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Abstract

The cognitive linguistic approach to metaplaord metonymypostulates that we think and
understand the world with the help thiese figurative mechanismBven though metaphors

are thus not primarily figures of speech, their visual representatives have not been given
enough attention in terms of academic researbk. study of conceptual metonymies is even
more bridled with thedck of scholarly attentionin recent years, howevelinguists have
focused on norerbal metaphors, anaiyg visual arts, advertising, and film. Numerous
genres in art have shown traits of metaphoric expression to a greater or lesser extent, the most
noticeable among them being surrealism as an artistic movement with a highly potent
metaphoric system. In an effort to discover the conceptual metaphors and metonymies in the
still and moving images (visual art and film), this dissertation will attempt td aHight on

visual metaphor and metonymy imurgealist art- more specificallythe art of H.R. Giger,

Swiss $irrealist whose creations, examined through the leserafoticsas a highly complex,
multimodal structure, surpass cultural and sociologicatidra and point to the merger
between man and technology, indicative of the modern transformational processes of the 20th

and the 21st century.
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1. Introduction

As the primary human artifact, art apable of showing the main concerns of artists
as spearheadersf mankind through specifically formed semiotic systems. The forms in
which these concerns appear often vary faame artistic period to anothdrpwever, one of
the featuresthat prominentlydisplaysconceptualization and reconceptuatian of human
identity is shown through mechanisms of metaphor and metonymy.

This dissertation deals with visual instances of metaplamicmetonymi@xpression
in the art of H.R. Giger, Swiss artist best known lics awardwinning design for the film
Alienin 1979. Gigerhas produced a body of work emting over multiple decadekighly
potent onsymbolism synestheticallycommunicating with the audience through different
media, and ressing significant notions dfumanity in theglobalized surroundingsthe
research presented in this work focuses onptiatingscreated from 1963 t@990s which
also presentthe dominant rade through which the artist conveyed his ideas and figurative
constucts. It will also encompass tlamalysis of Giger's cinematographic workade in the
late 1960s which will together present a more complete overview of his art and artistic
importance.

The classic view of metaphor depicts it as a stylistic figure limited to the world of
literary text However, the scientific thought of the second half of the 20th century has
produceda new view of metaphostarting from the influentiaMetaphor by Max Black in
1954, through one of the keyorks of cognitive linguisticdletaphors We Live Blyy Lakoff
and Johnson in 1980, who postulated that metaphor is not an exclusive part of language, but
partof our system of thinking, therefore presenpther products of civiliation, all the way
to contemporary contemplation on visual metaphodmshe frameworlof art (Forceville,
1988, 2002;and Carroll, 2003). Visualpictorial metaphor exists as a manifestatiof
conceptual metaphor which can be visually perceived, since the basic principle of thought not
being identical to language hasodued the possibility of narerbal metaphor (Forceville,
2002, 2).Metonymy, on the other hand, received only a portion of the cognitive linguistic
attention until recent publicatior(ge.g. Panther, &den,1999 proved its equally important
UROH LQ WHUPV RI ILIJIXUDWLYH FRQVWUXDOV IROORZLQJ -
indispenshle in language and thoughConsequently, the uncharted territory of visual
metonymy became one of the intriguing realofssignificance for scholars (Forceville,
2009b; Somov, 2013).



An important characteristic of both metaphor and metonymy is modality. It refers to
the number of modes ZKLFK FDQ E HaGigh ky@ehk Gtdppvetdble because of a
VSHFLILF SHUFHSWLRQ SU® R3}.VNMGdes)Ranvays YL @tdcH these
mechanisms are expressed (visually, in text, gestures, sounds, etc), based on which, in modern
cultural discourse, we can diffentiate monomodal metaphors amétonymies(and their
interactions), where both domains are expressed in only one mode (for example, in text), and
multimodal versions in which source and target domains are located in combined modalities,
such as filmwhich uses picture and sound (Forceville, Ugmarisi, 2009).

Art, especially visual art, represents a rich area of research for several connected
scientific disciplines. Research of negrbal metaphor and metonymy in a specific artistic
opus gains an indispensable interdisciplinary character, ginoanects cognitive linguistics,
art history and cultural studies through a comprehensive semiotic approach to the subject.
Metaphor and metonymy research in visual art, as noticed lp\B(2013, 31), offers a view
of the core btheir correlation withthe formationof artworks as sign systems, and adds that
the mutual relation of metaphors and metonymies is shown as interconnectedness, of signs
and their identities, where metonymies rely on metaphors and vice versa.

Numerous directions and movemerits art have demonstrated traits of visual
symbolism to a great or lesser extent, where surreali®rcels as an expression with
multiple signs and an attempt to interpret the human spirit. Surrealism as an artistic movement
was created in Paris at thernusf the century, representing artistic expressions of culturally
significant names such as Salvaddd Q5 HQ p 0 D andi IMMCWHs$cher. One of the mos
important representatives ouBealist legacy isSwiss artist Hansruedi Giger (192014),
who has sbwn the state of consciousness of the moadeankind in his art, remodellinge
modernist view of man and its generational impulses through several types of artistic
expression The universal metaphoric and metonymic nature of Giger's haskresulted in
global recogniability and a massive influence on the global culture, transforming the
landscapes othe contemporary view of life and conscisness ito those predominantly
‘Gigeresque'Metaphors that dig into the deepest, subconscigsiems of thinking of the
modern man, and early metonymic landscapes in a reactionary creative commentary of the
postatomic society in Giger's art impose the necessithaf analysis from the viewpoint of
cognitive linguistics, in order to give answéosthe questions of its rich metaphoric quality
and its influence and perception in the human mind. Through semiotic framework of looking

at art as a specific world of signs, weaved from interconnectivity of metaphoric and



metonymic mechanisms, importardnclusions are reached tire systematicity of the visual

structure in the art of this author.

1.1. Structure of the dissertation

This dissertatiorconsists ofseven sectionghe introductionpresens the topic (1.2.),
goal (1.3.), corpus used for the research and implemaméticlodology(1.4.), and expected
scientific contribution and significance of the research (1H)eoretical framework
encompasses averview of cognitive linguistics in lightf the traditional view ofmetaphor
and metonymy(2.2. and 2.3;) -DNREVRQTV YLHZ RI WKHVH WZR PHFk
conceptual theories of metaphor and metonymies (2.5. and 2.6.), culminating in an overview
of visual metaphor and metonymy (2.7.), and monomodality and multimodality (2.8.). The
third section is devotea tthe artist, with a focus on Surrealism (3.&g),an artistic movement
closely connected tthe subjectbiographic data (3.2.), and characteristics of his art (3.3.).
$QDO\VLV PRkuvielidd dtfhe core of this dissertation and consists of ipgmi(4.1.)
and cinematography (4.2.Following conclusion (5.) and references (6.), divided into
academic publications (6.1neferences on H.R. Giger (6.2.), corpi@s3.), and interviews
(6.4.), the dissertatioends withannexescontaining a listof metaphors and metonymies
IRXQG LQ *LJHUYV DUW OLVWYV RI DQPadd ihtGpdkénL QWL Q.
text in the flmSwismade 20697.4.).

Since a funagbnal and clear analysis aft works is necessary, the opus of Giger will
be approachedilong a temporal horizontal an@ thematicvertical dimension, which
distinguish three artistic periods from four decades of creativity:
() the early pre EL R P HF K2R (e@& 1960s), representeglworks grouped around

the topicWe Atomic ChildrefWir Atomkindey;

LL \WisthécFarPRLG™ SHULRG ¥d byFtkd depidtiov HbiUthé merger of
humanity and technology and represenbgdworks grouped around the collections
NecronomBiomechanical Landscapand others;

LLL MIKBLRPHFKDQRLG ® sSahtl béyahd), characteez by multimodal
contributions to the world of film and interior design, with similar preoccupations in
the visual domaiiN.Y. City, Victory.



The structure of the dissertation will follothe three artistic periods, with thematic
division on visual art (with thematically connected sculptures), and cinematic works (with

connected sculptures).

1.2 Topic of the research

Hansruedi Giger is one of the most important representatives in this eet ged one
of the most recognable world artists and synthesists of several types of art (especially visual
arts and film). His works show the state of soowness of the modern civiazion by
carefully mapping the collective fear of the technologicak@ng enabling the view of the
imploding evolution from within He was internationally recogréd for his effortand
awarded with numerous awards (including an Academy Award for Best Achieveément
Visual Effects on the filmAlien) for his contribution to the reflection of the industrial
revolution. From breathtaking paintings, to album covers, furniture piecdsiteataral
creations and a deepigoted cultural legacyhit permeatesinematic and other works even
today, Giger has been at the forefronvisionaryart. American director Oliver Stone stated
WKDW *LJHUYV DUW LV WKH XOWityPantvthatrow, Wwheb @éba®@ RI1 PR
about the 20th century, we will think of Giger (Morris, 20IMareover, as thédustrian arist
and one of the founders ofRastic Realism Ernst Fuché+ 5 * L JBidufevhanics1996,
10) colorfully described it,Giger discovers the archaeology of today and tomorrow, showing
at the same time the new, technologically conditioned traits of the human univers@ tdtthe
century.British director Ridley Scottin his introduction to+ 5 *LJHUYV )@@B,GHVLJQ
3), characteries his work as the touch into our deepest drives and instincts, whose aesthetics
is the utimate call of the intensity and imagination which necessarily brings to life human
reaction, and in this sense, he compares him toclsr@acon and Hienymus Bosk. The
XQLYHUVDO PHWDSKRULFDO QDW XU Hb& Iretaghiddilif\and R UNV KD
PDVVLYH LQIOXHQFH RQ WKH ZRUOGTV FXOWXUH

However, after an overview of relevant literature and other digital and print sources, it
becameobviousthat the research of the works of H.R. Giger, a6 ageseveral other artists of
Surrealism, is almost neexistentwithin the frameavork of cognitive semioticglealing with
visual languageReasons for such a staikaffairs are multilayered: fom the relative new
quality of this scientific discipline, to the specific nature of the mentioned movement in visual

arts. Nevertheless, the achievements of the Swiss artist H.R. Giger over the course of many
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decades have recently staredtractinginterest of scientists in other fields; 2014 has seen the
release of thevork by Stanislav Grof titledH.R. Giger and the Zggeist of the Twentieth
Century which discusses the psychological touches in the work of this artist (Grof is known
as one of théoundes of transpersonal psychology), while the agbiments of this artist have
been recognizefiom the Surrealist perspective the domain of architecture as well (Spiller,
2016).

Surrealism in his works surpasses the ordinary frames provided irartiséic
expression in such a measure that it gained its own genre, Biomechanicspiagedh a
special and recograble symbolic system has been developed.

However, research of such highly potent symbolism as the one of H.R. Giger stays
limited to the previously mentioned work, although many scribes of modern art, from
literature to film (Clive Barker, Timothy LearyHarlan Elliso have pointed to the
immeasurable worth ofis unique analysis of the subconscious, and at the same time the
simultaneously disturbing and attractive symbiosis of technology and mankind.

In this sense, taking into account the creativity via various media (reflecting
OF/XKDQYTV VD\LQJIWWHKHPREVXP JH " work \b0f (s \artst app&airs
much moreimportant in the posmodernist heritage of th20th century, as well as the
extremely significant metaphoric and metonymodels presented to his audience, prevalent
for decades in contemporary film and afthe correlation of these models with the
interdisciplinary research of the characteristics of the complex semiotic network inside
*LJHUYV ZRUN UHSUHVHQWY WKH FRUH RI WKH UHVHDUFK L¢

1.3. Goal of the research

Themaingoal of this research is to demonstrate the applicability of the theoretical and
descriptive framework of cognitive linguistics in a systematic and comprehensive description
of the multimodal system created in the work of H.R. Giger, as well as the discthat is, a
broader semiotic sphere based on his work, which also brings a richer and more innovative
evaluation of his opusTherefore, the system is shown in a new light as a compidx a
coherent multimodally orgarezl structure which is, to a larger extent, firmly motivated. The
research of the existence and interaction of conceptual metaphor and metonymy in Giger's art

can offer answers to questions of his artistic expression as a reaction to European and the



world's postnuclear political and cultural landscapes that have shaped the better part of the

20th century, and paved the way to an overall merger with technology in the 21st century.
The hypotheses of the research are the following:

- the presence of a spécisemiotic nature of the opus of H.R. Giger shown through a

cognitive linguistic research

- the analysis ofthe communication reflected on the modern development of the global

society by powerful metaphoric and metonymic mechanisms in a Msuaimodd sense.

1.4. Corpus and methodology

7KH FRUSXV IRU WKLV UHVHDUFK LV FRPSULVHG RI1 YD
published in different editionand formsduring several decades, that represent the opus of
this artist in various phases and thematic wholes of his creativity. The main part of the corpus
encompasses the following editions.R. Giger's Necronomicorf1984), *LJHU«V $OLHQ
(1994), Species Design R Giger(1995), + 5 *LJHU-V % L @9B)FHKD Qigdt'y
Filmdesign(1996),H.R. Giger's Necronomicon | & (2005), HR Giger tDas Schaffen vor
Alien 1961 +£1976 (2007) HR Giger AR+ (2007),H.R. Giger's Retrospective 1944984
(2008), documentaryfiim HR Giger Revealeq2009), HR Giger +Kunst, Design, Film
(2009),HR Giger in Obvalden(2011) Alien Diaries (2013),H.R. Giger Polaroidg2014)
documentary filmDark Star: HR Giger's Wel2014),and other editions and works on this
topic. Thesemonographies and other forms of artistic presentation contain several hundreds
RI UHSULQWYV RI *LJH WgcaAdZ Reddd dR ofdhtibnDsonfeXotwhich appear in
more than one publicatioldditionally, numerousprint sources in the form of artideand
interviews with the artist (the archive from 1973 to 2015) will be used for the research, as
well as personal interviews conducted in 2015 in Switzerland with curator Marco Witzig,
former Giger's spouse and muse Mia Bonzanigo, and artist WalteaLeith

The worls of H.R. Giger that will be analylin the mentioned corpus are as follows
We Atomic Children(Wir Atomkinde) series from 1963 which represents a powerful
comment by the author on the posr fascination with atomic bombs atftkir results on
mankind; Schachtseries from 1964966 inspired by the underground tunnels of Chur,
Giger's birthplace, basement steps and the play of light and dark in the demonstration of
situational and emotionalkurroundings of the modereid, indusrialized existence;

Birthmachinefrom 1964 which represents a combination of human and mechanic in the

6



interplay of a biological system formed as a pistille Passagesseries (19691973)
claustrophobic observations of domestic facilities, with a fasus mechanized entrance in

its second installmenthe sculpturefAmerica(1968), The Beggar(1976), and sketches and
paintings forthe unrealied film The Mystery of San Gottarddrom the 1960s to 1998),
whose subjects are made of human extremiiesforming everyday activities with the full
functionalty of a whole body; the seriesandscape(19%67-1973 in the monochromatic
ediion, and the variant rich with colours where the landscapes are covered in human skin as a
way of showing the influence ohankind on nature, and the special series with infants shown
with various stages of skin diseases, in large numbers, in order to represent a mass landscape;
the series of paintings and sculptuke$1974); Biomechanoid1969 as the starting point of

the biomechanoid motif, continued witBiomechanical Landscape§l9761987); the
Dune/Harkonnerseries(1975)for the unrealied film by Alejandro Jodorovsky based on the
book by Frank Herbert (together with several paintingsntteally connected to the film);
Erotomechanic1979) about the further connection of human bodies with machines as the
commentary on human nakedness in the absence of technology (2@@4gard about the
servitude of civiliation towardsdchnological achievementie Necrononseries (1978) and
other art works connected to the filsien (1979)by Ridley Scottjn which the main subject

is an extraterrestrial being as the personificationth&f never achieved and impossible
evolutionary pefection of human beingsghe N.Y. City series(19801982) depicting the
metropolis as a specific biomechanized landsctqeaYictory series(1981-1983 about post

natal viewscapesandthe sculptures in the collectioWatch Abart(1993), as comments on

P D clirivplex relationshipvith time.

,Q WKH ILUVW SDUW RI WKH DQDO\VLVY FRQFHUQLQJ SD
*XLGH ZLOO EH PRGLILHG DQG XVHG IRU WK(HISXOBH®HVH DV
key elemets of what constitutes visual/pictorial metaphors and metonymies metaphoric
and metonymic concepts Wwihot be limited to one verbahtion, taking into account the
growing articulations associated with pasbdernist views of human technological extan,
which also presents the possibility of hierarchical structuring of connected primary and
complex metaphors in order to offer a more comprehensive view of the opus of this author
during his fourdecadedong work and personal artistic development.

In the part of the dissertation dedicated to the cinematic accomplishments by H.R.
Giger, the followirg celluloid works will be analyed:

- HeimKiller (1967),a brief study of the sculpture titld@lood-Glasswith metaphoric audio

enhancementdHigh (1967), a blackandwhite journey through the early visual works by

7



Giger; andSwissmade 20691968), in which an alien visitorecords a dystopian Swiss
society with a camera which he uses instead efsewnd whose chest contains/ideo
recorder. Sound, as an additional dimension of the ioreed films, also enters the corpts
not just peech expressions, but nambal soundss well(mechanically created segments and
other). The second part of the analysis, focused on film, is based aedbetly developed
research model for audiovisual datlightly modified forthe purpose othe research
Expressive movement, the multimodality of these forms, and the dimension of erabhbdim
are central concepts dissected with the help of eMAEX systelectronically based media
analysis of expressive movement images), an empirical method of describing the expressive
qualities of audiovisual medidhe microanalysis of expressive movemenits (EMU), will
process parts of the scenes on three levels: descriptory (music and dialogue, scene framing,
character movement), interpretative (the construction of metaphoric meaning), and the
ideological level (in terms of metaphoricignd metonymidy, that is, the presence of
conceptual metaphors and metonymies as the background to a growing figurative sample).

Analytical approach willbe used for the researciplaced at the crossroads of
linguistics and art, and especiallyrgealism as the dominant direction in the metaphoric
metonymic visual communication. One part of the researdie analyzed seriesill be
focused on the narration connected to the art works of H.R. Giger, wbmsists of titles of
series of paintingssculptures and cinematic works. The texts used in the research and present
in the abovementioned sources (art editions, articles, interviews, etc), will be approached from
two analytical perspectives: dhe one hand, the text igiewed as a source of data, which
offers the milieu for explaining the visual aspects of objects (paintings, film, sculpture), while
on the other hand, the texts themselves can offer a sollioguistic reflections/realations
of metaphor and metonynsigas well as explanations of possible magpj domains, etdhe
text is not only written, but also spoken, and #poken/writtentext of the scen# for
Swissmade 2069 includedas well

Two theories regarding metaphor constitute theotetical framework of this

dissertation: Conceptual Metaphor Theory (Lakoff and Johnson, 2003) and Conceptual
Integration Theory (Fauconniefurner, 2002). As elaborated DWRYDF DQG 7DQDFN
Faletar(2009 139, these two theorieare mutually conditioned, represent two faces of the
same conceptual reality, asdn beusedsimultaneouslyn metaphor research, as the aushor
provided sufficient proof ofsuch combination in the analysis as beneficial for the overall

17KH V\VWHP ZDV SUHVHQWHG RQ WKH 3K' ZRUNVKRS A+B0ztfheEDQLQJ EI
Viadrina University in Frankfurt/Oder, as part of the 11th RaAM Conference in BertmJuly1-4, 2016.



emphasis of the advages of both models and ways in which the two theories can provide a
more detailed view of thigurative expressionThis integrated approach is also presented in
6WDQRMHYLU

1.5. Expected scientific contribution and significance of the research

H.R. Gigeris one of the most weknown world artists and synthesist§ various
types of art. Due tan increasing necessity of n@rbal metaphor and metonymy research in
all aspects of human creativity, the expected scientific contribution ofigserthtion would
be the following:
- the analysis of conceptual metaphor and metonyntlye work of H.R. Giger
- the discovery of universal postulates of semiotic mechanisms immanent to his art, which

havehadan nsurmountable influence on thentemporary global culture.



2. Cognitive linguistic approach to metaphor and metonymy: A theoretical

framework

2.1. The study of signs

The modern study of language rests firmly upon the pillars set by Ferdinand de
Saussure'€ours GH /LQJXLVW L anl His*prany Mi@&Hmankind's most important
invention. Concerned about the approach to language as a system ofdsi@ajssure
projected the idea afemiology(from the Greelsemeionwhich means 'sign’) as a science of
signs that would incorporate linguistics into its broad realm, subsequently allowing the
proliferation of a number of perspectives in the human sciences (anthropology, philosophy,
and sociology, to name a few) which have been guided by Saussurean aSdysssirean
linguistic principle$ (Cobley, 2001, 4; Culler, 2001, 25).

The dichotomy thatde Saussure projected upon the linguistic sigmgriifier and
signified), themanner of studying signs (anaiyg the system as a functioning totality with a
synchonic approach, and not the historicaldiachronicapproach), the relations between the
signs as contrastspdradigmati¢, and possibilities of combination into larger units
(syntagmatiy, the basic division ofangue and parole - provided the necessatyguistic
focus on the systems oflations that charactegzlements of language, which hold meaning
by the virtue of their opposite qualitiesor, DV QRWHG E\ & X ONXbldas that we 3
make have no significance by themselves; they be@aemeents of a language only by virtue
of the systematic differences among them, and these elements signify only through their
UHODWLRQV ZLWK RQH DQRWKHU LQ WKH FRPSOH[ V\PERO
words, it is by juxtaposing an elemeit another element that we begin to perceive their
characteristics, thus being able to understand the elements themselwesnind tends to
function in terms of contrasts, or, ds Saussure argues, knowing a concept means knowing
its opposite (Berge2010, 8).

The study of signs was further developed by Charles S. Peirce, the founder of the
contemporary study of signs semiotics who introduced a trichotomy of signs (icon, index,

and symbol),corresponding to three different kinds of relationship leetwsignifier and

2 Cobley (2001, 259) notes that 8aussure's followers later transformed and extended his original conceptions;
for example, to communication processes (Buyssens), as well as reversed the roles of linguistics and semiology
(Barthes).
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signified *resemblance, causation, and arbitrariness (Littlemore, 2015, 120). Peirce also
contributed various observations from the philosophical perspectitendimg the reach of

V HP L Rt/ thé& Whdle universe imdar as it is perffiy HG E\ Ydoblyy 2001, 261).
Human communication iachieved by both verbal and n@mbal means, which is a notion

that aims to expand our pertigm of language to include neerbal areas of communication.
Every speech act includes thersaissionof messages through gesture, posture, clothing,
accent, social context, etc., and these underlying languages exist even without verbal
communication with the existence and functioning of objects in our environméort
example traffic lightsthat performa meaningful communication with us. This expansion is
precisely the great achievement of semiotics (Hawkes, 2003, COllgr (2001, 28) sees
Peircean influence in our way of perceiving the world: we see our social and cultural
surroundings as a seriekgign systems, comparable with languaggke objects and events
have meaning beyond their phys@d W\ & XOOHU LiEveGare FoRUQdeGtxn@ by 3
social and cultural world, we must think not of independent objects but of symbolic
structures,systems of relations which, by enabling objects and actions to have meaning,
FUHDWH D KXPDQ XQLYHUVH 3

Intentional human creativity & expresses itself in ararries a world of meaning. As
Barry (1999, 120) notesartworks, by their nature highly patterned sswdifferent from
ordinary communication that thepatterns are foregrounded, appear to be ideal providers of
the kind of stimuli necessary for concept formatibrdeed, since a sign can be any entity
(word, image, object, etc.) that refers to something else (Curtin,, Z®)6semiotics can and
should be an akncompassing discipline that focuses not only on verbal language, but visual
and multimodal discourse as well.

Curtin 2006,51) concludes that seatics is concerned with meaning in the sense of
how representation generates meaning or the processes by which human beings comprehend
or attribute meaning. Interms of LV XD O F X O W X @rHinquvfnyg thatisWidér Yhah Yhes
study of symbolism anthe use of semiotic analysis challenges concepts such as naturalism
and realism (the notion that images or objects can objectively depict something) and
intentionality (the notion that the meaning of images or objects is prddiycthe person who
createdt) 3(Curtin, ibid).In short, images and objecti&ke words,can also operate like signs,
and carryculturally-influenced meaningCurtin, 2006, 52).

Roland Barthes was the first theoretician who applied ideas of semiotics, as it
developed fromlinguistics, to visual images in photography, film, and other modes of

representatior{Curtin, 2006, 54).The €miological prospects of sudch proposalBarthes
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(1986, 61) justifies with Jakobson'snetaphore-metonymic view of discourse (more in
Section2.4.), arguing thathese figurative planes @irticulated language must also exist in
other significant systemd.he pursuit of meaning in a work of art, argues Chvatik (1986,
316), does not disturb the value of its form, its sign structure, since tlyeacerof
presentation of things and events becomes deeply meaningful in the process of artistic
semiosisTherefore, both form and content are of equal value focahstruction of meaning
in art, which is helped by figurative mechanisms of metaphor atdnymy.

In the following section, we will present both metaphor and metonymy in sufficient

details.

2.2 Metaphor

Literature and rhetoric have always been interested in the study of tropes, or figures of
thought and speedhat are used to express certain emotional and persuasive effects (Trask,
Stockwell, 2007, 308)Because figures such as metaphor, metonymy, irony, oxymamd
RWKHUV WZLVSWU RSHU X PXDO L &the/ GRék 2vRtU @ Yigure is trope,
PHDQWMDIUXQ M andlWis of such intriguing meaning changes has been at the heart
of scholarly interest since the @ent Greece and Rome, with amvigorated interestn
contemporary intellectual disciplines concerned with mind and meaniffpgG1993, 252).

We will abide by Ortony's (1993) remark that any serious study of metatiteor
SDUFKHW\SH:3 st stak RighHNgtotle's view of this figureand begin the brief
historic overviewof the study of metaphawith rhetoric As opposed to other disciplines of
human enquirythe study of metaphawvas central to rhetoric, which hongdor the purpose
of effective and welkonstructed communicatiofhe relationship of metaphor to language
and the roleof metaphorin communicatio were important points of interest for Aristotle,
whose discussions in theoeticsand theRhetoric have remained influential to this day
(Ortony, 1993, 3). Aristotl&#iewed metaphors as implicit compariso(tsvans, Green, 2006,

293), based on the prindgs of amlogy?, andalso warned aboutabiguity and obscurity in
metaphorsarguingfor a clear distinction between genuine definitions and metaphors (Ortony,
1993, 3. TKLWGHDU GL Way lfaldwadl ByQréductionist views of metaphor as
replaceabldy literal translations (Black, 19930).

3 As to their use, Aristotle saw them as ornamental (ibid).
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The study of metaphor, in the centuries that followednd its place in the realm of
linguistics; however,as noted by Feinstei1$85, nietaphor has been considered at best
an ornamental linguistidevice and at worst a deviant use of grammar and semantics. By
extension, metaphoric thinking has been regarded as unclear thinking, a shield that impedes
WKH VHDUFK heperpatialdiisidhs betiveen everyday conventional language and
novel poeticlanguage permeated classical theories of language, limiting metaphondmea
linguistic expression, the elements of whiate used outside of their norhm@eaning to
HISUHVYPDLOGDU:? FRQBHFAN).Assthiptibns pertinent to theoribsfore the
contemporary theory of metaphman be summed to the followirigakoff, 1993 204):

300 HYHU\GD\ FRQYHQWLRQDO ODQJXDJH LV OLWHUDO DQ
All subject matter can be comprehended literally, without metaphor.

Only literal language can be contingently true or false.

All definitions given in the lexicon of a language are literal, not metaphorical.

7TKH FRQFHSWV XVHG LQ WKH JUDPPDU RI D ODQJXDJH DUH

These understandings laween proven false upon the discovery of an enormous
system of conceptual metaphor that structures our everyday conceptual system, including
most abstract conceptsyhich has destroyedhe traditional literafigurative distinction
(Lakoff, 1993 204).

Cognitive linguistics, as a modern linguistic school of thought, rests firmly on the
postulates that have shown the locus of metaphor to be in thought, and reformed metaphor as

the central figurative mechanism.

2.3. Metonymy

As with metaphor, for the study of metonymy, wél turn to ancient philosophical

thought and pinpoint the beginning of the scientific insight into metonymy with rhetoric.

Koch (1999, 14a141) offers the earliest found definition of metonymy, found inwtioek
Rhetorica ad Herennium
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¥Denominatio L H PHWRQ\P\ LV D WURSH W kKé&Wandtbs¢HY LWV
thingsand by which we can comprehend a thing that is not denominated by its proper word.'
[my translation] (Her. IV: 32.43 =Anonymoud®894: 337; my italicsj

With 'near and close things', Koch (1999, 141) argues, the 4athtbre Rhetorica ad
Herenniumvirtually introduces the relation of closeness, an associative or cognitive element
into his definition, which constitutes the classical rhetorical conception of metonymy.
Aristotle, who devoted part of his work to the classification of tropes, viewednymay as
subsumed under metaphor (Panther, Radden, 1999, 1)

The significance of metonymy was similarly ‘incorporated' into metaphor, which
received significantly more scholarly attention untié thse of cognitive linguistics. This
change of perceptionan be traced back to Roman Jakobson's evolutionary view of these
figurative mechanisms. We now turn to Jakobson's binary language schema in the following

sections.

2.4. Jakobson's view of metaphor and metonymy

The previous sections have shown thet,years, metaphor has been regarded as the
central figurative phenomenon in relevant scientific literature which owed its foundation to
Lakoff and Johnson's influential work. Metonymy, on the other hand, was placed in a
marginalized position until the Bhin focus of academic research that has its ground in
Jakobson's research on speech disturbances.

In his study Two aspects and two types of aphasidakobson reconceptualized
metaphor and metonymy asmplementarynechanisms. Until then, metonymy was seen as a
peripheral rhetorical device, so it was not a secret that Jakobson was the one who paved the
way to metonymy as a figure equal to metaphor in its significance (Surette, 1987, 557), and
that he put both tropes the throne of linguistics and poetics (Steen, 2005, 1).

By adopting de Saussure's binary amach to language, Jakobson (200&59)
podulates that two ways of orgamizon rule over the linguistic sigrcombination which
means stacking simple largge units into more complex ones, aselection meaning,

choosing one language alternative over another. These two types of operation mix in various

4This work is sometimes attributed to Cicero (Nerlich, et al. 1999, 362).
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aspects of language. In order to produce an utterance, speakers choose linguistic units from a
set of unis, and then combine them into a whole. In a Saussurean treatment, both ways are
marked as the syntagmatitparadigmatic dichotomy whose individual absence Jakobson
recognized in a particular type of aphasia, depending on the missing part. Paradigmatic
relations (n absentid exist between linguistic signs which show a semantic, morphemic or
other similarity, while syntagmatic relations (raesentiq are established between signs or
parts of signs which we consider to be constituents of meaningful s¢Bnegin, 1984, 91).
Paradigmatic relations are aligned with the axis of selection, which can also be called
substitution, while syntagmatic relations go with the axis of combination, or
contextualization. Therefore, this dichotomy was extended by Jakthsmhasia as a speech
disturbance, but also to figurative language.

Jakobson introduces metaphor and metonymy as the key figures of speech which can
signal what type of aphasic loss is presesimilarity or contiguity disorderin Jakobsonian
theory,metonymy is thesecond defining axisf human language. Each linguistic act requires:

- a selection from a set of pexisting units, which is primarily based on relations of
similarity, metaphoric in their essence, and

- a combination of these units intbore complex units or syntagms, based on relations of
contiguity, which are metonymic (Cobley, 2001, 223).

In metaphor, the domains are connected based on a certain similarity (for example, if
love is war, then it idike war in many aspects), and metamyis based on contiguity, which
is a somewhat complex tePnthat denotes closeness/proximity (Geeraerts, 2006, 13).
Jakobson (2008) adds that, in normal speech, both acts are continuously and simultaneously
present, which further stabilized the positidriteese mechanisms #te key tropes of human
communication. Moreover, he recogfHG P HW R @hePath& \sidé of the linguistic
P H G Beadford, 1994, 7), or, as noted by the same author (ibie)has promoted it from
the status of a decorativ®@ LWHUDU\ ILJXUH WR D FRPSUHKHQVLYH XQ
KDOIYf RI DOO OLQJXLVWLF GHVLJQ VWUXFWXUH DQG FRC
EHWZHHQ WKH PHWDSKRULF DQG PHWRQ\PLF SROHV 3

Dirven (2003, 77) confirms Jakobson's insight enthe binaryshaped dimension of
conceptualizatioras a reflection and confirmation dé Saussure'srinciples,which enables

the linking of the metaphoric pole to the paradigmatic structuring principle and the

5 Koch (1999 146)attempts to simplifithe definition of contiguity by sting that it denotes a relation between
elements of @onceptuaframe or the frame as a whole and its elements.
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metonymic pole to the syntagmatic ofiéne gplication of these two operations to metaphor

and metonymy is presented with the following figure:

Figure 1 Metaphor and metonymy along paradigmatic amdagymatic axes (Dirven, 2003,
77)

Even though Jakobson's study on aphasia provides a corapigart dichotomy and
insufficient definitions of the terms (along wigbmewhat confusing examples), and taking
into account that there are numerous other figures of speech, their existence, as well as mutual
interplay of metaphor and metonymy, doessiotultaneously exclude the dominant positions
of these figures in discourse. Similarly, subdivision of metaphor and metongtoys{imile
and synecdoche, regpiwely) does not exclude their distinction that proves essential for
language use (Hawkes, 20@3,).

The cognitive view of language has inherited Jakobson's focusiedaphor and
metonymy, recogning and further developing the interaction of the two processessor, a
noted by Steen (20054 The fact that aspects of our experience may be motess
associated with each other on the basis of contiguity, however, does not preclude the
possibility that they are relatively distinct but similar to each other at the same time.
Similarity and contiguity are two independent scales that may in plenbi applied to the
VDPH H[SUHVVLRQV RU FRQFHSWYV 3 6WHHQ DOVR [IXU\
between metonymy and metaphor, meaning th&t thvolve two separate scalemetaphor
versus nosmetaphor and metonymy versus raoetonymy - which differs from some

researcherge.g. Dirven, 2009, who place these mechanisms on the same scale in gradation.

5 Dirven (2002, 93) speculates that it is more logical to see the various instances of metaphor and metonymy as
points on a continuum, with nfigurativeness at one end and complex figurativeness at the other. This stance is
adopted by Ryland (2011).
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Jakobson's complex dichotomy which impligst metaphor and metonymy are the
key elements of the language scheme, represents the begaitiregresearch of conceptual
metaphor and metonymy, which can be seen from hipaixweb: metaphor is on the side of
similarity’, the axis of selection, or paradigmatic relations, and conceptual metaphor connects
similar elements from two different dwins; metonymy, on the other hand, is located with
the axis of combination, or syntagmatic relations and is based on contiguity, and conceptual
metonymy, which presuppé$G PDSSLQJ LQVLGdlows @hdt éa®R palt LoQthes
expression substitutes atbHU3 ZKLFK JLYHV KHU UHIHUHQWLDO IXQFV
36), giving an explanation on why the metonymic relationb&sed on contiguity, or
conceptualproximity', as noted by Evans and Green (2006, 312).

Steen (2005, 2) notices the tendency of cognitive linguists to accept Jakobson's criteria
for similarity and contiguity, which facilitates the differentiation of the role of metaphor and
metonymy in the examples of conceptual metaphors, suatvasis SPACE, and ends his
observation by pointing to the fact that the cognitivist approach to metonymy owes many
conclusions to structuralism (whose postulates are created and nurtured by Jakobson), but also
that it develops the research of metonymy in many lagggiavhich contributes to a detailed
description of conceptual metonymy, has its foundation in a more general and independent
theory of cognition, and conducts experimental and empirical research (Steen, 2005, 7).
Cognitivist research of metonymy has braadearch horizons precisely because Jakobson
contributed a binary language view to it before.

Since Jakobson himsdlf988, 73) further wrote abothlie metaphoric and metonymic
SURFHVVHV QRWDOMP RW MKV dsstHIMEE3bf researaf metonymic and
metaphoric expressions in the medium of cinema, art and other types of creativity are opened

broadly with Jakobson's research and discoveries.

”We have to note our awareness of the issues raised by Lakoff and Johnson with metaphor being connected to
the traditional notion of similarity, géctive versus experiential similarity, and that generally, according to their
view, metaphor is based on the correlation between domains in our experience, which then produces perceived
similarities between the two domains inside a metaftakoff, Johnsn, 2003, 245).
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2.5. Conceptualtheory of metaphor and metonymy

2.51. Conceptual metaphor

Metaphor as discussed in the previous chaptaaes been traditionally regarded as a
stylistic figure limited to the world of literary text. However, the second part of the 20th
century saw the emergence of new views on metapindheinteraction theoryof metapbr,
heralded by Max Black in himfluential work Metaphorin 1954.Black offersthe standal
GHILQLWLRQ RI ® IPHWD SKKRHUBW?FR WKLQN OLWHUBIDO\ DV )
would be to get nonsense of the egpra Thus, a metaphor sudd VD3PDQ LV D ZROI3® KD
be understood in methaphorical terms. TheBn +ZROl1 ZRXOG EH WKH 3 IRFXV’
term +PDQ ZRXOG E H Alsw, Blatklaiiesl for a creative character of metaphor, a
notion we will discuss in the analysis afroresearch (for more on Black's interaction theory
of metaphoralso see Forceville, 1996)

The contemporary theory of metaphor thacognizesits primarily conceptual
gualities and the crucial role metaphor has in outesysof thought and languagan be
WUDFHG WR 5Fh6 Garfivit Mataphor ILUVW SXEOLYV Ketéphtr@n@ UWR Q\ 9
Thoughtin 1977 (Lakoff, 1993 203). Reddy (1993178) argued for a shift from text to
concepts and emotions, or, in other words, mental content that does stovigxin words
but rather in an internal systenReddy was the first to demonstrate the metaphorical
understanding of experienceeflected by our everyday behaviour, and that metaphor is a
major and indispensable part of our way of congaiating the verld (Lakoff, 1993 204).

The crucial shift in the usual perception of metaphor, however, is marked with the
semhal work of Lakoff and JohnsoMetaphors We Live Bin 198Q which represents a
foundation for the authors' Conceptual Metaphor Theditye two authors(2003, 153)
defined metaphor, in the now wddhown adage, a8SULPDULO\ D PDWWHU RI WKR

8 %RWK WHUPV EHORQJ WR WKH DXWKRUfV WHUPLQRORJ\ 7KH FRQW
KRZHYHU LV FRPSULVHG RI 3D WDUJHW GRPDLQ3 WKH GRPDLQ ZKLFK L
domain twhich is the reaAmMlURP ZKLFK ZH GUDZ PHWDSKRULFDO H[SUHVVLRQV 7K
DQG LQ %YODFNYV H[DPSOH WKH 3PDQ?3 LV WKH WDUJHW GRPDLQ ZKLOH
explained in the present section.

9 Two important propositions bBlack (1954) that offer a new light on metaphor, as noted by Forceville (1988),

are thata metaphor, in many cases, creates the similarity between A and B, rather than pointing out to the
existing ones, and that these components of a metaphor peoesaptex systems of facts, properties and
DVVRFLDWLRQV )RUFHYLOOH HQGV KLV DQDO\WLV RI %ODFNT\
components in A can be activated in a rich metaphor where many elements from the complex of B ate relevan

for A. This results in a novel view of A, if A and B stem from radically different conceptual systems, where it

FDQ EH VDLG WKDW 3PHWDSKRU FDQ UH FUHDWH UHDOLW\
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DQG RQO\ GHULYDWLYHO\ D PDWWHU RI ODQJXDJH™ ,Q RW
linguistic item, but a part of our thinking systeand therefore present in other products of
mankind.The way in which the metaphor is presented is not significant for the unity of this
mechanism, since it is preserved for the conceptual metaphor i&&fs(LJQDUWYV, .UDY D
2012, 97).

Conceptuametaphor is comprised of two domains: the abstract domain, or the domain
we wish to understand, also knowa thetarget domain and the domain we use in order to
understand the abstract one, or sberce domainSince a conceptual metaphor is a structure
of human understanding, the source domains of the metaphors come from our bodily; sensory
motor experiace, which then becomes the basis for the abstract conceptualization and
reasoning, or the target domainkakoff, 2008, 45). 6WDQRMHY LU ines GH
conceptual metaphor as a cognitive ability used in real time, which allows a relation between
two domains of knowledge that is activated in some part during the processing of a
metaphorical expressio@onceptual metaphors, according to the cognitivguistic view,
emerge not only from the bodily experience, but also from theaiktien between body and
culture. Therefore, evethough conceptual metaphom@re grounded by bodily experience,
theyare shaped by cultural understandfivg, 2009, 121 DOVR VHH .| Y)HGUWUaY
knowledge, that is, knowledge of certain cultural and situational ‘framsesne of the
constraints on the domain mappinghich describes both the process of mapping from the
conceptual source domain, to the concdptamyet domain, and from conceptual metaphor
and verbal metaphor. The other constraint is the notiomafe schematéNerlich, Clarke,
2003, 556 our emphas)s AccRUGLQJ WR -RKQVRQ image schénva is &
recurring, dynamic pattern of our perceptual interactions and motor programs that gives
FRKHUHQFH DQG VWUXFWXUH WR RXU H[SHULHQFH 3 7KH D.
VERTICALITY schema, which emerges from our tendenagnbploy anupP-DOWN orientation in
discerning meaningt structures of our experience, making a case for the crucial quality of
such and similar experientially based, imaginative structures of thigeisehematic sorfor
meaning and rationality.

In orderto make it easier to understand the cidesiain mapping, Lakoff and
Johnson adopted a naming strategy for such mappings, using the typical mnemonic formula
TARGET DOMAIN IS SOWRCE DOMAIN. Mappings themselves cannot be equalized with this
form, however, ince they are a set of conceptual correspondences between the dethains
formula is used simply tauggest the mapping (Lakoff, 199307).

Let us give an example. A famous conceptual metaphor is the following:
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LOVE IS A JOURNEY

Lakoff (1993 206 offers a number of gtessions containing this conceptual metapbtoch
as:/RRN KRZ IDU ZHIPD\FRP¥YH WR JR RXU VHSDUDWH ZD\V
going anywhere.

With the use of this conceptual metaphor, we understand one domain of experience,
love, in terms of a very different domain of experience, journeys (Lak®¥3. The reason
lies in the abstract nature of the concept of love (we cannot think of it incphysrms),
which requires help in the sense of mapping the concept on akmmna domain of journeys
which we are able to comprehend more easily.

The examples above are everyday,-portic English expressions, used to talk about
love, even though thegre not necessarily about loper se Such usage of these and other
linguistic expressions is governed by the principle hidden not in the grammar of English, nor
the English lexicon, but the underlying conceptual system. This principle governs the
undersanding the domain of love in terms of the domain of journeys, and can be stated

informally with the following scenario (Lakoff, 1993, 206):

SThe lovers are travelers on a journey together, with their common life goals seen as
destinations to be reachekhe relationship is their vehicle, and it allows them to pursue those
common goals together. The relationship is seen as fulfilling its purpose as long as it allows
them to make progress toward their common goals. The journey isn't easy. There are
impedinents, and there are places (crossroads) where a decision has to be made about which
GLUHFWLRQ WR JR LQ DQG ZKHWKHU WR NHHS WUDYHOLQJ "

As a set of ontological correspondences, the conceptual metaplors A JOURNEY
consists of entities in thelomain of love (e.g. the lovers, their common goals, their
difficulties, etc.) that systematically correspond to entities in the domain of a journey (the
travelers, destinations, etc.) (Lakoff, 1993, 20/Me structure of this conceptual metaphor
should also be noted: its complex structure is composed of suapler metaphors as:
PURPOSES ARE DESTINNONS, DIFFICULTIES ARE IMFEDIMENTS TO MOTION, A RELATIONSHIP IS
A CONTAINER, andINTIMACY IS CLOSENESS, together with literal framdased knowledge that

A Vehicle is an Instrument for Travel
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A Vehicle is a container in which the travelers are close together,
People are expected to have life goals,
Lovers ideally have compatible life goa(takoff, 2008, 25).

An important notion of Conceptual Metaphohebry isthe existence ofdealized
cognitive modelsor ICMs, asone of the frequent terms encountered in the research of
figurative mechanismsldealized cognitive models are the structures which we use to
organize our knowledge (Lakoff, 198768). They consist of relations between conceptual
categoriesset up socially, culturally, and on the basis of individual experiences, and present
meansof understanding and negotiatitige world, and consequently, our lives. They can also
consist of image scheas, with the possibility of further enrichment or reconfigurement by
the action of onceptual metaphor and metonyg$tockwell, 2002, 3:33).

Before we turn our attention to metgmy, and in order to circle our brief introduction
to concgtual metaphorwe will touch upon the theory gfrimary metaphorgleveloped by
Grady(1997).MaQ\ FRQFHSWXDO P HMHFRECEBRY FOQLBMWR PRUH EDV
or primary metaphors, which have direct experiential basis and present a building block for
complex metaphors, @ompound (Grady, 199732, et passint®. Eachprimary metaphor is
E DV L Fab @@ic3component of th P ROHFXODU VWUXFWXUH RI FRPSOH]
Johnson, 1999, 49)While primary metaphors are derived directly from experiential
correlations, complex metaphors are combinations of primary metaphors, cultural beliefs and
assumptions, which makes themore culturespecific (Yu, 2009, 121)For example, the
metaphora PURPOSEFUL LIFE ISA JOURNEY is a compound of primary metaphGrsrRPOSES
ARE DESTINATIONS and ACTIONS ARE MOTIONS coupled withthe cultural belief that people
should have purposes in lifand that they are supposeddct to achieve those purposes
(Lakoff, Johnson, 1999, 661).

This structural view of metaphor is helpfulanalyzing specific discourses, regardless
of their form of communication. Ortiz (2011, 1569) argues that havimgaoyi metaphors as
an analytical unit provides numerous benefits for the explanation of the choice of source
domain elements which are projected onto the target domainhaittey facilitate the study
of metaphorical projections and the relation between complex metaphors, indicating, above
all, that the origin of metaphors lies in physical experience. Furthermore, primary metaphors,
according to the author (ibidjan also beg@ressed in a visual manner, which makes them a
valid unitof analysis of the present, n@rbal corpus.

10 Examples of primary metaphors are mentioned above as 'simpler’ metaphors, SMICRP@ES ARE
DESTINATIONS in the complex metaphaoVE IS A JOURNEY.
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2.5.2 Conceptual metonymy

As we have seen in the previous secton metonymy the 'standarddefinition of
metonymyinvolves the substition of orthing for that of another thing, with the assumption
that these thigs are somehow associatédkoff's conception of metonymy is an important
step forward, since it moves away from theditianal view of metonymy as eelation of
SUHDROUO G FREOWERPUDWLRQ WR DQ DEVWUDFW YLHZ RI PHW
understood as closeness in a conceptual model (Panther, Tho2@QB¢R). The cognitive

view of metonymy makes the following assumptions:

(i) Metonymy is a conceptual phenomenon
(i) Metonymy is a cognitive process

(iif) Metonymy operates within an idealized cognitive model. (Raddgmecses, 1999.7)

Based on these cogmé properties, the authors (1924) defined metonymy as follows:

Metonymy is a cognitive procesa which one conceptual entitghe vehicle, provides
mental accessto another conceptual entity, the target, within the same idealized cognitive
PRGHO 3

In other words, metonymy is a figure of language and thought in which one entity is
used to referto or provide access to another entity, with which it is somehow related
(Littlemore, 2015, 4). The author argues ttie use of metonymy is necessary because it is
impossible to encapsulate all aspects of our intended meaning in the language we use, and,
connected to this, since we cannot consciously activate all the necessary knowledge of a
particular concept at once, we instead focus on a salient aspect of that concept, and use it as
the point of access the entire range of the conce@obnsequentlyas we learn culture codes
during our formative years, we also learn all kinds of associations, which enait@symy
to rely on information alreadypresent in our minds to conyvecertain new information
(Berger, 201018).

Let us offer an example (Littheore, 2015, 4):

The trains are on strike.
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In order to understand this sentence, we employ our knowledge of trains as machines
which are operated by drivers and cannot move unless there is a human being behind the
wheel. Therefore, by understanding tihmetonymy, we know that the trains are not (and
cannot be, due to their inanimate nature) on strike, but that this particular action refers to the
drivers of these trains.

Metonymy is, like metaphor, a&entral conceptuabhenomenon(Steen, 2005).
However,its equally central position was only recently placed into the spotlight of language
research by the work of several key figures of cognitive linguistics, which owes its position to
Jakobson's notionf dual language axes that fignrest upon the mechams of metaphor
and metonymy.Lakoff and Johnson provided an adequate introduction to conceptual
metonymy inMetaphors We Live By 1980, followed byolumes of research focused on
metonymy in language anthought (Panther, Radden, 199anther, Thornburg, 2008
interactions of metaphor and metonymy (Goosens, 1993; Dir8¢tJ L Q JV; Barcelona,

2003, individual studies from various perspecti\Bsdar, Brdar6 | DEy  Brdar, Brdar
6] D E2005 Littlemore, 201%, and metonymyin nonverbal discourse (Friedman, 2007;
Ryland, 2011 Somov, 2013

The difference between conceptual metaphor and metdayiay in the number of
domains involved in the mapping. Whereas conceptual metaphor connects two domains using
the formula A is B, conceptuahetonymy revolves around only one domain, where the

formula is A for B.

Consider the following sentence:

Theham sandwicls waiting for his check.

In this famous example in Lakoff and JohnsdvWistaphors We Live Bywhere the
authors have devoted part of their reseah to metonymy, the expressiofthe ham
V D Q G Z Lusé&dstoLr&#r to an actual person, a customer who ordered this meal and is now
being identified by it. Metonymy thus has primarily a referential function, although it also

serves to pvide understanding, and metonymic concepts, SUTHEBBART FOR THE WHQE,

11 As noted by Littlemore (2015, 3), the terminology involving this trope differs from author to author. Some
individual instances of metonymy are referred to3®&HW R Q\P V3 Z KL F Kribut&g W6 @hbsE ButhdrsD W W
looking at this trope from a purely lexical perspective, WliRHW R Q\P\3 DSSHDUV LQ UHVHDUFK Il
linguistic perspective. Since our approach is aligned with the latter, we will thereforePUdeN R Q\P\3 LQ WKLV
paper. he only exceptions will be quotes from other authors.
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like metaphoric concepts, are part of our everyday thinking and talking (Lakoff, Johnson,
2003, 37). Moreover, like metaphors, metonymies are not isolated instances of figurativ
language, but the systematicity of metonymic concepis be seen from the following

examples that the authors (2003;38) list as representative in our (Western) culture:

THE PART FOR THE WHQE

There are a lot ajood head# the university.
PRODUCER FOR PRODUCT

He's got &icassan his den.

OBJECT USED FOR USER

Thesaxhas the flu today.

CONTROLLER FOR CONTRLLED

A Mercedes reaendedme

INSTITUTION FOR PEORE RESPONSIBLE

| don't approve of thgovernment'sictions.
THE PLACE FOR THE INSTITUTION

TheWhite Housésn't saying anything.
THE PLACE FOR THE E¥ENT

Watergatechanged our politics.

Therefore, the structure of our thoughts, attitudes, and actions is structured not only by
metaphors, but by metonymies as well, and, like metapleoncepts, metonymic concepts
are grounded in our experiencethe grounding of metonymic concepts is attjuanore
obvious thanmmetaphoric, since it usually involves associations of direct physical or causal
nature (Lakoff, Johnson, 20030)3

Another dfference between metaphor and metonymy, after similarity vs contiguity
and the number of domains involved, is the directionality of the two types of mapping (Brdar,
Brdar 6] IER The typical mapping in metaphors consists of a concrete concept or
domain as the souraemployed to structure a more abstract concept or domain as target.
Usually, elements from the physical world are mapped onto the social and mental world. This
posits the nomeversibility of source and target. However, metonymic maggpcan proceed
in either direction: from the more concrete part of the abstract one, as well as the other way

round as demonstrated in the figures below (authors, ibid):

24



Figure 2. Metaphor and metonymy distinguished on the basis of domain inc(Bsadar,
Brdar6]DEYy

This is an important point of difference and a characteristic we will discuss further in
the section on nonverbal metaphor.

Success in communication versus the constraints of communication economy are two
basic elements governing the usage of figurative mechanisms. It is in this regard that
metonymy, like metaphor, can be used as a response to both demands, and in both linguist
and other forms of communication (Blari#999 176).The human condition is fundamentally
shaped by various processof figuration, which is why people use various tropes so
frequently in everyday speech and writing (Gibbs, 1993, Lakoff, 1993). This also provides an
explanation of why participants in communication find tropes easy to understand (Gibbs,
1993, 253).Not only is metonymy used frequently in communication, but it also plays a
significant role in the construction of other communicative functions, such as euphemism, and
irony (Littlemore, 2015, 92). In fact, in some cases, metonymy seems to have a stronger and
more lasting effect on the developn of people's world views thanetaphor, since it is
processed similarly to literal languagibus givingit the potentialof also beinga more
manipulative figure than metaphor, because it is more subtle and |lessabtei (Littlemore,

2015, 103104).
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Despite the fact that some authors advocate for a distimbttween metonymy and
synedoche (see Seto, 1999ve will take the position of Lakoff and Johnson (20Q8%0
Koch, 1999 Littlemore, 2019, in whichsynedoche is treated as a special case of metonymy
where the part stands for the wholée reason for this inclusion lies in thenecessary and
somewhat artificial distinction between pars/totum relations and other contiguities that govern
metonymy, which &lhave a fundamental constart figure/ground relation, according to
Koch, 1999 154. The partonomic and taxonomic differences that SE899 calls to mind
simply do not offer enough difference in order to be considered aglistioct figurative
mechanisms, but rather as two cases of metonyfotesr scholars have a similar stance to
metonymy and synecdoehf.e. Gibbs, 19942 In terms of visual arts research, the inclusion
of synecdoche within the term metonymyaiso adofed by Ryland (2011, 23who notes
that, at this stage of understanding metonymy in visual art, the distinction in categories that
Seto (999 proposes seem unlikely to be achieved in arts practice.

Besides its significance as a cognitive mechanpgen se metonymy also haan
important role in motivating metaphor, highlighting its mappings, and consequently
metonymy carinfluence the perception of a metaphoric construal (Uaparisi, 2009, 96).
Barcelona (200331) even states that all types of metaphave a metonymic foundatiofihe
interplay between metaphor and metonymy has been an interesting point of research for
scholars like Goossens (1990), who analyzed the interaction between these two mechanisms
and namedthe resultmetaphtonymyFour types of combination were identified under this
WHUP LQ FDVHV RI PHDQLQJ H[WHQVLRQ °3:PHWDSKRU 11U
PHWDSKRU "~ 3GHPHWRQ\PLVDWLRQ LQVLGHHIW RAWAIBSKRU ~ D
recent corpus data analysis suggésésexistence of other types of interactions between the
two tropes (Deignan2008,292). Howeverthere is a questiononcerning the adequacy of
these cmbinatory entitiedor the kind of combinations found in multimoda&alms (Urios
Aparisi, 2009, 9% Therefore, for the purpose of this research, we will only note the possible
interplay between metaphors and metonymiesghe analyzed works of art, since a step
further into the identification of these typesooimbinations would be #Hhdvised consideing
that the existence of the same entities in-ewcdusivelyverbal dimensios has not been

identified so far.

12 A similar example, perhaps, can be seen in the distinction between a verbal metaphor and a verbal simile,
where the only difference would be the wot®@ LNH3 EHW ZHH Q Wtihid Jiifd¢e Mif€y&hcd/ iR dote& H

by Stockwell (2002, 105). Many authors, including Forceville (2006), support the view that there is no essential
difference between metaphor and simile.
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At the end of this section, waill return to Littlemore (2015, 197), who adequately
places metonymy at the heart of meaning mgkm all forms of communication, as it is
everywhere, and shapes the way we think and how we influence the thoughts of others. As the
key underspecified element which delegates the major part of the interpretative work to the
reader, viewer or listener, momymic thinking is a continuous engagement of the mind in
order to extract meaning fronranguage andall other dimensions of commomication
(Littlemore, ibid)

2.6. Conceptual Integration Theory

Fauconnier and Turner(1998) Conceptual Integration Theory represents a different
take onmetaphoric thinkingas a slight departurfom, or evolution of the Conceptual
Metaphor Theory by Lakoff and Johnsorhe theory is based on the conceptnoéntal
spacesconceptualpackets of knowledge' constructed during the process of ongoing meaning
constructionand structured by ICM&vans, Geen, 2006, 29).

The process of conceptual integration or blending, accordiRguoonnier and Turner
(1999 77) is a basic mental operation that allows us to create a novel mental space by
blending two already present mental spaces; the third one is not angoimposition, but
PRUH WYXPR I 3LWV SDUWYVS3

Also, Fauconnier and Turner (2008, 54) see nieiapnd metonymy, as well as other
mental operations (framings, analogies, etc.) as consequences of the same human ability for
doublescope blending, products of integration networks under the same general principles
and goals, which also binds then theory as well as practiceince more than one kind of
integration is involved in most cases.

Conceptual blending, according to Fauconnier (1997), represents a general instrument
of cognition comprising many cognitive phenomena, both in the linguistimamtinguistic
realm. As a simple operation that enables the construal of many complex mental structures,
blending operates on two input mental spaces that are used to produce a third space, the blend,
which inherits some of the elements from the two Iprgpaces, but also possesses an
emergent structure of its own. In the following figures, Fauconnier (1997) presents the
blending operation:

27



Figure 3 Conceptual blendinfFigures 6.1., 6.2., and 6.3.Fauconnier, 1997, 150)

Figure 6.1. presentsdhpartial mapping of counterparts betwéen input spacegl:
and ). In Figure 6.2., we segeneric spacevhich maps onto each of the inputs, and reflects
structure and organization shared by the inputs. It also defines the corspaossnapping
that occurs between them. Figure 6.3. showdtaedor the fourth space, which consists of
input spaces partigl projected onto it.The blend hagmergent structur@ot provided by
inputs xin other words, it is created during the blending operation. This happens in three

interrelated ways:
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1) compositionprojections from the inputs make new relations availdidé did not exist in

the 'parent’ inputs.

2) completion: composite structure, projected into the blend is to be viewed as part of a larger,
self-contained structure in the blend. This is made possible by our knowledge of background
frames, cognitive and @ural models. Triggered by the inherited structure, the blend pattern

is completed into a larger, emergent structure.

3) elaboration: the structure in the blend can then be eltdubrtthis process is called
"XQQLQJ WKH EOHQG?® ZKLFK PHDQV WKDW WKHUH LV FRJC
governed by its own emergent logic.

The whole operation is simultaneously presented in the final figure:

Figure 4 A composite figure of the blending operati@rauconnier, 1997, 151)

In this figure, Fauconnier (1997, 1pshows the central features of blending: cross
space mapping, partial projection from inputs, generic space, integration of events, and
emergent structure throughe processes @omposition,completion, and elaboratiom the
following sections, we will present some of the welbwn examples of blending.

2.6.1. Regatta

Fauconnier and@urner (200263 offer the following sentence:
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At this point,Great American lis 4.5 days ahead dforthern Light.

The sentence refers to thmaticipant of a regatta in 1993, theatamaranGreat
American I| which set out on a journey from San Francisco to Bostbe same course of
the clipper shipNorthern Lightin 1853, which lasted for 76 days and eight hodisis
expression frames the two boats as sailing during the same time period in 1993 on this course,
by blending the event of 1853 and 1993 into a single event. A cross space mapping that
occurs links théwo boats, the two trajectories, the two time periods, positions on the course,
and so on. Further on, selective projection to the blend brings in the two boats, the course, and
their actual positions and times on the course, but not their respectivepemoels, the
weather conditions in 1853, the different functions of the boats, etc. The emergent structure is
rich: the blend enables the comparison between the two boats, so that we can 'observe' that
one can be 'ahead' of the other. The scenario of tabskmoving towards the same goal
(Boston) on the same course and having departed from the same point (San Francisco) on the
same day fits into an obvious framerate which is automatically added to the blend by
pattern comfetion. That frame enables s run the blend by imagining the two boats
competing in the samm@ace. Bend elaboration is constrained by projections of time and space
from the inputs.

Even though we are using the blended space to construe such a sentence, this does not
mean the inpt spaces have disappeargdlorthern Lightis not literally running against the
boat in the present, because the blend remains solidly linked to the input, spatese
thoughaware of the 140 years of time difference between the jourfestss on therojected
elements of the blend that make this comparison not only possible, but easily understood with
the help of the blendrauconnier and Turner (200 RIITHU WKUHH YBDHLIDWWWB3IRI
example in an attempt to showovwa the blends in each one offalightly different
interpretations, and thysoint to the important characteristic of blending: the possibility of
exact specification of truth values in all three interpretations.

2.6.2. The Debate with Kant

Another example shows hown anvisible blend becomes visible in the process of

analysis.Fauconnier and Turner (2002,)58laborate a casef conceptual blending with an
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HIDPSOH ™BOKWHBWH ZLWK .DQW?3 ,Q LW D FRQWHPSRUDU\

seminar, says the following:

3 claim that reason is a saleveloping capacity. Kant disagrees with me on this point. He
says it's innate, but | answer that that's begging the question, to which he cou@stigjua

of Pure Reasorthat only innate ideas have power. But | sayhat,twhat about neuronal
JURXS VHOHFWLRQ" $QG KH JLYHV QR DQVZHU 3

Understood literally, this passage illustrates an actual event in which two people from
different time periods carry a conversation. Howetteg, interpretation of this passage does
not run this way, but is rather constructed with the help of conceptual blentieg.
LQWHIJUDWLRQ QHWRDRUWHN ZRWKRKBQW?3 VSHDNV DERXW WKH
relationship to Kant's ideas, but it does remjuire the truth in this situation, meaning we do
not have to believe the philosopher and Kant actually talk to each other. This example has two
input spaces which correspond to two participants in this ‘conversation: the modern
philosopher, making claisy and Kant, thinking and writing. The debate happemeiitter of
these input space$he crossspace mapping links Kant and his writings to the professor and
his lecture Through the composition and completion processes, the blend contains the debate
of these two philosophers, both discussing the issue of reason from different viewpoints. The
frame of debate is recruited to position Kant and the modern philosopher in simultaneous
communication, and to givas further structure, in which aft is aware ofthe modern
philosopheras well as his questions and answers. Once this blesthislished, it is possible
WRJXQ WKH EOHQG:3?® ZKLFK HIITHFWLY HWiOnharkpdl&tiQgvwabous RJ QL W |
events as an integrated unit, and develop new strucilinescounterparts of the crespace
mappings include the two philosophers, their respective languages, claims, times of activity,
goals, and modes of expression (as in writing versus speaking), and the selective projection to
the blend includes Kant, th@rofessor, some of their ideas, and the search for truth. Kant's
time of existence, language, mode of expression, the fact that he is dead, and the fact that he
was never aware of the future existence of the professor and his ideas are not projected.
Emergnt structure has two people talking in the same place atnietgae (composition),
they ewke the cultural frame of a conversation, or a debate (completion). Through various
guestions and answers, and corresponding emotions like defensiveness, and elation, we run
the blend by running the debate frame (elaboratidbhg aubors have presented théeihd

with the following figure:
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Figure5 ,QWHJUDWLR @ KHH WERWHRILWK .DQW? )DXFRQQLHU

Blends provide a space in which ranges of structure can be manipulated uniformly
However, the formation of a blended space doesmean that other spaces disappear, since
the blend is connected conceptually to the input spaces, thus providing us with the opportunity

to alter the inputs in an imaginative w@gauconnier, Turner, 2002, 61).

2.6.3. Computer interface

As a cognitiveprocess that relies on cresgace DSSLQJ FRQFHSWXDO PHW
SULPH FDQGLGDWH IRU WKH FRQVWUXFWLRQ RI EOHQGYV:

mapping often relies on blended spaces.
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Conceptual blending is not limited to language us®esit operates in many areas of
cognition (Fauconnier, 1997, 171h order to illustrate this claim, the thor provides an
example invisual design for computer interfacEnis is also an example where we can see a
blend operating in a purely visual demsion which is significant for ouresearch

The desktop interface is comprised of two input spaces: one of more traditional
computer commands, and the other of ordinary work behind an office wi#sldocuments,
folders, and so arDuring the crosspace mapping, computer files are matched to paper files,
directories to folders, accessing a directory to opening a folder, while the generic space that
mediates this mapping has a more schemaiticadstract notion of information, whichre
contained in large sets of information and movable from one set to another. In the blend,
structure is selectively projected from the inputs, and the emergent structure enables us, with
little effort, to recruit the conceptual structure of office woslhile we are executing simple
computer commands (with none of the motor actions performed in the blendatdit the
motor actions in the input of office work). Even though the integrated activity is novel, due to
the massive projection from familiargats, it is immediately accessible to us (Fauconnier,
1997, 172).0Once this blend is achieved, we have access to a great number of multiple
bindings across different elements, which se@mretrospectguite obvious (Fauconnier,
Turner, 2002, 23).

In these and other examplebgete areseveralprinciples of integration that govern the
process of conceptual blending. The more principles are satisfied in a blend, the more
'succesful' that blend can be as a cognitive operation. These are:

- the integrationprinciple the blend must constitute a tightly integrated sctrat can be
manipulated as anit.

- thewebprinciple this manipulation must maintain the web of appropriateections to the
input spacesgasily and without additional operations, sustsarveillance or computation.

- theunpackingprinciple the blend alone must enable the understandergaak the blend to
reconstructthe inputs, the crosspace mapping, the generic spaaed the network of
connection@mong all these spaces.

- thetopologyprinciple it is optimal for the relations of the element in the blend to match the
relations of its counterpart. This is valid for any input space and any element in that space
projected into the blend.

- the backward projectiomrinciple duringthe running of the blend and the development of
the emergenstructure backward projection to an input that will disrupt the integration of the

input itself is to be avoided.
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- the metonymy projectiomprinciple when an element is projectfrom aninputto theblend
and a secondlement from that input is projected because of its metonymic link to the first,
the metonymic distance between them in the blend is to be shortened (Fauconnjek8@997

These principles are used to implement optimalityquess on the blending operation
in order to make the blend possible, integrated, and successful.

In summary, blending is a cognitive operation leading to creative constructs in
language and other areas afgnitive production, characterized by a tight structure and
constraintthat makes it possible for human beings to recognize, manipulate and produce such
operations (Fauconnier, 1997, 186).

Accordingto ODWRYDF DQG 7DQDFNRYLU )DOHSEBGH YL i
(2009, 362363, the Conceptual Integration Theory is suitable for the analysis of innovative
metaphors and their modelling in real time, while the Conceptual Metaphor Theory is
'designed’ for 'traditional' conceptual analysis of conventionalizedphorical expressions
that are welknown among the members of a certain culture and motivated by a joint
conceptual metaphoiThus, the theories can be viewed as é&mel points of the same
continuum xthe process of learning, systematization and stabdizaif meaning through
FRQWLQXRXV XVH ODWRYDF 7D QWdmdR Yuknito) theOrte el

manifestations of metaphor and metonymy.

2.7. Visual metaphor and metonymy

In this section wewill focus on the form of figurative language presentati or, more
precisely, the norerbal aspect of metaphor and metonymy.

The tenet of Lakoff and Johnson's Conceptual Metaphor Theory and the research that
followed was KDW PHWDSKRU Kt fidufedl $peech,Hh@ abmodeé of thought
(Lakoff, 1993, 210), could appear in modes other than langdagd they must do so, if the
assumption about the metaphorical nature of human thinking is true, and what we took to be a
conceptual level of metaphor is neimply a verbal metaphor under a different name
(Forceville, 2008, 4). Metaphor scholars have taken this adage into various dimension
research on visual and multimodal manifestations of metaphors and metonymies: advertising
and comics (Forceville] 9%, 2005%; 2008;2009), JHVW XUHV &L H,QO008), @i 0O OH
(Zbikowski, 2008;2009), TV commercials (Urie8parisi, 2009) art (Kennedy, 2008),
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including analysis of specificocpora/artists (Friedman, 2007; Somov, 20Rgthenberg,
2014).

This basic principle of thoughtot being identical to language elaborated by
Forceville (2002, 2)whaose view ofvisual metaphorsas S SHUFHSWLEMWMLRDYLIRNV W
conceptual metaphors is aligned with the cognitive paradigm.

As with metaphor, aconceptual metonymy needs to be present in our conceptual
V\VWHP EE® L3F D E 0dilFal WidghifetRiQns if we are to agree to the central,
figurative quality of these tropes that are present in the way we think and talk. Lakoff and
Johnson (2003, 3'foint to THE FACE FOR THE PEBRON, a special case of the metonymye

PART FOR THE WHOLE presenin examples such as:

She's just aretty face
There are aawful lot of face®sut there in the audience.

We need someew facesround here.

Lakoff and Johnson (2003, 37) note that this metonymy is actively preseaur
FXOWXUH D Qh® tradrivv laf purkditaVindboth painting and photogtapis based on
it. The authors (ibid) explain this statement with an example:

3f you ask me to show you a picture of my son and | show you a picture of his face, you will
be satisfied. You will consider yourself to have seen a picture of him. But if | show you a
picture of his body without his face, you will consider it strangevailicdhot be satisfied. You
might even ask, '‘But what does he look like?' Thus the metomamy¥ACE FOR THE PERON

LV QRW PHUHO\ D PDWWHU RI ODQJXDJH 3

In other words, a person's face is a valid representation of the whole person, which is
why this metogmy is a salient example in our everyday life, as well as art.

Radden and. |[YHFVHYV DOVR DUJXH IRU WKH YLHZ RI |
process not restricted to language, while Gibbs (2002, 61) notes that metonymy is the basis
for many symbolicomparisons in art and literature.

The term visual metaphWdr has first been introduced to the academic body of
knowledge by Aldrich in an essay of the same title in 1968. Primarily a philosopher of art,

B This example lends itself further to sculptures, especially busts.
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Aldrich (1968, 79) somewhat artistically definessual metaphor with the following
explanation:3material (M) and subjeanatter (A) meet in the content (B) where they in some
VHQVH IXVH DQG ORVH WKHLU VHSDUDWH LGHQWLWLHV LQ
will not do in the linguistic rdan. Carroll (2003, 351) notes that in order for something to be
considered a visual MtSKRU LW LV E Ha/dompssitd/ imddeEimagedDiN which
elements calling to mind different concepts or categories apessent in the visual array and
are recognized to be cUHVHQW VLPXOWDQHRXVO\ LQ D VLQJOH VS
the term he coinefibr this partiazilar feature is1omospatiality

Another requirement for an image to be perceived as a visual metap®nistion of
noncompossibiity RU DV &DUUROO QRWHYV SGLVFHUQLEOH
presented by the figure must be physitalQRQFRPSRVVLEOH 3 ,Q OD\PDQ
combination of the two elements from different domains is an illogical construct which cannot
be found in nature, in reality. Taking into account the presented traits of a visual metaphor, it
can be concluded thahis type of metaphor i®ne that is a) principally neerbal, b)
perceived in a visual manngfdowever, the traits that Carroll ascribes to visual metaphor,
upon aligning these elements with the previously presented theories of conceptual metaphor
and comeptual integration, prove to be more closely connected wéttcahncept of a blend
(norcompossibility, fusion of elements) RU DQ DW\SUE G OP 4 agued by
Forceville (2008, more in the present sectidnjs in this light that we capostulate, backed
by Forceville's (2002) vig, that Carroll's description misses some of the crucial points of the
conceptual linguistic view of nt@phor, and that further work in the realm of visual metaphor
needs to be done in order to determine itsiafwharacteristics and possible differences from
verbal manifestations.

The notion ofnorverbal metaphor necessitates a testrder to be able to determine
whether a painting, in fact, contains a metaphor, or Inotliscourse, the Pragglejaz Group
(2007) devised a method of discovering metaphorically used words in the verbal mode. A test
for the visual modevas devised by Forceville (19980058 in a number of publications,

4 We can notesubtle differences in terminologywhile Black, Carroll and others refer tois phenomenon as
3YLVXDO PHWDSKRU?* )RUFRSIYREWRULDO PBQYDGHRY: VLQFH KH DSWO\ GLI
nonverbal metaphor (fine art, film, etc). lafk on the other hand, discussee PDJH PHWDSKRU? LQ KLV F
the same title (more in Lakoff, 1987 However, 3LPDJH PHWDSKRU3?® LV QRW WR EH PLVWD
metaphor, since Lakoff (1987 219) discusses image mappings in which one mentalerimgnapped onto

another (e.g. the often cited examgleé\ ZLIH ZKRVH ZDLVW LV DQ KRXUJOD%,V: IURP D
and ultimately differentiates them from conceptual metaphors. Since this paper analyzes several modes in which
metaphor and metgmy are expressed, in this papgY LV XD GSIFAMRULDO?® LQ WHUPV RI D WUR
visual, twadimensional wrk of art, araised interchangeably.
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which is essentially comprised of a set of questions for an effective anessfidanalysis of
art. These are:
(i) which are the two terms of the metaphor?
(i) which of the two terms is, or belongs to, the metaphor's target, and which is, or belongs to,
the metaphor's source?
(i) Which feature(s) is/are mapped from source tgeat? (Forceville, 2005 266, adapted
from Forceville, 1996, 656)
Mapping from one domain onto another is, therefore, present and necessary in the

visual modeas well. Rothenberg (201412) notes that there are several ways of mapping:

One means ishe juxtapositions of disparate colors and shapes that produce interactions
among the component elements. Another is constructing relationships of contrast and
opposition of shapes, colors, and content. Designed repetition of either formal or content
features, or both, among remote or separated elements, may often produce visual
connectedness and interaction. All these represented connections in context function to
produce meaning, define and enhance composition, and evoke visual expressiveness. P/v
metaplors, like verbal ones, are constructed of discrete individual elements interacting within

D ZKROH 3

Therefore, the production of meaning in visual communication relies on juxtapositions
and interactions of colors and shapes, as well as repetitive fortngtaicate interplay of
these and other elements in a work of art.

Forceville”® (2008, 464 et passimdistinguishes four types of pictorial metaphor:

() contextual metaphortin which an object is placed ia specific visual context that
attributes itanetaphoricity (often with an important contextual element)

(i) hybrid metaphor two distinct objects that arehpsically merged into a singkntity (as
Forceville himself noted, this typeesas to be equal with Carroliescription of a metaphor
Yoar H [ F H O @ue@HtslRomospatiality ambncompossibility)

(i) pictorial simile £two objects placed in a visuabmparison in order to point ttheir
similarity, whether it be in form, size, position, function, etc.

(iv) integrated metaphot-a unified object or gestafiresented in such a mannerrésemble
another object or gestalt, even without contextual.help

15 The author has developed these categories in previous publications; in this one, howeverthtgpiis
introduced.
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These types of pictorial metaphor can characterize occurences of metaphor in both
static and moving images, with an added dimension ofilpiises being present in film,
since camera movements, angles, frame sizes, but also temporal distance and sound effects
can connect source and target domains in such multimodal instances (Forceville, 2008, 468).

However,the question arises whethiiereare unique characteristics that are gegat
in the linguistic metaphathat cannot be fau in the visual manifestatiofrorceville (2008)
notes that clear distinction between verbal and nonverbal metaphor has been a largely
unexplored territory ircognitive linguistics. Despite thiact, one immediate difference and
quality of nonverbal metaphor seems to be the key element of distinction: perceptual
immediacy. Pictures, sounds, and gestures all have perceptual immediacy, which not only
differentiaes them from their verbal counterparts, but also bestowes them with a high level of
specificity. The ®cond characteristic is the different manner of introducing the similarity
between target and source which is determined by the medium of pictorial didadal
representations. Lastly, metaphors rendered in nonverbal modes have a greateidtarass
access since tgedo not depend on language, agll as a stronger emotional appeal
(Forceville, 2008, 463).

Danto (1981, 176) tackles the notion of \d@kumetaphor, and the metaphorical
understanding that, uporecogniazng the existence of visual metaphors, must take into
account certain features that both systems, those of the linguistic and the visual metaphor,
must share. He dismiss the theories thaharacterie metaphors simply in grammatically or
semantically deviant terms, and askseX HVWLRQV UHJD UGD®@P DU S ARV VI IEFOMX 1
which can help determine a standard or deviant picture (one containing a metaphor), a
‘pictorial competence’ whiatould be compared to the linguistic variant, and the quality of the
theory of metaphor as, perhaps, two independent systems that correspond to two realms of
metaphor makingThe authoi(ibid) ends with an observation that a good theory of linguistic
metaphor may not mean that it covers metaphor in all its manifestations.

The interrelation of the mechanisms of metaphor, as well as metonymy, as noted by
Somov (2013, 31), and the systditigy of these interrelations can be revealed through the
analysis of works by master painters, adding that investigtege mechanisms in visual art
F@llows one to find their essential links in the formation of artistic works as specific sign
V\V W HtRs/the goal of this research to point to the existence of one such systeen in th
surrealist art of H. R. Gigehat delves into the crucial issues of the technological evolution of

mankind. Before we turn to th@euvreof this artist, one final elemérof our theoretical
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framework is necessarythe notion of monomodal and multimodal figtive manifestations,

which isdiscussed in the following section.

2.8. Monomodality and multimodality

The ongoing scientific discussion abothe modality of figurative language was
brought to the forefront witlrorceville and UriosAparisi's Multimodal Metaphorin 2009.
Thewealth of research presented in the papers showed that not only do metaphoric construals
appear in other modes besidesbat (what Schilppord and Maes, 2009, 213 D @Gh® 3
SULYLOHJHG LQSXW PRGDOLW\® LQ DFDGHPLF WH[WV SUHFH
by sometimes combining more than one mode of expression.

According to Forceville and Urios-Aparisi (2009, 4), a multimodal metaphor is
identified as such based on the rendering of the target and source domains exclusively or
predominantly in two different modes, for example, in the verbal and visual mode. By
comparison, a monomodal metaphor has bothalos expressed in only one mode, e.g. the
verbal mode, which has been given tremendous scientific attention since the study of
metaphor was first introduced in various disciplines.

Modes or modalities which need to be taken into account are the foll@Fonceville,
20093, 23):

(1) pictorial signs; (2) written signs; (3) spoken signs; (4) gestures; (5) sounds; (6)
music (7) smells; (8) tastes; (9) touch.

When discussing multimodal communication, it is important to note not only the
modalities in whichthis 'language’ is presented, but also the physical manifestations/carriers,
and genres in the multimodal discourse. Forceville and Wpagisi (20®, 5) detail them as
I R O O Rdlwmodal discourse is a vast territory, comprising a multitude of mhtenigers

SDSHU FHOOXORLG YLGHRWDSH ELWV DQG E\WHV VWRQ

language, visuals, sound, music, gesture, smell, touch), and genres (art, advertising,
instruction manual; oo-DW D PRUH GHWDIFRFPGE GRIHYROQRADN “ 383:HVWH!
S3VFLHQFH ILFWLRQ™ PDQ\ RI WKHVH EHLQJ IXUWKHU FDWH.

&RsJQDUWY DQG .UDYDQMD GHILQH PRGDOLW\
the metaphorical thought (structwa@nceptual or image) to our senses.

Accordingto Forceville (2008, 469), in order for a construal of two phenomena to be

viewed as a multimodal metaphor, three criteria must be met, these being the following:
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1. The two phenomena need to belong to different categories, given the context in which they
occur.

2. The two phenomena can be recognized as target and source, and described using the A is B
formula.

3. The two phenomena belong to different sign systems, sensory modes, or both (this is also
the criterium that exclusively characterizes thetimddal metaphor).

Metonymy can also appear in more than one mode simultaneously; in fact, it is
particularly likely to appear in multimodal discourse, where modes (e.g. in film and
advertising) work together to produce a coherent message (Littlemor®, P1d). Uses of
metonymy in film are especially abundant in scenes involving an object that replaces a certain
emotional, financial and other states of bettgyg. a shot of a single empty whisky glass may
indicate that a character has a drinking problanbroken child's toy on the floor may be a
reference to a dysfunctional famify while camera angles focusing on such objects are often
used to make metonymic reference to the viewpoint of a protagonist and his/her focus in a
particular scene (Littlemore, 2015, 116).

However, the crucial characteristic of (verbal) metonymy benegted from only one
domain poses a question regarding its multimodal nature. Forceville (2009b) analyzes several
examples in advertising and film in order to discuss the pictorial and multimodal
manifestations of metonymy, and proposes the following afetharacteristics that are

applicable to all specimens:

3. A metonym consists of a source concept/structure, which via a cue in a communicative
PRGH ODQJXDJH YLVXDOV PXVLF VRXQG JHVWXUH « DO
the target concepsttructure.

2. Source and target are, in the given context, part of the same conceptual domain.

3. The choice of metonymic source makes salient one or more aspects of the target that
otherwise would not, or not as clearly, have been noticeable, andytimeaéles accessible the

target under a specific perspectivelThe highlighted aspect often has an evaluative
GLPHQVLRQ 3 )RUFHYLOOH E

Therefore a multimodal metonymy can be presented in two modes, despite the

domain singularityPerhaps the answer lies in a slightly different view of domains offered by

18 Such a scene can also point to the presence of metaphor, which further complicates the distinction between
these two mechanisms in non (exlusively) verbal modes.
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Croft (2006, 280), who speaks about the notion of domain xnathere a concept is profiled
fagainst an often very complex domain structure or matrix, even if there is only draetabs
GRPDLQ DW LWV EDVH 3 &URIW SXVKHV IRU D UHGHILQLWLF
his view, within a single domain matrix. This matrix, however, possesses a unity created by
HISHULHQFH DWKHFDBDV WKWV RQ BrdarmBidad | PEYLWLRQ?3
238) seem to agree with this view, noting that, in certain cassisigle metonymic source can
be repeatedly used to refer to more than one metonymic target, meanimgethah shift
between subdomains within a single donraetrix. Even though the authors discussed such a
shift in the textual realm, such a domain matrix, when applied in the nonverbal dimensions,
could explain the possibility of metonymic multimodality.

This finding, despite the discussion on the vespcept of a domaifwhich does nat
therefore posses clearly delaated properties)posits thathe metonymic target can be seen
as a complex concept, and in such cases, understanding of the context is crucial for construing
the metonymic relationshig=¢rceville, 2009b, 69)As we will see in the following sections,
contextual knowledge is crucial for research of both monomodal and multimodal metaphor

and metonymy in art.
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3. H.R. Giger

3.1.Surrealism

In order to provide asufficient analysis of H.R. Giger's opus from a cognitive
linguistic perspective, first it is necessary to situate our subject in the artistic timeline to the
period most suitable from the thematic and cultural point of view: Surrealism. Although Giger
departsfromsomeRI WKH FHQWUDDX¥Y X URKHDWO LQW 2LWK KLV DUW D
techniques of juxtaposition and cerebral vistas mostly unseen in the decades predating and
belonging to this period, we can nevertheless conclude that, in a lemse his art exists in
the universe modelled by Surrealism.

Surrealism as a literary and philosophical movement was born in 1924 with the
publication of thefirst Manifesto of SurrealismE\ LWV FUHDWRU DQG GH IDFW
Breton. As an artistic heir of the Dada movement, Surrealism quickly expanded its view into
visual arts and became a global phenomenon by the time its core ideas dissipated iR the post
war dust of the late 1940s ¢ikins, 2004, xiv}® Mind was at the center of the Surrealist
thought; whereas the Dadaist artist sought to create entirely irrational products, Surrealists
reacted to the shortcomings of previous artistic endeavours and psychological thought by
combiningthe uncRQVFLR XV DQG FR QithértoRpussible Qiistic Qredtion and
mental sesFFRPSUHKHQVLRQ3 7XUNHO +HUH LV KRZ %

Surrealism:

SURREALISM, n. Psychic automatism in its pure state, by which one proposegrass+
verbally, by means of the written word, or in any other mantie actual functioning of
thought. Dictated by thought, in the absence of any control exercised by reason, exempt from
DQ\ DHVWKHWLF DQG PRUDO FRQFHUQ 3

17 As opposed to, say, Impressionism or Cubism, periods which cagmoinmected at any point with GigeroF

more on distictions from Cubists, see Gelber (2002).

18 Billeter (2007, 73) confirms the potent twd@cade period of the movement which was conceived in a form

and a motif, but more fully adapted to an attitude and mentality that embodies the dream, the irrational and the
spiritual unconscious of logic, reasamd the consciousness of the day, found in the legacy of artists such as
-RKDQQ +HLQULFK )sVVOL $OEHUW :HOWL DQG RWKHUV 7KHVH LGHD
HOHPHQWY RI WKH SHUVSHFWLYH WRZDUGV *LJHUYV ZRUN DV ZHOO
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Unlike any other periodni art history, Surrealism managed to become both a
movement and an antiovement®, overthrowing and rebuilding the notion of a revolution of
thought in the fragile interwar period. Both Dada and Surrealism sprung from the-events
ladden beginning of the 20th century. World War | and the Russian Revolution had a
profound effect on peopk understanding of the world, and, along with discoveries in
psychoanalysis and physics by Freud and Einstein, respectively, all coupled with the
technological innovations of the3SODFKLQH $JH3 KXPDQ DZDUHQHVYV
transformed, ushering new modefsfeeling and perception characterized by a marked sense
of discontinuity (Hopkms, 2004, 1). Therefore, on tlome hand, art was influenced by the
massive technological progress, but on the other, the two world wars had a devastating effect
on the popudtion, which forced artists to try and make some sense of these momentuous
changes (Hodge, 2008, 140). According to Breton (1969, 231), Surrealism created a current of
young intellectuals that clearly opposed inertia in politics and the need fedabeaeality
WKDW ZDWBREPRYN GLVWLQIJXLVKLQJ FKDUDFWHULVWLF RI
World War | essentially created was a schism in Surrealigigefbin the pinnacle of
civilization being reached in the Western culture, which made tbekn dutside of it for
inspiration after the 'crisis of consciousness' experienced in thevapostauma (Richardson,

2006, 16).

The avarigarde conviction of Surrealism firmly connecting social and political
radicalism with artistic innovation profoundghanged the basic task of the artist to provide
aesthetic pleasure: he was now charged with affecting people's lives, making them see and
experience things differently, aiming, in Arthur Rimbaud's words, to do no less than to
‘change life' (Hopkins, 2003).

Surrealism began as a literary movement, but soon began expanding into the visual
UHDOP IOLUWLQJ ZLWK WKH OLNHV RI 3DEOR 3LFDVVR DQG
in more than one mode: together with the Spanish filmmaker ks AXB Ot SURGXFHG W.
highly significant films in the late 19206tn Chien AndaloAn Andalusian Dogand /1 $JH
G T 2AThe Golden Age and created the famous dream sequence in Alfred Hitchcock's
Spellbound1945).

19 Little stylistic homogeneity between Surrealist artists, as well as the inherent commitment of Surrealism to
OLYHG H[SHULHQFH WKXV QRW VHSDUDWLQJ DUW IURP OLIH EULQJV +F
PDUNLQJ LW IDU PRUH ¥ tclifésthhD & s tific Mntidsfic p&idd\WRickéardson (2006, 3) agrees it
FDQQRW EH VHHQ DV D VLPSOH VW\OH RI DUW RU VHW RI IL[HG SULQF
DURXQG ZKLFK WKH FROOHFWLYH DFWLYLW\ RI WKH VXUUHDOLVWY HYR
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In the Second Manifesto of SurrealisBreton moved the philosophical direction of
the movement into the dialectical relationship or interaction between the interior realm and
external reality (Hopkins, 2004, 21). Breton (1969, 123) talks about perceived contradictions,
such as life and deatthe real and the imagined, the communicable and the incommunicable,
which at a certain point cease to exist in these juxtapositions, and reiterates the role of
Surrealism to critically examine these opposing noti@reton, 1969, 140). In fact, Breton
(1969, 151) sees social action as just one of the facets of the g8neelist interest, which
LVWWKH SUREOHP RI KXPDQ HIS ludédty SUR€alisnQinDebr@3pect\mightR U P V 3
be better understood as an embodied 'assault’ on the socialrssugbon which modernity
rested in the early 20th century, rather than some sort of a romantic notion of a movement
(Lowenstein1998,38).

The fundamental conviction of Surrealists lies in language as the central building
block of reality, viewing thecrucial role of language in the understanding and success of
manifestations in the visual arts, and therefore justifying the linguistic approach to the
examination of Surrealist art theory (Grant, 2005, E0y. Surrealists, reality, located at the
intersetion of language and experience, was perceived as an illusion, believed to be largely
imaginary, and conceived as a purely subjective intellectual and emotional construct (Bohn,
2002,172-173).

Even though Surrealism firmly rests on Brésdractates ath the legacy of its writers,
the visual media could hardly be what it is today without the influence of this movement on
both painting and cinematographyargus (2005, 177) notes that Surrealist painting clearly
stands out of the evolution of twentietntury modernist abstract art with its obsessive
emphasis on representational subject matter, the evocation and description of psychic states,
dreams, and extgictorial effectsVisual arts in particular have benefited from the Surrealist
view, which prowded a new look at the relation between an image and its measirrgway
of strongly juxtaposing two different realities, thus making the image itself more powerful
(Breton, 1969, 37)In fact, the phraseas beautiful as the fortuitous meeting aokewing
machine and an umbrella on an operating tddiy the French poet D X W U p BPtReQ W
depiction of an unexmeed encounter of two realitieen an inappropriate planavhich
apparently cannot be couple@Breton, 1969, 275)becamethe guiding princife of
Surrealists.

Dealing with the absurd, the irrational, and the unfathomable currents of thought, and
at the same time offering a different view of realitya surreality + was a defining

characteristic of Surrealism that expanded its underlyingentla on the global scale well
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into decades after its unofficial end. It has permeated the Western culture at large and entered
our everyday language; we deal with terms such as 'surreal humour' and 'surreal plot' to a film,
making such continuing popularitn culture a unique trait that erases firm grounding of this
movement in art history (Hopkins, 2004, x%#).

One of the longstanding legacies of Surrealism is the reconceptualization of the
human body. Taylor (2005, 95) notes that Surrealists wonket only against the
conventionalized artistic classical nude composition, but that the paintings depicting
disembodied arms and legs often took on sexualized connotations in an overtly dennotative
manner (e.g. phallic forms), which served their sieds0 VKRFN DQG WNRGOHQJH
RWKHUZLVH FRPSODFHQW V&IQrV200R L1B)R@GIEO\ LQWHJIJULW\ 3

3n Surrealism, the assault on the human figure, whether face or female nude, represents a
programmatic assault on propriety, authority, and an exaksthetic tradition. Against the
backdrop of postwar Europe, this tendency reflects an actual historical reality of wounded
bodies and widespread devastation and death. The imaginative permutations of the.pody

also serve important functions in tleeonomy of individual psychic life, defending against
DQ[LHWLHYVY DQG GLVFKDUJLQJ DJJUHVVLRQ 3

McAra (2011, 218) makes an ingsting point stating that theuBealist movement
aimed to comprehend the civiiitional legacy of sexuality, science andlence, topics which
VKRXOG QRW EH GLVFXVVHG FDVXDOO\ DQG DGGV WKDW L\
WKH PDLQWHQDQFH RI WKDW VHQVH RI XUJHQF\ ZKLFK WKH
Even though no dominant style existed in this gukrby emphasizing the importance
of dreams and chance evensiters and artists were given free rein to make the absurd, the
irrational and the incongrous a part of their creation (Hodge, 2008, 168).
Isaacqquotedin Turkel, 2009, 12) notes:

SThe Surrealists felt that form and color are not the n@incern in creating artwork; it is
what is behind the painting that is of true importance. Thestaould be interesting on a
conceptual level first and a visual level only as an aftertholRggardles, such creative

minds could not help but decorate their artwork with beautiful bodifying aesthetic

20 Indeed, one can easily find Surrealist elements in art descending from this, jperivell as one preceding-it
case in point: Hieronyos Bosch 15th century Dutch artist the predates Surrealism by centuries (more in the
following section).
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technique. The aesthetics could easily be utilized to reinforce the conceptyésen® need
to fully throw away the visual artistic value of the &g if it could supplement the
underlying concepg

Therefore, the meaning Surrealist artists wanted to bestowe upon their work was

served and enhancég its visual representation.

3.11. Metaphor, metonymy and surrealism

Surrealist art and figurative thinking, by the very definition of the movement, are

closely connected. Breton (1969, 302) writes about the notion of an image and says:

3t is common knowledge that Surrealism saw in it the means of obtaining [...] certain
incandescent flashes linking two elements of reality belonging to categories that are so far
removed from each other that reason would fail to connect them and that require a momentary

suspension of the critical attitude in order for them to be broughittsdV KHU 3

The compémenting nature of metaphor targalism has not been lost to linguistics.
Roman Jakobson was onetbé first to note both the nearbal quality of metaphor, as well
as the onnection between metaphor anati®alism. In his study of metaphor and metonymy
in regards to two types of aphasia, he notes (1971, 256) that these two devices are not
confined to language, since they occur in other sign systems, and adds the following

observation:

%A salient exampldrom the history of painting is the manifestly metonymical orientation of
cubism, where the object is transformed into a set of synecdoches; the surrealist painters
UHVSRQGHG ZLWK D SDWHQWO\ PHWDSKRULFDO DWWLWXGH

Littlemore (2015) explains Jakobsorveew of Cubism with the focus of Cubist
paintings on the missing elements, or the spaces left by the objects, meaning that artists
belonging to this period approached the painting in an effort to show the opposite of what was
there. On the other hand, Seamfist photos invite the viewer to make metaphorical

comparisons between everyday objecemch involving a differenform of creativity
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(Littlemore, 2015, 111), Q KLV DQDO\VLV RI -DNREVRQYV FODVVLILFD
metaphor and metonymBarthes (196861) points to the necessity of existence of these tools

in systems other than language (what Dalhi UHIH U trsV RHD¥E OB UHDORV'

thus pointing to a bridge from linguistics to semiology.

The mirroring of the wagonceptual metaphors are created (linking of temains) is
FOHDUO\ VHVHQVLRI WKHBDWLRQV FRQVWLWXWHG E\ VXUUHDC
where Surrealism is essentially e DVUBIGDWLRQ EHWZHH@oW KRDERJIV:E LEL
154-155) recognizes the role of metaphor in Surrealism, but sees the presence of metonymy
on an equal level, and provides a horizontal and vertical overview of these two mechanisms in
several works of art belonging to the peribié. divides thenetonymic bond$oundinto three
classes: those that depend on physical similarity, functional similarity, and similarity
involving ather characteristics, paralleling at the same time instances of metaphor, which
brings him to a conclusion that a Surrealist image emgoys tropes in equal proportions.
Littlemore (2015, 111) also holds the view of metaphor that challenges its role as the primary
mechanism for creativity in art, and focuses on the role of metonymy in the creation of
meaning via artistic means.

Forceville Q RW Hbhe bY K® wéntfal tenets of Surrealism was that
ultimately all opposites (feeling vs. reason; beauty vs. ugliness; substance vs. spirit, etc.) are
PHUHO\ DSSDUHQW RSSRVLWHV ,Q WKH ODVW deepgRUW HD
XQLW\ DQG WKH 6XUUHDOLVWYV VD ZTheMutbor (Widcehcluded/ DVN W I
that Surrealism introduced radically novel metaphors in order to suggest new ways of looking
at reality, overturning the existing models of perceptiimese arguments also can serve to
point to the existence of nonverbal blends in Surrealist art, although such endeavour has not

been undertaken in recent literature regarding Conceptual Integration Theory.

3.1.2. Some gamples of metaphorand metonymyin Surrealist art

Throughout human history, we can find examples of visual metaphors in art,
regardless of the time period and its dominant génresUW LV  hé\arebUvie® Ge 3

2! Hieronymus Bosch, a 16th century Dutch painter often discussed in terms of high metaphoricity in his art.
Carroll (2003 353354) also mentionshis artwork and in particularthe painting The Temptation of Saint
Anthony in which, next to the central image, theseai priest with a face of a pig, along with glasses, human
ears, who is dressed in a robe and reads from a scripture of sorts. This eveakeildrécal metaphaos PRIEST
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VWXG\ RI PHWDSKRU RQFH KDG LWV QDWXUD@& WeHaveH? )RU
presented in the previous sectiong of the most potent movements in art history, in terms of
the search foboth visual metaphoand metonymy, is @realism. Therepresentatives of
6 XUUHDOLVP S DEMXUHG WKH FDQRQV RI UDWLRQDOLW\ LQ F
EHOLHYHG ZHUH GHHSHU OHYHOV TRe falelhing m&dphoré&mdU UR O O
metonymiesn examples of &realist art have beemesearched already (or touched upon) in
the domains of art history and linguistics spanning the last three decades. These examples will
serve toobserve figurative language irui®ealism as a pathway to the specific analysis of
H.R. Giger's paintings.

The first discussion concerns Man Ray'€) JU HV | Vcrédidrl nL1324. In this
famous photomontage, theéhbles of a violin are superimposed@WR D ZRPDQYV EDFN
evoking the metaphorical connectianvoMAN $ BODY IS A VIOLIN. Not only do the 4holes
call into mind the typical properties of this music instrument, but the shape of a woman's
body, or particularly the torso, has a similar form to that of the violin. Carroll (2003, 350)
correctly assumes that, even in the casdefviewer's ignorancef tngres and his paintings
of odalisques (to which the title of the example refers), the viewer is still capable of deriving
metaphorical insight from the photomontagevhich is to view the female body as a violin
(or, in more abs#ct terms, a piece of art, a thing of beautyj)is metaphor is founded on the
metonymyTHE PART FOR THE WHQE, Of, in this caseBACK FOR THE WHOLE BODY, since the
portrayed woman's back is used to refer toemgirebody.

5HQp 0D JBuchtfeahH¥alk (1955)shows a painting of a view from a window
placed directly in front of a real window, simultaneously obstructing and showing the view.
According to Dubrgk (1980, 414), Magritte played with the Renaissance notion of the
SDLQWLQJ DV D ZRWDBGRZ ROLWKIBRVHY D TXHVW{LTR@G, RI SHUF
the metaphor present in this painting could be constructedaasDow IS CANVAS, because
the object of perception can depend on individual's creation (what we want to see, for
instance). Torasulo ( DSWO\ FR Q&tOsXoBdt \Corpr&dvib & window or
mirror, but every window has some reflection and there is no pure mirror except to evoke pure
RULJLQ 7KXV ERWK SXUH UHSUHVHQWDWIhR Qatbréphtca8 XUH UH

therefore be connected to the experiential notion of reality proposed by cognitive linguistics.

IS A PIG, where, agCarroll (ibid) notes, the pig properties function as the sodamain, and the priest properties

as the target domain.

22 Magritte's use of spatial relationships of objects in his paintings is connected to contiguity in Jakobsonian
sense (more in Dubnick, 1980, 412).

48



Another highly symbolic painting by Magritte e Therapis{1937). A man's chest

is replaced by a bird cage, with one bird inside, and the other outside of théuagek
Q R W Hh¥ cayeKdate/ndt only as spatial substitute for part of the human body,

but creates a visual pun on the "thoracige’ by emphasizing the similarity of the anatomical
and marPDGH VWUXFWXUHYVY =~ 6LQFH WKH ZKLWH ELUGV GRYH
visual representations of the spirit, the dominant metaphor in this image is preseated as
BODY IS A PRISON FORTHE SOUL Symbolic usage of these and other elements in the painting
are indicative of the semiotic perspective successfully used by Matpitmnvey the
dominant notions of the self, personal identity and the identity of the outside world that
eschewedraditional depictions in Surrealism.

7KH ILQDO H[DPSOH FRQFHUQV D SDLQWLQJ E\ 6DOYDG
with Surrealism in numerous artworks. My Wife Nude Contemplating Her Own Flesh,
Three Vertebrae of a Column, Sky akrdhitecture(1945) the artist presented two images of
KLV ZLIHYVY EDFN ZKHUH WKH RWKHU LV IRUPHG E\ FROXP:
Papapetrog2005, 91- QRWHV 'DOt V FRQTXHVW RI WKH IHPDOH F
meaning on both thergsence and simultaneous absence of theibgitdconstruction, which
L V nbnientous tempering of extrenfesorceville (1988 159 presented a hypothesis that
this work contains a pFWRULDO VLPLOR\LQL WKIHY IRURHROREXLOGLQJ
sophisticated spin on this particular verbalization, we will take into accoDr® aspiration
to portrayhis wife Gala as a wonderful architectural masterpiece, a female Hanging Gardens
of Babylon. This would then be @onceptualmetaphorA WOMAN IS AN ARCHITECTURAL
WORK OF ART, which goes in line with Forceville's (2010, 48) advice on constructing
metaphors beyond tlemple CONCRETE NOUN IS A ©ONCRETE NOUN B(Or VERB A IS A VERB B)

formula.
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3.2. H.R. Giger zon the artist

3Any magazinecover hack can splash paint around wildly and call it a
nightmare or a Witches' Sabbath or a portrait of the devil, but only a
great painter can make such a thing really scare or ring true. That's
because only a real artist knows the actual anatoithe terrible or
the physiology of feartthe exact sort of lines and proportions that
connect up with latent instincts or hereditary memories of fright, and
the proper colour contrasts and lighting effects to stir the dormant
VHQVH RI VWUDQJHQHVYV 3
3.the really weird artist has a kind of vision which makes models, or
summons up what amounts to actual scenes from the spectral world he
OLYHV LQ 3

(H.P. Lovecraft, Pickman's Mode2008, 19)

It is not by chance that we start this section, devoted to the artist in question, with
selected quotes from one of the stories by H. P. Lovecraft, American horror author, whose
verbal landscapes often seentirect depiction of those vistas presenttlie artwork of
Hansuedi Gigef®. We present this section in order to familiarize ourselves with the scope of
Giger's influence and legacy oontemporary art worlét

Hansruedi Giger (1942014) was a Swispainter, sculptor and set designehose
artisticinfluence spaned over decademd made an immense impact on the art and culture of
the world in the second part of the 20th century and beyond.

H.R. Giger was born in 1940 in Chur, Switzerlaad,thesecond child to Melly Giger
Meier andthe pharmacisfatherHans Richard GigeAbove their Steinbock pharmacy was a
large, dingy rented apartmenhich became his favourite playgrouralpng with the entrance
corridor and the pharmacy itselHis father considerecK LV HDUO\ DUWL®WLF RF
breadlessDUW3 DQG XU JHKNda Kare piacRcaDdedatibn. Thereforethe period
from 1959 to 1962, Giger undergoes practical training with Venatius Maisen, an architect, and

Hans Stetter, a developer in Chur, after which he enters military collegenterthiur. He

23 Giger was instroduced to the Cthulhu myth (theimtheme of Lovercraft's writing) through the work of Swiss

author Robert B. Fischer, whose magazine he even illustrated in its second eslRiony 2007, 40). The

connection is further emphasized with Giger appropriately haming one of his most impgurtdications
31JHFURQRPLFRQ® DIWHU /RYHFUDIW V LFRQLF P\WK RI DQ DQFLHQW E
Lovecraft und seine Haustier978) depicts a maelstrom of bulging intertwined creatures, painted after
Lovecraft's descriptions dhfie evil beings in his stories. Other paintings also recall Lovercraftian mythology.

24 The following biographical information is taken from the editiiiR. Giger's Biomechanidd996), and the

Biography section on H.R. Giger's website at www.hrgigermuseum.com.
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moves to Zurich in 1962 to attend School of Applied Arts, Zurich, Department of Interior and
Industrial Design.In his spare time, he produces the first series of drawiigsAtomic
Childrenin ink, and works with various materials, includipglyeger. In 1965 Giger prints a
numker of works privately under the titld Feast for the Psychiatrigt(LQ )UHVVHQ I+U G|
Psychiate), becomes interested in Sigmund Freud andsstariting a diary of his dreams.
After graduating in 1966, Giger worksll-time as a designer for Andreas Christen and meets
actress Li Tobler, who becomes his muse. In addition to histaifiee job, he spends long
nights producing larger and larger ink drawings, using an innovative technique of contrasting
lighter and drker areas with a razor blade and a rapidograph. His first solo exhibition is
presented in the Galerie Benno, Zurich. During 1967 he meets the writer Sergius Golowin and
the film-maker F.M. Murer, with whom he will collaborate on a series of projects.alde
produces sculptureSuitcase BahyThe Beggar etc. H.H. Kunz, Giger's friend, collector and
co-owner of Switzerland's first poster publishing compamints Giger's works on poster in
1969 and distributes them worldwide. This year also sees tHestpob of the silkscreen
portfolio BiomechanoidsThe beginning of the 1970s is marked with the creatidrhefFour
ElementsBathtub DQG REKHOG: SDLQWLQJYV DQG *LJHU GHOYHYV
design by designing a record cover for thexdd&merson, Lake and Palmer. In 1975, Li
commits suicide and leaves Giger in a state of emptiness. A year later, Giger is commissioned
to design the world of the Harkonnen dynasty for the upcoming Gilme by Alejandro
Jodorovskythe film never gets beyal the design stage).

In 1977, H.R. Giger'8lecronomicorcatalogue is published in several langua@ase
of the copies lands in the hands of screenwriter Dan O'Bannon, who shows it to Ridley Scott
and 20th Century Fox for theklien project. In 1980, H.RGiger is awarded an Academy
Award for Best Achievement in Visual Design for his contribution to the fiduring the
Alien era, Giger marries Mia Bonzanigo, who assisted him during the production of the film
and remained a close &tant afte their divorce a year and a hdditer. N.Y. Citypaintings
are born after Giger's frequent trips to New York, and represent an important template for a
furniture set which Giger develops with colleague Cornelius de Fries. The seN@sarf
paintings is created in 1983, and several film projects that require Giger's design are under
discussion. During the 1980s,igér's art reaches Japan, including an exhibition in the
galleries of the Seibu Museum of Art in Tokyo, as well as several reforamtslations of
Giger's most important booksGiger's Necronomicohandll, andGiger's Alien Late 1980s
bring a plethora of published books, new paintings and illustrations, and exhibitions. In 1990,

Giger works on his film projecthe Mystery of Sa@Gottardg where his biomechanoids play
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an important role, along with an accompanying bodke year 1992 sees the opening of the
Giger Bar in Chur, and journalists from Finland and the UK make documentaries about his
art. Giger becomes a guest lectu@mrd semester at the College of Design (GBMS) in Zurich
in 1993. In February of that year he begins work on the 8imecies Exhibitions are put
around the world; books, reprintemd retrospectives follow suit.

In 2003, Giger celebrates the opening abtaer Giger bar, this one in Grags,
Switzerland After the exhibitionBiomechanoides Paris the French capital, Giger receives
/ID OpGDLOOH GH OD 9LOOH GH 3DULV DZDUG DW 3DULV &L
director of the HR Giger Museum f&ruy ges and Gigerget marriedn 2006.In 2008, the
museumin Gruyges celebrates its 10 year anniversatye Tollowing year sees the German
film museum arrangin@ large exhibition about Giger's film designs in Frankfurt am Main
which was subsequegthlso shown in Finland. Giger is invited by Ridley Scott to contribute
his vision toAlien successoPrometheusn 2011, to which Giger responds with several dozen
sketches and meets Scott in Londahen Diaries containing a facsimile dbiger's origiral
Alien diaries, including translatiom English and German, is published in 2013. He also
collaborates twice with the band Triptykonr ftwo album covers: in 2010 foEparistera
Daimonesand in 2014 foMelana Chasmatadlt is not long after the albunelease that Giger
dies after a fall in his house on May 1@n May 25, he is interred at the cemetery in
*UX\qUHV ZLWKLQ VLIdROWS,RGige's RorirexowiHof ehusromemorated the
late artist with HR Giger Plata square named after hidocated near his family house

(Straub, 2015)anda similar homage is planned in Zurich in 2017.

3.3 H.R. Giger zon the art

In some sources, H.R. Giger is described as one of the artists of Fantastic Realism
although this term is not used to descrbgpecific artistic period, but rather the general idea
or thought beimd the creation of surrealistantastc LPDJHYV DIWHUFWIX®?3 S HQG R
Surrealism. The justifettion of our view can be surna@ from the definition of fantastic art,
offered byBil OHW H U LD QMIINKWW RHUHIHUVY WR DOO XQUF
as the dreamlike, the absurd, the macabre, the surreal, the unusual, while the connection to

25 The Vienna School of Fantastic Realism emerged after World War Il, with representatives such as Ernst
Fuchs, Erich Brauer, Rudolf Hausner, Wolfgang Hutter and Anton 1@ DQG ZDV 3:LQ V\PSDWK
VXUUHDOLVP3® 6FKQHXZO\ UDWKHU WKDQ D GLVWLQFW DUWLVW
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realism occurs in the form of the artistic creation (a painting, a drawima,sculpture) that

has a realistic appearance and alleged credibility, used by the artist for a metaphorical
expression of the contemporary. Therefore, Fantastic Realism isisg#pas a more precise

term unrelated to the historical ties of Surrealisnthe early age of the 20th century, but the
central questions of the unconscious that were researched during the Surrealist period are
highly important for the understanding of Giger's art, which transcends the boundaries of an
artistic movement and bemes a leitmotif in the pursuit of théen undotainable logic of the
subconsiousness (Billeter, 2007, 73) Fate (1988, 37) gtains the connection:

3f the charting of the psychic terrain is indeed the true mission of surrealist art, then it is on
this level that Giger speaks most clearly, for his is a most persuasive voice to this inner
dialogue and we cannot avoid being drawn to it, no matter how obtrusive or shocking or
intimidating. Giger speaks in the metaphoric language of dreams, not to teiwalnd, but

WR WKH KLGGHQ LQWHOOLJHQFH ZLWKLQ 3

Indeed, Giger belongs to SurrealfSnprecisely because he does not follow all the
rules of the movement from a historigerspectre. Billeter (1973, 4) notes that the recent
onslaughof necsurrealistart deeply contradicts the true spirit of this movement because it so
closely adheres to historic modelThe surrealist vigor, on the contrary, is always aimed at
new hardships, adventures, and enchantements. Such position is reflected in Gigeds art as
formulation of the nightmares of the modern citizenshia way that allows it to breathe, and
the understanding of the craft, seen in both the Surrealist artists, and even more in Giger, is
crucial for the observer of such art, because, due to itsnaaship and the inner conception,
it can determine whether the observer accepts the surreal horror vision as inevitable, or

whether he can shake it off by opposing thealed primal anxiety (ibid)In the end Giger

26 Another, though formalistic, connection of Giger to Surrealism can be noticed in the manner of creation of his
paintings. Giger did not use a predefined pattern or any kind; instead, he usually started at the upper left corner

of the canvas and proceededpaint listening only to his subconscioasort of a visual version of automatic

writing (coveted by early Surrealists) @rF UL W X U H D asWdReld byWiey ¥bBi13, 52), who also mentions

KRZ *LJHU KLPVHOI GHVFULEHG KL\ré&WIRdHdWOYly Rhle hesHIiaWapp@ar o th&& R QR W
VFUHHQ EHIRUH PH 3 WUDQVODWLRQ , a ,Q 5HQQHU *LJHU QRW
VXUUHDOLVW DXWRPDWLVP OLFKDHO 7UHYR\ %LRPHFK D lséox

notice that he does not apply himself according tespaged pictures, not to mention mental models. He lets the

airbrush have complete initiative and interprets the blurred forms in a figurative sense during the course of work.
Thanks to his fadously secure technique, these figures directly assume the form of his desires. Like in a dream,

the conjuring of the creature is alone sufficient so that it, by crossing the line between real and possible, in fact,
DFWXDOO\ H[LVWYV 3
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himself confirmedhis connection tdSurrealism (Theimer, Christen, 1984, llowed by
numerous passages in his work catalogues and other publications (used in this dissertation as
corpus)

Giger is hailed asa pioneering visionary in many of the fiolesiecle aesthetic
sensibilities: theconcepts of 'new fleskiprominently featured in the worsf director David
Cronenberg)the cyborg and the biomechaniedl figure heavily in his worKArenas, 2008,

68). The artistic world of Gigerjudging from a superficial level, consists of organic
mechanical hybrids, demons, satanic godesses and gothic landscapes. However, the most
powerful message it conveys resides at the most hidden levels of mind and body, depicted as
intra-uterine landscapes, depictioohell, monsters, prenatal horror, and sexual abberations
which coexist in a visionary context. The cycle of bilifie-death, along with connections
between sexuality, disease and magic are among his favorite themes (Arenas, 2009, 6).

Giger is perhap most known for his innovativecreation in the form of
Biomechanoids, which subsequently gave rise to an entire artistic shgenk as
Biomechanics. In fact, Bmechanics has been such a monumental influence and source of
imitation for other artists, thhaGiger can be seen as a founder of an entire current of
postmodernism (Arenas, 2007, 2Biomechanoids appear as human beings of tomorrow,
seen from the perspective of pessimistic utopia, which lifts the genre of science fiction on a
higher level (Billeer, 1973, 4)Biomechanoids are archetypes, fantastic and surreal creatures
which serve as a metaphor for human nature in an epoch where plastic surgery and genetic
manipulation could actually make sudneatures possible (Arenas, 2009, Bhllowing
*LJHUYV IRFXV RQ WKH LQWHUQDO DQG LQWHUQDOL]JHG 6S
of the most praised visual authors of th& 26ntury:

For Giger, bodies become the exterior and interior of architecture. The body is portrayed as

DUFKLWHFWXUHYY ORYHU LWV SDUDVLWH GHFRUDWLRQ I
DVVLPLODWHY WKH 6\PEROLVW LQIOXHQFHV RI $UQROG %|F
WKH JUHQFK DUFKLWHFW +HFWRU *XL fhDEaGtafhi©QReasKéf & DW D ¢
WKH $XVWULDQ DUWLVW (UQVW )XFKV DQG 6DOYDGRU 'D
UHFRQILJXUDWLRQV RI % HOOPHU DQG WKH HURWLF PDFKLC

Billeter (1991) argues for distinguishing two main lines of design: erotie hand,
the incantation of dark festive cults, rich in figures, in which the separation between torture,

torment and sexual union no longer exists; on the other hand, the strict, strongly abstract
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works, in which the comparatively sparse colors andh$oare used to depict the way of
overcoming birth trauma and everyday horrétewever, a broader point of view shows the
inter-FRQQHFWHGQHVYV RI KLV LGHDV ZKLFK *LJHU FRQWLQX
theory of the inner psyche, melding seemingly disparate ideas into novel, often profound
FRPELQDWLRQV ~ 2%DUDQ\

In an insightful introductory essay on the populariRl *LJHUYV DUW, 6 WXW]F
14) notices the rightful characterization of Giger as a visionary or a futurologist among the
painters, whose art can a priori be prescribed as that imbued veithoggaphic, prospective
geography. The later works, Stutzer adds, perhaps cannot be divided from their horrific,
sexual, and blasphemic properties, but the earlier works offer comparatively easy
interpretation; the phantasmagoria made vivid in paintingh sas We Atomic Children
Under The EarthBirthmachineand theBiomechanoidseries. The contemporary, -tgpdate
guality of his art cannot be overstatedhe closely feels and articulates the pulse of current
time. His visions have emerged from the baokdof the fear potential of the Western world
at the time of their visual creation: cold war with the nuclear threat and global destruction of
DOO OLIH WKH 9LHWQDP ZDU ZLWK QDSDOP puFDUSHWVY
automata, of robots, vidh make the need for human labor superfluous, and the fear that man
and technology might one day become Siamese twins (Stutzgr Abbithese artistic designs
and motifs of reality provedo be overwhelmingfor his optimistiepushing home country,
which never wanted to accept them, and therefore npeefé¢o repress or deny such vistas
(Billeter, 2011,9).

Frohlich (1988)notesGiger's artistic intention, which is not to shock his viewers and
spectators, but is primarily aimed at taking noticehaf threats that are coming to us, and
showing the changes of mankind that can easily take on a negative connotation, while at the
same time letting go of personal burdens through his paintiteysck (1982) confirmshe
aim of Giger's desigito soften thampact of the future, seeing art as a form of catharsis or
even exorcism, depending on which perspective one tdkesunknown need not paralyze
the viewer; instead, it is to be aestheticized, and in that regard, Giger knows no taboos
(Soltmannovski, 198, 96).However, due to contr@vsial status of his art in sorhegh-brow
Swiss artistic circles (encompassing museums, galleries, l@tcgrtworks (rendered mostly
with airbrusik’, atetFKQLTXH FRQVLGHWHG  DRXARDWWE RZMHUH DOZD\V

27 Airbrush providedthe kind of urgency of creation which suited Giger's way of painting, the perfect medium
for the stream of consciousness (Frey, 2013, 52). Giger became aware of the direct quality of the airbrush, which
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sensory overload too populistic for serious attention in museums and galleries (as opposed to
massive popularity he enjoyed in the rest of the wétldor Frey (2013, 50), this attitude is
difficult to understandbecause observing Giger's art means going on a journey to the
primordial motifs of art: the eternal notions of life and death, seduction and propagation,
spirits and demons. The woman is presented as an equally seductive and dangerous figure; its
vulva the mysterious center where life emerges. Like the sirens from Greek mythology,
Giger's female figures are irresistible, and at the same time devilish béiagdirect
VXFFHVVRUV Rl %RVFK DQG 'DOt 2% RiP painthigdJcoNtQued SHUYV
bringing surreal dreams/nightmares onto the canvas, but the original addition by Giger is the
fusion of organic creatures with technology (the biomechanoids), representing his fascination
with such creatures, andontemplation on the collective servitude humardelivers in
regards to technological innovations that are only supposed ith edur lives, not govern
them (ibid). Thus, flesh is always accompanied by machines, being slowly replaced by metal
and circuits. It is through mechanization that hybrid b&itige subjects in Giger's work, wait
patiently for their turn to find sexual and spiritual fulfilment (Cerio, 1994, 56).

We will end this section with the words by Clive Barker, one of the-kvalvn
contemporaries of Giger in the visionary realm, winote the foreword for+ 5 *LJHUYV
Necronomicon & Il (2005, 9%

SThough we come into Giger's world astonished and intimidated by its strangeness, it does
not take long to learn its codes and its iconography, and the more familiar we become with the
landscape and its inhabitants the more familiar it seems. Like all great visionaries, Giger has
no truck with superfice; he plunges his hands into the raw stuff of our subconscious, and using
methodologies that are unique to him creates a state thabisaigs, hierarchical and, for all
LWV DE\WPDO GHSWKV LQYLWLQJ 3

enabled him to project his visions withod HOBHHILQJI® WKHP LPPHGLDWHO\ RQWR WKI
(Watkins, 1987, 21).

28|t is only recently, and posthumously, as it often is with artists, that Giger started receiving proper attention in

his home country.

29 Both were involved in Jodorowsky's projéatine ZLWK 'DOt VODWHG WR DSSHDU LQ RQH R
Section 4.2.1.5.). Giger and Dali held a warm and interesting artistic rapport, shown in an anecdnte told

Giger. Namely, after promising to writdae introduction to Giger'dlecronomicon 'DOt ZDQWHG WR KDYF
panzer suit Giger designed for the dogimissmade 206&s a sort of payment. Giger answered that he can send

KLP WKH VXLW EXW QRW ZLWK WKH GRJ LQVLGH H[FHSW SHUKDSV D V
will find a dog underneath the suit anyway. So, Giger sent him his panzer creation (more in Renner, 2005).

30 The translation of this passage to English is available at http://giger.com/gigerartdesign.php.
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4. Analysis

The mehodological approach to Gigerseuvreis based on the integed view
elaborated hyODWRYDF DQG 7DQDFNRY I60W PDQCRHWHD/ThIS approach Q G
takesinto account the dynamic ability of metaphorconnectwo domains in real time, and
simultaneously enabldke stability of certain relations, whiéh turn enables the conceptual
analysis The dual nature of metaphofmsmbodiment and cultural motivatiprs reflected in
the analysis: based on the characteristics of the analyzed material, we can approach it as a
(relatively) stable knowledge structure, or the domain linking in real time, which forms the
integratedapproach 7T KHUHIRUH LQ WKH IROORZLQJ VHFWLRQ WKF
language will be based on the presence of mappings from source to target domain in the case
of metaphor, or inside one domain (matrix) in the case of metonymy. Alternatvelyill
focus on the combination of two input spaces that produce a third space, or blend,
characterized by emergent content and meaning.

The processing of artals a different function thathe processing offor example
commercials. Viewers/perceivers of arpegt to witness an emergence of meaning that the
artist is supposed to successfully portray in the artwork preseBted.the artist and the
viewer must engage in the process of metaphoric meaning construction in order to interpret
the work of art (Feinsin, 1985, 28)However, due to the highly metaphoric nature of art, it is
often a problematic task to determine the elements of a metaphor in terms proposed by the
Conceptual Metaphor Theory. This is the reason why Forcegille abandoned his initial
research on metaphor in §8urrealist art, 1988), for advertising, as the irreversible quality of
crossdomain mappings characterized examples in the advertisement industry, thus aligning
itself with the dominant cognitive paradigm present in prototyp@amples ofverbal
PHWDSKRU 7KRSHEBQ®HEK HV VihteRtetRibh(FEISISIR ULI85) is
further enhanced bpossible metaphoric construal in artistic discourse, which may not be
brought to the forefront due to other, alternative explana for a metaphoric coupling of
two elements in such a discourse (Forceville, UApsrisi, 2009, 14)Furthermore, one of
the two domains, as noted by UrAparisi (2009, 97) in examples in advertising, can be
merely suggested by any of the devicéstree disposal of advertisement creatatgor
instance, the target (often the advertised product) can be presented by a logo or a jingle, while
the source domain may be simply implicitly inferretdK HVH LVVXHYVY puSODJXHY H[DP
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an even higher e, since engaging in the works of art does not presuppose the same directed
intention found in advertising.

To make the conceptual mechanisms more apparent and easier to grasp within a work
RI DUW DXWKRUTV RZQ LQWHQWLRQ onbiRanting, Lantkthee D F N J U
specific time period and cultural background in which the painting can be placed, must be
taken into account. Forceville (1999, 173) confirms the importance of awareness of authorial
intentions that underlie pictures, and statésstW pJHQUHY FDQ EH RI JUHDW K|
EHFDXVH 3L Qolapldt8re) WiN\bP ¥érisiki€pably constrained by the awareness that it
EHORQJV WR D FHUWDLQ JHQUH 3

Forceville (2010, 48) ma a valid point concerning the narrative of a visual
metaphor. Since an image can present more than one feature (for example, in advertisements
there are logos, different fonts, etc.), it would be wrong to state that a picture is a metaphor.
Insteadwe canXVH D VHQWH®R BH PMOFBHD VRQ W Dt &3 Yhelaufhdt WD S KR U 3
VXIJIHWRNLW S SLFWXUH FRQWDLQV FOXHV WKDW IRUW& LQYLW
will adopt this approach with instanceswa$ual/multimodalmetaphors andnetonymies as
well.

Moreover, the verbaation of possible metaphoriand metonymic instances of
figurative language iAW KH IROORZLQJ ZRYU DY RIRODURDWV RQ DW EHVW
Forcevlle and UriosAparisi (2009, 13 Indeed, the translation of meaning from one mode to
another, in particular from a visual mode to a purely verbal one, may demand precision and
explicitness that are absent from the original figurative constitrarefore, the analyzed
examples of Gigés works of art are to be taken with theageatsand present an attempt of
viewing hisoeuvrefrom the cognitive linguistiziewpoint, in order to bring to the forefront

the inherent conceptual network of metaphors and metonymies.

4.1. Paintings

The first analyzed mode of Giger's metaphoric expressiothas visual mode,
presented in the form of paintinda.the analysis of the paintingseside the notions afhat
constitues visual metaphor and metonymy described in the theoreticdFoacevile 1996,
2009b), we will use Feinstein'd1989) modus operandi, which encompasses both the
descriptive and figurative narrative of the artwonkth slight modificationsWe believe that

by using these tools at our disposal, we will be able to accesotbeof Giger's figurative
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language and properly present his art in the light of conceptual theories of metaphor and
metonymy.

The Art Response Guitfeis devised as a framework for deciphering the complex
visual array in the works of arty R U W v&lbalBscéffolding for organizing and expanding
YLV XDO SH drdiuvipssgeY the following categories of actiiiiegstein, 1989,

44, et passin:

(i) Description,

(i) Analysis of form,

(iif) M etaphoric interpretation,
(iv) Evaluation,and

(v) Preference

Since the analysis does ndelve intothe principles of art criticism, from this
framework the categories of Evaluation and Preference will be omitted, since they presuppose
comparisons with other similar works of art, which is not the topic of our research, and since
personaliew of the @intings(Preferencefloes not figure into a scientific analysis.

The first category or stage of the analysis has a descriptory function: it is used to
describe the whole imagfllowed by various image elements, colors, shapes, and sizes of
the elementswith background information (the year it was created, the setting, etc). The
second stage represents a deeper look at the form, with thefdgagther developing visual
acruity and comprehension, which are crucial for the subsequent constructioraphoniet
interpretation (Feinstein, 1989, 4%)uestions of balance, proportion, movement, orientation
and placement are to be adssed in the second category. In our reseanehijrst two stages
will be mostly grouped into one portion of the analy®s each painting or a series of
paintings.

The third and conceptually most important category is Metaphoric interpretation.
Feinstein (1989, 46Q R W H \to \deldnitg antl analyze a painting carefully is to pull out its
denotativethreads. To scan theainting for a dominant impression, to cluster the visual
qualities of expressiveness with the associations generated, and to cluster the feeling/thoughts
evoked is to pull out itxonnotativethreads. To then construct a metaphoric phrase or
statementisWR ZHDYH WKRVH WKUHDGV LQWR D FRKHUHQW ZKRC

For the purpose of this dissertation, and recognizing the role of metonymy in the
construal of figurative meaning, we will name the thoategory Metaphorimetonymic

3¢ PRGLILFDWLRQ RI (GPXQG % X URH )& (GRD @ WML W L BLIIMPIR (PRROIUMH LQ )HLQ
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Interpretation, in which theesearch into the presence of metaphor and metonymy in the
specific artworks will take placaccording to principles laid bhe abovementioned theories

of conceptual metaphor and metonymy (including conceptual integration), applied to the
visual realm.

A significant mechanism in visual perception is constructed in the Principles and
Elements of Visual Organization. Feinstein (1989, 50) notes that the manner of organization
and processing of visual information legfts principles of perceptiomVe see theoverall
structure. We simplify configurations of forms for ease in recall; attend to affective qualities;
see similarities, differences, proximities, continuities, closures. We alternate figure and
ground. We see objects in differing degrees of lighttadse, and perspective. 7 KHV H
principles of perception anmeflected in the mechanism of visual organization primarily used
inthe visXDO DUWV ZKLFKODIKQINBYH WP SRIQHAWY RI WKH YLV
which are ininterrelation with one anotheas guides for creating composition. The
Principles are the following: unity, theme, variety, proportion, balance, movement,
orientation, and placement. The Elements are: line, shape, form, pattern, texture, space, size,

and color3?

32 The following definitions are taken from Feinstein (1989, 50, et passim).

(i) unity a successful relationship of parts to parts and parts to whole

(i) theme xthe dominant and immediately perceptilsigbject of the work, different from metaphor, since it
elicits a literal response

(i) variety occurs with similar, different, or opposing Elements (opposition creates tension)

(iv) proportion trefers to quantity (related terms: dominance/subordinanceajority/minority)

(v) balanceza sense of equilibriuntwith a spectrum from symmetrical to asymmetrical

(vi) movement+a sense of motion created partially by repetition, rhythm, implied tnanectedness of shapes

and forms, size reduction, tensjaverlap, linear perspective, and aerial perspective

(vii) orientation xthe way in which the entire work is situated in space (e.g. horizontal or vertical rectangle)

(viii) placement thow the parts in the composition are placed in relation to each othe

Elements of Visual Organization are the following:

() line +the path of a moving point in space. A line connected to itself produces a shape. Lines also create edges
and boundaries, depict movement, and so on.

(i) shape ta twodimensional configuraan which possesses height and width. All shapes can be seen as
derivatives of one or more of the three basic shapes: the circle, the triangle, and the square.

(iif) form zxa threedimensional configuration whicpossessebeight, width and depthHence, érms have
volume or mass. All forms can be seen as derivatives of onererahthe five basic formsphere, cube, cone,
cylinder, and pyramid.

(iv) pattern is twedimensional, i.e., flat and consists of three or more units placed at predictablelsntaueh

as polka dots and stripes.

(v) texture is moredimensional than pattern, having highs and lows. Some textures can be felt, others are
illusional. Asurface can have both texture and pattern, e.g., cordiaogc.

(vi) space is itself a shape form as well as being the picture plane fediensional work, or the space within

and surrounding a-8imensional work. Note: the terms, positive and negative with regard to describing space (or
shapes within) are outmoded and are incorrect. The ¢der@as are figure and ground.

(vii) size is selfexplanatory; often, the word, scale, is used synonomously.

(viii) color derives from light, which is energy; no light, no color. Every ray of light coming from the sun is
composed of different waves whiefbrate at different speeds. The sensation of color is aroused in the brain by
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In the sense of using specific attributes in art, the metaphoric process, reesl dsfi
Feinstein (1985, 2is the transfer of attributefsom one thing to another, where they interact
and redefine certain associations, thus enabling the emmrgof new insights and
discovering different or deeper levels of meaning.

Feinstein (1989, 498varnsthatnot all works of art can produce metaphoric meaning,
and that constructedetaphors may chaegand evolve into additional meaning upon further
exploration ofthe work of art, along with aomewhat troublesome quality of ariisti
PHWDSKRULF LQWHOEDWMAMYIAWL RRS DHYGHG? RU LQ RWKH
multiple, referentially adequate meanings.

Anotherpossible problem in metonymy identification is that metonymy is sometimes
indistinguishable from metaphor, being that both are intrinsically 'slippery’ concepts, as are
the criteria used to distinguish one from another (Littlem26d,5,132). Also, in film we
could say that a camera angle is a metonymy of one kind or another, since it chooses one part
of the scene instead ofdlwhole scene, which makes insyiymous with perspective. There
is a similar problem in art where the delineation between met@syisinot clear. A possible
solution to these pldems is to focus on creative wrarked forms of metonymy (Littlemore,

2015, 137). Since recognizing these tropes in art poses a certain difficulty, we will focus on
the more salient part of an artwork, matly its central position, color, and so on, which can
offer a dominant figurative mechanism for the analysis.

The metaphoric and metonymic construals in this section are of the monomodal
variety, where the one mode in which the metaphor/metonymy semtexrl is the visual
realm. However, in some cases we take into account the title of the painting or series, as a
means to enhance the metaphoric construal, or an alternative view of a possible multimodal
variety of paintings.

Due to the richness of créats, further categorization of Giger's art is necessary.
Approaching hisoeuvrefrom a temporal horizontal and thematical vertical dimension, we
have distinguished three artistic periodsich consist théour decades of creativity:

() the Pre ELRPHFKDQRLG3® SHULRG HDUO\ V. UHSUHVHQWH
seriesWe Atomic Children, Shaft, Birthmachirneandscap@andPassages

the way the eyes respond to the different wavelengths of light. The brain then interprets those colors as
individual stripes in a narrow band known as the spectrum (red, ongzilyav, green, blue, indigo, violet).
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LL WokecFaRLG™ SHULRG -s&ttionvefleshFabldRMathinanesented with

works grouped around the collectioBsomechanoid The Spell,Li, Biomechanical

Landscapes, Necronom and Ali@une/HarkonnenandErotomechanicsand
LLL WKHLRBRNKD QR [(1680sSaHd ey &), presented by the séNias City
Victory, The Mystery of San GottardandWatch Abarf?

Due to specific limitations in our analysis, the entire opus of H.R. Giger was not taken
asthe subject of the research, paftecause of the enormous number of paintings, sketches
and drawings, many of whoare not available as reprints in the corpus. Instead, the principle
governing the inclusion of a specific series is the publication of the analyzed paintings in at
least one publication in the corpus (individually), and in at least two publications¢aes),
which can point to their place as significant creations in the opus of this &disthermore,
some commissioned paintings were omitted due to their nature thematically bound to the
source material (such aBhe Tourist, 198R which, according to our view, might have
constrained the imaginative element and figurative mechanisms possibly present in the
images. A notable exception is tbeine/Harkonnerseries, where Giger was given free rein

in the conceptual design.

4.1.1 Pre-biomechanoid period

The prebiomechanoid period includes the intervdl areation from 1963 to the
beginningof the 1978, in which Giger developed the core of his characteristic expression:
the elongated forms of beings, the emphasis on the claustrophobic surroundings, and the
monochromatic view that became a standard in almost all of his later work. It is in this period
that Giger planted the seed of st prominentreations, includingBirthmachine along
with providing a strong, artistic view of the political currents that shaped the reality in
Switzerland and the world in the early 1960s.

The analyzed works of arrdm this period are the following serieg/e Atomic
Children (19631964), Shaft (19641966), Birthmachine (19631966) Landscape(1967
1973)andPassage$19631973) In the analysis, we will use textual imfoation provided in

the corpus, as well as the analytical method of visual perception in order to discern the salient

33 This division is of mostly artificial nature, serving a more effective look at the “thediade creativity of the
artist. Therefore, it is not motivated by the same reasons BasrSchaffen vor Aliefmore in Stizer, 2007);
however, we were guided by certain thematical distinctions, such as the publication of the portfolio
Biomechanoid
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examples of conceptual metaphor and metonyRepresentative examples will be added for

each analyzed series.

4.1.11. We Atomic Children

Year: 19631964
Orientation: horizontal, vertical
Color palette: monochromatic

Theme: posatomic war existence

Image 1 We Atomic ChildrenWork No. 1964Z-011 (1964).

The first analyed series of paintings is titledde Atomic ChildrerfWir Atomkindey
from 196364. As the title suggests, these paintifg@bout a dozen in totabepresent a
powerful commentary on the pedfWll fascination with nuclearweapons and the
consequences of bombings mankind. During his second year in Interiddesign and
Industrial Design, Gigeused his free time to produtieesedrawings made with India ink,

which were thempublished inSprachohy the local school newspaper in his hometown of
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Chur, as well asseveral underground pape/t the sametime satircal and grotesquéj)e
Atomic Childrencame at a time of a great fear of nucleaaponsand subsequent mutations
which would manifestthemselves on both human surroundings and humans who lived in
places hit by nuclear catastrophes

From 1957 onwards, th8undesrat (Federal Council) of Switzerland demanded
nuclear armament for its army, which the left and the modehatechgoing circles fought
against; there were two polls in 1963, but the nuclear opponents were defeated e¥ch time
(Billeter, 2007, 73. Furthermore despite the dangerous connotations that nuclear power
brought with itselfafter World War lISwitzerland waslsoamong the countries that planned
the construction of seva nuclear power plants. This mogarnered anthuclear attention by
the late 1960sand focused efforts of the protesters around a planned nuclear plant in
Kaiseraugst, a small village near the city of B§&ligni, 2004, 64§°

Giger's friend Bijam Alaanrefers to the political chasm of 1963, addpicts the

backgroundf these paintingéH.R. Giger Reveale@010:

SThere was a great fear of nuclear war at that time which reached its climax in 1963 with the
Cuban crisis. People there feared that a nuclear war could breanduas we knew from
Hiroshima, monstrosities could be created by mutation. Giger was very much impressed and
affected by this and he called Hiist ink drawings The Atomic Kildren, as if a nuclear war
had taken placend left amputees and monstrositieFUHDWHG E\ UDGLDWLRQ 3

Giger also provided an accompanying poem for the newsp&pgposition® (H.R.
Giger's Retrospective 196084,2008, 11):

We thank our creators,
who, at the time of the big bang,
according to the Swiss Atomic Regulation,
reflexively threw themselves to the floor
and bravely counted to fifteen,

because otherwise we would not exist.

34 Billeter (2007, 73) adds that Giger's political reaction can be placed in between these two polls.

35 A local antinuclear group calletd. DLVHUDXJVW ,QKDELWDQW VateR ih 1D6% an@ serve® EL W D W 3
DV WRKIHLFLDO® VWDUWLQJ SRLQW IRU WKH QXFOHDUWRERMAWLRQ LQ 6
somewhat satirical title of the gip is in the same vein as Giger's own drawings, published several years before,

which could point to artist's indirect influence on the protest group.
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We atomic children do not want to moralize,
we don't want to reproach anybody;
we just want you to get used to us

and to be fond of us.

Howeve, we cannot guarantee you anything,
because as soon as we gebéothe mayrity,
you will be the ones who will be
looked upon as abnormal,

and you might have to suffer.

As we can see from the poem, Giger placed the perspective of his voice in thefmidst
the beings affected by a nuclear war, and speaks to the reader from the opposite side of the
affected.

In these early works, people inhabit desolate surroundings, trying to perform mundane
activities with only a limb or two; somewhere, they are mggsireir skin and walk on sharp
bones, in others, heads converse without the benefit of a full bodye particular drawing
(1963Z-031 ordrawing £°), a being, seemingly with all four extremities, uses another one,
without arms and with a large holeiis torso, as a slingshot. Irregular, disfigured foreech
for a head being dangled over their extremities by another disfigured (1€682-024 or
drawing 2) a being desires to escape an enclosure but is left unable to due to its arms missing
(1963 2-044 ordrawing 3) a third creature serves as a stove for the flesh from its own torso
while a table set is spread in front of h{i®632Z-025 ordrawing 4) One distinguishing
feature shared by all postnuclear creatures in this cycle is the etriyearning for an
everyday reality despite their horrible shapes and monstrous changes of th&éHsdsown
of this series is the santiéled Atomkinderwhere the beginning of the merger between the
flesh and the machine, or the biomechanoid creasamticeable starting from the legs of the
creatures with the masks which are connected to the#ated, mecharezl spines. As Giger
pointed out, the crBEW X UHMEHIES XQNV ZHDULQJ YLUWiB GtdthisD O LW\ K

1995, 4748), which could point to an evolution of the creatures in their n@ndated inner

36 Since the drawings in th&/e Atomic Childreseries were not named differently by the author, we \s#! the
numbers of the works to distinguish the drawings and their metaphoric language, and 8ig title ZL QJ3 ZLWK WKI
numbers from 15 to distinguish the ones chosen for the analysis.
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and outer reality, where the enhancement of their performances comes from technology.
Atomkindercan also be taken as a bridge between the representation in the form afdrawi

and a intentionalmove toa more elaborate form qfaintings.Somedrawings are abstract
vignettes, othes invite strong political and Orwellian undertones (as'ipl L, Qvpere the

beings wear Nazi helmets, and guillotines appear as the central mascots of a parade), but the
overall theme is unified and speaks of a world where logic is driven byaposalyptic
madnessvhich dramatically changed the physicality of humamigs.This was also the first

and last time that H.R. Giger reached into a political discusgiean generally be deduced

that his creativity steered clear of daily political togi@gleter, 2007, 73}’

The metonymyPART FOR WHOLE (in these casesIHE LIMB FOR THE BODY) has
provided a conceptual basis for these imagesl theoverall mebnymy presentis LIVING
WITHOUT PHYSICAL INTEGRITY FOR SURVIVING DESTRUCTION Giger soughtto depict a post
nuclear world where the impact of the nuclear bombing was tmtaledestruction antbss of
lives (although such sacrifices couéxist in such a world, as wgllbut the monstrous
existence after the nuclear disastes.Grd (2014, 27 Q R VihHhig Atdmic Children, Giger
envisions the grotesque population of mutants who have survived nuclear war or the
DFFXPXODWHG IDOORXW RRhyQixaFiGteyityis ety dom@Fansediwy 3
drawings where the skirkthe largest orgn of the human bodyhas disappeared and left a
deformed skeleton performing the same activities as, presumably, before theAey/étdrst
Albert Glaser puts itn + 5 *L JNddrifomicon & 1l (2005 132 BYroken anatomies
run on shooting rangestreets, and beaches, as if the radiographic images of deformed
skeletons had sprung out of their decayed bodies and had becorve)selfL FEHQ W 3

Successfully taping into the primal fears of suffering and deformity, Gigaitempted
to showwhat the acceptance of the nuclear power plant construction plans might mean for the
general populationAdditionally, by presenting the characters in such trivial situations as
sunbathingand drinking(1964Z-011 or drawing 6)meant showing the viewerow their
own daily activities, without thinking about the imminent disaster, appear in light of far more
serious events aheaithe title itself, We Atomic Childrensuggests that the outcome of
disregarding nuclear danger would undeniably happen not tes@relse, in the far reaches

of the world, but to the very people who observed these drawiigs, the domains of the

37 There was an exception of sorts: together with Sergius Golowin:&am@®@ WHU :HJP.OOHU *LJHU VL
document demanding asylum for Timothy Leary in Switzerland, which could be seen as a political act in a
broader sense (Billeter, 2007, 78).

% AADSXWWH $QDWRPLHQ ODXIHQ DXl 6FKLHVVSOI®W]BQH BWQWIYNGRL AGQ
GHIRUPLHUWHU 6NHOHWWH DXV LKUHQ YHUZHVWHQ .JUSHUBRKHUDXVJH
Giger's Necronomicon | &1l +RUVW $OEHUW *ODVHU WUDQVODWLRQ , a
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metaphoric construalLIVE IS ACTIVE/DEAD IS INACTIVE align as follows: the juxtaposition of
the postnuclear effects(target domain)with everyday activities of the characters who
perform these activitiegsource domainylespite their horrible mutilations and mutatiaas
enabled with the metonymBERFORMING DAILY ACTIVITIES OBLIVIOUS TO THE DEFORMITIES
FOR PERFORMING DAILYACTIVITIES WITH THE KNOWLEDGE CF THE DEFORMITIES A 'normal’or
expected scenario would be of characters showing clear signs of pain due to the loss of their
limbs or some other parts of the body; instead, they go about ifleers! if nothing had
happened which pants to the disruption of viewers' expectancydabrings about the
metaphorianeaningBilleter (2007, 73 notes the same, strange joy the cripplegkigleton
reduced characters find in their mutated bodi#isey commit (sometimes fatal) pranksp
into wagons to be carried around, go on a jourriée shift from a purely denotative
expectation to a connotative interpretation of the metaphoric construct lies in the detection of
an incongruity that appears between the activation of the stored proabtyisual referents
during perception (in this case, a nuclear war is stored with physical pain, distress, death), and
the actual visual configuration of tiheetaphoric imageYus, 2009, 15%).

We also need to note the monomodal to multimodal shift@fnetaphoric meaning in
this cycle. Although these drawings were not all reproduced with the poem of the same title,
later publishing of the cycle in Giger's work catalogues and monographs often presented both
the visual and the verbal element togetheg.(in Das Schaffen vor AlierH.R. Giger's
Biomechanics which necessarily changes the modal approattthis senseWe Atomic
Children is presented in two modal variannd as such is a slight exemption from the
general rule of monomodality in Giger's paintinggreover, the verbal addition helpstime
identification ofthe target domain, since the immediate political and social surroundings of
the time of the creatioaf these drawings is no longer presemd gherefore cannot serve as a
current background from which the viewers can reflect their meaning consiNlus the
series was created, the anticlear battle was lost for foes of atomic weaponsWeitAtomic
Children, later detached from their initial political context, had a changing, wibiture
(Billeter, 2007, 7374), although the theme has stayed constant throughout the decades
following its creation.Soltmannovski (1992101), nots that, even thougthe series might
have been perceived as absurdity in the 1960sugh the Chernobyl disastar 1986 it
became the brutal truth and also, using people for replacing organs, through human
trafficking in Latin America, is also no longer a horrific visidout a reality.The horror

39 Yus cites Forceville's (1996) insights into this phenomenon.
40We can also add the Fukushima disaster in Japan in 2011.
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element inWe Atomic Childrenvas not chosen arbitrarily. The whole genre of horror can be
understood as a means for the expression of collective anxieties in times of great distress
this genre is capable of incorporating ossimilating general social anxieties into its
iconography of fear and distress (Carroll, 1990, 207). Howekierhorrific visions of the

series were not created for shock value; rather, Giger's personal fear of a possible future is
what had drivenhis visionsof atomic mutants, which he transformedo works of art,

instead of suppressing them (Soltmannovski, 1992, T013. critical approach in his work

was, therefore, in Giger's own words, an elaborateaiking of the artist's answers (or
possible answers) to questions about the cause of the atomic bomb, gene mutation, and the
functioning of handicapped people in everyday life (Theimer, Christen, 1984).

In addition to the poem, Giger amplified one of the drawid§6%Z-008 ordrawing
5witKk D VEKQCGUHHQ VKRS3 DQG SODTXHV RI ELUWK GDWD
and abilities), with the two profoundly deformed entities standing in front of the sign, a baby
rattle laying on the floor between them. Both entities are showfrtlzesy are behind a glass,
thus evoking an image of two newly born forms in a hospital/children ward. The sign,
intentionally misspelled, thus enhances the visual incongruity between the exipeated
and the one actually presentetthe viewer expectsotsee human babies in a ward, with
personal data written above the cradles and an occasional toy; instead, the image 'attacks' the
perception by offering antagonistic forms, with hardly a whole human part in the entire entity,
which can be bought as if amregular shopThe nuclear disaster changedaapects of human
life, starting from the very beginningbirth in a hospital.

Giger has created a hightyeative and complex metaphoric web comprised of several
metaphors such asaPPY IS UHSAD IS DOWN (drawing 3),which in We Atomic Children
amounts to the first pillar in theverallmetaphoric construGRRESPONSIBLE KIMAN ACTIVITY
IS A DESTRUCTIVE FORE FOR MANKIND AND THE ENVIRONMENT. Together with other presented
metaphors and metonymies (both primary and complex variavite),Atomic Children
provides the beginning of Gigeflgurative scenariof the modern evolution of humanity.
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4.1.12. Shaft

Year: 19641966
Orientation:vertical
Color palette: monochromatic

Theme: underground surroundings

Image 2.Shaft No. 6., 1. stat¢1966).

The Shaft series of paintings in 196& 1966 was inspired by Giger's dreams of
endless, deep shafts, combined witle basement steps of his family house in Chur, his
hometown, which supposedly had underground tunnels connected to their pragetay.of
eightpaintings exist under this title and are numbered accordingly the exception ashaft
No. § whichappears in two variants
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Shaft No. Istarts the series with a depiction of a creature strangely propelled on some
sort of a wardrobe or a coffin, looking down in horror as the physics dictates it must fall to the
abyss. To the left of the creatuteere § a horizon of what seeta be exless stairs that lead
into darkness. The creature carries a weapon of some s@bhaliht No. 2a similar creature
has fallen through a flight of stairs and seems stuck between the boards, while shattered stairs
evoke thesame sight in the distance of the creat@eeatures in both paintings mark the
beginning stages of the beings that were later prominently featured in cycles such as
Birthmachine(goggles on their eyes, no distinguishing cloth&jaft No. 3presents two
creaturesforming the upper part of femur bones with their bodiesyhile the same
characteristics of the previous paintings (stairs, collosal walls) appear in the background, with
the exception of the floor, or, in this case, black watemfiwhich the creatures/bones
protrude.Shaft No. 4s the only ondhat also contains a subtifldhhe Powerand Weakness of
an OrganizationMachtund Ohnmacht einer Organisatiprandshows an elaborate structure
made of people in hoods, stairss@ewdriver is placed in between), and a large stick through
which the hooded creatures are placed, reminiscent of a skewer with football players. The
characters strongly resemstiXu Klux Klan members, and one of them is depicted going down
the stairs to imanoidsof which one has gdtvo headsShaft No. Jlso features table for
playing foosball (table football)where the players are simultaneously part of the table,
hooked via gas masks and their disappearing lower lifihste @e six players/humara
parts onthe table in totalThe table itself is hovering above a large hollstructure with
flights of stairs in the backgroun8haft No. @s presented in twetates: the fgt state depicts
two creatures from behind, looking at the endless flights of stairs and walls in front of them.
The creatures are limbless, with syringes placed underneath their armpits. Based on the look
of the creature's profile on the right, they agsast without eyes. The second stateSbiaft
No. 6is the perspective of the creatures from the first state: a limitless horizon of stairs that
protrude and exit into darkness, illuminated by some sort of reflection or light on the equally
limitless walls Shaft No. 7depicts the characteristic background of the series, with one
exception: in this painting, the character is a female creature seemingly floating to the left of
the picture, with tentacles or cables connecting her to the dark space on harwgtnain of
the creature is comprised of a scytike limb, and a cable with skulls connected on each

side.

41 Fascination with bones, particularly femur bones, stem from the earliest sketches made with iflOGIH59
ARhO+,28).
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The orientation of th&haftseried? is intentional and importarfor our analysisEven
though the paintings do not show portraits, for which the vertical orientation is usually used,
they arecreated with this orientation to further emphasize the path of perception visually
established with the elements in the paintings-ofiom). These are landscapes that
challenge our perception: instead of a visible, firm groudkaftsonly provide endless
explorations into the vertical spaceven in the case &haft No. 3vhere the grounds only
an illusionary element because it consisfswater an elementwith the possibility of
mirroring the surroundings above (thus providing an illusion of an endless environment)
Gelber (2002, 14)lescribeshe Shaft eries, made with a minimal amount of visual elements,
as architecture that hastlit to do with human comfort, whose staircases lead to the center of
an insane mindThe emphasis on orientation, enabled by \BRTICALITY image schema,
provides the first metaphorical construct in the form N@T POSSESSING A STBLE
FOUNDATION IN LIFE ISENDLESS FALLING THRQJGH SHAFTS Human achievement, as perceived
by many cultural models, is enabled, or made easier, with a stable, firm ground, where
stability can be acquired through family support, having a steady job, and certain goals in life
(gradwation, marriage, being an important member of the commueity). By putting the
viewer in an extremelyunsteady environment, where the inverted positioning challenges the
need or a firm ground as the basislmdsic human functioning and activities, Giger provides a
highly unsettling experience, emphasized by the monochromatisrdeat the series, and
bringsto the forefront our basic human requirement (both in a literal physical sense, as well as
the figuraive, socially evoked sense) of foundation, without which our bodies and aspiration
might be lost in the dark labyrinth of shafts as the personification of existential Aristher
important element of the series is the lack of eyesight experiencebitbg aihabitants of the
shafts +either without eye¢Shaft No. 6, % state or with goggles or{Shaft No.1, Shaft No.

2), the creatures seem even less physically abtitgprehend the rules of survival their
surroundingswhich evokes the conceptual metaphlRDERSTANDINGIS SEEING

In H.R. Giger's cronomicon & Il (2005, 12, Giger explains that the pictures have
their origin in nightmares he was pursued by during the time of the creation. Two distinct
images influenced his inspiration: first, the secret window in the stairwell of his parents' house
in Chur, which gave ontché interior of a hotel next door, and the cellar which led to a
vaulted corridor via an old and musty spiral staircage. window was always covered with a

dingy brown curtain, but in Giger's dreams, or nightly wanderings, the window was open and

42 The \erticalarrangement is additionally emphasized in the 'visual companion' 8htfeseries, the short film
Highin 1967 (more in Section 4.212).

71



he saw ggantic bottomless shafts, illuminated with pale yellow lighh the walls, Giger
continues,steep and treacherous wooden stairways without bannisters led down into the
yawning abyssGiger's neighbor, the hotel proprietor, told him that his cellar wasgba
subterranean passages in Chur that went beneath the Therexit from the cellar of the
hotel on the Reichgasse had previously been open, and anyone who daregbdatidthe
passagdor quite a wayHowever, after a while it had been walled ap,tlere was a danger
of subsidence. Giger saw the locked door, but in his dreams, the passages were open and led
him into a monstrous labyrinth, where all sorts of danger awaited him. Almost every dream
was inspired by his vivid imaginings of the passagesvn the winding staircase, where this
magic world ofimagination represented both a source of attraction and intimidation for the
artist.

Grof (2014) sees a strong connection between the thematic focus $fattseries,
and Giger's childhod fascination with these passagé&gain, the exit leading from their
cellar to the hotel had always been closed, but in his dreams it opened into a monstrous,
dangerous labyrinth with a musty spiral stone staircase. He felt great ambivalence tasvard thi
image tboth attraction and fear. The association between these places from Giger's childhood
and his memory of birth would explain how he responded to them in this childhood and why
they figured so strongly in his nightmares and subsequently in his aftU R |

The play between light and darkness offers the conceptual metapOOMSTANCES
ARE SURROUNDINGS Where the various shafts, stairs and sources of light represent the
overwhelming notion of situational and emotional enclosures of the moderaizthted
existence (we do not see any nature here), where people transform into creatures only partly
resembling the human forrNormal, everyday objects here attain abnormal, horrific qualities:
the wardrobe closet is placed at an impossible aigflaf{ No. }, the stairs are broken and
serve as a hoose around the creature's I&@aft(No. 2 and even the most mundane object,
such as the screwdriver, acquires gigantic, threatening proportgiadt (No. % In the
paintingShaft No. 5another metaphor emergesm the visual constructiFe IS A GAME. The
central element in the image is a talbdniniscent of oneused fora game of football,
hovering above an empty space of the sh#fbked to the table are six human figures, with
gas masks hooked to the centé their torso. The legs disappeared, and only a small part
remains connected to the table, making the figures a part of this morbid vision. Arms are
gone, and the torso appears stripped from fIBghdisabling the figures from moving away
from the table, the image asserts the gamkfe as unavoidable, further accentuated by the

absurd position of the table and the emptiness of their immediate surrouridiegsble is
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here metonymically used féhe gamehrough the construgtooL FOR PERFORMINGACTIVITY

FOR ACTMITY; however, it could also indicate other table games, or even formal social
gatherings. This construct ties in with the first metaphGOT POSSESSING A STBLE
FOUNDATION IN LIFE IS ENDLESS FALLING THROUGH SHAFTS where grounding is represented as
crucial for our existence. Figures artificattpnnected to a grounding ageémit without the
possibility of free movement seem like a mockery and a comment on modern human
existence, where ewn our attempts at finding a firm ground,arethe endfutile.

Claustrophobia is one of the main underlying motifs of the series: associated with the
feeling of anxiety and fear of suffocation, these paintings represent a journey through the
innerlife, through dark and disturbing underground corridors sometimes populated bly ghost
creatures (Arenas, 2007, 29Yith these corceptual metaphors and metonymiesR. Giger
commented on the unescapable trait of our surroundings, which affect us yighglically

and emotionallyThis motif is continued in the following analyzed series.

4.1.13. Birthmachine

Year: 19631966

Orientation: vertical

Color palette: monochromatic, red

Theme: overpopulation
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Image 3 Birthmaching(1967).

The slow but inevitablemerger with the machine was further developed in the
Birthmachine serieé®, where H.R. Giger depicts the birth process as a mechanism with
mechanical features, liking the biological system to a piStioé first painting in the series
(titted *HEIU P D YV, FEkat€dHn 1964showsa look atthe inner workings of a body that
disperses babies, laid mfetal position, like bullets through an opening that ends in the
central upper part of the painting. Thelors are red, milkyvhite and dark grey (metallic).
The second version dirthmachiné* came in 1965, revealinglightly more detail in the

reversed look at the mechanism, this time in a monochromatic version, as if the viewer has

43 The series also contains a sculpture created in 1998, depitipart of the paintings in théorm of

Birthmadine Baby Gelber (2002, 10) referstoitd® SRHWLF VI\PERO RI RXU VHOI GHVWUXFW
4 According to the HR Giger artwork database at www.littlegiger.com, 1965 saw another drawing of
Birthmachine done in a similar style but not reverséthwever, it is depicted as a possible unique copy, and

since it is not reprinted in any of the sources, it is not included in the analysis of the cycle.
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withdrawn a bit fromKH ILUVW YHUVLRQ LQ RUGHU WR WDNH D ORF
SLVWmDér *HEIUP D WkRaK ddpeidin 1966 and included in the portfdio Fressen

l«eU GHQ 3 Vand kvkeddswthi title of the portfolio on the outer rim of the bublatainer,

but also a version without the title and resembling the second version from the previous year.

The year 1967 sees the emergence of a diff@&tiimachine depicted now fully as a gun,

color- and formwise, and without the round, organic shaped color pallette characteristic

of the first version.

Billeter (2007, 74) provides an intetieg) take on the human bullets, while noting the
different versions of the surroundinggich all showthe length of a gun, filled with strange
bullets: humans, equipped with a kind of helmet and safety glasses, ready for the end. Each of
them has pointed a gun to its temple: in case of the world being atomically radiated, and
therefore no longer habitabley will commit suicide.

In his analysis of the paintings, Grof (2014, 8@}es that the birth process, although
governed by anatomical, physiological, and biochemical laws, possesses distinctly mechanical
features, f.e. uterine contractionsimmensH SRZHU D Q GheSHydr&dM QuaityRof 3
WKH HQWLUH H[SHULHQFH ~ 7KHUHIRUH LW LV SRVVLEOH |
contains asA WOMAN § BODY IS A MACHINE, as a highly specific instance of the overall
metaphoric construalAN IS A MACHINE. Closeness of the biological and mechanical, as well
as the mergeathat happens in the pesiviiz DWLRQDO VXUURXQGLQJV LQ *LJHL
DOLHQDWLQJ TXDOLW\ RI PDQNLQGYV FXUUHQW VWDWH F
impulses/need for transformation inside and outside of the human bodildd) H WKH ZRPDQ'
body can be taken as a metonymic stand for the entire humanimatdee conceptual
metonymic scaffoldingh WOMAN $ UTERUS FOR WOMANS BODY, A WOMAN $§ BODY FOR A
HUMAN BODY, A HUMAN BODY FOR THE HUMAN RACE it is only through inherent biological
Obzv WKDW WKH ZRPDQTV ERG\ LV GHVLJQDWHG WR EH
VXEVHTXHQWO\ WKH HQYLURQPHQW LV HTXDOO\ DIIHFWHG
not differentiate between female and male, and the bullets are painted in a way that the viewer
cannot construct their gender identity solely based on the visuathermore, bullets are a
metonymic representation of the impact a gunshot would haveetovorld outside of the
pistol in a sense HOURCE FOR RESULT A gun carries strictly negative connotations as it is a
means of destruction, and by connecting the body as a means of creation with a pistol, the
visual impact is achieve@onnecting this vih the theme of the series (overpopulatthnwve

45 According to many sources, including an interview with H.R. Giger (Petros, 2009, 60).
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have the final metaphoric construct that can be verbalizex/B8POPULATION IS PHSICAL
HARM, enabled by the previously stated metonymiye Birthmachineseriesthusrepresents
*LIJHUTV HQ Wdukatlv€@ WoilRl aWtkeHcrossroads of flesh and machine, which causes

irrevocable impact on botimankind and its environment.

4.1.1.4 Landscape

Year: 19671973
Orientation: horizontal, vertical
Color palette: red

Theme:organic as an environment

Image 4Landscape X1972).

The first organic landscape was created in 1967, in which Giger visualized the
beginning of what was to become the series of organic landscapes in the early 1970s. Titled

simply Landscape(in German:Organische Landschaftl9%7), the painting shows several
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tubular forms with entrances and hollow substructures intertwined below -gteghsky. The
color of the forms evokes the color of bones. In anotla@dscapg196769, work No. 80

the evolution of the shapes takes an agpvdirection: there are now cliffs made of shapes
evoking opermouthed heads in a silent scream, presiding over a skeletdlanical plane
fully exposed to the red light emanating from the bottom of the cliffs.

The first Landscapes have formed the beginning of the scenario presented with the
entire series, which is developed further witmdscape (1972, in which the entire surface
is crowded with organic shapes (mostly resembling the lower part of the bty is
alluded with the color palette as well (soft pink, white and veinal purple). A similar view is
offered inLandscape 1[(1972), in which the central part of the painting depicts a gorge of
sorts, with organic cliffs on each side.

Landscape \and VI (1972) depict the same surface made of human skiere, in
comparison to the first three, the viewer is granted a closer look at the surface containing
some sort of growthL@ndscapéeV) and tearsl{andscapéeVl), under which we see decaying
flesh (lack of blood andark color point the vieweto this conclusiorff. As if to supplement
the missing blood, inandscape VIII(1972), Giger offers a view of a landscape partially
covered in red, which could point to @at in the surface skin somewhere left of the image.
The rest of the painting is serene; clouds overview the landscape in the distance, and the
forms stretch as long as thyeeof the viewer can follow

In Landscape X1972), thesurface (in the shape afvalley) now spots predominantly
red, cancetike growths, in places pierced by what seem to be blank geographical name
boards. Some of these have a human shape, and amount to human forms in the distance.
Landscape Xll(19721974) andLandscapeXIll (19721973) are both elaborations of the
organic characteristics presented in blue huandscapeXIl) and purple/darker tones
(LandscapeXlil).

Landscape XIV(1973) marks a new chapter in the organic representation of the
landscapes. Instead of skin surface, what comprises the landscape in this painting is a swarm
of babies with closed eyes and in various stagemnaffectuous diseasdhis new view is
continued inLandscape XVII[1973) where the babies wear some sort of a buckled attire, and
Landscape XXIX1974), in which the babies are put in (army) gear and wheels, seemingly
marching in a unified mannerhe colors used are again black and white, wittelto no
usage of other color&rom these landscapes, Giger moved back to skin surface vistas, and

46 Stutzer (2004, 7) calls these paintingd6 NL Q O D Q GauBddD@&ehsfeen This title is also mentioned in
H.R.Giger's Retrospective 196/84(2008).
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slowly entered the rea of biomechanics (more in thee&ion 4.1.2.5 on Biomechanical
Landscapes

The Landscapeseries is especially rich with conceptualism. In the paintings that
depart from Giger's usual monochromatic approach (for exatmghelscape XandXl), Giger
thought of the only accurate portrayal of the psychological and organic damage to the
environmenby our civilization *the transferral of human skin surface on the infected planet,
where the skin acts as a metonymic representation of human bdingsconceptual
metonymy can thus be potentially verbalizechasther example of metonymic scaffolding in
the form of SKIN FOR THE BODY and THE BODY FOR THE MANKIND. This thought is further
developed in somewhat controversiaindscapesFUHDWHG LQ WEBRKBUW M LVRKHD (
landscape view no longer exists, bue tiew is actually created from the babies (frEiv
onwards, includingXXIXin 1974 with the baby soldiers) with various stages of an infectuous
disease. The frequent topic of overpopulation is here presented with an interesting take on the
age metonymyzinstead of adults, Giger uses the infancy stage of the development of a
human being to connect it to a growing, insectoid multitude (even though babiksrare
XVXDOO\ RQH DWDWUR¥LRH EDELHYVY LQ WKH ODQGVFDSH LP
reprodiction stages). Thus, the metonymic constmieANT FOR ADULT makes the following
metaphoricconstrucs possible A MULTITUDE OF HUMAN BABIES IS A SWARM OF INSECTS
OVERPOPULATION IS PHSICAL CHANGE, and OVERPOPULATION IS DEBTRUCTION OF THE
ENVIRONMENT. By placingbabies instead of adults in these paintings, Giger accentuated the
metaphoriclink by connecting insects to the first stage of the development of human beings
postbirth, which is by human standard as removed from the -bBkeninsect stage (eggs,
larvae, etc.) as biologically and genetically possible. The juxtaposition is glandg
unavoidable, putting another strong layer of emotional response from the viewers who might
not react to the paintings consciously, due to the complexity of the constdi¢ayers of
figurative meaning, but whose reaction is nevertheless presetite Aime of the growing
human population, which puts an unprecedented burden on the environmeglgvhace of
the metaphoric and metonymic reading that this series providgigngficantand rises with
the passage of timele 3LVyQ , 40 is rightto conclude thatGiger's art consistently
provokes a strange perturbing feeling its viewers, preciselyoecause he continuously
touches on profound issues that resonate in all of us andhamy instances, seems to

anticipate our future not only asdividuals but also as a species.
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4.1.1.5 Passages

Year: 19691973
Orientation: horizontal, vertical
Color palette warm and cold combinations

Theme: entrances of objects

Image 5Passage XXI(1972).

As with LandscapesGigernever stoppedealing withPassageswhich had their final
re-emergence in 2004 in a rustvered versiot. In H.R. Giger's Necronomicof1984, 16)
he accurately smnmarizeshis eternal fascination with them, and states that he has not been

able to move away from passages that for him represent a symbol of all steps of lust and

47 For information on specific reiterations on sculptures that emerged from paintings, as well as other data
(confirmation of publication year, etc.), we used the H.R. Giger's art database at
http://www.littlegiger.com/gigerdb/index.php
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suffering In this section we will analyze the seriesRdissagexreated in the period from
1969 b 1973.

Passage (1969) depicts dathroom fixture in a combination of blue and reddish
surfaces. The placement of the central element is from the center to thePegbage |l
(19691970) offers a look at the same element, but from a slightly different perspective, and
the color palette has changed, too (the wide surface is or&tigejents have clear, yet soft
lines, and the central element takes a rectangular fBamsage V¥ (1969) is completely
symmetrical, where in the center of the painting theebathroom fixtur@again nowpoorly
illuminated, while the surrounding walls are painted in dark blue and black overtones. The
whole image evokes a view at the home facilitylarkness. Other paintings in the series, up
to Passage 1X{19711972) alldepict a similar theme, with variations in the size, color, and
position of the bathroom element.

Passage X1971) represents a turning point in the series, motivated by aniavent
Germanyin the same year. During a trip to London, Giger passed through Cologne and saw a
German garbage truck for the first time 'in action'. He was so fascinated with what he
perceived as a mechanigaiotic act, that he quickly took a few photosdalater on
developed these new kinds of passages into all sorts of realities, in order to obtain a level of
objectivity of these objects of the quality that seemed made especially foHtfRM Giger's
Necronomicon1984, 16).The image now shows the meaired entrance to the back of the
truck with a central, round shape, cables coming from the left cylinder into the three pipes
below the central element, which has a narrow rectangular opening.

Looking at all thePassagegrom X onwards, the viewer notices sometimes subtle,
sometimes drastic changes happening to the entrance of the truck, now devoid of its
contextual background?assage Xs a study in violet, imbuing the image with a calming
dreamlikeeffect. Passage X(1971)shows only the central parts of the opening dramatically
purple, while the rest is painted in white KHUH L¥YVM1QQ@® RYHU WKH HQWUDQF|
using color contrasts iRassage X\(1972); inPassageXVI (1972, the central part of the
entrance gamorganic structure.

Passage XK (1973)shows the central element attacked by rust (and in appropriate
grey tones), while an unidentifiableass seems to be running over the entrance from above.
Passage XXIX1973) depicts a part of a female reproductive organ instead of the rectangular
opening, while in the lastassagdXXXIll, 1973) the entrance is almost entirely gone, while a

translucent, metallic mass is shown overtaking the opening from b&assageXXXIl
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(1973) is fully biomechanized, showing a wholijuminated central round element, in the
middle ofarustcovered, steampunk environment made of tubes and other metallic parts.

It was around 1%®0 that Giger envisioned this new thematic, as welbw@istic
approach, as noted by Billeter (195}. After showing us mutants, diseased landscapes and
biological weapon that is mankind, Giger now turned to daily objects of everyday use, and
made them a part of their growing army of disturbing imagerysdgges are throwing shatfts,
bathtubs, incinetars, and in their most undesiole attire, garbage dumpsters. The tendency
to monochrome his creatie has stayed, but now it is langer in the form of the exquisite
gray, brown, or purple gradations, butalmost painfully intense blue, violet, pink, and white
(Billeter, 1973, 5). Watkins (1987) observes the Freudian overtones of bathroom plumbing
fixtures, as well as the vividly used color and attention to detail. Di Fate (1988, 37) points to
the cathartinature of these mei X OR XV O\ F U D | W Hrépr&eri Risl Mighekt laRK 3
most wellintegrated use of color and were used therapeutically by the artist to free himself of
VRPH RI WKH PRUH WURXEOLQJ DVSHFWYV RI KitethZfDeNLQJ QL
for the creation of these paintings. In this case, one particular nightmare, in which the
claustrophobic environment of the apartments in which Giger and his then girlfriend Li were
living separately, played the main role and strongly infbeehGiger at the time.

Giger ARh+,2007, 68) assigns the motivation to paint this image to nightmares that
resembled birth trauma, where an office clasp prevented him from passing through an
entrance (the element portrayed in the image). Gigagef, 194, in Grof, 2014, 207209

described the nightmares as following:

Most of the time in those dreams | was in a lamipge room with no windows altoors. The

only exit was a dark metal opening which, to make things worse, was partially obstructed by a
giant safety pin. | usually got stuck when passing through this opening. The exit at the end of

a long chimney, which could be seen only as a small point of light, was to my misfortune
blocked by an invisible power. Then | found myself stuck as | trigzhss through this pipe,

my arms pressed against rbpdy, unable to move forward tmackward. At that point, |
VWDUWHG WR ORVH P\ EUHDWK DQG WKH RQO\ ZD\ RXW ZD\

Grof (2014, 185) explains Giger's fascination witassagesy pointing to his easy
access to the perinatal (therpd before birth) level of thenconscious, which explains his
reaction to the refuse truck in Cologne, which for him has multiple meanings, all with

important perinatal connotations (the engulfiegnoductive system of the delivering woman,
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for example). This assumption aligns with Giger's notes on the difficulties his mother
experienced during birth, from which he draws the main artistic force in the creation of the
Passageseries.The clasp is ammportant element of the first installment BassagesBy
metaphorically figuring for the birth canal, the claustrophobic quality of these objects is
further accentuated with the clasp, which invites the viewer to construct the megagior
CANAL IS NARROWFACILITY, and the metonym@FFICE CLASP FOR OBBACLE. Stutzer(2007¢

102) confirms claustrophobic anxiety as one tbke themes ofPassages where colors
(psychedelic coloring of mostly blue and purple), together thigtold, natural precision of
painting these sterile sinkers, antique apparatus and metal containers adds to the relativity of
the hyperrealistic reproduction of the elemehtermetically sead rooms, theemptinesof

which suffocates the viewer (and no one can penetrate from the oufsidsgss furnishings

as symbols for the devouring female sex part, while colors {ekired pink, deep blue that
turns into violet) offer only a sense of indifference (Billeter, 2007, B®mechanoids need

not be present in the paintings in order for Giger to evoke a feeling of anxiety and fear; the
images of ordinary, everyday objectgith their superior chromaticity, are reproduced in an
objectively distorted manner, so that the atisis oppresive,rxious, desolate (Stutzer, 2007c
102).

In the second group ¢tassagespainted from 1971974 (the Cologne garbage truck
inspiration), we again see the isolation of the subject from the visible whole that triggers the
frightful vision with subliminal erotic characteristicghrough the mecharnigydraulic
mechanism (Stutzer, 2007802).This group is further imbued with figurative meaning since
the organic parts andiological allusions are introduced to the trusgening, now devoid of
the context of the original imagélowever, the intentional loss of the contextual surroundings
poses a problem for the construction of the metaphoric meaning: the viewer is no longer
familiar with the most important elements from the source donmbeféilities, the clasp,
representinghe mechanic) in order to access the target domain (the orgéh&Passages
series in its second installmenthus represents a metaphoric blend of two input spaces: input
space 1, which is the truck mechanism, anditirgpace 2, the organic opening of the human

body (in particular, the female bodyhis blend igpresented in the following figure

82



Figure 6. Blend foPassages

The blend (Figure 6.) enables us to see the rich emergent structurePafsgagest
the noncompogte image of a fully mechanized entity that simulusdy contains biological
characteristics, a color spectrum that reflects both the organic and the machine properties (for
example, warm colors are usually present in a living organiang,an amalgam of shapes
and lines evoking both input spacesDYLQJ HVWDEOLVKHG WKH EOHQG LW
W KH E GddghGhe Warkdus invocations Bassagesas a natural/artificial evolution of the

entrance with regards to the passagéimé (changes in the material), color variations, etc.
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Furthermore, both properties (animate/inanimate or static/dynamic) can now be seen in the
blend: on the one hand, the passage does not move from its initial position; on the other,
alterations to théook of the object, especially the entrance, suggest an internal change was
undertaken, similar to the way the body regenerates itself after sustaining damage (for
example, a skin cut), or even the constant regeneration of loettss regard, the subjeof

the series moves according to biological laws inherited from input sfce 2.

4.1.2. Biomechanoid period

7KH ELRPHFKDQRLG SHULRG RI FUHDWLRQ ZDV ILUPO\
(especially theBirthmachineseries), and since the distinction between all three periods is not
a clearcut line, we can state that the foundation of his most characteristic elements
connecting the mechanical and biological was placed already in the early 1960s.

The beginningof tKH V VHHV WKH SUROLIH&DBW ot RI1 *LJL
PDQNLQGYYVY FRQQHFWLRQ WR WHFKQRORJ\ DQG WKH VXE\
bring to the civilizatiorf® Series such a8rotomechanics, Victory, Landscape, Necronand
others from his period predominantly show figures with (eelative) human form, but
mechanicaparts.

H.R. Giger recognizedhe present time as the period in the development of our
civilization where the Surrealist adage about the umbsellang machine construction can
be made possible, and therefore the ripe period for Biomechanoids, which is for him a
harmonius fusion of technology, mechanics with the orgainécreature AR+, 2007, 48).

Cowan (1998, 7) notes:

8 |n this and the following blends presented in this dissertation, there is a crucial difference between these visual
representatio DQG WKH RQHV SRVWXODWHG E\ )DXFRQQLHU DQG 7XUQHU
Falter (2009, 149), we recognize the direct links or counterpart connections between two input spaces as
characteristic elements of conceptual metaphor, and neeptral integration, since the input spaces have not

been connected in the mind of the viewer prior to the process of conceptual integration. In this process, the
JHQHULF VSDFH FRQQHFWYV WKH WZR LQSXW VSDFHVY PRUH LQ ODWRYDF
49 n an interview on his filneXistenZ(Anderson, 1999), film director David Cronenberg, known for his visceral
SRUWUD\DOV RI RIWHQ PRQVWURXY FRPELQDWLRQV RI ELRORJLFDO DQ
>«@ 7KHUH LV QR VIeg/DdJdDheeReQpregdibRr KWIhRman creative will. And if it is at times
dangerous or threatening, it's because in us we have things that are dangerous-destrisetive and

threatening and it's expressed in various ways through our technology. Wedvbeabit into our bodies. Our

bodies, | think, are biochemically so different from the bodies of people a thousand years ago that | don't even

think we could mate with them. | mean, | think we might even be, in other words, a different species. We're so
different. We absorb it. It comes out of us. It weaves in and out of us. It's not really an interface in the sense that
SHRSOH WKLQN DERXW D VFUHHQ LQ WKH IDFH , VHH LW DV D ORW PRU
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3+H KDV DOLJWwWidiGueluQivétdeVA Rniverse where organic andgauaic forms

DUH VKD S HB®e-neF MIXPlagshedd| the dialectic of man and machine, where flesh

and bone join magma and metal in synergistic ballet. Steel girders support, and conduits
nourish. Human forms grow fluid and metamorphic, evolving into a new realm, both
disturbing and sublime. AWMQ GHUR XV VI\QWKHVLV ERUQ RI D SRZHUIXO

Grof (2014, 19) points out th&iger has uniquely captured the ills plaguing modern
society t UDPSDQW WHFKQRORJLFDO DE XVH VXLFLGDO GHVW
violence reaching apocalyptproportions, sexual excesses)d the underlying alienation
experienced by individuals in relation to their bodies, each other, and nQturtne title
Biomechanoids, Grof (ibid) says the following:

SThis term perfectly captures the zeitgeist of tlweentieth century, characterized by
staggering technological progress that entangled modern humanity in a symbiotic relationship
with an increasingly mechanical world. During this period modern technological inventions
became extensions and replacementsuwfarms and legs, hearts, kidneys, and lungs, our
brains and nervous systems, our eyes and ears, and even our reproductivetiorgaich an

extent that the boundaries between biology and mechanical devices have all but disappeared.
The archetypal statHVY RI1 )DXVW WKH 6RUFHUHUfV $SSUHQWLFH
become the leading mythologies of our times. Materialistic science, in its effort to understand

and control the world of matter, has engendered a monster that threatens the veryaurvival
OLIH RQ RXU SODQHW 7KH KXPDQ UROH KDV FKDQJHG IURP

*LJHUYV DUW UHIOHFWYV WKH RQJRLQJ PRUDO DQG SKLC
LQ JHQHWLF HQJLQHHULQJ FRQIURQWLQJ MWifiK BdvRBrRe3NLQ G TV
that offer the possibility of altering the human bodg BLVY Q 1RW RQO\ V
unbridled violence and destruction on an unprecedented scale characterized much of the 20th
century, through internecine wars, genocide, torturglitarian regimes and international
terrorism, which all constituted powerful motifs that can be seen in his Warks, 2014,
21). The author (2014, 25) continues:

*LJHUTV ELRPHFKD QR lalbthBsd BsséhtaFdeim8risth¥ ¢hatacteristis of
the 20" centuryin an inextricable amalgam. The entanglement of humans and machines has

consistently been the leitmotif in his paintings, drawings, and sculptures. In his inimitable
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style, he masterfully merges elements of dangerous mechacdicdtaptions of the

technological world with various parts of human anatomy

7KH 3ELRPHFKDQRLG® SHULRG LV SUH VBib@#&hamidZLWK W
(19691983), Li (19731974, The Spell (19731974, Dune/Harkonnen (19751979),
Biomechanical Landscape (19761987) Necronom and Alien (19761978) and

Erotomechanics (1979)

4.1.2.1. Biomechanoid

Year: 19691983

Orientation: horizontal, vertical

Color palette: monochromatic
Theme:portraits of biomechanic organisms
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Image 6 BiomechanoidWork No. 99 (1969).

7KH 3RIILFLDO” EHJLQQLQJ RI WKLV SHBibmReBhdnwid® DUNHG
(Biomechanoidenportfolio in 1969. The portfolio contained severints, and marked a
FRQWL QXD W4 et€atiry irf BlDfidrbhg, culminatingp this periodwith the design for
Alien. During 1969 Giger also works on the sartided sculpture, which sharesome
physical traits with the alrefrom the filmSwissmade 206@ompletedthe year beforavith
F.M. Murer.

The first painting that belongs to this serie¥Jisder the Earth(1968), which laid the
groundwork for the thematic focus of the whole series. It depicts a female ceatloged in
a mechanical surroundings below the surface, connected to it with a couple of tubes. There is
an unrecognizable mass of clouds/organic mass aBemechanoidWork No. 98, 1969)
depicts the same creature enclosed in metallic enclosure, reeeriwo perspective(front
and side)The being has no eyes; inste#iiere are roundhaped sacks which connect to the
lower part of the body via narrow, ribbed tubes. The creature seems to be responding to
stimulus coming from a protruding metallic tupkced in the front of its mouth. The same
(or similar) creature is placed in a different poséiomechanoidWork No. 99, 1969), in
which only the side view is shown and offers a look at how the creature is connected to its
mechanic surroundings (viwo tubes of different sizes at the back of its head). Extremities
are pulled back in an unnatural positiamd the being seems to dangle over a black \tid.
theme continues witlBiomechanoid :RUN 1R LQ ZKLFK WKH FUH
parts are twisted to accommodate the metallic enclosure from all sides. Occurrence of sharp,
protruding bones in place of legs ake the images fromWe Atomic Children In
BiomechanoidWork No. 101, 1968 the head of the creature is connected with numerous
tubes to the mechanic environment, while the followBngmechanoidWork No. 102, 1969)
GHSLFWVY DQ HPSW\ PHWDOOLF HQFORVXUH LQ WKH VKDSF
round openings spilig some sort of liquid. IMBiomechanoidWork No. 103, 1969), the
viewer recognizes the office clasp/safety pin fromRassageseries, which is located in the
upper left corner of the painting. The main part is reserved for another combination of
mechaic and organic, and iBiomechanoidWork No. 104, 1969), the recurring element is
the Birthmachinebaby, here adorned with the same eyeless growth and connected to the
creature whose head is obscured/transformed into a piece of the mechanic constawethn a

its body. In the final Biomechanoid(Work No. 105, 1969), the creature stands upright,
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connected via tubes in several places to the mechanic encléselfestripped bare from flesh
on the back of the torso.

This series of paintings alsmcompasses a number of paintings that were created in
the 1970s, where the theme is continued and expanded with a different technique of painting,
and a more detailed look at the merger of flesh and madBiomechanoidWork No. 308,
1976) provides a de view of the previously depicted merger, only with the mechanical part
now almost fully realized into a humahaped machine, whose torso possesses a wheel with
DSSHQGDJHV WKDW DGMXVW WK HASithHaV Mtxrpldy hapRend/ikH F U H [
Biomechanoid (Work No. 520, 1978.983),while the titleBiomechanoids also given tdhe
sculpture based on the same image (in two variamtsgh Giger created in 2002.

There are two conceptual metaphors at pdayuUMAN BODY IS A MACHINE, Of MAN IS
A MACHINE, andEMOTIONAL INTIMACY | S PHYSICAL MERGER a stefdurtherin the verbalization
EMOTIONAL INTIMACY IS PHYSICAL PROXIMITY. ,Q WKLV p*LIJHULDQ KXPDQ UDF!
Billeter (2007, 74), the difference between these areatand the ones depictede Atomic
Childrenseries is the merger of life and mechanics in a unity of flesh, tubes and apparatuses.
Somewhere depicted as children with overgrown heads and a short life span, these creatures
mostly have a skeleton stilkposed to the nucleus, but now with some flesh and muscles.
Above all, they possess a strange sex appeal that the atomic freaks did not possess. The author
(ibid) adds that the biomechanoids could not exist in theHifeatening environment were it
not for the mechanic adjustment. Still, whether the degeneration stopped and mutation began
is difficult to observe, as the creatures ooze ambigHhiiig. Giger noted the following on his

biomechanoid creations (Ramsh&003,37):

Su% LRPHFKDQ L Fiiin@ foricept Dedaus¥ iVsxiggests our dependency on machines,
PHFKDQLFDO WKLQJV ZH GRQTW XQGHUVWDQG DQG DUH DIL
examples are the panic and anxiety many, including myself, experience flying on an airplane

or usingan oxygen tank in underwater diving. Everyone is terrified of being attached-to life
VXSSRUW PDFKLQHV WR VWD\ DOLYH ~

Furthermore, the underground mechanized dwellings of the creatures emphasize the
missing limbs and senses, which seem to have atrophied or some sort of surgical removal
happened in order twonnect them to the machines. Lackegésight is especially noticeable
in works such afNo. 99and No. 100 Thus, we have the conceptual metonymagzK OF

PHYSICAL INTEGRITY FOR LACK OF FREEDOM All the creatures in the series are portrayed in
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unnatural, physically contorting positions thatgeon impossible, and, as eyes are connected
with a wide spectrum of conceptual metaphors (such as thekm@iin UNDERSTANDING IS
SEEING), we can posithat the creatures cannot escape tkatlosures because their basic
SWRROV?3 IRU PRY HakemawaydyssHalahh Wigpmelimbs).

4.1.2.2 Li

Year: 19731974
Orientation: horizontal, vertical
Color palette: monochromatic, blue

Theme: portrait of a muse

Image 7.Lil (1974).

In this series of paintings, the viewer enters piivenacle in thepersonal stage of the
artist's creation. For the first time, the portrayed creature is a model based olif@ peaton

+Giger's girlfriend at the time and muse, Li Tobler. Thus, the paintings are named after her,
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and portray Li in an ntricate combination of illumination, symbolism and personal
attachmentLi's portrait, immortalized by Giger in these two paintings, as well as sculptures,
adorn countless brochures, exhibition posters, catalogues and other materials, which positions
this work very high in Giger'seuvreand, at the same time, shows the deep connection with
WKH SRUWUD\HG SHUVRQ %+*KOHU

This series also serves as a typological basis for the female faces in his later work: the
high cheekbones, wide, almostigped eys, and delicate facial feature$o« KO H U
The author (ibid)sees Li Tobler as the perfect idealtypical embodiment of Giger's female
entities, and the unsettling combination of Eros and Thanatos, displayed in the balance
between living andlead in the portraits, creates an intriguing display of the way the artist
envisioned the psychological state of his muse in the years before her death.

Li | (1974) presents a woman's bust that stretches horizontally with the painting, in the
form of tentacles and nemuman appendages to the head. The face is illuminated, as well as
the forehead, where a white snake is shown positioned to the right of the Wsagith other
paintings, the human part (head) is 'reinforced' with mechanics: tubes and rows of metal that
blend in with the organic mesh. There are skulls weaved into the area around the face. The
head, with the toterike ornament, is placed betweemo poles made of a skull at the top,
hands and tentéeson the sides, and a tube/shagged extremities at the bottom. The light is
again focused solely on Li's serene face, and it is sligbflected on the middle parts of the
poles.

Li Il (19731974) provides a similar look at the bust, although the orientation of the
painting is now vertical. The head is fully integrated into the biomechanic background, and
the place on the neck where the head is severed is connected to the part of the background o
the right with a cableTubes and wires flow up and down the image like arteries, which
%sKOHU VHHY DV SURRI WKDW WKH ZRPDQ V KHDG
fully integrated with the machine, despite the obvious detachment froreghef the body.

Also, the organic composition almost seamlessly grows through the skin, where we see the
bone structure transformed as part of the ‘crown'. The ornament on Li's head is not without its
meaning: the viewer, despite the somewhat disfiguossification, sees resemblance with
paintings of pharaohs or sphinxes, and the posture also calls into mind the 'queen of all
TXHHQV IHIHUWLW{130% *KOHU

7KH FURZQ RQ /LYV KHDG GHVSLWH LWV XQXVXDO IHD
important element of the overall symbolization and deification of Li, the crown

metonymically stands foan elevated member/ruler of a societherefore, the metonymic
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construct iISCROWN FOR ROYALTY. The symbolism of the color palette, and in particular the
lighting, mustalsobe addressetf The dramaturgy of light lifts or foregrounds Li's face and

the creatures around in the palette from milky grey to white, while dbkgbound sinks in
PLVW\ GDUN JUH\ ZLWK PLQLPDOLVWLF HFKRHV RI EHLJH
Contrary to primary metaphors such@soD IS LIGHTBAD IS DARK, in Giger's artistic mind

such cleaicut distinction is norexistent. Sutter (1982) states that, in this se@éger painted

Li in white, since for him, white is the color of dealfhis seems to correlate wili*e KOHU V
(2007) view of the series as aepcient depiction of Li'sater destiny.Therefore, in this
particular construct, the metagr can be verbalized AaBEATH IS LIGHT, PEACEIS LIGHT, and

DIVINE ASCENSION IS LIGHT. At first, these verbalizations seem contradictory, however, the
viewer musttake into account theighly personal depiction of Li Tobler, who suffered from
depression and wanted to leave the artist at the time of its creation. The paintings were Giger's
attempt at both building a private monument to his beloved, her immortatizatiol the
UHWXUQ RI WKH SHUVRQ VKH RQFH ZDV RU WKH SHUVRQ K
serene look on Li's face, and the continuation of life after the disruption in the body's unity,
seem to point to the artist's desire to relieve hisemafsdepression and other negative
feelings thus juxtaposing the traditional meaning that the color white has for him with the life
‘after death' of Li's head in the paintings we will see in the following section, the female
figures from this seriesmohighly resemble Liwhich points to her look as the main female

archetype in Giger's opus.

4.1.2.3 The Spell

Year: 19731974
Orientation: horizontal, vertical
Color palette: monochromatiblue, sepia

Theme: depiction of a religious temple

50 |n art history, we can notice that deities anddrisally revelled figures were illuminated in a similar way
from the rest of the painting in many artistic periods. This can be seen as an attempt to distinguish them from the
mass/ordinary people and give them extraordinary visual traits.
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Image 8.The Spell IM1977).

The variety of iconographic links, such as the divamsl warrior motifsindustrial
symbolism, as well as meanitigat Giger asignsto metaphorical attributes of night animals
(snakes, cats, spiders, worms, etc.) usedsip&intings, point to another possible view of this
artist £the one that could paint him as a (post)modern symbolist (Arenas, 200En8£)ng
the realm of highly intricate symbols used by Giger, with often religmumsotations, the
seriesThe Spellis one ofhis most controversial serie$he paintings presented in the
following section are all saturated with a number of highly symbolic elements. As with some
other Giger's creations, the artist's modus operandi igdinstaking layering of the ingary,
which he packs with an excessively cluttered barrage of visual information, intending to
compound in the viewer the resonances of apocalyptic dread (Stathis, 799®). LODQGV FD St
of symbols is powerful enough to warrant only a depiction in monoohyince vibrant
FRORUV ZRXOG FRQVWLWXWH D YLVXDO uDVVDX*OWY RQ WKI
The Spell 1(19731974)is a highly detailed, convex painting in which the central
female entity draws heavily da's features (this time with fll body); thesurroundings are
made of Giger's traditional bomeachine materialThere are two appendages that stretch
from the creature's face to the abdomen, while a skull is placed above thékerdstem.
Arms are placed on the mechanic boartihe the creature, whose legs are calcified with

51 Giger confirned this choice of the color pallete in an interview (Doense, Robley, 3888
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smaller alien heads in the region below the knees. Alien heads, extremities, tubes and
weapons form the immediate surroundings of the entity.

The Spell 11(1974) presents another frontal view of the femaidity, whose head
ornament now consists of a goat's head with horns, and enormotigkbarowths that seem
calcified with the headShe is strapped to an inverted wooden cross, and in front of her there
is a table with two other female creaturmmnnected directly to each sidsinfilar to the
figures in theShat series). Other female and phalliorms complete the image, with the
biomechanical structure in the background.

In The Spell 111(1976) the totem form is reinforced with the design @& painting
(vertical orientation with expansion in the upper left and right part of the imalge)central
figure is no longer female; instead, it depicts a sort of Indian deity withipleularms
stretching from eachide of the creature, cloaked in daeks and exhibiting a snakke torso
(or tail) in the lower part of the image. The face resembles a skull, and the entity holds a
dagger in its mouth. There are other symbols around the entity: a heart with another dagger in
front of it, snakesmveloping the arms, wings, and horns, emanating from the skull, as well as
a central, translucent appendix that stretches to the space above the creature. The expanded
parts of the painting contain two heads with growths emanating from their mouths.

The Spll IV (1976)is an elaboration oflassicreligious symbolism. It seems that the
artist wanted to gt almost all recognizable symbols in one painting and place them in the
middle of a silent war. The central image belongs to the horned Baphomet,-knovet
symbol of satanism. The traditional position of the arms (the right above, and the left arm
below the torso) is amplified with biomechanoid parts following the lines of the body, while
the figure sits on top of five human skulls. Above its horns tiseademale figure illuminated
in white, with stretched arms and legs, and holding a scythe and a dagger in each hand.
Behind it, an ornamented white pentagram is positioned to form a symmetrical central
element, and the same pentagram is portrayed defth@de of the painting. Another female
figure now lies in front of it, with an elongated head and tubes falling loosely below the seat;
another seat is on the right, where a dark female figuséting in the same position in front
of a black, invertd pentagram. Snakes and Lovecraftian creatures are entwined with the
portrayed elements; angels observe the tableau from the left, and a demoure seaking
off a mask, crouching on the right side of the painting. The background is familiar in its
biomechanicity.
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Ehrer?? (2004 7) takes notice of the color pallete i#6 S H O Oang9dffers the

following depiction

Baphomet itself is rendered mostly in blacks and grays, colors the artist refers to as grisaille

in warm to cool tones. The round heaufstwo babies cradling hand grenades replace the
EUHDVWY RI /HYLTV GUDZLQJ DQG WKH FDGXFHXV IRUPV WK
is also mechanized with its empty robotic eyes, metal plates forming its snout and tubing, its

eye sockets. In erast and in congress with the flame of knowledge is the shining female
figure, the representation of good. She lies on a double pentagram covered in intricate designs
and carries a blade, pointing outwards, in each of her hands. To the left and Bgphhomet

and the pure female are sister figures of good and evil, each woman curled up fetally below

the dark (the right) or light (the left) pentagrams, which are repeated in the center of the
LPDJH 3

Therefore, as opposed to the setiesin The SpelliGiger skillfully inverts his notion
of color to pccommodaté&he traditional notion o600DIS LIGHT/BAD IS DARK. Furthermore,
in this series, Giger employs what Carroll (1990p OIOR/UU LILF P HWASsqridings %\
the creature with objects and entities that are already reviled: body parts, vermin, skeletons,
and all manner of filth, the artist can employ this metonymic link as a means of emphasizing
the impure and disgusting nature of the entity, wigcbssentially a compound of danger and
disgust, enabled by the development of these attributes in tandem (Carroll, 199Mus2).
by perceiving the entities and elements portrayed in the series, we can discern metonymies
such asRATS FOR FILTH SNAKES FOR DANGEREVIL, SATANIC SYMBOLS FOREVIL, and SKULL
FOR DEATH

However,these figurative examples anegrained into the westernized society with
such fervor that their construal is obvious withlmakking at the targesource connections. As
pointed out byForceville (2009b, 772), the move of metonymic source into the direction of
being a symbol is motivated by the detachment from its discursive context without losing the
connection with its targffW UHIHUHQW 7KLV PHDQV WKDW WKH FURVYV
in most context, just as the Leaning Tower of Pisa is a symbol of Pisa, and by extension of
touristic Italy. The contrastive example that the author offers is a brick, which issyohiaol
for a skyscraper, and ends his observation wifalst that in both metonymy and symbolism

2. Q (KUHQ V WH[W 37KH 6SHOO ,93 LV PLVWDNHQO\ WLWOHG DV 36SHOC
author means the former.
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ZH VD\ WKDW RQH WKLQJ pVWwhBitakeddy Rugdests fBtHsykhkdlsQade H O V H
metonymicallymotivated.

The central elemerdnd symbolof The Spell 1Vis the wellknown portrayal of the
Devil by occultist Eliphas LewWi19thcentury) This traditionally 'villainous' entity in religious
text, particularly in monotheistic religionead numerous incarnations andtpaits over the
centuriespne ofthem being a godike creature with horns and hoofSettings 1987,133)
notesthe belief that the Devil must adoptasekXPDQ IRUP LQ RUGHU WR pZRUN
world. The positioning of three symmetrical stars in the image provides an ingFighstract
landscape through which other symbols are interwoven. In the classic paintings of the horned
Deuvil, there is also a star on his forehedthe five pointed star was used in Egyptian
hieroglyphics as a symbol of God and spiritual power, later roegp one of the most
important symbols of purity and spirituality in occult lore. The reversal of this symbol can be
VHHQ LQ WKH VKDSH RI WKH "HYLOYV IDFH WKH WZR KRUQ
ears as the horizontal points, and the lopant represented in the sharp, bearded chin).

The direction of the star symbolizes thbBegiance of the wearer to either Hell or
Heaven, as the former is classically depicted underground, and the latter in the direction
towards the heaven. Every element in the painting has its counterpart, which is linked to the
important satanic concept Devil being God inverted (Gettings, 1987, 138)must be noted
WKDW WKHVH pVDWDQLFY SURMHFWLRQV DV WKH RWKHU Z
enthusiasm by the artistic circles, r X Q VW S R eithal(2015)efers tothem, sincdor
them unnatural depictions were simultaneously deemed pereeen thouglGiger owedhe
creation of many such paintingsostly to hissophisticated black sense of humor.

Giger added an element to this traditional depiction of the fight betweshagal evil
E\ SODFLQJ D IHPDOH IRUP LQ WKH FHQWHU RI WKH ZKLWH
head. As women figurprominentlyinto his art, this addition t®he Spell I\tan be seen as a
confirmation of the divine quality Giger bestowes upanftimale creatures, often depicted as
queensl(i I, Li ) and rulers of his biomechanized worlthé Spell | The Spell I). Thus, the
series offers the possibility of the metaphoric construB8lOMAN IS A DIVINE BEING. The
powerful depictions of women will be continuemh this period, as well as the

postbiomechanoid period.
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4.1.2.4. Dune/Harkonnen

Year: 19751979
Orientation: horizontal
Color palette: monochromatic

Theme: the Harkonnen world Biune

Image 9 Dune 11(1975).

'LWK WKH ZRUN RQ WKH XQILQLVKHG $@®uHM WRQBUR -RGI
ZDV EDVHG RQ )UDQN +HUEHUWYV ERRN RI WKH VDPH QDF
portraying the environment of the planet Giedi Primus, which servecastaty residence of
the Harkonnen famiff -RGRURZVN\ ZDV LQVSLUHG E\ *LJHUYV FUHDYV
to his art via a catalogue, and in 1975 offered collaboration on what was to be the most
influential sciencdiction saga on the silver screee, RDVWLQJ DPRQJ RWKHUV 6D

53 Harkonnen furniturevas also cratedto accompany the visual feel of the film
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the role of the Emperor. The plans for this monumental film eventually fell thitumit the
innovative design evokes the dimensions of greatness both literally and figuratively in the
following paintings.

In Dure | (1975), the way to the Harkonnen castle is paved with sharp bayonets,
positioned horizontally from some sort of pipes. The path is aligned with a set of tubes placed
in a row to the castle, which looms over the distant horizon, shown inbaise 1l (1975)
offers a side view of the Harkonnen castle. It is comprised of a colossal torso in the shape of a
cone, on top of which there is an elongated head. Arms are built on the sides of the castle, and
three tubular entrances/exits are shown connectecetoastle. The ground is covered with
piles of human bones, presumably thrown out with the help of exiBuhe 1V (1976), the
viewer has a closer look at the head on top of the castle. The sides of the face are
disproportionate, and the back of the headlongated, going all the way to the back of the
torso. Traintracks lead to the front, but there are also numerous mechanic lines, pipes and
elements crissrossing the surface of the torddune V (1976) shows the same central
element (the head), butig no longer adorned with a lighblored surfacetinstead, the face
is exposed all the way to the skull, and blotches of rust or disease have attack&datieG H
the castle. The exposition is continuedOaone VI(1976), with the only difference théte
‘eyes' are portrayed closed.

In series representatives suchCase Il andlV, we encounter a powerful conceptual
metaphor in the form aMPORTANCE IS SizEVOLUME. The castle Harkonnen has to physically
embody the importance of the famiy WK XV WKH 3ERG\" LV GLVSURSRUWLR
KROGVY WKH 3VWUHQJWK"~ WKH IRXQGDWLRQ DQG WKH VL
would dare to tackle the dark rute The full intention of the painting is realized when we
OHDUQ RI WKH FDVWOH(TV XVdHt &tually kbsobsith€y EdergyQwhldlR QW R
adds another layer to the already powerful imagery for the Harkonnen residence. This
interpretatonLV FRQILUPHG E\ 'L )DWH ZKR VHHV *LJHU
symbol of aggression, set on a hill of charred human bones, with a face that conveys
GHVWUXFWLRQ 3 ,W LV QRW ZLWKRXW UHDVRQ WKBsW 'L )DW
The antropomorphism of the Harkonnen castle accentuates the emotions of fear in the viewer,
because the ethical depravity of the Harkonnens cannot be tied to our notion of humanity, at
least in its most elevated sense. Thus, the previous metaphomsatuct is enabled by the

metonymy HUMAN BODY FOR BUILDING, in which the castle is seen as essentially the

5 The film was eventually made by David Lynch with an entirely different design, and with an underwhelming
performance (Kunst, Design, Film, 2009, 36).
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metonymic representation of the emperor family which occupies its premises. Imbued with
such figurative power, the series represents the literatson all its terrific majesty, which
is perhaps indicative of the impossibility of adequate visual adaptation in the cinematographic

form (at least in the 1970s, the time period in wiitinewas planned).

4.1.2.5 Biomechanical Landscape

Year: 19761987
Orientation: horizontalvertical
Color palette: monochromatic, blue, sepia

Theme:the continuous merger of flesh and machine

Image 10Biomechanical Landscape (1979).

Biomechanical Landscapseries isan LQWHJUDO S D aeWreRandnho3tH U V
certainly belongto his magnum opus. In fact, we can conclude that he continued his series of

landscapes well throughout his artistareer, making these vistas a recurring motif in not
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only the paintings titled as such, but also in most of otlwrks from this particular period.
$V QRWHG E\ 6WHd\WeK Is¢lear from adperusal of his fifth and latest collection of
work?2 + 5 *L JBidsevhanicgfrom which the artwork featured herein was taléett)e
PDLQ HOHPHQWYV RI y*ihtdnddgnd thoR Wby tansSiBtéhtnightmare landscape
KDYH EHHQ NLFNLQJ DURXQG KLV V\QDSWLF DWWLF IRU DW

Giger painted these vistas most intensively during four periods/years: 1976, 1980,
1983 and 1987n this section, we will focus on the first two installmerits.

Biomechanical LandscapegWork No. 297,1976) presents a mechanical interaction
of various metallic entities intertwined in an enormous artifiealpde paysage.
Biomechanical orbarecirculating through the image, two of them shown in the center as if
coming closer to one another (the first is shown propelled from above, while the second rises
with all its mechanical appendices from the ground). This is the beginmirganic forms a
still nonrdiscernible from the rest of the background, if there are any. Nevertheless, the orbs
are atypical for machines; they allude boman parts (head, eyes, bodily curvds).
Biomechanical Landscape (Work No. 29&, 1976),elements in the foregund are now
elongated, the shapes have gained even more round parts, while the central element resembles
a human skull, in which metal parts double for exposed teeth. There are various tubes entering
the image from pipes directed towards the central elgraed the whole image is illuminated
in places, which gives it monstrous depth and points to the enormous size of the whole
landscapeBiomechanical Landscapg®&Vork No. 312, 1976) focuses on the intricacies of the
connections between various metallic parts in the landscape: the round elements seemingly
perform the work of joints; there are belile pipes connecting wheels and other elements,
and the manner aflumination points to the thredimensional, round shape of some of the
extremities shown in the lower part of the painti®jutzer (2007c¢203) states that the
underlying element of these works is a rigid structure, accentuation of the vertical aeistral
and mirrorlike repetition and modification of the same elements, along with a strictly
symmetrical overall arrangement and careful positioning of the balrad No. 31Zan be
taken as representative of this disciplined approach to a formé&tisysvhere the apparently
irregular layer of bones om other examples, the supposedly pulsating veins and mesenters
cannot steal attention over the underlying, strong composition.

The view in Biomechanical Landscape (Work No. 319, 1976) now shows two

entities facing each other and interacting on several biomechanical levels. Some connections

55 The later two installments are not represented in the corpus according to our criteria.
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are merely hinted at with an almost ethereal airbrush stroke evoking a translucent surface of
their body parts; others are bghi to the forefront and heavily armored with scytke
appendages, spikes and tubBemechanical Landscap@iomechanische Landschaft (mit

.| STH®ork No. 413, 1979) shows an elaboration of the landscape viewed in the previous
paintings The ending®f the mechanical constructions now appear to have a humanoid face,
and are moving in an upward motion through connected extremities, both of the organic and
mechanical originin Biomechanical Landscape (Work No. 417,1979), the situation has
changedcircuits and tubes swim in a sea of organic matter coating and falling beneath the
mechanical network. The eye of the viewetrisked into recognizing some of the forms;
alas, the illuminated parts only partially evoke the images of human body partebu
texture and the color assigned to these unmistakably point to their organic origin.
Biomechanical Landscape I{Trains Work No. 418, 1979jakes the viewer back from the
immediate vicinity to the biomechanical amalgam, and now shows a view frateaated
position to trains and the accompanying traintracks, which are fused together in the part
closest to the viewer, and contain both mechanical and biological elements to their
construction. In the far right of the image, and also the point mosintisom tle viewer,

there is a spiral piee with a round edifice behind it.

Spiller (2016, 68 states that the seamless painterly techniques Giger used to create,
among other visuals, his landscapes, effectively blur the boundaries between the $wmale of t
body and that of the landscage ZKLFK FDQ EH 3V @addtadhnoloyidal Ma¥ WL Q J
grown monocogque structures, or warty excrescences that erupt into bulbous crepuscular cysts
dovetiled with eyes, eggs and glarid

As with the previous, organicandscapeseries, Giger's main motif is the figurative
imagery that arises from the amalgam of flesh and machine. However, the conceptual
difference between these two installments is the representation of the biological, which is the
main visual element othe organic series, but takes on a more underlying role in the
Biomechanicalinstallment. Therefore, the artistic view of the emerging humanity as non
human, or not entirely organic, produces a blend of two input spaces, characteristic of Giger's
oeuvre biological and mechanic. The world of the second variant oPtssageseries is
now multiplied, placed into a larger context of an entire horizon as a 'habitat’ for these bio

tech hybrids. The blend can be presented visually witfotleaving figure.
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Figure 7.Blend forBiomechanical Landscape

Biomechanical Landscapeherits some of the characteristics from the input spaces,
such as the physical form, protrusions and cavities that evoke both tadlagd mechanical
origins, and in the blendthe structure of the environment consists of -d@ternible
biomechanized elements, reflecting both the chaotic/natural positmas the organized

sequencing and repetition of the artificial pafone of the elements are fully formed
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individually in the blend; even in the example Biomechanical Landscape 1{(L979), the

trains are simultaneously distinct (partially) and form the biomechaeizeédonment. Thus,

the blend retains the characteristics of its emergent structodegt the same time vagly

recalls the elements of the input spaces.

4.12.6. Necronomand Alien

Year: 19761978
Orientation: horizontal, vertical
Color palette: monochromatic

Theme: depiction of a monstrous creature

Image 11Necronom I\M1976).

In this section, we will turn to+ 5

*LIJHUYV PRVW

IDPRXV FUHDWLRQ

of the film Alien by Ridley Scott (1979). Two important series are connected to the design:

the Necronom which was created before the film and served as the model for the creature,
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andAlien, the series which Giger creatsgecifically for the film, inalding the three stages
of $ O L deydlapment.

The origin of the iconic look oNecronomFDQ EH VHHQ LQ *LJHUYfV HDU
most notablySchaft No. 71966)and Alpha (1968) The elongated, alien head, Aamman
features intertwined with shapes and formeally belonging to a human body have been
developed over the years and decafilem their initial appearances the fully realized
biomechanoidorm of the latter period.

Necronom 1(1976) provides a profile view of an alien head, heavily surrounded by
tubes connected in and around the transparent surface of the features. Tt rapeith area
seem to be invaded by tubes of a larger dimension, and the whole image appears static, since
the tubes put the creature firmly into the designed place.

Necronom 11(1976) provides an elaboration of the alien he@le image consists of
three heads that seem to be presenting movement to each side, showing the face from the
profile view, as well as en fac&he upper part of the head(s) appears to be a helmet of some
sort, and the eyes of the creatures are eitherredva norexistent. The elaborate work on
the rest of the faeconsists of both strings and veins, marrying the very organic look of the
features with that of a mechanized structure. The creature seems to have no skin, but in the
side views, what exits ¢hmouth is a male sexual organ, which seems to be a part of the inner
organic structurelLevy (1979, 35) notes thaté artwork suggests the gaping jaws of horror,
and seemingly eykess, doméneaded visage whiclve later see in the film, whilehé side
views suggest the action of the protruding tongue and the appearance of the jaw musculature
Grof (2014, 27) seedlecronom llas a ¥hreeheaded skeletal figure wearing a military
helment, combines symbols of war, death, violence, and sexual aggressideriifyeg
DPDOJDP" ZLWK ZKLFK *LJHU FRQWLQXHG KLV QDUUDWLY't
plagued humanity throughout the past century.

Necronan IIl (1976) shows the character from a different angle (between side view
and profile view) with itsmouth open, but without any protruding features coming in or to the
mouth area. Instead, what seem to be tusks surround the head, slightly obscured by mist
hovering around the lower part of the head. There are no eyes; a network cdndriedes
cover the upper part, and similar network covers the background of the image.

In Necronom IM1976), the creatures ifully realized from the neck down to the lower
torso. It provides a profile look at the elongated head, which is followed in length by four
tubelike growth from the back of the entity. The arms seem hulikan nevertheless, they

are interconnected wh wire and plates, and seem to be holding the tail of the creature, the
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end of which resembles an encased skelefdre ®lor palette does not stray from the
monochromatic look, with various shades of grey used to add-dimensionality to the
ribcage, tibes, and other features.

Necronom V(1976) is an amalgam oErotomechanicsand the creature from
Necronomthe creature, resembling a female entity, is shown in partially horizontal pgsition
whose extremitiesither pierce entities emanating from tulbesund the creature, or are fully
connected to them in a complex network of limbs and wires.

Necronom VI(1976)depicts a creature, naked, except for a crown or a turban on its
head; it is almost completely humbooking, with only a few wiresseen athe joints of the
fingers and ankles. However, it is holding the lower part of the torso, a trunk of some sorts,
which consists of a grey tube out of which various mishapen heads come out in a white mesh,
only to die and disintegrate dime ground.

Both Necronom VII and VIII (1976) portray an alien whose features allude to both
human and nohuman forms; there are parts, such as ears, that are placed on the side of the
heads; however, the heads are surrounded by@ganic growth that resembles a shietd
some sort of a helmet (in the case Ndcronom VIJ, while in Necronom Vllltentacles
surround the facial features.

Necronom [X(1976) shows the head of a creature with partial human features, but
with growth unresembling human form spurting from tbp of the head, and the chin. In
fact, the whole lower part of the head is portrayed as anld#estructure, again intertwined
with mechanics.

In Alien | (Facehugger) Version(L977) andAlien | (Facehugger) Version [L977),

ZH VHH WKH ILUVW VWDJH RI WKH FUHDWXUHYV GHYHORSPF
egg to the face of the victim using the tail as a spring, then attasbiédirmly with the help

of spiderlooking legs, which form a strong grip oWKH YLFWLPYfV KHDG DQG
proboscis into the moutfor the purpose of depositing embryogsl(J H U { V 1992,118)Dhe

act is clearly depicted in the paintings (latching onto the victim, and depositing the embryos).
Alien Egg lland Alien Egglll (19771978) depict the eglike dwelling of the facehugger,

with translucent surface in order to show the viewer the content inside. The first painting
shows rows of eggs in the background of the central egg, while the second focuses on one
egg, addingnore details to the facehugger and the inteddien I, Facehugger, Version IV

(1978) offers a look at the facehugger from different perspective: latched, unlatched, and with
thetubelike SURERVFLYVY SURMHFWHG R XWliéhlll vhestbuBSteHKR R IIHU TV
presendg the seconghaseof the creaV XUHYV GHYHORSPHQW KDYLQJ VXFFH
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an embryo into an entity that no longer needs the host body for survival, the chestburster
HOLEHUDWHVY LWVHOI HyHRiRg k¥ Kuay throlghV itHidraglyiBiR G(both

variants, 1978)akes its cue from Egyptiastyle combination of alien hieroglyphs and the

three phases of Alien, all withia pyramid above and around which the-fybwn creature is

depicted, taking the role of a frame for the stages of developheemdscapgWork No. 385,

1978) serves athe design of the alien environment. Bdike structure is mixed with
mechanical past there are horizontal and vertical forms with strange orifices and growths

that resemble organic forms. Similar ground is depictatfrieck(1978) in which the derelict

ship of an unknown alien race sits on a hill, below a milky greyaskg familiar edment

from the Landscapeseries.A closer look at the shipWreck Entrance 1978) offers the

discovery of three ovadhaped entrances on the side, which again look more organic than
artificial (even though the surface is a network of metallic lines aresjukhe interior of the

wreck is designed i€orridor in interior of wreck SWKDW ZLQ&GKRelloraMiH D VQI
the entrance of the dereW LQWR WKH LQWHULBMHU WRSMIKHOAFRFNSLW’
mixture of biological and technological is again seen in the walls of the corridor, where tubes

and pipes are combined with soft tissBdot in cockpit(1978) presents a side look at the

alien being seemingly fused together with the gitckf the derelict ship; his bones and
mechanical apparatus are simultaneously linked to the chair, above which a vizier of sorts is
PRXQWHG LQ WKH IRUP RI WKH SLORWYV KHDG

Alien I, front-view Il andAlien I, front-view Il (1978) providea frontalview of the
being in the third phase of its developmetite full-grown entity. At first, the viewer is taken
by the humarooking extremities, but the subsequent detailed look at the head of the creature
bringsforth a different conclusion. The biomechanoid is also portray&diam Ill, sideview
Il andll| LQ ZKLFK WKH pVHFRQG PRXWKYT ZLWK DQRWKHU
creature as a weapon.

Arenas (2009, 15) sees thiecronomcreatures as anpomorphic beings who exist
outsde of the natural laws and testir categories of perception and understanding. Their
detailed appearance gives them the look of a realistic threat and perfection, and the same
description follows closely the traits reprethin theAlien series, as it sprung out from
Necrononfor the purpose of the film.

Thesetwo presented seriggovidedthe blueprintof the monster that set a precedent
in the Hollywood cinematic history. Never before has the biological dimension of an
extraterrestrial being been so detailed and transformed into an element of the movie, as noted

by Arenas (2009, 14). Sexual symbolism $sed&rom every celluloid frame: from the
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entrances of the alien ship, moist inner facilities, bidrestructures on the walls, to the ship
DV WKH PRWKHUfVY XWHUXV DQG WKH UHWXUQ WR WKH ZR
The creature representsire, vicious perfection, (there is no inhibition here, sexual or other)
something that can be somewhat imitated by humans by becoming a part of its natural cycle
(the host for the chestburster), but never reached. Alien is the embodiment of our fear of t
unknown, the ideal biological killing machine not plagued by remorse, gusti,dr any other
human emotios It resonates Q O\ VRKRHURERURV RI H[LVWHQFH? ZKRVH "
purpose is to live in the universe that has reached its biolggjitahcle with the creature,
only to be eaten alive from inside now that the final evolutionary step has been achieved.

At first, we couldposit that theconceptual metaphor presented by H.R. Giger is the
ultimate one:EVOLUTION IS A NON-HUMAN BODY. However, the source and target domains
cannot be easily distinguished from the Alien design in BiattronomandAlien series. Alien
itself appears a fusion of human possibilities and futuristic insenteithanic intention®
Thus, we camadopt the vievithat Alienactually presents a blend of thieput spaces, human
insectand mechanoidrhis view confrontarroll  V DQDO\WVLV RI FUHDW
Alien, for whomthis and similarcreature arean example of @hysically compossible image,
depending on the genre in which the visual image is set (this being at a cressfdemtror
and scifi). In view of the tenets of visual figurative mechanisms, the opposition of fiction to
metaphoricity of the image does not hold water, especially takifW R DFFRXQW &DU
emphasis on artistic intentionZ KL F K p, \WKhis XievGsgparate the intention to present
physically noncompossible images and beings inhabiting a fictional World.

The blend is presented in the following figure

56 The initial observation for the conceptual metaphor was part of the research presented at the 11th RaAM
Conference in Berlin in 2016. We are thankful for the commenade by participants of the session, in

particular Charles Forceville and Albert Katz, who pointed out that the figurative construal in the Alien creature

might be better served with a blend.

> &8DUUROO LELG VWDWHV 32QH FRbi¢h thér® dre Qitgrieéts, Livipwdinen,. BAMY LR QV L Q
PRQVWHUV ZKR DUH SDUW IOHVK DQG SDUW PDFKLQH 3 DQG SXVKHV IR
such a composition for metaphorical insight, as opposed to fictional possibility of the existbrlcese

creatures. The two characteristics of an artwork do not appear to be in juxtaposition, especially in the form of a
blend.
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Figure 8. Bénd forAlien.

In this somewhataugh visualiation of the blendFigure 8.) input space 1 is the
human, characterized by its animate nature, physical composition (flesh), binary limbs and
H\HV DQG UHSURGXFWLRQ YLD LQWHUFRXUVH ZKHUH WKH
body, as one part of the equation. In input spaceezhave placed the essential characteristics
of insects, such as a multitude of extremities {bmrary sets of eyes and limbs), some of
which are unique to the insect and animal world, and reproduction that contains the laying of
the eggs outside of tHaody. Input space 3 represents the machine, with its inanimate, non

emotional nature, absence of some physical characteristics shared by the other two input
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spaces, and the impossibility of reproduction. The emergent structure holds not only the
featurescommon for all three input spaces, which are relatively scarce (physical composition,
distinct features), but the most important characteristics are reflected in thearepound
entity. Among the most significant traits of this blended creature is wigrthie parasitic
manner of reproduction, which is a hybrid version of the Wways in input spaces 1 and 2
(depicted in, among other paintingdien Egg 111 (1977%1978),Alien |, Facehugger, Version

IV (1978),Alien II, Chestburste(1978), andAlien Ill, front-view Il (1978) The human body

is used as a depository of the egg, and upon delivering the sstamed specimen, it is
discarded immediately. The interra{ternal trait of the reproduction lies in the fact that the
facehugger creatures are rieelves laid in eggs existing in the outside world, which are
unable to produce the chestburster precisely because it requires a host.

As seen in the descriptions of the series above, the environment of the Alien mirrors
its hybrid nature, expanding theiolmechanic composition over the entire physical
surroundings of the viewerhe visual confrontation with itsystematicitysubverted our once
comfortable distinctions between biology and machinery, as well as our expectations of
mechanical forms with impitly clear functions. It also confronted us with a creature that
posed a threat to us from the outside and from witlial these subversionsade us rethink
the look of technology (London, 1988, 28).

In order to understand our own reasondgistence, Giger gives us a mirror to hold to
our own emerging alien identity, forged at the crossroads of biological, technological and the
destructive forces made apparent through wars and overpopulation from the 20th century
onwards.As Leary writes inhis foreword (ARh+, 2007, 4 @&iger has become the official
portrait photographer for the Golden Age of Biology. Giger's work disturbs us, spooks us
because of its enormous evolutionary tigpan. It shows us all too clearly, where we came
form and where we are going. He reacirdte oXU ELRORJLFDO AthbRdghbhé HV >« (

58 The cinematography of Alien, especially the potent horror of its mileu§ *L JH U 1 Y998 )Opkadides

additional contextualization in terms of its representation and intention. According to Hantke (2003, 532, et
passim), horror fiction provides ambivalence for the narrative experience, which is respected and brought to the
forefront withAlien ZKHUH WKH YLHZHUVY VLPXOWDQHRXVY UHSXOVLRQ DQG DW
rewarded with its final manifestation. Moreover, the film established a new visual grammar for the postulates of

the sciencdiction cinema. The pure techrmusere of the spaceship Nostromo is marked by the absence of

nature, while the inside of the ship functions as a metaphor for the parental body and thus the body of authority
itself.

Doane (2004, 185) elaborates on the symbolic system of Alien. For ther,aobth the film, its sequdliens

along withBlade Runner SRVVHVYVY V\PEROLF V\VWHPV WKDW FRUUHVSRQG WR WK
reproduction- such as birth control, artificial insemination, etewhich threaten the very possibilif the

guestion of origins of mankind. Furthermore, human bodies in the film are colonized by réd&horganisms,

providing an argument for the metaphoigontamination by forces of industrial capitalism. Thus, all human

beings initially on board on tH VKLS RU pLQVLGH WKH PDFKLQHY DUH QR ORQJI
technology reaching a state of sslffficiency (Hantke, 2003, 54€t passim).
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takes us back far, deep into our swampy, vegetative, insectoid past, he always propels us
forward into space. His perspective is ultimately post terrestrial. He teaches us how to love
our crawly, slimy, embryonicind FW ERGLHV VR WKDW ZH®°6DQ PHWDPRUS

4.1.2.7. Erotomechanics

Year: 1979
Orientation: horizontal
Color palette: monochromatic, blue, sepia

Theme: humamachine intercourse

Image 12Erotomechanics VI{1979).

Erotomechanics IWas created in 1979 and presents the first painting with this title in
WKH VDPHQDPHG VHULHYV 7KH VHULHV ZDV DQ KRPDJH WHF

59 The original text (written in English, then translated to GermaRin+) is taken from the of€ial website of
H.R. Giger at http://www.hrgiger.com/leary.htm.
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(Bonzanigo, 2015), crowning their relationship and collaboration during the woAtiem

The orientation of the painting (and the rest in the same series) is horizontal, and the series
also shares a similar color palette, which consists of black, grey and white, with occasional
blue and sepia tones in some versions. The painting shows an unknowmpenislsevhich
nondiscernible forms occupy the position on the left side of the painting, while the opposite
side shows an artificial construction with tubes made of aig&lmaterial, and glass, the
ends of which are located in the center and bottom eirttage, pointing to the landscape.
There is a void below the glass ends of the tubes. The background is composed of heavy dark
clouds, rouneshaped and in places struck by light, which also lands on part of the landscape
and the tubes. The whole image ke® an unsettling feeling of being in an entirely unknown
place, without any mamade constructions or recognizable parts of nature.

Erotomechanics \(1979) depicts a similar environment in which two elements take
the central position and connect in thldbe of the imag®. Both constructions have uneven
surfaces marked by a complex network of wires and lines that both protrude and go below the
surface of the constructions. The main element is composed of two orbs (the shape is
emphasized by light refléon), below which there is an orifice, connected to the lower
element by a string of lines horizontally and vertically placed on the element. In the distance,
a similar construction can be seen in the left part of the image, while the background shows
nondscerning cloudy, misty sky in places accentuated by the light.

Erotomechanics V(1979) seemingly occupies the same world of the other paintings,
with the perspective of the viewer placed somewhat differently. From the top right corner of
the image, ther is a massive construction with an uneven, wet surface, that connects to
another construction in the center of the painting. The pattern alludes to an organic form.
From both sides of the second construction, there is a wall with rectangular and sajgsre pl
delineated with wires and tubes, while one plate is missing on the left corner, showing the
inner, metalike construction of the walls. There is rust or some sort of layer attacking the
ends of wires in the bottom left of the image. The viewer isntidnaly placed below the
first construction, the reflection of which is seen in the water that hides the lower part of the
walls.

Erotomechanics VI{1979) depicts two mechanoid creatures with human forms placed
opposite of each other in the centetltd image. Both creatures have mechanical extremities

and elements that connect in and around the creatures themselves, and their placement is

50 There are two states of Erotomechanics V. We are focusing on the second state, shown in the collection
Necronomicon | & 11(2005).
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secured at the bottom with a steel foundation for the space between the knees and the feet. A
similar foundatiorsecures the position above, as the head of the creature on the left is placed
below the right arm, while the creature on the right is shown in a slightly elevated position,
with its head held above and almost pressed to the steel and metal construttisatias
movement from both creatures (the painting is static). However, the facial features of the
second creature (eyes closed, mouth open) suggests otherwise: the viewer is witnessing some
sort of an exchange between the creatures.

Erotomechanics W (1979) is a study of close elements intricately intertwined.
Seemingly nonmorphic elements dominate the painting: from the bottom left corner, there is a
line of tubes entering an orifice made of similar material, while two parts of the construction,
of equal width, extend from each side of the tubes, further lined with plates, lines and wires.
The reflection from these elements point to the conclusion that the construction is made of
metal and similar material. The background of the image does notl eeleadscape in the
distance; instead, there is only darkness in the top left part of the painting, while the opposite
part is the location of the rest of the construction, with no visible end.

Erotomechanics (Fellatio) 1X1979) depicts a closgp of aconnection between one
antropomorphic creature (shown only partially with its face) and an unknown metallic
construction protruding from the upper left corner of the image. The balance of the painting is
somewhat disturbed, as the wires and metallic sdge shown going from the upper left
corner diametrically to the bottom right corner, which makes the painting seems slightly tilted
to the right. Light reflection makes the surface of all elements in the picture seem highly
polished, with some rough méia parts. Screws, ridges, intricate wires and tubes point to
artificial constructions, despite the humanoid form.

Erotomechanics (Fellatio abstrakt) X1979) seems to be a variation of the
Erotomechanic$X painting, but upon closer inspection, nonghaf antropomorphic elements
presentinthpUHYLRXV SDLQWLQJ DUH VHHQ KHUH ORUHRYHU
is clearly shown in a network of mechanical elements that is organized organically, i.e.
without clearcut, rectangular or square sgfed patterns which would form an element
constructed in an artificial manner.

Erotomechanics X(Deificationor % H J | W VihH3g¢nh@n) (1979) is the last one of
the series. A humanoid creature is placed in the center of the image in a crouching.position
Above it, there seems to be another figure, whose ribs and the entire back are made of

metallic ridges which extend to a tail. However, this creature is conjoined with the first one in
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WKH KHDG UHJLRQ 7KH VXUURXQGLQEmniteDdn®@show@ RustyH O\ W R
metallic pattern.

The Erotomechanicsseries, thematically speaking, depicts a complete merger of
biological entities and mechanical constructions. Cables invade orifices of ships,
extraterrestrial beings protrude through one la@oin a quiet merger of born and made.
Therefore, the conceptual metaprEMOTIONAL INTIMACY IS PROXIMITY can be further
developed into the constru®@MOTIONAL INTIMACY 1S PHYSICAL MERGER because the
proximity of the characters in the artworks is actually a physical symbiosis between the
biological and the mechanical to a degree that is much higher than its figurative application.
This metaphor is salient in this cycle, f.e. in the paggiErotomechanics VandVIl. This
new metahoric construct points tour useof technological advancements o longer based
on simple tooluser link, but that we are so emotionally connecteddémthat we are in their
servitude. Therefore, Giger aelly created a conceptual metaphor on the foundation of the
individual and collective digitalized transformation unsurpassed in recent history. The
humanoid figures point to the metonymic constrmzilvVIDUAL FOR HUMAN RACE, as the
ultimate motif is linkedto the entirety of mankind. Mankind has been intimately involved
with its own creation technology, for decades leading up to the 21st century; in order to
show this relationship, Giger constructed a figurative narrative with the following domains:
the physical connection between two people (human bodies) as the source domain, and the
PHFKDQLFDO pVXEVWDQFHYT ZKLFK XSRQ FORVHU LQVSHFW
an intricate relationship with one another (the merger), against the backdtufherto
unknown locations (future).

The reason why we have not approachedBi@omechanicseries from the point of
view of sexuality, as the first impression would undoubtedly warratiaisthese paintings
usesimple sexual acts to point to anattsert of merger, in which organic does play a patrt,
but the result lays in the intricate web of the often uncounscious interplay between us and
WHFKQRORJ\ 7KH FRQILUPDWLRQ RI RXU YLHZ FDQ EH IRX(
He stated that hehanged the subject of Erotomechanics (despite the theme of the series and
the depicted acts), thus imbuing it with aesthetic quality. Our view is further explained in the
use of color. In an interview, Giger (Sutter, 1982) mentioned that red for him reedmTs
but in the context of this series, we see no trace of it in the paintings. Instead, the color pallete
of the series is the classic monochrome with traces of (metallic) blue, which forces the viewer
to pay attention to the details and carefully cosgtl elements of the paintings, consequently

calling into mind the figurative constructs described above.
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4.1.3. Postbiomechanoid period

7KH WKLUG DQG ILQDO SHULRG RI WKH GHFDGHV RI + £
WLPH LQWHUYDO IURP WKH V VSHFLILFDOO\ DIWHU WK
D U W pagaMdi 2014. The postbiomechanoid period is characterized byltimodal
artistry, including sculptures and architecture, the most prominent represeotatiieh are
WKH + 5 *LJHU OXVHXP DQG %DU LQ *UX\pUHV DQG *LJHU
provide an inside look into the creations of this artistdfiecting the specific symbolism of
*LJHU LQ ERWK IRUP DQG FRQWHQW 7KH *LJHU %DU LQ *U
architectural creation of the late author, as it boasts an intricately detailed canopy of skeletal
arcs across the ceiling, a wottike feel that is multiplied by furniture (the Harkonnen chairs,
among other designs), which altogether make the visitors experiastbéngoorganic warmth
and triggpgLQJ VWUDQJHO\ IDPLOLDU SUHQDWDO PHPRU\ LQGL
birth and death (McKechnie, 2010, 18).

A number of film projects also mark the pdsdmechanoid period, among them
Poltergeist 11(1986),Alien 3 (19831990, Specieg1995), allwith varying levels of success
DQG *LJHUYV VDWLVIDFW linRe@npatiserikwithig brigihadesignS UR G X F W

For the purpose of our analysis, we will focus on the following se¥ies: City(1980
1981), Victory (1981-1983), The Mystery of San Gottarde1998), andwWatch Abart(The
Deviant Art of Watche< 993).

4.1.3.1. N.Y. City

Year: 19801982

Orientation: horizontal, vertical

Color pallete: monochromatiblue

Theme: alienated metropolis
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Image 13N.Y. City XX Subway(1981).

During the seemingly endless press tour Atien and his stay in the U.S. for the
Academy Awards, H.R. Giger became inspired by the cold nature of New York and its
maelstrom of edifices that challenged verticality in all their foritiee series consists of 28
paintings in total; for our purposes, andséd on the available corpus, we will take a closer
look at the followingN.Y. Cityworks:

N.Y. City Il Lovecraft over N.Y.C(1980) depicts several biomechanized forms
moving from right to left. Their size is suggested through dimensions of elemnls,
movemat is indicated by the light emating from the left part of the painting (on the other
side, the entities travel in dark tones of the monochrome, which indicates presence). Heads
and other features can hardly be discerned from the joints atallimparts constituting the
entities. The main motif is continued through the series, arrivilg ¥t City VI11(1980), in
which the vertical alignment recalls the unsettling depths ofStiedtseries.N.Y. City XI|
Science fictior{1980 shows a tiled view of a vista filled with encapsulated hurmachine
forms with pultout mechanismand a detailed structure of the edifice. Light appears from the
upper left corner of the painting, and illuminates the forms, showing their transparent quality.
N.Y. City XV, Crossing(1981) the careful structure of the forms is disrupted; instead, the
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painting reveals a multitude of entities/landscape parts seemingly superimposed onto one
another. INN.Y. City XXI, Subwa§i981), we see four rows of mechanized tubes with various
parts reminiscent of human forms (skulls, joints, etc.) As the title would warrant, the
orientiation of this painting is horizontalhe image that ste@side from the centranotif of

the seriesseemto be N.Y. City XXII (1981), and N.Y. City XXVI(1981) in which the
environment isnostly made & humanoid forms. Orbs and orifices move through a complex
web of circuits and pipes in a classic monochromatic depiction. The next painting in the
series,N.Y. City XXIl| Subway(1981), along withN.Y. City XX\(1981),N.Y. City XVII

(1981), and\.Y. City XVIII (1981) return to the vertically and horizontally laid mechanized
constructions, without discernible human elementsNIN. City XXIV, Elevator(1981),
slanted mechanical forms evoke the structures from the title, painted against a backdrop of
similar structures, with little to no light in thmage

Watkins (1987, 21) notes that the patterns in the series evoke rib cages, long rows of
valves orkeys, film strips, and spiraling figures reminiscent of coiled springs, and quotes
Giger who articulated his main motif in painting the series as an attempt to comprehend the
metropolitan soulless machine, and to articulate his own reactions and pere@ptihis city.

He also sees the N.Y. City series as an example of the change in his style, which became more
clear and detailed throughotietyeargRobley, 1988).

Based on the first two descriptory stages of our analysis, we can posit that the
paintings evoke the conceptual metaph®EW YORK IS A BIOMECHANICAL HYBRID.
Effectivelly devoid of all natural elements, the depiction of this city is characterized by cold,
dark surfaces, mechanical elements that constihgentirety of the scene, aratcasional
organic structures intertwined with the mechanical parts. Giger thus sees both the modernized
surroundings of this metropolis and its inhabitants as one inseparable entity, served both by its
existence and because ofTihe upbottom alignmenbf some of the images comment on the
vertical evolution of the city: it is no longer characterized by a 'logical' horizontal expansion,
but by the conquest of the space above and below the current edfiicdsermore, as a
compellingobservation othe alienatedenvironment, the subjectNew York - could stand
for all multi-million dwellings in other countries on the planahd as such be used as a
metonymic paragon model for a metropopspmpting the conceptual metonymgw YORK

FOR METROPOLIS?!

51 New York will return as one of the subjects in th&intingsin The Tourist(1982) dictated by its thematic
constraints and antjlobalization undertones.
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4.1.3.2 Victory

Year: 19811936°2
Orientation: horizontal
Color palette: red

Theme:dominant female figure

Image 14 Victory VIII (1983).

There are fewexceptionsl URP WKH SUHYDOHQW PRQRFKURPDWLF
and one of the most noticeable examples is the Victory sgniesented in the following
section.

Victory 1(1982),11 (1982) andll (1981/83) all show variations of the same image: a
femalefigure shown above the viewer in a menacing position. The dominant color of the
VHULHV LV UHG SRLQWLQJ WR D VLIJQLILFDQW GHSDUWX!

paintings. Thedce of the creature has skeldttures (especially ihandlll), and there are

52 The paintings from 1986 are not presented in any of the publications in the corpus, and will therefore be
omitted from the analysis.
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subtle differences in the background of the images. While in the first three installments the
creature is holding a victory sign with her left armMictory 1V (1983) there are skulls
propelled upon metallic sticks on each side of thetyentfictory V, VI, VII, andVIIl (1983)

offer similar differences in terms of color, facial features, physical changes of the body, etc.
Victory VI (1983) features three figures which are distinct in their appearance, but
simultaneously made to feel likieely are part of the background.

*URI GHVFULEHVY WKH PDLQ HQWLWLHV LQ WKL
SDLQWHG IOXRUHVFHQW UHG™ DQG QRWLFHV WKH FRPELQ!
sexuality and death symbolism, resultingimages of great archetypal power. From the
perinatal perspective, the author (ibid) points to the title Victory as a description of the
neonatal experience, whigh connected to maternal delivépsFH DQG WKH 3SH[KLODUD
of liberation of having esped the clutt HV RI WKH ELUWK FDQDO"~ 7KXV WK
present in this series as well is the difficulty of passing through enclosed spaces (similar to
Passageseries). Giger commented on the perspective of the paintings, noting that such a
view would probably be from the point efew of a baby after birthlooking back at his
mother. (+ 5 *L JNedrfinomicon & Il, 2005 163. The viewer is intentional pdsned
by Giger to be below the creature, which looms above and thus shows its
significance/superiority, which enables the conceptual metagtheG IN CONTROL ISBEING
uP. The perspective of the viewer is not disrupted in other paintings, which cantgdinis
element inVictory as the salient aspect of the paintings and the center of the metaphorical
construct. The metaphor is used to position the female entity on the top of thmadan
civilization xtheir pose invite a translation of triumph and intangibility, and the ergldron
female creature gains regal qualities (5 * L JNedrfinémicon & 1I, 2005).

4.1.3.3 The Mystery of San Gottardo

Year: 19891984

Orientation: horizontal, vertical

Color pallete: monochromatic

Theme: a race of anhkeg creatures
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Image 15TheBeggar(1976).

The Mystery of San GottardbV + 5 *LJHUfYV RZQ ILOP SURMHFW I}
was created from 1989 onwartfsThe hill, Sankt Gottard, is a secret military retreat to serve
DV D VDIHW\ IRUWUHVYV IRU WKH JRYHUQPHQW DQG D IHZ ul
A secret association of researches have managed to develop sentient biomechanoids
consisting of gtremities (arms and legs) connected directly to each other, but withasit
human bodily functionsHilmdesign 2011, 77).

7KH LGHD EHJDQ ZLWK RQH RI *LJHUYV ILUVW LGHDYV
subsequent sculpturehe Beggan1963, 196), which depicts a leg connected at the knee
with an arm holding an empty hat, in a gesttivat evokes the act of begging for money.
Americ&* is another sculpture visually linked to the design of the creatures, as it consists of
two identically formed arnteg entities holding a gun, disguished only by their color, made
to visually resemple the USA flagjhe representative of the seriePisawing for the Mystery
of San Gottardo, Part XII, No. 1(991), in which several legarmed biomechanoids are

portrayed performing strange activities (injecting themselves, getting a transfusion, looking

53 The Mystery oSan Gottardads placed in the section with paintings due to its so far unrealized nature.
54 In our corpus, the sculptures are titil€de Voice of Americalhe sculpture is entered into the H.R. Giger
database with the above used title.
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through binoculars, etc.Jhe theme is continued thughout the sketches and drawings for
the film, as the biomechanoigse drawnLQ WKH YHLQ RI VRPH Rl *LJHUTfV
visualizations (more ifrilmdesign 1996).Grof (2014, 171) states that the image of severed
arms and legs figured prominentlQi *LJH U 'V D U Was Elgrini2 diedply. Wo his
mind. The new life form, beings created by connecting arms with contralateratHags,
became the céral theme of hidilm project. In an interview conducted in 1994 (Cerio, 1994,
59), Gigerconfirmed this version of Biomechanoids as a recurring theme in hisoverkhe
part thirty yearsand detailed the projeetith an underlying love story between a man and
one of the creatures, thembeinda

The motif of The Mystery of San Gottarde a combination of thalternativereality
blend of gore, Swiss folklore, black humor, sex and classic adveritustrating a surreal
steampunk vision of a macabre, dystopian futpogetrayingyet another narrative dfie Swiss
nation gone haywir@olaroids 2014,52).

These VLPSOH DHVWKHWLF IRUP RI W, Kwhy HaveUheGUHFHG K X
capacity of a wholesome human boiythe foundation of the basic metonymic constmset
LIMB FOR THE BODY, also present in the first collection ofasingsWe Atomic ChildrenBy
returning to the same conceptual metonymy almost thirty years after, Giger not only brings
the cyclical form of his opus to a full circle, but also posits metonymy, especially the variant
connected with the human body, inte@ center of his figurative languade.The Mystery of
San Gottardpthe connected sculptures and drawings, the conceptual metaphor also finds its
place. 7KH %LRPHFKDQRLGYV |RUl Ruiidn foxh© moYdrhdedorRtiaidéd bl
the rulings of he mind,fall back to basic biological functiorend become the rulers of the
IXWXULVWLF 6ZLVV VRFLHW\ ZKRVH UHPDLQLQJ PZKROHY K>
these Biomechanoids upon reaching late adulthood. Thus, the metaphor can be verbalized
FUTURE SOCIETY IS THE LOSS OF PHYSICAL NTEGRITY, as another figurative construct
MLQKHULWHGT MaRMpWédKdyclP dVdRaEvings in the 1960s.
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4.1 3.4 Watch Abart

Year: 1993
Orientation: vertical (sculptures)
Color palettedepending on the material

Theme: time

Image 16 Watch Guardian Head {1993).

In 1993, Giger explored our collective dreams and nightmares through one of the
cultural artifacts of our time, Swatch watches (Barany, 1995iger$§ preoccupation with
this themezthe unrelenting nature of time resulting in aging and de&dygo accounts for his
fascination with watches, which found its expression in the collegttatcth Abat® (Deviant
Art of Watchel(Giger, 1993, irGrof, 2014,213). ,Q D ZD\ :DWFK $E®dnMez DV *LJI
to ' DOtV PHOWLQJ FORFNV The Pardistent® &f RIErvorSEahy@1\8ob,Q J
72)adds:

Giger$ Maxiwatches were the first publicly displayed examples of his fascination with
Switzerland$ most phenomenal export. This series of sensationally Gigerized Swatches are

5 Throughout theanalysis, we have mostly used the titles translated to English; however, in this case, the
original title in German\({Vatch Abar} is the most recognizable version for this collection, justifying its use over
the translated varianTfie Deviant Art of Watdy.

120



sleek and accessible, except for one, tRasty? A disintegrated relic that embodies the
memory of Time. All of these works are a conceptual confrontation with Time itself. Our
perpetual bondage to Time is ironclad, there is no escape. Restricting, decaying, ultimately
entombing, from the cradle to the grave, Time is ticking and no one has a watch. None know
the appointed hour. Giger has always been the master of unveilindlanthating our
IHDUYV 3

Prominent representatigeof the collection aréVatch GuardiarHead IV and Watch
Guardian HeadV (1993), head masks made of hand watches and spikes in a complex network
that makes the mask look like a torture device. It dsaamatic sculptxe that evokes middle
ages, as pointed out Iowan(FilmDesign 1996,112).

In one of the interviews, Gigdl995, 57)linked the motif of Watch Abart, as the
perfect R E M H Wo Gh§Ratkdgeseries in the 1970s, as both of these art objects deal with
life as a pathway to deatRassagesymbolized the gate to eternity, and Watch Abart
series reminds us of the heartbeart and its impermanence, noting that the innermost desire of
human being is to have time stop at the moment of greatest happines. That wish is not
granted, as time races mercilessly towards death, and its passing becomes more and more
frightening as we get oldewith his welkknown humor and unique viewpoint, Giger (ibid)

adds the following:

In earlier times, if a watch remained at a standstill, if it was not wound up anymore, it meant

its wearer was dead. His clock had run out. Nowadays, it continues to tick merrily on,
possibly into the coffin; and so, the wrist will taltee longest to decay because the ticking

will get on the wormgherves. The digital clock didfthave much of a chance as a wristwatch
because man, as a part of the cosmos, is accustomed to the orbiting atoms and planets. The
clock hand$ motion is moredmiliar to us than abstract numbers will ever be. The fact that
Swatch collecting has become so important is certainly not only due to the variety of
Swatches and the limited numbers produced, but also to an unconscious effort to collect time.
TimeisinctHDVLQJO\ EHFRPLQJ WKH JUHDWHVW OX[XU\ 7LPH LV

7TDNLQJ LQWR DFFRXQW WKH DUWLVWYV LQWatQWLRQ LC
Abart seriestwo constructs are brought to the forefront: the metonymyCH FOR TELLING
THE TIME, andthe concefual metaphoHAVING A (S)WATCH IS COLLECTINGTIME, linked with

the metaphorTIME IS A COVETED ORIECT. The masks cover the human head with the
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representations of watches, in an effort to capture the illusive quality of this highly abstract
notion with SK\VLFDO WRROV DW WKH PDQNLQGTfV GLVSRVDO
entrapment of sort, which provides its wearer the luxury of time, against the determinants of
the biological and societal clocls®t in motion at the time diis birth and entry intahe

society.

4.1.4 Overview

The creativity of H.R. Gigem the visual realmas presented in the analysis of all
threeartistic periods, was imbued with unique portrayal of the unconscious and absolute
aestheticism of the artistheseperfectly harmonioupaintings of the interior world (Doense,
Robley, 1988, 39) demand careful observationrapeated attempts at comprehensamthe
connectionportrayed in thenare too complex for a single viewigg§chulmerich2009).

Personakxperience must be taken into account when analyzing works of fine art, as
GHPRQVWUDWHG E\ 6RPRYYV DQDO\VLV RI WKH LQWHU
LQ WKH ZRUN RI 5XVVLDQ SDLQWHU 9DVLO\ , 6X0OUugNRY ,Q \
three different lenses:

(i) dreams and the subconscious
(ii) death and the macabre
(i) technology and human progress

In the series of paintings such &haft Passagesand Victory, the realm of the
subconscious is reached and brought to the fumefas a way of \eercoming personal
difficulties or exploring childhood and even prenatal fascinatidiee Spellseries, on the
otherhandRYHUZKHOPHG W K hiitlf tradlifichally dJarkseeQevyldndserves as an
example of the motifs that thetiat readily tackled during the course of his artistic life, which
were met withstrong disapproval by the cultural circles whose prime directive was to keep
artistic intentions in the pleasant superficiality. Even his first major seViks Atomic
Children created in 1963was deemedoo abstract, too cynical, too strong (Witzig, 2015).
Numerous other cycles and individual paintings were cre@ded D Q D proul&niatiof vV
against the current path of humanit§yany of the verbalizations presentedthe analysis can
be summarized in the overall conceptual metaphor Is A MACHINE, which stems from the
domains of biological and technological predisatand reflects the contemporary

civilizational threats The artists have always tried to make seosenonunental societal
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changes, andP D Q N L @b&:$§sibn with technologyZKLFK ZDV RQH RI *LJHUY
preoccupationgprovided a strong impetus for the creation of the series depicting the erganic
mechanic combinations, suchBi®mechanoigBirthmachineandBiomechanical Landscape

etc. Giger, therefore, operates on two levels: the personal and the collective, even though the
two have many connecting points. The artist commented on theirconeectedness
(Ramshaw, 2003, 37):

S0DQ\ WL PHYV fiQingslaw theivwgywof analyg and confronting their own private
fears, which, in reality, are not so exclusive. Most people fear decay, cancerous growths, and
gestating parasites in their bodies, or being hunted by creatures with no emotievit but
razorVKDUS WHHWK 3

Therefore, the potentially transformative process of becoming a part of the meaning
interpretation in the darkest and most chthonic series such as Shaft and The Spell can be seen
DV WKH YL H Zdditnéy Wit th® dstisttBrough a difficult physical and psychological
space(Grof, 2014, 219)His personal experience is thus as equally important as the collective
stories he wishes to tell through the canvas.

Overpopulation as an overarching theme in series su@irégmsnachire hasa deep
meaning for Giger. In one dhe interviews (Fuchs*DP E|FN , 47), Giger explained
that, in his view, every issue that plagues the modern society can be traced back to
overpopulation, because it results in Andividuality. It can only bevercome, Giger argsge
through the development giersonality, but only when that person has space to breathe
another outcome of this issue tise isolation of the modern human beinglienation is
achieved througinovel concpts of technology, whichesidebeyond the classic mechanical
and electroniccentered view. The vision of the future thus challenges many of our
longstanding assumptions about distinctions between humanity and alien, life and nonlife
(London, 1988, 28)However, because of our ditaneous attraction and repulsion to the
uPDUULDJH ZLWK WKH PDFKLQHY WKH $OLHQ FUHDWXUH Z
machine as an extension of the organic, makes sense biologically speaking Sty
1981, 41). It embodies both theedst, the primal urges in human beings, and our
powerlessness to look away from its perfected form (Di Fate, 1988, 38).

7KH FKDOOHQJLQJ HVVHQFH RI *LJHU fAbicbRitaNandV WR S
mechanic, beautiful and horrible, appealing anghtening twhich are, in his own vision,

related (Harry, Stein, 1981, 40 this sense, the presendentetaphoricconstructs is already
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hinted atby the very nature of the research subject. The attempt to effectively verbalize his
figurative language, however, proved to be a daunting task, not only because of the relative
complexity of the conceptual metaphors and metonymies present in his woasddue to

the difference between the verbal and the visual dimension, which are only partially
compatible on the interpretative level. Moreover, any decontextualized art is almost
LPSRVVLEOH WR pUHDGY PDNLQJ WKH RY ldndDnpts, LQVLJK
summarized above, an imperative of the conceptual analysis.

The series of paintings, differentiated into three specific periods of creation (the pre
biomechanoid, biomechanoid, and pb&imechanoid), provided elaborate figurative
scenariosenriched with a plethora of compleisual metaphorgmostly of the contextual and
K\EULG NLQG ZKHQ WDNLQ J(20@3WypeDfbrifiedXiQdiartaimeddntpiés O O H TV
with metonymies ofHE PART FOR THE WHQE art (see Annex 1)This metonymy aabetaken
as the main metonymiyn the opuswith THE LIMB FOR THE BODY as the prevalent variation.

The conceptual metaph8MOTIONAL INTIMACY | S PROXIMITY and its descendaBMOTIONAL
INTIMACY IS PHYSICAL MERGER are dominant in numerous works, for example in
Biomechanoid(as seen in Section 4.1.2,1Wwhere human figures are interwoven with
mechanical figures, alluding to the combination of two elements from two different domains
(human=biological and magte=medanical), and enhanced witlle metaphoHUMAN BODY

IS A MACHINE. The activationof primary metaphors such agPPY IS UFSAD IS DOWN and

GOOD IS LIGHT/BAD IS DARK LV PRWLYDWHG E\ *LJHUYV LQWHQWLRQ
VXEFRQVFLRXVQrEV¥RIQUWILKH XRDB R Q V FIS89 WHich 2ri WL ]
makes the complex figurative elements of the paintings easier to comprehend in the mind of
the viewer. Thus, the more complex metaphors, suelmasvaN § BODY IS A MACHINE, and
metonymic scaffolding in the examplewoMAN $ UTERUS FOR WOMANE BODY, A WOMAN $

BODY FOR A HUMAN BODY, A HUMAN BODY FOR THE HUMAN RACE, can point to the
deconstruction ofhuman identity through technology and its often negative effects;
overpopulatio of mankind acting as a swirm of locusts on the environtemuLTITUDE OF

HUMAN BABIES IS A SWARM OF INSECTS OVERPOPULATION IS PHSICAL CHANGE,
OVERPOPULATION IS DESTRUCTION OF THE ENVRONMENT); fear of a massive atmic
destruction that leavelsumanity crippled (metaphoriRRESPONSIBLE HUMANACTIVITY IS A
DESTRUCTIVE FORCE F& MANKIND AND THE ENVIRONMENT; metonymyPERFORMING DAILY
ACTIVITIES OBLIVIOUS TO THE DEFORMITIES BR PERFORMING DAILY ACTIVITIES WITH THE
KNOWLEDGE OF THE DEPRMITIES), as the mairthemes and preoccupations of the artist and
his surroundings) X UWKHUPRUH *LJHU {VteRRtB &XplHih HgHIYWaDsSr&cR U V
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domains, such as repercussions of a nuclear/global destruigrvIVING NUCLEAR
DESTRUCTION IS LIVING WITHOUT PHYSICAL NTEGRITY), and leading an unstable lifeqT
POSSESSING A STABLEFOUNDATION IN LIFE IS ENDLESS FALLING THROUGH SHAFTY, while
metonymies such aSsROWN FOR ROYALTY and NEW YORK FOR METROPQIS tend to be
powerful metonymic mechanisiior bestowing regal or biomechanical qualities upon some
of his central subjectd.(, N.Y. City respectively) PassagesBiomechanical Landscapend
Necronom/Alieralso provided highly creative blends of two or three input sp3agsere the
emergent strcture prauced a novel form on the border between the organic and the
mechanic, and offered compelling conceptual representatives of BiomecHanics.

The genre as the centrgbart of the semiotic systeand one of the most compelling
aesthetic legaciesf Giger, can thus be taken as the embodiment of (Gigegzgametaphoric
language, in the sense provided by Stockwell (2002, 111), who defined the term as a
Tonceptual feature that runs throughout a text and can contribute to thefreadse of the
gengal meaning orgistfR1 D ZRUN DQG L WV visualJt€ringkhe DiweHcan
absorb the overallaccumulatiorflof metaphors and metonymies which run threaughthe
paintings andwitness the dissection of the human body and its environthemigh the use
of machinesTherefore, Giger managed to completely alter our perceptions of the paradigms
of nonhumanity (Stathis, 19 KLV ZRUN SRLEWILQHUMWRARWEV 33 &DVWLJ

Throughoutthe periodsand thespectrum of imageryrked by personal and collective
WKHPHYV *LJHUTV FHQW H Unmad,R¥hther lal indiddad \ov maekstkomK X
called humanity £ and the domain of the machine is alwascessedhrough itscold,
sexually charged allure ohankind. Giger successfully mapped the modern human condition,
and through devising his own highly potent symbols (the office claBassagesthe bullet
babies iBirthmachineg etc.),as the building blocks of his visual architectube artist makes
the encounter with our personal, sublime fears, and the potentially undesireable future
impossible to avoid. This is the essence of hisaad, as Grof (2014, 22Hrguesthe inner

logic of his Promethean quest

6 The analysis lies on interpretative tools that are not mathematically precise, thus enabling possible multiple
interpretations of the whole opus, even to the point of viewing all present figurative occurences as some sort of
‘rudimentary' blends. Ware aware of the shortcomings of such possibilities in the realm of monomodal and
multimodal research, which is why we focus on the salient parts of the artworks in question, highlighting the

most creative and clear instances of metaphor, metonymy amdl ble

57 Again, we must stress the limitations of using terminology and definitions that have been used so far only in

the verbal realm. The conceptual metaphors and metonymies,shiemti a 3ZKROH UDQJH RI IDVFLQ
G\QDPLF?® FRQVWU XF Wnsteib(Z0IpR ¢élHdB a BiuahkkHdd Ifbcus on creating an encompassing

term £3ILIJXUDWLYH WKRXJKW SKHQRPHQD?® LV RQH VXFK WHUP SURYLGHG

125



4.2. Cinematography

4.2.1. Sciencéiction and avantgarde cinema

Cinematographic works are often regarded as deep wells of figurative thought
symbolized and personified by the celluloid tape. Indeed, films have a unique possibility of
not only marrying more than two modes of expressiat,diso the embodiment of a full,
immersive experience of hearing, reading, and seeing a scene played out on the big screen as
the ultimate carriers of meaning. As @dr (2010, 2) notes,3movies afford an intense,
visceral experience, an invigoratingeMoLRQDO EDWK LI \RX ZLOO 3

With its unique visual quality and audio possibilities, more than any other type of art,
cinema is capablef translatingcurrent individual and collective fears, paranaad all
cultural and political transformations in a society to the celluloid tape. The definitive
expression of its maker in its coretige constant analysis of human psyche, and it continues
to mirror the human social revolution even when it seems te hagative repercussions
Cinema, especially science fiction cinema, has the unique abflisombining different
audiovisual tools in order to transfer a vision to the consumers of such product, and the
celluloid works and machines have been in a stdtenutual inspiration ever since the
inception of cinematography in the late™®&entury. Bukatman (2002, 8) notes that science
fiction was always predicated upon continspperceptible change most clearly connected to
the rapid pace of technologicald@dopment, which in turn made the genre an essential part of
the technological culture. Enabled by technology itself, a film can posit visions as the center
of its motivation, those often being reflection of current political or social turmoil that
influences the cineasts.

However, not all cinematic works deal with present issudbat niche is almost
exclusively reserved for science fiction. Redmond (2004, x) notes that science fiction,
seemingly far fetched and noealistic, is seen as an allegorical metaphorical meaning
making system that directly interprets Y HU\G D\ LVV XHYV if Q@ BanDtG &howW KD W 3
what really aches a culture at any given time, figo to its art cinema, or its gritty social
UHDOLVW WH[WV EXW JR WR LWV VFLHQFH ILFWLRQ 3

ScHfi, in short, takes the technologicallgdden reality, filled with new inventions and
burdens on our collective psyche, and essentially avoids its depieoan alternative
reality/future is shown instead in order to subtly dissectphginal fone.Bukatman (1997,

10) reads the language, iconography and narration of science fiction as tools to aestheticize
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and examine the shock of the new, which helps #ewer to construct a space of
accommodation to an intensely technological existeRegtasy served inside a science

fiction film tends to plleviatefWKH SUHVV)XOUH RI WKMUHPLW\3 6RQWDJ
offering a dispassionate, technologicalwjevhere the machinery takes the lead role in these

films. According to Sontag (2005, 43), man is naked without his artifathey stand for

certain valuesrad represent sources of powBukatman {997 72) sees this new state of

humanity as a way to stive:

3The merely human body wa$mesigned for the stresses and shocks of a mechanical world.

The body had to be armoured against moderiity. As embodied by the new bodies of
superheroes, robots and replicants, tatter helplessness of the humhbaingfcould be
overcomeztWHFKQRORJLFDO WUDXPD SURGXFHG LWV RZQ DQWL(

ScHfi has also served as a vehicle for satire, social criticesmd in its most radical
aspect, it represents a narrator for the dissolution of the most fundastantalres of human
existence. Our world is essentially denaturalized by positing a different world, and this
process is extended to language, since science fiction emphasized processes of meaning
making, the ultimate subject of the genre being the distartween the language of the text
and the reade§ lived experience (Bukatmah997, 8).

Examples of sefi cinema, those universally accepted into the pantheon of the best
cinematographic works, are often rich in metaphoric constructs, regardadgserisin the
history of film texamples such as Stanley KubrfgR001: A Space Odyss€968) or Ridley
Scott$ Blade Runne(1982) serve as encapsulatedwseon issues that plaguedankind in
the timeperiodof their inception: philosophicaloetry onthe meaning of civiliation versus
the questions on humanity.

Avantgarde cinema, on the other hamdmuch harder to define, its recognizability
based on its efforts at sedkpression or experimentation outside the framework of
mainstream cinema (Bordwell, Thompson, 2008, 35d)e foundation for avantgarde
cinematography can be placed within the ootof surrealist cinema, which was directly
linked to Surrealism as an artistic movement in other forms of expre§soming and
poetry) Bizarre or evocative imagery, the deliberate avoidance of rationally explicable form
or style are some of the feads of Surream at the height of its expansionthe art world,
and the Surrealisfattraction to cinema can be explained by the possibilities afrtiexrging

opulence of thdig screen: antnarrative approach, and the fight against rationalism throug
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the dissolution of causal connections among events (Bordwell, Thompson, 2008ThEb2).
authors (ibid) add that many Surrealist films tease the viewer to construct the evasive
casuality, juxtapose the events in the film for their disturbing effect, iamdba the release of

the deepest impulses of the viewer by applying free form to their wW¢ract filmmaking,

as pointed out by Carroll (1998, 326) is not a familiar tradition for most spectators; however,
it possesses a continuous quality, and olwiaffinies with modernist art in other visual
media, including painting, sculpture and photography.

4.2.2 . Films

The second part of H.R. GigBroeuvreanalyzd in this dissertation involves the
specific cinematic works thahé authorcreatedin collaboration withSwiss director F.M.

Murer. In total, the celluloid corpus consists of the following short films:

- High (1967)
- Heimkiller (1967)
- Swissmade 2069.968)

Non-linear narrative and abstract themes are characteristics sharedthmgalfiims.
We should also note that there are several films that arenoldéd in the corpus, for
examplePassageshowever this is due to their essential characteristics that fall outside of the
scopeand interest of the analysiBassageg1971)ard + 5 *LJHUfV 1HFIOBRRPLFRC(
aredocumentarist approacksto Giger$ paintingsTagtraum(1974)offers a close look at a
collaboration between H.R. Giger and two other artestslthe music video8ackfiredand
Now | Know You Know(1981) that Giger directed for Debbie Harryepresent a form
constrained by extraontextual information that fall beyond the present reseach.

The cinematographic analysis differs from the previous focus on painfirgs.
analysis of audiovisual media that incorpegthe research of expressive movement units or
(08V ZDV GHYHORSHG DW )UHLH 8QLYHUVLWIW %HUOLQ XQC
aesthetics, which investigates the emotional impact of audiovisual forms on ViewWars

electronically based media analysis of expressive movement images, or eMAEX system, was

58 The presentation, methodology and examples of the research are available on the official webpage at
http://lwww.empirischemedienaesthetik.fberlin.de/en/index.html
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createdfor the purpose of exploring the shaping of emotions in classic Hollyweerd
films.®® This genre was chosen because it serves as a prime examiie Stategic use of
multimodal forms to mobilize emotions. Plot constellation (f.e. fighting sceneymmgu
scene, etc.) is characterized by specific compositions of this form of expression that result in a
particular mood of the viewer (f.e. color and lightimgontage, etc.). These pathos scenes are
usually bound by temporal arrangement as a way of building the desired emotions, and a
single scene is structured as an arrangement of temporal segments, which usually unfold in a
distinctive pattern of initiation,progression, closureThese segments are defined as
expressive movement unitsEMUs. Expressive movement unienable a detailed look at
some of the crucial moments in the film, characterized by the presence of a figurative
construct (metaphor, metonynoy, both).

For the purpose of the research, and taking into account the specific constraints and
short, nordlinear forms of the cinematic corpus, the focus of the analysis will be on the
expressive movement units identified in the course of viewiihg.analysiswill consist of
three stages: in the first one, wel take notice of the sound dimension of the unit (music and
dialogue, where applicable), construction of the film frames, and character movement (if the
scene showan actor or a group of ac&)rthe second stage involves meaning interpretation
on the unit level, while the third stage includes verbalization of possible multimodal

metaphors and metonymies found in the unit.

4.22.1. High

After finishing the studies for design, in 1966 H.R. Giger got acquainted with Zurich
underground artistic circles, andparticular withthe filmmaker Fredi M. Murer, who made a
film aboutUrban GwerderSwiss poetand created a multimedia combinatidneading, film
arnd music. Giger was interestedpnesenig his workto a broader audiencbut he was put
off by unsatisfactoryconditions and the oAgme characteristic of an art exhibition, which is
why he started thinking about capturing his artwiitm. The collaboration began witdigh
(1967) a 1eminute short film depicting Giges blackandwhite paintngs from the period,
VRUWFDIPBIUD ULGH?3 WKURXJK KHeWKlIE (1867 WonrndteWlihPH D QG

59 The description, hierarchy of the filmic elements, and a detailed sample analysis are available on the website
at:http://www.empirischenedienaesthetik.fboerlin.de/en/emaegystem/emaex_kurevsion/
entwicklung_emaex/01_grundannahmen/index.html
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in which Giger demonstrates how the sculptBleod Glass(Blutuhr mit Wachskopfl967)
works Kunst, Design, Film2009, 20Y°.

High begins withtitles (paintings, camera, music, production and year), followed by a
change of music and the first paintingpwn 1(1966) shown through theamera lens. A
journeythrough Gigef§ work from 1964 td 967 is enhanced by various music vignettes, in
which werecognize scarcely used instruments like guatad piano, but also minimalistic
synthlike sounds and variations in monotonality. The film ends with a visual portrait of H.R.
Giger from all four sides (frontal, side views, back), with sound stoppingea®thting view
ends and the scene turning black. This follows the Surrealist style of eclectic cinema
making, where theniseen VFqQH LV RIWHQ LQIOXHQF(BadweN X UUHDOI
Thompson, 2008, 453).

In the analysis of this shofitm, which could be taken as opathos scene (using the
term from the eMAEX systejnwe have identified nine expressive movemaritsu(EMUS),
which are all distinguished by:

1) a change in the accompanying music (sound cue)
2) a change of the painting portealy or a specific angle (visual cue)

In the first six EMUs, each unit consists of three paintings and a unifying music
theme, after which there is a change/transition into the next unit. The last three EMUs contain
five to eight paintings, and the soursdnot as distinctive as in the first six, which means that
the transitions are made less clear, and the music themes start to sound familiar.

For the purpose of the analysis, we will present the first two EMBsthe

representative examplestled afterthe series of paintings which appear in them.

70 Both shorts were shown as media additions to Urban Gwerder's stage perforsrarc@(k@st, Design,
Film, 2009, 78).
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4.2.2.1.1EMU 1. Town (00:28 +1:07)

Image T. High (1967) Frame at 1:06

Sound:

A singletoneis slightly modified every couple of seconadth dramatic accordion overtones
underlying the sound elemerithe sound is nondiegetic (it does not come from the inside of
the scene, but from the outside world).

Framing:

The camera follows the path of the first paintiigyn | 1966), which slowly transcends to

the found creaturd(Head I, 1966), then cuts tdown 11 (1966) with thecreature looking at

the horizon, slowly being revealed as the camera moves into the distance.

Meaning interpretation:

The sound and frames build a composition that signifies a vigueeirney through the bleak,
barren landscape with an abyss in the middle. By zooming in the clouds above the first
landscape, camera records movement to the creature, which is afterwards seen on the right
side of the cliffs surrounding the abyss. The e has its eyes closed in the second
painting, but in the third and final one, it is standing, a gas mask over itafatgazingat

the same place where the camera zoomed ofagaiin, the clouds). The music is amplifying

the feeling of hopelessnesisat arigs from this dystopian visual journey, in which nature and

every (other) life has been destroyed by an unknown catastrophe. Bridges that used to connect
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the two sides of the chasm are also destroyed, and the only path seemingly intact istthe fligh
of stairs going into the abyss. The creature seems to be the last living entity, however, even its
life fneeds to be taken with suspicion, because it sustained grave physical injuries (the arms
are town away, and the spine and other parts of the bedjeapid of flesh).

Metaphoricityand metonymicity

Since the paintings that provide the visual aspect of the unit are based on the pre
biomechanoid period of Gig&r opus, and thematically closely connected to his s¥vies
Atomic Children this EMU contains a slight modification of the conceptual ongiy
underlying the series, and can be verbalizednasiG WITHOUT PHYSICAL INTEGRITY FOR
SURVIVING DESTRUCTION as a specific instance of the metonyESFECT FOR CAUSE The

viewer is not familiarized wviih the kind of destruction that happened to the depicted world,
but the unavoidable signs of its p@gtocalyptic state are the monochromatic quality of the
paintings, the portrayed landscape, the grainy texture of clouds and the landscape which
suggests @lution, the creature with the gas mask and missing limbs and damaged body, and
the aural soundscape that closely follows the motif of the vistihbs.bone structure of the

bleak landscapes a metonymical representation of the absence of living humiaigdand

nature from the surroundings of theeature, which Giger sees as skin covering the massive
organism of the environment, a theme he later developed with hisdingiscapeseries (see
Section 4.1.1.4. Verbalized, the metonyyncan bepresente@sTHE PART OF THE ENTTY FOR

THE ENTITY, as a more developed versiorPeRT FORWHOLE.
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4.2.2.1.2EMU 2. Shafts(01:08 +01:34)

Image 18High (1967). Frame at 01:14

Sound:

Two tonesare intertwined; one continuouslaid over the unit, while the other consists of
clanks and hits;omprisingan abstract piece of music

Framing:

The camera moves vertically, from the top of the paintings to the bathoinbeyondin the

third and final painting, the camera moves dotkien right.

Meaning interpretation:

Even though this EMU is drastically different from the first one, thematically it is again
connected to the notion of an abysdich takes the central role in this examglke unit is
visually and sonically portrayeid terms of underground dwellingsshafts £and strives to
convey their endless, bottomless quality with an almost unnoticeable switch from the end of
the painting to a black frame. The sound, especially the clicks and clanks, is again used to
emphasizehe lack of firm ground by echoing some tones (as if something falls anthéits
stairs and other obstructions on the way into the abyss), while the underlying monotone
evokes a voice distorted by the underground environment. The transition betweeroftiie sec
EMU and the third one is signalized by the movement of the camera to the right, where the

accordion sound (from the first EMU) is used to break the monotone of the secofdherst.
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are creatures present in this EMU, as well. In the first painBdgatcht VIL 1966), a female
entity floats in the air, not affected by the bottomless shaft around it. In the second painting
(Schacht VI, 1. variant there are two creatures observing the dwelling consisting of
labyrinthine stirs and darkness, while in ti@rd one, the creatures form femur bones placed

in the murky water, which is also the only painting in the Schacht series that has some sort of
ending/bottom in the lower part of the image.

Metaphoricityand metonymicity

Similar to the previous EMU, the conceptual metaphor presented in this unit is related to the
metaphor in the serieSchacht(Section 4.1.1.2.)CIRCUMSTANCES ARE SBRROUNDINGS in

which the aural element fortifies the metaphoric meaning constructed in the paiftiegs.

unit repeats the conceptual metonym LIMB FOR THE BODY by showing the femur bones as

figures of the second painting.

4.22.2. Heimkiller

Heimkiller is a shortfilm depicting one of Gige§ earlier sculptureBlood Glass
made to look like an hourglass with blood running over the hea@gliacthe center. e
origin of the sculpturestems from the early days sfLJHUfV FKLOGKRRG , :KHQ K&
Giger shortlyattended a Catholic kindergarten, where the nuns resorted to pictures of Jesus as
ameans toFRQWURO WKH FKInh@a&tidHe BigeErmhkSEhE pdnting of Jesus
with blood running over his faceD Y HU L W D E O} whietOWRR €hBvihWoKthem as
SXQLVKPHQW YLD WKH &KULVWIV VXIIHULQJ ORUH WKDQ \
blood in his paintings, Giger remembered the reg$alimdesign 1996, 5) The circular
notion of Giger§ art reflects in this film as weltor, more precisely, on the titular sculpture.
In Homekiller Barany (1995) sees the seeds of the collectMaich Abart and in the
sculpturesiatch Guardianits cyberpunk descendent.

The oneminute shortHeimkiller contains three separate expressive movement units,
which will be discussed in the following sectidgkgain, the short quality of the film does not
justify or provide basis for distinguishing certain pathos scenes. InHaatkiller can be
taken as a siflg scene in total. Because the units are temporally interconnected, the third
level of the analysis will be provided after the description and meaning interpretation of the
EMUs.
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4.2.2.2.1EMU 1 (00:07 +00:16)

Image 19Heimkiller (1968)Frame ab0:1Q

Sound:

After the dramatic sound used for the initial film titles, the first EMU does not contain any
sound.

Framing:

Contrary to the aural section, camera movement is dynamic and fractual. The sculpture is
shown from a slightly side view (bothfieand right) interchangeably, while the blood covers

the face of the head insid®ne of the particular techniques that flmmakers have in their
arsenal in order to prefocus our attention and emotive appraisal is what Carroll (2010, 6) calls
pariable framing§ £ the alteration of the visually salient element/object to the viewer by
scaling (enlarging the object in the visual field), indexing (pointing the camera to the object),
and by bracketing (excluding irrelevant things from the frame which is reehten the
object). By excluding the rest of the sculpture from the frame, Giger pointed to the central and
the most important element in terms of meaning construction, which is the h&iododf

Glass

Meaning interpretation:

The nauseating camemgovement is in strong opposition to the silence of the uné.viéwer

witnesses frames aewy high speed of the sculptupd work{and the unit builds anticipation

135



for the appropriate sound element that is missing. The silence isrutiegl same wawsa
juxtaposed audio elemert disrupt the viewe$§ expectatioof the meaning in the scenks

noted by Bordweland Thompsor§2008, 265), the function of the sound can be to direct the
viewer$ attention specifically within the image, and shapgéiseption and interpretation of

the image, while a sound cue for some visual element may create anticipation for that element
and relay the attention to oreover, he authos (ibid) note that thesound can give a new
value to silencetxunbearable temsn can be createdith a quiet passage in a filnshich

forces the viewer to concentrate and wait in anticipation for the next aural element. The use of
sound in film, therefore, includes all the possibilities of silence, similar to how a color film
turns black and white into grades of coldn this unit, silence provides ample anticipatory
sensation in the viewer and sharpens his intake of the whole scene.

4.2.2.2.2EMU 2 (00:17 +00:41)

Image 20Heimkiller (1968). Frame at 00:28
Sound:

A trumpet announces the ringing of a clock, which then transforms into a cacophony of

saxophondike sounds
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Framing:

The light is off in the first frame, and when the sculpture is illuminated, the antists the
frameand sets the mechanism in motion. This propels the blood to flow over the face, and the
camera moves towards the face from a static position.

Meaning interpretation:

In the second EMU, the sound is not only a strong component, but it also signifies the
importance of the motion (the turning of the sculgtuihe clock ringing promptse start of

the activity, when the artists enters the frame and turns the part of the sculpture that surrounds
the head upside down, in order to letlilgeid that looks lke bloodflow over the face and the
entire head.Giger obtained a strong emotional engagement of the viewer by putting
asynchronous sound into the short, which is a device used by filmmakers to achieve

imaginative effects (BordwellThompson2008, 288).

4.2.2.2.3EMU 3 (00:42 +00:51)

Image 21Heimkiller (1968). Frame at 00:48.

Sound:
There is no sound in the first part of the unit, after which the ringing of the clock reappears

towards the end of the segménthe form of a repeated musical/sound phrase
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Framing:

The camera takes a more frantic approach, as it cuts back and forth between tBe artist

screaming face and the poorly illuminated clock. In a couple of frames, due to subdued

lighting, the artis§ face also seems covered in blddlde frame uses red toninggnd when

the sound cue begins (the ringing) the whole frame becomes lighter until it disappears. The

camera movement emulates a fast beating heart during the second part of the unit.

Meaning nterpretation:

By showing the face in the sculpture with blood, and then the frté&ste seemingly covered

with the same liqu, the viewer makes the connection between the two, and sees that the

sculpture is meant to portray the artist hims@$. with *LJHUYV FUHDWXUHV ZKR

H\HOHVV RU EHVSHFWDFOHG WKt avblaxkxioti ¥usHd$vig thelH V- D UH

purpose. The meaning of not seeing and theisig rendered powerless to understand and
RYHUFRPH LWV VXUURXQGLQJV FDUULHWh&I¥gt uhit\elso WKH D

evokes the feeling of a dream being interrupted by an alarm, which would explain the

dissipation of the scenghe overexpasre of film) at the end of the unit. The artftsilent

screaming points to his inability to stop or exit the scé@ihe. intermission works against the

spectato expectations regards tesounds and corresponding images.

Metaphoricity and metonymicity:

The first EMU is used to present not the mechanism of the sculpture (this follows in the

second unit), but the result of the change brought by the inversion. The face is profoundly

affected by the blood pouring down, and the second unit connects thee chidimgemporal

shift in the form of a sand clock. The clock, of course, does not contain sand, but a red liquid

that symbolizes blood, which is esdial for a living human bein@nd spilling the liquid over

the head points to a seeatisruption of this natural rule, as seeing blood equals rupture in the

living tissue and damage to the wholeness of the orgaribm.lack of harmonized aural

elements in the second unit seem to build on this preniike. metonymy LACK OF

HARMONIOUS SOUND FOR LACK OF HARMONIOQUS EXISTENCE is enabled by the severely

contrasting aural fabric of the stoand unveils the feelings of conflicts for the artist marred

by his own profession in the eyes of the socidiye third unit brings an actor into the

figurative equation, and the fact that it is the artist himee¢htes the metony®RrTIST FOR

ART, as a more specific version BRODUCER FOR PRODUCTThis is emphasized with the

lighting aspect of the unit, because the modified;taguted illumination stand®r the blood

previously spilled on the main element of the sculpt(RED LIGHT FOR BLOOD. Self

identification with the blooétained sculpture can point to several internalipethts of
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meaningfor the artist: change manifesting itself as a physictfe, selsacrifice, voiceless

dissent, a nightmare that dissipates with the sound of an alarm and morninfy light.

4.22.3. Swissmade 2069

Together with the artist Fredi M. Muren, 1968H.R. Giger directewissmade 2069
a science fiction filmwhich portrays a future Swiss society watched over by a fully
computerized Big Brother state. The dystopian world, hgpatrolled and ultimately
doomed, is visitethy a humanoid extraterrestri@esigned by GigerWwho records the citizens
and events wit the help of a camera in his head, and is widely regarded as the proto version
of Alien §title creaturdan Ridley Scott$ production in 19790laroids 2014,52).

An alien being, a reportaf sorts, visits Switzerland in 2068ith his extraterrestrial
dog, who wears a protective suit which, according to Giger, shows the level of pollution of
our atmosphere (Levy, 19796). The alienconducts interviews withitizens divided into two
parts of the aciety, which happened afteb PFUHDW XS KNWHKDHQIVARIUDWLRQLV W'
majority of people who submitted thetlSOYHV XQGHU W K Blo UFIRIQQV RitReQ WRU HW K
main control centre of the populationD QGHY HUYDWLRQLVWV?: QRQFRQIRUF
intellectuals and other @ividualsthat wereagainst the tot§l controlled way of life, who @
placed in reservations and isolated from the rest of the so&egn the sexual life of the
integrated citizens is monitored and subject to norms and rules, and wwgpproved
moveamentor actionis recorded and consequently sent to the citizen in the form of a report.
one of his interviews, Giger (Levy, 1979, 36) discussed the film, and touched upon the notes
of Orwell § 1984 in the non-narrative, yet interwovefabric of Swismade 2069despite it
EHLQIJI®PELQDWLRQ RI VHYHQ GLIIHUHQW VWRUTHdV QRQl
extraterrestrial is taken by security people in the end, and after his disappearance, it seems the
entire flawed government construction falls papelling disaster for the integrated part of
the nation,excluding thenonconformists Kunst, Design, Film2009, 30). Sciencefiction
films that came laterQattacg 1995, Equillibrium, 2002,to name a fewshow a similar
dystopianversion of a f[ghly-controlled state, where showing emotions is showingkness,

and, in the case d@quiibrium, it is evenillegal. It is in this light thatSwissmade 206&an be

" Giger usually created during the evening and well into the night hours.
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taken as a starting point of the specifisidypian topics portrayed tinematographyrbm the
70s to the present day.

A middle-length or a featurength cinematic work usually contaiasdetailed plot
constellation of scenes which can be further divided into expressive movement units.
However, the avantgarde characteristic of Swissmade, reflected in thieemmmontage and
highly disrupted narrative, avoids the cleat division of @thos scenes. Instead, we can
discernnumeroudntersperseexpressive movement unigglaced in a repetitive manner and
conveyng a certain pattern which the director intendedestablish. InSwissmade 2069
despite the notinear approach to the storgased on our analysithere arehreetypes of
EMUsthat are used throughout the film:

- EMUs in which the protagonist, the alien being, records the members of the new Swiss
society, the integrationists, as they lay down the rules of existence aftephbaval in a
frontal YLHZ ZKLOH DOVR %WHIFRQY GRLHXQIW WtHeH pbiditF &f Oriewv isH V
emphasized by an ovahaped border which resembles the camera eye, as well as the network
of lines over the images showin a couple od scenes, when the viewpoint changes from first
person to thireperson in the case of the extraterrestrial, his movement and presence in the
scene is emphasized by a mechanized sound)

- EMUs that show reservationists and other citizens fteenother gle of the government
structure; the point of view is interchangeable to the spe@ateew, and the scenes look
drastically different from the first typet the flow of the camera is wonstrained and
relatively free, as opposed to the intews inside the controlled state; nature and
environment often form the backdrop of the scenes

- abstract EMUs with no monologuaed seemingly no explicable narrative connection to the
scenegqthe girl with the wagon, the man with the white flag, sequemdtts the recorded
citizen)

For the purpose of the analysésnd having in mind the scope of the reseanehwill
dissectexamples of each of the EMU types.
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4.223.1.EMU 1: The Integrationist (16:37-16:58

Image 22 Swissmade 2068.968): Frame at 16:38

Sound:

The unit presents the view of the alien being, therefore, the sound heard in the unit is the
sound ofarecording tape being pulled thrdug filming device (located in hhest).

Dialogue the integrationist deliveiser lines in a monotonous voice, with no changes in pitch

or timbre.

Framing:

The scene contains one shot, in which the recorder (alien) slightly shifts the position to the
right in the middle of the unit. Position of the camera is equal tpadlséion d the alien$

head

Meaning interpretation:

The integrationist, one of th LWL]J]HQV ZR WBtNQCHQWUWKHHISODLQV WR
being that all integrated citizefisgrm the government and administratianth the following

lines: 3All integrated citizens form a R PSOHWH XQLWAUDLWK&W®RWUH3 ZI
regenerates permanently. We are therefore all equally a part of the government and

D GPLQLVWr&t,hWattib@ing the center of government with the ability of regeneration,

the integrationist uses the conceptual meta@YERNMENT IS A LIVING ORGANISM, Of more
specifically, GOVERNMENT IS A PERSON This metaphor is enabled by the conceptual

metanymy INDIVIDUAL FOR INSTITUTION, since in this unit, and during the entire film, the
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spectator does not see the institution as a whole (represented by a building, or in some other
manner). Instead, the integrationists inside the buildemgesas represemtW L R Q VBrRih WK H 3
& H Q Wwiohiodes are used in this EMU: visual and verbal. Without the speegbonent

the construction of these mechanisms would not be possible (the spectator would not be able
to construct the metaphor and the metonymy solelyhenvisual mode)Furthermore, this
metonymy is accentuated by the blank, emotionless stare of the integrationists, even in scenes
where the verbal act would require an emotional response. There are no gestures iasolved,

the integrationists do not poiat specific featres of the facility during their presentation to

the extraterrestrial. Thebotic emulation by the integrationists is accentuated by the quality

of the voice fhonotonous, mechanized, without any changes to its pitch or jimbre

4.223.2. EMU 2: The man on the island

Because the free form of the film atite evasion ofnon-sequential narrative offer
possibilities of a different view of expressive movement units, tbenseexample is divided
into threeEMUs that construct a single scene: the extraterrestrial is in aappabachinga
man on an iand, with whom he subsequentigonducts an intervieW Even though the
separation of the expressive movement units in this film is representative ofréalistur
nature, we propose that the analysis of such units is possible with regards to their individual
characteristics (time frame, sound and framing), while meaning interpretation can be

constructed on the basis of the whole group of units.
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EMU 2. The Man on theslandl (29:21-:29:48)

Image 23Swissmade 2068.968): Frame at 29:29

Sound:

The soundscape follows the scene: sewam almost inaudiblaural points that follow the
rowing and the movement of the boat on the lake

Framing:

The unit consists of one shot, and the perspective of the camera is behind the alien being

(emphasized by a wigangle shot, contrary to those from the extraterregrgdrspective)
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EMU 2. The Man on thesland 1l (3113-31:40)

Image 24 Swissmade 2068.968): Frame at 31:14

Sound:

Once the extraterrestrial is on the island, the previous sound parts disappear. Instead, only the
faint sound ofthe camera recording can be heard in the background, while the man talks to
the alien being.

Framing:

This unit uses a widangle shot that gradually zooms in the center of the frame, occupied by

the man and the extraterrestrial
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EMU 2. TheMan on the dland IIl (32:1433:12)

Image 25Swissmade 2068968): Frame at 32:42

Sound:

Beside the faint sounds of the surroundings, the only aural component in this unit is the man

voice

Framing:

The shot is presented through the camera lens/eye of the alien, and follows, for the most part,

the mar§ face, upper part of his body, ahd gesturesThe stability of the scene slowly
disintegrates as the man becomes more frantic and hostile

Meaning interpretation:

The figurative language is constructed through both visual and verbal mode, with the addition
of gestures that are most apgrat in the third part of the EMhe purpose of the scenes is to
show a member of the society who is thoroughly conflicted by the change of his environment
for the worse, which is reflected in his erratic behaviour, words and gestures.

Metaphoricity andnetonymicity:

In The Man on thesland I, the foundation of metaphoric/metonymic construct is laid in the
juxtaposition of the extraterrestrial and the man shouting at him from the small island in the
middle of a lake. The man spews contradigtbnes at WKH D O L H Are YoURKmDV 3
RYHUVHDV" 'DPQ IRUHLJQHUV &RPH LQ 6ZLW]MRdBADQG LV
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fortifies the visual construction of Switzerland @ tiny island as well as the relation
between this country and Europe as thahefisland towards the lake, which is a much larger
body of wateras opposed to the dimensiohtbe island (only about 10 nees in diameter)
Moreover, the alien is seen as a foreigner, an immigrant to the country, from which we can
construct the metaphawMIGRANTS ARE ALIENS. It seems as if the extraterrestrial is going to
pass by thesland, which is negated in The Man on tiséanhd I, in whch they carry a
conversation abouhe man and where the metapls@nTZERLAND IS AN ISLAND takes shape

LQ WKH IR O GRwdve JeuuralyHand® politically it has remained the same romantic
DQG LQVLJQLILFDQW LVODQG?:

In the third and last part athis EMU, the mar§ deliverance of lines becomes
dramatic, with frantic hand and head movements, often in a threatening stance towards the
extraterrestrialThe hate speech towards the doctor (previously introduced in another group of
EMUSs) and his ideafdoringing foreigners into the country is accentuatedngymar§ array
of gestures that seem to point to his anger: the clenching of the fists, and pulling hands apatrt,
as if he is ripping something into two piecesnultaneouslydelivering the O L Q BhalFstab
KLP FUXVK KLP JULQG KLP FXW KLP LQWR SLHFHV 3

EMU 3. The Hag

EMU 3. The Hag | (04:2504:30)
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Image 26 Swissmade 2068.968).Frame at 04:26

Sound:

Forceful wind sound is heard in the unit, and the flapping of the flag agfainst

Framing:

The central element in the scene is the man on the cliff, holding a white flag several meters
high; one shot unit

EMU 3. The Hag II. (34:1334:35)

Image 27 Swissmade 206@9.968).Frame aB4:27.

Sound:

Loud wind gusts dominate tlziral aspect of the unit

Framing:

A wide-angle shbbecomes centered on the chifid the man stilllesperatelyrying to either

stabilize the flag, or wave it despite of the strong wind. The camera is static.
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EMU 3. The Fagll (34:5134:55)

Image 28 Swissmade 206@.968).Frame aB4:52

Sound:

In the final part of this EMU, the spectator hears no wirfte waving of the now burning

flag produces no sound either

Framing:

A zoomedin shot that focuses on the man now waving a burning Tlag lightingis scarce,
sufficient only to illuminate the main figure and provide a contrast to the dark skies
enveloping the scene.

Meaning interpretation:

The use of a white flag as a highly potent symbol of peaeehivedin this unit through

visual representation, as well as with sounthe central element is the man who
unsuccessfully attempts to wave a large, white flag, against the gusts of wind swirling around
WKH FOLII DV WKH IRUHJURXQGHG SLHFH RI WKkHuUghDQTV V X
the flag as a sign of the resolve to achieve peace in turbulent times.

Metaphoricity and metonymicity:

Several elements comprise the complex image: there is only one man who attempts to place
and stabilize the flag upon the rock; there is a gradual shift from day to night, as the scene is
illuminated only by natural, slowly disappearing light; the flag wgdes a significant

change: from an intact piece of white fabric to burned and torn black pieces detached from the
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pole. In this regard, the whole scene can be seen as a futile attempt at achieving and
maintaining peace and stability, further enbed by he wind as thenemesis and signified

with the aural mode. The last part of the EMU represents a change: the man now holds a
destroyed flag, the sound (wind) is no longer present in the unit, and the day has turned into
night. Thus, the unit contains a metgmic chain, which consists of the metonymwaITe

FLAG FOR SURRENDER BR PEACEtogether withDESTRUCTION OF AN OBECT FOR THE FAILURE

TO ACHIEVE A GOAL FOR WHICH THE OBJECT$ USED

EMU 4. The Woman with the Fhotograph (35:2%35:36)

Image 29 Swissmade 206@.968). Frame at 35:27.

Sound:

The entire aural composition consists of the sound of an explasithnrepetition

Framing:

The frame is built on the viewpoint of the alien, deduced from thelilemgocus of the

camera. The central point of the image is the woman, with visibly, almost theatrically black

bags under her eyes, and an emotionless stare somewhere outside eh¢hkigitt over
HISRVLWLRQ FKDUDFWHUL]JHVY WKH ILUVW SDUW DIWHU ZKI
face.

Meaning interpretation:
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A peformedfwoman with a blanlstareholds a picture of her former self, portrayed as a free,
artistic spirit, while the sound igminiscent of a nuclear bombinghe scene interprets the

main figure as only a shadow of the former self, which on a larger scale symbolizes the
negative changtat the Swiss society went through as a whole.

Metaphoricity and metonymicity:

This visualaural constructionprovides the metaphoDYSTOPIAN SOCIETY IS CHANGING
ONESELF ACCORDING TOSOCIETAL RULES Or CHANGING A SOCIETY FOR THE WORSE IS
CHANGING ONESELFACCORDING TO THE RUIES OF SUCH A SOCIETYThis EMU can be taken as

a confirmation of Forcevill§ (2006 391-392) notion of simultaneous cueing, where both the
target and the source domain are saliently presented at the same time, which enables
metaphoical identification. The author (ibid)ives an example which reftts the traits of this

V F H @ot indtance, a kiss could be accompanied by the sound of a car crash, of a vacuum
cleaner, or of the clunking of chains, to cue metaphorical mappings ofdisagter, dreary
GRPHVWLF URXWLQH DQG L PIS this\¢&6tReHIOaNe ofJthe/\Borh&AV LY H O
holding a picture of the time before the change in the society (which prompted her own
physical and emotional change) is accompanied by the sowrdexplosior(the likely cause

of the change in dystopiaBwitzerland £the metonymyCAUSE FOR RESULJ, enabling the

figurative construct in question.

4.2.3.0verview

With its conceptual possibilitiesa film can be used as an ambitious technological
attempt at sculpting a cinematographic embodiment of the personal and collective themes and
motifs that constantly challenge the notiorpbiysical andsocial evolution. As Bryant (1982,

102) puts it, as we sit drnwatch a cinematographic piece, we are participating in a central
ritual of our technological civilizationTechnology has become the key ideological figure,
and cinema one of its most visual creations to this day. An invention turned to its makers,
demigifying changes around them and in themselves, evolving creatures in the wake of
artificial intelligence, with the dark legacy of the globalization challenge looming over the
horizon of human culture.

The analysis oH.R. *LJHU TV FL QHP DW RpkUifiz $néthoddlril @ IBxehts V
(expressive movement unidg¢signed for multimodal input, provided an enriched insight into

his multimodal language. The focus on the science fiction and avantgarde cinema was given
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at the beginning because the three analyit®ed can be placed within the parameters of these
genres. The specific chararacterist{such as the avoidancelwiear narrative and dystopian
themes), provided a more detailed look at the analyzed short Hilgisand Heimkiller, as
well as the middldength featureSwissmade 206%nd became gart of the figurative
constructs that, for the most part, mirrored the metaphors and metonymies discovered in
*LJHUYJV SXUHO\ YLVXDO FUHDWLRQV

,Q *LIJHUYV FHOOXORLG RXWSXWYV ZnbtivaboQ tHatliedt Q GLVF
XSRQ WKH SHUVRQDO DQG FRO O H FassibY HeRtable PMhgeYito SODQH
the atomic abyss is multimodally approachedigh, where wefind the metonymyLIVING
WITHOUT PHYSICAL INTEGRITY FOR SURVIVINGDESTRUCTION &s the central human fear of pain
is massively projected onto the scredledi with desolate surroundings as an environmental
residue ofdeath and suffering. As the humanity already witnessed the destructive potential of
nuclear weapons, which created asmarauma over its use, and the possibility of future
nuclear wars, Sontag (2004, 44) sees that the majority of science fiction films that came after
WWII bear witness to this trauma, and in a way, try to exorciddgtial and auratesistence
of chronological narratiom High representspecificavantgarde elements whiskparatehe
piece from following a clear science fiction line of meaning makiingz dominant metonymy
THE PART FOR THEWHOLELY SUHVHQW LQ *LJHUTV FLQad l®ViRty DSKLF
THE LIMB FOR THE BODY andTHE PART OF THE ENTTY FOR THE ENTITY in High make a strong
case for proclaiming thigarticularmetonymic consttrucDV WKH PRVW GRPLQDQW R
artistic landscapes.

In Heimkiller, on the other hand, challenges faced in the creative processes take on the
homospatial form in the juxtaposition of the artist with his sculpture (the metoagmsgT
FOR ART), enabled by inherent symbolism ofillml blood as sacrifice required by the
creation.The metonymy ACK OF HARMONIOUS SOUND FOR LACK OF HARVMONIOUS EXISTENCE
where ajarring aural curtain dominatethe visual mosaic,conclude the individualistic
portrait as a visual commentary on the disturbing influence of society seeking punishment for
individuality.

Swissmade 2069 DV *LJHUTV DY D Q 198D diogittedYarple/coRrenkiaty
RQ ERWK WKH DUWLVW fcvdyStapiaf sbEiétyQivibubith® lehX ¥ Kis) hovhe/ L
country,as well as the illogical and salestructive quality such a society would have should
this scenario ever become a realifipking into account the written/spoken text in the film,
the metaphOGOVERNMENT IS A PERSONemerges as one of the strongest figuratimestruals

(and one that frames the resistance of the reservaticioigtat it metaphoricallyinto a David
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vs Goliath battle ZKHUH WKH FDPHUDV RI WKH 3% UDLQ &HQWUH" V.
This metaphor is evident in the followimgyample utterances®* , W LV LQ FRQVWDQW G|
with every integrated citizen and determines the political, economic and cultactibfis of

WKH VWBWOGRRNYVY DIWHU HYHU\ LOQWHJUDWHG FLWL]JHQ SHL
UHSRUW LW UHJXODUO\ JLYHV UHFRPPH&GEaY v&Wad DGYLFI
WKDW%WBHQ? FHQWUH? ZDV VR LQGXOJUHQWP RVRLFEEEUGRQ P
HIDPSOHVY WKH FHQWUDO JRYHUQPHQW WLWOHG 3%UDLQ F
other individuals (citizens), possesses the ability to have emotions, andat\ena caretaker

of people living in this societyThe symbés of division EWITZERLAND IS AN ISLAND,

IMMIGRANTS ARE ALIENS) and the difficult battle to achieve unitywfITE FLAG FOR

SURRENDER FOR PEACEDESTRUCTION OF AN OBECT FOR THE FAILURETO ACHIEVE A GOAL FCR

WHICH THE OBJECT ISUSED) are placed in a complex conceptual network that, perhaps
unsurprisingly, strongly resonates even todaythe antiglobalization movements create

seismic chasms through the core of the modern society. Multimodal metaphor (and
metonymy), in this view, Hd an important role tied to their origins in rhetoric, because, as
WRGD\YV PHGLD LV LQFUHDVLQJO\ XVHG RU DEXVHG DV PF
industry, and tycoons wish to distribute globgll the critical analysis of these conceptual
mechanisms (andools of persuasive discourse in the broadest $eoseld proveits

tremendous usefulness in the world outside the walls of academia (Forceville, 20865394
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5. Conclusion

This dissertationpresents an attempd provide a cognitive linguistic analysis of
monomodal and multimodal metaphors and metonymies present in the art of H.R. Giger,
Swiss painter, sculptor and cinematographer, who created a specific semiotic system and a
stylistic genre under the title &iomechanics, which enabled a visual representation of the
key concerns of modernized global society, such as the relationship with technology,
overpopulation and atomic destruction, genetic engineering, and so on. The analysis was
conducted on the basi§ two complementary views of conceptual metaphor, Conceptual
Metaphor Theory (Lakoff, Johnson, 2003) and Conceptual Integration Theory (Fauconnier,
Turner, 2002), amplified with the modified forms of Feins®i(1989) Art Response Guide,
the classificatia of visual/pictorial metaphors and metonymies)dy U F H {19060 20¢9%),
and recently developed eMAEX system of electronically based media analysis of expressive
movement images.

Metaphor and metonymy, as central figures of conceptual machinerg, fivst
equalized in importance for the workings of our mind by JakoBs@search into the binary
quality of thought and language. The cognitive linguistic view consequently provided the
ground for viewing both of these mechanisms as crucial for ouerayst thinking, which in
turn enabled the possibility of existence of various nonverbal manifestations of metaphor and
metonymy. Recent cognitive research was performed in the domains of advertising, gestures,
music, and art, among other systems and moflespression.

According to Forceville (2008, 2009b), conceptual metaphors and metonymies in all
nonverbal forms must follow the postulates of domain mappings: whereas the metaphor
implies the interplay of elements from two conceptual domains (targetsamae), in
metonymy, one entity is used to refer to another entity in the same domain. In the case of
blends, two input mental spaces create a third space which possesses a novel emergent
structure. In the research of nonverbal metaphor and metonymgatality, as a type of
manifestation, is &ighly significantvariable that influences the consttina of the figurative
thought. Multimodal variations render the (inter)domain mapping exclusively or
predominantly in two different modes, which can beba&rvisual, gestural, aural, etc. Thus,
complex multimodal systems such as cinematographic works can also be analyzed through
the conceptual lens, as the different modes of meaning transferral can be effectively

deconstructed into carriers of metaphond anetonymic meaning.
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Artistic works as specific sign systems can inherit important concepts and postulates
from their dominant genre or period of creation, which serve as sophisticated tools for the sort
of focused communi¢i®@n between the artist and thd perceiver. Through a detailed view of
the Surrealist movement which dealt with the aesthetic notions of the subconscious, the
human body, and the devastating legacy of the two world wars and various social turmoils at
the beginning of the 20century, we managed to link the period of Surrealism to the most
important concepts present in H.R. Gi§eart. By dividing his opus into three periods marked
with the central concept of biomechanitBe specific sign system of eéhartist, and by
observing both the monomodal dimension of paintings and the multimodal dimension of his
films, we were able to discern conceptual metaphors and metonymies which the artist
employed in the creation of the analyzed corpnsmost of theseidurative constructs, the
abstract domain deals with the notions of human and environmental change, nuclear
destruction and its consequences, emotional relationship of mankind with technology, birth
trauma, psychological states, and the complex concepitnef and its relentless passage.
Metonymies were frequently employed to strengthen the metaphoric construal, and have
become, in some instances, the central conceptual element portrayed through the use of
multimodal forms of expressivenesSonstructed orthe basis of primary metaphors and
metonymies such asAPPY IS UFSAD IS DOWN and THE PART FOR THE WHQE, early artistic
accomplishments were instilled with figurative depictionshef civilization heading towards
a postapocalyptic abyss, verbalized @8ING WITHOUT PHYSICAL INTEGRITY FOR SWRVIVING
DESTRUCTION IRRESPONSIBLE HUMANACTIVITY IS A DESTRUCTIVE FORCE FOR MANKND AND
THE ENVIRONMENT and PERFORMING DAILY ACTIVITIES OBLIVIOUS TO THE DEFORMITIES FOR
PERFORMING DAILY ACTIVITIES WITH THE KNOWLEDGE OF THE DEFORMITIES(Atomic Children
High). Individualized metaphoric and metonymic offerings exist in works in which the artist
battled inner preoccupations, and can be seen as a distaigcbf overcoming emotional
disruption,f.e. the metonymyaRTIST FOR ART (Heimkiller), the metaph@ CIRCUMSTANCES
ARE SURROUNDINGS(Shaft, High, BIRTH CANAL IS A NARROW FACILITY (Passage)) and
DYSTOPIAN SOCIETY ISCHANGING ONESELF ACORDING TO SOCIETAL RILES (Swissmade 2069
The theme of overpopulation is a recurring element in series suBlrtbsaching where
mankind is seen as pesst its path of destruction of the planet, recognized in connected
metaphorsOVERPOPULATION IS PHSICAL HARM, OVERPOPULATION IS PHSICAL CHANGE, and
OVERPOPULATION IS DESTRUCTION OF THE ENVRONMENT. However, he central(and partially
interconnectedPRWLI PHDQGHULQJ WKURXJK WK HBIiRHRIddikk VW R QH
Biomechanoid, Erotomechanics, N.Y. CitYy HIOHFWV WKH DUWLVWIV IXQGD
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ELRORJLFDO DQG WHFKQRORJLFDO DPDOJDP RI DODUPLQJ
fully mechanized, and perhaps final agee conceptual metaphmrN IS A MACHINE. Human
alienation from the natural state has becategigueurof the 20" and the 2% century.Not
only are we ready and willing to succumb to the alluring call of metallic perfection (seen also
in the blend forNecronomand Alien, where the title creatarpersonifies our neverending
fascination with extremesput we enthusiastically sacrifice our bodily integrity in order to
replace or amend the missing parts with mechanized elements designed to enable our
existence in unnatural environments (the metaplwOMAN $ BODY IS A MACHINE, enabled
by metonymiesa WOMAN § UTERUS FOR WOMAN$ BODY, A WOMAN $ BODY FOR A HUMAN
BODY, A HUMAN BODY FOR THEHUMAN RACE). Our corporeal totality becomésevictim of an
evolution goneawry, a misguidedbut inescapablettempt to survive the consequences
mankind has inflicted on the planet, and thus itd&¥en our suwundings have become the
epitomeof our desires: the cities (the metonymgw YORK FOR METROPQIS in N.Y. City
blend for Biomechanical Landscapenow cannot be discerned from theggsemi)organic
inhabitants ThroughMAN IS A MACHINE, Giger has offereda YLHZ RI1 PDQNLQGTV ELR
progress into mechanical territory witompelling precision and aesthetioshich thus
FKDUDFWHUL]JHV WKLV PHWDSKRU ubbfel KddceptUnadteviihyfv P HJ
molded into various representations of the Biomechanics gemhes concept is further
enhancedvith the megametonymic arch OHE PART FOR THE WHQE art (by pregnting our
dissected view of the parts, we are made aware of the compromise of our physical and
emotional integrityand transformation as well as the blends of mechanical and biological
realms presented ithe artworks. These dominant figurative concdptsn the skeleton of
*LJHUYV VHPLRWLF V\VWHP ZKLFK PRWLYDWHG JHQHUDWLI
andattempt a further investigationto the state of the modern man versus/via machine.

The evolution of the human identity reached undesghts in the controversial, war
andinventionladdendecades of the $0century As humanity trudges well into the second
decade of the P! century, art remains the most significant creation in the realm of the spirit,
offering an indispensable dimeasi for the creation of works withowerful messageand
reflectionsdelivered with the help afonceptual phenomen@oday,the visions of H.R. Giger
seem to be as relevant as ever befbhe year 2017 alone sees the resurgence of his most
famouscelluloid creation £the Alien tbut also the fear and anxiety that plagued mankind in
the wake of its extraordinary technological evolutidimus the dawn of the new century
might just prove to be the residual light from another atomic bomb, as humasitijt far

from overcomingits primal urgesand desire for mutual annihiliation. Giger mapped the
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metamorphosis of mankirahd its environment in such a way that these biomechanstas
will continue to beinexhaustiblewells of conceptualization in oypursuit of meaning well
beyond 2069, the year 8wissmade

More questions are left unanswered than there have been addressed with this
dissertation.However if the paper is approaches a starting point to a more detailed
discussion on H.R. Gigdrfigurativescapeand his monumental importance for the art world

and the world at largets primary goal has been achieved.
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7. Annexes

7.1. Annex 1. List of conceptual metaphors and metonymies

Metaphor

Metonymy

We Atomic Children

HAPPY IS UFSAD IS DOWN

ALIVE IS ACTIVE/DEAD IS INACTIVE
IRRESPONSIBLE HUMAN ACTIVITY IS A
DESTRUCTIVE FORCEFOR MANKIND AND THE
ENVIRONMENT

THE PART FOR THE WHQE
THE LIMB FOR THE BODY
LIVING WITHOUT PHYSICAL
SURVIVING DESTRUCTION
PERFORMING DAILY ACTIVITIES OBLIVIOUS TO
THE DEFORMITIES FOR PERFORMING DAILY
ACTIVITIES WITH THE KNOWLEDGE OF THE
DEFORMITIES

INTEGRITY FOR

Shaft

NOT POSSESSING A STBLE FOUNDATION IN
LIFE ISENDLESS FALLING THRQUGH SHAFTS
UNDERSTANDINGIS SEEING

CIRCUMSTANCES ARE SRROUNDINGS

LIFE IS A GAME

TOOL FOR
ACTIVITY

PERFORMING ACTIVITY FOR

Birthmachine

A WOMAN % BODY IS A MACHINE
MAN IS A MACHINE
OVERPOPULATION IS PHSICAL HARM

A WOMAN $ UTERUS FOR WOMAN$ BODY
A WOMAN $ BODY FOR A HUMAN BODY

A HUMAN BODY FOR THEHUMAN RACE
SOURCE FOR RESULT

Landscape

A MULTITUDE OF HUMAN BABIES IS A SWARM
OF INSECTS

SKIN FOR THE BODY
THE BODY FOR THE MANKIND

OVERPOPULATION IS PHYSCAL CHANGE | INFANT FOR ADULT
OVERPOPULATION IS DESTRUCTION OF THE

ENVIRONMENT

Passagen

BIRTH CANAL IS NARROW FACILITY OFFICE CLASP FOR OBBACLE
Blend

Biomechanoid

A HUMAN BODY IS A MACHINE

MAN IS A MACHINE

EMOTIONAL INTIMACY | S PROXIMITY
EMOTIONAL INTIMACY I S PHYSICAL MERGER
UNDERSTANDING IS SEENG

LACK OF PHYSICAL INTEGRITY FOR LACK OF
FREEDOM

Li

DEATH IS LIGHT
PEACEIS LIGHT
DIVINE ASCENSIONIS LIGHT

CROWN FOR ROYALTY

The Spell

GOODIS LIGHT/BAD IS DARK
A WOMAN IS A DIVINE BEING

RATS FOR FILTH
SNAKES FOR DANGEREVIL
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SATANIC SYMBOLS FOREVIL
SKULL FOR DEATH

Biomechanical Landscape

blend

Dune/Harkonnen

IMPORTANCE IS SIZEVOLUME

HUMAN BODY FOR BUILDING

Erotomechanics

EMOTIONAL INTIMACY | SPROXIMITY
EMOTIONAL INTIMACY | S PHYSICAL MERGER

INDIVIDUAL FOR HUMAN RACE

Necronom and Alien

blend

N.Y. City

NEW YORK IS A BIOMECHANICAL HYBRID

‘ NEW YORK FOR METROPQIS

Victory

BEING IN CONTROL ISBEING UP

The Mystery of San Gottardo

FUTURE SOCIETY IS THE LOSSOF PHYSICAL
INTEGRITY

THE LIMB FOR THE BODy

Watch Abart

HAVING A (S)WATCH IS COLLECTINGTIME
TIME IS A COVETED OBIECT

WATCH FOR TELLING THE TIME

High

CIRCUMSTANCES ARE SRROUNDINGS

LIVING WITHOUT PHYSICAL
SURVIVING DESTRUCTION
THE PART OF THE ENTTY FOR THE ENTITY
THE LIMB FOR THE BODY

INTEGRITY FOR

Homekiller

LACK OF HARMONIOUS SOUND FOR LACK OF
HARMONIOUS EXISTENCE

ARTIST FOR ART

PRODUCER FOR PRODUCT

RED LIGHT FOR BLOOD

Swissmade 2069

GOVERNMENT IS A LIVING ORGANISM
GOVERNMENT IS APERSON

IMMIGRANTS ARE ALIENS

SWITZERLAND IS AN ISLAND

DYSTOPIAN SOCIETY IS CHANGING ONESELF
ACCORDING TO SOCIETA RULES

CHANGING A SOCIETY POR THE WORSE IS
CHANGING ONESELF ACORDING TO THE RULES
OF SUCH A SOCIETY

INDIVIDUAL FOR INSTITUTION

CAMERA FOR EYE

WHITE FLAG FOR SURRBEDER FOR PEACE
DESTRUCTION OF AN OBECT FOR THE FAILURE
TO ACHIEVE A GOAL FOR WHICH THE OBJECT $

USED

CAUSE FOR RESULT
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7.2 Annex 2 List of paintings

No. Title of the painting Year Title of the publication

(1963 | Atomic Children 1963 Biomechanics, A+, Das Schaffen vg

Z- Alien, Retrospective

031)

(1963 | Atomic Children 1963 Biomechanics

Z-

024)

(1963 | Atomic Children 1963 Biomechanics, A+, Das Schaffen vg

Z- Alien, Retrospective, HR Giger and t

044) Zeitgeist

(1963 | Atomic Children 1963 Biomechanics, Retrospective, H

Z- Giger and the Zeitgeist

025)

(1964 | Atomic Children 1964 Biomechanics

/-

008)

(1964 | Atomic Children 1964 Biomechanics, Retrospective

Z-

011)

(1963 | 'pILOp 1963 Biomechanics

Z-

033)

69 Atomic Children (Atomkinder) | 1967 | Biomechanics, Filmdesign, D¢

1968 Schaffen vor Alien, HR Giger and tf

Zeitgeist

25 Schaft No. 1 1964 Necronomicon, Necronomicon | & |
HR Giger and the Zeitgeist

26 Schaft No. 2 1964 Necronomicon, Necronomicon | & |
Arh+, HR Giger and the Zeitgeist

39 Schaft No. 3 1965 Necronomicon, Necronomicon | & |
HR Giger in Obwalden, HR Giger ar
the Zeitgeist

42 Schaft No. 4 1964 HR Giger in Obwalden, HR Giger ar
the Zeitgeist,

43 Schaft No. 5 1965 Necronomicon,Necronomicon | & I,
Arh+, HR Giger in Obwalden, H¥
Giger and the Zeitgeist

62 Schaft No. 6, 1. state 1966 Biomechanics, A+

62a Schaft No. 6, 2. state 1966 | Necronomicon, Necronomicon | & |

1968 Das Schaffen vor Alien, Kunst, Desig

Film

63 Schaft No. 7 1966 Biomechanics, #h+, Das Schaffen vo
Alien, Retrospective

(1964 | *"HEIUPDVFKLQH 1964 Das Schaffen vor Alien

B-

001)

35 Birthmachine 1965 Necronomicon, Necronomicon | & |
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Arh+

(1966 | Birthmachine 1966 Necronomicon, Necronomicon | & |
P- Arh+
001)
85 Birthmachine 1967 Necronomicon, Necronomicon | & |
Das Schaffen vor Alien, Retrospectiy
HR Giger and the Zeitgeist
84 Landscape 1967 Das Schaffen vor Alien
(Organische Landschatft)
80 Landscape 1967 | Das Schaffen vor Alien, Retrospective
69
191 Landscape | 1972 Das Schaffen vor Alien, Retrospectiv¢
192 Landscape Il 1972 Das Schaffen vor Alien, Retrospectivg
195 Landscape V 1972 Necronomicon, Necronomicon | & Il
196 Landscape VI 1972 Retrospective
200 Landscape VIl 1972 Das Schaffen voAlien
203 Landscape X 1972 Necronomicon, Necronomicon | & |
Arh+, HR Giger and the Zeitgeist
205 Landscape Xl 1972 | HR Giger in Obwalden
1974
206 Landscape Xl 1972 | Das Schaffen vor Alien
1973
207 Landscape XIV 1973 Necronomicon, Necronomicon | 8,
Arh+, Retrospective, HR Giger and t
Zeitgeist
215 Landscape XVIII 1973 Necronomicon | & Il, Retrospectivg
Arh+
249 Landscape XXIX 1974 Necronomicon | & I, Retrospective
112 Passage | 1969 Necronomicon | & I, Ah+,
Retrospective, HR Giger andhe
Zeitgeist
113 Passage Il 1969 | Necronomicon | & II, Retrospective
1970
116 Passage IV 1969 Necronomicon, Necronomicon | & |
Arh+, Retrospective
145 Passage IX 1971 Das Schaffen vor Alien
1972
157 Passage X 1971 Retrospective
158 Passage Xl 1971 Das Schaffen vor Alien
188 Passage XV 1972 Das Schaffen vor Alien
172 Passage XVI 1972 Arh+
182 Passage XXII 1972 Necronomicon | & Il, Ah+, Kunst,
Design, Film
232 Passage XXIX 1973 Necronomicon | & I, Ah+,
Retrospective, HR Giger and ti
Zeitgeist
235 Passage XXXII 1973 Necronomicon | & Il, Filmdesign
236 Passage XXXIII 1973 Arh+
98 Biomechanoid 1969 HR Giger and the Zeitgeist
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99 Biomechanoid 1969 HR Giger and the Zeitgeist
100 Biomechanoid 1969 Necronomicon, Necronomicon | & |
HR Giger andhe Zeitgeist
101 Biomechanoid 1969 Necronomicon, Necronomicon | & |
HR Giger and the Zeitgeist
102 Biomechanoid 1969 Necronomicon, Necronomicon | & |
HR Giger and the Zeitgeist
103 Biomechanoid 1969 Necronomicon, Necronomicon | & |
HR Giger andhe Zeitgeist
104 Biomechanoid 1969 Necronomicon, Necronomicon | & |
HR Giger and the Zeitgeist
105 Biomechanoid 1969 Necronomicon, Necronomicon | & |
Das Schaffen vor Alien, HR Giger ai
the Zeitgeist
308 Biomechanoid 1976 Necronomicon, Necronomicol & I,
Arh+, Retrospective, HR Giger
Obwalden
520 Biomechanoid | 1975 Necronomicon | & I
1983
250 Lil 1974 Necronomicon, Necronomicon | & |
Arh+, Retrospective, Das Schaffen \
Alien, HR Giger in Obwalden
251 Lill 1973 Necronomicon,Necronomicon | & II,
1974 | Arh+, Retrospective, Das Schaffen \
Alien, HR Giger in Obwalden, HF
Giger and the Zeitgeist
237 The Spell | 1973 | Necronomicon, Necronomicon | & |
1974 HR Giger and the Zeitgeist
238 The Spell II 1974 Necronomicon, Necronomicoh & I,
Arh+, Kunst, Design Film, HR Gige
and the Zeitgeist
320 The Spell llI 1976 Necronomicon, Necronomicon | & Il
331 The Spell IV 1977 Necronomicon, Necronomicon | & |
HR Giger and the Zeitgeist
289 Dune | 1975 Necronomicon, Filmdesign
Necronomicon | & I, Ah+,
Retrospective, HR Giger in Obwaldeg
HR Giger and the Zeitgeist
290 Dune Il 1975 Necronomicon, Filmdesign
Necronomicon | & I, Ah+,
Retrospective, HR Giger in Obwalde
HR Giger and the Zeitgeist
292 Dune IV 1975 Necronomicon, Filmdesigr
Necronomicon | & Il, Retrospective
Kunst, Design, Film
293 Dune V 1975 Necronomicon, Filmdesign
Necronomicon | & Il, HR Giger in
Obwalden
294 Dune VI 1976 Filmdesign, Necronomicon | & Il
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297 Biomechanical Landscape | 1976 Necronomicon, Necronomicon | & Il
298a | Biomechanical Landscape Il | 1976 Necronomicon, Necronomicon | & Il
312 Biomechanical Landscape 1976 Necronomicon, Necronomicon | & |
Arh+, Das Schaffen vor Alien
Retrospective
319 Biomechanical Landscape Il | 1976 Necronomicon, Necronomicon | & Il
347 Biomechanical Landscape 1977 Necronomicon | & Il, Das Schaffen v(
Alien, Retrospective
356 Biomechanical Landscape 1977 Necronomicon | & |l
413 Biomechanical Landscape 1979 Necronomicon | &
(Biomechanicsche Landschg
PLW .|SIHQ
417 Biomechanical Landscape 1979 Necronomicon | & Il
418 Biomechanical Landscape 1 1979 Necronomicon | &
(Trains)
300 Necronoml 1976 Necronomicon, Necronomicon | & Il
301 Necronomll 1976 Necronomicon, Necronomicon | & |
DasSchaffen vor Alien, Kunst, Desigl
Film, HR Giger and the Zeitgeist
302 Necronom Il 1976 Necronomicon, Necronomicon | & Il
303 Necronom IV 1976 Necronomicon, Necronomicon | & |
Retrospective, Kunst, Design, Film
304 NecronomV 1976 Necronomicon,Necronomicon | & I,
Das Schaffen vor Alien, Kunst, Desig
Film
306 Necronom VI 1976 Necronomicon, Necronomicon | & Il
316 Necronom VII 1976 Necronomicon, Necronomicon | & Il
317 Necronom VIII 1976 Necronomicon, Necronomicon | & Il
318 Necronom IX 1976 Necronomicon, Necronomicon | & Il
364 Alien | (Facehugger) Version | | 1977 Alien
365 Alien | (Facehugger) Version Il| 1977 Filmdesign, Alien,
363a | Alien Egg Il 1977 | Alien
1978
381 Alien Egg Il 1978 Filmdesign, Alien
379 Alien |, FacehuggeNersion IV | 1978 Filmdesign, Alien
368 Alien Il, Chestburster 1978 Alien
384 Hieroglyphics 1978 Filmdesign, Alien
385 Landscape 1978 Alien
374 Wreck 1978 Filmdesign, Alien
375 Wreck Entrance 1978 Filmdesign, Alien, Retrospectiv¢
Kunst, Design, Film
376 Corridor in interior of wreckj 1978 Filmdesign, Alien
Hall inside the wreck
380 Pilot in cockpit 1978 Filmdesign, Alien, Ah+, Retrospective
371 Alien 11, front-view Il 1978 Alien
373 Alien [, front-view Il Necronomicon | & II, Alien, HRGiger
and the Zeitgeist
370 Alien 111, side-view Il 1978 Alien
372 Alien 111, side-view llI 1978 Filmdesign, Necronomicon | & I
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Alien, HR Giger and the Zeitgeist

419 Erotomechanics IV 1979 Necronomicon | & Il, Retrospective

420b | Erotomechanics V 1979 Necronomicon | & Il, Ah+,
Retrospective

421 Erotomechanics VI 1979 Necronomicon | & Il, Ah+,
Retrospective

422 Erotomechanics VI 1979 Necronomicon | & Il, Retrospective
HR Giger and the Zeitgeist

423 Erotomechanics VI 1979 Necronomicon | & Il, Retrospective
HR Giger and the Zeitgeist

424 Erotomechanics IX (Fellatio) | 1979 Necronomicon | & |l

425 Erotomechanics X (Fellati Necronomicon | & I

abstract)

428 Erotomechanics Xl Necronomicon | & Il, HR Giger an
the Zeitgeist

452 N.Y. City II, Lovecraft over| 1980 Biomechanics, Retrospective, H

N.Y.C. Giger in Obwalden

458 N.Y. City VIII 1980 Biomechanics, Retrospective

462 N.Y. City XllI, Science fiction | 1980 HR Giger in Obwalden

465 N.Y. City XV, Crossing 1981 Biomechanics, Retrospective

471 N.Y. City XXI, Subway 1981 HR Giger in Obwalden

472 N.Y. City XXII 1981 Biomechanics

476 N.Y. City XXVI 1981 Necronomicon | & Il, Retrospective

473 N.Y. City XXIIl, Subway 1981 Biomechanics, Retrospective

475 N.Y. City XXV 1981 Necronomicon | & |l

477 N.Y. City XXVII 1981 Necronomicon | & I, Retrospective

478 N.Y. City XXVIII 1981 HR Giger in Obwalden

474 N.Y. City XXIV, Elevator 1981 Necronomicon | & Il, Retrospective
HR Giger in Obwalden

480 Victory | 1982 Necronomicon | & |l

481 Victory Il 1982 Necronomicon | & |l

510 Victory llI 1981 | Necronomicon | & Il

1983

515 Victory IV 1983 Necronomicon | & |l

516 Victory V 1983 Necronomicon | & I, Ah+,
Retrospective

517 Victory VI 1983 Necronomicon | & |l

552 Victory VII 1983 Necronomicon | &ll, Retrospective,

553 Victory VI 1983 Necronomicon | & Il, HR Giger an
the Zeitgeist

1991 | Drawing for the Mystery of Sa| 1991 Filmdesign

Z-100 | Gottardo, Part XII, No. 10
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7.3. Annex 3. Listof sculptures

No. Title of the sculpture Year Title of the publication
78 Blood Glass (Blutuhr mij 1967 Filmdesign, Ah+, Das Schaffen vg
Wachskopf) Alien, Retrospective, Kunst, Desig

Film

90 America 1968 Biomechanics, A+

93b | Humanoid 1968 Filmdesign, @ Ah+, Retrospective
Kunst, Design, Film

1976 | The Beggar 1976 Necronomicon | & | Arh+, Das

S Schaffen vor Alien, HR Giger |

076b Obwalden

1993 | WatchGuardian Head IV 1993 Retrospective

S-023

1993 | Watch Quardian Head V 1993 Filmdesign

S-024

1998 | Birthmachine Baby 1998 HR Giger in Obwalden

S-002

2002 | Biomechanoid 2002 HR Giger in Obwalden

S-004

Legend for the titles ofpublications:

NecronomiconH.R. Giger's Necronomicon =esULFK (GLWLRQ &

BiomechanicsH.R. Giger's Biomechani€4996). Beverly Hills: Morpheus International.

Filmdesign:H.R. Giger's FilmdesigL996). Los Angeles: Morpheus International.

Necronomicon | & Il:H.R. Giger's Necronomicon | & [R005). Zug: Edition C.

Alien: Giger's Alien(2006). Las Vegas: Galerie Morpheus International.

ARh+: H.R. Giger's ARh« .]OQ 7DVFKHQ

Das Schaffen vor Alien: Stutzer, B. (ed) (200@as Schaffen vor Alien 1961976 Chur:
%*QGQHU . XQVWPXVHXP

Retrospective: H.R. Giger's Retrospective 194984 (2008). Las Vegas: Morpheus
International.

Kunst, Design, FilmH.R. Giger: Kunst, Design, Filr(R009). Frankfurt am Main: Deutsches
Filminstitut £DIF e.V. / Deutsches Filmmuseum.

HR Giger in ObwaldenH.R. Giger in Obwalder{2011). Gruyeres: Verlag Museum HR
Giger.
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HR Giger and the Zeitgeist: Grof, S. (201HR Giger and the Zeitgeist of the Twentieth

Century Solothurn: Nachtschatten Verlag AG

7.4. Annex 4 Text in Swissmade 206&ubtitles in English)

00:37 I'm looking for a man to neutralize my current surplus lust.
(woman

outside)

00:45 Today's ideal man is 181765.

(Brain Corner)

00:48
(man outside)

My name is 181765.

00:50
(Brain Corner)

Today's ideal woman is 181234. Come on, get started... Come 0
started...

01:28
(integrationist)

The borGHUV RI RXU WRW®OOL QG MHRBKEDNMLYK
marginally from the borders of the former old Confederation.

,Q RXU WRWDO®UGHRR&EHQWUH?33VWDWH
areas: There is the normal state in which the integrated majori
population lives, then we have a few snrakervations in which a sma
radical and brooding minority leads its miserable life.
These people, whose personality structure dates back to time befq
great upheaval and cannot be remoulded any more, live there at the €
of the integrated marity of the population, that is, we care for th
material existence, we tolerate them. As for the rest, we don't look
them, for they have nothing to contribute to the success of our state,
even have a programme to show. The only clearitondve have set i
that they do not cross the borders of their reservation. Thus we
succeeded in creating a final solution for the minorities and thus we
manage to maintain law and order.

02:58 BRAIN CELL
(sign)
03:34 This integrated majority of population actually forms our state. They|

(integrationist)

like they used to in towns, villages and housing estates. At tltediezur
VWDWH %VDWRH&HQWUH? W LV LQ FRQV
integrated citizen and determinége political, economic and cultur
functions of the state. This complete integration of every individual cif
allows for an absolute democratic social structure. Thus public and p
life pass off in absolute law and order.

04:35
(integrationis)

Every newborn integrated citizen is the product of exact planning.
national population plan adapts the necessary population figure exa
the material requirements of our country. All integrated citizens con
age when they are seven years. @dowth is accelerated biologically a
the upper age limit is fixed at age 41, thus everyone spends his life

his optimum span of efficiency. Upbringing, education and patan are
GHFLGHG XSRQ@UBLQQVKH GWUH3 LQ DFFRU
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determined requirements of our state.

06:08
(integrationist)

7KH FRRUGLQDW L RAU EHW ZHIQQY WHCHDQR G W
takes place via 8 HUIHFWO\ GHYHORSHG V\VWHP
&RUQHUW®ULKIH) & HOOV:3re, @reNbiandlV Ktativnd oK tf
3% UDLQ &HQWUH:® +HUH HYHU\ LQWHJIUD
standard test.

06:48
(integrationist)

This test registers the present mental and physical state. Standard d
also every deviation, for example irrated thoughts, are immed&ly
GHWHFWHG DQG VMRUKBQWUWMKHG FRGH |

09:01
(integrationist)

Every integrated citizen has¥i RZQ SHUVRQDO UHJLVW
7 K HBrdin Centré permanently renews, processes and stores alber
registers. The sum of all the personal registers determines the new
and thereby the whole economic and social evolution. The decisions
3%%UDLQ &HQWUH3® WKHUHIRUH DOZD\V FR
entire population.

11:56
(integrationist)

Beyond the standard test, every idtde DWHG FLWL]HQ Bfdh(
&HQWUH?3 )R& NWHGHIYXIORB HG Brain\&ZARUIUNH E
DY DL O D E OBrhin QoH)UHU2 DOORZV \RX %/URDE R Q&
just as you wishThe requested information is given immediately.

12:25
(reservationist)

The air is sultry, impregnated with the seeds of what is arising, rotten
the germ of the great turn of events. Oh, sheet lightning before the
oh, time of maturity, maturéor the birth of something new, that will k
under the sun. Just a minute, you fullness of time, the minute of the
revolution, a hundred times fingers point at you today.

14:48 BUILDING ZONE
(sign)
16:37 All integrated citizensl RUP D FRPSOHWH XQIDLQ Z&

(integrationist)

which regenerates permanently. We are therefore all equally a part
government and administratior2 X U%UDLQ &HQWUH?3 JX
democratic equality and secures our sovereignty, law and dtdenks
after every integrated citizen personally and in the monthly personal
it regularly gives recommendations, advice and reprimands.

17:27 You have nothing to be afraid of
(report)

17:34 Ignore products from reservation.
(report)

17:40 Use legal crossings

(repat)

17:49 data also concerns you

(report)

17:55 Reservations are not rubbish pits.)
(report)

17:58 But | threw the apple away.

(man with the

report)

18:37 The place of work can be changed. Supply and dend@telrmine the

(integrationist)

change of one's job. There is a great staff turnover here. That ig
pleasant, like this you don't get to know each other.

19:00

31...32...33... 34... 35... 36... 37... 38... 39...

21:38

I've been on guard here since '59. dmguard here against any enemy
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(soldier)

could come from the outside. | was doing military service at the time ¢
upheaval, and now | am defending the democracy... that prevailed i
time. 1 am the last Swiss who wants to defend the good old
denocracy... | uphold... the will to defend... and | am convinced that...
this will to defend... can contribute to the borders being maintained.
havH VWDQGDUG?3 IRU \HDUV WKLV VWDQ
guard permits... | try to ekeut this food by fishing. | still have... a quali
heart... of the Swiss, that is quality... it certainly has a guarantee for a
100 years. I'm sure it will beat even longer, it is plastic, and most li
and... it is very reliable, | think. Andven if | don't have any mor
ammunition, it will... certainly serve as a deterrent. And | also think
stick it out... the old democracy will have to return. Even if | don't oy
square metre of soil, it is the freedom and democracy that | want taedd
Yes, go and tell them about it in your world.

25:15
(man with the
report)

, DP UHDOO\ YHU®»LDODL@ WHQWUWRHEDBV VR
momentary emotion. (the man showing a picture of him in the re
tearing up the previous report)

26:21
(doctor)

| have withdrawn to this reservation to quietly develop my plan of se
up an international territory for outsiders in Switzerland. Here you se
of the first drafts. To me outsiders are individuals who cannot adjust t
completely administered states. For example poets, nudists, crim
anarchists, dreamers and crackpots, intellectuals, scientists, followe
other autonomous thinking people. To carry out this plan, we has@dsl
JRW LQ WRXFKWAUIDNLK B0 Q\MAlHtHIE3 dRthis world. Th
is what we would have in mind: These countries would pay a certaints
according to the number of inhabitants of coutse us, to our country, thi
would entitle them to deport people, enemies of the state, or dgn
speaking, individuals, to our country. This way of course we hope t
into effect a humane social system whittve hope is similar to the ong
of your world. Thank you.

29:10
(integrationist)

This is our standard food. It feeds us psychologicaily physically.

29:37

Are you from overseas? Damn foreigners! Come in! Switzerland is 3

(man on theg hospitable country. Or are they foreign workers? Damn foreigners?

island) in!

31:23 For 59 years | have been the only and last Swiss to live in this co

(man on theg Unfortunately the fucking upheaval severely affected the geograf

island) location. However, culturally and politically it has remained the s
romantic and insignificant island.

31:42 Understand the misunderstood. Refame the defamed. Free the supg

(reservationists

Concriminate the discriminated. Respect the outcasts. Aim to educyg
aimless. Deblind the blinded. Humanize the dehumanized.

32:15 This baren rock we are standing on is all that is left of the

(man on theg Confederation. And this one here with his seven rerootdrolled brain

island) whores wants to turn this island into a territory for anarchists. | don't
that. |1 don't want that! | shall stab himush him, grind him, cut him int
pieces, strangle him with his own stake. Hate! And if that doesn't wor
fetch that other man who's been standing at the border since 1291
unloaded gun. He'll become his victim. | think that will work.

33:57 Our totally democratic system knows neither superiors nor subordif
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(integrationist) | $00 GHFLVLRQV D BH PIDG & HFKQWRXHE R Q WK
data gathering. Don't you know our total democracy at all? \
developing planet are you from?

37:40 The developing planetsome time later
(subtitle)

39:36 SWISSMADENDE

(title)

7.5. Annex 5. List of tables and images

Figure 1. Representation of Jakobson's polarities (Hawkes, 2003, 61)

Figure 2. Metaphor and metonymy distinguished on the basis of domain inclusion (Brdar,
Brdar6 ]DEYy

Figure 3. Conceptual blending (Figures 6.1., 6.2., and 6.3. in Fauconnier, 1997, 150)

Figure 4. A composite figure of the blending operatioru@@anier, 1997, 151)

JLIXUH ,QWHJUDWLRQ QHWZRUN RI A7KH '"HEDWH ZLWK

Figure 6. Blend foPassages

Figure 7. Blend foBiomechanical Landscape

Figure 8. Blend foAlien.

Image 1We Atomic ChildrenWork No.1964Z-011 (1964).
Image 2.Shaft No. 6., 1. stat€1966).

Image 3Birthmaching(1967).

Image 4Landscape X1972).

Image 5Passage XXI(1972).

Image 6 BiomechanoidWork No. 99 (1969).
Image 7.Lil (1974).

Image 8.The Spell IM1977).

Image 9Dune 11(1975).

Image 10Biomechanical Landscape (1979).
Image 11Necronom IM1976).

Image 12Erotomechanics VI(1979).

Image 13N.Y. City XX Subway(1981).
Image 14 Victory VIII (1983).
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Image 15The Begga(1976).

Image 16 Watch Guardian Head (1993).
Image 17High (1967). Frame at 1:06

Image 18High (1967). Frame at 01:14.
Image 19Heimkiller (1968) Frame at 00:10.
Image 20Heimkiller (1968). Frame at 00:28.
Image 21Heimkiller (1968). Frame at 00:48.

Image 22 Swissmade 2064.968):
Image 23Swissmade 2064.968):
Image 24 Swissmade 2068.968):
Image 25Swissmade 2069.968):
Image 26 Swissmade 2064.968):
Image 27 Swissmade 2064.968).
Image 28 Swissmade 2064.968).
Image 29 Swissmade 2064.968).

Frame at 16:38.
Frame at 29:29.
Frame at 31:14.
Frame at 32:42.
Frame at 04:26.

Fame at 34:27.

Frame at 34:52.
Frame at 35:27.
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