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CURATOR’S INTRODUCTION
By Stephen Romano

This exhibition is Vincent Castiglia’s tribute to one of the greatest 
artists of our time - H.R. Giger, with whom he had a very close artistic 
relationship. The exhibition is endorsed by the H.R. Giger estate. 

The art of H.R. Giger (born Hans Ruedi Giger in Switzerland in 1940) has 
been emblematic of the zeitgeist of our time since the spring of 1979 
when Ridley Scott’s film, --a masterpiece of science fiction horror-- 
Alien was unleashed upon an unsuspecting world. However, Giger’s 
art was already well known through posters and the underground 
magazine networks of the late 1960s.  Since that time, Giger’s art has 
proliferated onto museum walls, album covers, films, and much more.

Through its proliferation into mainstream culture, Giger’s art has 
led to instant unmistakable recognition for its stylistic and other-
worldly aesthetic qualities, most often exploring the darkest depths 
of the human psyche.

Giger’s art was inspired by the post-WW1 surrealist movement, which 
preceded him by a few decades, as well as contemporaneous artists 
such as Ernst Fuchs, Salvador Dali, Stanislaw Szukalski, and Austin 
Osman Spare. The surrealists explored, in their manifesto, the prolif-
eration of the unconscious mind through art. Giger, however, went 
even further, as he explored the dark future of humanity and coined 
the term “biomechanical”, and through his art, prophesied the inev-
itable cold symbiosis of man and machine, and the dreams of the fu-
ture. Giger painted mainly with an airbrush, a very eerie and dreamy 
medium.

On the subject of dreaming, which was central to the surrealists, 
Giger has said: “Awakening is usually a bitter thing, especially when 
one tries hard to get back to an erotic dream which is not over, but 
this seldom succeeds. Everyone dreams, more or less, but few people 
trust themselves to relate or present their dreams, as they are inhibit-
ed from making public their perverse thoughts.”

“What scares me most is overpopulation, with all its horrifying side 
effects such as epidemics, mass hysteria, famine, and total environ-
mental destruction. For me, the greatest criminals against mankind 
are those who, with the help of religion or false ethics, forbid the 
pill, prevent abortions, and hinder old people from dying a redeeming 
death.”

He also said, “If people want to interpret my work as warnings about 
too much overpopulation, disease, and mechanization in the future, 
then that is up to them”. 



H.R. Giger passed away in May 2014, at the age of 74. To claim that Giger 
is one of the most beloved and influential artists of our time is in no 
way overstating his legacy. He is one of the very few artists in mod-
ern times to be bestowed the title of “the master”.

The exhibition’s organizer, Vincent Castiglia, in whose eponymous gal-
lery it is mounted, is renowned internationally for his meticulously 
visceral paintings drawn in human blood. The artist’s first exhibition 
was at the H.R. Giger Museum in Switzerland, titled “Remedy for the 
Living” which opened on November 1st, 2008, and ran for six months. 
Vincent was the first American artist to receive a solo exhibition invi-
tation from the H.R. Giger Museum.

Vincent says: “The opening day of “Remedy for The Living” with HR at 
the Museum Gallery, I cite that as the best day and experience of my 
life. Giger was like a god to me growing up, an artistic inspiration 
of the highest order. It was a dream come true. In addition to being 
one of the greatest artists of our time, he was like a prophet. Giger 
was just an unparalleled talent; his work was just so far beyond 
anything I’ve ever seen. He mediated into this world a body of work 
singular in vision and execution, the depths of which we’re only be-
ginning to scratch the surface of, that will no doubt reverberate 
through infinity.”

While Vincent Castiglia’s art makes stylistic references to surrealism, 
it is not born out of dreams or fantasy, but rather the artist’s own 
trauma and ordeal. In that regard, an understanding is required 
that the story of Vincent’s life is inextricably intertwined with his 
art, much like outsider artists Henry Darger and Adolph Wolfli. This 
gives the art itself a level of authenticity. Yet, Vincent’s art, much like 
H.R. Giger’s, is shamanic, in that it attempts to not only purge the art-
ist of his trauma, but acts as a cathartic experience for the viewer, as 
they may bring their own subjective experience to the interpretation 
of the works, and thereby experience a similar healing experience. 
This, to me, is the noblest aspiration an artist can have.

As a curator, I’ve had the opportunity to present Vincent Castiglia’s 
art in several different settings. What is astonishing and truly nota-
ble is that people from all walks of life respond to it emphatically. 

It is a testament to Vincent’s artistic practice that it brings so much 
awe and elation to a world deeply in need of healing. This is the art-
ist as an altruist, with unselfish regard for and devotion to the wel-
fare of others, that both Vincent and H.R. Giger perpetuate in their 
art.



H.R. Giger, NYC Series VI, Torso (1980)



H.R. Giger, untitled (2003)



Formative Viscera
by Robert Cozzolino
Patrick and Aimee Butler, Curator of Paintings
Minneapolis Institute of Art

Before I knew art, art history, or artists, there was Alien (1979). My 
father took me to see the film soon after it came out. I was eight 
years old. Charitably, if I saw it after my Halloween birthday, I was 
nine. This is something I cannot imagine doing to my own sons. There 
would be weeks of nightmares. Lights on, undersides of beds and clos-
ets repeatedly checked and rechecked. We’re talking about a man 
who also brought me to Invasion of the Body Snatchers (1978), Blade 
Runner (1982), and John Carpenter’s The Thing (1982) on release. Appar-
ently, oozing, agonized body transformation and writhing viscera 
loomed large in my childhood. Why did my father think an R-rat-
ed film advertised with the phrase, “In space no one can hear you 
scream,” might be right for me? Maybe my obsession with the first Star 
Wars movie led him to figure any space-themed film was up my alley. 

Alien remains for me the anti-Star Wars (A New Hope). Its vision of hu-
mans in deep space is bleak, tethered to the filthy bottom line of cor-
porate capitalism, resource extraction, and labor. Scientific explora-
tion is sinister, secretive, and revealed to be ruthless. Encounters with 
other worlds and other beings are neither familiar nor awe-inspir-
ing. They seethe with menace. Their settings are a cosmic sepulcher. 
Alien is (among other things) a haunted house and serial killer noir 
set in space. The film’s suspense gripped me tensely and shook my body in 
fright. It also unlocked things inside of me and illuminated connec-
tions. A certain tone and symbolism resembled moments in the Catho-
lic church; soundscapes from my father’s pre-Wall Pink Floyd 8-track 
tapes that thrilled me and sent me traveling as I lay in the backseat 
looking out through the rear window at the night sky. Somehow, 
this terrifying, grotesque film reached across and bridged some of 
these things to my very young mind. This was among my earliest expo-
sure to content that felt dangerous, forbidden, penetrative. I tried to 
align it with the world I knew.

Submitting to Alien at this moment coincided with terrible upheavals 
in my family’s life. We had lost our home (the first of two such inci-
dents) and moved in with my father’s parents. My mother’s mental 
illness was an omnipresent hum and I was closest to her. As a child, I 
spent a lot of time listening to her visions, her revelations, and reg-
istering what they made her feel. The new living arrangement was 
tense. Among my earliest memories of existential fear was fleeing the 
angry roar of my inebriated grandfather, running faster than I 
thought possible, alert to his growls as he burst through the house 
chasing me for something I cannot remember, squeezing myself under 
a bed, quieting my breathing and closing my eyes. I felt like Ripley or 
Dallas running from the Xenomorph, lying in wait, listening sharply 



for it to retreat and take out his anger on other prey. 

Early sensations and images, aligned experiences, and coincidental 
encounters shape us and affect what we wish to understand. They 
inspire what catches our eye, sparks our imagination, beckons us to 
confront, question and speak to, and learn from.  question and speak 
to, and learn from. These are critical questions of biography that art 
historians, critics, and curators should regularly discuss. It drives 
us to seek certain images and ideas, forming the taste, biases, pleasure, 
and repulsion that lead us to write about, collect, display, and val-
ue certain art. Understanding where these impulses come from and 
what they mean is undervalued and not openly discussed in the art 
world. We expect, even demand to know this of artists but not those 
in the whole art ecosystem. Greater empathy and avenues to commu-
nity might form if we shared these formative experiences and paused 
to contemplate why we are devoted to sharing art with the world. 

I did not know it then, but I had Hans Ruedi Giger (1940-2014) to thank 
for the overwhelming feelings that Alien produced and also the 
way it seemed to relate to the disparate causes of disruption and 
uncertainty in my daily life. Films are collaborative, an ensemble 
affair, and all of the elements coalesce perfectly to my eye in Alien. 
But director Ridley Scott asserted boldly that Giger’s imagination 
made the film’s tone, texture, and aesthetic come alive. If Scott had 
not encountered the incongruously alluring and horrifying paint-
ings Necronom IV and Necronom V (both 1976) along with other bio-
mechanical imagery in the book Giger’s Necronomicon (1977), there 
would be no Alien – not the way it seeped into me or the wider cul-
ture.

How comforting and sensible it is to know that drawing was how a 
young Giger channeled his fears and nightmares into something he 
could control and shape into a form in order to get them out of his 
body. Once on paper or in a sculpted shape, they could lay separate 
from him so he could stand back and see that it was a thing outside 
himself. The clarity helped exorcise but also led him back to under-
standing these demons as part of him – he generated them from the 
mix of emotions and events he lived. He gave form to the anxiety he 
tasted in his house during World War II.

This relates to curatorial work and art historical writing. Through 
imaginative interpretation, the best curators and art writers put 
themselves out there with vulnerability and creativity. This work 
has to be another form of art, driven by instinct, channeling, leaps 
of faith, and a commitment to lived experience. And it has to fore-
ground conscious communication, a clarity of vision that honors 
one’s subject. I cannot credit Giger and Alien for the path that led me 
to art history and curatorial work – that was one full of meander-
ings and encounters too varied to recount here. But I am convinced 
that seeing it so young prepared me to look deeply at imagery that 



others turned away from or found too difficult: Ivan Albright, Hy-
man Bloom, grisly martyrial images in 15th and 16th century Flemish 
and German painting, Salvador Dalí, Otto Dix, Max Ernst, Leonore Fini, 
Gregory Gillespie, Leon Golub, Dorothea Tanning, trance drawings, 
and many other kinds of imagery.

I was a kid after all and the one Alien merchandise tie-in that I had 
was a pale green egg, decorated with wispy swirls suggesting the ee-
rie nursery which John Hurt’s character explored before he was at-
tacked by the facehugger/egg layer. Inside were seventy-five puzzle 
pieces, which, when put together, formed a full-length image of the 
creature from the film. One morning I woke up to my younger broth-
er in tears, wailing in fear, poised over the completed puzzle. That 
alone was enough to scare him from sleep. My mom made me take it 
apart and put it back in the egg.

But once out and running amok in your consciousness, can it really 
be put back in the egg? No way. How much of what I have gravitated 
to in culture was appealing, or replicated that thrill, of the sensa-
tions in that hyperaesthetic space noir? Like the facehugger Giger’s 
imagery snaked down into my body and grew, perhaps it burst out 
in the form of my own curatorial work and the ideas and artists I 
champion and try to release into the world. These formative experi-
ences are critical and we do not pause and consider the early imag-
es that lead us to move toward ideas and images. Like artists, we too 
have these specters that haunt us, these glowing orbs of inspiration 
that continue to burn deep within us and lead us to tell you about 
what they illuminate. 

H.R. Giger, Anima Mia, signed museum poster (1980)



H.R. Giger, Hanging Alien (1982)



H.R. Giger, Alien Surround Spider (2008)



H.R. Giger, Future-Kill (1986)



the impermanence of being
BY Christopher Ian Lutz

Bone is structure. It fills space within time. Our identity assumes a 
sense of permanency based on the constancy of our skeletal frame-
work. We lean against permanency as a crutch for identity. Howev-
er, bone is not everlasting. Bone is a living tissue that grows, regen-
erates, and deteriorates. The circulation of blood within bone tissue 
transforms the skeleton over a lifetime. Once the body dies and blood 
circulation ceases, the bones gradually weaken and become brittle, 
even after death. We view nature and the universe as permanent 
structures of existence. But all forms that circulate in space and time 
degenerate. It is the circulation of time that is essential for existence. 
Together, circulation and form, time and space, compose identity.

Form and function are fundamental elements of existence, and to 
question whether form precedes function is to inquire into the na-
ture of identity. The inquiry is not merely concerned with aesthetics 
but is a metaphysical analysis of reality. The notion of an objective 
reality assumes a universal truth beyond subjective experience. How-
ever, a grand narrative of reality is inherently flawed by being 
crafted from the author’s limited and subjective perception and intel-
ligence. Individuals, limited in their cognitive processes, cannot help 
but search for truth through their subjectivity. Fortunately, reality 
is not a prerequisite for understanding truth. By rejecting the univer-
sal, an individual can investigate identity, space, and time through 
the virtual.

The artworks of this exhibition reject realism through their fantas-
tic depictions of form and narrative. Yet, they are hyperreal in that 
they portray familiar experiences and ideas. But these representations 
are without a referent. These works are anatomical studies of forms 
and memories that do not exist. The figures and narratives are famil-
iar because they reference emotional and cognitive experiences with-
in the audience. The artists are not pursuing the rendition of form or 
factual history but the meaning of form. It is not the bone that is in-
triguing, but the ideas of balance, movement, harmony, and function 
that are inherent in the skeletal and circulatory systems. These same 
ideas are fundamental to the creative process between an artist and 
their creation. These same ideas are fundamental to communication 
between individuals and nature. These artworks do not reject real-
ism — they are real.

H.R. Giger’s exoskeletal figures resemble machines more than they do 
living creatures. Their rigid biomechanical engineering is a painful 
harmony that contrasts the physical environments in which they 
are displayed. In contrast, Vincent Castiglia’s monochromatic blood 
paintings are visceral studies of the psychology of selfhood and hu-
manity. In both Giger’s and Castiglia’s works, the physical depiction 



of form is in tandem with the function of circulation. The very lines 
of Giger’s figures lead the viewer’s eyes in circular paths. This circula-
tion places the viewer within the body of the figure. Furthermore, the 
exposition of the skeletal system reveals the mechanics of the figure’s 
respiratory system. By this externalization, the inner world of Giger 
is projected into real space. Likewise, many figures in Castiglia’s paint-
ings reveal the organic foundations beneath the skin. And similarly, 
Castiglia projects the internal into an external physical space by lit-
erally transferring his blood onto the canvas. Giger and Castiglia’s 
artworks resolve the conflict between subjective experience and ob-
jective reality by functioning as both the querent and the revelation. 
The works also become objective realities that provide subjective reve-
lations for the viewer.

This is an exhibition of blood and bone. You only have to look beneath 
your flesh to understand the greater mysteries of time, space, and 
identity. You only have to stop leaning on objective reality for your 
sense of self to start trembling. The truth is not permanent. Truth cir-
culates through the light and the dark, through the physical and 
the mental, ever being pursued by visions of self-reflection and inqui-
ry.

H.R. Giger, ELP VII (1986)



H.R. Giger, Biomechanoid (2010)



H.R. Giger, NYC Series III (1980)



H.R. Giger, Passage 71 (1971)



Vincent Castiglia, The Sleep (2006)



Glorified Bodies and the Marriage 
of Heaven & Hell
By Michael Bonesteel

“Messiah, or Satan, or Tempter, was formerly thought to be 
one of the antediluvians who are our Energies.”

—William Blake, The Marriage of Heaven and Hell (1793)

When Vincent Castiglia was asked to name his best works of art, he 
offered two possibilities: The Sleep and Feeding (Eyes In magazine, inter-
view, 2012). In The Sleep, an unconscious man is cradled in the arms of 
a daemonic or supernatural being. In Feeding, a woman in a wheel-
chair, seemingly on the edge of death, with three limbs and part of 
her torso eaten away, breastfeeds a child. Both works are fraught 
with tension and contain symbolic figures engaged in dramatic nar-
ratives. Like almost all the people Castiglia depicts, they appear to be in 
the process of disintegrating or decomposing.

In an email interview, I asked Castiglia to elaborate: “The Sleep is deeply 
personal. These figures represent the archetypes of mortal man asleep 
(and maimed, unbeknownst to even himself, in his ‘slumber’), and the 
horned figure representing the ‘blind force’ of Typhon, the ‘Devil’ (rep-
resented here as an ominous but somewhat neutral character). It is a 
socio-spiritual commentary on the state of the world and the state 
of Man—asleep in the arms of a force greater than himself but in es-
sence that force is his true nature. I’m its power structure, behind ‘the 
iron curtain’ (culturally, and with the aid of only five senses out of 
a field frequency making most occurring phenomena impossible for 
humans to perceive, and unknown to it, the connotation here being, 
‘wake up!’). The seeds soar upward and out of the sleeping mortal’s 
head. They are falling upward because the ‘proposition is reversed’—
it’s upside down—what we think is reality may be a 180-degree differ-
ence from its ultimate primordial essence. That’s what inspired this 
piece.”

That’s quite an inspiration. If I understand him, Castiglia has created 
an allegory in which human consciousness is being cared for not by 
a guardian angel, as we might expect in a more conventional scenar-
io, but rather by the malevolent presence of Typhon, one of Greek my-
thology’s most monstrous gods and the equivalent for Christianity’s 
devil. Yet Castiglia does not consider Typhon, or the devil, a purely 
evil force. As he notes, what we think is reality may not be. Good and 
evil are human perceptions and are often relative. Looking at the Big 
Picture, such dualities are likely resolved by a dialectic beyond our 
limited scope, and for that reason, Castiglia’s purview is probably Ni-
etzschean—beyond good and evil—perhaps even dystheistic. His Typhon 
figure may be closer to Demiurge than the devil.



Castiglia is an ardent student of metaphysical speculation and has 
an extensive library devoted to various mystical, arcane, religious, 
scientific, and psychological systems and lore. There are alchemical 
cyphers and Roman numerals in Vincent’s paintings that betray an 
interest in imbuing them with deeper meanings. “Each piece is a little 
mystery wrapped up in this [greater] mystery we know as biological, 
sentient life,” he explained. “This has been my own version of Alchemy 
as I see it, transmuting my life’s essence, biologically and visually into 
virtual ‘windows to the Soul,’ transparently sharing experiential, 
emotive, as well as underlying metaphysical threads of commonality 
that run through the body of work.”

His favorite writer is Max Heindel (1865-1919), originally a member, then 
a vice president of The Theosophical Society, and later the founder 
of The Rosicrucian Fellowship in 1909. In his book, The Rosicrucian Cos-
mo-Conception (1909), Heidel identifies a group of angels called the 
Lucifer Spirits who were angelic “stragglers,” that is, demi-gods who 
had not advanced as far as the more evolved angels, but who were 
still far ahead of the more primitive souls destined to become human 
beings. According to the Rosicrucian version of The Fall, it was a Luci-
fer Spirit who opened the eyes of a female proto-human to the possibil-
ity of procreating life on her own in concert with a male proto-hu-
man. Thus, for humanity, the evolutionary cycle of birth, death, and 
rebirth (reincarnation) began and Lucifer’s part in that process was 
pivotal. The Lucifer Spirit in this mythology is not the devil or Satan, 
as portrayed in traditional Christianity, but rather, as Castiglia 
described him, a “somewhat neutral character” who nevertheless 
played and may continue to play an important role in opening the 
eyes of humankind to the mysteries that lie beyond the veil. 

Going back to the first-century mystical sect of Christian Gnostics, 
one discovers a very similar point of view in the “Testimony of Truth” 
document among the Nag Hammadi papers. Here, the Garden of Eden 
story is told through the eyes of the serpent, the symbol of divine wis-
dom, and it is the jealous bully Jehovah who banishes Adam and Eve 
for wanting to better themselves. In fact, there are very few truly 
demonic beings in the Old Testament; it was the New Testament Chris-
tians who later equated the serpent with the dragon, evil, and Satan. 
Since then, the devil has assumed many forms, from Mephistopheles in 
the Faust legend to Bram Stoker’s Count Dracula in modern times (in 
Romanian, “Dracula” means “Son of Dracul,” which translates liter-
ally as “son of the dragon,” or son of the devil).

“The blood is the life! The blood is the life!” 
—Bram Stoker, Dracula (1897)

“To die, to be really dead, that must be glorious!”
—Garrett Fort, screenplay for Tod Browning’s Dracula 
(1931)



Max Heindel, The Rosicrucian Cosmo-Conception (1909); 
Giger’s Necronomicon (1977). 



Vincent Castiglia, Feeding (2005)



Other artists have incorporated bodily fluids in their work, but to my 
knowledge, Castiglia is the only artist who makes paintings entirely 
from his own blood as the sole medium. Far from being a gimmick, the 
use of blood is a crucial agent in his expression. 

“I use blood, my own blood, and there’s this quickening that occurs 
for each of these images, it’s almost like this rite of passage, the spill-
ing of blood, and there’s this pain involved, and something beautiful 
is forged. It’s a journal, it’s got its own life force, its own embodiment. 
The darker imagery, the context isn’t meant to be dark, it’s actually 
meant to be beautiful, these are glorified bodies. Because they are ei-
ther dead or meeting their end at the time, the way these things are 
drawn, painted, that is supposed to be the most ecstatic climax to 
which life is building. This is the moment of death when we can leave 
this flesh behind.” (YRB: Lifestyle, Art, Music, Fashion #55, Sept/Oct 2005, p. 
99)

This comes perilously close to artist Ivan Albright’s technical ap-
proach of lavishing hyper-realistic attention to his compositions in 
the apparent hope that once every last detail has been accounted for, 
a greater reality will emerge. “The body is our tomb,” Albright wrote 
in the 1964 catalogue for his Chicago Art Institute retrospective. 
“Shake the dust from our soul and maybe there lies the answer for 
without this planetary body, without eyes the light would not hurt, 
without flesh the pain would not hurt, without legs our motion 
might accelerate, without endless restrictions our freedom great-
er, our slavery less, without examples all around us our originality 
might be different. Without a body we might be men.”

Castiglia’s other favorite work, Feeding, is similar in outlook to The 
Sleep. His portrait of a mother and child represents the world and its 
offspring. It’s not a pretty picture, and the prognosis is dire, but again 
the artist presses us to look beyond the obvious. The biggest indication 
that this grisly scene is not to be taken at face value is the fact that 
it, like The Sleep, is framed against a rather comforting and decora-
tive background composed of white abstract silhouette patterns sug-
gesting flora and fauna. Furthermore, the mother exhibits something 
that is prevalent on the surfaces of most of Castiglia’s figures—a pecu-
liar dappling of regular and irregular patches, shards, and slivers of 
light that bend with the flexion of muscles beneath the skin as if they 
were being illuminated by some spectral, preternatural spotlight. It 
is analogous to the halos and auras of light ever-present in medieval 
portraits of saints.

If Castiglia ever came close to having a mentor, it would be H.R. Giger 
(1940-2014), the Swiss visionary artist renowned for his designs in Ridley 
Scott’s 1979 sci-fi horror film Alien. Aptly, Castiglia was the first Amer-
ican artist to receive a solo exhibition at the H.R. Giger Museum Gal-
lery in 2008. 



“I’d grown up with H.R. Giger posters on my wall, his book [Giger’s] 
Necronomicon always around,” Castiglia explained. “But then to 
have met, known him, and called him a friend was beyond my con-
ception. Everything about Giger’s work was at once attractive and 
spellbinding. Its otherworldly nature, the flawlessness of its techni-
cal execution, the sublime material he was mediating into this world 
via his consciousness was nothing like I’d ever seen.” 

Giger’s art has been associated with the trauma of birth, alienation 
in the modern world, psychic escape through mind-altering drugs, 
and the shadow side of the spiritual quest. He borrowed the term 
“Necronomicon” from H.P. Lovecraft who referred to it in a good 
number of his cosmic horror stories. Lovecraft described it as a hefty 
tome of forbidden esoteric knowledge written circa 700 CE by the 
“mad Arab” Abdul Alhazred who intimated that he could summon 
the great “Old Ones” who reside in a parallel dimension—the great Old 
Ones who lived long before humankind was born and will contin-
ue to live long after we’re gone. Giger first learned about Lovecraft 
from his friend Sergius Golowin, a writer who dabbled in mysticism 
and the occult, and who gave him a book of Lovecraft stories in the 
late 1960s. Giger explained that he enjoyed reading Lovecraft, but it 
was Golowin who suggested the title “Giger’s Necronomicon” (1977) 
for Giger’s early body of work.

Ironically, Lovecraft was a confirmed atheist and derider of all 
things spiritual and mediumistic (i.e., channeled), but was nevertheless 
fascinated by Theosophy’s postulations of high prehistoric civiliza-
tions such as Atlantis and Lemuria, as well as the vast gulfs of time 
that existed prior to them. 

“Theosophists have guessed at the awesome grandeur of the 
cosmic cycle wherein our world and human race form tran-
sient incidents. They have hinted at strange survivals in terms 
which would freeze the blood if not masked by bland opti-
mism.”

—H.P. Lovecraft, “The Call of Cthulhu” (1926)

In other writings, Lovecraft mentioned the Book of Dzyan, the Broth-
erhood of Luxor, and the Lords of Venus, all of which were written 
about by Theosophy’s cofounder, Helena Petrovna Blavatsky, in Isis Un-
veiled (1877) and The Secret Doctrine (1888-1889). The Lords of Venus is also 
discussed in The Rosicrucian Cosmo-Conception by former Theosophist 
Heindel. In a telling way, Lovecraft and Blavatsky epitomize how 
terms such as “supernatural” and “occult” have valid applications in 
both the world of Gothic horror as well as the realm of esoteric spir-
ituality. (For a thorough consideration of the Lovecraft/Blavatsky 
connection, see greyirish’s excellent blog  HYPERLINK “https://deepcuts.
blog/2020/12/02/the-book-of-dzyan-1888-by-helena-blavatsky/” https://
deepcuts.blog/2020/12/02/the-book-of-dzyan-1888-by-helena-blavatsky/)



H.R. Giger,The Spell IV (1977); H.P. Lovecraft, “The Call of Cthulhu”, Weird Tales (1928)



Diagram of the Chadeb-Jewish system from Isis Unveiled (1877) by H.P. Blavatsky; 
Baphomet goathead inverted pentagram 



The text of Giger’s Necronomicon details his growing up in a small 
Swiss village and how Jean Cocteau’s film Beauty and the Beast awak-
ened his attraction to dreams and fantasy. The cover illustration 
for Giger’s Necronomicon is a detail of Giger’s The Spell IV (1977) and 
depicts the entity Baphomet, which he learned about through his 
readings of esotericists Éliphas Lévi and Aleister Crowley. Baphomet 
is both male and female, half-human and half-goat, good as well 
as evil, and represents the balance and equilibrium of opposites. Car-
men Giger, the artist’s second wife and the Director of the Giger Mu-
seum in Switzerland remarked: “The light and dark snakes he used 
in his Spell paintings … were a mythological reference to the Fall of 
Adam and Eve. Spell III (1976) symbolizes our quest for enlightenment 
with Baphomet symbolizing humanity’s position between the animal 
kingdom and the divine.” (https://www.anothermanmag.com/life-cul-
ture/10934/alien-film-hr-giger-ridley-scott-anniversary-artist-car-
men) 

It should be noted that Giger’s Necronomicon has little or nothing 
to do with Lovecraft’s Necronomicon. Lovecraft avoided describing 
his fictitious grimoire in any detail so that his readers could more 
effectively imagine its terrifying aspects. And while there is a sinister 
and otherworldly darkness to Giger’s art that lends itself quite beau-
tifully to the Lovecraftian mindset, the thing that separates them—
and separates most contemporary interpretations of Lovecraft’s 
conceptions from his original mythopoeia—is the incorporation of 
sexuality. Lovecraft scrupulously circumvented sex in his stories. An-
other difference is Giger’s use of symbols like Baphomet, sacred geom-
etry, and other vestiges of Hermetic esoteric traditions. Barring his 
use of a few aforementioned Theosophical ideas, Lovecraft attempted 
to establish an entirely new mythology of horror/fantasy that had 
never been realized before. It goes without saying that he succeeded 
magnificently.
       
This is not to say that Giger’s artwork is not astonishingly origi-
nal in its own right. The procedure he devised has been called bio-
mechanical, reflecting his unique morphing of flesh and machine. 
Correspondingly, Castiglia’s work could be called bio-necrotic, rep-
resenting the hybrid of flesh and death. The combination of human 
and machine parts in Giger’s work point to cyborg-like amalgama-
tions of human and robotic elements, therefore evoking the world 
of science fiction; Castiglia’s combination of healthy human bodies 
and decomposing, wasted-away physiques elicits the realm of horror. 
Giger’s airbrushed paintings are slick and stylized, while Castiglia’s 
watercolor-like washes of blood are more classically realistic. Yet 
they complement each other because both approaches are about the 
human body becoming something else, something else that is strange, 
mysterious, and frequently frightening. But in both cases, the beings 
depicted, however macabre in appearance, are not fearful or tragic. 
They are confident, self-contained, triumphantly assured, and even 
heroic.



Pentagram and human body (Agrippa)



Too often, and with a concomitant amount of hyperbolic obsequious-
ness, contemporary artists have been compared to shamans. In most 
cases, it is an absurd comparison, but in the 20th century, perhaps a 
few artists could almost be said to qualify. Marcel Duchamp would 
be one, unquestionably. The late Duchamp scholar Jack Burnham also 
mentioned installation artist Dennis Oppenheim as a contender. Burn-
ham’s description of the shaman is appropriate here: 

“…the shaman is regarded within his group as an extremely 
powerful, if not magical, person. But he comes by these powers 
only after long periods of psychological sickness followed by 
stages of self-induced cure. The process of becoming a shaman 
is a treacherous one. In some respects, the shaman’s ordeal 
runs parallel to the religious-mystical experience of undergo-
ing psychic ‘death’ and ‘rebirth.’ There are often references to 
the fact that the shaman began as a man with certain severe 
disabilities. The process of compensating for physical defor-
mities or mental instabilities is natural enough, but there is 
often compulsiveness and intense obsessiveness about the sha-
man’s preinitiation activities that borders on the demonic. He 
is driven by ‘spirits’ that carry him deeper and deeper towards 
the origins of his sickness. Often the shaman has no wish to 
take on such a calling, but he has no choice.” 

—Jack Burnham, Great Western Salt Works: Essays on the 
Meaning of Post-Formalist Art (1974) 

Another front-runner might be the late German avant-garde artist 
Joseph Beuys, who expressed the following:

“In reality the symbol of Christ is not the cross but the penta-
gram. The pentagram, in the area of geometric figures, is the 
only figure which is both dynamic and can be drawn with a 
line. All other geometric figures are more abstract—for exam-
ple, the Jewish symbol, which consists of equilateral triangles 
placed inside each other, is more static, it is the symbol of dia-
lectic—what is above is also below; or the symbol of the micro-
cosm and macrocosm: all have dualistic principles and are 
overcome by the pentagram. Thus, the pentagram is a symbol 
of the dynamics of movement, and thus the symbol of Christ. 
For this reason, rose crosses have a pentagram in the form of 
five roses around the black cross which indicates the edges 
of the pentagram. Perhaps a figure like Rudolph Steiner, when 
considered in a cultural-historical context, can actually 
only be understood from the point of view of Rosicrucianism. 
I believe he saw himself as Rosicrucian.”

—Joseph Beuys, Joseph Beuys: Life and Works, edited by Götz 
Adriani, Winfried Konnertz, Karin Thomas (1979)

Steiner, who founded his own esoteric group, which he dubbed An-



throposophy, and Rosicrucian Fellowship founder Heindel, were pre-
viously both heavily involved with Theosophical ideas before splin-
tering off in their own directions. Beuys’ discussion of the pentagram 
references Steiner’s, and via Rosicrucianism, Heindel’s esoteric ideas 
and is relevant in that the upright pentagram contains a human 
figure with five appendages (two arms, two legs, and a head) within 
a five-pointed star representing the dominance of spirit over matter 
(holiness); whereas the inverted pentagram contains the head of a 
goat (two horns, two ears, and chin whiskers—Lévi’s Baphomet sym-
bol)—and represents matter over spirit (evil). Like two sides of the same 
coin flipped over repeatedly, they result in something like the two 
aspects of the Ying-Yang symbol eternally shifting into one another 
and creating a dialectical blur, a resolution that transcends duali-
ties: thesis; antithesis; synthesis.  

Can Castiglia and Giger be seen as contemporary shamans? One could 
argue that Castiglia’s traumatic and abusive upbringing, followed by 
years of drug addiction, and finally his finding art as a means of re-
demption, has surely produced the kind of archetypal wounded heal-
er prevalent in the literature of the so-called shamanic artist. Giger, 
on the other hand, had by all accounts a perfectly happy childhood. 
So, where do Giger’s dark visions come from? He cites recurring night-
mares as a young boy, an unsettling proximity to Nazi Germany, and 
growing up under the imminent threat of nuclear annihilation. To 
be honest, no Western artists, from Duchamp and Beuys to Castiglia 
and Giger, can claim to be shamanic seers in the same tradition as 
those of indigenous societies worldwide. Yet, in their own way, each 
of these artists points toward the need to explore the deeper meaning 
of the human condition. 
    
The marriage of heaven and hell is an alchemical wedding in which 
all opposites, including earthly personality and the Higher Self, re-
solve into the Oneness of The Divine Androgyne, a collectively glori-
fied being. 

Confined by our materialistic and dualistic culture, such a ceremony 
is fated to fail. 
But we can still dream. 
We can still make art. 

We can still search our inner selves for samadhi … seek the Grail that 
seems to lie just out of reach …  glimpsed within our highest ideals … 
hidden, flourishing, and eternal beyond the vicissitudes of mortal 
life.    



H.R. Giger, Alien Surround Spider (1982)



H.R. Giger, Victory V (Satan) (1983)



H.R. Giger, Li 1 (1973)



Vincent Castiglia, The Acceptance of Death & Transmigrationof Consciousness, (YEAR)



Vincent Castiglia, Ray VII, (YEAR)
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