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This magazine has followed the career
of H. R. Giger closely since 1979, when
his Oscar-winning design work for ALIEN
literally burst on the scene and changed
the look of science fiction. This, our third
cover story on the Swiss surrealist artist
and film designer, takes a detailed look at
his extraterrestrial concepts for last
summer's hit movie SPECIES, now out on
video.

L. A. correspondent Les Paul Robley
interviewed Giger at his home and studio
in Zurich, surrounded by the artist's work,
which makes the building a kind of shrine
or museum with exhibits that showcase
Giger's unique biomechanoid vision,
including a working, ridable train that
snakes through its grounds. Giger spoke
frankly about working in Hollywood and
the compromises made on his designs for
SPECIES. In separate articles, Robley, a
working effects technician, details the
motion simulator filming of ALIENS: THE
RIDE and the CGI effects by Boss Film
for SPECIES, projects on which he
worked himself. Robley also spotlights the
superb creature fabrication by Steve
Johnson's XFX, Inc., which highlights this
issue's cover, as well as Giger's Ghost
Train design that was all but dropped from
SPECIES' final cut. In companion pieces,
Dan Persons interviews Dennis Feldman,
SPECIES' screenwriter and co-producer,
and Dan Scapperotti profiles actress
Natasha Henstridge, who talks about
playing Giger's creature, a role that has
catapulted her from fashion model to
motion picture star.

When Giger saw the magazine's cover
mockup, printed in our previous issue,
with only his name listed above the title
SPECIES, he called to ask—even
implore—that his name be listed smaller,
below the title, with only those of his many
collaborators. "I am only the artist," he
said, quite humbly. "I played but a small
part in making the film." We call this issue
"Giger's Alien" instead. Though Giger's
designs may have been realized by
others, his SPECIES monster is as much
his as the Picasso, built by other
craftsmen, that graces the Loop here in
Chicago.
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The design genius of ALIEN on his new
foray into extraterrestrial anatomy.

By Les Paul Robley
SPECIES marks the continu-

ing saga of H. R. Giger's battle
with a major Hollywood studio
over another of his creations.
The world-famous Swiss surre-
alist artist who changed the look
of science fiction with ALIEN,
for which he won an Oscar in
1979, suffered major indigna-
tion at the hands of 20th Centu-
ry-Fox studios and the director

of ALIEN3, David Fincher [see
Imagi-Movies Vol. 1 No. 3]. On
SPECIES, Giger found fault
with not only the realization of
his designs on the screen, but
also with the compensation and
credit he received from MGM.
The movie arrived at video
stores last December after a hit
theatrical run at the boxoffice
last summer.

Transferring Giger's ideas to
movie form has, in the past, fre-
quently left him feeling com-

Above: Giger's Sil design for SPECIES, realized by Steve Johnson's XFX, Inc.
Left: Giger's design takes shape in polyester, metal, silicone and rubber at
Atelier Formart in Switzerland. Right: Giger, ALIEN's design Oscar-winner.
Facing Page: A sculpture (187x131.5x32 cm.) designed and fabricated by

Giger to honor his behind-the-scenes collaborators (I to r 1-49)—2: producer
Frank Mancuso Jr., 4: Boss Films' Richard Edlund, 6: director Roger

Donaldson, 11: Sil's Natasha Henstridge, 30: XFX supervisor Steve Johnson,
32: young Sir, Michelle Williams, 33: Giger, 34: assistant Andy Schedler, 40:

James Cowan, Giger's U.S. publisher, 47: Leslie Barany, Giger's agent, and 49:
screenwriter Dennis Feldman, issued as a signed, limited edition silkscreen.

promised after he sees the fin-
ished product on screen. In his
own assessment of SPECIES
(see page 28) Giger goes to
great lengths to criticize the
computer effects provided by
Boss Film Studio for the film's
climax.

SPECIES is the story of a
ruthless, genetically engineered
female being called Sil, manu-
factured from an extraterrestrial
formula, that has escaped from a

lab and is searching
for mates with which
to p r o c r e a t e i ts
species. The scientists
who created it, head-
ed by Ben Kingsley
as Fitch, are charged
with the formidable
task of finding and
destroying it, before
knowledge of its ex-
istence penetrates the
wider population.

The movie was
produced by Frank
Mancuso Jr. and Den-
nis Feldman, from a

screenplay by Feldman. Mancu-
so is the producer of Para-
mount's FRIDAY THE 13TH
movie sequels, beginning with
PART III, as well as Ralph Bak-
shi's COOL WORLD. Feldman
wrote the Eddie Murphy fantasy
THE GOLDEN CHILD. The
initial genesis for SPECIES
evolved from an article Feld-
man saw in 1987 about the in-
surmountable odds against an
extraterrestrial craft ever locat-
ing and visiting Earth.
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Giger designed and built a
transparent, glowing Sil.

By Les Paul Robley
Giger conceived Sil in his fa-

mous "Biomechanical" style of
design that melds flesh with ma-
chine. He envisioned this new be-
ing as a unique creature—a half-
human, half-alien being armed
with an array of natural defenses.
He imagined her to be far different
from the life form in the ALIEN
series, possessed of a beauty that
went far deeper than the skin.

Said Giger, "I always wanted
to have something transparent.
Before it was not possible." Ac-

cording to his agent, Leslie
Barany, the idea of transparent
beings has always been in
Giger's work. But Giger had to
fight every step of the way to
convince the filmmakers that the
idea of a transparent creature had
merit. He was initially told that it
was going to be too expensive to
do, and that the only way to
achieve the effect was through
computer graphics. Insisting that
it was possible, he built a rough
model of Sil with his own crew
in Zurich and inserted holograms
into its cut-away limbs to show
how the transparency aspect
would enhance the design and
could be incorporated.

Out of his own pocket and at a
considerable expense, Giger com-
missioned CFX Creature Effects
at Pinewood Studios to cast for
him a transparent bust of Sil.
Giger had originally hoped he
would be able to provide a work-
ing model of his creature that the
production in L.A. would be able
to use. However, his stiff creations
sold the producers on the idea of
transparency.

"I had a very good relationship
with Frank Mancuso Jr. because
he called me every night to talk
about the movie," Giger remem-
bered. "We made the pre-produc-
tion here in Switzerland." He em-
ployed help from friends Cony De
Fries and Andy Schedler, with
whom he had worked on the Giger
Bar at his birthplace in Chur (pro-
nounced "koor"). Together, they
created the first SPECIES heads
and skulls, using a live Swiss
model named Nadia as a basis for
his designs.

Giger never had the kind of

Giger's early design sculpt of Sil based on model Nadine, draped with a
pendant of Sil's tongue, made with shark's teeth. Below: Building Giger's Sil's

design prototype with glowing skeleton at Atelier Formart in Switzerland.

working relationship with director
Donaldson that he had previously
shared with Ridley Scott on
ALIEN. In fact, the two rarely
spoke. Giger felt from the start a
horror specialist would be better.
The filmmakers had wanted Giger
to fly to Hollywood, but problems
with his mother's health prevented
him from leaving Zurich. As it
happened Melly Giger passed
away during the night with Giger
at her side.

Similar to the way he worked
on ALIEN3, Giger faxed many ink
drawings of Sil to Hollywood, later
supplying some air brush paintings.
"I was convinced we could do this
thing here in Switzerland," he con-
fessed. "But eventually I realized
the people here have not the expe-
rience or technology."

Daniel Rieser works on Giger's
transparent prototype at Andy

Schedler's Atelier Formart studio.
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SIL'S DESIGN
PROTOTYPE

Giger sketch of Sil's transformation
highlighting the glowing concept that

was abandoned by the production.
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"I read in a scientific report
that the phenomenal distances
between stars made traveling
here in a spaceship virtually im-
possible," said Feldman. "So, I
hypothesized that contact more
likely could be via information.
In order for 'them' to find us,
however, we had to give out di-
rections. Maybe we shouldn't
be so freely broadcasting where
we live to life forms that might
prey upon us."

Feldman wrote the initial
draft of the script on spec. He
then submitted it to Mancuso,
with whom he was already
working on a project called
CAST OF KILLERS. Later,
Australian-born Roger Donald-
son stepped in to direct. No
stranger to thrillers, yet a hor-
ror-genre novice, Donaldson
previously helmed the remake
of THE GETAWAY and NO
WAY OUT.

"I've always loved science
fiction," said Donaldson. "But
there was a particular quality to
this one that interested me on
another level as well. It's also a
terrific thriller, with plenty of
good scares, lots of tension and
unpredictable twists and turns
as the story unfolds."

The script underwent eight
different drafts, written over a
eight-month period, before
Donaldson was content that
flaws in the story's logic had
been corrected. At one point an-
other writer, Larry Gross, tried
his hand at perfecting the story,
but the script ultimately came
back to its originator. Despite
some budgetary constraints
which completely reshaped
Feldman's original bizarre John
Carpenteresque ending (a finale
that required Sil's face to crawl
off her head, slide down her
shoulder and mix with an arm),
a great deal of his first draft re-
mained in the final shooting
script.

o create SPECIES' crea-
ture, Mancuso sought out
Giger's particular genius.
Mancuso was first intro-
duced to the idea of using

Giger when Donaldson visited a
Southern California comic book
shop with his son, and saw
Necronomicon, a collection of
Giger's early works and the
same one that had inspired Rid-
ley Scott on ALIEN. Donaldson
knew at that moment that Giger

"We wanted Sil to be scary but at the
same time have a sensuality,"' said

producer Frank Mancuso Jr. "Giger was
the only one who could accomplish th is ."

From his home in Zurich,
Switzerland, Giger recalled his
initial contact concerning the
film: "I was told this time I
could do something I always
wanted—to create a monster in
another way—an aesthetic war-
rior, also sensual and deadly,
like the women look in my
paintings. Usually, they ask me
to design monsters with bad-
looking, ugly faces and horrible
teeth. I wanted Sil to turn into
the monster and still look beau-
tiful. This opportunity was,
mainly, why I was attracted to
the SPECIES project."

Of course, beautiful to Giger
may be a little different from
how you or I perceive beauty.
Anyone with a knowledge of
his incredible Necronomicon
paintings of women, such as Li
and the females in his Spell se-
ries, would realize this straight-
away.

Giger had specific ideas con-

Giger directs a video storyboard of his underutilized SPECIES
Ghost Train in Zurich. Inset: Giger's skull-like train design.

was the perfect choice to design
the female, Sil. Donaldson
showed the book to producer
Mancuso and MGM president
Michael Marcus, who were
equally impressed.

Mancuso contacted Giger's
California publisher and repre-
sentative, James Cowan. "I
thought this would be a worth-
while project for Giger," said
Cowan, "because it allowed
him the opportunity to design a
very beautiful and special crea-
ture, perhaps the most elegant
design since the Maria robot in
Fritz Lang's METROPOLIS."
Added Marcus about Giger's
involvement: "[We were] equal-
ly delighted to have accom-
plished the enormous coup of
securing H. R. Giger. This ex-
traordinary artist has been
sought for other projects, but it
was the strength of this terrific
script that brought him on board
for SPECIES."

Noted Mancuso, "What I
liked about this project was the

opportunity for all of us to be as
creative as we wanted to be. It
also presented the challenge of
walking that fine line between
believability and pushing some-
thing as far as it can go. After all,
there has never been anything
quite like Sil on screen before.

"We wanted her to be scary,
but at the same time have a sen-
suality that isn't lost when she
appears as the creature. There
needed to be a constant level of
elegance and grace to her char-
acter, and H. R. Giger was the
only person we could think of
who could accomplish this.

"Roger and I flew to Zurich
to meet with him face-to-face.
English is not his first language,
so we thought his reading the
script would not be sufficient. It
was like discussing the structure
of a building. We outlined her
functions and worked closely
with him by phone and fax dur-
ing her creation. He was an ex-
traordinary man to work with,
and his design is superb."

cerning how the creature should
change in the film. Sil is first
seen in the lab as a young girl,
played by Michelle Williams.
Later, after breaking free, she
quickly matures into the strik-
ing five-foot ten-inch model
Natasha Henstridge.

Originally, Giger wanted the
character to go through four dis-
tinct stages of evolution. "She's
looking for good-looking,
healthy men to breed her race
on Earth," he said. "If her
lover's not healthy, she sees a
green aura around him. When
she gets angry she first becomes
dark red, then orange-red hot.
Her clothes and hair burn off
and on her back there are these
sharp spikes coming out. Her
body weapons are like red
glowing steel. Then she cools to
transparent carbonized glass
and you see her inside bone
construction: veins, body or-
gans and discs." It is at this
stage when her killing cycle be-
gins and she loses her trans-
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Animated limbs wreak havoc in Giger's
own script for his next movie project.

By Les Paul Robley
The project Giger's most in-

terested in filming is his own
story, THE MYSTERY OF
SAN GOTTARDO, which Gi-
ger described as a unique love
story. "It is about a man and his
love for a freak of nature, Arm-
beinda, which is really a sentient
limb combining an arm and a
leg. It is the further development
of a recurring image in my work
over the last 30 years."

The concept stems from a
1963 creation called "The Beg-
gar," Giger's very first sketch,
featuring a leg and an arm hold-
ing a hat. Giger has filled sever-
al sketchbooks with the stories
of these "reduced" beings.

The story concerns a race of
biomechanoids created by a
military organization. The
premise: your arms and legs are
slaves that do your bidding, but
what if they have a mind of
their own and were set free? Ink
drawings depict the disembod-
ied parts attacking their creator
(Giger's self-portrait) in the San
Gottardo border tunnel which
links Switzerland and Italy. To
insure that his vision remains
intact, Giger hopes to retain cre-
ative control as a producer on
the film...and not be forced to
rely on CGI. •

parency.
"But then they cut out the

color changes and the glowing
aspects," he lamented. "They
didn't like someone else mak-
ing suggestions, saying how the
script should go. I gave many
ideas...In the beginning, I was
not happy because I saw my
suggestions were not welcome.
I think the director always
wanted to make her ugly and I
wanted to keep her beautiful. I
think he's a great action direc-
tor, but for the horror scenes, he
and I did not share the same vi-
sion."

According to Giger, the pro-
ducers finally embraced his
concept to design Sil with a
transparent skin (see sidebar
page 18) when they realized
they could show Sil being preg-
nant with another creature
growing inside her. But Holly-
wood has a problem showing a

pregnant woman and her off-
spring—however alien—being
wasted on screen. She must
have her baby first, and it must
grow to a substantial size before
the ratings board will let you
kill her. Giger felt that if they
made the lady and her baby
look like red-hot steel, the crea-
tures would look significantly
alien enough to where this
wouldn't pose a problem. "But
they said we can't make her
glowing," added Giger. "They
never did tell me why."

Giger also wanted to incor-
porate an unused idea from
ALIEN3 whereby the creature's
tongue would be composed of
barbed hooks. Sil would kiss
her lovers, forcing her tongue
into the victim's mouth and
down their throats, then yank
the insides out. To help Giger
conceptualize this unusual

THE MYSTERY OF
SAN GOTTARDO

Giger, with agent Leslie Barany (I)
and collaborator Andy Schedler (r)
at the Swiss Atelier Formart Studio.

Giger's disembodied "reduced"
beings attack their creator, bathing
in the San Gottardo border tunnel
which links Switzerland and Italy.
Far left: Armbeinda, the freak of

nature at the heart of a unique love
story, penned by Giger. Left: The

bizarre biomechanoids, created by
the military, fight back. Design

sketches by H. R. Giger for a long-
in-development pet movie project.



Giger's Sil design
sketches for the

extraterrestrial of
SPECIES, intended
to have an other-

worldly beauty and
elegance. Giger
supervised the

construction of a
life-sized model

at Andy Schedler's
Atelier Formart
studio in Zurich,
used as the basis
of the final model.



tongue idea, agent Leslie
Barany sent him a set of shark
jaws from New York, to which
Giger acknowledged: "Leslie is
more than an agent, he is my
close friend and also happens to
be a good art director. The ra-
zor-sharp shark teeth were a big
help. I transformed them into
Sil's dangerous, one-way
tongue."

Unfortunately, Sil's Deadly
Kiss was rejected in favor of the
old ALIEN standby, an object
bursting through bone. The
Chestburster from ALIEN has
become the American icon of
rebirth in horror films, and is
now used far too much to suit
its original creator. In SPECIES
it has become the "Chest-

"Why must SPECIES be made so much
in a repeat way?" asked Giger. "We must

have better ideas and should not be known
as the rip-off people of other f i lms."

Natasha Henstridge as Sil emerges full grown from her chrysalis on
the train. Inset: Chrysalis design by Steve Johnson's XFX, Inc.

Giger objected to the notion of a cocoon as too similar to ALIEN.

birther," Giger joked, made
clean by MGM so that the Pope
might not find it objectionable.

Giger also objected to the
script's idea of using flame
throwers to kill the beast. "I was
against the use of fire during the
climax because that's an old-
fashioned Middle-Age weapon,
like the way they used to burn
witches," said Giger. "When
they asked me how to kill Sil, I
said the best way was to blow
off her head. Nobody can live
without a head." Even George
Romero's zombies proved that.

hroughout the production,
Giger expressed much
concern over the way
SPECIES seemed to
copy the elements of pre-

vious films, namely ALIENs I,
II and III. He sent numerous
faxes to Mancuso and Donald-
son, even submitting his own
version of how he felt the film
should end. Giger scripted an
all-out war between Sil and the
military, filled with helicopters
and explosions, climaxing in a
drive-in theater showing 20th
Century-Fox's ALIEN. Laura,
the molecular biologist-turned-
commando (played by Marg

Helgenberger) blows off Sil's
head with a rocket launcher. As
her body hits the ground, her
glowing baby slips out through
an opening in her chest and rolls
under one of the patron's cars
watching the show. The car
heats up and explodes, causing
the baby's end.

Another version (with which
the MPAA would've had a field
day) involved one of the sol-
diers picking up the baby by the
legs and bashing it against a
wall, until all he holds is the ba-
by legs in his hands. This would
occur as a surprise ending, fol-
lowing the main end credits.

All along, Giger had been as-
sured that the finished film
would not follow other films too
closely. He strongly felt that
Hollywood horror always seemed
to share some final confronta-
tion with fire. He believed a
fiery end in a burning oil pool
echoed the finales of ALIEN3

and TERMINATOR 2. Giger
noted that Sil should be resis-
tant to fire, and even went so far
as to fax a humorous drawing of
a man with a flame thrower be-
tween his legs, standing over a
kneeling woman crouched dog-
style and bathed in the flames.

He titled his design the Flame
Thrower F**ker, and it is ru-
mored the production even
made a T-shirt out of it.

In a visionary fax sent to
producer Mancuso in August of
'94, Giger insisted that any bad
press the film received would
be a result of the derivative ele-
ments used in the final version.
Giger outlined five elements
which he claimed "borrowed"
from ALIENs 1 through 3: the
Chestburster, the punching
tongue, the cocoon, the use of
flame throwers, and finally,
Giger himself.

Argued Giger, "Why must
this film be made so much in a
repeat way? I think we must
have better ideas and we should
not be known as the rip-off peo-
ple of other films. Not only this,
but a bad light is shed upon me
for being so redundant. You as-
sured me that we would have a
film without having to copy
other highlights so closely. The
tongue looks too much like a
carrot. This tongue is not for
pulling out, but is to punch
through his head just like the
design I made for ALIEN.

"You can say whatever you
want about me. That I'm a bad

designer, that I'm late and don't
understand the ways of Holly-
wood. The one thing I can feel,
however, is when the film
comes too close to ALIEN I, II
& III, that is very bad for all of
us. I don't work with you for
only money. I work hard to
make SPECIES the most spe-
cial it can be."

Added Barany, Giger's
agent, "The film's lack of origi-
nality is not because Giger has
chosen to imitate himself. It
should be clear that he has tried
to surpass himself, and in many
ways he has succeeded. Too bad
it is not all on the screen. It
should be clear from his writ-
ings that he recognized every
scene and effect which bore
similarity to his early works,
immediately, and tried very
hard to convince MGM to listen
to his new ideas.

"Giger worked harder and
longer on SPECIES than any
film before. He even got in-
volved in script change sugges-
tions which would have added
true horror and human depth to
the story. He even wrote an en-
tirely new dream sequence
which could have been a major
highlight of the film. Another
first, he built a fully operational
train with terrorizing effects
built into it, plus a claustropho-
bic train station designed
specifically for the action to
take place upon. He storyboard-
ed the action with specific cam-
era movements leaving only the
need for some relatively simple
and inexpensive blue-screen
shots, proving that CGI is not
the only way to go. Reasons
given for leaving it out ranged
from it doesn't advance the sto-
ry, no budget to do it, even
though, at one point, it was in-
corporated into subsequent
scripts and also storyboarded by
MGM." (For more on Giger's
unrealized Ghost Train, see
page 39.)

Perhaps Giger's biggest dis-
satisfaction with SPECIES lies
in the CGI work by Boss Film,
which the artist felt failed to do
justice to his concept of Sil.
Noted Giger, Boss Film's "com-
puter-controlled frog-like ugli-
ness...had nothing to do with
my concept" (see page 28 for
Giger's own full post-mortem
on the film).

Richard Edlund, supervisor
continued on page 27
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Steve Johnson's XFX, Inc.
built Sil to Giger's specs.
By Les Paul Robley

Despite the innovation of
Boss Film's motion capture
work (see page 32), there were
sequences in SPECIES that re-
quired a physical model of Sil.
Steve Johnson, founder of XFX,
Inc., was brought onto the proj-
ect to realize the life-size im-
ages of the alien. Having previ-
ously worked with Giger's de-
signs at Boss Film on POLTER-
GEIST II, Johnson was familiar
with the artist's style.

"It was great to work with
Richard Edlund again; he was
the real reason I got this job,"
Johnson admitted. "They had
written off so much of the be-
ginning of this as a digitally cre-
ated character, and I'm not sure
they had really done this for a
feature before. I think the rea-
son Richard wanted me to do
the job so badly was because we
had a good working relationship
together when I was head of the
Creature Shop at Boss on BIG

TROUBLE IN LITTLE CHI-
NA and PREDATOR. There
was an entire X-factor eliminat-
ed at the beginning.

"What was brilliant about this
film was, from the beginning,
[producer] Frank [Mancuso], [di-
rector] Roger [Donaldson],
Richard and everyone all sat
down and had very long brain-
storming sessions, trying to figure
out exactly how to best approach
this stuff. So my input was taken
very seriously. I was involved in
the lab creature sequence almost
in writing the thing."

Johnson never worked with
writer Dennis Feldman at this
stage of the production. "Den-
nis was definitely involved and
his ideas were listened to," con-
tinued Johnson, "but the brain-
storming as far as what our
technology would allow wasn't
in the script at that point. When-
ever you have a writer write a
script who is not a special ef-
fects expert, they're not sure
what's possible to do."

XFX supervisor Steve Johnson with the puppet Sil, only briefly glimpsed in
the film. Johnson sought Giger's design input long distance via fax and phone.

XFX's animatronic Sil puppet on the sewer set for the film's climax.

Johnson looked forward to
realizing Giger's designs. His
main challenge on the project
was to please the highly critical
artist. He and his crew tried to
"think like Giger," remaining
true to his work, and constantly
referenced his books throughout
their immense effects ordeal.

"Giger's designs are fluid,
marked with raw motion on the
canvas, and they are incredibly
erotic," Johnson pointed out.
"When you're asked to bring
one of his creations to three di-
mensions, it's a difficult thing to
achieve, because you have to
take a loose, fluid approach to
it. I think one reason the entire
process turned out as well as it
did is that we stayed in very
tight communication with him

through faxing, phone calls and
Fed Ex. We kept him very much
in the loop and always listened
to what he had to say."

The most unique and chal-
lenging characteristic of the
creature to capture on film was
that its body is translucent, as
opposed to transparent. "Our
creature has a complex skin
process that allows light to pen-
etrate, as well as play across the
body structure," said Johnson.
"It is a unique and horrifying
being, yet a thing of beauty as
well. One of the coolest ele-
ments of the creature was that
it's translucent and you see
through it, so it couldn't be
done in the normal way. One
thing that helped us out a lot
was all the materials research

BUILDING
GIGER'S ALIEN
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we'd done for THE ABYSS
previously for the floating
aliens at the end."

Early on, Johnson had decid-
ed that he wasn't really thrilled
with the way puppets were nor-
mally built. "You do a sculp-
ture, a mold, a mask, then a
paint job," he said. "I feel it
doesn't always move naturally
or organically, or doesn't wrin-
kle upon itself naturally. I want-
ed to make something a lot
more organic than that for this
film. It was my major goal to do
that and make Giger happy."

To realize Sil, the ruthless,
genetically engineered female
creature manufactured from an
outer space formula, XFX made
several full-body animatronics
with replaceable arms, heads
and torsos which could clip on
and off. The interlocking me-
chanics were designed by Eric
Fiedler. At first, Giger was not
very happy with the face, saying
it was too "ape-like." Johnson
took Giger's suggestion and
made it the way the artist and
designer wanted. "You're talk-
ing about a creative change of
about a 1/4-inch, and the un-
trained eye wouldn't even be
able to notice it," explained
Johnson. "Not a big deal—we
just added a clear dome over her
forehead."

"Giger's designs are fluid, marked with
raw motion on the canvas, and incredibly
erotic," said Sil puppet supervisor Steve
Johnson. "We tried to think like Giger."

At XFX, Steve Johnson (I) supervises fitting Dana Hee in the Sil body suit.

Sil's head was made up of
two layers—a Giger skull with
a lovely face on top. Bands of
texture were placed beneath the
exterior skin so that shapes
moved underneath like muscles
to create expressions. Giger
was extremely pleased with the
final result. He sent Johnson a
fax claiming that the anima-
tronic of Sil was the best 3-di-
mensional realization of a fe-
male Giger creature. Johnson
proudly displays the fax on his
office wall.

Sil was put on the screen in
four different ways: full-body
animatronics, Boss Films' CGI,
a combination of the two, and a
woman in a suit. The Sil suit was
worn by kick-boxing Olympic
Gold Medalist Dana Hee for
brief shots of the creature jump-
ing into the water and bursting
from her hotel suite.

For the nightmare flashes,
Johnson also used a man in the
suit, filmed in 35mm underwa-
ter. They reversed the film in
post to give it an eerie, other-
worldly quality, with strobe
lights flashing behind and in
front. "I wanted to really break
up the human form, [similar to]
what Giger did with the Alien
using tubes running off the back

and length of the head, so you
didn't quite know what you were
looking at and it didn't look so
much like a man-in-a-suit."

Johnson added three 12-foot
phallic tubes growing off the
back of the head, as well as a
series of eight 12-foot crab
claws on its back. "In the water
they moved beautifully and re-
ally served to great purpose in
breaking up the human form,
because there are tentacles and
things flying all over the place,"
Johnson said. "It looks like a
Giger painting come to life and
when Giger got the 20-minute
[footage I sent] he said he could

watch a whole movie of it." Un-
fortunately, MGM saw fit to use
only a few seconds of it in the
film, which makes it difficult to
see what's going on.

Johnson claimed he and his
shop were given only 13 weeks
to create the actual film puppet
of Sil. The very first shot she
appeared in was made doubly
difficult because she had to
work in a jacuzzi filled with wa-
ter. "Anytime a puppet works in
water it's always very difficult
because it's harder to move in,
and what you build has to work
mechanically and cosmetically
in water," said Johnson.

Johnson's most complicated
sequence, however, was in the
lab when the creature is repro-
duced in its "pure" state. "We
used over 20 different puppets
to create a two-minute se-
quence. It was one shot after an-
other, with each shot requiring a
separate strategy: gravity tricks,
different puppets, opticals...We
were very excited about it—and
very nervous.

"We took a real lateral ap-
proach to the cocoon and sever-
al of the lab creature effects. We
show this organism grow from a
single cell throughout twenty
different effects all the way into
a 10-foot chrysalis. Chrysalis
supervisor Bill Bryan and I
came up with a way to actually
create creatures without using
rubber molds. A real organic,
lateral approach to actually cre-
ating animatronics...What it ba-
sically involved was forming
layers of polyeurathane plastic
that we then manipulated with
pneumatics by applying nega-
tive and positive air pressure.
We then painted them with col-
ored gels, overlapping them. So
we ended up with something

At XFX Gino Acevido (I) and Norman Cabrera paint the animatronic Sil.
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Johnson and sculptor Mike Hosch
work on realizing Giger's designs
in clay on a life cast of Dana Hee.


