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By now I'm sure everyone who hasn't been hiding un-
der a rock for the past twenty-five years is familiar, if not
with the name, then at least with the art and film design
work of HR. Giger. He is, of course, most widely known for
his work on the original Alien (1979), directed by Ridley
Scott, and for which he
won an Oscar. He is the

mercial psyche of the world. This can most vividly be seen
(rip-off or homage, you be the judge) in last year's block-
buster sci-fi action hit, The Matrix— specificaly in the scene
where Neo awakens into 'reality’. Where will it end? Why
have not every leading horror, sci-fi and avant-garde film-
maker come crashing through his doors? David Lynch? David
Cronenberg? Dario Argento? Algjandro Jodorowski? Peter
Greenaway? One would think Giger and his vision would
have been gobbled up by these folk long ago.

So what is the problem? Sad to say it is easier and more
cost effective for the Hollywood machine to simply rip Mr.
Giger and his design styles off than to actually hire the man
himsdf. Unfortunately, as the following disclosure reveals,
this trend has not yet reversed itself and probably won't in

the near future. If there

author/artist of
Necronomicon (1976),
Giger's Alien (1980),
New York City (1981),
Necronomicon Il (1985),
Biomechanics (1988),
Film Design (1994),
Giger's Species (1995),
WWW.HRGIGER.COM
(1997), and most re-
cently The Mystery of
SanGottardo (1999). He
has worked on numer-
ous films, though nearly
al of them, with the ex-
ception of Alien, he has
disliked. Hollywood,
namely Fox Studios, has
repeatedly ripped Mr.
Giger's designs off in a
great many science fic-
tion films, including Alien
Resurrection (1997),
which lacked the de-
cency to even mention
his name in its credits.
This dismal situation has
spread to other genres
and ‘creative’ fields as
well, including look-alike
Giger art in tattoos, on
album covers, pinball
machines, and video ar-
cade games.

It seems his innate
and penetrating airbrush
style and biomechanical
motifs have, for better
(to his fans) or for worse
(to his bank account),
sunk permanently into
the collective and com-

are any self-respecting
attorneys out there
reading this (ha!) and
want to come to Giger's
defense, please contact
his agent, Mr. Leslie
Barany.

How do you feel
about turning sixty?
[Giger'sbirthday is Feb-
ruary 5, 1940]

Oh, | don't redly
care! It's just another
day. I've no celebrations
planned.

I've heard that you
no longer use the
airbrush and that you
no longer paint. In
what medium do you
now prefer to work?

Yes. | gave up the
airbrush about nine
years ago. | work mostly
with pencil now on pa
per roughly 30 x 21 cen-
timeters. Or | work with
a grease pencil for litho-
graphs. And with the
grease pencil | can work
on a very shiny paper
and then later | can re-
move bits here and
there with a razor
blade. So these pieces
are a little bit like the
paintings | did between
1964 and 1968
[see Giger's first
NECRONOMICON

No. 295, Samurai
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and/or WWW . HRGIGER.COM for examples]. 1 also do draw-
ings with felt pens or with ballpoint pens and, of course, |

have my sculptures.

What is the subject matter of this new work?
Many of the sketches are construction plans for my

museum. For example,
most recently, | de-
signed the entrance-
foyer roof, which re-
sembles the art-
nouveau entrances to
Paris subways, and a
stairway in front of the
museum. My crew and
1 recently finished a
three-dimensional
'‘Birth-Machine', in-
spired by the old 1967
painting "Work #85",
with the same name, a
cutaway view of a
loaded Walther pistol
with four smdl figures
crouching in the bul-
let chamber, each
holding a gun of his
own. It is aso known
as the Bullet-Baby
sculpture. One of the
bullet-babies sits out-
side guarding the
Giger Museum. The
Bullet-Baby sculpture
is the same size as the
projectiles in the origi-
na painting and rests
inside the cut-away of
a 9mm Luger casing
perched on the explo-
sive charge. This Birth-
Machine baby has ap-
peared repeatedly
through the years in
many of my paintings.
This sculpture is an
expression of my feel-
ings towards over-
population and is a
recurring theme in a
great deal of my work.

You wrote in the
firs NECRONOMICON
that you hated work-

ing in oil. Have you since done any new experiments in

oil?

No, not at all. Between 1969 and 1971, | did a homage
to Samuel Beckett [see Giger's first NECRONOMICON] and

Let's begin with Lovecraft . . .

No. 312, Biomechanoid Landscape

I'd like to discuss some of the influences on your work.

Yes Lovecraft. | have an old friend, Sergius Golowin,
who's a writer of myths and fables— sort of a specialist in
them. He knows a lot about magick. In the late '60s, he
gave me a book by Lovecraft and turned me on to the name

Necronomicon — The
Book of the Dead. And
he told me that my
entire corpus of work
could easily be pages
out of the
Necronomicon. Now,
while | very much ad-
mire Lovecraft's work,
his main influence
upon my own was sim-
ply the name of
Alhazred's grimoire,
the Necronomicon.
There is a funny story
concerning Sergius,
who used to tell every-
one he knew that the
walls of my home were
covered with paintings
from the Necro-
nomicon, which at the
time was not true at
all, but which since, of
course, became true as
| began to cover them.
The "Passages' and
"The Spell" are demon-
strative examples of
turning my walls into
a sort of Lovecraftian
temple.

Aleister Crowley...

Well, if you are
interested in magick
and the occult, then
the name Aleister
Crowley should be at
the top of your list,
though 1 must say that
| tried to study his
books and his system
of magick and | found
it quite difficult to un-
derstand him. But |
was always interested
in what kind of paint-

ings he painted, though it took many years before | was

actually able to see a few of them. 1 have a copy somewhere
of the catalogue that was produced for the Crowley Art

some of the "Passages' paintings in oil and that's it.

Exhibition that was held in London back in 1998, as well as
the catalogue for an exhibition that was held in 1932 in






