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ABSTRACT

In October and November of 1910 seven one-act plays were produced at Caxton
Hall, Westminster, London, under the collective title The Rites of Eleusis. These public
productions were as much an experiment in audience and performer psychology as they
were an exotic entertainment. Written, produced and directed by leading cast member,
Aleister Crowley, The Rites of Eleusis attempted to present a contemporary interpretation
of an ancient myth in order to reignite the role and importance of mysticism in modern
society. Through exposing the audience to a variety of sensory stimuli such as incense,
rhythmic music, dance, and poetry, it attempted to create within the audience itself an
altered state of consciousness which would make them co-celebrants within the
performance/ritual. As Crowley stated in the original broadsheet advertisements for the
productions, the Rites were intended “to illustrate the magical methods followed by a
mystical society which seeks for illumination by ecstasy.” But Crowley intended much
more: he hoped the audience would not merely view an “illustration,” but experience an
actual state of “ecstasy.” for “self-development” not only to the performers onstage, but
also to the spectators. This experiment to recreate not only the “performer-priests” of
antiquity but to include the audience as a part of the production foreshadowed the later
work of theatre anthropologists and theorists such as Richard Schechner, and serves to

illustrate one of the first attempts in the twentieth century to consciously create a

il



psychological connection between theatrical and religious practice within the western
hegemonic society.

A close reading of the first Rite demonstrates that there are specific occult
motivations for every artistic decision reflected in the actual productions. Thus, the
position in which performers are discovered at the opening of a rite is not merely an
aesthetic choice, but is also reflective of specific criteria established by gabalistic,
astrological, or other occult requirements. The costumes and properties used within the
Rites are also dictated by deeper symbolism.

The appearance of performativity in a religious or worshipful context is repetitive
throughout history, and time after time it is spirituality that gives birth to the drama,

rather than spirituality evolving from a performative context.
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INTRODUCTION

“The Method of Science, the Aim of Religion.”

Background

In October and November of 1910 seven one-act plays were produced at Caxton
Hall, Westminster, London, under the collective title The Rites of Eleusis. The primary
aim of this dissertation is to recreate as accurately as possible the experience of this
production, including the colors and designs of the sets and costumes, the blocking and
dance, the music, and the style of vocal delivery of the performers. This reconstruction
includes a study of the experience of the audience during the performances, since
audience involvement was an important goal of the production. This dissertation also
explores the philosophical constructs which dictated many of the above-mentioned
artistic choices and, through example and analysis, demonstrates how these productions
reflect both a unique attempt to revitalize Western ritual magical practice through
theatrical performance, and explores the close relationship which I suggest lies between
contemporary magical practice and theatrical practice.

These public productions, presented at the end of the Edwardian age, were as

much an experiment in audience and performer psychology as they were an exotic

'The motto of Crowley’s magical organization, the Astron Argon, or Silver Star, which was found on the
frontispiece of his periodical, The Equinox.



entertainment. Written, produced and directed by leading cast member, Aleister
Crowley, The Rites of Eleusis attempted to present a contemporary interpretation of an
ancient myth in order to reignite the role and importance of mysticism in modern society.
Through exposing the audience to a variety of sensory stimuli such as incense, rhythmic
music, dance, and poetry, it attempted to create within the audience itself an altered state
of consciousness which would make them co-celebrants within the performance/ritual.
As Crowley stated in the original broadsheet advertisements for the productions, the Rites
were intended “to illustrate the magical methods followed by a mystical society which

2 But Crowley intended much more: he hoped the

seeks for illumination by ecstasy.
audience would not merely view an “illustration,” but experience an actual state of
“ecstasy.” And if ecstasy was not achieved, it was intended for the audience to
experience some sort of “thrill” not typically found in their daily lives nor in other
entertainments of the time.

The inclusion of sensory stimulation in the Rites for the purpose of subliminal
emotional reaction foreshadows the theories of Antonin Artaud, who believed that it was
beyond the power of language to serve as a full and complete means of communication.
Christopher Innes, in his Avant Garde Theatre 1892-1992, states that Artaud “was the
first to search for theatrical forms that would not only be non-European, but also
specifically uncivilized [. . .]. And what impressed him about the Balinese dance-drama

299

was ‘the instinctive survival of magic’” (Innes 59). Yet Crowley was years ahead of
Artaud in the inclusion of “uncivilized” theatrical practice and demonstrations of magic.

Artaud argued that the primary focus of an artist should be communication with the

? From an original broadsheet, Yorke Collection, Warburg Institute.
2



audience’s subconscious process of thought and emotion. Nonverbal emotion would
then be experienced as a physical reaction.

The performances of The Rites of Eleusis were an early harbinger of theories of
theatrical presentation and meaning which were to be espoused fifty years later by
theorists such as Jerzy Grotowski, who wrote in Towards a Poor Theatre:

We are concerned with the spectator who has genuine spiritual needs and
who really wishes, through confrontation with the performance, to analyze
himself. We are concerned with the spectator who does not stop at an
elementary stage of psychic integration, content with his own petty,
geometrical, spiritual stability, knowing exactly what is good and what is
evil, and never in doubt. For it was not to him that El Greco, Norwid,
Thomas Mann and Dostoyevsky spoke, but to him who undergoes an
endless process of self-development, whose unrest is not general but
directed towards a search for the truth about himself and his mission in
life. (Grotowski 40)

The process of “self-development” (or “self-actualization” or “self-realization”) to
which Grotowski refers may take many forms and use a variety of terms depending upon
what system the individual is using. Crowley was following the paradigm posited by
ceremonial magic that the successful use of ritual would create a change in the spiritual
condition of human beings and, by steps, elevate them to an epiphany of spirituality. By
actively involving the audience in his Rifes, he was opening the opportunity for “self-
development” not only to the performers onstage, but also to the spectators. This
experiment to recreate not only the “performer-priests” of antiquity but to include the
audience as a part of the production foreshadowed the later work of theatre
anthropologists and theorists such as Richard Schechner, and serves to illustrate one of
the first attempts in the twentieth century to consciously create a psychological

connection between theatrical and religious practice within the western hegemonic
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society. Schechner, in particular, has spent decades researching the anthropological
evidence linking the psychology of behavior with theatrical performance. Many of his
own productions (such as Dionysus in 69, a retelling of Euripides’ The Bacchae as
produced by The Performance Group in 1969) illustrate his theories of the relationship
between the extent of an audience’s involvement in a production and the power of the
experience of that performance to engage them emotionally and, on occasion, even
spiritually. In Performance Theory, Schechner states that “Among primitive peoples the
creative condition is identical with trances, dances, ecstasies; in short, shamanism”
(Schechner 41).

While this statement suggests a link between “performance consciousness” and
“religious consciousness,” it does so through a reference to “primitive peoples.” Much of
Schechner’s anthropological/theatrical work (as well as that of scholars such as Victor
Turner and Clifford Geertz, both known for their work examining how cultural activity
can be perceived as performance) addresses this link outside the context of Western
and/or twentieth century practice. Upon examination of the numerous studies which
explore the linkage between religious experience and performance consciousness little, if
any, weight is given to this experience framed within western cultures.

What sets The Rites of Eleusis performances apart from other performances or
practices which have been examined within the context of “occult theatre” or “avant-
garde theatre” or even “experimental theatre”? It is not merely because they incorporated
specific ritual practices developed by Western European occultists, nor because they
displayed a methodology of theatrical production which did not become conventional
until years later. What makes these productions unique and worthy of study is the fact

4



that they are relegated to a footnote in theatrical history because there is no direct
connection, no “narrative link,” which may be drawn between them and the later works
they foreshadow. The question of origins is one which occupies many historians. For
theatre historians the Rites may be seen as the premature birth of the avant garde theatre
of the late twentieth century. For the religious or social historian the Rifes are the first
truly public demonstration of pagan rituals® in England in hundreds of years. Yet, no
branches of academic study, whether performative, cultural, religious, or legal, have
acknowledged the influence of these performances.

The lack of academic research into these areas by professional scholars is
especially obvious when considering the works of Crowley. Although he was the author
of numerous plays and skits and was involved in several theatrical productions (including
serving as the “magical advisor” for Peter Brook’s first production in London, Doctor
Faustus, in 1942), only two scholarly papers directly exploring Crowley’s theatrical
activities have been published to date. While he is a primary focal point in several
recent dissertations, the disciplines in which he is referenced are English Literature or
Religion, not Theatre.” While thirteen major biographies of Crowley have been published
over the past fifty years, all of which include mention of the Rifes, none dedicate more

than a few pages to their production.

3 The fraternal rituals of organizations such as the “Druids” of the nineteenth century, which consisted
primarily of marching to Stonehenge at the equinox while wearing white robes, cannot be considered
truly pagan or magical since they claimed no religious or spiritual foundation or theology.

* I. F. Brown, “Aleister Crowley’s Rites of Eleusis” in The Drama Review, 1976, and W. F. Ryan’s “The
Great Beast in Russia: Aleister Crowley’s Theatrical Tour in 1913 and his Beastly Writings on Russia” in
Symbolism and After, 1992. Brown’s is a straightforward account of the Rites productions written in a
disdainful tone that is occasionally reminiscent of the yellow press reviews of the original performances.
Ryan is no friendlier, but acknowledges Crowley’s familiarity with and appreciation for Russian culture,
literature, and history.

> see Heim (1975), Serra (1996), Verter (1998)



The reason for the neglect by scholars of Crowley as a legitimate subject of
investigation is twofold. The first stems from his reputation as “the wickedest man in the
world.” This title was given him by the British newspaper John Bull in the March 24,
1923 issue, following the death of one of his students under “mysterious circumstances”
in Sicily. It was a sentiment expressed as early as 1900 by W. B. Yeats, who wrote to
Annie Horniman regarding Crowley’s application to a higher grade in the magical order
to which they both belonged, that Crowley was “a quite unspeakable person. He is |
believe seeking vengeance for our refusal to initiate him. We did not admit him because
we did not think a mystical society was intended to be a reformatory” (Symonds 1989:
36). Crowley was never shy about seeking publicity, and no small measure of resentment
toward him throughout his life was due to the fact that many of his extreme claims were,
in fact, true: he had won a scholarship to Cambridge University, one of the few people
who could beat him at chess was the amateur champion of England, he had
circumnavigated the world in his twenties, and he set climbing records in the Himalayas
which stood until years after his death. He was also a heroin addict for over 30 years,
sired illegitimate children by at least three different women, and many who became close
to him ended their lives in poverty, alcoholism or suicide. His primary source of income
the second half of his life was the charity of friends and contributions from magical
societies. The disrepute which dogged him for the better part of his life was, to a great
extent, of his own making.

Dying in relative obscurity in 1947, Crowley’s notoriety was revitalized in the
1960s by the actions of several high-profile rock bands. In 1967 The Beatles included his
photograph (between Mae West and an unnamed Indian guru) in the “People We Like”

6



montage on the cover of the Sergeant Pepper’s Lonely Hearts Club Band album. Jimmy
Page, lead guitarist for Led Zeppelin, bought and restored Crowley’s home in the Scottish
Highlands and has since become the owner of one of the preeminent collections of
Crowley memorabilia. Ozzy Osbourne scored a hit with “Mr. Crowley” on his first
album after leaving Black Sabbath and it has since become a standard in his repertoire.
These artists served as cultural role models for many of their fans, and the inclusion of
Crowley in their work gave him a scope of legitimizing publicity (at least in the eyes of
the young people buying the albums) unimaginable during his lifetime. The attraction of
these performers to Crowley is understandable and the parallels are obvious. In his
twenties and thirties Crowley was rich, attractive and experimenting with a variety of
sexual practices, pharmaceuticals, and mystical paths, not unlike a number of his musical
counterparts seventy years later. His credo “Do What Thou Wilt Shall Be the Whole of
the Law” was interpreted incorrectly as synonymous with the “Do Your Own Thing”
mantra of the 1960s. On the cover of the Bantam paperback issue of his autobiography in
1969 he was described as a “Victorian Hippie.” Crowley is usually adjudged by those
not closely involved with the early twenty-first century pagan/magical community to be a
lightweight harbinger of counterculture attitudes and a dweller on the fringe of society.
This is underscored by his identification as one of the pre-eminent occultists of the
twentieth century. Occultism in the West has seldom been taken seriously (Winslade 86),
and those who do take it seriously are seldom taken seriously. One need only remember
the field day the press had with reports of Ronald and Nancy Reagan’s close relationship

with astrologer Joan Quigley to appreciate the mismatch of metaphysics and credibility. ©

% ¢f, Donald Regan, For the Record (1988), Nancy Reagan, My Turn (1989)
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The second reason for Crowley’s low standing as a subject for academic theatrical
study is that Crowley never claimed to be a “man of the Theatre.” In his autobiography
he wrote “If I had had the most ordinary common sense, I should have got a proper
impresario to have it [the Rifes] presented in proper surroundings by officers trained in
the necessary technique” (Crowley, Confessions, 638). He lamented what he viewed as
the compromised quality of the productions. “I should have given more weeks to their
preparation than I did minutes” (Crowley, Confessions: 636). Leaving behind no writing
addressing dramatic theory or methodology, students of Crowley’s theatrical work are
forced to focus on what evidence is left of the productions themselves, and are given no
pronouncements over which to conjecture or take umbrage.

An overview of the biographies presents an interesting, complex and, on occasion,
contradictory picture, not unlike their subject. Crowley’s own Confessions contains 921
pages and ends when he is forty-seven. The first two of six projected volumes were
published in 1929 by the Mandrake Press of London, but the entire work was not
available until Hill and Wang issued it in one volume in 1969. In 1929 The Mandrake
Press also brought out Crowley’s novel Moonchild and The Stratagem (a collection of
short stories), and immediately ran into stiff opposition from London booksellers who
were hostile to the idea of carrying works by “the wickedest man in the world.” To
counter the negative publicity, one of the proprietors of Mandrake, P. R. Stephensen,
issued a booklet the following year titled The Legend of Aleister Crowley: Being a Study
of the Documentary Evidence Relating to a Campaign of Personal Vilification

Unparalleled in Literary History. This is a collection of newspaper and journal reviews



of Crowley’s published works to date and defamatory articles about his activities,
rebutted with calm logic by Stephensen.

The first two major biographies came in 1951, three years after Crowley’s death,
when John Symonds, whom Crowley named in his will as one of his literary executors, ’
published The Great Beast, and the poet Charles Richard Cammell offered his personal
reminiscences in Aleister Crowley: The Man, The Mage, The Poet.The titles alone
indicate the camps into which the two writers fell. Cammell had known Crowley from
1936 through 1941. While more or less chronological in structure, Cammell’s work is
more an appreciation and positive criticism of Crowley’s poetry. It avoids the more
salacious reportage of the articles published during Crowley’s life and attempts to present
him as a remarkable man snubbed by his nation and posterity.

Crowley’s powerful intellect was a riddle: now acute in judgement, now
nebulous and unbalanced. His erudition, however, was solid and far-
reaching, and his genius was prodigious. I have heard an eminent
personage, General J. F. C. Fuller, a man famous in arms and letters, one
who has known the greatest statesmen, warriors, dictators, of our age,
declare solemnly that the most extraordinary genius he ever knew was
Crowley. (Cammell, 1962 xx)

The response, or “return of fire” as it may be viewed in hindsight, came quickly
from John Symonds. Although having access to Crowley’s diaries and unpublished
papers, and having had a personal relationship with him during the last years of
Crowley’s life, Symonds used a combination of carefully chosen facts and a vivid

imagination to support his character assassinating portrait of Crowley as a sex-crazed,

drug-besotted black magician.® Seven years later Symonds issued The Magic of Aleister

7 The other was Louis Wilkinson, a.k.a. novelist Louis Marlowe

¥ Various biographers have debated why Crowley chose Symonds to serve in this capacity considering the
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Crowley (1958), which repeated much of the earlier material, but also added new (equally
inaccurate) information. The misinformation which has become a Symonds trademark
among students of Crowley’s life includes the apocryphal description of his death. “He
did not want to die, and as he passed into a coma the tears flowed down his white cheeks.
Sister Tzaba was with him till he lost consciousness. She held his twitching hands and
caught his last words: ‘I am perplexed’” (Symonds, 1951:296). This same account was
repeated verbatim in the paperback combination of The Great Beast and The Magic of
Aleister Crowley (1973). By the release of King of the Shadow Realm in 1989 Symonds
had modified the story.
Frieda Harris [Sister Tzaba] told me that Crowley died unhappily and
fearfully. She held his twitching hands while the tears flowed down his
cheeks. “I’'m perplexed” he said. She was not with him at the very end.
A Mr. Rowe was there; he was in the room with a nurse; and according to
him, Crowley’s last words were “Sometimes I hate myself” (Symonds,
1989:578).
This paragraph is repeated verbatim in Symonds’ latest biography, The Beast 666.: The
Life of Aleister Crowley (1997). The problem with both accounts is that the person
Symonds relies on for information, Mr. Rowe, was not in the room at the moment of
death. There was someone there, Deirdre MacAlpine, the mother of Crowley’s son
(Kaczynski 452; Booth 483; Sutin 418), but she makes no mention of the presence of Mr.
Rowe, and none of the other biographers have mentioned this name before or since
Symonds wrote of him. There may be two reasons for Symonds omitting testimony from

the one eye witness available. One, Symonds did not want a sympathetic account to mar

the moral he tried to illustrate with the sad end Crowley came to in his account. Two,

result. One side uses this decision as an example of Crowley’s dimmed capabilities in judging character,
while another claims Crowley counted on Symonds doing exactly what he did, thereby ensuring

Crowley’s notoriety after death.
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MacAlpine was aware of Symonds’ bias against Crowley and wanted nothing to do with
him. Since MacAlpine had nothing to gain by allowing the false story to circulate, the
more plausible theory would be that Symonds just ignored her and told the tale as he
wished it to be remembered.

The following year Daniel Mannix published The Beast (1959), a paperback
which read more like a novel than a biography, and which relied primarily on Symonds
for factual information, emphasizing the testosterone appeal (mountain climbing, world
traveling, sex and drugs) of Crowley’s life. In 1962, Cammell reissued The Man, The
Mage, The Poet, in the forward of which, written by John C. Wilson, it is mentioned that
“At this moment there are two biographies of Aleister Crowley circulating in paperback,
either of which could be legally established as libel in any fair-minded court, were the
subject of the biography alive today” (Cammell, 1962: xiii). James Harvey, probably a
pseudonym, published The Memoirs of Aleister Crowley in 1967, a mildly pornographic
paperback aimed at an adult male audience, which used selected scenes from Crowley’s
life as backdrops for titillatingly erotic episodes.

In 1969, Crowley’s complete Confessions was published by Hill and Wang,
edited and annotated by Kenneth Grant, the head of the British arm of Crowley’s magical
organization, the Ordo Templi Orientis (OTO), and John Symonds. Symonds reiterated
his disdain for Crowley in the introduction, and Grant took umbrage with Symonds in the
preface. We may only speculate on the tenor of the working relationship between these
two during the preparatory period prior to publication. Israel Regardie, who had studied
under Crowley in the late 1920s, and had later gone on to publish a number of books on
the Golden Dawn in addition to becoming a psychotherapist, brought out the first
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balanced biography of Crowley in 1970. The Eye in the Triangle ends when Crowley is
thirty, but approaches its subject from a psychological rather than a sensationalistic point
of view. While acknowledging the less attractive aspects of Crowley’s personality,
Regardie provides insight into Crowley’s motivations for a number of the incidents in his
early adulthood which had become fodder for the anti-Crowley factions. Symonds
answered this defense in 1973 with The Great Beast: The Life and Magic of Aleister
Crowley, a paperback combination of his first two books.

In 1977, Francis King published a balanced account of Crowley’s life (7he
Magical World of Aleister Crowley) which placed him within the larger context of
twentieth century occult activity. This work was a natural next step from his 1970 book,
Ritual Magic in England, which chronicled the history of the Golden Dawn, and included
a final chapter, “The Aftermath,” which detailed the activity of several Crowley-
influenced occult groups into the 1970s. The following year Susan Roberts published
The Magician of the Golden Dawn, a factually accurate novelization of Crowley’s life.

Nine years passed before another biography was published. Colin Wilson had
written The Occult: A History in 1971, which included a chapter on Crowley. In 1987,
Wilson brought out his full-length biography, The Nature of the Beast. Like Symonds,
Wilson had neither sympathy nor patience for Crowley’s personality flaws, but was able
to find some redeeming aspects in Crowley’s philosophy. In 1989, Gerald Suster
published The Legacy of the Beast which presents a biography of Crowley, an analysis of
his ideas, and an overview of his influence on individuals and magical organizations
since his death. This same year saw the fourth Symonds book, The King of the Shadow
Realm, in which he presents the same host of inaccuracies about Crowley that he had
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published previously, and some new misinformation about his own work as well.” “This
is my second and final — and let me hope definitive — biographical book about Aleister
Crowley” (Symonds, 1989: vii). Not only was this his fourth, not second, biography of
Crowley, but eight years later, in 1997, he would publish The Beast 666, which begins
with the statement “Between 1951 and 1989 I published three biographical accounts of
Aleister Crowley” (Symonds, 1997: vii). Symonds neglects to mention that his final
three books (1973, 1989 and 1997) are essentially the same book reissued with different
titles and prefaces.

The following year (1998), Roger Hutchinson published 7The Beast Demystified
which attempted to present itself as an unbiased accounting, but which revealed its
agenda when it repeated several of the Symonds accounts which had been previously
discounted by King and Suster.

The new millennium brought forth two new Crowley biographies: Lawrence
Sutin’s Do What Thou Wilt, and Martin Booth’s A Magick Life. Booth had previously
(1986) edited a collection of Crowley’s poetry, had had numerous poems of his own
published, and had been elected a Fellow of the Royal Society of Literature in 1980. His
Life reveals sources ignored by Symonds, and which give other, more human,
interpretations to some of Crowley’s “wicked” behavior. Sutin’s work may be
considered an “inside job,” as it has been conjectured on several Crowley-oriented

websites that he is a member of at least one of Crowley’s magical organizations. Neither

? The Symonds biographies in order of appearance are: The Great Beast (1951), The Magic of Aleister
Crowley (1958), The Great Beast: The Life and Magic of Aleister Crowley (1973), King of the Shadow
Realm (1989), and The Beast 666: The Life of Aleister Crowley (1997).
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work pulls its punches when addressing the negative aspects of Crowley’s personality,
yet both try to avoid outright condemnation of their subject.

While we may now look back and see reflections of the Rifes methodology in the
avant-garde “Happenings” of the 1950s and 1960s and the “performance art” of the
1980s and 1990s, bits and pieces of the theatrical theory and style which foreshadowed
The Rites of Eleusis can be found scattered throughout the decades prior to their
production. Wagner hoped he was contributing to the experience of a religious epiphany
by his audience when Parsifal was first produced in 1882. The anti-realist movement in
France spearheaded by Stephane Mallarmé in the 1890s and continued by Paul Fort at the
Théatre d’Art and Lugné-Poe at the Théatre de I’Oeuvre was a contributing factor to both
the style and content of Crowley’s production. The Rites of Eleusis would provide the
perfect coda for a study of the Symbolist movement, yet the productions are never
mentioned.

The Rites may also be indebted to the work of Sir James Frazier, most notably
The Golden Bough. Published over a span of twenty years beginning in 1890, with the
final volume being issued the same year as the production of Crowley’s Rites of Eleusis,
the thirteen volumes of The Golden Bough were a primary weapon in the arsenal of the
Cambridge anthropologists who postulated that the development of drama was closely
interconnected with the performance of religious ritual. An essay by Gilbert Murray
(“Excursus on the Ritual Forms Preserved in Greek Tragedy”) published in 1912'°
presents a theory of a ritual structure comprised of agon (light opposing dark), pathos

(sacrificial death), messenger (delivering information of death), threnos (lamentation),

1 see Harrison (1912).
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anagnorisis (recognition of the slain God) and apotheosis (epiphany or resurrection)
(Carlson 337). This is a structure closely reflective of the structure of the through line of
Crowley’s Rites. Considering the date of the essay, it is tantalizing to speculate whether
Murray attended the performances of The Rites of Eleusis in 1910.

Theatrical productions subsequent to Crowley’s Rites, yet connected through
methodology, intent, or subject matter are too numerous to be addressed in detail, but a
couple of examples will be discussed in Chapter Five. In 1997, an American branch of
Crowley’s magical organization, the Ordo Templi Orientis, began staging the Rites of
Eleusis as public performances in Austin, Texas, and offering them for sale on videotape.
These performances have since become an annual event. In 1998, Vasilios Calitsis
presented his World Mysteries sponsored by the Brooklyn Academy of Music at the
Majestic Theatre in New York. This was a production “inspired by the Eleusian
Mysteries” the intent of which echoes Crowley’s ideals.

Calitsis speaks [. . .] about construing theatre as a healing ritual, a journey
to heightened awareness [. . .]. When Calitsis says, “I’m interested in their
entering into a state close to ekstasis,” he means the performers as well as
the spectators [. . .]. This practice, he believes, can create a magnetic force
between performers onstage and radiate that (sic) to the audience. (Jowitt,
Village Voice, 5)

The structure of the Rites of Eleusis scripts is flexible enough to allow for their
being presented in a variety of mythological interpretations as will be demonstrated in
Chapter Four, but their original presentation was firmly based in a Greco-Roman style.
As the world has grown smaller through the advent of advanced technology throughout
the twentieth century, artistic expression has increasingly made use of cross-cultural

experimentation and presentation. Thus, in 1936, during his employment with the

Federal Theatre Project, Orson Welles presented a Macbeth set in Haiti; Akira Kurosawa
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relocated Macbheth and King Lear to medieval Japan in his film adaptations of
Shakespeare (Throne of Blood [1957] and Ran [1985], respectively), and Suzuki Tadashi
has presented a number of Greek tragedies including The Trojan Women (1977), The
Bacchae (1978), and Clytemnestra (1983) in the traditional Japanese style (McDonald,
45). Yet Crowley realized that the most widely-recognized semiotics for the audience of
his day would be those of ancient Greece. His intended audience was university
educated, and Crowley believed they would instantly make the metaphoric connections
inherent in the scripts and staging.

This connection with Greece would have been further underscored by the
momentum of the Greek revival movement which had occurred periodically throughout
the nineteenth century. The movement was noticeable in the architecture, clothing, and
furniture designs of the early to mid-1800s, and was rejuvenated in the 1870s with the
archaeological discoveries of Heinrich Schliemann, and his excavations of Troy and
Mycenae. It was a movement felt in the United States as well. George Cram Cook, poet,
novelist, playwright, theatrical producer for and co-creator of the Provincetown Players,
and, ultimately, Greek shepherd, was able to express in his Athenian Women the idea that
lessons relating to humanity are universal, and transcend time regardless of the period in
which the work is set. He remarked that he could not have interpreted the Peloponnesian
War as he did had he not lived through World War I (http://www.lib.uiowa.edu/spec-
coll/Bai/tanselle.htm).

Crowley did not employ a deconstructive approach to the original source wherein
a new meaning appeared before the eyes of his twentieth century audience (e.g. the
realization of feminist semiotics in a modern production of The Taming of the Shrew).
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Nor was he interested in the simple updating of a classic script to modern times.
Crowley’s goal was a recreation of the spiritual essence of the original performances and
a rebirth of the recognition of the role of pagan religious practice in contemporary life.

Crowley’s philosophical explorations which led him to attempt this production
were greatly influenced by his involvement as a young man in the Hermetic Order of the
Golden Dawn, an occult organization founded in London in 1887 by three high-ranking
freemasons, which incorporated many of the performative aspects of Masonry in their
practices. The higher degrees of Masonry known as the Scottish Rite have traditionally
utilized theatrical performance as an intrinsic part of their degree initiations, and the
practice of donning elaborate costumes and performing scripted ritual would have been
nothing new to the founding fathers of the Golden Dawn. Crowley himself was
ultimately made a 33 degree Mason, although the legitimacy of this accomplishment is in
question. Nevertheless, clear parallels may be seen in the theatrical practices of Masonry
and the various performative aspects of the Golden Dawn rituals.

Crowley was not the first member of the Golden Dawn to present magical rituals
as professional performances for public consumption. One of the three founding
members, Samuel Liddell Mathers, had preceded him in Paris in 1898 by presenting The
Rites of Isis at the Théatre Bodiniere, near the Gare St. Lazare. These performances
continued for several years at Mathers’ house at 87 Rue Mozart, Auteuil, and
incorporated readings from the Egyptian Book of the Dead, exotic costuming and dance.
While both Mathers’ Rites of Isis and Crowley’s Rites of Eleusis were presented through
a combination of scholarship, research, artistic creativity, and a desire to promote and
publicize occult concepts and beliefs, they were also both designed to be profit-making
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ventures. Mathers had little other income during much of the production period of his
Rites of Isis. Mary Greer, in Women of the Golden Dawn (1995), documents the
overlapping involvement of Irish actress Florence Farr and Abbey Theatre founder Annie
Horniman, who financed the creation of the Abbey Theatre in Dublin, in both the Golden
Dawn and various theatrical ventures at the turn of the twentieth century, but fails to
explore the motivation for them to use techniques which the two venues would have in
common. There has been to date no specific investigation of the commonalities of the
theatrical performative process and the magical performative process of contemporary
magicians.

That Crowley should attempt this connection of religion and what today might be
considered performance art is not surprising, for he considered himself both a
philosopher of the occult and also an artist. His artistic creativity was expressed
primarily through a voluminous output of poetry (he published a three volume set of his
collected works when he was twenty-nine), but was also evident in a number of published
mystery stories, several novels, over twenty short plays, film scripts, scores of pieces of
art work, and a large body of writings expounding his metaphysical concepts. Although
following the production of The Rites of Eleusis he experimented with a more mundane
theatrical venue by forming a traveling troupe of female musicians and traveling to
Moscow with his “Ragged Rag-Time Girls ,” his dramatic scripts were, for the most part,
a poetic form of closet drama adapting classical themes (such as The Argonauts and
Orpheus, both written in 1904, and Adonis, 1911), satirizing the melodramatic form (Why
Jesus Wept, 1905, The Sire de Maletroit’s Door, 1906, The Scorpion, 1911), short
sketches (Ehe, 1910, The Ghouls, 1911, Elder Eel , Doctor Bob, a dramatization of
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Poe’s The Tell-Tale Heart, 1912, and The Tango, 1913), or reflections of his
philosophical or religious interests at the time of composition (7he God Eater, 1903,
Aha!, 1907, The Ship, 1908, The World’s Tragedy and Mr. Todd, 1910, Snowstorm and
The Blind Prophet, 1911). His classical scripts are written in a style which fluctuates
between stilted prose (Medea: “The child hath hewn her sire asunder, seething him in
herbs of sacred power” The Argonauts, act V) and large blocks of poetry posing as
soliloquies. His sketches are more palatable, often incorporating heavy vernacular
accents and displaying an irreverent and creative wit.

And yet, when Crowley was not trying to write drama per se but religious ritual,
his writing demonstrates power and impressive cohesiveness. As Leonard Bernstein has
said about the work of Beethoven, that each note seems an inevitable next step from the
previous one, so Crowley transcends his penchant for lurid prose when involved in the
composition of celebratory religious work. The rituals he wrote for his various magical
ceremonies often demonstrate an effectively poetic use of language frequently missing
from his other work. This is a curious phenomenon which is also evidenced in the works
of Mathers, who spent much of his life living in poverty as a translator and librarian and
who wrote many of the original Golden Dawn rituals. Mathers’ writings in other fields
are frequently banal, but the rituals which he wrote are an impressive combination of
language, structure and symbolism.

In apposition to the “professional-occultist-as-theatrical-producers” such as
Mathers and Crowley, the Golden Dawn counted a number of “theatrical-professionals-as
occultists” among its members at the end of the nineteenth century, including Florence
Farr and Annie Horniman, actress, author, and feminist Maud Gonne, and the poet and
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playwright W. B. Yeats. Their involvement in the Golden Dawn was more than a passing
interest. Yeats wrote:
If I had not made magic my constant study I could not have written a
single word of my Blake book, nor would The Countess Kathleen ever
have come to exist. The mystical life is the centre of all that I do and all
that I think and all that I write [. . .] it is surely absurd to hold me “weak”
or otherwise because I chose to persist in a study which I decided
deliberately four or five years ago to make, next to my poetry, the most
important pursuit of my life. (Wade 210 - 11)
Horniman made a habit of utilizing Tarot card readings (a skill learned through her
Golden Dawn association) to discern political and artistic conditions influencing the Irish
National Theatre Society with which she and Yeats were involved at the turn of the
century. Inspired by a Tarot reading done on October 9, 1903 (a photograph of which,
together with her letter to Yeats analyzing the card spread, is extant), she agreed to
purchase the building which was to become the Abbey Theatre. In January 1902, Farr
wrote, produced and appeared in two plays with Egyptian motifs, The Beloved of Hathor
and The Shrine of the Golden Hawk which were directly influenced by her Golden Dawn
involvement.

When Crowley and Mathers attempted to present their occult concepts and beliefs
in the guise of theatrical performances, they utilized a methodology of presentation which
incorporated specific semiotic signs. The “occult temple” in which the Rites of Eleusis
occurred was decorated in a manner appropriate for the celebration of a mystical event.
The language of the scripts was stylized and formal, giving the dialogue an appearance of
solemnity and importance. The positions and movements of the performers about the
performance space were dictated by astrological and gabalistic symbolism. Care was

taken to present the audience with an atmosphere conducive to not only a theatrical event,
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but also, hopefully, a consciousness-altering experience through sensory stimulation.
Where the modern audience of today would attend a performance expecting to sit in the
dark in comfortable seats and have their attention engaged, Crowley’s Rites were
performed for an audience seated on stools just uncomfortable enough to prevent the
mind from wandering away from what was happening. Crowley also recommended the
audience attend in clothing color-coordinated for the specific rite they were to witness.
Thus, an advertisement for the performances announced to those attending that:
you are requested, if convenient, to wear black, or very dark blue, for
Jupiter violet, for Mars scarlet or russet brown, for Sol orange or white, for
Venus green or sky-blue, for Mercury shot silk and mixed colors, for Luna
white, silver, or pale blue [. . .] it is not necessary to confine yourself to
the color mentioned, but it should form the keynote of the scheme [. . .].
(Crowley, Eleusis, 32)

This color coordination was another method whereby the audience members were
to become not mere spectators but actively involved in the ritual experience. Their
choice of clothing became their costumes, making them not passive observers but cast
members, the theory being that the color of their clothing would subconsciously influence
their brain activity. The idea that color can influence psychology has become widely
accepted in the past fifty years, the concept appearing everywhere from interior and
product design to clothing accessories. The theory has been adopted by a number of
different institutions in the latter half of the twentieth century when developing interior

design concepts integrating the use of color to achieve a desired psychological effect.

For instance, it has been found through psychological testing that pastel shades of blue,
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pink or green have a subconsciously calming effect on the human brain, and are therefore
used frequently in hospitals and penal institutions."'

Theories connecting color and psychology as they related to artistic expression
were beginning to be published at about the same time as the Rites productions. Wassily
Kandinsky and Der Blaue Reiter, a group of avant garde expressionist artists formed in
1911, subscribed to the theory that colors, lines, and shapes all have specific qualities
which can evoke an emotional response, but the success of that evocation simultaneously
relies on the ability of the artist to create an empathetic reaction from the viewer. This
evocation of emotion through abstraction is closely aligned with the Symbolist goal, that
of communication via subliminal means.

The marketing campaign of the Rites was unique, if not ahead of its time. The
seven performances were presented on seven consecutive Wednesdays at 9 p. m. Tickets
for specific evenings were unavailable, the audience being required to purchase a block
of seven. Individual tickets were, however, “transferable.” A large advertisement for the
Rites announced that “only one hundred tickets will be issued; early application is
therefore desirable.” This was an obvious ploy on Crowley’s part to generate interest in
the production but also a necessity due to the spatial limitations of the venue.

Introduction to Chapters

Chapter One begins by addressing the origins and purposes of myth. A brief
overview is presented of various theories of the origins of drama. This is followed by an
exploration of different types of ritual, and examples are presented to demonstrate how

religious ritual has been used historically in conjunction with civic functions to represent

' See: Davidoff (1991), Fehrman (2000), Rodemann (1999)
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the connection between the secular and the temporal, and their interdependence. The
religious nature of ritual and its ties to secular functions having been established, the
methodology of nineteenth century Symbolism is examined, to demonstrate its
connection to the ancient experience. Examples of Symbolist poetry, music, stage
design, and theatre are presented to support the last section, Symbolism and Psychology.
This ties together the idea of the ecstatic religious experiences of ancient religions with
the study of modern psychology in an attempt to illustrate that the practices of those who
incorporate artistic theory and activity into religious methodology are working from an
established scientific basis.

Chapter Two gives a brief overview of occult activity in England and the United
States during the nineteenth century, to aid in understanding the atmosphere out of which
the groups next discussed emerged. It then discusses the rise of Freemasonry as an
important organization in the formation of later occult bodies, and the influence that
Masonic ritual had on these later groups. A history of the Golden Dawn is presented,
followed by biographies of its founders, and three members whose theatrical productions
were influenced by their Golden Dawn experiences: W. B. Yeats, Florence Farr, and
Annie Horniman.

Chapter Three gives a biography of Aleister Crowley, and a brief examination of
his philosophy. This is followed by an overview of his other scripts, either written with
the intent of production or purely as closet drama, and his other involvements in theatre
and film.

Chapter Four begins with a brief overview of other theatrical activity at the time
of the Rites of Eleusis, and a discussion of the use of pharmaceuticals in ritual. An
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examination of the original Rites of Eleusis is presented, followed by a history of the
origins of the 1910 productions. The first Rite, the Rite of Saturn, is presented in a close
reading to act as a model of how the other rites may be analyzed. Synopses of the other
Rites are then given, with attention to the unique aspects of each. Concluding this
chapter is a summary of the activity experienced by the performers immediately
following the productions.

Chapter Five begins with a brief history of the OTO following Crowley’s death.
This establishes the soil out of which grew the resurgence of Rites productions in
America in the 1970s. This is followed by an examination of Vasilios Calitsis’
production of The Mysteries of Eleusis, produced in 1998, which provides an illustration
of one incorporation of Crowley’s methodology and intent in latter twentieth century
theatre. My final conclusions, which restate the goals of this dissertation and the extent
to which they were met, conclude the chapter.

Terminology

The nature of this dissertation requires the explanation of a number of esoteric
concepts and practices in order to link methodology and meaning in this production.
Crowley had spent the twelve years prior to the production immersed in occult study, and
his knowledge of the intricacies of the qabalah, numerology, geomancy, astrology, the
tarot, classical mythology, and ceremonial magic informed every artistic decision
connected to the Rites. A brief explanation of some of the more frequently used practices
follows, including an overview of the general philosophical concepts of the gabalah and

the Tree of Life.
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MAGICK'?: The attachment of the letter “k” to the end of the word “magic” was
a practice which Crowley adopted “in order to distinguish the Science of the Magi from
all its counterfeits” (Crowley, 1997:47). The archaic spelling also appealed to Crowley’s
romantic instincts. Its significance is revealed in its gematrical analysis. “K” is the
eleventh letter of several alphabets (e.g. Latin, Chaldean, and Greek) and eleven is seen
numerologically as a number representative of the concept of magic. The set of numbers
from one through ten refers to various aspects of the physical world. For example, the
number one relates to God, the highest manifestation on this level of reality, while the
number ten relates to the base matter of the universe, i.e., the densest physical material,
and everything we can perceive with our physical senses. The number eleven, continuing
on after the number ten (ten + one), begins the next sequence of numbers, is
representative of the transcendence of the physical world, and corresponds to a higher
plane of knowledge and existence than the prior set which refers to the physical plane.

The combination of the five pointed pentagram (symbolic of wiccan, practical,
“low” magic) and the six pointed hexagram (symbolic of the Hebraic-based, God-seeking
“high” magic) creates an eleven-pointed symbol. In Crowley’s Book of the Law, which
informed his occult work from about 1907 on, the goddess Nuit says “My number is 11,

as all their numbers who are of us” (The Book of the Law, 1, 60). The name of the

goddess Nuit (or Nu) transliterates from Hebrew as 11 or “Nu.” This has a numerological

equivalent of fifty-six, and five plus six equals eleven. Eleven is the number of the

12 T have utilized Crowley’s spelling in the title of this dissertation to facilitate the identification of this
work with Crowley. Those researching Crowley may use this spelling as a keyword search, and its
inclusion here will act as a beacon indicating that the present work addresses Crowleyian concepts.
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disciples who stayed faithful to Jesus, and the number of sepheroth in the Tree of Life
(see Figure 1).

According to Crowley’s system of interpretation, the eleventh card of the Tarot is
Lust. Crowley’s magic was heavily dependant upon the use of sex as a means of creating
energy which would then be applied to achieving whatever goal or outcome was desired.
Kenneth Grant, a disciple of Crowley’s in the 1940s, ties in this focus with the spelling of
“magick:”

“K” is also the Khn, Khou, or Queue symbolized by the tail or vagina,
venerated in ancient Egypt as the source of Great Magical Power. Magick
spelt with a “k” therefore indicates the precise nature of the Current which
Therion" (Crowley) embodied and transmitted. (Grant, 1974:5)

With the incorporation of the letter “K” in his spelling of “Magick” Crowley was
making the statement that his particular branch of esotericism was specifically addressing
the growth of human spirituality through the use of consciousness-altering methodologies
which included sex and pharmaceuticals for the purpose of elevating consciousness,
reality and, by association, existence itself to a higher plane of development. The word
“Magick” not only served as a “brand name” logo for his particular practices, but, to the
informed, acted as an indicator of how the stated goals of Crowley’s organization would
be pursued.

Crowley defined magick as “the Science and Art of causing change to occur in

conformity with will” (Crowley, 1997:126):

[llustration: It is my Will to inform the World of certain facts within my
knowledge. I therefore take “magical weapons,” pen, ink, and paper; I

BTherion (OHPION) means “beast” in Greek. One of Crowley’s magical titles was “To Mega Therion,”
or “the great beast.” The source of and reason for this will be discussed in Chapter Three.
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write “incantations” - these sentences - in the “magical language,” i.e., that
which is understood by the people I wish to instruct; I call forth “spirits,”
such as printers, publishers, booksellers, and so forth, and constrain them
to convey my message to those people. The composition and distribution
of this book is thus an act of Magick by which I cause change to take place
in conformity with my Will. (Crowley, ibid)
This change could, therefore, be anything from spiritual development and transformation
to something as simple as ordering a meal in a restaurant. Crowley viewed every
conscious act as a magical act, making no distinction between everyday life and spiritual
life. As Donald Michael Kraig put it in his book Modern Magick, “Magick is not
something that you do. Magick is something that you are” (Kraig, 81).
QABALAH: The spelling of “qabalah,” like the spelling of “magick,” was

chosen by Crowley not as a random affectation, but for a specific reason. The term

“gabalah” (or “kabbalah,” or “cabala”) is from the Hebrew 17122 (QBLH) which is

roughly translated “from mouth to ear” (Richardson, 18), or “received tradition” (Grant,
1974, 221), describing an oral tradition of education. It is also the root of the English
word “cabal,” meaning a secret group of conspirators, reflective of the secretive approach
to the teachings, and also suggests that those secret teachings were somehow sinister in
nature. Crowley used the specific spelling “qabalah” because it was the closest
transliteration of the Hebrew alphabet into English and, therefore, in his mind, the most
accurate representation of the nature of the word. Crowley was a firm believer in
empirical evidence, and felt that accuracy in the use of qabalistic techniques was as
important as accuracy in any science-based procedure. Any minor variation of spelling
or numerical calculation would create a result of inaccurate data or false information. In

this case, Crowley used a methodology which related the Hebrew letter with the English
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letter that had evolved through the Phoenician, Greek and Latin alphabets (Godwin,
XViii).

Qabalah is a philosophical, theosophical, and practical method of codifying all
aspects of the universe and, through interpreting these codes and applying their meanings
in our daily lives, a guide for attaining spiritual advancement. It is seen by its adherents
as “the universal language by which everything was made” (Bardon, 19). Crowley gives
a more humorous example in his Equinox, 1:5, 95:

Truly there is no end to this wondrous science; and when the skeptic
sneers, “With all these methods one ought to be able to make everything
out of nothing,” the gabalist smiles back the sublime retort, “With these
methods One did make everything out of nothing.”

Although the historical origins of the qabalah are traceable to roughly two
thousand years ago, the traditional, or mythic, origins stretch back into prehistory.
Qabalah is considered by those who follow its teachings to contain the knowledge of the
structure and meaning of the universe, revealed by angels to the first humans, and then
slowly forgotten until God revealed it to Abraham, who passed the knowledge to his son
Jacob. Through Jacob it was given to Joseph, who died before passing it on. The
knowledge was revealed to mankind once again when God spoke to Moses on Mount
Sinai, giving him both the exoteric Ten Commandments and the esoteric qabalistic laws
by which human beings should conduct their lives.

According to legend, Abraham left written portions of the gabalah in a book
called Sepher Yetzirah (Book of Formation). This book is also the beginning of the
historic qabalah, since its authorship is also attributed to Rabbi Akiba (50-135 CE), an
enlightened Jewish mystic of the second century CE who was ultimately charged with
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sedition and executed by the Romans. The traceable history of the literature of the
qabalah begins at this point, and continues with the work of a disciple of Akiba’s, Rabbi
Simon ben Jochai. When Akiba was executed, Simon went into hiding for many years in
Israel. Tradition holds that it was during this time that he wrote the second important text
of the qabalah, the Zohar (Book of Splendor). Sepher Yetzirah addresses the origin of the
universe and of mankind. The other book, the Zohar, discusses, among other things, the
nature of God. The entire work of the Zohar fills five volumes, and is written in the form
of a commentary on the Talmud. The Talmud is the collection of ancient Rabbinic
writings consisting of the Mishnah and the Gemara, constituting the basis of religious
authority in Orthodox Judaism. The Zohar was first published in Spain by Moses de
Leon (1240-1305), who had often been accused of forging the work. It has since been
republished numerous times. The Zohar served as a crystallization of the concepts of the
qabalah as they had come to be understood by de Leon.

The qabalah as a body of knowledge may be divided into four major subsets: the
dogmatic gabalah, the practical gabalah, the unwritten qabalah, and the literal gabalah."*
The dogmatic qabalah concerns itself with the study of the literature of the subject, for
example the Sepher Yetzirah, the Zohar, and the Bahir. The practical qabalah addresses
the creation of talismans and amulets in a specifically qabalistic manner for the purpose
of influencing events in daily life. The unwritten gabalah addresses the metaphysical
correspondences found within the Tree of Life, a glyph created to show numerous

spiritual relationships and levels (see Figure 1).

" see Kraig, 61, Gonzalez-Wippler, 89
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The final subset, the literal qabalah, addresses the relationship between letters and
numbers, and describes methodologies of transliterating the Hebrew alphabet into
numbers for the purpose of divination. This area of qabalistic study further breaks down
into three other branches. Notarikon, or the creation of acronyms, is a method of creating
words which represent significant phrases which contain a hidden meaning. For

example, the word “AMEN” in Hebrew is comprised of the letters Aleph, Mem, Nun

(JDN). These three letters represent the words Al (God), MElech (King), Nehehmahn

(faithful). The gabalistic meaning of the word “amen” may be translated as “God is our
faithful king.” (Of course, the word itself also may be translated as “so be it.””) Temurah,
the second branch of the literal qabalah, is a system of cryptographic letter transposition
or substitution used to assist in textual interpretation. The third branch of the literal
qabalah is the most important and most often used procedure, and was employed by
Crowley on a daily basis for decades, influencing everything from identifying locations
where he would be most successful in looking for an apartment to what color the cover of
his latest publication should be. It is called Gematria.

GEMATRIA is a form of textual exegesis based on the Hebrew language, since,
according to the Judaeo-Christian paradigm, the universe was created when God spoke.
In Chapter One of Genesis, when describing the creation of various aspects of the world,
the phrase “And God said . ..” begins verses 3, 6,9, 11, 14, 20, 24, 26 and 29. The idea
of God manifesting as a word is often presented in the Old Testament. This is a concept
echoed in Christianity. The Gospel of John begins “In the beginning was the Word, and
the Word was with God, and the Word was God” (John 1:1). This gospel continues “And

the Word became flesh, and dwelt among us (John 1:14). This association of Word as
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Identity is repeated in Revelations 19:13: “And he was clothed in a vesture dipped in
blood, and his name is called the Word of God.”

The practice of Gematria posits that letters and words have numerical equivalents
and that by examining the relationships between words with numerical or mathematical

connections one may gain insight into the hidden meanings which connect them:

Aleph X 1 A
Beth 2 2 B
Gimel b} 3 G
Daleth 7 4 D
Heh ] 5 H (E)
Vau 1 6 V (U)
Zayin T 7 Z
Cheth n 8 Ch
Teth 19 9 T
Yod ’ 10 Y (Ior))
Kaph 5> 7 |20, 500 K
Lamed 5 30 L
Mem n o |40, 600 M
Nun 1 7 |50, 700 N
Samekh o) 60 S
Ayin v 70 O
Peh 5 f | 80, 800 P
Tzaddi ¥ v |90, 900 Tz
Qoph P 100 Q
Resh B 200 R
Shin 174 300 S (Sh)
Tau n 400 T (Th)

Figure 1: The Hebrew Alphabet and its Numerical Correlation
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For practical magical purposes, the numerical equivalence between the temporal and
spiritual worlds assumes an influential connection between them. This concept is
described by Isaac Bonewitz in Real Magic as the “Law of Association:”
If two things, “A” and “B,” have something in common (anything!), that
thing can be used to control both, and “A” and “B” have a mutual
influence on each other, depending upon the size of the thing shared. The
more they have in common, the more they influence each other (Bonewitz,
5).
This concept also reflects the astrologer’s adage “as above, so below.” Crowley wrote
four works addressing this topic. Liber 777, a book listing a series of comprehensive
tables of correspondence which was started by Alan Bennett, a fellow member of the
Golden Dawn, was first published in 1907. Gematria: An Essay upon Number was an
article published in The Equinox, 1:5 in March 1911. Sepher Sephiroth aka Liber D was
published in The Equinox 1:8. Greek Qabalah, Liber MCCLXIV, has not yet been
published although it exists in manuscript form in the archives of the OTO.
The practical application of the correspondences in creating ritual is illustrated by
Crowley in his magnum opus, Magick:
Let us suppose that you wish to obtain knowledge of some obscure
science.
In column xlv, line 12, you will find “Knowledge of Sciences.”
the Planet corresponding is Mercury, its number eight, its lineal figures the
octagon and octagram, the God who rules that planet Thoth, or in Hebrew
symbolism Tetragrammaton Adonai and Elohim Tzabaoth, its Archangel
Raphaell. . .] its colors Orange (for Mercury is the Sphere of the Sephra
Hod, 8), Yellow, Purple, Grey and Indigo rayed with Violet; its Magical
Weapon the Wand or Caduceus, its Perfumes Mastic][. . .] its sacred plants
Vervain|. . .] its jewel the Opal or Agate, its sacred animal the Snake, etc.
(Crowley, 1997, 614)
This interpretation of the universe as an infinite series of interconnections, as

described and codified by the gabalah, was what informed every aspect of the creation of
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The Rites of Eleusis. The specific references represented in the staging of the productions
will be examined in detail in Chapter Four.

The seven planets of classical antiquity also have specific numbers associated
with them, based on the squares of the sequential number of that planet. These numbers
are used to create abstract designs, or sigils which are then used to represent that planet

and the attributes with which it is associated.

Saturn 3 9 15 45
Jupiter 4 16 34 136
Mars 5 25 65 325
Sun 6 36 111 666
Venus 7 49 175 1225
Mercury 8 64 260 2080
Moon 9 81 369 3321

Figure 2: The Planetary Numbers

Thus any appearance of the numbers 5, 25, 65, or 325 may be interpreted as having some
relation to or connection with the attributes of Mars. This sequence of planets is also the
order in which they are presented in The Rites of Eleusis.

Another example of the application of Gematria may be found by examining the
name of the magical organization Crowley founded after he left the Golden Dawn. It is
often referred to simply as the A. A. and it is assumed that this stands for Astrum

Argentium, a Latin phrase meaning Silver Star. Although the English translation of the
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organization’s name is Silver Star, the letters actually represent the Greek words Astron
Argon, AXTPON API'ON. Although the two phrases mean the same thing, the Greek
words numerologically translate to 451, the same as the words Konx Om Pax, KovE op
naé. “Konx om pax,” or “Light in Extension,” is the title of a book Crowley published in
1907, during the formation of his new order, and this book serves as “a veritable
Manifesto of the A. A.” (Eshelman 23). Mathematically, the lowest factor of 451 is 11,

the number associated with Crowley’s style of magic. 451 also equates to the Hebrew
words 2TR77 NN or “The Essence of Man,” which is interpreted by members as meaning
that within the AA is found the essence of humanity that is to be found within each

individual. 451 is also numerically equivalent to 2% , the “Angels of Tiphareth,” and

also to @YN, “The Abyss.” Tiphareth is the sixth sephera of the Tree of Life,

representative of Beauty. The Abyss is a symbolic place of psychological and spiritual
initiation, the place where one crosses over from the mundane world to the celestial
world, where the beauty of God is revealed.

Additionally, many of Crowley’s more important works have several titles. Most
are technically referred to as "Liber (number)," e.g., Liber CCXX (220 in Roman
numerals). Liber is simply the Latin word for "book," while the number will usually
have some symbolic connection to the nature of the work in question. For example,
Liber XXX (Book 30) is subtitled Liber Librae: The Book of the Balance. 1t is work
which deals with issues of maintaining equilibrium in one’s life; 30 is the number of the
Hebrew letter Lamed, which is linked with the astrological sign Libra, the scales.

TREE OF LIFE: The Tree of Life (see Figure 1) is a diagram used by qgabalists

to illustrate the macrocosmic interpretation of the spiritual construction of the universe.
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It also serves as a microcosmic map of the path of spiritual development for individual
human beings. The Tree is comprised of ten spheres, or sepheroth (singular: sephera)
connected by twenty two paths representing the twenty two letters of the Hebrew
alphabet. These spheres are then grouped into three sub-sets, an arrangement Kraig calls
the “Three Triangles” (Kraig 90).

Working from the base up, the first set, comprising Malkuth, Yesod, Hod, and
Netzach, is associated with an individual’s personality (see Figure 2). At the bottom, or
least developed state, Malkuth (Kingdom), represents the physical body, the basic source
of information about the world which is gained through sight, sound, touch, taste and
smell. Next comes Yesod (Foundation), whose planetary correspondence is Luna (the
Moon). The realm of Yesod deals with the subconscious (Freud’s “id”’) and repressed
memories. Hod, the eighth sephera, representative of Glory, and whose planet is
Mercury, corresponds to the realm of thought and intellect, while Netzach (Victory,
number seven, connected to Venus), is related to emotions and feelings. Since we
experience and interact with the world through the aspects of these four spheres, our
senses, instincts, intellect, and emotions, the more sharply we have honed these
capabilities and our understanding of them, the more effectively and successfully we will
function within the physical world.

The next grouping of sepheroth is called the “Moral Triangle” by Kraig. "> It
creates an inverted triangle with Tiphereth (Beauty, number six, and corresponding to the
Sun), and Geburah (Severity, the fifth sephera, relating to Mars). Chesed (Mercy) is the

fourth sephera, has Jupiter as its corresponding planet, and is the inverted apex of this

' Or the “Realm of the Soul” (Parfitt, 33).
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triangle. The lesson illustrated here is that the result of the balance of Severity and
Mercy is Beauty.

The final grouping, the “Celestial Triangle” (Kraig, 90) or “Realm of the Spirit”
(Parfitt, 34) is comprised of Binah (Understanding, the third sephera, represented by
Saturn), Chokmah (Wisdom, the second sephera), and Kether (Crown) the first. These
three are used in developing the capability to experience spiritual energies at their peak
moments in our lives. They are manifested at those times we feel most “alive” or in
synchronization with the rest of the universe.

The diagram of the Tree of Life illustrates a number of concepts. Since all other
sepheroth descend from Kether, we may see the evolution of the universe out of this first
sephiroth, the initial unity of God.

The positions of the sepheroth create three vertical columns within the Tree which
are referred to as the Three Pillars (see Figure 5). The Pillar of Severity (the column on
the left created by Binah, Geburah, and Hod) illustrates that Strength comes from
Understanding and brings Glory. The complimentary pillar on the right, the Pillar of
Mercy, shows that Wisdom combined with patience will bring Victory. The Middle
Pillar, or Pillar of Mildness, teaches us that in this world we should seek to establish our
foundation in beauty and equilibrium. The left pillar holds the attributes of femininity
and passivity, while the right pillar is masculine and active. A numerically descending
line is noticeable from Binah (sephera 3, Saturn) the first planet in the Rites of Eleusis
series) to Yesod (sephera 9, Luna) the seventh and last of the Rites.

Working away from godhead would seem at first to be working against the goal
of the rituals of the Rites of Eleusis, that is, achievement of a re-connection with God.
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And yet, by structuring Rites to reflect this specific process or progression,
Crowley is demonstrating that the path to God leads ultimately toward Man, not away

from him.
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CHAPTER 1

THE THEATRE OF SPIRITUALITY

There never was a community of people who got together and said, “Why

don’t we have a theatre? We need a theatre. Where are the actors?”

That never happened in the history of the world. A few hams got together

and said “Let’s get up on the stage and do something.” In the caves

somebody stood up and told a story. Nobody said “Let’s have a story”

until they’d heard a story (Orson Welles, American Film Institute

Awards, 1976).

Introduction
The question of origins is an important one, but it is often difficult to determine

where the answer to the question should begin. Every event has its precursors, influences
that have shaped and informed it, and each of those, in turn, have theirs. In order to
create a semblance of structure, this dissertation will progress chronologically or, in
another sense, geometrically. Following the form of a pyramid, this first chapter may be
seen as the broad base which creates the foundation upon which is then built a smaller,

more focused second chapter. That is followed by an even more specific third chapter,

and so on.

41



This first chapter addresses the basic historical and psychological issues which
informed the creation of Aleister Crowley’s Rites of Eleusis: the relationship between
man and God, the relationship between society and God, and man’s use of art as a means
of communicating about and to God. In doing so, brief overviews are presented
illustrating these relationships through time, concluding with the late nineteenth century,
the period in which Crowley was coming into his own as an artist and philosopher.

The Beginnings of Myth

There are certain behaviors of humanity which transcend geography, linguistics,

chronology, and race. One of these, as the quote above from Orson Welles suggests, is

the urge to tell stories. The focus of this dissertation is not to discuss the interpretations

9516

99 <6

and uses of terms such as “narrative,” “story,” or “discourse.” > For the purpose of this
dissertation I posit that a narrative is created when events are identified as being
significant and are placed in a sequence that allows our brains to make meaning out of
those events. The human brain is in a constant, conscious and subconscious, search for
meaning and understanding. This is a survival instinct. We search for meaning in the
context of the events of our own lives, we search for meaning in the context of global
events, and we even search for meaning in the context of galactic motion, action and
reaction. No event is too great or too small but that human beings will look within it for
some connection to a greater narrative, and a larger meaning created by the same humans

observing those events. Our minds constantly seek to identify patterns by which we may

recognize and communicate our location and condition to ourselves and to others.

'® See Phelan and Rabinowitz (1994), and Chatman (1993) for a more detailed analysis of the varieties of
available terminology and their applications.
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Anyone who begins a discourse by stating “This is how it was” is inviting
conflict. History, even history as recent as yesterday’s news, is a combination of
interpretation and conjecture, or, as Will Durant writes in Qur Oriental Heritage “most
history is guessing, and the rest is prejudice” (Durant, 1954:12). Many times we may be
comfortable in stating “This is what happened,” only to be proven wrong later when new
evidence surfaces. While historians attempt to reconstruct the past, both they and their
audience must be prepared to stay aware that those reconstructions are temporary and
will be revised, expanded, or possibly rejected entirely. To be an historian one must
assume the mantles of scholar, detective, playwright, and mind reader in order to
compose a clear explanation of how and why events unfolded, and what implications lie
within. It is an especially challenging role when one considers a time before written
records, where all the evidence consists of a few images on a stone wall and tenuous
analogies made in relation to contemporary primitive cultures. Historians examine events
in order to discover patterns and /or meanings reflective of a broader context, and it is not
uncommon for more than one interpretation to arise from a single event.

The origin of the idea of the myth and of mythmaking has been examined by
numerous scholars such as Walter Burkert, G. S. Kirk, Joseph Campbell, even Northrope
Frye. Richard Caldwell (1989) offers the theory that myths serve a variety of needs
ranging from the therapeutic, such as anxiety reduction experienced in the cathartic
reaction associated with the ancient Greek tragedies, to the anthropological (“why are
these people the way they are and why do they do what they do?”’). Lauri Honko
(Dundes, 1984: 41-52) suggests that no one answer provides the explanation for the
creation of myths, but that their functions may include (1) myth as source of cognitive
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categories; (2) myth as form of symbolic expression; (3) myth as projection of the sub-
conscious; (4) myth as world view; (5) myth as charter of behavior; (6) myth as
legitimation of social institutions; (7) myth as marker of social relevance; (8) myth as
mirror of culture and social structure; (9) myth as the result of an historical situation; (10)
myth as religious communication; (11) myth as religious genre; (12) myth as medium for
structure.

Clearly, in its broadest function, myth serves as a model reflective of human
mental and physical experience. It is an attempt to explain ourselves to ourselves. Often
the work of Theatre addresses the same task, so it should not be surprising when these
two forms of communication join forces toward a common goal.

There are many theories which attempt to explain the origins of theater but,
lacking any clear evidence, all of them are conjectural. That Greece is often the focus of
these theories is not surprising, since Greece is the location of the earliest extant
examples of a coherent system of fictive dramatic performance. Yet recorded events in
an established location still lead to numerous interpretations.

The Dithyrambic theory is presented by Aristotle in his Poetics. It is generally
accepted that the Poetics was written ¢.330 BCE, almost a century after the zenith of
Greek theatre. The Poetics describes how the drama was improvisational in origin,
tragedy and comedy developing respectively from dithyrambic and phallic performances.
Plato believed the original meaning of the term “dithyramb” was a celebratory song
honoring the birth of Dionysus (Stuart, 2). The connection of the term “goat song” and
“tragedy” has long been debated. Walter Burkert, in his collection of essays titled Savage
Energies, accounts for some of the characteristic elements of tragedy such as violent
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bloodshed, guilt, concealed identity, and song (Burkert, 2001: 7-9). In the rural festivals
celebrating the god Dionysus, male goats that had passed their prime were sacrificed.
Because of the instinctual human respect for life, the sacrifice is viewed as a deed both
necessary and awful; therefore those performing the sacrifice wear masks to conceal
identity. Burkert suggests that this tradition was carried down into later times as
evidenced by the masks worn by public executioners. The sacrificers also gave voice to
their guilt in a song of lamentation for the goat. These performances could have
developed into a contest among the competitive Greeks. As is evident in the stories of
Abraham and Isaac, and of Iphigeneia, myths suggest that animals occasionally replace
human beings as the object of sacrifice. At the last minute, God accepts a ram as a
substitute for Isaac, and Artemis substitutes a deer for Iphigeneia. The song of
lamentation for a sacrificial goat might have been transformed into a song for a dead
hero, whose exploits were well known from heroic myth. Human sacrifice is not an
uncommon theme in extant tragedy and even murders are often described in the
metaphorical language of sacrifice. When Aristotle discusses the origins of tragedy in his
Poetics, he does not try to explain the connection of tragedy with goats, but merely
suggests that tragedy arose from an improvisation involving those who led the dithyramb,
or the leaders of the dithyrambic chorus. Aristotle may be referring to improvised
exchanges between chorus leader and chorus, which developed into dialogue between an
actor and a chorus.

Aristotle states that the impulse to imitate, mimesis, is inherent in humans
(Aristotle, 20), and that theatre probably originated from improvised dithyrambs, hymns
sung or chanted in honor of Dionysus, god of wine and fertility. Similar to Aristotle’s
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theory is the concept of the Epic Rhapsode supported by H. D. F. Kiddo and Gerald Else
among others.'” This theory proposes that the original subjects of theatrical presentation
were the same as those of the epic poems of ancient Greece, but that these poems were
enacted or presented rather than merely recited. This theory downplays any involvement
of ecstatic energy, and does not attempt to explain any connection between early
performative events and the dithyramb or Dionysus.

The Hero-Tomb theory, first presented by William Ridgeway, states that the
origin lies in the performance of rituals designed to honor dead heroes.'® The heroes
might be great men or women of history, real or imaginary ancestors, or ancient gods or
goddesses who have been demoted to human status. The activities in honor of the dead
ranged from re-enactments of their most famous or important exploits to games held in
their honor. Ridgeway identifies this type of activity as being performed throughout
history in several locations around the world, including Sweden. He links his theory to
the activities associated with ancient Roman /udi funebres, the funeral games held for
important Romans, and also with modern traditions such as the firing of weapons over
the grave of a dead soldier.

In his Golden Bough James G. Frazer suggests the theory that the source of
theatre lies in the observance and celebration of gods representative of the changing
seasons. Ridgeway counters this with his interpretation that “behind Frazers’ vegetation
gods there was in each instance a real human being” (Vince, 10). Ridgeway spends

several pages in The Dramas and Dramatic Dances of Non-European Races (1915:11-

17 See Kitto, 1951.

'8 See Origin of Tragedy (1910).
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19) attacking Frazer’s research and conclusions. According to Ridgeway, Homer
presents his heroes as noble men and worthy of admiration. Many, such as Hector and
Achilles, later became objects of worship. Hero cults were distinctly different from mere
attendance to the dead, the latter intending only to assure comfort in the afterlife. While
the worship centered in general at the supposed place of the hero's tomb, the cult of some
heroes, notably Hercules, was widespread.'” In hero worship, as in the ancient worship
of most powers, rituals were performed, animals were most likely sacrificed, and
offerings were left beside the hero's tomb.

Other theories propose that the origins of theatre lie in storytelling, as Orson
Welles suggests, and a sixth theory grew out of the Cambridge anthropologists of the
early twentieth century, known as Myth-Ritual. This interpretation claims the origin may
be found in the movements and dances of the performer/shaman who would imitate the
behavior of hunted animals and the hunters tracking them. Eventually this would
incorporate costumes and properties such as animal skins and weapons and would,
ultimately, lead to or be combined with the development of a narrative with a beginning,
middle and end. This theory, supported by modern scholars such as Joseph Campbell and
Richard Schechner, suggests that fictive reenactment is a development of ritual
reenactment. It holds that from primitive religious rituals, primarily associated with
seasonal cycles, came the development we identify as western classical drama. It does
not necessarily claim that theatre evolved directly from the early ritual, nor does it require

that all theatrical practice find this as a common source, but that ritual was a contributing,

1 See L. R. Farnell, Greek Hero Cults and Ideas of Immortality (1921).
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influential factor in dramatic development. Dionysian worship is seen as having been
truly ecstatic, resulting in emotional possession which imitated events in the life of the
god. This is the theory that is the most widely accepted today, although it has not gone
unchallenged.

Some scholars are not comfortable with the cultural Darwinism this theory
suggests. Shortly after the Cambridge anthropologists (the most famous and widely
published, aside from Frazer, being Gilbert Murray) began presenting their ideas they
were challenged by the Functionalists. This group argues that it is impossible to accept
the sweeping generalizations the Cambridge school makes regarding cultural
development, and that it is logical and natural that cultures will develop differently from
one another.

After World War II Claude Levi-Strauss, a French anthropologist, reinterpreted
the role of myth in the relationships of cultures. Levi-Strauss felt that the main
determinant of human behavior was structure. He focused on language and myth as the
principal vehicles of collective consciousness forming the basis of stable social
structures. Levi-Strauss was interested in why myths from cultures all over the world
seem so similar, and how myths may be both historically specific yet universally
applicable. For example, myths are almost always set in some time in the distant past,
making them historical (Levi-Strauss’ parole), yet, at the same time, the story of the myth
is timeless, making it ahistorical (Levi-Strauss’ langue). Levi-Strauss and the
structuralists addressed two opposite methods of viewing the world: scientifically and
mythically/magically. In primitive societies these methodologies are integrated naturally
and with no sense of contradiction, whereas in our modern society they are not merely
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separated, but employed as a basis for an evaluation of legitimacy of thought. Science
and the scientific method are understood to be the standard by which legitimacy is
achieved. The myth/magic paradigm of viewing the world is criticized as haphazard,
generalized, and not as consistently valid, and therefore not as consistently valuable.
The urge to mythologize is another example of those universal practices or
behaviors of humankind. The creation of mythological narratives is found around the
world and across time. Various examples of cross-cultural mythic concepts (e.g. the
Land of the Dead, the Virgin Birth, the Resurrected Hero™) have been examined at length
by Joseph Campbell et al. The combination of these behaviors, the creation of
mythological narratives in order to explain and/or understand the structure or “rules” of
reality, often resulted in religious beliefs and practices which have been part of the
psychology of mankind for as long as mankind has possessed self-awareness. While the
urge toward mythologizing is an attempt to intellectually understand the universe, some
religious practices have attempted to combine that intellectual understanding with an
emotional experience in an effort to make spiritual existence a reality within human
consciousness. Evidence of both of these urges predates written history. Religions
which value the ecstatic experience have recognized the importance of what may be
called personality sublimation in order to open one’s psyche to that experience. This
entails the conscious decision to relinquish control over one’s actions Numerous
examples of fictive reenactments of this type of experience are available: Ken Russell’s
Altered States (1980), John Boorman’s The Emerald Forest (1985), and Wes Craven’s

The Serpent and the Rainbow (1988) come immediately to mind when considering

20 See especially Campbell’s The Hero with a Thousand Faces (1980) and The Power of Myth (1988).
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cinematic representations of the power of religious ecstasy. Documentary films which
have recorded this type of activity, including but not restricted to such events as voodoo
ceremonies, religious snake handling, and whirling dervishes, appear regularly on
television, including cable channels such as the Discovery Channel, the History Channel,
The Learning Channel, and Arts and Entertainment.

One need only think of any of the classic images of prehistoric shamanic activity
recorded in cave paintings to understand that this act of sympathetic connection between
hunter and hunted played an important role in the lives of prehistoric societies. Consider

the case of Le Sorcier, The Sorcerer (Figure 6).

Figure 6: Le Sorcier
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Eight days before the before the outbreak of World War One, a French Count, Begouen
and his three sons discovered a cave system in the Pyrenees, and the count named the
caves after the three brothers: Les Trois Freres. The painting which came to be called
The Sorcerer is found in a room called the Sanctuary. This is one of a series of rooms
which form an enormous complex within the subterranean system. Over thirty bison, ten
horses, four ibexes, one reindeer, and, at the center of the tableau, a strange
man/bison/god/shaman, apparently dancing, are engraved on just one of the walls of the
Sanctuary. Only The Sorcerer was not engraved into the wall but, rather, was drawn in
black paint. The image is thirty inches high, fifteen inches wide, and its location appears
inaccessible. However, a hidden corner of the Sanctuary leads to sunken corridor and
long narrow passage, which emerges again into the far end of the same cave where there
is an opening thirteen feet above the floor, and beyond which faces The Sorcerer. A man
could comfortably lodge himself here in a good position to have drawn upon the wall, in
an apparently inaccessible place fifteen feet above the floor. A fold of rock conceals this
window from the rest of the cave. A shaman sitting there with a torch could cast light
from an invisible source upon the image of 7he Sorcerer and, when he spoke, the words
would seem to come from the image of the god himself. Of all the images on the walls of
the Sanctuary, only the face of the Sorcerer looks directly at the observer. It has been
estimated that the Sanctuary was decorated in about 14,000 BCE, during the Mid-
Magdalenian period of the Paleolithic, or old stone age. At that time the world was in an
ice age that did not end until 8,000 BCE (http://www.lugodoc.demon.co.uk/sctb.htm).

As Evelyn Underhill writes in Mysticism, “Consciousness is always running out to
the encounter of the absolute and being forced to return”(Underhill 3). The desire that
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keeps man running out to that encounter is what J. H. Leuba terms the “will to union”
(Williams, 2). This “will to union” is the motivational force that is the essence of the
qabalah, of Spiritualism, of all truly religious paths. It is the drive to correct the
separation from God, or the Absolute, or whatever else it might be termed, and reunite, or
“come home.”

Having created a theory of the nature of these powers or forces which affect daily
life, a natural development is to attempt to influence that force, thereby regaining some
measure of control over the events of one’s own life. It is noted by psychologists such as
Abraham Maslow that the perception of loss of control over ones life contributes to the
development of clinical depression.”! Feeling as though one has no ability to influence or
guide one’s life, as though all events are purely random and that there is nothing that can
be done to insure achievement or success, can lead to an attitude of hopelessness. The
development of the idea of religion and gods was an initial attempt at understanding and
adapting to reality. An analogy might be made between early homo sapiens learning
through observation and reinforcement, and a small child leaning in the same way. It
seems plausible that through the creation of activities meant to appease the gods came the
development of religious ritual and, simultaneously, the development of primal
performance. It may also be posited that, over time, those activities diverged into
separate disciplines and practices, the one path leading to the development of spiritual
ritual, and the other culminating in a performative art form. During the twentieth century

we have seen the reintegration of these two paths.

2l See Maslow, 1968 and 1970.
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Mythic Performance

The development of the performed myth was a logical outgrowth of the narrated
or verbalized myth. It is one thing to be told a story, quite another to see that story with
one’s own eyes, heightening the ability to engage more fully in the meaning of the
narrative. The development of the portrayed religious myth, the tradition of which, as
will be shown shortly, extends back to the beginning of recorded history, was repeated
with the rise of the liturgical drama of the middle ages. From its resurgence in the tenth
century CE with the inclusion of the quem quaeritas, the enacting of religious stories and
parables became a primary tool of religious education as well as the rebirth of socially
acceptable theatrical performance.

The performance of religious ritual, that is, actions which are carried out for the
purpose of influencing or connecting with another plane of existence, may be subdivided
into several different forms: devotional ritual, ceremonial ritual, and dramatic ritual.

Devotional Ritual: Simple devotions generally do not require special dress or
equipment, since it is desirable to be able to perform them frequently under varying
circumstances. The primary purpose of devotional ritual is to fill the devotee’s awareness
with the lasting or recurring presence of the object of his devotion, i.e. the god, goddess,
angel, energy, or entity which is the object of devotion. It is to immerse oneself in the
essence of that object to the extent that the ritualist feels connected with the deity. The
three principal components of that awareness usually incorporated are the

verbal/auditory, the corporeal/kinesthetic, and the visual.

The verbal/auditory includes the selection of text, with attention to the style of the

language, the appropriateness of the subject matter, and the effectiveness of its sound.
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Music, either a capella or instrumental, may also be included. The text may be no more
than a simple mantra such as the repetition of “Om,” or the repetition of a preplanned
prayer, poem, or other appropriate words.

The corporal/kinesthetic elements are signs or gestures associated with each of the
sequential segments of the text. In Crowley’s system of magic, specific movements or

body positions are used during various rituals.

Figure 7, Osiris Slain Figure 8, Isis Weeping

Figure 9, Typhon and Apophis Figure 10, Osiris Risen
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These postures are the final four of ten ritual positions, and are also known as the LVX.,
or Lux signs. Under certain conditions the letters LVX. may represent the Latin word
Lux or, as it is written in Latin, lvx.** These letters also form a notarikon for the phrase
“Light in Extension.” Deities of resurrection or redemption are invariably associated
with the sun, which is not only the source of generative energy and heat, but also the
principal source of light for the planet. Thus salvation is understood to be a case of
“seeing the light,” or, as in the Entered Apprentice degree of Masonry, of being “brought
to the light.” The first initiation ritual of the Golden Dawn charges the initiate to “quit
the night and seek the day.” These physical positions illustrate a sequence of birth,
death, and regeneration by representing, with the sequence Osiris Slain, Isis Weeping,
Typhon Destroying, and Osiris Risen.

Ceremonial rituals are more elaborate, usually involve more than one person,
and will frequently rely on the use of properties positioned in specific locations at exact
times, and costumes. Ceremonial rituals will differ from devotional rituals in several
ways. Most importantly, they are not necessarily religious in nature. Ceremonial rituals
may include the swearing in of a political official, the crowning of a royal figure,
weddings, funerals, graduations, even the daily opening bell of the New York Stock
Exchange may be considered a ceremonial ritual. Religious ceremonial rituals include

the Catholic Mass, the Bris, and communion. Ceremonial rituals may involve an

22 Kraig points out another gematrical association concerning the word LVX: using Roman numerals L=50,
V=5 and X=10 for a sum of 65. In the Hebrew alphabet Aleph = 1, Dalet =4, Nun = 50 and Yod = 10.

These letters spell Adonai (?3TR), one of the names of God. Thus a connection or relationship is
assumed between the concepts of light and divinity (Kraig, 146).
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experience of ecstasy, but that is not usually the intended outcome, since the success of
the ceremony depends on a series of accurately executed actions.

Dramatic ritual serves a dual purpose. It might even be said they serve several
dual purposes, meaning that there are several different events happening simultaneously
which are themselves operating simultaneously on two levels. Although ostensibly
presented with the audience in mind, serving the purpose of providing a means for that
audience to connect with the spiritual event the ritual is undertaking, it must also
maintain a rhythm and power created by and directly affecting the primary performer(s)
as well. Although the performer becomes a representative of the audience, inciting and
sharing in the spiritual experience, the audience is, at the same time experiencing the
event for themselves, as do the performers. The performers, then, experience this duality
of creating a sacred event for themselves, and also facilitating the experience of a sacred
event for others. The audience is simultaneously sharing a sacred event created by
others, and also creating within themselves a personalized (as all truly sacred events must
be) experience.

An actor may occasionally be called upon to repress his or her own identity and
assume an iconic or representational identity within a narrative. That identity will have
to be recognizable to the audience so that the audience may benefit from the experience.
The experience the audience has during the performance is not necessarily one of
recognition in the sense of understanding a situation, attitude, or character type expressed
onstage. The identification may be, rather, that of an emotion external to the plot. By
this is meant that what is being experienced by the audience is an effect that is real yet
unidentifiable, ineffable, beyond something that may be experienced or expressed
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through language.” Tt is an experience that goes beyond the cognitive ability to explain
or express. Itis a transcendent experience.

An attempt to trace the genesis and development of theatrical performance often
will find that the origin of performance has roots in common with that of religion and
mythology. The similarity exists not only in the methodology, theory and practice, but
also in the subject matter. Large themes such as birth, death, justice, and rites of passage
are observable in numerous myths from around the world, and are also identifiable in
many early socio-religious rituals. When examining the various cultic rituals, which are
still extant from around the world, certain similarities within their structure and intent
become apparent. Gaster claims that the pattern of seasonal dramas incorporates four
major elements in this specific sequence: mortification, purgation, invigoration, and
Jjubilation (Gaster 26). Mortification reflects a stasis of existence of any group such as a
city-state or nation. This mortification represents the death of vegetation, the infertility
of the earth, and the time between death and rebirth. Purgation is the initial desire of a
group or society to consciously eject any negative energy or activity which might impair
future growth and prosperity. During the Invigoration stage the group engages in a
course of action the direct result of which will be the reinvigoration of the society
through birth, growth or other form of change. Finally, in the Jubilation stage, relief at
the assurance of continuance is expressed through ritual celebration. Although Gaster
uses this sequence to illustrate a form of cross-cultural seasonal dramas, it is also
reminiscent of the dramatic structure of several Greek plays, most notably Sophocles’

Oedipus the King. At the opening of this play Thebes is suffering under a curse. The

2 “Ineffable” in its truest sense, as in “the ineffable name of Jehovah.”
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city-state is in a condition of paralysis and mortification. Purgation occurs when Oedipus
vows to right the wrong for which Thebes is suffering, no matter what the cost.
Invigoration follows at the point where Oedipus seeks out the testimony of the Shepherd
and the Messenger, and Jubilation is experienced when Oedipus transfers his authority to
Creon and leaved Thebes. When Gerald Ford assumed the Presidency after the
resignation of Richard Nixon the American public was repeatedly assured by leading
members of Congress and the media that the American system of government had
worked, and that this peaceful transference of power following such a catastrophic event
was a prime example of the success of this system. The transfer of authority from
Oedipus to Creon assures the Thebans, and the viewing audience, that the city will
endure, thus giving cause for jubilation.

Jane Ellen Harrison argues in Epilegomena (1921) that the most important

religious rite of ancient cultures was that of initiation. She notes that the Greek word for
“Initiation,” TEAETMN, means “completion, accomplishment, fulfillment” (Harrison,

xxxii). She suggests that when one became an initiate into adulthood, or into sacred
religious mysteries such as those of Eleusis, the ceremony which marked this
transformation signaled the end of innocence, or the end of the beginning, as much as it
did the beginning of a new phase of existence. But although Harrison uses the words
“completion, accomplishment, fulfillment,” making it sound as though the primary
function of initiation is the conclusion of a process or condition, it must be remembered
that initiation is a form of birth, if not rebirth. To initiate is to begin. The initiation she
writes of was not the culmination of a process, but rather the point at which one’s focus

shifted or expanded. These rites of initiation functioned as a metaphor for the cycle of
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Death and Rebirth, recognized in the yearly cycle of crop sewing and harvesting, in the
yearly death and rebirth of the sun, and in the cyclical life of farm animals that were born,
bred, and slaughtered. Countless variations on the theme of the Young King slaying and
replacing the Old King are found through the mythologies, religions, and literature of the
world. One need only think of the symbolic yearly battle between the Oak King and the
Holly King, each making way for the other’s rule, or of Jehovah of the Old Testament
being superceded by Christ (who was himself to experience a Death and Resurrection), or
the struggles between Claudius and Hamlet, Laius and Oedipus, Duncan and Macbeth,
even the Victor Frankenstein and the Creature. The King is dead, long live the King.
The death and resurrection interpretation of these rites is not limited to a reference
to the physical conditions of life and death. Richard Caldwell notes the Freudian
implications inherent in the association between castration/impotence and death which
“underlies the common double-entendre . . . [’amour and la mort (Caldwell, 151).” It
may also be seen as a personal metaphor for the death or dissolution of the old self and
the rebirth or growth of individual spirituality, the death of the base, physical, animal
instinctual level of human consciousness and the birth or release of the higher, more
spiritual aspects. This idea has been incarnated in a number of mythologies, among them
the quest for the Holy Grail, which serves as one of several metaphors for the search for
the God within each individual. Parsifal is a Christ-like figure, presenting himself as a
person which the audience may both admire and, subconsciously, with which they may

identify.*!

2 Jung has suggested that Christ also serves as an archetypal figure representing Consciousness, as opposed
to Mercurius/Hermes who represents the unconscious (Jung, 1983: 247).
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The West is by no means unique in its history of incorporating performance into
religious observance. Egypt provides us with a number of examples of combined
secular/temporal performance texts. It also gives us, by looking for patterns within these
texts, a model by which we may identify commonalities of construction in rituals found
in other parts of the world at that time. The Egyptian Coronation Drama was first
discovered in 1896 at Thebes. The papyrus has been dated to c. 1970 BCE, but the rite
itself may go back to 3300 BCE.*> The Memphite Creation Drama is recorded on the so-
called “Shabako Stone” and is currently preserved in the British Museum. The stone is a
copy of an earlier carving estimated to originate from c. 2500 BCE, and presents a script
with a prologue and epilogue. Line six introduces the deities created by Atum who is
begat by Ptah. Lines 7 - 35b are the mystery-drama proper portraying the division of the
rule of Egypt between Horus and Seth which is narrated and enacted. Lines 48 - 52 reveal
the new heading for Egypt and Ptah's epiphanies, including a reaffirmation that all deities
are manifestations in Ptah, to whom Ptah gave birth. Although stilted, the assigning of
dialogue is quite recognizable:*®

(10a) Geb's words to Seth : "Go to the place in which you were born."

(10b) Seth : Upper Egypt.

(11a) Geb's words to Heru : "Go to the place in which your father was

drowned."

(11b) Heru : Lower Egypt.

(12a) Geb's words to Heru and Seth : "I have separated you."

(12b) Lower and Upper Egypt.

(10c, 11¢, 12¢) Then it seemed wrong to Geb that the portion of Heru was like the

portion of Seth. So Geb gave Heru his inheritance, for he is the son of his
firstborn son.

*> The earlier date is identified by the original translator, Kurt Sethe, based on an intertextual reference to a
type of priest commonly found in the First Dynasty (see Gaster, §0).

26 Parenthetical notations refer to the specific lines on the stele.
60



13a) Geb's words to the Nine Neteru : "I have appointed
(13b) Heru, the firstborn."

(14a) Geb's words to the Nine Neteru : "Him alone,

(14b) Heru, the inheritance."

(15a) Geb's words to the Nine Neteru : "To his heir,

(15b) Heru, my inheritance."

(16a) Geb's words to the Nine Neteru : "To the son of my son,
(16b) Heru, the Jackal of Upper Egypt ---

(17a) Geb's words to the Nine Neteru : "The firstborn,

(17b) Heru, the Opener-of-the-ways."

(18a) Geb's words to the Nine Neteru : "The son who was born ---
(18b) Heru, on the Birthday of the Opener-of-the-ways.

By c. 2000 BCE records began to be kept concerning the involvement of the muu
dancers who were instrumental in the performance of funerary rites during the Middle
and New Kingdoms.”” From examining the walls of Middle and New Kingdom tombs it
has been determined that there were three kinds of muu dancers. The first of these went
ahead and intercepted the funeral procession on the west bank, using hand gestures to
provide the necessary permission to enter the necropolis. The second type were guards or
watchmen stationed in a special muu "Halle." From here they guarded the necropolis.
The third type of muu were associated with the "people of Pe." They are shown in New
Kingdom tombs dancing as a pair facing each other. References to the muu are found
scattered throughout Egyptian archacology.

Think of the day of burial,
the passing into reveredness.
A night is made for you with
ointments and wrappings
from the hand of Tait.

A funeral procession is made
for you on the day of burial;
the mummy case is of gold,

its head of lapis lazuli.
The sky is above you

?7" See Emma Brunner-Traut: Der Tanz im Alten Agypten (1938), and Hermann Junker, Der Tanz Der
Mww Und Das Butisch Begrdbnis Im Alten Reich (1940).
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as your lie in the hearse,

oxen drawing you,

musicians going before you.

The dance of the muu-dancers

is done at the door of your tomb.
This is a description of the ideal funeral as envisioned by King Senwosret I. It was part
of an inducement to the wandering Sinuhe to return home to Egypt before he died
(Lichtheim 229).

Between 1887 and 1849 BCE King Usertsen III built a shrine to Osiris at Abydos.
I-kher-nefert was sent by Usertsen to organize a dedicatory performance for the shrine
that would recount the death and resurrection of Osiris (Macgowan and Melnitz, 18).

The surviving record of this performance came to be known as the Abydos Passion Play.
The Triumph of Horus, dated to c. 1300 BCE, reenacts the victory of the god Horus over
the god Set, or Seth, and the coronation of Horus as ruler of Upper and Lower Egypt.
These bits of evidence of performance within the context of religious observance are
recorded in tomb carvings, paintings, and stele throughout Egypt. They are indicative of
a culture that found ritual and religion indispensable to their lives, and that found it
necessary to enact demonstrations of their beliefs.

In India the god Shiva, Lord of the Dance, is believed to have created the universe
with his Ananda Tandavam, the Dance of Joy, performed in tandem with his feminine
counterpart Shakti. Worshippers of Shiva and Shakti still perform ritualistic dances
honoring the two, and these cults having existed for hundreds of years. Dance has been a
part of the art of dramatic theatre in ancient India, particularly in non-Aryan, primarily
Dravidian societies for thousands of years. The oldest evidence of this activity to date is

the bronze figure of a dancer from the Indus Valley Civilization excavation sites at
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Mohenjo Daro and Harappa. The figure is bronze, dated c. 2500 BCE, and shows the
dancer with one hand on her hip, her body in a curve with the weight resting on one leg,
her hip out-thrust. The oldest treatise on Indian dance and drama is dated from
approximately the second century BCE. The Sanskrit text, called Natya Shastra, is said
to have been composed by the ancient sage Bharat Muni. Its 36 chapters address in
minute detail aspects of music, dance, stage setting, poetry, costumes and make-up.
Legend has it that Brahma, the creator of universe, composed a fifth Veda out of the
existing four in order to entertain the gods, demons and humans. He then taught it to
Bharat Muni, who wrote the treatise on it. The sage is also believed to have staged the
first play, enacted by his 100 sons and celestial maidens. Titled Amrita Manthana, the
play depicted the mythological churning of the Milk Ocean and was enacted in the
amphitheater of the Himalayas. Shiva was so pleased with the performance that he sent
his disciple, Tandu, to teach the finer aspects of dance to Bharat Muni. Bharata Natyam
was the dance technique evolved in the South of India in Tamil Nadu and practiced in the
temples Shiva. It is a highly specialized science with a traditional background and rigid
codes and conventions. Bharata Natyam embodies the three primary ingredients of
dancing. These are bhava or mood, raga or music and melody, and fala or timing. The
technique of Bharata Natyam consists of 64 principles of coordinated hand, foot, face
and body movements which are performed to the accompaniment of dance syllables. For
many centuries Bharata Natyam has been performed only by certain families in the
district of Tanjore, these practitioners of the art being known as 'Nattuvans'. The chief
exponents of this dance were the Devadasis or temple dancers. They would perform the
dance daily at the time of worship or on festive occasions. It came to be patronized by
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the Rajas and princes. In course of time Devadasis started dancing in the royal courts,
thereby abrogating its religious sanctity. Bharata Natyam stands in the forefront of all
the classical dance arts now prevalent in India, owing to its religious origin and its highly
developed technique. It is the form of dance most akin to the code of performance
compiled by Bharata Muni in his Natya Shastra.

Mesopotamia was the source of the Hymn to Ishtar, written c. 1600 BCE, a work
which revealed the close relationship of the goddess to both the fertility and secular
aspects of that society. The Hymn to Ishtar was prededed by The Exaltation of Inanna by
several centuries, and demonstrates a combination of attributes of the goddess Ishtar with
that of Inanna. Even before this was Nanna, the Moon God (later known as Sin by the
Babylonians and Assyrians), who held strong connections with time, fertility and
kingship. Nanna was also known as the Prince of the Gods, and was next in rank after
Enlil, the chief god of Mesopotamia. As the patron of time, Nanna’s direct connection
with and control over the coming and passing of days, nights, seasons and the year, is
cited in the following hymn:

Nanna, great Lord, light shining in the clear skies,

Wearing on his head a prince’s headdress,

Right god bringing forth day and night,

Establishing the month, bringing the year to completion (Jacobsen, 1973:122).
The Akitu Festival of the First Month, as noted in a series of tablets dated from the reign
of Ibbi-Sin of Ur, lasted a minimum of five days. The high point of the festival was
Nanna's entry by barge into Ur from the &-ki-ti House in Gaesh. This occurred probably
on the third day, when a special offering to the Boat of Heaven, Nanna's transport to Ur,

was made. There were no offerings on the third and fourth days, indicating Nanna's

absence from the complex. On the fourth day the Great Offering was conducted at the
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dug-iir sanctuary and the Ekishnugal, indicating Nanna's presence in Ur proper (Cohen,
1993:409-410).

Sufism is a mystical current within Islam that began during the ninth and tenth
centuries and reached its height during the twelfth and thirteenth centuries. Members of
Sufi orders are commonly called dervishes, from the Persian darwish, one who gives up
worldly concerns to dedicate himself to the service of God and community. The well-
known Whirling Dervishes or Mevlevi order of Dervishes in Turkey incorporate
elaborate choreographies called sema which are accompanied by sung poetry from the the
founder of the order, Jalal al-Din Rumi, or Mevlana, that is set to compositions styled in
in the tradition of Ottoman secular art music. Raising their arms, holding their right palm
upward toward heaven and their left palm downward toward earth, they gradually begin
whirling in a counterclockwise direction.

Only rarely do most of us encounter dance as a private act of surrender to the

divine. And so the Islamic ceremony of sema... demands a shift in aesthetic

sensibility. The seemingly endless rotations of its dancers are intended not for us
but for Allah. Twirling 20 to 30 times a minute, with the right hand turned
heavenward to receive God's grace and the left turned down to convey that grace
to Earth, the nine dervishes, their eyes half-closed, seemed oblivious... after a time
their movements also seemed to melt into one another. The mild tedium of

watching the dervishes gradually turned into meditation. Their dance became a

prayer, and we were all part of it. (David O'Reilly, Philadelphia Inquirer,
Wednesday, February 5, 1997)

It is interesting to note that many of the goddesses which were connected with
performative public ritual, such as Isis, Astarte, Diana, Hecate, Demeter, Kali and Inanna,
had in common the three basic identities of a Mood Goddess archetype: the young girl on
the verge of sexual awakening, the mature woman who represents the bounty of nature
and the earth, and the elderly woman who faces death as her powers decline. These three
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aspects are known collectively as the Triple Goddess, also known as the Maiden, Mother
and Crone, a pagan counterpoint to the Christian Holy Trinity of Father, Son and Holy
Ghost.

The Idea of Symbolism

The incorporation of performance in religious ritual continued with the spread of
Christianity during the first millennium CE. Worship of the Christian god was an illegal
activity under Roman jurisdiction until the Emperor Gallienus passed a law in 261 CE
which removed the threat of persecution. Gallienus was not so much supporting the
Christians as he was disinterested in all forms of religious practice. The Christians
therefore benefited from his apathy. As a result, public Christian churches were
constructed and regularly scheduled public services were held. This relaxation of
religious restriction did not last, and for the next fifty years the Christians found
themselves forced to return to clandestine practices of worship.

Constantine became the emperor of Rome in 306 CE, and his conversion to
Christianity had far reaching effects on the common practice of the religion. His
conversion happened during a war against his brother-in-law and co-emperor, Maxentius.
Before the crucial battle of Milvian Bridge in 312 CE, Constantine prayed for divine
assistance. God sent him a vision of a cross of light at midday, bearing the inscription in
hoc signo vinces (in this sign you will be victorious). That night he had a dream that
reaffirmed his earlier vision. God told him to use the sign he had been given as a
safeguard in all of his battles. Constantine converted to Christianity and ordered the

symbol to be painted on his army’s shields. Constantine was victorious in the battle of
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the Milvian Bridge, and he continued to wear the cross against every hostile power he
faced.

Once the Empire officially recognized Christianity, the growth and influence of
the movement increased rapidly. Following the footprint of the empire under which it
began, Christianity spread through Europe and into the British Isles within several
centuries. Clovis, king of the Franks, converted in 496 CE; the Visigoths converted in
587 CE and, by 604 CE, St Augustine had established a firm presence in England. St.
Patrick had already converted most of Ireland by the time of his death in 461 CE. The
cities and towns being presented with the news of Christianity were usually open to the
suggestion of a conversion. The rural areas, on the other hand, were often more hostile to
the idea of changing religious practice. This may have been due to the close relationship
between religion and agriculture, which had been recognized and followed for centuries.
In order to make the transition easier for the rural people, the Christian church would
occasionally adopt the older, pagan practices or locations.”® Thus, Christian churches
were constructed at or near locations which had traditionally been visited as religious
sites such as a holy hill or a sacred tree or spring. Pagan deities and their mythologies
were occasionally incorporated into the Christian theology, making the transfer of
religious practice as subtle as possible. Neo-pagans note the transformations of the Irish
goddess Brighid into St. Brigit, Wotan into St. Michael, and the Aztec earth-mother
goddess Tonantzin into the Virgin of Guadalupe.

In the nineteenth century in Europe an artistic form arose which echoed the

practices of pagan religious sects in its attempt to create a “paraconscious” rather than

%% The word “pagan” comes from the Latin paganus (pl. pagani) meaning one who lives in the country, a
peasant.
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conscious reaction in its audience. It was the reawakening of the sense that the nature of
the human being was more than the conscious, rational mind. This new movement, of
prehistoric origin, was a reaction to and rebellion against the primacy of egocentric
humanist thinking which had held sway since the Renaissance. It was an instinctual
attempt to transcend the foundational precepts of humanism, that is, that Man is the
fulcrum of the universe, with an as-yet undefined concept of a greater reality than had
heretofore been imagined, a reality which was at the same time literally universal and yet
intensely personal. It was an artistic form which addressed issues so complex that
language alone was insufficient to the task of expressing them. As a result, these artists
created a form with which they hoped to stimulate not merely the conscious areas of the
brain but also areas which might unconsciously create meaning for the audience. This
was not the linguistic imagery of Shakespeare, but an imagery which transcended
language and conscious thought. It was a language of Symbolism.

The essence of the Symbolist movement in the nineteenth century was the desire
to communicate with a part of the human mind that is beyond the consciousness. As
Antoine de Saint-Exupery wrote in The Little Prince, “It is only with the heart that one
can see rightly; what is essential is invisible to the eye.” The early symbolists were
presupposing a psychological construct which would not be proposed by Freud or Jung
until decades later, that the human mind was comprised of more levels than mere
consciousness, and that these other levels were equally valid avenues for communication
and the creation of meaning out of perception.

Symbolists sought to clothe the idea in perceptible form. This was a recognition
that it was not always possible to verbalize or illustrate an idea itself. In such cases it
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becomes necessary to express the idea through the influence it would have on its
surroundings. An analogy might be made by using an invisible man as an example.
While the man himself is not visible, he may yet be perceived by his wearing of clothes.
Although his arm may not be visible, its action and position may be observed via the
movement of the sleeve. And yet while that clothing may be “perceptible,” the ability to
see the sleeve does not always equate with an ability to perceive the arm beneath. Seeing
the sleeve gives little indication as to the race, age, or gender of the invisible being. As a
result, both the medium and the message faced a constant risk of misinterpretation and
rejection. Part of the fault for misinterpretation must be laid at the feet of the symbolists
themselves. In striving to expand the language of poetry, art and music, the Symbolists
often trapped themselves in ambiguity to the extent that their point was lost on their
audience. Symbolist artists felt, as Artaud would echo decades later, that the ideas which
they were addressing were too complex to be communicated through mere language.
Messages and concepts of the heart and spirit needed more subtle means of
communication. This was attempted through abstraction, metaphor, and suggestion.

At the heart of the Symbolist message lies a message of spirituality. It is an
attempt to use art as a means to transcend the societal fragmentation which had taken
hold since the development of the industrial revolution, and to counter the growth of that
materialistic philosophy which, in turn, had counterbalanced the rise of Romanticism at
the beginning of the nineteenth century.

Symbolist Poetry

The origins of the symbolist movement are as difficult to pin down as the origins

of almost any other movement. While it is often identified as spanning the years 1885 to
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1895,% it is just as often claimed that the father of the symbolist movement, at least as far
as literature is concerned, and at least in France, was poet and critic Charles Baudelaire
(1821-1867). Considering the influence that Edgar Allan Poe had on Baudelaire, it
might just as well be argued that Poe is the genesis of literary symbolism, and so on back
through the literary influences which created Poe. Fluent in English, Baudelaire began
his literary career as a translator of Poe’s novels and short stories, and eventually became
so associated with Poe that he was later accused of plagiarizing the American writer. His
defense was indignation.

Do you know why, with such infinite patience, I translated Poe? It was because

he was like me! The first time I ever opened a book by him and discovered, with

rapture and awe, not only subjects which I had dreamt, but whole phrases which

I’d conceived, written by him twenty years before (Starkie 218).
The discovery of this kindred spirit was based in part on the two men sharing a
recognition of mankind as possessed of a “perpetual inclination to do evil” (Hyslop 75)
which was tempered by a desire to find and/or create beauty and perfection.

The parallels between the lives of Baudelaire and Crowley are interesting to note.
Both were only children born to older fathers: Baudelaire‘s father was sixty-one when
Charles was born, Edward Crowley was forty-six at the time of his son’s birth. As a
result of this, both lost their fathers at an early age. Aleister Crowley was eleven when
his father died. Charles Baudelaire was five. Both came from wealthy backgrounds and
received large inheritances upon achieving their majority, yet squandered the money and
spent most of their remaining years in financial desperation. Both were involved with

numerous mistresses, experimented with drugs, and were condemned by the public for

composing pornographic and satanic literature.

? See Deak, 3. Cf. Gassner and Quinn (1969, 828) who claim 1870-1920.
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Crowley’s admiration for Baudelaire began while he was an undergraduate at
Cambridge, and continued throughout his life. In Paris in November 1913 he wrote a
prose poem titled Charles Baudelaire which was later published in his collection of
poetry The Giant’s Thumb (1915):

TOUSSAINT. I have walked through the garden of the Luxembourg. It is
like one’s dancing-girl in the morning. The fallen leaves, the tangle of her dyed
orange hair; the flowers agonizing, and monitorial. Ah me!

I stand now by the tomb of my father --- of Charles Baudelaire.
Reverence I bring, and memory, and that seed whereof I am generator and
guardian.

Flowers I bring --- flowers of that South windless and sea-washed and
sun-embraced whereof He knew in manifold unique vision.

Oh! my father! my father!

Thou art dead: I die: that liveth and shall live for evermore while Our
Father the Sun nourisheth Earth with His bounty.

Thou didst understand all things, thou least understood of all men! Thou sawest
all things beautiful --- as they are: thou didst repine at all the futile restlessness of
those things.

No aim! No purpose! No will! Scarce one man in ten million with
aspiration of cosmic scope. All waste. All loss. All fatuity --- the sacred fire but
ignis fatuus --- the sun but limelight of how sorry a stage! Thou hadst that infinite
distaste for the relative, that infinite craving for the absolute that is the mark (is,
for the two are one) of all the saints. Saint, though what sins who knows or cares?
“The chief of sinners is the chief of saints.” I no longer remember what poet,
what creator of truth from illusion, said this.

My father saw all things very good, as God upon His Sabbath of Creation.
Only he could not understand why they should seek evermore to be other than
they are. He could not conceive change as stability, could not understand that
constancy of energy is rest. Therefore my little finger is thicker than my father’s
loins. But, O my father, it was Thou that didst inspire me, Thou that dist bestow
upon me the Unique Inheritance, Thou that didst instill in me the Hunger of the
Infinite, Thou that didst beget me, after Swinburne thy first-begotten that died at
his puberty, Thou that didst bestow on me the chieftest of all gifts, never to be
satisfied with whatever attainment might be mine (Crowley, 1915:314).

It is typical of Crowley that although this work is ostensibly a paean to
Baudelaire, it is Crowley who becomes the ultimate subject. Nevertheless, his

admiration for Baudelaire is obvious and genuine. When Crowley created his magical
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organization, the AA, in 1907, the required reading list included his translation of
Baudelaire’s The Poem of Hashish.

While Baudelaire expressed an interest in theatre, he did not live to complete a
script and see it performed. He began four works, Ideolus, La Fin de Don Juan, Le
Marquis du I-er Houzars, and L’Ivrogne, but they are little more than fragments (Deak
16) While he was capable of envisioning a theatrical form which would “fuse the literary
element with the pleasure of great spectacle” (Baudelaire, 1975, 1:1441), the capability to
create that form was beyond his grasp. Roland Barthes, in his Critical Essays, attempted
to analyze the reasons behind Baudelaire’s failure and concluded that Baudelaire did not
recognize the symbiotic relationship between theatrical spectacle and dramatic (plot)
construction. For Barthes, while Baudelaire was capable of setting scenes during battles,
in dance halls, and in gypsy camps, he was incapable of rising to the literary occasion in
such a manner that these environments would not only please the populist audience, but
would make a significant or necessary contribution to the plot.

The primary problem in identifying the origin of the symbolists is that symbolist
art is found in all artistic media of the late nineteenth century, and each medium had its
own independent development during the course of its individual timeframe. Although
the poetry of the above-mentioned Baudelaire and Poe, as well as that of Stephen
Mallarmé (1842-1898), Flaubert (1812-1880), Rimbaud (1854-1891), and Verlaine
(1844-1896), may be identified within the context of “nineteenth century” poetry, this
span of time also includes the work of Byron (1788-1824), Shelley (1792-1822), and
Keats (1795-1821), the standard-bearers of the Romantic movement of the nineteenth
century. Clearly no one form of expression may be identified as emblematic of this time.
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Symbolist Music

To the symbolist composer music is the creation of a mysterious state of the soul,
its source inaccessible to any ordinary linguistic description. Some musicologists, such
as Dr. C. Patrick Woliver, have argued that the symbolist movement in music lasted a
mere twelve years, from 1885 to 1897°°. There are, however, a number of nineteenth
century composers who can be identified with the symbolist movement, including
Frederick Chopin (1810-1849), Robert Schumann (1810-1856), Claude Debussy (1862-
1918), Richard Strauss (1864-1949), and two composers as closely associated with
symbolism as they are with each other: Richard Wagner (1813-1883) and Franz Liszt
(1811-1886). Liszt is possibly the most indicative of the symbolist movement in addition
to making the most important contributions to the development of the form. While
Schumann felt that music could symbolize and communicate generalized forms of
feelings, or what he termed "the morphology of feeling," Liszt went so far as to create a
new musical form in which to express his artistic concepts. The symphonic poem, or
“tone poem,” of Liszt was a work unlike any other in music. Liszt invented the term
'sinfonische Dichtung' ('symphonic poem') for orchestral works that did not obey
traditional forms strictly and were based on a literary or pictorial concept. They were an
attempt to translate works of literature into the medium of music. The best known of
these include Ce qu'on entend sur la montagne, based on Victor Hugo, Les préludes,
based on Lamartine, works based on Byron's Tasso and Mazeppa, and Prometheus, the
Faust Symphony in Three Character-Sketches after Goethe and the Symphony on Dante's

Divina commedia. In these last two works Liszt uses the term “symphony” loosely, as

3% This was stated in a conversation with the present writer held April 10, 2003.
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neither work follows the standard structure of a symphony. Just as the Symbolist artists
and poets of the nineteenth century laid the groundwork for movements such as
expressionism and surrealism, so too did the symbolist musicians, Liszt especially,
foreshadow the development of such schools as the atonality, or “pantonality,” as he
preferred to name it, of Arnold Schoenberg.

One of the identifying features of symbolist art is its attempt to transcend media,
to take a work presented in one form and try to recreate it in another. Thus, for example,
we see Liszt creating musical interpretations of works of literature by Shakespeare,
Byron, and Dante. Modest Mussorgsky (1839-1881) created through musical
composition a walk through an art gallery in his Pictures at an Exhibition (1874), based
on ten drawings and watercolors produced by his recently deceased friend, the architect
and artist Victor Hartmann. Debussy, highly influenced in his compositional
development by Liszt, adapted Mallarmé’s Prélude a 'L'apres-midi d'un faune' (1894).
Originally begun by Mallarmé as a poem in June, 1865, the work took him ten years to
complete. It found a third medium for fame in 1912 when Vaslov Nijinski, aged twenty-
two, starred in a version of it which he had choreographed for Diaghilev’s Ballets Russes
in Paris. Debussy also turned to Maeterlinck for inspiration in the opera Pelléas et
Meélisande, dating in large part from 1893-5 but not completed until 1902. Liszt’s
influence may also be seen in the works of Richard Strauss. Strauss’s Also sprach
Zarathustra (1896) is a musical interpretation of Nietzsche’s book of the same name.
Nietzsche’s belief in life, creativity, health, and the realities of the world we live in,

rather than those situated in a world beyond, is expressed in this work. Strauss
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transformed other literary works into musical compositions, notably Macbeth (1890) and
Don Quixote (1897).
Richard Wagner

Springing from the combination of the emotion of romanticism and the
imagination of melodrama, the mythic theatre of Richard Wagner may be identified as
one of the first examples of symbolist thought and imagery produced on the stage.
Wagner’s prime contribution to the development of the theatre of the nineteenth century
was his belief in Gesamktunstwerk, a total unification of all aspects of the creative and
artistic process as experienced by the audience. His incorporation of mythic and
ritualistic themes was subordinate to his belief that music was of greater importance than
spoken drama. Baudelaire wrote several works of criticism about Wagner, and saw
Wagner’s music as a form of poetry, transcendent of its medium, that communicated on a
multitude of levels: aurally, intellectually, and spiritually. Wagner, through his
incorporation of legendary subjects and mythic themes, became a primary influence on
playwrights such as Villiers de L’Isle-Adam (1838-1889), Maeterlinck (1862-1949),
Strindberg (1849-1912), Yeats (1865-1939), and Claudel (1868-1955), as well as
designers Appia (1862-1928), Craig (1872-1966), and Robert Edmond Jones (1887-
1954). In 1911 Yeats was in frequent communication with Craig and composer Franco
Leoni attempting to produce a fully operatic version of Countess Cathleen (Foster, 1997:
210).

While recognizing Wagner’s abilities as a composer and poet, Adolphe Appia
condemned his limited staging concepts and techniques. He felt that Wagner was not
only mistaken in believing that naturalistic scenes could be staged realistically, but that
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Wagner was making the wrong artistic decision to attempt to do so. Wagner’s technique,
as evidenced by contemporaneous production photographs of his original stagings,
created what has been termed an “actor vs. scenery” image wherein the performer is
placed in front of a painted backdrop, or other two-dimensional representation of a set
piece. Appia advocated an expressive rather than naturalistic design, and three-
dimensional construction of set pieces. Appia, although a set designer, felt the musical
composition should serve as the basis from which all other artistic decisions should grow.
In this he echoed Wagner’s desire for Gesamkuntswerk, the unification of the artistic
message throughout the various media employed by the theatrical artists.

It is also understandable why Appia would attach himself so strongly to Wagner
as the prime representative of art at the end of the nineteenth century. Unlike a poem, or
a painting, a musical composition evolves through time during the experiencing of it.
When one looks at a painting one is seeing a specific moment, a singular image. It may
be thought of as a kind of Rorschach test whereby the receptor interprets the work
through their personal filters of meaning. Unlike a poem or a novel, music does not
communicate through a language of words. Unlike painting or sculpture, music does not
communicate through visual images. The regular rhythms of music reflect the rhythms of
the heart and lungs, thus making music an almost tactile and invasive physical
experience. Appia’s scenic designs created a mystic as well as mythic locus, indistinct
enough that the real set was created in the mind of the audience.

Symbolist Theatre

When the idea for the creation of a theatre which would be primarily dedicated to

symbolist works was still in the planning stages by Stephen Mallarmé, Maeterlinck, and
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others, Gustav Kahn was asked to write an essay by Revue d’Art Dramatique “so that the
‘eclectic editors and readers’ of the review would understand the symbolist theatre that
was to come” (Deak, 29). The resulting essay, published in September, 1889, was titled
Un Thédatre de I’avenir: Professionde foi d 'un moderniste (Theatre of the Future:
Profession of Faith of a Modernist), and outlined a new dramatic form based on a
combination of musical and theatrical practices resulting in a style which incorporated a
heightened sense of involvement on the part of the audience and a more extremely
unrealistic performance style.

Symbolists, through the incorporation of dream imagery and mythology in their
work, anticipated the theories of Freud and Jung, and, while prefiguring later movements
such as surrealism, impressionism, and art nouveau, built on principles of romanticism
which encouraged emotional reaction, at the same time creating a unique methodology of
expression which was capable of transcending media. Designed to create impressions
through suggestion and implication rather than direct statement, the work of the
symbolists was a direct descendant of the Romanticism which had preceded it, and was
diametrically opposed to the realism of authors such as Ibsen who were emerging at the
same time. And yet, the symbolists and the “naturalists” such as Ibsen had in common a
fixation for minutiae as the basis for their drama. For the naturalists, dramatic conflict
did not come in the form of barbarians arriving at the gates, nor was it dependant upon
the latest pyrotechnical theatrical technology. It lay in the actions of everyday people
pursuing their everyday lives. The symbolists eschewed the sturm und drang of the
popular melodrama as well, preferring to evoke their message through a more subliminal
means of presentation. As a result the incidents of greatest import in symbolist drama
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were not directly connected with events on stage but, rather, suggestive of spiritual crises
or events which were represented by the actions on stage.

Live theatre was the ideal medium for the Symbolist movement. One of the
primary principles of Symbolism is the commingling of media. This amalgamation of art
recognized the differences without setting one above the other. Thus, the look of a
production, established by the scenic and costume designs should compliment sound of
the production. That combination of sight and sound should also be harmonious with the
subject matter. The lighting should be synchronous with the action. All should work
together, as members of an orchestra blend together to create one harmonious, unified
work.

By the end of 1892 the Théatre d’Art in Paris had established itself as the leading
proponent of symbolist works on the stage. Originally founded in June 1890 as the
Théatre Mixte by eighteen-year-old Paul Fort, the Théatre d’ Art was the first major venue
for the symbolist playwrights.

Maurice Maeterlinck, Belgian-born playwright, essayist and poet, won the Nobel
Prize for literature in 1911. His plays reflect his vision of man as a being eternally
separated from his fellows; even the titles of his earlier works suggest an introspective
estrangement: L intruse (The Intruder, 1890), Les aveugles (The Blind, 1890), L interieur
(The Interior, 1894). His characters seem driven by a fatal destiny, existing in a static
dream world far removed from that of the audience. It was during this period in the
1890s that he found himself the source of contention between André Antoine

(representing the Théatre Libre) and Paul Fort (representing the Théatre d’ Art).
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Maeterlinck had recently been proclaimed the exciting new voice of the French theatre,
and both establishments were eager to associate themselves with his work.

At the beginning of the twentieth century Maeterlinck began experimenting with a
new form that combined mysticism with sexual suggestiveness. Monna Vanna (1902),
Joyzelle (1903), and Mary Magdaleine (1910) all reflect this forced commingling of the
temporal and the spiritual. It was during this period, in 1908, that Maeterlinck wrote
what was to become his most popular play, The Blue Bird. The Blue Bird was first
produced by Stanislavski at the Moscow Art Theatre in 1909. That Maeterlinck wrote
this play at this time is an odd event in that The Blue Bird is very much a symbolist-styled
play, but it was written at a time when Maeterlinck was moving away from the form.

Maeterlinck’s career may serve as a cautionary tale to other artists who lack the
courage of their convictions. He began as an exciting new voice in the theatre, boldly
offering a unique methodology of plot and character construction and staging theory but,
at the end, abandoned the very theories that might have given him a more important place
in theatrical history.

Symbolism arose in Great Britain through the works of William Butler Yeats and
John Millington Synge. Yeats developed his symbolist interest through a study of the
works of William Blake. He had edited and written a commentary for a three volume
edition of Blake’s works in collaboration with Edwin Ellis in 1893, and Blake’s influence
moved in and out Yeats’ work for the rest of his life. Mary Catherine Flannery argues
that the primary aim of Yeats studying Blake was to find a method of integrating occult
study into an effective poetic form (Flannery, 37). What Yeats did find in Blake was not
only a fellow gabalist, but specifically a Western European occultist with whom he could
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relate. Yeats became involved with the Theosophical Society several years before
discovering Blake, but had begun to retreat from his interest in Eastern philosophical
systems by the time of his collaboration with Ellis.>!

Symbolism and Psychology

Among the many deities who inspired cultic and ritual activity during the past
five thousand years, Egypt’s Hathor is particularly relevant to Crowley’s Rites of Eleusis.
In the Egyptian religion Hathor was both the goddess of fertility and also a primary
curator of the dead once they passed to the afterlife. This dual role is significant because
it illustrates the connection between generation and destruction, the one leading from the
other and to the other in an endless cycle and, appropriately, both overseen by the same
deity. Hathor was often represented iconographically as a wild cow, symbolic of fertility.
It was a common practice for those followers of Hathor who were confronted with some
problem to gather at one of her temples and be allowed to sleep inside. The dreams
which would come to them while asleep within the temple would then be examined,
analyzed, and interpreted by the priests for their hidden meanings. It is striking that one
of the oldest examples of the connection of religion and theatre is also one of the oldest
examples of the use of dream interpretation to address conflicts in everyday life.

The rise of symbolism as a recognized branch of the arts in the nineteenth century
preceded the birth of modern psychology and psychoanalysis, yet the latter would not be
what it is today had it not been for the influence of the former. The concept of allegorical
symbolism whereby one image or action represents another is at the heart of dream

analysis spearheaded by Sigmund Freud (1856-1939). It is also the foundation of the

3! See Chapter Two for a more detailed accounting of Yeats’s metaphysical involvements.
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archetype developed by Carl Jung (1875-1961). In artistic expression as well as
psychoanalytical practice, the idea that one image or situation may represent another is
not unusual. Yet it should not be assumed that this is mere semiotic role playing, for
example, the red stripes in a costume serving as a semiotic representation of scars or
flowing blood caused by the evil character wearing them. Symbolist imagery references
more than a specific character trait just as psychoanalytic or archetypal imagery
references more than a specific relationship or attitude. It is used when we discuss
subjects which we cannot fully comprehend or consciously define. The connections
between our knowledge and our mystic or metaphysical subjects are often multilayered
and complex, and require an expansion of communication techniques. It makes perfect
sense to look at the theatrical symbolists of the nineteenth century and, from our current
vantage point, be able to foresee the development of Artaud and his dissatisfaction with
and rejection of the usual means of communication in theatre.

One of the most important contributors to the development of the concept of
symbolism as a source of communication and meaning was Swiss psychologist Carl
Jung. Unlike most of their contemporaries, and even unlike most people today, Crowley
and Jung believed that consciousness was multidimensional.
The experience of North Americans . . . typically tends toward monophasic
consciousness; namely, ego identification with experience derived from a single range of
phases that excludes other alternative phases. For North American culture, the only “real
world” experienced is that unfolding in the sensorium during the “normal” waking phase
(which includes many subsidiary phases like “high,” “sleepy,” “drunk,” and the like), and
is thus the only phase appropriate to the accrual of information about the self and the
world (Laughlin, 155).

While the common view of consciousness is singular, that is, one is either

conscious or not, both Crowley and Jung believed that it was possible to experience
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multiple, or polyphasic, types of consciousness. That Jung would demonstrate an interest
in the occult as well is not surprising. During the period of his youth occultism was
enjoying one of its periodic renaissances.’ This will be examined in more detail in
Chapter Two. Jung came from a family which accepted without question the existence of
a spirit world. Jung’s interest in the occult and paranormal activities began in his
childhood, but was revealed when he was a medical student. His dissertation, On the
Psychology and Pathology of So-Called Occult Phenomena, examined his firsthand
accounts of observing mediumistic phenomena such as what would today be termed
“channeling,” or the demonstration of multiple personalities within a single physical
body. Jung came by his interest in parapsychology honestly.
Jung’s mother, Emilie Jung, (nee Preiswerk, 1849-1923) left a diary in which she
recorded ghostly phenomena, presentiments, and other “unusual occurrences.” As
a child, she recalled, she had “helped to protect™ her father, Samuel Preiswerk,
administrator of the Reformed Congregation of Basle, from ghosts; when he
wrote his sermons, she had to sit behind him, so that the “ghosts” would not
disturb him . . . His wife, C. G. Jung’s grandmother, Augusta Preiswerk (ne¢
Faber, 1805-1862) was also a “ghost-seer.” The family attributed this talent to
the fact that, as a girl, she had been seemingly dead for thirty-six hours. Her
abilities were remarkable, even in the light of careful judgment. She saw
apparitions of persons unknown to her, but whose historic existence was later
proven (Fodor, 218).
Additionally, the teenaged medium who was the primary subject of his dissertation was,
in fact, his own fifteen-year-old cousin. It was this early exposure to the idea that there
were possibly more levels of existence than the temporal “conscious” world that led Jung
to the creation of his theory of multiple personalities.

Many of Jung’s practices, such as using archetypes to demonstrate aspects of the

nature of consciousness, and the incorporation of alchemical symbols, terminology, and

32 Since Jung and Crowley were born in the same year it is not surprising that a movement
contemporaneous to them both would influence each.
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allegory in assisting to explain methods of spiritual development, were and are
commonly followed by practicing occultists of the twentieth and twenty-first centuries.
The employment of an archetype is one methodology through which the mind organizes
its content (Fodor, 164). It is, in a sense, a means of identifying characteristics of
universal behavioral patterns through mythological representation and, as such, is not
unlike qabalistic correspondences. The Jungian concept of archetypes, while not always
couched in that nomenclature, is a basic premise of ceremonial magicians, and the idea
and practice were in place in occult practices long before Jung adapted it as part of his
philosophical/psychological system.*®

Archetypes are also the basis for a performance technique developed by Michael
Chekhov during the 1930s and 1940s. In To the Actor (1953), Chekhov suggests that
actors must be in deep communication with their bodies in order to present the
appearance they wish during a performance. He further states that there are basic
physical positions which serve as the basis for what he calls an “archetypal gesture,” that
is, a position of the body that illustrates a mental state (Chekhov, 76). It might be said
that the physical body is giving a silent voice to the emotions of the mind. Out of these
archetypal positions develop what Chekhov calls Psychological gestures. As an example,
if we consider the figures illustrated on page thirteen, we see in Figure Two the
representation of Osiris slain. The arms are extended from the body in an attitude of
surrender, the palms facing up, and the face slightly raised, exposing the neck. Itis a

position of total surrender, of complete vulnerability. A similarity is noticeable between

33 See Chapter Two for an example of how archetypes are employed during a meeting of the Golden Dawn.
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this posture and the illustration marked “Drawing Two” in Chekhov’s To The Actor (see

Figure 11)

elt

Figure 11: “Drawing Two” from Chekhov
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This position is described by Chekhov as

completely open to the influences coming from “above,” and is obsessed by the

desire to receive and even to force “inspirations” from these influences. It is

filled with mystical qualities but at the same time stands firmly on the ground
and receives equally strong influences from the earthly world. Consequently, it is

a character which is able to reconcile within itself influences both from above

and below (Checkov, 68).

Perhaps intentionally, perhaps unconsciously, Chekhov employs the “above and below”
connection prevalent in occult theory.

When the psyche splits into several self-contained, self-reflexive states, neurosis
is often the result. The best known fictional representation of this bifurcation is Robert
Louis Stevenson’s The Strange Case of Dr. Jekyll and Mr. Hyde (1886) in which the split
of the psyche is physical as well as mental/spiritual. This notion of the duality of man
presages Jungian psychology, and also references the symbolist construct of a reality
beyond the reality of man’s consciousness, where two diametrically opposed truths may
be equally valid, where two objects can occupy the same space at the same time. This
idea of a “reality beyond reality” is as old as Plato and is as basic a paradigm for the
magician as it is for the actor. Two years after first appearing as a novel, Dr Jekyll and
Mr Hyde was brought to the stage by Richard Mansfield (1857-1907).

The story of Dr. Jekyll and Mr. Hyde is not merely about a scientist who uses
himself as a test subject for an experimental drug. The story by itself may serve as the
basis for any number of interpretive applications. One might be the reading of it as a

cautionary tale about alcohol or drug addiction, i.e. the person who unwittingly falls

victim to their own weakness or inability to resist temptation.>® As such it has served as

3 As Lord Darlington says in Act I of Wilde’s Lady Windermere’s Fan, “I can resist everything except
temptation.”
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the basis for any number of later works fashioned on the same theme, for example
Altered States (1980), in which William Hurt plays a scientist who becomes increasingly
addicted to the use of a sensory-deprivation tank in his search for the ultimate origin of
mankind. Another interpretation might be that the story serves as an echo of the distrust
by society of the fruits of science and/or technology. In this guise it is not unlike the
moral of Frankenstein.

Although wrapped in the guise of a tale of horror, it is also a story which posits
that mankind is more than it appears to be. It is not the tale of two individuals, but one,
Dr. Jekyll and Mr. Hyde, the very title telling us that the title role is a duality, one man
attempting to live two lives. It is also a story which illustrates an urge for release, a story
that speaks of an inner existence struggling to be released. That the “inner” existence is
one of bestiality and horror is a reflection of the Victorian fear of the subconscious

Another example of a literary display of the duality of man is Oscar Wilde’s The
Picture of Dorian Grey, first published in Lippincott’s Magazine in 1890. In this novel,
the consequences of sin are recorded in an ever-changing portrait, while its subject
remains youthful and attractive. The moral is not merely one of an experience of
Faustian damnation, nor even the whimsical “be careful what you ask for,” but one which
illustrates the idea of the duality of existence, the outer life and the inner life. If one does
not heed the needs of the inner life or the soul, no amount of success in one’s outer life
can protect or nurture it, and one is doomed to destruction. It is an illustration of the
occult concept of spiritual symbiosis, wherein each aspect of the individual is reliant on

the other for completion and success
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Conclusion

The construct of duality in religion, acting as a macrocosmic representation of the
duality within man, is not unusual. It is as basic as God and the Devil. Crowley writes of
one type of this duality in a footnote to his Tannhauser: “It is a tradition of magic that all
words have a double effect; an upright, and an averse. See the shadow of a devil’s head
cast by the fingers raised in blessing as figured in Eliphaz Levi’s Dogme et Rituel de la
Haute Magic and elsewhere” (Crowley, Collected Works, 1:227). 1t is the foundation for
the use of man as the microcosmic model of the universe as well as the basis of
philosophical polarity found in many religious systems. The yin-yang of Taoism, the
lingam and yoni of tantric Hinduism, the God/Goddess construct of neopaganism, the
animus and anima archetypes of Jungian psychology, even representations of various
death and resurrection motifs, are all variations of this concept. It is the spiritual
equivalent of Newton’s Third Law of physics, that every action has 