the
most blatant Giger imitations, many
from some of the biggest names in
movies and special effects.

In "Sliming Technology" Brooks
Landon looks at how Giger's work
has changed our perception of what
is alien. Award-winning science
fiction artist Vincent Di Fate writes
about the influences on Giger's art
in "Roots of Imagination," and puts
the impact of Giger's work into
artistic perspective. And Sheldon
Teitelbaum presents a preview of
THE MIRROR, a forthcoming film
based on the imagery of Giger's
famed Necronomicon which
promises to be the most faithful
film adaptation of the artist's
nightmare vision to date.

An enduring mystery is the
reason why Giger has not been
approached to contribute to the
filming of ALIENS and forthcoming
sequels ALIEN Il & IV. If that's
something you'd like to see, we
suggest you write 20th Century-Fox
and let them know. Write Barry
Diller, 20th Century-Fox, Box 900,
Beverly Hills, CA 90213. Tell him
you want to see the "real thing."

Frederick S. Clarke
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The surrealist who s
film design, on his ar

By Jan Doense &
Les Paul Robley

Even the picturesillustrate only
one or two phases of its endless
variety, preternatural massive-
ness, and utterly alien exoti-
cism ... There was something
vaguely but deeply unhuman in all
the contour s, dimensions, propor -
tions, decorations, and construc-
tional nuances of the blasphem-
ously archaic stonework ...

H.P. Lovecraft

Giger'swork disturbsus, spooks
us, because of its enor mous evolu-
tionary time-span. It shows us, all
too clearly, where we come from
and where we are going.

Timothy Leary

Swiss surrealist H. R. Gig-
er's design work for ALIEN
revolutionized the look of
science fiction films, and is
often imitated. Surprisingly,
the artist has not been asked to
work on either sequel.

Giger lives near Zurich air-
port in a nondescript two-story
flat. Giger is nothing like you
expect. The meek, cherub-
faced artist who comes to the
door seemed at odds with the
horrors he paints for a living.
He prefaces our interview by
conducting a grand tour of his
home asif | am thefirst to view
its strange, yet beautiful, one-
of-akind furnishings. Upstairs
a dinette set is surrounded by
biomechanical ALIEN-styledi
chairs. A unique glass coffee
table is held up by six crucified!
Christ figures, three right-side
up, and three upside-down.
representing the holy and infer-
nal trinities. A deformed Swiss
camera housing mutates into a
nightmarish metallic cyclops.

All around the house are
hung huge panoramic gray-
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Giger in the dining room of his Zurich home with his pet Siamese cat, Muggi,
surrounded by one of his large paintings which he refers to as "environments."
The chair is Giger's "Harkonnen" design, inspired by Frank Herbert's "Dune."

ART ST

 look of genre
IS Imitators.

black triptyches of famous
works from Giger's Necro-
nomicon, a book of early draw-
ings whose title is derived from
Lovecraft, which later served
as the inspiration for the crea-
ture in ALIEN. Sleek, beauti-
ful women with upturned eyes
and a deathlike pallor look out
from the artwork, steely ser-
pents grow into phalluses. dis-
eased ribs and vertebrae. Like
works in his gallery, Giger's
two Siamese cats, Muggi (mean-
ing "little mosquito") and Non-
eli. pose like Egyptian statues.
He often uses them as models
for his paintings. Muggi till
bears the stiches on its fore-
head from three recent brain
operations.

Giger's abortive contribu-
tion to MGM's POLTER-
GEIST |1 has soured the artist
on working for Hollywood,
which commonly borrows
from his work without asking.
Giger is more flattered than
outraged by his movie imita-
tors, but ill yearnsto exertthe
kind of creative control over a
film project that he enjoys in
the creation of his paintings.
To get that control Giger has
gone the independent route to
work on THE MIRROR (see
separate story, page 32). afilm
that promises to translate the
nightmare imagery of his Necro-
nomicon paintingsto thescreen.

Which of your paintings are
they usingfor THE MIRROR?

They arc using some of my
best paintings for the film. You
will see them through the mirror
in 3-dimensional form. One of
them. " The Spell," | began in
1972 and finished in '76. I've
done about three or four of these

pdf created by www.littlegiger.com




THE MIRROR, afilm by director Bill Malone, will visualize
Giger's world in three dimensions using paintings like this one from the artist's
famed Necronomicon, a book of Giger's early work which inspired the design look
of ALIEN. The work is Li Il, a 1974 acrylic painting 4.5'x6', a portrait of the
artist's actress lover Li Tobler, who died by her own hand in 1975.




Giger poses with his handiwork from ALIEN (1979), on the set at England's Pinewood studios. A meticulous perfectionist, Giger
worked with studio craftsmen in the sculpting, casting, construction, painting and final detailing of his designs for the film.

large works, which | call envi-
ronments. They are all about
420 cm long and 240 cm high
[approx. 14'x8]. | makethemin
three pieces so | can getthemout
of the house. [Giger also uses a
dumbwaiter system to move the
artwork while he paints, a
method borrowed from Salve
dor Dali.]

Will you actually work on the
setfor THE MIRROR?

| will not have muchtodo on
the film. For me it's best when
someone takes my images and
brings them to life and | don't
have to invent another thing. |
hopeto control everything. Oth-
erwise, it never ends up looking
like my suff. It dways looks
influenced by the artist who is
doing it. The problem isto find

&8

HOLLYWOOD
RIPS-OFF
H. R. GIGER

Since ALIEN burst onto
the consciousness of
Hollywood in 1979, the
distinctive biomechanical
style of designer H. R.
Giger has cropped up in
numerous films from some
of the biggest names in the
genre, like James Cameron,
David Cronenberg, Rick
Baker, Stan Winston, et

al. Here's a listin no

someone who can make my stuff
look exactly like it is. | would
prefer to use the man who
modeled my home furnishings,
Corneliusde Fries. Heisthebest
for me because he knows my
work.

Will you work on THE MIR-
ROR yourselfand sculpt asyou
did on ALIEN?

No, | don't think so. Just over-
see. | want to be very much
involved in the film because |
have never been satisfied with
what filmmakers have done
with my work inthe past. | was
horrified about POLTERGEIST
I1. That was probably my mis-
take for not being there. This
time, if they want to transform
my images they can't change a
lot. But it's difficult to see how

particular order and by
no means complete:
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Oscar-winner Chris Walas
did GALAXINA's chestburster.

GALAXINA (1980). This
Crown release, written
and directed by William
Sachs and starring the late
Dorothy Stratton as the
titular android, featured a
spoof of ALIEN's chest-
bursting scene. The little
alien (left) was designed by
Chris Walas, a later
Oscar-winner for THE
FLY, now turned director.

ALIENS (1986). Writer/
director James Cameron's
continuation of the film
that started it all. Stan
Winston picked-up an
Oscar for his work, based

my paintings look from the
side. | will provide advice and
make sketches to show how
they look dimensionally.

What did you think of the
changes made in the design of
your creature in ALIENS?

| thought the mechanization
wasdone very well. | wasalittle
depressed because nobody
asked meto work onthisfilm. |
was in Los Angeles at the time
working on POLTERGEIST
I, and | asked around about
ALIENS. For me it would
have been the most logical
thing to work on that film. |
was very anxious to collabo-
rate but nobody called me. I'd
much rather have done a
second ALIEN than a second
POLTERGEIST because nat-

urally | fdt more related to
ALIEN. Perhaps the POL-
TERGEIST 11 people wanted
to keep me away from ALIENS
for rear of losing me. 1 inquired
everywhere but no onecould or
would inform me about it.

You received compensation,
though...

No! Nothing. They put my
name in the credits as designer
of the original alien concept,
but | never got any money. In
my contract, Fox can make as
many films as they want. It's
always the company's rights,
and they do what they want.

Did you like ALIENS?

Actually, | expected more
after al the enthusiastic reviews.
It's a bit too American for
me—too much action. | prefer
suspense. Half of the action in
ALIENS would have been suf-
ficient for onefilm, | think. Far
too much is happening. It's a
bit like RAMBO.

What about the film's art
direction, especially the design
ofthe Alien Queen?

It's all beautifully done,
everything, the designs and the
way they're executed. I'm par-
ticularly fond of the robot,
which is operated by Ripley—
Das war ganz toll, nicht?—that
yellow monster with those
pincers. The Alien Queen is
also nice. She's a-bit smallerin
the face than my alien but my
basic design wasvery well stud-
ied. She was frighteningly well
animated. Of couse in that
respect alot hasbeenlearnedin
the past eight years. The face-
huggers were well done, too.
As far as the designs are con-
cerned I've no criticism, only
the film's pace bothersme. And
| believe a lot of Europeans
react like that. They would

Stan Winston got an Oscar for copying Giger's designs for ALIENS.



SLIMING TECHNOLOGY

Giger'ssurreal vision of thefuture profoundly touched
something in us, remappi ng our sense of what is "the other."

By Brooks London

H. R. Giger has proven to be
one of those rare talents who can
turn a film genre in a new direc-
tion. It may be too soon to say
that after Giger science fiction
film will never be the sameagain,
but it certainly hasn't been the
same since that moment in 1979
when those grumbling explorers
from the Nostromo made their
way through vaginal portalsinto
the vast ribcage cathedral of the
Giger-designed spaceship of
ALIEN.

Centered in its interior the
explorers saw the body of ahuge
fossilized extraterrestrial. Re-
clining at some unfathomable
gun or instrument mount—its
bones, muscles, and tendons
indistinguishable from the
mount's tubes, cables and con-
duit—the giant dead astronaut
seemed to grow out of and flow
into the chair, just as the gun or
instrument emplacement seemed
to grow out of the ship itsdf, its
organic nature more clear than
its technological purpose. From
that literally awe-inspiring mo-
ment on, ALIEN was Giger's
film, and from that film on, the
Giger "biomechanoid" look, at
once terrifying and erotic, has
been omnipresent in science fic-
tion film.

Sure, Giger had some help
from director Ridley Scott,
effects expert Carlo Rambaldi,
production designer Michael
Seymour and others; ALIEN,
like any major film production,
was a supremely collaborative
effort. For science fiction and
fantasy films this collaboration
grows ever more complicated
and reciprocal since special
effects and production design
often determine the look and fed
of a film as much or more than
does its script, acting, directing
and camera work. So claims
about influence, inspiration and
derivation within and among

Filming Giger's "Space Jockey" design for ALIEN, a turning point In the look of
science fiction. Right: Giger's "Alien" design for the film, a six-foot replica
that glares out at visitors to the artist's Zurich gallery/apartment/workshop.

science fiction and fantasy films
tend to be more subjective than
authoritative, a process more of
visual matching than of deter-
mining degrees of indebtedness.
What one critic cals a rip-off,
another may see as hommage,
while athird may talk of"conver-
gence." Still, who can doubt that
Giger's surreal vision of the
future profoundly touched some-
thing in us, remapping our sense
of "the other," the alien, while
resurrecting dance of death skel-
etal iconography to haunt us
with our own mortality. "Every-
thing | designed in the film,"
revealed Giger, "used the idea of
bones."

Certainly, Giger's art played
an instrumental role in Ridley
Scott's approach to ALIEN.
Scott has said of his first look at

Giger's artwork, "l've never
redly been so shook up about
anything," adding that he in-
stantly recognized it as the basis
of the creature for his film. Sim-
ilarly, explaining what drew her
to the role of Ripley, Sigourney
Weaver said the clincher was see-
ing Giger's designs for the film.
From the outset, it was Giger's
unique vision, a blend of night-
mare-surrealism with industrial
design, that seemed to lift ALIEN
out of the conventional, his
designs shaping and challenging

its production values. Onemajor

and SFfilm isthat the latter may

be image-driven, built fromavis- |
ual paradigm or central image [k
rather than from a narrative or '§
conceptual design, and ALIEN
provides a perfect example of an

image-driven film.

Of course, following ALIEN's
huge box office success, anumber
of films, most of them awful,
attempted to copy its format,
either in whole or in part. A
Roger Corman production,
GALAXY OF TERROR (1981).
probably came closest to match-
ing Giger's biotechnological ter-
ror (to be imitated by Roger Cor-
man must be a singular kind of
validation), while the imploding
chest scene in John Carpenter's




THE THING (1982) was clearly
the most original responseto the
"chestbursting" stage of Giger's
alien. A lig of ALIEN/Giger
inspired or influenced SF crea-
tures in recent films (see page 26)
would include those in ALIEN
CONTAMINATION, XTRO,
CAPTAIN EO, CREATURE,
HORROR PLANET, FORBID-
DEN WORLD, and SCARED
TO DEATH, but to note the
many inferior attemptsto mimic
Giger actually misrepresents his
larger impact on SF film.

Giger's real accomplishment
is more abstract and has to do
with reorienting our notion of
the alien from the creature to its
ecology and environment, and
with making us rethink the look
of technology. If, as film scholar
Vivian Sobchack (Screening
Soace) argues, the last ten years
have seen a fundamental para-
digm shift in science fiction film,
one radically revising long-held
assumptions about the nature of
space and time and the depiction
of the alien, then Giger must be
acknowledged as one of the pri-
mary architects of that shift.

Although ALIEN was an old-
style monster-from-deep-space
film, its rudimentary plot a kind
of spaceship-gothic more than
anything new to think about, its
imagery challenged usto seeina
completely new way thespacesin
outer space. That is, it immersed
us in a systematically alien envi-
ronment, an entire implicit ecol-
ogy, confronting us with aspace-
ship at once so vast and so
strange looking that it subverted
our comfortable distinctions
between biology and machinery,
our expectations of mechanical
forms with implicitly clear func-
tions, and with a creature that
threatened us from without and
from within.

" To note the many inferior
attempts to mimic Giger actually
misrepresents his larger impact
on SF film. Giger made us
rethink the look of technology."

Above: With director Ridley Scott (I) and creature fabricator Carlo Rambaldi,
Giger (rear) picks up his Oscar for special effects design for ALIEN in 1980.
Below: Giger's aesthetic extended far beyond the film's effects: Left: Vaginal
portals lead to the derelict ship's interior. Right: Discovering the egg chamber.

Giger's genius lay in combin-
ing the imagery of technology
with that of biology, in offering
us avision of a future so different
asto challenge many of our long-
standing filmic assumptions
about distinctions between hu-
manity and alien, life and non-
life, science fiction and fantasy.
More than anyone else, it was
Giger who persuaded us that the
future may have as much to do
with slime as with circuitry, that
advanced life forms may have
advanced beyond or developed
outside of our mechanical- and
electronic-centered  conception
of technology.

Accordingly, a better index to
Giger's impact on SF film would
be to note how subsequent mov-
ies as different as KRULL,
INVADERS FROM MARS,
BUCKAROO BANZAI, LIFE-
FORCE and EXPLORERS
have shown advanced alien liv-
ing spacesto be organic and inex-
plicable, and how films as differ-
ent as THE TERMINATOR,
PREDATOR, and ROBOCOP
have posited a new kind of exist-
ence blurring the imagery if not
the concepts of the biological
and the mechanical. Indeed, it
should also be noted that many
of the assumptions of current
cyberpunk literature posit a dis-
tinctly Gigerish future.

What Giger has provided SF
film in the '80s is iconography to
rival that of the classic SF films
of the past, a pattern of images as
recognizable and as emblematic
as was the figure of CREA-
TURE FROM THE BLACK
LAGOON's gillman or the magjes-
tic but sterile look of space travel
in Stanley Kubrick's 2001. Giger
may not have done this alone,
but it's hard to imagine that it
would have happened without
him. .




rather see a series of dow build-
ups towards climaxes instead
of one immense build-up
towards a single climax.

Snce ALIEN vyour style
seems to have become com-
mon property in Hollywood.
Does that upsetyou, or areyou
just flattered?

Ifit'sdonewdl | 'mflattered,
certainly. Although | usually
come a day after the fair intwo
ways. I'm not being compen-
sated and my name is never
mentioned. If at least that
would happen | could be con-
tent with the thought of having
inspired something. And if the
film turns out well, that would
be fine. One should be glad
with all good films that are
made.

What about Francis Cop-
pola's CAPTAIN EO, the
short film starring Michael
Jackson and Angelica Huston
that's playing at Disneyland
and...

I know, it looksjust like my
alien. | have seen some pic-
tures of it. You know, some
years ago 20th Century-Fox
sued the firm Bally because
they had fabricated an unau-
thorized ALIEN pin-ball ma-
chine. Baly had to pay dearly
for that. | only received acou-
ple of dollars and one of those
pin-ball machines because | had
transferred my rights in the
alien design to Fox. So it's up
to Fox to go after Coppola if
they care to.

You don't seem angry with
the way Hollywood filmmak-
ers have ripped offyour work?
[ The term "rip off" was a new
onefor Giger, who asked what
it meant before answering.]

There are a lot of American
filmmakers who copy my work.

on Giger's credited designs
for the original. Though
not invited back, Giger's
distinctive design sense
nevertheless permeated
the enterprise. A pity that
producers Walter Hill and
David Giler, who haven't
approached Giger about
contributing to ALIEN Il
either, have decided to
settle for imitations with
the "real thing" available.

LIFEFORCE (1985). Tobe
Hooper's stylish version of
Colin Wilson's "Space
Vampires" features a bio-
gothic alien spaceship

Giger's alien designs for THE TOURIST (1982), an unfilmed Universal project developed by director Brian Gibson, about a seedy
New York hospital which keeps extraterrestrials from other worlds under sedation for the sadistic experimentation of scientists.

They send me aletter and say it
is nice to have you in my film
[Giger laughs]. So, | can't say
anything. It's nice to be there.
You know, sometimes people
have the same idea at the same
time. My stuff is not com-
pletely fresh. | have been influ-
enced by Gaudi, Kubin, Dali...

What other artists have
influenced you?

First and foremost is Hiero-
nymus Bosch.

In 1982, at the request of
director Brian Gibson who
would later ask Giger to work
on POLTERGEIST Il: THE
OTHER SIDE, Giger made
seventy sketches and eleven
paintings for a project entitled
THE TOURIST. This science
fiction / horrorfilm, situated in

The interior of the biomechanical spaceship in LIFEFORCE.

the near future, was to center
on a gloomy New York hospi-
tal where different kinds of
alien creatures are being kept
under sedation with a drug that
makes themfeel at home while
scientists expose them to sadis-
tic experiments. A remorseful
scientist decides to help trans-
port the aliens back to their
respective home planets. The
film was never made because
the production company, Uni-
versal, opted for a more cheer-
ful sciencefictionfilm instead:
E.T—THEEXTRA-TERRES-
TRIAL.

What kind of preproduction
art didyou dofor THE TOUR-
IST?

| designed all kinds of aliens:
flying, hanging, lying in the

by Stuart Craig and

straight out of Giger, the
work of designer John
Graysmark and effects
supervisor John Dykstra.
ALIEN screenwriter Dan
O'Bannon co-wrote the
script with Don Jakoby.

SATURN 3 (1980). This tale
of a robot amok on a base
on one of Saturn's moons
was produced and di-
rected by Stanley Donen
from a story by the late
STAR WARS designer John
Barry. Hector, the Giger-
style robot, was designed

effects man Colin Chivers.

water. It was al very brutal. |
don't think there's any chance
the film will ever be made.

Why were you dissatisfied
with Gibson's POLTERGEIST
1?2

| got mixed-up in the wrong
project. | started working on
that film under a misrepresen-
tation. | thought: they're going
to make a film with a big
budget, which will alow to a
large degree the input of my
own fantasies. The producers
[Mark Victor and Michael
Grais, who also wrote the
screenplay] confirmed this
feding and gave methe impres-
sion that | would be able to
create something really new for
this film and that the script
could be adjusted if need be.

Hector, the rampaging Giger-
styled robot of SATURN 3.
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Puppeteering "The Great Beast of POLTERGEIST Il: THE OTHER SIDE at Richard
Edlund's Boss Film effects company. Giger claims his design idea was botched.

Unfortunately things went dif-
ferently. They led me on and |
was rather displeased by that. |
ask mysdf: why don't they hire
the same people who did the
original? Why me?1 only cause
trouble because I'm not easily
satisfied and | make bad pub-
licity if | don't like the film.
For POLTERGEIST Ilyou
made drawings of The Rever-
end, as portrayed by the late
Julian Beck. Why weren't these

used?

Originally thefilmwasgoing
to start with a scene in which
The Reverend was to be dis-
covered, sitting in the under-
ground Cuesta Verde cave, sur-
rounded by some of his follow-
ers. And | thought, in thisfilm
evil mostly stems from aworm.
So | wanted to go along that
line by showing two worm's
tails protruding from the ears
of The Reverend, thus marking

THE INTRUDER WITHIN
(1981). A made-for-TV
movie about an oil-rig in
the Atlantic plagued by a
prehistoric creature that
impregnates Linda Mason
Green, who gives birth to
its hideous offspring. The
creature designs by James
Cummins and Henry Golas
reveal orthodontia that is
strikingly similar to that

of Giger's ALIEN. Said
designer Golas (11:2:54),

"I think if you actually
compare the two, you will
find they have no resem-

Does THE INTRUDER WITHIN
look at all familiar to you?
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blance." His creature is at
left, you decide.

| have never been satisfied

with what filmmakers have done
to my work in the past. | was
horrified by POLTERGEIST II. "

- Surrealist H. R. Giger -

the evil. | wanted them to
retract the instant a light
shined on them, like when you
enter a hole with a pocket-
torch and the animals who live
there hide themselves—the
devil retracting his horns, that
was the idea. But in the film
they turned it into scheisse,
with a skeleton dropping some-
thing from its mouth. | de-
scribed it al perfectly well in
my drawings, but apparently
they didn't understand or they
didn't want to understand. The
same goes for the hill in the
cave, with those corpses of the
Reverend's followers lying on
it: you can't even see it prop-
erly! It was filmed much too
dark! Besides it wasvery badly
constructed.

Were you ever asked to
attend the shooting or the con-
struction of the models?

No, there was no money
available for that. But | also
didn't realy want to be there.
My partner, Connie de Fries,
was there to construct small
scale models from my draw-
ings. But he couldn't get alabor
permit and wasn't allowed to
contribute to the construction
of the actual models. Appar-
ently none of the special effects
people understood my draw-
ings. They didn't have thefaint-
est notion of what could have

Director Bill Malone's SCARED TO DEATH sewer monster.

been done with them.

There are several scenes in
ALIEN that are entirely Giger-

styled, but you aren't really
happy with the way your work
was treated in that film, ei-
ther ...

For ALIEN | constructed
the monster and other models
myself. | was there and |
watched how they were being
filmed. But in that case there
also was an incompetence ... |
wasn't very happy with ALI1EN.
No, in fact, it was rather terri-
ble. Ridley Scott and | wanted
well-trained people, for in-
stance, technicians who had
worked at Disneyland, who
knew how to mechanizethings.
When | visited Disneyland |
thought: my God, these are the
people we should have had!
Whoever made the robots of
the Carribean pirates and the
haunted house, they could
have worked on ALIEN, that
would have been wonderful.
Ganztoll. But on ALIEN there
was a lack of experience and
knowledge of good techniques.
At Disneyland they have been
doing these things for twenty
years.

Wouldn't you havepreferred
the Alien Queen as POLTER-
GEIST II's Great Beast?

[Giger laughs] the Great

continued on page 34

SCARED TO DEATH
(1980). The directorial
debut of Bill Malone, the
writer and director of THE
MIRROR, the forthcoming
feature film to showcase
Giger's design sense.
Though Malone's first low-
budget effort couldn't
afford to pay Giger for his
inspiration, Malone at
least freely acknowledged
the debt. Jim Suthors

built the film's creature, a
Syngenor (Synthetic Genetic
Organism), which wanders
the Los Angeles sewer
system in search of prey

in ALIEN-styled action.



