INTERVIEW WITH SPYROS MELARIS (SM)

CONDUCTED BY PHILIP MANTLE (PM)  – 16TH NOVEMBER, 2007

Philip Mantle (PM): One of the things I’d like to know, Spyros, is about you. Your background. What is your expertise, if you like?

Spyros Melaris (SM): From a very early age, I’ve always been interested in two things. Magic was my love – my grandfather taught me a trick when I was six and that was it, I was hooked. My other love is filmmaking. I took up filmmaking when I was twelve. My next door neighbour had a catalogue, the sort of thing where you order stuff and pay monthly. I bought a Eumig 8mm cine camera and a projector. And that was the startings of me making movies. So from a very early age, I used the tools. I did camera tricks and stop frame animation and all that kind of stuff. Nobody taught me, I just… had it not been invented, I would have been the guy that invented it… nobody showed me how to do it, I just, one day, I thought, ‘This’ll work.’ And I did that; I did make things move around and… so, that was where my roots are. With that comes a little bit of art. I like to make models and paint. I can turn my hand to most things. That’s where I come from.

When I was at school, my careers officer said, “What do you want to do when you leave school?” And I said, “I wanna be an actor.” He said, “No, no. You want to get a proper job. You want to get a job you can lean on. What does your dad do?” I said, “He’s a mechanic.” He said, “That’s what you want to be.” So I spent the next four or five years going through college, getting my qualifications being a mechanic, which served me in good stead, but I wasn’t a mechanic. Actually, when I got a job, I had a white coat on, I wasn’t wearing white overalls, I was a foreman, but it wasn’t what I wanted to do. I got into property, a quick way to make money. In London at the time, everything was buoyant. I just left my artistic bits behind for a while. I made a lot of money, just dealing property. I was a salesman at one point selling vacuum cleaners. Made a lot of money at that. Bought myself a garage and from there, in that garage, because it was a motor vehicle repair garage, when it was empty, it was a studio. So I started doing photography, making little movies and what have you, in my garage. So by day, it was making me money and by night, I was making movies in there. Eventually the movies made more money than the mechanics did and I just went off and got a bigger studio and the rest is history, as they say.

PM: So you’re also a professional magician? Is it a magician or an illusionist?

SM: I don’t do illusions. Most of my stuff is ‘mind magic’, stuff that you experience within your head, as opposed to what you just see. Having said that, I have done illusion shows, but just because I’ve been asked to at a party or a little presentation or something. For a while, I did take a couple of years off and just did magic, did nothing else but magic and got that out of my system. At the time there was money in magic. Now, it’s not that good, unless you’re on television, so you can’t really make a living from it, but I was doing very well when I was doing nothing but magic.

The thought process of any magic trick or illusion, be it mind magic or be it sleight of hand or be it a stage illusion, it has the same thinking behind it. The misdirection or taking someone on a path you want them to go on, and the psychology behind it, is the most important thing. If you don’t understand the psychology, I can show you how to do a trick and everyone will go, “Ah, it’s up your sleeve”, which is how everybody thinks it’s done, but that’s the deal. If I show you properly and you grasp the psychology, the there’s nowhere to go, it has to be real.

PM: So in 2007, how do you earn your living now?

SM: I own a TV studio, opposite the BBC in Wood Lane, Shepherds Bush. We make front line TV shows for the BBC, Channel 4, ITV, anybody who books us, really. As well as that, I make my own programmes and that’s our main business.

PM: How did you first meet Ray Santilli?

SM: I was going to Cannes. I don’t know if you’re aware, but in Cannes, four times a year, they have a TV or multimedia market. That’s where people who own TV channels buy the films that they put on air for us to watch. Or TV shows. So, as a TV maker, you would go there and a TV buyer would go there and that’s where you would meet. It’s not a conference like the other thing, but it’s a TV/film industry conference.

The one that I attended that January was MIPCOM. Now MIPCOM… sorry, the previous one was MIPCOM, the one I attended was MIDEM…

PM: So this was January of what year?

SM: In ’95. MIDEM is basically the music industry’s market. So they’re selling music, as opposed to film and TV. I was going out there with a TV crew and I was doing a job and I had a crew paid for. Before we went, there was an email… there wasn’t email at the time, only fax… I picked up the directory and looked through the directory and I sent four faxes. One was to Warner Bros., one was to EMI, another one to a company called Merlin (it belonged to Ray Santilli)… and the only reason I sent that fax was because he was local, I thought that there may be something there… and the other one, I think, was BMG. I got three phone calls back. Warner Bros. wanted me to do something with them. EMI wanted me to film their new band called Eternal, which was a girl group that was just being launched. I think I shot some stuff with Diana Ross at the time, as well, for them. And Ray Santilli called. He said, and I’ll never forget this for my whole life, he said, “I’ve got nothing for you to film, Spyros, but you’re only around the corner and we should meet. There might be other things we can do together.” So we arranged to meet before MIDEM. He cancelled and then we arranged to meet again before MIDEM, but then I had to cancel and it just wasn’t destined to happen. It was the day before I flew out to MIDEM and he called me and said, “Listen. [I was very impressed at the time because his mobile phone worked in France! In them days, if you had a mobile phone, that was great. If you had a mobile phone that worked in France, that was unbelievable. I was so impressed that his phone worked in France!] I’m going to be there for the week, when you get to France, call me on my mobile and we can have a bit of dinner or something or lunch.” So that’s how I met Ray.

PM: So when you first met him in France, what did he tell you? How did he pitch the Alien Autopsy film to you?

SM: We stumbled across each other in a restaurant. We didn’t actually arrange to meet. I had an Austrian assistant at the time and she was driving me mad and didn’t know what she wanted to eat and I was saying, “Come on, make your mind up. There’s pizza, there’s pasta, there’s Chinese. What do you want? Just pick something.” In the end we tossed a coin for it. So we ended up in this Italian restaurant, sat down, had a meal and, lo and behold, Santilli was sitting right next to us! I didn’t even phone him, you know. At the end of the evening, the restaurant was cleared out, the owner of the restaurant put the chairs on the tables, started clearing up around us, Ray and I were sitting there, and he waited until we were on our own. He waited until everyone was gone. My assistant had gone as well, gone back to the hotel. We sat there at two o’clock in the morning and he said, “I’ve got some interesting film that you might want to do a documentary with.” I said, “What’s that?” He said, “Promise me you won’t laugh.” I said, “Okay.” He said, “You won’t laugh, will you?” I said, “I promise you I won’t laugh.” He said, “I’ve got footage of an alien autopsy.” I said, “What like a foreign person?” He said, “No, no, from outer space.” So I just kind of gave him a wry grin and he said, “You said you wouldn’t laugh.” I said, “I’m not laughing, Ray, I’m just waiting for the ambulance to turn up.” And he said, “No, really…” He was serious the whole time. I said, “You’re serious aren’t you? You’re genuinely being serious?” He said, “Yeah.” I said, “Well, what do you want me to do with it?” He said, “I want you to make documentaries with it. I’ve got this film. I want to sell it around the world and I want you to make documentaries. Whenever somebody buys it, I don’t want to give them the film, I want you to be the key holder of the film. Then you put it together for them and we’ll always hire you to do it and it will always be done with you.” I said, “Okay, great. When do I get to see it?” He said, “When we get back to London, I’ll show you.”

So, we got back to London, met up a few days later, and it was the renowned ‘ten footage’ that we know now was very bad quality, had signs on it that it was VHS, probably shot on VHS, and I told him so. He put is head in his hands and nearly cried. He looked like a broken man at that point. He said, “No it’s not, its film and I transferred it to VHS.” I said, “Ray, it’s got all the artefacts of video heads, you know? It was filmed on a video camera.” [He said,] “No, no, how could you know?” I pointed out the bits and pieces and at this time he thought, ‘If I can’t get it past this guy, I’m not going to get it past anyone else.’ He realised it was game up. That’s where that meeting ended. I thought the guy’s mad. He’s trying a fast one. I thought it was over at that point.

PM: So what happened next? How did you become involved?

SM: I met up with y friend, John Humphries, who I was working with often on various things. John was working for a company called Coast To Coast Productions, in Finchley Road in London. I was there all the time. I was either doing little projects with them or I was upstairs doing photography with the photographer upstairs.

PM: For those who don’t know, what’s John’s profession?

SM: John is traditionally a sculptor and he hooked up with some special effects guys who need a sculptor. So basically, if you needed a… for instance, he did a programme called Sacred Hearts. You may have heard of it. Long time ago. It was a Channel 4 programme. There was a life-size sculpture of the Madonna in the classic stance. In the film, it blew up. The whole thing exploded and was smashed to pieces. It was a fantastic effect. But they had to get the sculpture in the first place to blow it up. You can’t blow a real one up, so you get a sculptor like John, who sculpts it, makes it look amazing and exactly like the real thing and they charge it with the explosives and film it. The rest is down to the special effects guys. So he had a background in effects, but he wasn’t an effects guy.

He’s the most talented sculptor I have ever met and I’ve met a few. I’ve seen John pick a piece of clay up and literally just clump it together with his hands and it’s a sculpture. He calls that blocking.

PM: So you were working with Humphries at the time you met Ray?

SM: I already knew John a long, long time. We’d done a lot of stuff together. We had a dinner or a social and I said, “John, do you fancy sculpting an alien?” And I told him the story about this mental person that I’d met that tried to palm me off with this film. I said, “I think we can do it properly. He’s obviously got a market for it. We can tell the world how fantastic we are and go looking for those big elusive Hollywood movies that we’re looking for.” We were getting our fair share of work at the time, but we were looking for those big, blockbuster, multi-million pound jobs, you know? I said to John, “Let’s do it.” He said, “Yeah, okay. How are we going to do it?” I said, “Well, I’ll plot it all out. I’ll put a little team together and I’ll see if I can get the money out of Santilli to se if we can make it. He needs it, because if he had it now, he’d be selling it. So there’s definitely something there.”

We talked about the possibilities of, you know, the realms of fraud and all these things and I said, “We’re not going to break the law. We’re not going to tell anyone it’s real. We’re not going to tell anyone it isn’t. Let them make their own minds up. It’s our job to make it so good, they then sit back and say they don’t know what it is. It could be real or it might not be real. As long as we get that, we’ve succeeded. And then soon after, we’ll tell them what it is and it’ll be a fantastic second programme.”

So I pitched that idea to Ray and he looked like a man that was thrown a line. “Can you really do it, Spyros, can you really do it?” I said, “Totally!” He said, “It’s going to be checked by everybody. NASA’s going to look at it. Kodak’s going to look at it. Everyone’s going to look at it. Can we do it?” He already knew by this time how many people had scrutinised the previous footage that he tried to… now he gave it to a few people and I believe you’re one of them.

PM: Absolutely, yes.

SM: And it wasn’t long before everybody was going, “Get out of my office.” In my relationship with Ray, as long as I have known Ray, he has always underestimated me. I’ve had a bee in my bonnet over this for a long time. I would say something and he’d look at me like ‘yeah, well, whatever he says, I’ve got to do something else to make it right. I don’t believe you can do it.’ And I continually did what I said I was going to do and I would come up with some great ideas and Ray would not do them. The Ray ideas were the reason we got in trouble. I stopped listening to him after a while, because if he said it, I’d do the opposite, because it was a bad call. We did a Beatles programme and he said, “Let’s colour it and do it in purples and greens and blues.” I said, “Ray, it’s in black and white, it’s a Beatles thing, it’s authentic. Leave it. Don’t mess with it.” “No, let’s bring it into the Nineties, let’s make it…” You know, I got slated for that because the director, who was me, had messed with… it was sacrilege! He’d messed with all this amazing footage. So, you know, bad calls all the way down the line. With the Alien Autopsy, a lot of the things that Ray wanted to do would have caused us… would have blown us out of the water a long time ago.

PM: So, what was your budget? How much did you have to play with?

SM: Ray didn’t have any money and he maintained that he had already spent a lot of money on the first film and he was cottoned.

PM: The first film being the tent footage.

SM: The tent footage. I said to Ray, “If I can have a slice of the action, I won’t charge for me and I’ll see who else won’t charge. The others wanted paying. So I said to John and to my girlfriend at the time, they called her Geraldine [not her real name], she said at the time, “You know, I’m busy.” She was working at the time for the government at a very high level on good money and stuff. She’d have to take time out. She said, “I need to pay the rent, I need to pay my way. I need to be paid.” So I said, “That’s fair play, it’s not a problem. John, what about you?” “I’ll do it a bit cheaper, obviously I’ll do mates’ rates and stuff, but I also have to pay the bills.” And I agreed that I would give them a little bit of my royalty as well. It was all very loose, but we agreed fees.

I went back with Ray and I said to him, “I can pull it in for about thirty grand.” He said, “I don’t know how we’re going to do it. I’m going to have to find some money.” I said, “We won’t need it all at once. I’ll be able to fund bits of it myself. I’ll swallow as much as I can and we’ll worry about it later.”

So he went off and saw Volker Spielberg, who I hadn’t met at that time. Volker is a funny guy. You’ll meet him and he’s a lovely guy, you’d love him, but he knows what he likes and he knows what he doesn’t like. He doesn’t like a certain race. He doesn’t like a certain religion. He’ll just say it. He doesn’t care who he offends, he just says it as it is. But, I’ve been to his house, I’ve met his family, anything I wanted from the fridge was mine, you know, he’s a lovely, personable guy. He’s not like that for everybody, you know? He’s a very hard, shrewd businessman. With Ray, they have a soft spot for each other. There’s a kind of father-son thing going on with Ray. Ray would phone up Volker and say, “Volker, I’ve got this project. Do you fancy a part of it?” And Volker would always say yes. It was almost like he couldn’t say no to Ray. Now Volker’s a wealthy guy and when Ray turns up and says, “We’re gonna do this and we’re gonna do that…” Volker started laughing, thinking this was very funny. This was going to be fantastic. “It’s a good laugh. Let’s do it!” And he put the money up on the back of ‘it’s going to be a good laugh’! When I met Volker, again one of those moments in life I’ll never forget, we’re sitting there having planned this to death, with meticulous detail so we don’t get caught out. So it won’t be exposed until we’re ready. And Volker says, “When you make the dummy, can you make me an extra one so I can put it in my restaurant?” [Laughter]

I said [still laughing], “I don’t think you’ve grasped what this is. This is not a circus thing, it’s not for fun. This is a serious project. Afterwards, do what you like, but no.” And I’m thinking that I’ve upset the guy that’s put the money up now. But he was alright, he was okay. He had a bar in Marbella or somewhere. I never saw it. He put up the money and Ray paid for it in stages, as we needed it. A lot of it, I made up as I went along. Believe me, I had no idea what I was going to do about the autopsy table. I know we needed one, but I couldn’t find one that was right for the dates. Today’s ones are too modern. This is not a film that somebody’s watching with a storyline and they’re not really bothered if that’s two years out. You know, they’re not interested. When you’re making a movie, as long as it looks right… I designed an antique van once on a modern chassis. I took a taxi cab, took the taxi off the chassis and built an old van. I said to my granddad, “What did they used to have on the grill?” I wanted to put the thermometer on top of the grill, the temperature gauge, because they used to sit on top of the radiator and you se it through the windscreen instead of the dashboard. I didn’t know if the year or style that I designed was right and he said something to me that, again, carried me all the way through this project: “It’s not what it used to be, it’s what people think it used to be that you want to worry about.” What people think it used to be is more important than what it actually was.

Now, when you’re a historian, what it was is important, but when you’re making a film that doesn’t matter, it’s just a piece of work, if people think it used to be that then they’re not even looking for anything else. So I had to stop myself from doing that with this film because it looks right and it felt right, but an expert will say, “That’s two years later.” That’s it – over.

So I couldn’t find an autopsy table and I was sitting in the coffee shop with John. We used to have big fry-ups in those days, egg, bacon, you know – every day, and we’re sitting there having our late breakfast and John said, “What are we going to do about the autopsy table?” I said, “I’m gonna build it today.” He said, “What do you mean you’re gonna build it today?” I said, “Well, I’ve got some sheet metal arriving…” and my mechanic days came back… “I’ve got my panel-beating gear…” He said, “You’re mad! How are you gonna build an autopsy table? You’ll never do it.” I said, “You just go downstairs and make your radio and I’ll see you later.” He fondly reminded me of the day that he came in and saw me banging the crap out of this sheet of metal, making this table and my hair was going all over the place and he said I looked like Animal out of the Muppets. [LAUGHING] And I knew exactly what he meant, you know. But what I did was I literally cut out the sheet and folded it and panel-beat it from pictures I got from Geraldine and stuff. I made the frame out of wood, which it wouldn’t have been wood, but I couldn’t be making everything out of metal. So what I did was I got some cardboard tubes which have cloth on them. I went to John Lewis and I said, “Can I have some old tubes?” They just gave me four tubes the same. I got the four wooden legs I’d made fitted inside the tubes. The actual weight was being taken by the wood inside, the tubes on the outside are painted black. So on the film, it’s metal. Actually, the cardboard tubes were very flimsy on the set. When I put the top on and secured it al up, the next test was to make it work because you don’t realise these things. I had no idea how an autopsy table worked. Well, they don’t work, there’s no moving parts, but there’s fluids coming out of the body and they’ve got to drain. They’ve got to go somewhere. And actually, this table worked. It had drainage holes that went through a system into the bottom and into a tray. When they came in, I was pouring water onto the table and watching it go through and making sure it wasn’t leaking all over onto the floor, because when we’re filming it, it has to work, it has to be right.

No-one ever picked up on it. In fact the only reports I heard were from a few people like Bob Keen at Pinewood, who I interviewed and asked if he could replicate it. He said he could and about the props, it’s just a buying trick, he said. You’ve just got to go out and get the stuff like the autopsy table. That was real, it was just a matter of buying it. He said it as a matter of fact – it’s real…

PM: So what about the creature? Who designed the creature, the alien on the slab?

SM: I sketched it originally. I listened to all the eyewitness reports that we managed to get hold of of various alien sightings. And I didn’t believe any of them. Then I came across a particular report which was a short, muscular creature. Still, though, this creature had four fingers. It had like a thumb and three fingers and I just thought that that’s a chicken. It’s not an advanced being, that’s what a chicken’s got. I still don’t buy it. I said to John at the time that we were going to make it with six fingers. He got it immediately. He said, “That’s fantastic. That’s what we should do. It’s exactly right.” I said, “Why do you think it’s right?” And he said, “It won’t be a fake if you don’t follow what the eyewitnesses say. Why would you go against it? Why would you cause yourself that problem?” I said, “Great John, you’ve got it.” And he was just shaking his head, saying, “That’s it, it’s perfect.” Then he said, “How am I going to make a hand with six fingers and a foot with six toes look right?” It’s got to look right. It’s not just broader, or it will look like a duck! He had a big problem with that. I said to him, “John, you need to make it look real. You need to make it look organic. You need to make it look like it could be human because I need people to think it might be human. I want this to look like it might be a military experiment gone wrong, because those people that don’t believe in aliens will dismiss it in a heartbeat, so if it could be a human, it still could be a 1947 film of a deformed human or a radiation experiment gone wrong or God knows what. But there’s a load of people that will give it credibility because it could be human and it could have been filmed at that time and the reason it should be kept hush-hush is because the government doesn’t want it out. So we’ve got another conspiracy thing, another arm, if you like, so the people that don’t believe it’s an alien, we’ve still got them involved.”

I always maintained that you can’t please all the people all the time, so we need to please some of them. If we can please some of the people some of the time, that’s what’s going to make this live. And that’s what actually happened. As long as somebody said it wasn’t real and somebody said it was, it had room in history for as long as that happened. The minute everyone says it was real it dies. The minute everyone says it was fake it dies. We never set out to fool the world, we set out to fool half the world. That was the premise. We’re very lucky we had Geraldine on board because she was a very savvy, educated, shrewd woman. She knew black and white, one and one is two, she knew the answers and if she wasn’t satisfied with a particular question, we didn’t do it and it was meticulous like that.

John had people to the party, the ability to create something that looked real. It could have been breathing once. It could have been living once. We did a number of projects where we made dead bodies and stuff for a programme and stuff and on set you’ve got a lot of dead bodies around and it looks hideous, you know. And it’s all down to John. It’s down to his… And then from my perspective, is I wasn’t content with making something that looked good on film. I had to make it look good in life. I wanted to walk into the set and believe it. I didn’t want to see stuff around that told me it was a movie. I wanted to buy the illusion myself. That’s why everything in the room, including any reflected images, were right. So if you looked into a reflected image and looked behind where we were filming, you weren’t going to see a light on a stand. You were going to see the rest of the room. So that detail is what carried us.

PM: Who were involved? You’ve mentioned John Humphries. You’ve mentioned Geraldine. Did John Humphries play the doctor, the surgeon?

SM: Yeah…

PM: If you cannot name them…

SM: I can name them. John was the surgeon, who played the part in the film. The reason for that was because, as a sculptor, John had studied anatomy, so he knows his way around a body. So when we were researching how you do an autopsy, John was already there. He knew what would be underneath a certain part of the body, where the bone would be, where not to cut. SO he had that feeling already. He had the right feel of how it was made up. Obviously the body we had didn’t have a skeleton or anything, it had bone where it needed to be. I’ll tell you about that a little bit later, but he was the right person to learn about a medical procedure, already knowing anatomy.

The thing that I did was that I sat down with Geraldine and said, “Right, how do we do an autopsy?” We went through and she told me what sort of words people use. Although there’s no sound on this, we had to learn all the little slang words and get into it, otherwise it’s an actor playing the part of a surgeon. Like, for instance, the cut they make around the neck is called ‘the necklace’. It’s obvious, but you wouldn’t call it a necklace otherwise, but that’s what surgeons call it, it’s a necklace cut. They cut around the neck and then they do a Y-cut down to the stomach. It’s a standard procedure. 

I always had a problem with it being called an autopsy and that was Ray who named it an autopsy. Right from the word go he called it an autopsy. I questioned him at the time and said, “Ray, for this to be an autopsy that means that we have to have more bodies. Because if one died, an autopsy is to find out how he died. How do we know how it lived? It’s an alien body, we don’t know how it works. How do we decipher that, unless there’s a living one? Now if there’s a living one that isn’t well, then one dies, maybe what we do is do an autopsy on the one that died to try and save the one that’s living. I’m beginning to buy the story now, but as an autopsy on its own, it’s a dissection, Ray. This is a scientific experiment to see what’s inside, not how it died. We want to see what it is. So I’m having trouble with this word autopsy. If it’s going to be an autopsy and we’re going to make it an autopsy, my question is: Why are you doing an autopsy on a body you don’t know anything about? And the cause of death was the squiggleywiggleyblob blew up. We don’t know anything about it! It’s not like he had heart failure.” But he wouldn’t have it. “No, it’s an autopsy. It’s definitely an autopsy.” So I actually sat down and wrote a story. I wrote a story about who these creatures are, where they came from, how they lived, how they reproduced, what they eat, how they breathe. I had to get that whole story right before we did the autopsy. Sounds ridiculous, but anything else that you do… if it’s a magic trick, for instance, and you say to me the girl’s got to jump out of the window and fly off into the distance and then turn into a dove, I won’t say I can’t do that, I’ll say, “Yeah, okay.” And then I’ll start thinking, well how does she become a dove? Does she morph into a dove? Was she a dove before? I have to get the story right because that’s all-important, because the end must have come from somewhere. If the ‘where it came from’ isn’t explained, in my head, how do I expect somebody who doesn’t know anything about it to decipher it? So, then when I know what the story is, I can put clues in the distance for you to make you see the story. And there’s lots of clues in this body that it doesn’t reproduce – it’s cloned. This is an advanced body. It’s just made and then you transfer not what we call a spirit, because I don’t think that’s how things work, that’s only my opinion, but I think that if you could take all your memories and all of your life experiences, they’re all sitting in your head, if you can take all that information and stick it into another machine, another brain that can take all those memories and put you into a new body, would you not still be Philip Mantle? So you would have all your experiences, you’d know how to fix a clock, or whatever it is you do, or write a book, or drive a taxi cab, you’d have all that information, but you’d be doing it in a different body that hasn’t worn out. So it isn’t a case of you take the spirit, which we call a spirit, like it’s a ghost and you die and the spirit goes off and hangs around somewhere and then goes to Heaven, or whatever the story is, I don’t believe the spirit is what we’re talking about, I believe it’s the memories. Now, if it’s the memories of what you are, what makes you up, then that is very feasible. Can we transfer electronic pulses from one ‘machine’ to another? Yeah, course they can. We can’t do it. Why can’t they? It’s not so far-fetched.

So, what have you got? You’ve got the ability today to clone a sheep. We didn’t have it then [1995 - SJ], but it was on the cards. So we can clone a sheep and we can make lots of them – we can make sheep, sheep, sheep on the same DNA, on the same cells, so why couldn’t they create bodies? Isn’t it just a waste of time? You bring a child into the world. He grows up to become an amazing person. He’s a President of the United States and he dies. Now you’ve got to get the next guy. He hasn’t got the experience… why not keep the old guy? He’s got all the experience and that’s the thinking. Yes, you can get new people into the scenario, but this is more efficient. So that was the idea. The body is manufactured, so it mustn’t have a navel and in one of the drawings there was no navel. Very important, because John would have put a navel in it. He wouldn’t think further than making the sculpture. No navel and there was a lot of discussion about that. It wasn’t born, it’s made, it’s evolved, there’s no sex. They don’t have sex like we have it – if we’re lucky. They have mental sex. They have erotic sex, but they don’t have it in a physical capacity because that’s evolved. All that stuff, all the dangly bits we have on our body is bad design.

PM: So Humphries was the surgeon. Who else was on your team?

SM: Geraldine was a nurse. She played the nurse. It was very useful because she knew how to do the autopsy, having researched it. She spoke to a number of surgeons, a number of pathologists. She went to all the medical journals. She knew how to do it. She was the brain that knew exactly what to do. And it was important that she was there, because if John got stuck, she’d say, “Now, okay, do the necklace cut.” She’d be telling him what to do and she’d be passing him the tools. So he had the correct tool in his hand and he’d be doing the right thing. Nobody could see her speaking, but she was actually guiding him as he went. I was shouting orders: “Okay, I’m gonna bring a camera round. I want you to move round and get in my way. Okay, I’m coming round now, now move now… a bit more, a bit more…” That’s what I was doing.

PM: So you were doing the filming as well.

SM: I was the man with the camera. I was also in a suit because, obviously, if anybody saw me in a reflection, the last thing we’d need was me wearing a Nike T-shirt or whatever, you know. [LAUGHS] So I was in a suit as well.

PM: There was another person in the room.

SM: There were a number of other people involved. The other person was Greg. Greg Simmons [spelling? – SJ] is a very, very close friend of mine and my business partner at the time. Greg was involved in a number of little bits and pieces. He was seen on… now I get confused here because we did the autopsy twice. The first one was more elaborate than the second one and, unfortunately, we couldn’t use most of it and we did the second one because it wasn’t right. So Greg was in that. He was also the soldier in the debris footage. So the guy that’s holding up the bits and pieces in the tent was Greg. So he was involved.

My brother, Peter, was always behind the scenes. He helped me make the props, the tent, put the autopsy room up, stuff like that. The funny thing is that Peter didn’t know what this was about until it was too late, until after it was done. He had no idea…

PM: Who was the chap behind the glass?

SM: That’s a guy called Gareth. I’ve forgotten his surname. Gareth Watson, that’s right. Gareth I think works for Telstar now or he used to. Gareth was one of Ray’s bods. He brought Gareth down the day of shooting and I was very upset at the time because it was like a fait accompli. There was a new guy in the room. You know, what’s this? Ray said he was gonna be one of the guys behind the window. I said we had it all covered and we weren’t ever going to have a guy behind the window. What that was designed to be was that we were going to have people walking past, but you didn’t know who they were. They were just going off doing their thing. That’s all it was going to be. It wasn’t just these people, there was loads of people. The idea was we were going to have Pete and Greg made up and they would be girls and everything, walking past and there’d be all sorts of people in uniforms walking past, so it made it look like there was a cast of hundreds of people, but in actual fact, is was just our little clique. Then Gareth turns up and Ray says, “He’s gonna be the guy behind the window.” I said, “How are we going to camouflage his face, Ray?” he said, “We’ll put a mask on it.” I said, “Why is he wearing a mask behind the window? This is not Mickey Mouse time. We’ve researched this and we’ve done this to death.” It was so annoying because the level of expertise that went into this was second to none and every now and then, we’ve got this idiot throwing… you know, what are we going to do with this guy now? So I pulled him aside and said, “Ray, this guy’s a loose cannon. I don’t know him from Adam. Can we trust him?”

“Oh, yeah, yeah. Gareth’s a hundred percent. He’s with us.”

PM: Where was it filmed, Spyros?

SM: It was filmed at Geraldine’s house in Camden. She had a house in Camden where it was jointly owned with her mother and her sister. They were dividing the house up into three flats. So it was in a pre-development stage, if you like. It wasn’t derelict, but it wasn’t nicely done-up. It was just before it was gonna be done-up. I actually started to look at some studios with John and we went to a place called Somebody Murphy Scenery. I forget the name of the place. In the end I said to John that we can’t be that public. Terry Murphy! It was Terry Murphy Scenery, near Grays Inn Road. John was working there and he said, “I can make the alien here and I can do this and do that.” I said, “John, it’s too public. There’s too many people here. We can’t do it.” He said, “I can do the beginnings of it. It’ll just be a sculpture. Nobody will know what it is and when I xxx [can’t tell what he says here – about 41:38 – SJ] the detail, I’ll do a lot of the work here, it saves me… I’ve got all of the tools here, big mixers and stuff.”

He actually cast his ten-year old son. John’s wife is nearly six-foot tall and all her family are over six foot, her brother’s six foot seven, they’re all massive. So when they had twins, you know [LAUGHS], when they were born they were like three-year olds. So at ten-years old, this little guy’s nearly five-foot tall. So he was perfect. Michael was cast and we used his body as the base of the alien. So he did the casting and the basic stuff and it was transported to the house. In the courtyard of the house, there was a little area that was slightly covered and John did the rest of it there.

PM: More about the suits that the actors wear, and yourself of course.

SM: Geraldine came back with lots of research on every aspect of what we made and one of the things was, she came back and she said, “In 1947, the only thing they would have had was the first generation fallout suits which were developed during the war, 1945.” And she said that there was nothing that happened before then, there was no reason to develop anything better. The second generation suits happened quite a while later. So it would have been first generation suits. We found one, which was in a museum in the States and we managed to get them to send us some pictures. I haven’t actually got them any more, but I’ve got my original sketches that I did from those. We went to John Lewis, up in Brent Cross, and we had a look at material and we found some very shiny, metallic material, which had a kind of latex base that was very stretchy. We were very tempted to make them metallic, but it wouldn’t be right, but who knows? There’s only one in existence of the first generation fallout suit, so if anybody knew anything about this, we’d say, “Well, these might have been specially made for this very special project.” Geraldine said, “No, let’s stick to the book. This exists and we’re gonna have four.” So where would we get four? Where would you get them? You couldn’t make them and that’s the bottom line – you couldn’t make them. Everyone I tried to make them – I was looking all over the place – couldn’t make them. Couldn’t make the hands, the glove part, all part of the arm, all part of the suit, goes straight into the boot. All made in one piece, so there are no joins. The original ones were made from a combination of a canvas rubber, which was moulded, so it was actually wet before it became rubber, so that’s why there are no seams. Now, to do that, was a fortune. We’d have to make moulds and we couldn’t do it. It couldn’t be done. So if we could have four of these, that looked right, then they must be real. 

What the experts wouldn’t know is that there was no breathing apparatus. Now that’s something because I’m a little bit of a slave driver when I’m directing… If I want a shot, I don’t care if you’ve got to jump off a roof. That’s your job. Let’s find out how you can jump off a roof and if you say you’re scared of heights, stop being a namby-pamby, get up there and jump off the roof. And you’d be doing it because you’re scared. {LAUGHS] And I get the shot. I won’t put anybody in danger, but I’d be pushing them, you know, take them to the limit. So the actors had to wear suits that they couldn’t breathe in. And it was like, “How are we gonna do this? We can’t breathe!” And I was like, “Don’t be so stupid. Hold your breath, you’ll be fine.” I said, “I’m gonna be wearing it. If I can do it, you can do it.” And that was the killer because they had nowhere to go. I’m going to be wearing a suit and filming. I can’t see through the bloody thing. The visor had to be slightly tinted on the drawing, so you can’t see the person’s face. Otherwise, you might see somebody’s eyes and say, “You know what, that might be this guy, let’s have a look. Yeah, the eyes match up!” John especially, because he’s got these Marty Feldman eyes. You’d see them a mile off. So I had to film through this tinted visor that you could barely see through and this old camera that the viewfinder was ridiculous…

[END OF TAPE ONE SIDE A]

SM: So my mum had this dress-making factory in Islington, in the Seventies, middle to late Seventies. As a kid I used to go there on school holidays and I used to go there on the weekends and help out. One of the things they used to do, there was a cutting room and, in short, a big roll of material and the cutter had to lay out lengths of material and put the pattern onto that material, like a jigsaw puzzle, if you like, for the sleeves and the back and the sides and the lapels, all that sort of stuff, and lay it out in such a way that you got the maximum out of the roll. So if you could save on each length, a couple of inches, they ended up with three or four or five or ten more suits at the end. So what would happen is, the job would come in from, say, Harrods and Harrods would say, “We want five thousand of these jackets and here’s the material.” And they’ve estimate what material it would take, and it was the job of the cutter to get what they call cabbage. Now cabbage is what’s left over, the extra suits you can get out of a roll. They were sold off without labels, as samples. I was always around this, so I was familiar with laying out patterns, I was familiar with that sort of stuff and, as I say, I turn my hand to most things, and a little bit of knowledge is a dangerous thing, as you know. With me it was a case of Geraldine saying to me, “I’ve got a sewing machine. I can sew. I can’t make these suits and I don’t know where to start.” I said, “Don’t worry, I’ll cut the patterns.” And they all looked at me like I was mad. Every time we did something, I was like, “Don’t worry. I’ll make an autopsy table.” And lo and behold it would happen.

So what we did was we went up to John Lewis, bought some material. We found the same material as the shiny stuff, the metallic stuff, but in white, a pearl-white kind of finish. It had a sheen to it, so on a grainy black and white film, it looked like it was more than just material, it had a substance to it. So I made out the pattern on paper, lay Greg down on the sheet, drew around him, got the basic sizes and stuff and then finally drew all the bits, added a little bit for the stretching [? –SJ] on the other side, put it back to back, stitched it all round and turned it inside out. So there you are. The only bits that had a join were down the sides and the top of the hat. We couldn’t get this other than the top of the hat. I thought that if I over-expose it, I’ll lose the seams because the white will bleach out and I’ll lose the seams and you won’t see them and pretty much that’s what happened.

When we shot the first one, the only slit was at the back, a little slit big enough to put your legs in and your arms in and put your head in and then it closed up on its own at the back. I wasn’t filming the back from anywhere close and the only one that had to be stuck on the inside was John’s, because John was mostly back facing the camera and then I came round to the front, but that was the only opening. It was a nightmare when we filmed the first one. We were sweating inside these suits, we couldn’t breathe and it was like, “Cut! Cut!” Now I had to change a film nearly every three and a half minutes, so I had to change a reel. In that time that it took me to take a reel out, put it away, label it, put a new one in, they would take the whole thing off and [pants heavily] breathe away and then put it all back on again, me the slave driver, “Put it back on! Let’s go!”

Now some people said, “How did we keep the clock in time?”

PM: I was coming to the props. Where did you get all the props from?

SM: Most of them were bought from America. We did get some here, but most of them came from America. I’ve worked with a few people in America and I met a girl whose job it was to buy props for various outfits in the States. I said to her, “Would you buy stuff for me and I’ll send federal Express to pick it up and I’ll send you the money and stuff.” I basically positioned it that I was making pop promos and little TV stuff and films and these things would be for different projects. And I would have her send them to different locations. The telephone was sent to my mum’s house and the clock was sent to Geraldine’s house and the microphone was sent… it never came to me. It always went to the producer that was making that programme. She didn’t for once put all these things together as a project.

The other thing that I did as well, I never mentioned the year, 1947, to her. It was always, “I want a clock from 1946 or before. I want a microphone 1945 to…” If she sent me something after 1947, I simply rejected it, but I never gave her enough scope that she could pinpoint 1947, because if this came out, that’s the magic number. If she said, “Hang on a moment, if I got all that stuff from 1947?” It’s one and one makes two and the game’s up. But she didn’t. She got a clock from the Thirties and all these different things and they all went to different places. To this day, she doesn’t know she supplied the stuff.

PM: You were saying you made the clock work.

SM: The clock was electronic. It was designed to be plugged into the wall. What I did was, I had her send me some bakelite wall electrical outlets from America, obviously very specialised, 110-volt… nothing like we had here, so if they were in the room, it puts it in the right place. So what I did was the room was a room within a room. The set was built within another room, so I could go behind the wall and wire up all of the sockets. I had a transformer that was plugged into the 240-volt that was in the wall. I think we’re running 230 now, but in the days, at that time, it was 240. It came out of the socket, up the wall, 240-volts into the transformer and out of the transformer into the circuit in the set at 110-volts. The room was actually right. Although I only had one socket, I had all of them working, just in case. It was easier to do at the time. So, the clock was actually plugged into the wall and it was running at 110-volt. Now, I didn’t know – would it move differently? Would it move at the same speed? A clock’s a clock, but sometimes they gain time. Would it gain more time if it was running at a different voltage? All these things I didn’t know the answers, so I had to keep it right. If it was real, it could only be what it would be. It was plugged into the wall and we couldn’t unplug it again, because if you plugged it in, the cable went up the wall, if you moved it, it would now be in a different position, so when I put a reel back in and start filming again, you’re going to get a jump cut between where the wire was and where it ended up and that would be a giveaway. But it’s much easier than that. All I had to do was go round the back and switch it off, switch the power off at the wall, so everything switched off and the clock stopped. Change the film, get everyone ready, switch it on and start filming again. That fooled a lot of people because how would you do it? How would you keep the time right? 

Now all the effects people say that you have to stop and change models, but we didn’t. We used the same model throughout the whole thing. Everything was built in. When we cut through that head, everything was there. It was, all the way through, seamless.

PM: What cameras did you use?

SM: I used two cameras. I used an establishing camera, which was the Bell & Howell Filmo 70. I bought that from a guy called Mike Williamson, an ex-BBC guy. He used to sell all sorts of film and camera equipment. I bought that from him and a friend of mine, Lance Aston, Lance is Jay Aston’s brother. Jay Aston was in Bucks Fizz, I don’t know if you remember. He subsequently married Marcella Detroit, who was in Shakespeare’s Sister. So, it was quite a showbiz family. He phoned me up one week, during while all this was going on, just before we were going to film the autopsy and I was getting camera equipment together. The Filmo has got a fixed camera lens. It had three lenses, but they were all fixed-focus, so you couldn’t do through-the-lens focussing and know what you were focussing. So, you set the focus from a distance and if you went too close, it went out of focus and if you went away, it goes out of focus. That’s what would have happened in the day. So, I wanted that to happen, but I didn’t want it to happen when it wanted it to happen. I couldn’t afford for it to go out of focus when I wanted something to be seen and I don’t want it to go out of focus when I don’t want it to be seen. So, what I did was, I filmed some reels which were from a set distance with the Filmo and I knew that if I went straight in, it would go out of focus and that would give me an edit point, so all I’ve got to do now is put another out-of-focus shot next to it and it’ll go out of focus and back into focus again. So, I could do that in the edit.

More importantly, Lance phoned me up and said, “Will you come and do some filming for me on a pop promo I’m doing? I’m going to shoot it on video, but I want to do some on film as well. Could you do it for me?” I said, “Yeah, have you got a camera?” he said, “I’ll go and get one, I’ll go and buy a camera.” I said, “Okay.” He went off and he bought a Bolex, but it was a Sixties Bolex and that had through-the-lens focussing, but it was still an old camera. It took 16mm film, the same as the Filmo would have taken. The frame rates are the same. All that tell-tale stuff was the same. If you knew your stuff and you analysed the frame rate and you analysed how quick the shutter shuts and opens and all that sort of stuff, you could be fooled if you had other stuff to hang your hat on. So I was hoping that what would happen is somebody would see the camera in a reflection, “It is the right camera, therefore it’s all shot on that camera, therefore it goes out of focus because it goes out of focus. The guy couldn’t know, so he can’t be hiding stuff. He couldn’t know, it just goes out whenever it wants.” What actually happened was I was just filming and pulling it in and pulling it out whenever I wanted. If I saw John about to make a mistake, it was gone, you know.

PM: So you used both cameras.

SM: Yeah, I used two cameras. I still haven’t got hold of Lance to tell him his camera was used. I hope he hasn’t sold it [LAUGHS].

PM: So how long did the whole process take? When did you finally have it all finished and done? Over with.

SM: We filmed two in two days. The preparation took the longest. I think John took about three weeks to create the sculpture. Then I think we took about a week to make the mould out of the sculpture. First of all, you make the positive sculpture, then you make a mould of that sculpture and then you take the mould and make the rubber dummy from the mould. Then you knock that out and then you’ve got to tidy that up, make it up and put the bits inside. Lots of little things that we did that I was hoping more people would see. Here I am today, still explaining things that people didn’t see. I don’t believe experts anymore. If I see an expert on the telly and they say, “Here’s an expert and he’s going to tell us…” just leave me alone. I don’t believe a word they say. I’ve met so many experts tell me that this was real that now I just take it with a pinch of salt every time. Don’t get me wrong, there are a lot of people out there that know their stuff, but there are a lot of people that like to know their stuff and they buy the romance and get involved.

One of the hands, for instance, we went to great trouble to put bones into the hand, with hinges, so they can’t bend backwards. If it was a rubber one, it would go both ways, so why would I worry about that? I’m a sucker for detail and I love the idea of winding people up that little bit more. We actually rehearsed John going past one of the fingers so it catches on his outfit, so that it doesn’t bend back. I was hoping that someone would say, “It must have a skeleton inside, it must have. Why would you do that? It was obviously an accident. Why didn’t it bend back?” It was well rehearsed and it was hinged inside. The rest of the fingers went back and forth, you know. It was only that one hand.

The leg that was damaged, that was hurt, erm, we made the first autopsy and it was wrong. Geraldine told us that we’d filmed it wrong, that it was shot with a pathologist doing the autopsy. The guy that would have had clearance would have been a surgeon. She’d only come across that information after the event and she said, “Anyone that knows their stuff is going to say that this guy’s a pathologist. Who was there at the time? And then somebody else would say that no-one had top clearance who was a pathologist. We don’t know who this guy is.” Whereas, somebody would say, “Well, we know a surgeon.” So, if we could get the experts to say that this is not a pathologist, it’s a surgeon, if we can get that level of satisfaction, someone would say, “Actually, you know what? Vannevar Bush, he was a surgeon. He had clearance.” Sorry, not Vannevar Bush, it was Dr Bronk. Vannevar Bush was there and we made out that the guy behind the screen was him. So, lo and behold, everybody that’s seen it, all the pathologists that’s seen it, the head of Guy’s Hospital, the Queen’s pathologist, the guy, Cyril Wecht in America, every single one of them said that this was not a pathologist, it was a surgeon. And they say it as if they’ve caught us out, but what they’ve actually done is give us an amazing platform because it’s real now. They all thought, ‘Ah ha! It’s not a pathologist, it’s a surgeon.’ So, we all had great pleasure in doing that and, again, it’s down to Geraldine. If we didn’t know, we would have got caught.

PM: Can you explain the damaged leg?

SM: The damaged leg was… We did the first one, but it wasn’t done right because we had to do it as a surgeon, so we had to teach John new techniques. I’ll just touch on that quickly. The difference between the two is that a pathologist doesn’t care about the patient. The patient’s dead, so he’s only interested in how he died. The surgeon cares about the patient because he wants to save its life, or it’s still alive. So the care involved, the way that they hold the tools is different and that’s the tell-tale. So we had to make another body. The first one was filmed and there were bits that we could salvage, but we couldn’t use it all. I’m not sure if you saw any of the first one. It was actually really good, a lot of good stuff in it, but we couldn’t use it. So we had to make a second body. We only had a day to do it in. The way you do it is that you put a latex skin into the mould. You bolt the mould up, you pour liquid latex in and you swish it around the mould and then bits of latex stick to the outer edge of the mould and you just carry on doing that until you build up a skin. Now that skin on its own is no good to anybody, but that’s what the outside is. Then you mix up a kind of polymer rubber foam. What happens is that you mix up this polymer rubber and when you put the activator into it, which is like a hardener, it kind of bubbles up and expands. So what you need to do is get a bucket, put the stuff in, mix it all up quickly, using a drill with a bit on it like a whisk at the end, whisk it up quickly and then you pour it into the mould as quickly as possible because it’s starting to expand. You need to get it into all the little areas, down the arms, otherwise you get air gaps. So, you need to get it in there quick while it’s liquid so it fills the whole mould. That’s when you’ve got time. What you do is you fill the hands first and then you fill the arms and then what you do is you fill the other arm, you fill the top of the head, into the eyes and the nose and you do it in pieces so that you make sure that everything fills out. Because we only had a day, we just had to pour the stuff in and just swish it around and get it in as best as we can because we didn’t have any more time. We had to film another one because we had Rank booked to develop the film and we couldn’t get another slot because we had to go in to Rank when everybody had gone home. We didn’t want anyone around when we were developing the film. So, it had to be done there and then. We poured the stuff in and waited for it to set. 

The next day, we opened up the mould and one of the legs was hollow. It hadn’t filled up with stuff. It had gone into the bottom of the leg, but the thigh – big air bubble. So John’s like, “Oh no! What are we gonna do?” All doom and gloom, John, you know. Everything’s gonna go wrong, you know. That’s what he’s like. Glass is always half empty, you know. I said, “John, it’s not a problem because one of the dead aliens was shot by one of the soldiers and it was on the floor, screaming. So, that’s the leg it got shot in. Let’s make a wound.”

“How are we gonna do it?” I said, “Go down to the butcher’s and get me a lamb knuckle. Make sure you’ve got both bones of the knuckle. While you’re at it, get a pig one as well and we’ll pick the best one. And get a few bits and pieces.” And off he went. He got all the innards that we needed, because all the insides of the creature were made from animal bits that we modified. With the liver, with a scalpel, I’d reshape it and then I’d dip it into clear latex, hairdry it and then it’d have a skin on it and then it’d be a different shape for them and when you cut into it, it’s real, but you couldn’t recognise it. So, he came back with the bone and by that time, I’ve cut the knee open, I’ve created the skin, we put the bone in, dressed it up with some latex inside, put a few veins and a few bits and pieces in there. Then I burnt the skin with a blowtorch, so the rubber melted and curled over and stuff and it looked fantastic. Also, something that was a mistake turned out to be quite a thing because you could bend the knee and show… and that’s how it happened. It wasn’t by design. It was necessity on that score. The beauty part, just the way fate turns out, is that we had two. We had two films: one that we discarded, that we can’t use in its entirety and one that we can, but we had one with a broken leg and a damaged leg and one without. So now there’s two aliens! We would never have done that. We would never have gone to that expense. When we did the first one, Ray bailed out. He said, “It’s all over. That’s it. Haven’t got any more money. Can’t make another one. That’s it. Game’s up.” And I said, “Ray, we’re gonna do it again.” He said, “No we can’t do it…” And he left. He’d thrown the towel in and he left. Everyone started to pack things away and I said, “What you doing?” “He said…” “When do you ever listen to him? Don’t even go there. We’re doing it again. Let’s go. John, knock out another alien.” Let’s do this, let’s do that, clean up the table. So, that’s what happened. We did the second one and I phoned Ray up and said, “Ray, we’ve done another one and it’s brilliant. We’re done.” And he thought it was dead in the water at that point.

PM: So who financed the second one?

SM: I did. I say I did. We already made the model. We already had the set. All I had to do was buy some raw materials, so for another £800 we made another one. That’s how that happened, that’s the turn of events.

PM: Who designed the wreckage, the beams?

SM: I did all the designing. Everything you see in the film, I did myself, right down to the tent that it was in, all of the tables that they were on. Everything that was there, anything that was furniture, I built. Anything that was a room, I built with my brother, like the tent and all that sort of stuff. We actually made a tent. Although it was black and white, we bought khaki canvas and made a tent. My grandfather, my mum’s dad, he made tents for a living for the army in Cyprus. I’ve hung around all this, you know. I was brought up around it all.

PM: Did John Humphries make the actual beams and the wreckage?

SM: Right, the way that worked was I drew it all out. I would make the basis of the I-beams, for instance. The H-beam was made up of U-shaped aluminium box section and then what we do is put it together to make an H. Then I’d give it to John and say, “John, what I need you to do is sculpt or put a layer of clay inside the H-beam and then sculpt these letters as raised. The reason we did it as raised was because you can’t make it. Physically, you can’t make it. Today you would have a hard time making those items. I don’t say this lightly because you can make anything. To actually engineer, to make that, you’d have to make it out of one solid piece, cut it out, or make the H-beam and engrave the rest of it, leaving the bits laid up. There’s some lasers that can do that, but we’re talking 1947. Even now you wouldn’t get this finish. If you tried to replicate a lot of that stuff that you saw, the first thing that anyone would say that knows, they would say to you, “I don’t know how they could do this, because to do this is fine, but how would you do the letters?” So that was the first thing. Now, I used a paint, which is made by Hammerite. Not many people knew about this at the time, but it was a chrome spray and it was high temperature. It was used for exhaust manifolds for cars and that sort of stuff. It wasn’t a thing you’d just walk out and buy. I knew of this stuff because I was using it in the garage.

What happens is, when you first paint something in it, it comes out shiny, like chrome. It has that beautiful sheen to it. After a week, it becomes like a dull grey, it just takes that whole thing off it. I knew that if I made these up, we filled up all the edges with Isopon, you know, the car filler, so that it all became one piece, John makes the clay element that goes into the thing with the wording, all I had to do was paint it, let it dry, film it and then it’s done, it’s finished.

PM: So what do the symbols say?

SM: There are two I-beams. The big one, which is called an H-beam now (we never called it anything, we just made these pieces), it had the word, in Greek, Greek-type letters, mixed with a little bit of other languages, just for flavour, it said ελευθερία, which means freedom. I won’t tell you what the other one says, because that’s in my book and no-one else knows. Now, if Ray finds out about that, that’s one piece of evidence that Ray knows nothing about, he can’t tell you what it says and no-one else can, and I want to reveal that later. If he finds out what it is, he’ll pretend he knew forever. There’s a lot of other things that I know… Ray will maintain… he’ll call me a liar. He’ll call me all sorts of stuff to cover himself. The only way to prove that I was the guy that did it was by the detail. I can give information that no-one else knows. Not John, not anyone else.

PM: Speaking of which, Ray also released a short piece of film, sometime thereafter, claiming it was a home video recording of his mysterious cameraman. You had something to do with that, did you not? Tell me about that.

SM: Yes. Ray was put into a corner via a number of people that bought the footage. One of the people was Bob Kiviat from the States. And everyone wanted to talk to the cameraman. 

“Why can’t we talk to the cameraman? Where did you buy this film?”

“I bought it from the cameraman.” 

“Why can’t we talk to the cameraman?” 

“Because he doesn’t want to be known.” 

Well that was too convenient. “Oh, he’s selling trade secrets. He’s an American, he’s proud. He doesn’t want…” all this story. It was good while it lasted, but eventually it became very thin on the ground and everyone wanted to speak to the cameraman. So Ray says, “It’s not a problem. I tell you what I’ll do. I’ll get him to talk to you.” A couple of times he had someone else talk on the phone. Didn’t say very much. That wasn’t enough! They wanted to ask questions. “Well, he doesn’t want to be seen on camera, but he will answer your questions.” That was the next thing that Ray did. So Bob Kiviat sent a number of questions. We all sat round, looked at these questions and said, “Okay, Geraldine, go find out the answers to these questions.” [LAUGHS] But you know what, she went off and she got stuff like people’s nicknames, who were there, that no-one else would have known. So they must have been there and all that sort of stuff.

Ray got hold of this name, Jack Barnett, and thought, ‘Great I can give it a name. The guy’s not around anymore and nobody will find him and he was right for the time’. The guy was nowhere near to the scene! He had nothing to do with it. Then later Ray said, “Well, it doesn’t matter because it was a red herring. I didn’t want anybody to know, so I sent them over there.” I said, “Yeah, but now you’re looking silly.” He said, “I don’t know what to do now. They want an interview.” I said, “Why doesn’t he do an interview in his own home with a camcorder? He can silhouette himself out, so you can’t see who he is and he can answer the questions and we can deliver the tape.” “Who’s gonna do that?” I said, “Well, I can do that. Shall we do that?” He said, “No, we’re gonna get caught. Every time we do something new, we’re gonna get caught.” I said, “It doesn’t matter. We’re gonna come clean any time now. Let’s just do this thing and I’ll tell the story. Finish it. End it.” And he said, “Well, I haven’t got my money back yet. I’m still trying to get my money back. Can you do this?” I said, “Yeah, I can definitely do it. I want to go to America. I can do it.”

“How can you do it?”

“I don’t want to tell you. Just leave it to me. I’ve got a plan. Once I do it, I’ll deliver it and if you can find out who it is and what it is, then everyone else can. If you can’t, then they won’t. We can make our minds up when we see it.”

So, he said, “Gary will come with you.” Gary wasn’t really that involved at the time. You hardly ever saw Gary. I met him every now and again. I never regarded Gary as a partner or involved. He was always in the background, but he was never really involved. If you watch the Alien Autopsy movie with Ant & Dec, Gary and Ray were in there. It was like the Gary and Ray Show. They didn’t do any of that stuff. Ray was involved much more than Gary was, but Gary was hardly involved. But this time, it was “Gary will come with you”, which I thought was an unusual event. Then I find out I’ve got a ticket booked, taking me to Texas. Then I’m going to go from Texas to LA. I couldn’t understand what that was. I went to Gatwick to go to Texas, then from there to LA and then from LA to Heathrow. At the time, I couldn’t understand why that happened. Then I found out that Gary went to New York and then from New York to LA. I thought he was on business in New York and he’s going to meet me in LA. Actually what they did was they engineered it so I could never be in a plane with Gary going to do this job. So later on, I could never turn round and say, “Well, yeah, I went with Gary and, look, there are the flights.” That’s how nervous they were.

He had me waiting in a hotel in LA on my own for three days and eventually contacted me. I wouldn’t put it past them if they were watching me, you know, for three days! To see what I was going to do. Anyway, he came up and we met in a little restaurant and he said, “Right, what’s the plan?” I said, “We’re gonna go find a bum, a tramp, in LA, and we’re going to film him.”

“That’s your plan? That’s going to go terrible! I’ve come all this way and that’s your plan? That’s ridiculous!”

I said, “Gary, I made the autopsy film. You’re talking to the same person. Trust me.”

“Well, yeah, but now you’re involved in it…”

“Gary, you’ve got to trust me.”

So anyway, we were driving around LA and we’re looking for tramps, down-and-outs, on the street. And we found quite a few, but this guy needed to be in his Seventies or Eighties. He needed to be an old guy, right, and there were two reasons for that: he had to be the right age that the guy needed to be, but more importantly, he wasn’t going to live very long. If we had a young guy made up to be an old guy, this guy’s gonna be around to tell the tale. If the guy’s on the street, I think we’re safe to say he didn’t have a television, so he wasn’t going to see anything. He’s on drink and he’s not all there all the time. That’s the animal we’re dealing with here. So this guy’s gonna forget. He’s going to go on living his mediocre life. He’s not going to be watching television and scrutinizing the alien autopsy. He didn’t even know what this thing was about.

So we found this guy and said that’s the guy we want. Let’s go and see if we can get him to do it. “Excuse me,” I said to him. “We’re from London. We’re making a pilot for a film I’m making in college and we need an old American guy to do a little part in it.” He said, “What have I got to do?” I said, “We’ll just give you a script and you just read it off the script. It doesn’t matter if you hold the paper, you can just read it off the paper. I’ll pretend to be your son in the thing and I’ll be filming you. You just be natural and say, ‘I’ve got my son here filming me. I’m not happy about this.’ What it is, is that you’re giving away this big secret and they are making you do it. So you’re gonna say, ‘I’m not happy about this, but I’m gonna tell my story. I’ve got some questions here. My son’s filming me and I’ll just answer the questions.’ But you’re an American and America’s the best country in the world and you would never want to hurt your country. That’s what I want you to say. I want you to say, ‘America’s the best country in the world and I would never want to hurt my country, but… ” And he did it! Americans can rattle that off by heart: “America’s the greatest country in the world!” They’ve got that off to pat. And that’s exactly what he did.

So I sat him down and I said, “We’re going to make you up a little bit. We’re going to give you $500 and if you want to stay in the hotel tonight, you can and order whatever you like.” So, he said, “Great, okay.” So we picked him up (he stank by the way), put him in our hire car and the first thing was, I said, “Do me a favour. Go and have a shower.” He went and had a shower, came back and I sat him down. I shaved him. I stuck on a chin. We had a prosthetic chin that was a Max Headroom chin, made for Matt Frewer. I had Anthony Hopkins’ nose and stuck that on his face. I darkened up his eyes with make-up and put on some glasses, a baseball cap and you couldn’t recognise him. He kept looking at himself in the mirror and laughing. “My mother wouldn’t recognise me.”

I sat him down and said, “We’re gonna do a couple of takes, rehearsals. I won’t run the camera and the when you’re ready, we’ll do it for real.” I did run the camera anyway. I’d bought an American camera, by the way, an NTSC VHS camcorder to keep it all correct, you know. What would happen is that that camera tape would then go to England. So anyway, he did the interview. He rattled it off in one take. It turns out that he’s an old actor. Who would have thought in the streets of LA there’s an out-of-work actor? So I got talking to him when I was doing the make-up and stuff and he told me about a film that he was in once and I wrote that down. I wrote his name down and stuff and I’ll be revealing that in my book as well. No-one else knows who he is. I’ve actually got the film he was in. If you look at the film and you look at the film I shot, you can see it’s him. If you don’t look at the film, if you look at the film alone and you then saw this, you wouldn’t know it’s him. I promise you that the minute you see it, you’ll go, “Oh my God, it’s definitely him.”

Anyway, he rattled off the script and he was very convincing. I said to him, “When you finish, I want you to say, ‘I don’t want to answer any more questions. Turn the camera off, turn it off. I don’t want to do any more.’” And he did it fantastically! The camera went off and that was it.

Now, being an idiot, because I am. I’m constantly putting in these little fuses for people to find so they can blow, and, lo and behold, nobody’s found a lot of them that we put into the film, on the cameraman’s statement, I didn’t care of you lit it with daylight. I didn’t care because it wasn’t him. You couldn’t make out who he was. But I went along with the silhouette light in the background and the whole thing and what I did was I over-exposed the camera slightly. What that does, is it highlights all the light. When I went into the edit suite, all I did was turn the brightness down. So when you’re watching it normal, it looks dark. If a bright spark at home turned their television brightness up, you can see his face. Now I thought this would be fantastic because Ray would just throw a wobbly, thinking he’s being caught. You’d never get caught! You don’t know who it is. But I liked that fact that this guy’s not a professional, his son’s not a professional, he hasn’t lit it nicely and you can see the guy’s face. I ‘saw’ that image in the paper: ‘Do You Know This Man?’ I saw that happening. Didn’t happen. But this is what I wanted to happen. I wanted something to spark it all up again. Ray was on the phone, “You idiot! They’ve lightened it up and they can see the guy’s face.” I said, “Ray, it’s not the guy’s face.” 

“What do you mean? Of course it is!” 

“Ray, it isn’t. I heavily made him up. You can’t tell who he is.”

“Yes you can. Of course you can. Somebody will know.”

I said, “No-one will know. No-one will know.”

This was the sort of stuff I did.

PM: What about the crash site, Spyros? Because one thing that has convinced some people that it’s all real is not the film, is Santilli gave them specific details to find the location in the desert, not too far from Roswell, between Roswell and Socorro, and lo and behold, it looks a peculiar place. How did all that come about?

SM: If you go to Roswell, and I know you have, but if one was to go to Roswell and speak to enough people, you will meet all sorts of idiots, nutcases, people that saw things they didn’t see, but every now and again, you meet someone with their feet firmly on the ground. I met that person, a guy called Rodney Corn, he’s a pilot [http://pilots.aircraftdata.net/New-Mexico/pilot/26815/RODNEY+DELBERT+CORN.aspx – SJ]. He flies small planes and stuff. He said to me… I wanted to do aerial shots of the crash site. I wanted to show the Foster Ranch. I wanted to show where Mac Brazel was, where we thought the crash site was. I said to him, “How much to take me up in a plane so I can film the aerial view. I want to show how far the Rector Proctor house is to where Mac Brazel was, because he went on horseback in a storm to his neighbour. Now, we thought that would be next door, but, in fact, it’s twenty miles away. I want to show the enormity of what he found. I want to take it that far, okay?”

He said, “Which crash site do you want?” That was the thing that did it for me and I said, “How many are there?” He said, “Three, I think.” I said, “What do you mean, you think?” He said, “Well, imagine this: It hits the ground, it goes a bit further, it hits the ground, it goes over there and it crashes.” I said, “Okay.” He said, “You know, like it skimmed – BANG, BANG, BANG. Which one do you want?” I said, “I want them all. Which is the one that it ended at?” he said, “It wasn’t on Mac Brazel’s ranch. It was way over there.”

So, we went up in the aeroplane and he showed me the dirt track where they would have driven. He showed me little roads that are not used anymore. He pointed out all sorts of bits and I took notes and I filmed it and I gave the whole lot to Ray. I didn’t think we could use it because this is Roswell. This [the autopsy film] has nothing to do with Roswell. From my perspective, I don’t know what this is. I don’t know where it came from. It could have been Roswell. Who knows? That’s my perspective, because the minute you say it’s Roswell and you’ve got a few people in Roswell saying, “I’ve never seen that before”, it’s dead. But if it’s something that happened and it could have been Roswell, you’ve got the opportunity of somebody saying, “Yeah, I saw it. It is what happened.” You’ve got the chance that somebody will say, “I’ve never seen it before, but I recognise the suits. I recognise the creature.” You never know how lucky you get. As it happened, a lot of people did recognise bits of it. Some people swear blind that they’ve seen that image elsewhere, which I promise you they haven’t. If they have, I am the best magician you’ve ever met in your life because I saw that and that’s all that could have happened. I’ve seen that and I’m telling you I didn’t. This is from my imagination and a little bit of information that I’ve collated.

So, we didn’t have a lot of local information about the crash sites, what purportedly happened, how it’s been argued and explained away over the years, you know, the weather balloon thing became a bigger weather balloon, then it became a weather balloon that was carrying crash-test dummies. It’s slowly evolved. Who knows what the truth is, but Mac Brazel wasn’t mental. He’s a straight shooter, from all accounts he was a straight shooter, told it as it was. This guy got on a horse, in a storm, went to Loretta Proctor and took her to show her stuff that he’s never seen before. And stuff that we don’t see today. I interviewed Loretta Proctor. I went to see her personally. I thought why does it always happen in a little town in America somewhere? You know, with the redneck situation. That’s where the crashes are, where the UFOs go. They never go anywhere else. Loretta Proctor sat there and said to me… I said to her, off camera – I was asking her questions and stuff, “Why is it that it’s always some little town in America where UFOs happen and they crash? Is it something in the water? What do you think?” She said, “Listen here, young man.” And then she got very upset about it. “You’re insinuating that I’m mad and so was Mac Brazel, who’s straight, decent…” She had a lot of good to say about him, to be honest. And she said, “We were the only place in the world that had the nuclear bomb. If you were an alien being, where would you go, where the action is or Brent Cross?” [LAUGHS] And that sums it up! Where would you go? I’d go where the action is. Absolutely! These guys are shooting and killing each other. What are they gonna do next? They’re sending rockets everywhere. What are they gonna do next? Maybe that was the answer.

So, we had a lot of information, which was local information, but more importantly, it wasn’t widespread, because everyone else I spoke to took me to the crash site. That’s the crash site. There you go. Buy a ticket…

PM: Something else was released as well, Spyros. These were supposedly the boxes or the labels that were stuck on the film cans themselves. Did you play a part in that>

SM: Yeah. We had to create all the bits that went with the film. The film had to be authenticated and the way that you authenticate a film is by showing it to somebody who knows about film. If you show the film to someone who knows about film and it isn’t right, the game’s up. If they say, “It has to have a square and a triangle”, that’s a given. It has to be this particular make-up of film. That’s a given. This is the kind of can it would be in. So, if the can that you had this film in wasn’t right, it isn’t right. All these things would live with each other. The cameraman would have had access to the actual packaging that the film came in from Kodak. What would happen is, you would take the reel out, you would expose it, you’d put it back into its little plastic box and you’d put it back into the cardboard box and label it. It would go to the lab and the lab would then process it, knowing what was on each reel and what have you. So he would have that information. What we did was we researched what the box would have been like, and there were a number of different designs at that time and different types of film and it would have to be the right film for the Filmo 70, because it was a canister film and there were all sorts of things that came, like quick-loading film that was available at that time. We also knew that there was a shortage of film at that time, so the likelihood of any colour film being around was very, very slim. That suited me because I didn’t want to use colour. The reason being that my story that was built up around what this alien is and who he is and what he looks like, you know, it had a certain colour. It wouldn’t look good in colour film. The colour that I had in my head was a kind of blue-grey. The whole time when I was inventing this alien, I kept thinking of dolphins.

If you think of a dolphin and say, “What would a human dolphin look like?” That’s what I was doing the whole time, because this alien wasn’t human, but it was a mammal. Like a dolphin. So, what would it have? What kind of skeleton would it have? It would be much like a dolphin’s. It would have things like sonar and it would have other things that we don’t have. It would have other senses we don’t have, heightened senses. It would have, as dolphins do. So, if you can imagine the colour of a dolphin, that’s what the colour of this alien would be, for me. To replicate that and make it real in colour, it would look Mickey Mouse, it would look really dodgy. Black and white, it would look eerie. Actually, the alien that we had on the slab was skin coloured.

[END OF TAPE ONE SIDE B]

SM: Okay, so if it was in colour, if you look at the Ant & Dec film, that’s a great illustration of what I’m trying to say. I could never understand (and what I’m going to say now is going to sound a bit egotistical, but I think you know where I’m coming from and I’m not being egotistical at all), I could never understand why Ray would want to make a feature film about the alien autopsy and not use me as a director. I could never understand that. Who better than me to make this movie? There isn’t anyone. I’m not the best director in the world, but I know this project better than anyone. But I was cut out of it for various reasons. An illustration of John, for instance, on his own, he’s a sculptor and he’s the best sculptor in the world. No question, for me. But if I was involved in the Ant & Dec movie, no way would I have let that alien be pink, because it looked rubbish. It looked completely rubbish. That’s what I’m trying to say here. I would have coloured the alien in the film properly and every time you saw it, I would have made it that way, in the film. What they’ve done is they cheapened this thing into a bit of a joke, a bit of nothing, and you know yourself, Philip, how long this ran. Some people said, “It’s not real.” It was never ‘a bit of a joke’. It was always, “My God, what’s this?” Do you know how many people were stunned when they saw this image? They saw a dead body. It was eerie. In fact, a lot of people said it was very scary and it was like, “My God, what is this?”

Now, we lost that. As soon as I told you how to do the trick, the magic went. That’s it. You know how it was done now. The magic’s gone. Now lots of people will come out of the woodwork and say, “Yeah, well I never believed it anyway, it’s rubbish. That’s complete rubbish. I don’t think it’s real.”

“Why isn’t it real?”

“I don’t know.”

“Well, until you know, don’t talk. Tell me why it’s not real or don’t make an opinion.”

That’s how I feel. I’ve gone to a lot of trouble to make this real, to make it look real, and if you can’t tell me why it’s not real, you’ve got no right to tell me it isn’t. You’ve got to say, “I know what it is.” That’s the fair answer: “I don’t know what it is.”

PM: That was my answer.

SM: Absolutely. You’ve always said that. You’ve never said it’s real. You’ve never said it’s not. You’ve said time will tell. You’ve always said that. The thing is, though, that other people haven’t done that. Other people have said it’s real. And you know why it’s real? Because of this, because of that, because of that, because of that. And that’s it, they believe in magic. The others have said it isn’t real. Why isn’t it real? Because it can’t be can it? It can’t be real. Why not? Because my belief system says it can’t be real, which is no good. It’s not scientific…

PM: Stones can’t fall from the sky.

SM: Absolutely. That’s the bottom line.

PM: So you’ve got it all filmed. It’s all processed. It’s on video. It’s edited. It’s ready to roll. You’ve discarded the first one you made because you made some errors in it. What was the grand plan with it all, Spyros? It’s all finished, it’s all packaged, it’s all done. What was the plan?

SM: The plan was to give it to a broadcaster. Say to them, “We’ve got this interesting piece of film. It’s from 1947 or so it would seem and we don’t know what it is. We’ve been told it’s an alien, but it looks human. Investigate it. Tell us what it is.” And if we could get a broadcaster to get enough interest to run with it, other broadcasters will also do the same. Channel 4 made a poo-poo documentary of it. They couldn’t tell you why it wasn’t real because the people that were in the documentary said it wasn’t real for reasons that didn’t really stack up. For instance, Dr West from Guy’s Hospital said, “It’s not real because it’s probably 98% man-made. And that’s my gut feeling.” So we went and interviewed him for my own documentary and my presenter, who’s a barrister, said to him, “Well, if it’s 98% man-made, what’s the other 2% for?” And he said, “In case I’m wrong.” He said, “Well, if you’re wrong, then you’re 100% wrong, not 2%. It’s got to be fifty-fifty. It either is or it isn’t.” He basically agreed that the reason that he said it was fake was because animal tissues and human tissues don’t behave that way. If it’s an alien, it won’t! So, what’s your expertise? We all destroyed everyone who appeared in Incident at Roswell who said it was fake. Just by logic, just by sheer logic. This is not real because… “Why is it not real?” 

“Because it’s a special effect.”

“Why?” 

“Because you’re a special effects guy.” 

“Yeah. Could you recreate it?” 

“Yeah.” 

“Okay, we’ll give you an unlimited budget, what will you do?” 

And the minute you start saying, “You know you’ve got to keep this secret. You know you’ve got to film this and keep it secret. No-one must know or game’s up. You can’t just go out and buy props and have them put in. Somebody’s going to say, “I sold them that clock.” Somebody’s going to say, “I sold them that.””

“Oh, we’ll have to make all the props then,” he said.

And when you finally got down to it, you then have got to persuade someone that it’s a 1947 film.

PM: We’re digressing. You made it. It’s all done.

SM: It’s done, we’re gonna release it, we’re gonna show the world. They’re gonna tell us that they don’t know what it is. And then we’re gonna say this is what it is. It’s a grand illusion. Wasn’t it fantastic? And take our bow.

PM: Why didn’t that happen?

SM: Greed, I think. Ray Santilli signed us to a confidentiality agreement. He basically said that he needed to get back his money, because, you see, we thought he’d spent a lot of money on the first film. The one that I poo-pooed. The tent footage. I thought he was conned there. He thought he’d bought real film, spent hundreds of thousands of pounds and now has to recoup that before we go any further. So, he said, “No-one knows anything until I get my money back, otherwise all this was for nothing.” So, my thing was, “We don’t tell anyone it was real, we don’t break the law, Ray. This is bordering on fraud. I don’t want to be part of anything that is going to be that…” He said, “You’re not going to be involved anyway, because you’re not allowed to talk to anybody.” He made it very clear. I said, “As long as you represent it as you don’t know what it is – tell me what it is.” Sorry, not you don’t know what it is. That’s what he said. This is the mistake he made. He said, “I don’t know what it is. You tell me what it is.” That’s actually wrong. That’s a mistake. You do know what it is. You’ve just lied. You say, “Tell me what it is.” That’s what you’ve got to do. And they go away and say, “Oh my God, it’s an alien.” You know, or whatever. But you don’t say, “I don’t know.” The minute you say, “I don’t know” and you did know and they can prove that you did know, you lied. He didn’t tell anyone. Not for six months. I pressed him regularly. Every three or four months, I’d go, “C’mon, Ray, is it time?” He’d say, “I haven’t got my money back yet, but it’s not going to be long now. I’ve got a deal coming in France and I’ve got a deal coming… and if we do that deal, we’ll be alright…”

So, I didn’t get any royalties. I lie, I got a cheque, a royalty cheque at the beginning, which was about £10,000 and I distributed that between us all, between the crew. So we all got two and a half or three thousand pounds each. And that’s it. He went on and on and on and eventually… The other thing as well, I was very close to Ray. Obviously you live something like this, you see them all the time, he’s very personable, very nice guy. He kept offering me other work. I did a lot of other work with him, documentaries for other things, so I was making a living from him for the meantime. I wasn’t sitting around waiting for the money, I was making money and we were making money together. Not once did I think he was being paid and he was getting money in that I wasn’t being shared with.

Eventually, it all culminated with… we forgot about it. It just went on year after year after year. “Oh, it was a dud.” The thing that sold it to me was he said to me that we said this was US military film and we’ve told everybody that it’s real military film. Therefore, what they’ve done is they just taken the tape off us and they’ve said, “You can’t stop us using it. It’s not yours.” It’s the US military’s. So let them stop us. Of course, the military won’t come forward because they’re now saying it’s real by doing that, so they’re not going to do that. So what happens? No-one pays. That’s his story.

PM: That did happen once?

SM: Yeah. But, the thing that sold it to me, that I believed Santilli, I heard that he tried to copyright the image in America and they wouldn’t copyright it because it doesn’t belong to you. The only person that managed to copyright it was Bob Kiviat and he copyrighted the film he made that had it in it. So that sold it to me that, okay, he’s not being able to copyright it, you know. What he’s telling me is true. Actually, he was making money left right and centre. We know that now.

PM: So here we are on 2007. I spoke to you for the first time about three or four months ago. Why have you decided to tell your story now?

SM: I wasn’t able to speak before because I was tied to the confidentiality agreement still. Although my lawyers believe that if I did speak against the confidentiality agreement and Ray tried to sue me, there was an argument that he hadn’t kept his side of the bargain. But they did say that the two contracts were stand-alone and he could see the contract, the confidentiality agreement, in a court case and it would be inadmissible to discuss about anything else. That’s the case. I ran the risk that I would get sued big time on that score. So, I didn’t pursue that at that time.

When I was approached by Ray Santilli and Gary Shoefield at the tail-end of 2005, they said to me, “Do you want to do a movie with us, with Warner Bros. about the alien autopsy?” I said to them, “Great! What’s…” They said, “What we’re gonna do is we’re gonna tell the story and we’re gonna do the…” Great! It’s about time! And they said, “Only one thing – you have to say there was original film.” I said, “I can’t do that.” They said, “That’s the whole thing. We want to keep it alive because we haven’t got our money back or anything yet.” So I said, “Guys, it’s enough now. If you haven’t got your money back yet, you’re not gonna get it back ever. You’ve got a movie now. We’ll make it back on the movie.”

“Oh, no, we’re not going to get paid for the movie. We’re going to do it for fun.”

Now, Gary Shoefield has not done anything for fun in his life. He once advised me, when I was talking about a movie I was involved in and they were going to pay me at the end, you know, I’d get a point and they’d pay me at the end, he said, “Don’t ever get paid at the end. You never get paid.” He said, “Because there’s a limo before you and there’s bottles of champagne before you and there’s opening nights before you. By the time it gets to the end, the budget’s gone and it never made any money. The movie would never make a profit.” And that’s Gary’s advice to me then, “Get the money at the front end.” Now that doesn’t go away and he says, “I’m doing it for fun.” I said, “You’re not getting paid at all?”

“Well, we’re gonna get a point each at the end.” Sorry, but those alarm bells were going bang, bang, bang, you know. Ding dong ding. I said, “Come on, guys, this is ridiculous. First of all, I can’t say we had original film, because that renders what I’ve done to be zero and that’s not how it is. The story’s got to be the story. It’s got to be right.” They said, “Well, no, they won’t be interested in that.” They said it in a way that was like, “The deal is off, then. We won’t do it.” That was the kind of feeling I got when they left. What they actually did was they said, “Right, we’ll do it without you.” So they signed John up to that agreement to say that there was an original film. And like an idiot, because John, well, I say an idiot, you know what, I use that word too much. A fool. John had a family. He’s got kids and a wife and a house and he’s a sculptor. Sculptors don’t make a lot of money till they die. Once they die, everyone else makes the money. They don’t make money. Artists don’t tend to make money, that’s the routine. Some do, John doesn’t. John’s an animal [??? – SJ]. John’s the most talented guy in the world. If you had to pay for his stuff, you would be paying millions of pounds. But people don’t.

So, a job comes along and I think they gave him £10,000. Which was like… what a fool, you know. He didn’t need to do it. But they said to him, that they offered me the film and I rejected it, so there’s no reason why he shouldn’t do it. He phoned me up and I dismissed it like that [CLICKS FINGERS], you know, and not thinking he’s gonna do it. He said to me, “I’ve been offered this thing. What do you think?” I said, “John, I turned it down in a heartbeat. There’s no mileage in it.” He said, “Well, I don’t know…” I said, “John, there’s no mileage in it. There’s no money in it. What’s the point?” Now he thought I meant ten grand wasn’t enough. There’s no money in it. To me, ten grand is not enough money. That’s how he thought it was going. So he thought, ‘Ten grand to me is a lot of money. I’m gonna do it.’ But he felt he’d cleared it with me.

Meanwhile, ray said, “Alright, John, if you’re going to do it, you need to sign this.” And what he signed, I believe, I haven’t seen it, but John said to me that he’s been signed up to not tell a different story and there was an original film. I don’t know how that would stand up in court. You can’t sign somebody to lie in court, you know. In court, you have to tell the truth. So that contract I don’t think is binding. I don’t think you can make it stand. But, if you saw the Eamonn Holmes documentary, there’s a very scared John Humphries in there that looks like he’s got a gun to his head. He looks like “If you put one word out of line, we’re gonna shoot you”. I believe, knowing the situation, I believe, putting my mentalist cap on and mind-reading, I’m telling you what happened was: “John, you’re not to say a word. You speak when you’re spoken to. When you do get spoken to, these are your words. Don’t say anything else.” He was under so much pressure in that film. Did that look shifty or did that look shifty?

PM: Absolutely.

SM: So, that’s what’s happened. The minute the Ant & Dec film got made, it was put into the public domain. They told the story. My confidentiality agreement was to never discuss the alien autopsy film. Well, they’ve discussed it. It’s in the public domain. They’ve said it wasn’t real and I’m now free to tell the story. So, the fact that I don’t collaborate with their story is because it isn’t real.

If you sat Ray Santilli here with me today, knowing everything that I do know, I would say to him, “Ray, show me the film. No hokery-pokery. Show me the film.” And he won’t have it. He’ll have film that’s from the right year. He’ll have film with a soldier in it. He’ll have film with baseball players in it. But he won’t have film with image on it. And I will put everything that I hold dear, everything, my family, my little girl, everything that I hold dear in the balance if he produces a bit of film. Okay? I can’t say any more than that.

PM: Your book.

SM: My book. Well, we’ve spoken a lot about stuff today and my book has a lot more than that [LAUGHS].

PM: When are we likely to see it?

SM: I hope to have it ready for January. It’s full of pictures, diagrams, little bits and pieces. It’s full of very fine detail. There is actually a very funny story, you know. A lot of very funny things happened day to day. All that detail is in the book. The original story about who this alien is and all that stuff, that’s on the book. So you’ve actually got the fictional part of it as well. There’s a DVD that comes with it. So you see some interviews… I did about thirty hours of interviews with people that were there at the time, eyewitnesses, various people. Unseen stuff. That’s in the DVD. There’s also the footage, so that anybody who buys the book and hasn’t seen the footage or it was a long time ago, and I discuss something in the book, they can go to the DVD and actually see what I’m talking about. And they can look at things and little subtleties that the book tells you.

PM: I’ve got some colleagues in America with some technical questions. Now, you’ve answered some of them already in the interview. Let’s have a look. Who did the processing? That was Rank.

SM: Yes. Can I just tell you a little detail on that? Very quick. The deal with Rank was that this was a very sensitive film. I promised them it wasn’t pornography. That was the only concern. “This is not child porn, is it?” No, no, it’s nothing like that. This is just very sensitive information and it’s important that I’m there throughout the process. Now what happens with a piece of film when it goes through the machine is there’s a little bit of a leader that’s spliced on. It’s reeled in and it goes through the chemical and it’s reeled out and it comes out the other end. Now, what they do is they cut the leader off. So they cut the leader off, but on the leader there will be a frame or two of image. Now, what I was doing was going round every time and cutting that bit off and putting it in an envelope. So everything that fell on the floor, every little clip, because one of those frames at that time was worth £20,000 to The News of the World. You know, of the alien. So, I couldn’t afford to leave anything around. I was there. There were no other workers. There was one guy who pushed the button, pushed it through, came out the other end, he never saw what was on it. It then went to the video duplication and we kept talking to the guy and kept pulling him over, talking to him, so he wasn’t watching it as it was going through. He saw a couple of snippets, but he just said, “What is it?” And we just said it was a medical film and that was it. So, yeah, Rank.

PM: You’ve answered a lot of the questions in this. Did you force process anything? Did you do any push processing or anything like that?

SM: Only in the camera. Not processing as such, but exposure-wise. I also added… I over-exposed images and stuff in the edit suite as well. I was one of the first people in the UK to have a digital editing suite and I was able to put everything into hard drives and then edit it from a hard drive and then add digital effects, but without them looking like digital effects. So, a lot of the fades, you know when it fades like it’s the end of a roll, it wasn’t always the end of a roll. I made it the end of a roll when I wanted to. The original story was the Filmos, although they were robust, some of the cameras were khaki-green and they were designed to be thrown away. So you’d go out into the field in a war, you’d film what you wanted, take the film and you’d throw the camera away. Okay? They were disposable. But because they were rough-and-ready, the sprockets sometimes tore out strips on the film, so that couldn’t be put through a machine because what would happen is the sprockets would just spin, the wheels spin and the film would just stay in the solution and not go through it and it will over-expose to nothing. So they would be hand-processed. Now, the cameraman’s story is that there were some damaged reels, so I had to find why they were damaged. So my reason was they were damaged in the camera. Some of them, okay? They got stuck in the camera, so he hand-processed them. When he hand-processed them, he had to take them and do them himself. That’s the routine. I had the opportunity to do a lot of stuff. As long as the reels were no longer than they could be, then there was a reason to fade down and come up again and allow us to do the next preparation.

PM: What kind of lighting did you use when you were filming this thing?

SM: Daylight.

PM: You’d no artificial lighting.

SM: No artificial lighting at all. I couldn’t afford to have any lights in view because they would be modern. So what I did was I used a film that could film, which was capable of filming in low-light conditions and I adjusted the camera to let more light in. Two things happen when you do that. You get a grainy image and that’s lovely for filmmakers.

PM: Did you use a light meter?

SM: I used a light meter and I used a measure so that I could gauge focus and I could gauge available light. It was very nice because I had a lot of white things in the room, like the walls, the suits and they were bouncing light off from the ceiling. I had a light bulb in the room and because there was a lot of light in there, it was bouncing the light around, you know, nice even light and that did the job.

PM: You signed a contract. What about other members of your team?

SM: They signed contracts with me. I didn’t need to get one signed by Geraldine. To this day she’s not spoken. To this day she doesn’t want to be known. She doesn’t want to speak to anybody. She’s a very private individual. I trust her. I didn’t need to sign anything with her. Greg, John and Pete all signed a letter, but, having said that, didn’t need to do it, but I did it for Ray because Ray was saying to me, “Well, you know, how do you know…?” I said, “Don’t worry. My teams’ my team and we’re tight. We’ll be fine.” But Ray, I think, judged me the same way as himself. Ray will say stuff to people that he didn’t need to say, you know.

PM: Apart from Geraldine, would any of the others talk to us?

SM: Peter will, Greg will, John probably will in the end. Who else is there? You’ve spoken to Gareth already. Yeah, that’s it. Yeah, I’m sure they will.

PM: You edited the film as well?

SM: Yeah. I didn’t actually edit film. I edited video.

PM: You know when the creature’s on the slab and you’re cutting it with the knife and you see the blood flow? How did you reproduce that? What was the mechanism you use to do that?

SM: The stuff we used inside the body of the alien was, for want of a better description, a foam. It was like a sponge. So, if you can imagine a sponge soaked with fake blood and then stick a skin on top of it. So, what we had was a skin that was there first, and then a sponge head, full of sponge. What we did was cut the back of the head and we cored the outside of the sponge, literally cut away with a scalpel, just made a big space so it could take the brain. We then filled up all the sponge elements (in fact ‘we’ – I did it!) so it was soaked in blood inside, soaking wet, and that was done just before we were ready to film.

The scalpel cut was as simple as a line of blood on the edge of the blade that John was instructed to cut, but tilt the blade slightly so it would run off and as it ran off, it would cut and it would form the cut. Now, by default, the first blob happened at the beginning, so what happens is you get a blob. As you get a cut, it touches. You run it around, like this, bearing in mind that this stuff’s made out of a treacle base, so it’s very thick, it’s like… fake blood’s not runny. It takes time to run. So that little blob started to run when he’s halfway round the head. So, it starts to run and it drips and it drips and you know what? That’s a hole. There’s a scalpel and a sponge behind soaking wet and it just carried on seeping. And it’s as simple as that. No tubes, no nothing. The special effects community would have tubes everywhere. They’d run tubes and there’d be a guy with a syringe pressing it and there’d be blood going out. It’s nonsense. You don’t need to do that. It’s subtle. Less is more.

PM: Okay, the brain removal. There’s some kind of membrane over it. What did you use for the membrane around this? What was that stuff? How was it attached to the skull? How did you do the whole brain thing?

SM: We took two sheep’s brains and we put them together into a mould. We then put part of a pig’s brain at the back to make the back part of the mould, the brain. We then filled the mould with… the first time we did it was with raspberry jelly, but it was too dark. The second time, I did it at home. I actually took the mould home and did it at home and I made it out of gelatine, clear gelatine. Once that was made, we poured it out of the mould and then we painted it with latex. The latex just runs across and it forms a stretchy rubber. A balloon’s made from latex, so you can imagine the balloon’s a manufactured even… When you do it on a brain and you use white latex, when it’s liquid, it’s white, when it dries, it’s clear. It’s completely see-through. So what you’ve got is a very thin, rubber or latex skin that goes right the way round, so it’s like you blew up a balloon and somehow got the brain inside and let go and it all went [MAKES NOISE TO DEMONSTRATE BALLOON ENVELOPING BRAIN]. It’s just the same thing. So, when that’s then put into the head, the sawing of the head was done first before the brain went in. What we did then was we ‘ran’ out of film. We took away the half of the head, put the brain in, put the head back, the skull back, started filming again, finished of a couple of saws, took it away and the brain was there. Okay? So the skin’s already been peeled back. Then what he did was, all he had to do was put his fingers into the latex and break it and actually pull it and if you break a balloon and pull, it just looks amazing. Bearing in mind inside it’s still got the fake blood and it’s still got all that gushy stuff and it’s gelatine, so it’s all wobbly and when he brings it out, it all falls apart and as he puts it down, there’s bits of brain and all that. And every surgeon and every doctor in the world are saying, “It’s like no brain I’ve ever seen.” But actually, it was very similar to a brain in a lot of ways. A brain in that situation isn’t grey. It’s exactly what it would look like.

PM: Time’s against us, Spyros. I’ll ask one last question. There are those out there who believe in this film and Santilli 100% and they think that you’re some kind of pathological liar, playing devil’s advocate here, so please don’t be offended.

SM: No. Go ahead.

PM: What would you say if you could say one thing to the doubters out there? Is there any one thing that you can say that would say to them Spyros Melaris is who he says he is and has made this film?

SM: I don’t think that there’s any doubt that somebody made it today. That’s fair to say that somebody made the film and even Santilli said it’s a fake, but it was made from original film. I think that’s really the question. The question isn’t whether I made it because I can prove I made it. John Humphries will tell you I made it. Ray would probably tell you I made it! He couldn’t deny it. There’s too much evidence. The question is did I make it from original film? And the simple answer to that is no. There was never any original film other than the tent footage. I’ve never seen any other film. Ray maintains that he’s got original film. My question to Ray is how would that film marry what I made? It can’t. I haven’t actually seen the film. Now you may say, “Maybe you’re lying and you did see the film and you made it.”

The story’s a bigger story if there was a real film. There would be more money in it. There wouldn’t be a reason for me and Ray to be parted. Why would we fall out? The common sense has got to come into the argument. I’m part of something as big as real film of a real alien. Why would I jeopardise being part of that and go off on my own? There’s no reason to. That’s the first thing.

The second thing. I promise you, something happened in Roswell. I’m not an easy person… I’m a sceptic. I’m not an easy person to convince. Thirty people that I talked to out there, clever people, doctors, lecturers, all sorts of people tell me they saw something. And I believe them. Something happened. A lot of ordinary people. Something happened. So, I don’t think there’s dispute about whether or not something happened in Roswell or other sightings or whether or not everything’s fake. No, I don’t think everything’s fake. I do know this is. I also know that if Ray had original film, he’d be jumping through hoops to let you test it. I’m sorry, but that’s what you would do. You would say, “Give me billions of pounds for this.” That’s what you would say. You would say, “I’ve got nothing to worry about. The cameraman doesn’t want to speak, but look at the film.” That’s what you’d do! That’s what you would do.

PM: Say no more.

[END OF INTERVIEW]
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