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FOREWORD

IN THE INTRODUCTION to this volume Sefior Cirlot shows his wide and
learned conception of the subject-matter of this dictionary, and the only task left
tomeisto present the author himself, who hasbeen familiar to mefor someyears
astheleading protagonist of avery vital group of paintersand poetsin Barcelona.
Juan Eduardo Cirlot wasborn in Barcelonain 1916, and after matriculating from
the College of the Jesuitsthere, studied music. From 1943 onwards he was active
asapoet, and published four volumes of verse between 1946 and 1953. Meanwhile
the group of painters and poets already mentioned had been fo rmed (Dau al Set),
and Cirlot became its leading theoretician. For historical or palitical reasons,
Spain had been slow to devel op acontemporary movement in the arts comparable
to those in other European countries; its greatest artists, Picasso and Mir6, had
identified themselveswith the School of Paris. But now avigorousand independent
‘School of Barcelona’ wasto emerge, with Antonio Tapies and Modesto Cuixart
as its outstanding representatives. In a series of books and brochures Cirlot not
only presented theindividual artists of thisgroup, but also instructed the Spanish
public in the history and theoretical foundations of the modern movement as a
whole.

In the course of this critical activity Sefior Cirlot inevitably became aware of
the‘symbolist ethos’ of modern art. A symbolic elementispresentinal art,inso
far asart issubject to psychological interpretation. But in so far asart hasevolved
in our time away from the representation of an objective redity towards the
expression of subjective states of feeling, to that extent it has become awholly
symbolic art, and it was perhaps the necessity for a clarification of thisfunction
in art which led Sefior Cirlot to his profound study of symbolism in al its
aspects.

The result is a volume which can either be used as a work of reference, or
simply read for pleasure and instruction. There are many entriesin thisdictionary—
those on Architecture, Colour, Cross, Graphics, Mandala, Numbers, Serpent,
Water, Zodiac, to give afew examples—which can beread asindependent essays.



FOREWORD X

But in general the greatest use of the volume will be for the elucidation of those
many symbols which we encounter in the arts and in the history of ideas. Man,
it has been said, is a symbolizing animal; it is evident that at no stage in the
development of civilization has man been ableto dispense with symbols. Science
and technology have not freed man from his dependence on symbols: indeed, it
might be argued that they haveincreased hisneed for them. In any case, symbology
itself is now a science, and this volume is a necessary instrument in its study.
HerserT READ



INTRODUCTION

ACTUALITY OF THE SYMBOL

Delimitation of the Symbolic On entering the realms of symbolism, whether by
way of systematized artistic forms or the living, dynamic forms of dreams and
visions, we have constantly kept in mind the essential need to mark out thefield
of symbolic action, in order to prevent confusion between phenomena which
might appear to be identical when they are merely similar or externally related.
The temptation to over-substantiate an argument is one which is difficult to
resist. It isnecessary to be on one'sguard against thisdanger, even if full compli-
ance with the ideals of scholarship is not always feasible; for we believe with
Marius Schneider that thereisno such thing as‘ideasor beliefs’, only ‘ideasand
beliefs', that is to say that in the one there is always at least something of the
other—quite apart from the fact that, as far as symbolism is concerned, other
phenomena of a spiritual kind play an important part.

When acritic such as Caro Baroja(10) declares himself against any symbolic
interpretation of myth, he doubtless has his reasons for so doing, although one
reason may bethat nothing approaching acomplete eval uation of symbolism has
yet appeared. He says: ‘When they seek to convince us that Marsis the symbol
of War, and Hercules of Strength, we can roundly refute them. All thismay once
have been truefor rhetoricians, for idealist philosophers or for agroup of moreor
less pedantic graeculi. But, for those who really believed in ancient deities and
heroes, Mars had an objectivereality, evenif thisreality was quite different from
that which weare groping for today. Symbolism occurswhen natural religionsare
degenerating.’ In point of fact, the mere equation of Mars with War and of Her-
cules with Labour has never been characteristic of the symbolist ethos, which
aways eschews the categorica and restrictive. This comes about through alle-
gory, amechanical and restricting derivative of the symbol, whereas the symbol
proper isadynamic and polysymbolic reality, imbued with emotive and concep-
tual values: in other words, with true life.
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However, the above quotation isextremely helpful in enabling usto mark out
the limits of the symbolic. If thereis or if there may be a symbolic function in
everything, a‘communicating tension’, neverthel ess this fleeting possession of
the being or the object by the symbolic does not wholly transform it into a
symbol. The error of symbolist artists and writers has always been precisely
this: that they sought to turn the entire sphere of reality into avehicle for impal-
pable ‘ correspondences’, into an obsessive conjunction of analogies, without
being aware that the symbolic is opposed to the existential and instrumental and
without realizing that the laws of symbolism hold good only within its own
particular sphere. This distinction is one which we would also apply to the
Pythagorean thesisthat ‘ everything is disposed according to numbers’, aswell as
to microbiological theory. Neither the assertion of the Greek philosopher on the
one hand, nor the vital pullulation subjected invisibly to the science of Weights
and Measures on the other, isfalse; but all lifeand all reality cannot be forced to
conform with either one theory or the other, smply because of its certitude, for
it iscertain only within the limits of theory. In the same way, the symbolicistrue
and active on one plane of reality, but it is almost unthinkableto apply it system-
atically and consistently on the plane of existence. The conseguent scepticism
concerning this plane of reality—the magnetic life-source of symbols and their
concomitants—explains the widespread reluctance to admit symbolical values;
but such an attitudeis lacking in any scientific justification.

Carl Gustav Jung, to whom present-day symbology owes so much, points
out in defence of this branch of human thought that: ‘For the modern mind,
analogies—even when they are analogies with the most unexpected symbolic
meanings—are nothing but self-evident absurdities. Thisworthy judgement does
not, however, in any way alter thefact that such affinities of thought do exist and
that they have been playing an important réle for centuries. Psychology has a
duty to recognizethesefacts; it should leaveit to the profaneto denigrate them as
absurdities or asobscurantism’ (32). Elsewhere Jung observesthat all the energy
and interest devoted today by western Man to science and technology were, by
ancient Man, once dedicated to mythology (31). And not only his energy and
interest but also his speculative and theorizing propensities, creating theimmea-
surable wealth of Hindu, Chinese and Islamic philosophy, the Cabbalaitself and
the painstaking investigations of alchemy and similar studies. The view that both
ancient and oriental man possessed a technique of speculative thought which
assured them of some success in prophecy is affirmed by, for example, the
archaeologist and historian, Contenau, who maintains that the schools of sooth-
sayers and magicians of Mesopotamiacould not have continued to flourish with-



Xiii SYMBOLISM AND HISTORICITY

out a definite proportion of correct prognostications; and again by Gaston
Bachelard (1), posing the question: ‘How could alegend be kept alive and per-
petuated if each generation had not “intimate reasons’ for believing in it? The
symbolist meaning of a phenomenon helps to explain these ‘intimate reasons’,
sinceit links the instrumental with the spiritual, the human with the cosmic, the
casual with the causal, disorder with order, and since it justifies a word like
universe which, without these wider implications, would be meaningless, adis-
membered and chaotic pluralism; and finally, because it always points to the
transcendental .

To revert to the question of the limits of the symbolic and to fix more pre-
cisely theaimsof thiswork, let us consider how, on thefagade of amonastery, for
example, we may note: (a) the beauty of the whole; (b) the constructional tech-
nique; (c) itsperiod-styling, bearing in mind the geographical and historica impli-
cations; (d) theimplicit or explicit cultural and religious values, etc.; and also (x)
the symbolic meaning of the forms. In this instance, the appreciation of the
symbolical implicationsof an ogival arch beneath arosewindow could constitute
an item of knowledge different in kind from the other itemswe have enumerated.
To facilitate analyses of this kind without, let us repeat, confusing the symbolic
essence of an object—the transitory symbolic function which heightensit at any
given moment—with its total significance asareal object in the world—that is
our main aim. The fact that a Romanesque cloister corresponds exactly to the
concept of temenos (sacred precinct) and to the images of the soul, the fountain
and the central fount—like sutratma (silver thread), linking a phenomenon by
way of its centre to its origin—does not invalidate or even modify the architec-
tural and utilitarian reality of thiscloister; it enrichesits significance by identify-
ing it with an ‘inner form’.

SYMBOLISM AND HISTORICITY

One of the most deplorable errors of symbolist theory, in its ‘ spontaneous’ as
well asin its occult and even its dogmatic interpretations, lies in opposing the
symbalical to the historical. Arguing from the premise that there are symbols—
and, indeed, there are many—which exist only within their own symbolic struc-
ture, thefalse conclusion isthen drawn that all or almost all transcendental events
which appear to be both historical and symbolic at once—in other words, to be
significant once and for all time—may be seen simply as symbolic matter trans-
formed into legend and thence into history.
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The most authoritative students of religion, orientalists and even esoteric
scholars have recently raised their voices in protest against this error. Mircea
Eliade asserts that ‘the two points of view are only superficially irreconcilable .
.., for it must not be thought that a symbolic connotation annulsthe material and
specific validity of an object or action. Symbolism adds anew valueto an object
or an act, without thereby violating itsimmediate or “ historical” validity. Onceit
is brought to bear, it turns the object or action into an “open” event: symbolic
thought opens the door on to immediate reality for us, but without weakening or
invalidating it; seen in this light the universe is no longer sealed off, nothing is
isolated inside its own existence: everything islinked by a system of correspon-
dences and assimilations. Man in early society became aware of himself in a
world wide open and rich in meaning. It remainsto be seen whether these “ open-
ings’ are just another means of escape or whether, on the other hand, they offer
the only possible way of accepting the true reality of the world’ (18).

In this quotation we can see clearly formulated the distinction between the
historical and the symbolic. We can aso see the everpresent possibility of a
bridge linking both forms of reality in acosmic synthesis. The hint of scepticism
in the concluding words of this Rumanian scholar should be ascribed to his
predominantly scientific training at atime when science, with its emphasis upon
theanalytical approach, has achieved admirableresultsin every sphere of reality
without showing itself capable of grasping the overall organic pattern, that is: as
‘multiplicity in unity’. This scientific disaffection has been well defined by Mar-
tin Buber: Imago mundi nova, imago nulla. |n other words, theworld today lacks
itsown image, becausethisimage can be formulated only by meansof auniversal
synthesis of knowledge—a synthesis which, since the Renaissance and the de
omni re scibili of Pico dellaMirandola, has daily become more difficult.

In connexion with this question of the relationship between the historical and
the symbolic, René Guénon has observed: ‘ Thereisindeed over-eager acceptance
of the belief that to allow a symbolic meaning must imply the rejection of the
literal or historical meaning; such aview showsanignorance of thelaw of corre-
spondences. Thislaw isthefoundation of all symbolism and by virtue of it every
thing proceeding essentially from ametaphysical principle, which isthe source of
itsreality, translates and expresses this principle in its own way and according to
itsown level of existence, sothat al thingsarerelated and joined together intotal,
universal harmony whichis, initsmany guises, areflection, asit were, of itsown
fundamental unity . . . Oneresult of thisistherange of meaning contained in every
symbol: any one thing may, indeed, be regarded as an illustration not only of
metaphysical principles but also of higher levels of reality’ (25).
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The above considerations makeit clear that the symbolicin no way excludes
thehistorical, since both forms may be seen—from theideol ogical point of view—
asfunctional aspectsof athird: the metaphysical principle, the platonic ‘idea’; or
all three may be seen asreciprocal expressions of one meaning on different levels.
Going to the kernel of the problem, religion—which naturally absorbs so much of
his attention—Jung agrees with Eliade and Guénonin hisbelief that ‘ the psychic
fact “God” is a collective archetype, a psychic existent, which must not in itself
be confused with the concept of a metaphysical God'. The existence of the
archetype (that is, of the symbol) ‘ neither postulates a God, nor doesit deny that
he exists' (31); yet although this is, strictly spesking, unquestionable, it must
surely be agreed—if only in theory—that the universality of an archetype af-
firmsrather than deniesthe reality of the principlein question. Consequently the
symbolic, being independent of the historical, not only does not excludeit but, on
the contrary, tendsto root it firmly in reality, because of the parallelism between
the collective or individua world and the cosmic. And because of the great depth
of the hidden roots of all systems of meanings, a further consequence is our
tendency to espouse the theory that all symbolist traditions, both western and
oriental, spring from one common source. Whether this one source once appeared
intime and space asaprimeval focal point, or whether it stemsfrom the ‘ collec-
tive unconscious', is quite another matter.

We should like to emphasize that when we refer, in the various passages
quoted and paraphrased, to ‘tradition’ or ‘traditional doctrine’, we are referring
only to the continuity—conscious or unconscious—and the coherence of asys-
tem, asmuch in the dimension of space asinthat of time. Somewritersfavour the
doctrine of a spontaneous growth of historically unrelated ideas, while others
believe only in the spread of ideas through culture. Loeffler, for example, com-
ments upon the importance of proving that the creation of the storm-myth be-
longs neither to race nor tribe, since it occurred simultaneously in Asia, Europe,
Oceaniaand America(38); thisis akin to the contention of Rank that: ‘ The myth
isthe collective dream of the peopl€’, aconcept substantiated by Rudolf Steiner.
Bayley, following Max Mdiller, believesin the common origin of the human race,
which he contends is proved by the universal themes of folklore, legend and
superstition. Orientalism, the study of comparative religion, mythology, cultural
anthropology, the history of civilization and art, esoterism, psychoanalysis, and
symbological research have all combined to provide us with ample material to
substantiate ‘ psychological truth’, and this ‘ essential oneness'; further evidence
has been forthcoming from the psychic and also from physiological bases com-
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mon to us all on account of theimportance of the human body—its shape aswell
as its postures—in relation to the simplest elements of symbolist dialectic.

ORIGIN AND CONTINUITY OF THE SYMBOL

The Development of Symbolism Did rightly assertsthat the symbol isavehicleat
once universal and particular. Universal, since it transcends history; particular,
because it relates to a definite period of history. Without going into questions of
‘origin’, we shall show that most writers agree in tracing the beginnings of sym-
bolist thought to prehistoric times—to the latter part of the Palaeolithic Age. Our
present knowledge of primitive thought and the deductionswhich can justifiably
be drawn concerning the art and the belongings of early man substantiate this
hypothesis, but substantiation has been forthcoming particularly from research
upon epigraphic engravings. The constellations, animals and plants, stones and
the countryside were the tutors of primitive man. It was St. Paul who formulated
the basic notion of the immediate consequence of this contact with the visible,
when he said: ‘ Per visibilia ad invisibilia’ (Romansi, 20). The process whereby
the beings of this world are ordered according to their properties, so that the
words of action and of spiritual and moral facts may be explored by analogy, is
one which can al so be seen, with the dawning of history, in the transition of the
pictograph into the ideograph, aswell asin the origins of art.

We could adduce animmense weight of testimony offered by human faith and
wisdom proving that the invisible or spiritual order is analogous to the material
order. We shall come back to thislater when we define‘analogy’ . Let usrecall the
saying of Plato, taken up later by the pseudo-Dionysiusthe Areopagite: ‘What is
perceptible to the sensesis the reflection of what isintelligible to themind’; and
echoed in the Tubula Smaragdina: *What is below islike what is above; what is
aboveislikewhat isbelow’, and also in the remark of Goethe: ‘What iswithinis
asowithout.” However it may be, symbolismisorganized initsvast explanatory
and creative function as a system of highly complex relations, one in which the
dominant factor isalwaysapolarity, linking the physical and metaphysica worlds.
What palaeolithic Man evolved out of this process isimpossible to know except
through indirect deductions. Our knowledge about the | atter part of the Neolithic
Ageis considerably wider. Schneider and Berthelot both consider that this was
the period (that is: possibly the fourth millenary before history) when man
underwent that great transformation which endowed him with the gifts of cre-
ation and organization, qualities which distinguish him from the merely natural
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world. Berthelot, who has studied this process in the Near East, has given the
name of ‘astrobiology’ tothereligiousandintellectual culturesof that epoch. The
evolution of Man up to this point in history must have passed through the
following stages: animism; totemism; and megalithic, lunar and solar cultures. The
subsequent stages must have been: cosmic ritualism; polytheism; monotheism;
and, finally, moral philosophy. Berthelot considers astrology, astronomy, arith-
metic and alchemy of Chaldean origin, acontention which pointsconclusively to
asinglefocal point in time and space.

He definesthe value and significance of astrobiology inthefollowing terms:
‘ Between on the one hand the world-vision—in many other respectsvariable and
complex—of primitive races, and the vision of modern science and Western Eu-
rope on the other, an intermediary view has long held sway in Asia and the
Mediterranean. It is what may be termed “astrobiology” or the interplay of
astronomic law (the mathematical order) and vegetable and animal life (the bio-
logical order). All things form at one and the same time an organic whole and a
precise order. The domestication of animals and the care of plants (agriculture)
had become areality long before history began, both in Chaldaeaand in Egypt—
that is, before 3,000 B.C. Agriculture ensuresthe regular production of precisely
determined species of vegetable, and al so ensures an appreciation of their annual
“rhythm” of growth, flowering, fructifying, sowing and harvesting, a rhythm
which is in direct and constant relation to the calendar, in other words, the
position of the heavenly bodies. Time and natural phenomenawere measured by
reference to the moon before they came to be measured by thesun. . . . Astrobi-
ology hovers between a biology of the heavenly bodies and an astronomy of
human beings; beginning with the former, it tendstowardsthelatter’ (7). During
the neolithic era the geometric idea of space was formulated; so also were the
significance of the number seven (derived from this concept of space), therelation
between heaven and earth, the cardina points, and the relations between the
various elements of the septenary (the planetary gods, the days of the week) and
between those of the quaternary (the seasons, the colours, the cardinal points, the
elements). Berthel ot believesin the slow spread of theseidess, rather than in their
spontaneous and independent appearance. He points to their probable dissemi-
nation through either the northern or southern areas of the Pacific, mentioning in
passing that Americamay well have been, in spirit, acolony of Asiabeforethat of
Europe (7); and another stream may have been flowing in the opposite direction:
from the Near East into Central Europe.

The argument about whether European megalithic culture came before or
after the great oriental civilizationsisfar from settled. Here questions of symbol-
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ism arise. Theimportance of the Franco-Cantabrian zonein the PalaeolithicAge
iswell known; it is aso known that the art forms of this district spread across
Europe in the direction of Siberia and southwards across North Africa to the
southernmost part of the continent. There was, no doubt, a period of transition
between this early flowering and the great megalithic monuments. However that
may be, Schneider specifically saysin connexion with the symbolic forms stud-
ied by him (50): ‘In the sixth chapter | shall try to summarize this esoteric
doctrine, the systemization of which seemsto have been originally the work of
megalithic cultures.” And hisattitude towardsthe zone of originleaveslittleroom
for doubt for he statesthat ‘ the megalithic must have spread from Europeto India
via Danubian culture, a new stage of development beginning with the Age of
Metals'. He points out that there are marked similarities between the ideas of
regionsasfar apart asAmerica, New Guinea, Indonesia, Western Europe, Central
Asiaand the Far Eadt, that isto say, of areasin all parts of the world.

Let us consider now the similarity between the discoveries attributed by
Schneider to megalithic European culture and those ascribed by Berthelot to the
Far East. In Schneider’sopinion thefinal stage of neolithic development differed
fromtheearlier stage ‘in the preferenceit showed for static and geometric forms,
initsorganizing and creative genius (evolving fabulous animals, musical instru-
ments, mathematical proportions, number-ideas, astronomy and a tonal system
with truly musical sounds). The carrying over of totemistic mystical elements
into a more advanced, pastoral civilization explains some of the fundamental
characteristics of thenew mystique. . . . The entire cosmos comesto be conceived
after the human pattern. As the essence of all phenomenais, in the last resort, a
vibrant rhythm, the intimate nature of phenomena is directly perceptible by
polyrhythmic human consciousness. For this reason, imitating is knowing. The
echo is the paradigmatic form of imitation. Language, geometric symbols and
number-ideasareacruder form of imitation.” Schneider then observesthat accord-
ing to Speiser and Heine-Geldern, ‘ the outstanding cultural elements of megalithic
culture are: cyclopean buildings, commemorative stones, stones asthe dwelling-
places of souls, cultural stone-circles, palafittes, head-hunting, the sacrifice of
oxen, eye-shaped ornaments, death-ships, family-trees, signal-drums, the sacrifi-
cial stake, and labyrinths' (50).

It is precisely these elements that have most successfully preserved their
symbolic form down the ages. And did not these express, even in megalithic
times, the very essence of human life, bursting from the unconsciousin the shape
of a constructive and configurating longing? Or was it, rather, the ever-present,
primary formsof life, sacrifice and intellection of theworld which found everlast-
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ing expression in these cultural creations, making an ineradicable impression on
the mind of Man? One may unhesitatingly answer in the affirmative to both
questions, for they refer to the different but parallel phenomena of culture and

psychology.

SYMBOLISM IN THE WEST

It was Egypt who gave shape, in her religion and hieroglyphics, to Man's aware-
ness of the material and spiritual, natural and cultural duality of theworld. Either
independently or together, the various civilizations of Mesopotamia developed
their own particular systems; yet these systems were but outward variations of
theonetrue, innermost, universal pattern. There are differences of opinion about
dating the first appearance—or at any rate the final crystallization—of some of
the most important and complex symbols. Somewriters argue strongly in favour
of remote origins. Krappe (35) holds that the scientific study of the planets and
their identification with the gods of the Babylonian pantheon date only from the
7th century B.C.; but others trace these beginnings as far back as the age of
Hammurabi (2000 B.C.) or earlier. Father Heras, for example, says:. ‘ The early
Indians, as has been revealed by inscriptions, were the discoverers of the move-
ments of the sun across the sky—the basis of the zodiacal system. Their Zodiac
had only eight constellations and each constellation was supposed to be a“form
of God”. All these “forms of God” in the end became deities, each one presiding
over one particular constellation; this is what happened in Rome, for example.
The eight Indian signs of the Zodiac are: Edu (ram), Yal (harp), Nand (crab),
Amma (mother), Tuk (balance), Kani (arrow), Kuda (pitcher), Min (fish).” The
dodecatemorian system of the Zodiac first appearsin theformin which we know
it as late as the 6th century B.C. Egyptian and Chaldean science was partly
assimilated by the Syrians, Phoenicians and Greeks, reaching the latter largely
through secret societies. Herodotus points out, in writing of the Pythagoreans,
that they were obliged to wear linen clothes ‘in accordance with the Orphic
ceremonies, which are the same as the Egyptian . . .".

The mythol ogies of the M editerranean peopleswere characterized by avivid,
dramatic vitality which cameto be expressed both in their art and in their myths,
legends and dramatic poetry. These myths enshrined the moral principles, the
natural laws, the great contrasts and the transformations which determine the
course of cosmic and human life. Frazer points out that ‘under the names of
Osiris, Tammuz, Adonis and Attis, the peoples of Egypt and Western Asia rep-
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resented theyearly decay and revival of life, especially of vegetablelife’ (21). The
tasks of Hercules, the legend of Jason, the ‘ histories' of the heroic age of Greece
which provided theinspiration for the classical tragedies, have such great arche-
typal power that they constitute timeless lessons for mankind. But beneath this
mythological and literary symbolism and allegory, a subterranean stream of orien-
tal influence was beginning to flow in from the East.

Principally during the Lower Roman Empire, when the cohesion of the clas-
sical world was beginning to dissolve, Hebrai ¢, Chal dean and Egyptian el ements
began to ferment. Dualist Manichaeism and Gnosticism began to threaten the
position of early Christianity. Among the Gnostics, the emblem and the graphic
symbol were used for the propagation of initiatory truths. Many of the innumer-
able images were not of their own creation but were compiled from various
sources, mainly Semitic. Symbolism veers towards the Unitarian doctrine of
reality and comes to be a specialized branch of speculation. Diodorus Siculus,
Pliny, Tacitus, Plutarch, Apuleius all reveal some familiarity with oriental sym-
bolism. Aristotelian thought also contained a strong element of symbolism. In
Syria, Mesopotamia, Transcaucasia and Egypt, oriental Christianity had ab-
sorbed a vast symbological inheritance. Similarly, those Roman colonies in the
West that survived the Nordic invasions retained many attributes of ancient
times, including traditional symbols. But, according to the Rev. Fr. Festugiére, in
La Révélation d’Hermes Trismégiste, one of the currentswhich weremost ableto
contribute to the formation of the symbolist and achemic ‘corpus was that of
the literature of the ‘Mirabilia’. This was apparently founded by Bolus the
Democritean during the 3rd-2nd centuries B.C. and was continued for centuriesin
avirtually unbroken tradition by Pseudo-Manetho, Nigidius Figulus, Demetrius,
Apollodorus, etc., culminating inthe Book of the Things of Nature, a Syrian work
of the 7th century A.D.

The concept of the analogy between the visible and the invisible world is,
then, held jointly by the pagan religions of the Lower Empire, by neoplatonic and
Christian doctrines, except that each one of these three systems uses this concept
for itsown ends. According to Eliade, Theophilus of Antioch would point out, to
those who denied the resurrection of the dead, the signs which God places in
reach of Man in the realm of natural phenomena: the cycle of the seasons, of the
days and nights. He would even go further and say: ‘May there not perhaps be
resurrection for the seeds and the fruits? (18). In his Letter number LV, St.
Augustine shows that teaching carried out with the help of symbols feeds and
stirsthefires of love, enabling Man to excel himself; he also alludesto the value
of al thingsin nature—organic and inorganic—as bearers of spiritual messagesby
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virtue of their distinctive forms and characteristics. All the mediaeval lapidaries,
herbals and bestiaries owe their origin to this concept. Most of the classica
Fathers of the Church have something to say about symbolism and since they
enjoyed such a high reputation in Roman times, one can see why this was the
period when the symbol cameto be so deeply experienced, loved and understood,
as Davy emphasizes (14). Pinedo mentions the immense cultural value, particu-
larly during the Middle Ages, of the Clavis Melitoniae—an orthodox version of
ancient symbolism. According to Cardinal Pitra—quoted by Pinedo—an aware-
ness of this‘Key’ isto befound in most mediaeval authors. Thisisnot the place
to give a summary of their ideas or works, but we should like to mention in
passing the important works of: Alan of Lille, De Planctu Naturae; Herrad of
Landsberg, Hortus Deliciarum; Hildegard of Bingen, Scivias Domini, Liber
Divinorum Operum Simplicis Hominis; Bernard Silvestris, De Re Mundi
Universitate; Hugh of S. Victor, Didascalion, Commentarium in Hierarchiam
Coelestem, €tc. The Key of St. Mélito, bishop of Sardis, dates from the 2nd
century A.D. Some other sources of Christian symbolism are: Rabanus Maurus,
Allegoriae in Sacram Scripturam,; Odo, bishop of Tusculum; Isidore of Seville,
Etymologiarum, Johannes Scotus Erigena, John of Salisbury, William of &. Thierry,
etc. St. Thomas Aquinas himself speaks of the pagan philosophers as sources of
external and demonstrable proofs of Christian truths. Concerning the intimate
nature of mediaeval symbolism, Jung observes that, in those days ‘ analogy was
not so much alogical figure as a secret identity’, that isto say, a continuation of
primitive, animistic thought (32).

The Renaissance also showed great interest in symbolism, although in a
manner more individualistic and cultured, more profane, literary and aesthetic.
Dante had fashioned his Commedia upon abasis of oriental symbols. In the 15th
century particular use was made of two Greek writers of the 2nd and 3rd centu-
riesA.D. They are Horapollo, with his Hieroglyphica; and the anonymous com-
piler of the Physiologus. Horapollo, inspired by the Egyptian hieroglyphic sys-
tem, the key to which had been lost by histime, tried to reconstruct its meaning
upon the basis of its configuration and elemental symbolism. In 1467, an Italian
writer, Francesco Colonna, wrote awork, Hypnerotomachia Poliphili (published
in Venicein 1499), which enjoyed widespread success and in which the symbol
had now acquired the particul ar, mobil e significance which has cometo character-
ize it in modern times. In 1505, Colonna’s editor published Horapollo’s work,
which in turn influenced two other important writers at the same time: Andrea
Alciati, author of Emblemata (1531), which was to arouse a disproportionate
taste for profane symbolism throughout Europe (Henry Green in his Andrea
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Alciati and his Books of Emblems, London, 1872, names more than three thou-
sand titles of books dealing with emblems); and Giampietro Valeriano, author of
the compendious Hieroglyphica (1556). In 15th-century painting there is abun-
dant evidence of thisinterest in symbolism: Botticelli, Mantegna, Pinturicchio,
Giovanni Bellini, Leonardo, for example; later, during the 16th, 17th and 18th
centuries, thisinterest tended towards the allegorical. One may say that, from the
latter part of the Middle Ages onwards, the West lost that sense of unity which
characterized the symbol and symbolist tradition. Yet proof of its continued
existenceisoffered by the occasional revelation of diverse aspectsin thework of
poets, artistsand writers, from Giovanni daUdine to Antonio Gaudi, from Bosch
to Max Ernst. In German Romanticism, the interest in the deeper layers of
psychic life—in dreams and their meaning, in the unconscious—is the fount
which has given rise to the present-day interest in symbology, which, although
still partially repressed, again dwells in the deep wells of the spirit, as it did
before being circumscribed by asystem with arigid cosmic pattern. Thus, Schubert,
in his Symbolik des Traumes (1837), says. ‘ The prototypes of the images and
forms utilized by the oneirocritic, poetic and prophetic idioms, can be found
around us in Nature, revealing herself as a world of materialized dream, as a
prophetic language whose hieroglyphicsarebeingsand forms.” Most of thelitera-
ture of the first half of the 19th century, especially the Nordic, presupposes a
feeling for the symbolic, for the significant. Thus, Ludwig Tieck, in Runenburg,
says of his protagonist: ‘ Insensitive from that moment to the beauty of flowers,
in which he believes he can see “the gaping wound of Nature” throbbing’ (the
theme of Philoctetes aswell as of Amfortasin Parsifal), ‘ hefinds himself drawn
towards the mineral world.’

Innumerable genera still conserve symbols in semeiotic form, ossified and
sometimes degraded from the universal plane to the particular. We have already
referred to literary emblems. In asimilar class are the distinctive marks used by
mediaeval and Renai ssance paper-manufacturers. [n thisconnexion, Bayley says
that, from their first appearancein 1282 up to the second half of the 18th century,
they had an esoteric meaning; and that in them, as in fossils, we can see the
crystallization of the ideals of numerous mystic sects of mediaeval Europe (4).
The popular art of all European peoples is another inexhaustable mine of sym-
bols. One only hasto glance through awork like that of Helmuth Th. Bossert in
order to find amongst the images such well-known subjects asthe cosmic tree, the
snake, the phoenix, the ship of death, the bird on the rooftop, the two-headed
eagle, the planetary division into two groups of three and of four, grotesques,
rhomboids, linesand zigzags, etc. Furthermore, legends and folktales, when their
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editors have been faithful, asinthe case of Perrault and the Grimm brothers, have
retained their mythical and archetypal structure (38). In the sameway, in lyrical
poetry, alongside works created within the canons of explicit symbolism—best
illustrated in the works of René Ghil—there are frequent flowerings of symbolic
motifs springing spontaneously out of the creative spirit.

THE SYMBOLIC MEANING OF DREAMS

What a myth represents for a people, for any one culture, or for any given
moment of history, is represented for the individual by the symbolic images of
dreams, by visions and by fantasy or lyricism. This distinction does not imply
dichotomy: many dreams have been known to express premonitions. But when
the symbol—or the premonition—goes beyond the particul ar and the subjective,
wefind ourselvesin the realm of augury and prophecy; symbolic lawscanexplain
both phenomena, but the latter may be a revelation of the supernatural.

Given our contemporary psychoanalytic concept of the ‘unconscious’, we
must accept the placing within it of al those dynamic forms which give rise to
symbols; for, according to Jung’'sway of thinking, the unconsciousis‘the matrix
of the human mind and its inventions' (33). The unconscious was * discovered’
theoretically by Carus, Schopenhauer and Hartmann, and experimentally by
Charcot, Bernheim, Janet, Freud and other psychologists. But this newly ac-
quired knowledge merely showed to be internal what had formerly been thought
to beexternal to Man. For example, Greek seersbelieved that dreams came from
‘without’, that is, from the domain of the gods. Now, esoteric tradition, in accor-
dance with the Hindu doctrine of the three planes of consciousness, had aways
been awarethat the vertical division of thought could also be seen onthreelevels:
the subconscious (instinctive and affective thought); consciousness (ideological
and reflexive thought); and superconsciousness (intuitive thought and the higher
truths). Hence, by way of simplification, we shall adopt the Jungian term ‘ uncon-
scious' instead of ‘subconscious, since one rightly asks oneself when dealing
with many authors: ‘How can they be so certain that the unconsciousis “lower”
and not “higher” than the conscious? (31).

The interest in dreams and their symbolic content goes back to Antiquity,
when, although the theory was never consciously formulated, it wasimplied that
the phenomenon could be considered as a kind of personal mythology, even
though the manner of its expression was the objective, collective myth. The
famous dreams of the Bible; the book of Artemidorus Daldianus; the interpreta-



XXV THE SYMBOLIC MEANING OF DREAMS

tive dictionaries of Chaldean, Egyptian and Arabic origin bear witness to the
attention paid to dreams as harbingers of hidden truths about the submerged life
of the psycheand, morerarely, about external and objectivefacts. The mechanism
of oneiromancy, likethat of other divinatory or prophetic techniques, isa univer-
sal phenomenon; for such techniques are based upon the higher activity of the
unconsciousin responseto certain stimuli, and upon the automatic acquisition of
unconscious stores of knowledge remaining unperceived until ‘read’ in accor-
dancewith the principles of numbers, orientation, form and space. Wemust again
underline theway in which Jung approachesthis universal phenomenon. He says
that the fact of ‘an opinion being held for so long and so widely necessarily
demonstrates that in some way it must be true, that is, psychologically true’ . He
explains psychological truth as afact, not as ajudgement or an opinion, and he
considersthat careful demonstration and corroboration are evidence enough for
this (31).

Since an extensive bibliography of dreams is already available, it is here
intended only to recall that they afford Man another means of making contact
with his deepest aspirations, with the geometric or moral laws of the universe,
and also with the muted stirrings of the submerged unconscious. Teillard points
out that indreamsall layers of the psyche arerevealed, including the deepest. And
just as the embryo passes through the evolutionary animal stages, so we carry
with usarchaic ‘memories’ which can be brought to light (56). On the other hand,
Carus believed that the soul was in communion with the cosmic, and that,
oneirocritically speaking, the soul was susceptible to truths different from those
which rule the waking life; in this way he associated dreams with those rituals
which enabled Man to enter into the great secrets of Nature. It isusually accepted
that modern ways of thinking differ from primitive thought-processes only with
regard to consciousness, and that the unconscious has hardly changed since the
Upper Palaeolithic Stage.

Oneirocritic symbols, then, are not strictly different from mythical, religious,
lyrical or primitive symbols. Except that, with the primary archetypes, one finds
intermixed a kind of subworld consisting of the remains of existential images
drawn from reality, which may be lacking in symbolic meaning, which may be
expressions of the physiologica—merely memories—or which may also pos-
sess a symbolism related to the material and primary forms from which they
originate. In this dictionary we have kept to traditional symbols only, but it is
evident that other more ‘recent’ symbols must derive from the older—as the
motor-car from the carriage—or else must be related through the symbolism of
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form, athough this must always be a question of similar symbols, not of the
same symbol nor of the same order of meaning.

Thereisanother problem which we cannot ignore: not all human beingsareon
the same level. Even if we do not accept the idea of radical differences, or the
concept of spiritual growth—a concept which always has a touch of the oriental
and esoteric about it—it is undeniable that differences of intensity (emotion,
inner life, richness of thought and feeling) and of quality (intellectual and authen-
tically moral education) bring about essentially different levelsof thought, whether
it belogical or magical thought, rational speculation or oneirocritic elaboration.
Havelock Ellis has pointed out that extraordinary dreams are confined to people
of genius, and according to Jung even primitive races make asimilar distinction;
the Elgonyi tribe in the Elgon jungle explained to him that they recognized two
types of dream: the ordinary dream of the unimportant man, and the ‘great
vision', generally theexclusive privilege of outstanding men (34). Henceinterpre-
tative theories of symbolic material must vary according to whether they are
drawn from the analysis of the dreams of more or less pathological individuals,
from the dreams of normal people, from those of outstanding men, or from
collective myths. The materialistic tone pervading the symbolic classifications of
many psychoanalystsis accounted for by the nature of their sources of informa-
tion. On the other hand, the symbology of philosophers, founders of religions
and poetsiswholly idealist and cosmicin direction, embracing all objects, seeking
after the infinite and pointing to the mysteries of the mystical ‘centre’. Thisis
verified by Jung, who shows that accounts of fantasy or of dreams aways
contain not only what is most peremptory for the narrator but also what for the
moment is most painful (i.e. most important) for him (31). It isthis‘importance’
which fixesthe plane upon which any system of interpretation must exist. Freud's
definition (‘ Every dreamisarepressed desire’) pointsto the same conclusion, for
our desires are the index of our aspirations and our potentialities.

THE SYMBOLISM OF ALCHEMY

In his On Psychic Energy, Jung has asserted that: ‘ The spiritual appearsin the
psycheasaninstinct, indeed asarea passion. . . It isnot derived from any other
instinct, but is a principle sui generis, that is, a specific and necessary form of
instinctual power.” Apart from the fact that this asseveration would seem to put
an end to the assumption that science is necessarily materialistic, itsimportance
liesin that it takes up the essential platonic doctrine of the soul, which we here
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equate with the Jungian principle of spirituality, even though at times it may be
necessary to treat the two principles separately. Plato in Timaeus, Plotinusin the
Enneads, elaborate the idea that the soul is a stranger on earth, that it has de-
scended from the spacel essand timel essuniverse, or that it has‘ fallen’ on account
of sininto matter, that it initiates a process of life-giving growth corresponding to
the period of involution.

At any given moment, the inverse of this downward and inward movement
can be produced: the soul recallsthat itsorigin isbeyond space and time, beyond
living creatures and the world of objects, even beyond images; it then tends
towardsthe annihilation of the corporeal and beginsto ascend towardsits Origin.
lamblichus explains this asfollows: ‘A principle of the soul isthat it is superior
to all Nature, and that through it we can rise above the order and the systems of
the world. When the soul is thus separated from all subordinate natures, it ex-
changes this life for another and abandons this order of things to bind itself
inseparably with another.” The idea of rotation is the keystone of most transcen-
dent symbols: of the mediaeval Rota; of the Wheel of Buddhist transformations;
of the zodiacal cycle; of the myth of the Gemini; and of the opus of the alche-
mists. The idea of the world as alabyrinth or of life as a pilgrimage leads to the
ideaof the‘centre’ asasymbol of the absolute goal of Man—Paradise regained,
heavenly Jerusalem. Pictorialy, this central point is sometimes identified with
the geometric centre of the symbolic circle; sometimesitis placed aboveit; and at
other times, as in the oriental Shri Yantra, it is not portrayed at all, so that the
contemplator hasto imagine it.

But constantly we find a given theme reappearing under the guise of a new
symbol: the lost object, the impossible or very difficult enterprise; or else it
comes to be equated with a variety of qualities: knowledge, love, obtaining a
desired object, etc. Alchemy was devel oped in two fairly well-defined stages: the
mediaeval and the Renaissance, the latter terminating by the 18th century, when
it split once again into its two original components: mysticism and chemistry.
Alchemy is a symbolic technique which, together with the desire for positive
discoveries in the field of the natural sciences, sought to materiaize spiritual
truths. Instead of confronting the mythical dragon in their search for ‘treasure’,
like Cadmus, Jason and Siegfried, the alchemists sought to produce it by means of
hard work and virtue. Their work was not aimed at asimplerevelation of esoteric
truths, nor was it materialistic: both purposes coalesced, however, to achieve
something which for them had the significance of the absolute. Each operation,
each detail, every subject, every instrument was a source of intellectual and
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spiritua life: they were authentic symbols. After being forgotten for a period,
alchemy was reassessed as ‘the origin of modern chemistry’, and recently
Bachelard, Silberer, Jung and others have come to see the true compl eteness
of its meaning, at once poetic, religious and scientific. Bachelard points out that
achemy ‘possesses a quality of psychologica precision’ (33) and that, far from
being a description of objective phenomena, it is an attempt to project human
loveinto the ‘heart’ of things (1). Jung insists that the experiments of the alche-
mists had the sole purpose—like the ancient techniques of divination, though the
former was more ambitious and persistent—of stimulating the deepest layers of
the psyche and of facilitating psychic projectionsin material things, or in other
words, of experiencing material phenomena as symbols which point to a com-
plete theory of the universe and the destiny of the soul. For this reason, he says
that ‘the investigator had certain psychic experiences which appeared to him as
the particular behaviour of the chemical process . Elsewhere he defines this as
‘chemical research which, through projection, incorporated unconscious psychic
materid’, aremark which herounds off by affirming that ‘ the real nature of matter
was unknown to the alchemist. He knew it only by allusion. Searching for a
solution, he projected the unconscious into the obscurity of matter in order to
illuminateit. To explain the mystery of matter, he projected another mystery into
what wasto be explained’ (32). The summa of this mystery, the deepest of secret
aspirations, was the coincidentia oppositorum, of which ‘the alchemists are asit
were the empiricists, whereas Nicholas of Cusaisits philosopher’ (33). But the
achemist did not merely pretend to carry out his experiments; he was, indeed,
profoundly and pathetically engrossed in his search for gold. It wasthisinterest,
together with his sense of dedication that—as in the search for the Holy Grail—
was the guarantee of final success, by dint of the virtuous practice which his
unceasing labour demanded. To discover the secret of making gold was the mark
of divinefavour. Jung interpretsthe process psychologically asthegradual elimi-
nation of the impure factors of the spirit in the progress towards the immutable
values of eternity. But this interpretation had been fully grasped by the alche-
mists themselves: Michael Maier, in Symbola Aureae Mensae (1617), says that
‘chemistry encouragestheinvestigator to meditate upon celestial blessings'. Dorn,
in Physica (1661), aludes to the relationship which must exist between the
worker and his research when he asserts: * You will never make Oneness out of
Otherness until you yourself have become Oneness.” Oneness was achieved by
annihilating the desire for what is different or transitory and by fixing the mind
uponwhat is‘higher’ and eternal. Famousindeed isthe maxim of the alchemists:
Aurum nostrum non est aurum vulgi. This assertion—that their gold was not
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ordinary gold—seems to indicate that their symbolism excluded the material
reality of the symbol, in favour of the spiritual. But, of course, it is hazardous to
talk asif the varied work of so many researcherswith such differing backgrounds
was dl of apiece. The demand for actual gold could be interpreted as being the
same as the longing of the doubting St. Thomas. The chosen few were well
content with the dream of the ‘subterranean Sun’ shining at the bottom of the
alchemist’soven likethelight of salvation within the depths of the soul, no matter
whether this salvation is considered to be the product of religiousfaith or of that
hypothetical ‘ process of individuation’ into which Jung seemsto have poured his
finest thoughts and sentiments about Man. Of course, beneath this concept there
lie hidden none other than the three supreme longings which seem to lead to
felicity: first, the alchemic Rebis, or the androgynous being, signifying the con-
junction of opposites and the cessation of the torment caused by the separation
of the sexes, beginning with the time when the ‘ spherical man’ of Plato was split
into two halves; second, the establishing of the ‘volatile’ principle, that is, the
annihilation of all change or transition, once the essence has been obtained; and,
finally, the concentrating into one central point, as a symbol of the mystical
centre of the universe—that is, of the irradiant origin (32) and of immortality.

DEFINITIONS OF THE SYMBOL

Definitions and analyses of the nature of symbols and of symbolism are all too
frequent. But we should like to study some of the more thoughtful suggestions,
keeping, as always in this work, within the limits of comparative analysis. For
the Hindu philosopher Ananda K. Coomaraswamy, symbolism is ‘the art of
thinking in images’, an art now lost to civilized Man, notably in the last three
hundred years, perhapsin consequence of the * catastrophic theories of Descartes',
to quote Schneider. Coomaraswamy, then, shares the views of Fromm and of
Bayley, explicit in the titles of their respective works: The Forgotten Language
and The Lost Language of Symbolism. However, this|loss—as anthropol ogy and
psychoanalysis have shown—islimited to consciousness and not to the ‘ uncon-
scious’, which, to compensate, is perhaps now overloaded with symbolic mate-
ria.

Diel considersthe symbol to be ‘aprecise and crystallized means of expres-
sion’, corresponding in essence to the inner life (intensive and qualitative) in
opposition to the external world (extensive and quantitative) (15). In this, he
agrees with Goethe, who asserted: ‘In the symbol, the particular represents the
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general, not asadream, not asashadow, but asaliving and momentary revelation
of the inscrutable.” We suggest that the distinction made by Diel between the
inner and the outer worldsisageneral truth, applicable not only to the Cartesian
method: the world of res cogitans is one which recognizes extension. How isit
possible, then, for it to ignore the quantitative if the qualitative arises from
‘groups’ of quantity?

Marc Saunier, in his literary and pseudomystical style, points to an impor-
tant characteristic of symbols when he states that they are ‘the synthesizing
expression of amarvellous science, now forgotten by men’, but that ‘they show
usall that has been and will be, in oneimmutable form’ (49). He thereby assigns
to symbols—or recognizes, rather—their didactic function as timeless objects
per se, a least in their intimate structure, for the other factors are cultural or
personal variants.

The connexion between created and Creator is also apparent in the symbol.
JulesLeBéerecallsthat ‘every created object is, asit were, areflection of divine-
perfection, anatural and perceptible sign of a supernatural truth’, thus echoing
the Pauline proposition Per visibilia ad invisibilia, as well as the assertion of
Sallust that ‘ The world is a symbolic object.” Landrit insists that ‘ symbolism is
the science of the relations which unite the created world with God, the material
world with the supernatural; the science of the harmonies existing between the
diverse parts of the universe (correspondences and analogies)’, operating within
the process of involution, that is, of the materiality of all things.

Here we must interpose a distinction and a clarification. Erich Fromm (23),
steering his course along the normal channels of symbolic knowledge, laysdown
three kinds of symbol which are different in degree: (a) the conventional, (b) the
accidental, (c) the universal. The first kind comprises simple acceptance of a
constant affinity stripped of any optical or natural basis: for example, many signs
used in industry, in mathematics and in other fields. The second type springs
from strictly transitory conditions and is due to associations made through casual
contact. Thethird kind isthat which we are now studying and is defined, accord-
ing to Fromm, as the existence of the intrinsic relation between the symbol and
what it represents. It is obvious that this relation does not always have the same
vitality. For this reason, aswe have already pointed out, it is difficult to classify
symbols with exactitude.

This language of images and emotions is based, then, upon a precise and
crystallized means of expression, revealing transcendent truths, external to Man
(cosmic order) aswell aswithin him (thought, the moral order of things, psychic
evolution, the destiny of the soul); furthermore, it possesses a quality which,
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according to Schneider, increases its dynamism and gives it a truly dramatic
character. This quality, the essence of the symbol, isits ability to express simul-
taneously the various aspects (thesis and antithesis) of theideait represents (51).
Let usgive aprovisiona explanation of this: the unconscious, or ‘place’ where
symbols live, does not recognize the inherent distinctions of contraposition; or
again, the ‘symbolic function’ appears at the precise moment when a state of
tension is set up between opposites which the consciousness cannot resolve by
itself.

For psychologists, the symbol exists almost wholly in the mind, and is then
projected outwards upon Nature, either accepting language as its being and its
form or converting being and form into dramatic characters, but it is not seen in
this way by orientalists and esoteric thinkers, who base symbolism upon the
incontrovertible equation macrocosm=microcosm. For thisreason René Guénon
points out that: ‘ The true basis of symbolismis, as we have said, the correspon-
dence linking together all orders of reality, binding them one to the other, and
consequently extending from the natural order as a whole to the supernatural
order. By virtue of this correspondence, the whole of Natureis but asymbol, that
is, itstrue significance becomes apparent only when it is seen as a pointer which
can make us aware of supernatural or “metaphysical” truths—metaphysical in
the proper and true sense of the word, which is nothing less than the essential
function of symbolism. . . . The symbol must always be inferior to the thing
symbolized, which destroys all naturalist concepts of symbolism’ (29). This
latter ideaiis repeatedly stressed by Guénon, declaring that ‘what is superior can
never symbolize what isinferior, although the converse istrue’ (25) (provided,
we must add, that one is dealing with a specific symbol of inversion). On the
other hand, what is superior can remind us of what isinferior.

The observations of Mircea Eliade are very interesting in this respect. He
assigns to the symbol the mission of going beyond the limitations of this *frag-
ment’ whichisMan (or any one of hisconcerns) and of integrating this' fragment’
into entities of wider scope: society, culture, the universe. Even if, within these
limitations, ‘an object transmuted into a symbol—as a result of its being pos-
sessed by the symbolic function—tendsto unite with theAll . . . thisunionisnot
the same asaconfusion, for the symbol does not restrict movement or circulation
from one level to another, and integrates all these levels and planes (of reality),
but without fusing them—that is, without destroying them’, integrating them, in
short, within a system. On the other hand, Eliade believes that if the All can
appear contained within a significant fragment, it is because each fragment re-
statestheAll: ‘A tree, by virtue of the power it manifests, may become a blessed
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haven, without ceasing to be atree; and if it becomes a cosmic treeit is because
what it manifests restates, point by point, what the totality manifests' (17). Here
we have the explanation of the ‘intrinsic relation” mentioned by Erich Fromm.
Though transmuted to another plane of redlity, it consists of the essential rela-
tionship between one process and another, between one object and another, an
intimate relationship which has been defined as rhythm.

THE ‘COMMON RHYTHM’ OF SCHNEIDER

The analogy between two planes of reality isfounded upon the existencein both
of a‘common rhythm’. By rhythm we mean here not ‘ perceptible order intime’,
but the coherent, determinate and dynamic factor which a character or figure
possesses and which is transmitted to the object over which it presides or from
which it emanates. This rhythm is fundamentally a movement resulting from a
certainvitality or from agiven ‘number’. It showsitself asacharacteristic expres-
sion or formal crystallization. Thus, between the live snake, with its sinuous
movement, and the snake appearing in inanimate relief, there may be an analogy
whichisnot only formal (inthedesign, disposition, or in the specific shape of the
animal) but also rhythmic—that is, of tone, of modality, of accent, and of expres-
sion.

Martin Buber, in his study of natural, primitive poetry, points out that
Man—whether it be megalithic Man, our contemporary Primitive, or ‘romantic’
Man seeking natural spontaneity in his relations with the cosmos—' does not
think about the moon as such, which he seesevery night; for what heretainsisnot
theimage of awandering, luminousdisc, nor that of an associated demonic being,
but that of theimmediate emotiveimage, the lunar fluid flowing through bodies
(quoted by Gaston Bachelard, 2). This is exactly the view of Schneider also,
pointing to the aptitude for symbolic and rhythmic thought of Primitive Man,
who could identify the movement of awave with that of the backs of a moving
flock of sheep (51). Davy recalls that Boethius had alluded earlier to a‘ common
rhythm’ when he asserted that only those things which have the same matter in
common—meaning, in thiscontext, the same * vital aspect’—can mutually trans-
form and interchange themselves (14). Rhythm may be understood asagrouping
of distances, of quantitative values, but also as a formal pattern determined by
rhythmic numbers, that is, as spatial, formal and positional similitude.

But there is a deeper meaning to the concept of rhythm, which is precisely
that expounded by Schneider upon the basis of Primitive Man’sidentification of
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one ‘living, dynamic cell’ with two or more different aspects of reality. For this
reason, he points out that: ‘ The definition of the common rhythm varies consid-
erably according to the culturein question. Primitive beingsfound rel ated rhythms
particularly in the timbre of the voice, the rhythm of walking, motion, colour and
material. More advanced cultures preserve these criteria, but they give more
importance to form and material (the visual) than to the criteria of the voice and
the rhythm of walking. Instead of conceiving these related rhythms dynamically
and artistically as primitive people did, higher culturesthink of them as abstract
values and order them according to a reasoned classification of a static and geo-
metric kind. . . . Whereas Primitive Man saw that forms and phenomena are
essentialy fluid, more advanced civilizations have given pride of place to the
static aspect of forms and the purely geometric outlines of shape’ (50).
Rhythms and modes, then, allow relationships to be established between
different planes of reality. While natural science establishes relationships only
between ‘horizontal’ groups of beings after the classification of Linnaeus, mystic
or symbolic science erects ‘vertical bridges between those objects which are
within the same cosmic rhythm, that is, objects whose position ‘ corresponds’ to
that of another ‘analogous’ object on another plane of reality: for example, an
animal, aplant or acolour. According to Schneider, thisidea of correspondences
comes from belief in the indissoluble unity of the universe. Thus, in megalithic
and astrobiological cultures, the most disparate phenomenaare brought together,
by virtue of their having a‘ common rhythm’; ‘ hence onefindsthat such elements
asthefollowing are correlated: musical or cultural instruments and implements of
work; animals, gods, and heavenly bodies; the seasons, the points of the com-
pass, and material symbols; rites, colours and offices; parts of the human body
and phases in human life’ (51). Symbolism is what might be called a magnetic
force, drawing together phenomenawhich havethe samerhythm and even alow-
ing them to interchange. Schneider deduces some important ontological conclu-
sions from this: The apparent multiplicity of outward forms spreading out over
concentric planes is deceptive, for, in the last resort, al the phenomena of the
universe can be reduced to afew basic rhythmic forms, grouped and ordered by
the passage of time' (51). He also drawsgnostical conclusions: ‘ The symbol isthe
ideological manifestation of the mystic rhythm of creation and the degree of truth
attributed to the symbol is an expression of the respect Man is able to accord to
this mystical rhythm’ (50). The rhythmic link between the world outside Man
and the physiology of Man isdemonstrated by Schneider’s affirming that Primi-
tive Man and his animal-totem—though different beings—are joined in a com-
mon rhythm, whose basic element isthe cry-symbol (51). Jung has amplified the
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psychological implications of this concept, demonstrating the deep and constant
relationship between rhythm and emotion (31).

At this point we must comment upon the conclusion implicit in Schneider’s
thesis that, in spite of the multiplicity of forms which phenomena seem to take
on, thereisalack of clearly independent formsin the universe. Indeed, morphol-
ogy initssystematic analysis of formshasfound that only afew arefundamental:
thisisparticularly true of biology, in which the ovoid isabasic form from which
the sphere, its segment and many intermediate forms are derived. In fact,
symbological analyses often seem to offset a certain narrowing of scope by an
added richness in depth, for the few basic situations that do exist appear under
varying, though secondary, guises. Similarly, the only ‘origina’ numbers are the
first decade of the Greek system or the numbers up to twelve in the oriental
system. Therest comeunder therule of ‘ multiplicity’, whichismerely areorder-
ing of the basic series. Besides, the place of symbolism is within the archetypal
pattern of each being, each form, each rhythm. Within this archetypal pattern,
thanks to the principle of concentration, all like beings can be presented as one
being. And in addition, by virtue of this oneness, the predominant rhythm trans-
mutes all that might appear to be separate; so that, to give an example, not only
doall dragons stand for The Dragon, but any symbolic daub resembling adragon
isalso The Dragon. And we shall seethat thisisaconsequence of the principle of
‘sufficient identity’.

JUNG’'S ARCHETYPE

In the equation macrocosm=microcosm there is the implied possibility of ex-
plaining theformer by thelatter, or viceversa. The‘common rhythm’ of Schneider
belongs rather to the tendency to explain Man by reference to the world, while
Jung’s‘archetype’ tendsto explain theworld by referenceto Man. Thisislogical,
sincethe archetype does not stem from forms or from figures or obj ective beings,
but from images within the human spirit, within the turbulent depths of the
unconscious. The archetypeis, in thefirst place, an epiphany, that is, the revela-
tion of the latent by way of the recondite: vision, dream, fantasy, myth. These
spiritual manifestations are not, for Jung, substitutes for living things—are not
lifeless effigies; they are the fruits of the inner life perpetually flowing out from
the unconscious, in away which can be compared with the gradual unfolding of
creation. Just as creation determines the burgeoning of beings and objects, so
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psychic energy flowersinto animage, an entity marking the true borders between
theinformal and the conceptual, between darkness and light.

Jung uses the word ‘archetype’ to designate those universal symbolswhich
possess the greatest constancy and efficiency, the greatest potentiality for psy-
chic evolution, and which point away from the inferior towards the superior. In
On Psychic Energy, he specifically says: ‘ The psychological mechanism that
transforms energy isthe symbol.” But, in addition, he appearsto give adifferent
meaning to the archetype, linking it strictly with the structure of the psyche,
when he distinguishes it from the symbol in so far as its ontic significance goes.
To clarify this, let us quote some of Jung’s own observations: ‘ The archetypes
are the numinous, structural elements of the psyche and possess a certain au-
tonomy and specific energy which enables them to attract, out of the conscious
mind, those contents which are best suited to themselves. The symbols act as
transformers, their function being to convert libido from a“lower” into a“ higher”
form. . . . It was manifestly not a question of inherited ideas, but of an inborn
disposition to produce parallel images, or rather of identical psychic structures
common to al men, which | later called the archetypes of the collective uncon-
scious. They correspond to the concept of the “pattern of behaviour” in biology’
(31). ‘ The archetypes do not represent anything external, non-psychic, although
they do of course owe the concreteness of their imagery to impressions received
from without. Rather, independently of, and sometimesin direct contrast to, the
outward forms they may take, they represent the life and essence of a non-
individual psyche’ (33). That isto say, thereisan intermediate realm between the
oneness of the individual soul and its solitude, and the variety of the universe:
between the res cogitans and the res extensa of Descartes, and that realm isthe
image of the world in the soul and of the soul in the world, in other words, the
‘place’ of symbolism ‘working’ in areas prepared by the archetypes—eternally
present, the ‘problem being whether the consciousness perceives them or not’
(32).

In his Essais de psychologie analytique, Jung again defines the nature of the
archetypes as the ready-made systems of both images and emotions (that is, of
rhythms). They are inherited with the brain-structure—indeed, they are its psy-
chic aspect. They are, on the one hand, the most powerful of instinctive preju-
dices, and on the other, the most efficient aids imaginable towards instinctive
adaptations. Jung points out that the idea of such ‘image-guides of ancestral
origin had already appeared in Freud, who called them ‘ primitive fantasies'. Jolan
de Jacobi, in her work on Jung’s psychology (30), saysthat Jung took the expres-
sion from St. Augustine, who used it in a sense which is very similar to the



ANALYSIS OF THE SYMBOL XXXVi

platonic ‘ided , that is, the primordial reality from which therealities of existence
arise as echoes and fragments. Archetypes are like all-embracing parables: their
meaning is only partially accessible; their deepest significance remains a secret
which existed long before Man himself and which reaches out far beyond Man.
Jolan de Jacobi identifies symbols for practical purposes with the archetypes,
mentioning asexamples of thelatter: the‘ night sea-crossing’, the ‘whale-dragon’,
figures such as the prince, the child, the magician or the unknown damsel. We
cannot further debate Jung's concepts without going more deeply into his psy-
chological and anthropological theory, which would be beyond the scope of this
work. To return to the relationship between, or identity of, the symbol and the
archetype, we might say that the latter isthe mythical and merely human aspect
of the former, whereas a strict system of symbols could exist even without
human consciousness, since it is founded upon a cosmic order determined by
those ‘vertical’ relationships which we mentioned when commenting upon the
‘common rhythm’ of Schneider. In short, it is a synthesis which transmutes
systems of vibrations, echoing one basic and original ‘model’, into a spiritual
idiom expressed usually inthe numerical series.

ANALYSIS OF THE SYMBOL

The basic ideas and suppositions which allow us to conceive of ‘symbolism’,
together with the creation and vitality of each symbol, are the following:

(@) Nothingismeaninglessor neutral: everything issignificant. () Nothingis
independent, everything isin some way related to something else. (¢) The quan-
titative becomes the qualitative in certain essentials which, in fact, precisely
constitute the meaning of the quantity. (d) Everything is serial. (e) Series are
related one to another as to position, and the components of each series are
related asto meaning. Thisserial characteristicisabasic phenomenonwhichisas
true of the physical world (in its range of colours, of sounds, of textures, of
landscapes, etc.) as of the spiritual world (initsvirtues, vices, humours, feelings,
etc.). Factorswhich account for serial arrangement are: limitation; theintegration
of discontinuity and continuity; proper order; graduation; numbering; the inner
dynamism of the component elements; polarity; symmetrical or asymmetrical
equilibrium; and the concept as awhole.

If we take any ‘symbol’—for example, the sword, or the colour red—and
analyseits structure, we shall see that it can be split up into both its real and its
symbolic components. First, we find the object in itself, in isolation; in the
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second place wefind the object linked toiits utilitarian function, to its concrete or
factual reality in thethree-dimensional world—directly, in the case of the sword;
or indirectly, giving colour, for exampleto acloak, inthe case of the colour red; in
thethird place, wefind what enablesthe obj ect to be considered asasymbol: that
structure which we have termed ‘ symbolic function’, or the dynamic tendency of

Engraving in the Historiarum liber of Herodotus (Paris, 1510
with the important symbols of the primordial waters,
ship, woman, bees and phoenix

the object to link up with its corresponding equivalents in all analogous series,
nevertheless principal ly tending to show the particular metaphysical meaning. In
thissymbolic function we can still distinguish between the symbolic meaning and
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the general meaning, thelatter being requently ambivalent and charged with allu-
sionswhose variety, however, isnever chaotic, for it is marshalled along the co-
ordinate line of a‘common rhythm’.

Thus, thesword, iron, fire, the colour red, the god Mars, the rocky mountain,
aredll interrelated because they are oriented along one ‘ symbolic line’. They all
imply thelonging for * spiritual determination and physical annihilation’, whichis
the profoundest meaning of their symbolic functions; but in addition they are
joined together—they beckon to each other, one might say—Dby virtue of the
inner affinity that bindsall these phenomena, which are, in truth, concomitants of
oneessential cosmic modality.

In consequence, apart from this network of relationslinking up every kind of
object (physical, metaphysical, mental, real and unreal in so far as they have
‘psychological reality’), the symbolic order is established by ageneral correlation
between the material and the spiritual (the visible and the invisible) and by the
unfolding of their meanings. These components, which account for the * mode of
being’ of the object, may be complementary or disparate; in the case of thelatter
an ambivalent symbol is produced. Schneider mentions the flute as an example
(50). Thefluteinformis phallic and masculine, whereasits sound isfeminine. It
is an instrument which stands in curious, inverse relation to the drum, with its
deep masculinetonesand itsrounded, feminine shapes. Oneindispensabl e aspect
of therelationship between abstract forms (geometric or biomorphic, intellectual
or artistic) and objectsisthe mutual influence they have upon each other. Let us
analyse another symbol: water, for example. Its predominant characteristics are:
(i) itfertilizes; (ii) it purifies; (iii) it dissolves. Thesethree qualities have so much
in common that their relationship can be expressed in avariety of ways, although
one constant factor always emerges: the suspension of form—that is, the lack of
any fixed form (fluidity)—is bound up with the functions of fertilization or
regeneration of the material, living world on the one hand, and with the purifica-
tion or regeneration of the spiritual world on the other. It isthis bond which helps
to explain the vast symbolism of water, appearing in the midst of solid areas of
the cosmos, with the power of destroying the corrupt and of initiating a new
cycle of life—the latter meaning is one that extends to the zodiacal signs of
Aquarius and Pisces, and confirmsthe words of the Psalm: ‘| am poured out like
water, and all my bones are out of joint’ (Psalm xxii, 14).

These basic concepts, then, are the justification and the fundament of the
symbalic order of things. Jung, however, working within the framework of his
symboliclogic, doesnot accord them the same priority. Speaking of thelibido, or
vital energy, he saysthat we have the following possibilities of symbolization: (i)
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Analogous comparison (that is, a comparison between two objects or forces on
the same co-ordinate of a‘ common rhythm’), as, for example, fireand the sun. (ii)
The objective, causative comparison (Which is based upon the properties of the
symbolic object itself), as, for example, the sun aslife-giver. (iii) The subjective,
causative comparison (wWhich functions like the second group, except that it
immediately identifiestheinner force with some symbol or some object possess-
ing arelevant symbolic function), as, for example, the phallus or snake. (iv) The
functional comparison, based not upon symbolic objects themselves but upon
their activity, informing the image with dynamism and drama; for example, the
libido fecundates like the bull, is dangerous like the boar, etc. The relevance to
myth of this last group is self-evident (31).

SYMBOLIC ANALOGY

According to the Tabula Smaragdina, the threefold principle of the analogy
between the outer and theinner world is: (i) the common source of both worlds;
(if) the influence of the psychic upon the physical; (iii) the influence of the
physical world upon the spiritual. But the analogy lies not only in the relation
between theinner and the outer world, but also in the rel ation between the various
phenomena of the physical world. Material or formal resemblanceisonly one of
the many possible analogies, for analogy can also exist in connexion with func-
tion. At times, the act of choosing reveals a basic analogy between the inner
motives and the ultimate goal . L et us quote some exampl es of analogy by way of
clarification. From religious literature we learn that the Order of St. Bruno pre-
ferred precipitous and remote places for their communities; the Benedictines
would choose mountain-heights; the Cistercians, pleasant valleys; and the Jesuits
of St. Ignatius, the cities. For those conversant with the character of these foun-
dations it is almost unnecessary to point out that their very choice of situation
implies a landscape-symbolism, or that, looked at in another way, the places
selected are eloquent proof of the guiding spirit behind each of these communi-
ties.

The Pigmies of Equatorial Africabelievethat, in the rainbow, God expresses
His desire to communicate with them. This is why, as soon as the rainbow
appears, they take up their bows and shoot at it. . . . (17). The incomparable
beauty of this striking image tells us more about analogy than any analysis can.
Other aspects of the same kind of thing may be seenin certain superstitions, such
as the belief of many races that by undoing the bolts, locks and latches of the
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home during the birth of an infant, they can facilitate its coming into the world
(21). One more analogy: the process of creation—which oriental theogonies ex-
plain as both progressive multiplication and as division, since al things derive
from unity—has its anal ogous counterpart in the related myths of the carving up
of the body of Osirisin Egypt, of Prajapati in India and of Dionysosin Greece
(40). As examples of formal analogy or resemblance, we quote four symbolic
ways of referring to the Centre: the Hindu Wheel of Transformationsin the centre
of which is a space which is either quite unadorned or else filled with just the
symbol or image of a deity; or the Chinese Pi, a disc of jade with ahole in the
centre; or theideathat the Pole star, piercing the sky, pointsthe way along which
the merely temporal world must move in order to rid itself of the restrictions of
time and space; or, finally, in the West, the Round Table with the Holy Grail
standing at its centre point. We can seein al these very different objectsan almost
obsessive repetition of the image of a duality: the centre contrasted with the
circumference, asatwofold image of theineffable origin of theworld of phenom-
ena. But there is one legend which opens up great possibilitiesin analogy, for it
contains both formal anal ogy (resemblance) and functional analogy. Itisthemyth
of the cursed hunter, who leaves the Mass just when the Consecrated Form is
being raised aloft, to go hunting. One can see delineated here a spiral movement
which ‘repeats’ the creation of the physical world. The soul abandons the centre
(the circular form of the Host) and leaves for the outer part of the wheel, where
movement is swifter (Symbolized by the endless chase after an unattainable
quarry).

Anaogy, as a unifying and ordering process, appears continuously in art,
myth and poetry. Its presence always betrays a mystic force at work, the need to
reunitewhat has been dispersed. Let us quote two cases—one of art criticism, the
other literary but bearing upon the first—which have analogy astheir sole foun-
dation. Cohn-Wiener says' Reliefsenable usto appreciate that there (in Babylon)
clothes do not emphasize the shape of the body, asin Egypt: they hideit, in the
way that murals conceal the rough marksof abuilding.” Théophile Gautier char-
acterized Burgos cathedral as: ‘ Vast asastone pyramid and delicate asawoman’s
curl’, and Verlaine called the Middle Ages (which had created this cathedral):
‘Vast and delicate’ .

We have to persist in our study of analogy, for it is perhaps the corner-stone
of thewhole symbolic edifice. If wetake two parallel actions, asexpressedinthe
phrases: ‘ The sun overcomes the darkness', and ‘ The hero days the monster’,
there is a correspondence between the two phrases (and the two actions). We
haveto conceive of each one asathree-part series: subject, verb, predicate. There
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isan analogy in function: both subjects, both verbs, both predicates are interre-
lated. In addition, as we have chosen two actions with a‘common rhythm’, the
parts of the series could be replaced or interchanged without causing any break or
confusion in the system: we could equally well say. ‘ The sun slays the monster’
or ‘ The hero overcomes the darkness'. To take another example, in the parallel
expressions: ‘ The sun shineswith golden brilliance’ and * Gold shineswith golden
brilliance’, the common predicate allows not only the interchange but also the
identical equation of subject. From the intermediate phrase: ‘ The sun shineslike
gold’ or ‘Gold shineslikethe sun’, comestheirrefutable conclusion: ‘ The sun—
insofar asitsbrillianceisgolden—isgold.” Thisequation occurs not because of
the intrinsic value of its components but because of the significance of their
position, for the relationship is concerned only with the dynamic or, in other
words, symbolic, position of objects. This identical equation, then, is what we
have called ‘the principle of sufficient identity’ and what we consider to be the
core of symbolism. Clearly, this identity is ‘sufficient’ (that is, sufficient for
symbolic purposes) from the very moment it is created in the very heart of the
dynamic potential of the symbol. When their functions coincide and reveal their
alegianceto one essence, both objects, although different ontheexistential plane,
become one on the symbolic plane and therefore interchangeabl e; they are now—
to usethe scholastic terms—the coniunctio (integrating conjunction) of what was
formerly distinctio. Thisiswhy symbolic technique is a matter of progressively
ordering such identities within genuine common rhythms. Also, for the above
reasons, the symbolic image is not an ‘example’ (an external and hypothetical
relation between two objects or two correspondences) but an internal analogy (a
necessary and constant relationship).

SYMBOL AND ALLEGORY—SYMBOL AND ARTISTIC EXPRESSION

Asageneral rule, writers on the subject distinguish in essence between the sym-
bol and the allegory. Bachelard (3) definesthelatter as* alifelessimage, aconcept
which has become over-rationalized' . For Jung (30), allegory isalimited kind of
symbol reduced to the réle of apointer, designating only one of the many poten-
tia series of dynamic meanings. Again, thedifference between alegory and sym-
bol may be understood by reference to the hypothesis of Wirth, for whom the
essential function of the symbol isto explore the unknown and—paradoxically—
to communi cate with the incommunicable, the partial discovery of these unfath-
omabletruths being achieved through symbols (59). Didl illustratesthe difference
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between allegory and symbol with avivid example: ‘ Zeus hurls a thunderbolt,
which on the meteorological planeisastraightforward allegory. Thisalegory is
transmuted into a symbol when the act acquires a psychological meaning, Zeus
becoming the symbol of the spirit and the thunderbolt symbolizing the sudden
appearance of an illuminating thought (intuition) which is supposed to come
from the god himself’ (15). This cipher isasemeiotic expression, aconventional
abbreviation for aknown constant. Allegory is seen therefore asthe mechani sm of
thesymbol, in which the chief characteristic of thelatter isdevitalized and turned
into a mere cipher which, because it is dressed up in traditional, symbolic garb,
may even appear to be alive.

Allegories have often been created quite consciously with theatrical or liter-
ary endsinmind. Cesare Ripa'slconologia isavast thesaurus of personifications
and allegories. Mythological dictionaries provide many examplesinwhich realis-
tic portrayal deprives them of symbolic value. Thus, according to Cochin, Cru-
elty isdepicted asafearful hag smothering achildinitscradleand laughing inthe
firelight; and Dusk as ayouth with astar on his forehead and the black wings of
a bat, fleeing beneath a veil representing night. Even more mechanica are the
allegories representing science, the arts or industry. Cosmography is usually
shown as an old woman; she wears ablue cape studded with starswhile her dress
is earth-coloured. In one hand she holds an astrolabe, in the other a compass. At
her feet are the globes of the earth and the heavens. These examples provethat the
elements of allegory are symbolswhich arein no way distinguishable from true
symbols. Their function aloneismodified and inverted, for, instead of indicating
metaphysical and spiritual principles—instead of possessing an emotional con-
tent—they are artificial creations designating physical realities and nothing else.

But in certain circumstances the components of allegory can revert to their
symbolic state, that is, if the unconscious seizes upon them as such, overlooking
their semeiotic and representational ends. Hence we may speak of an intermedi-
ate zone of images consciously created, evenif calling upon ancestral memories,
perhaps through the medium of dreams or visions. We find an example of thisin
the playing-cards of the Tarot, the compositions of which seem to be carried out
according to acriterion anal ogous to that of many allegories or mythical figures.
The only differenceisthat their mysteriousness places them beyond the reach of
reason and enables them to act as stimuli to the unconscious. The same thing
frequently happens in art: symbols have come to be placed within conscious,
traditional and dogmatic systems, but their inner life still pulses beneath this
rationalized order, even becoming audible from time to time. In ornamentation,
strict rhythm rather than symbolic rhythm is at work. The inner force of the
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rhythm is conveyed to the observer who is moved by it according to his nature,
but it is rare for even the suspicion of apsychologica or cosmic significance to
rise to the surface of his consciousness, although he may perceive its dynamic
essence. We have read with interest RenéAlleau’srecent work, De la Nature des
symboles, and find the distinctions he draws between symbol and synthema
interesting from aformalistic standpoint but of less help than hindrance towards
the proper understanding of the spiritual and psychological meaning of symbols.

The same thing occurs with artistic expression, which may be related to
symbolization but must not be confused with it. Artistic expression is a continu-
ous, flowing, causal and direct relation between the inspiration and the final
representation, which is both the means and the end of the expressive process.
Symbolization is discontinuous, static, indirect, transcending the object inwhich
it isenshrined. In music and in painting, one can easily distinguish between the
expressive and the symbolic factors. But since we cannot here go into such
particulars, we shall confine ourselves to determining the parts played by these
factorsin some general artistic tendencies. Thus expressionism, confronted with
the material world of objects, tends to destroy them and to submerge themin a
swirling stream of psychic forces, overwhel ming the expressivefiguresand, with
its power, obliging them to become part of asystem of freerhythms. Symbolism,
on the other hand, while isolating each form and each figure, attracts, asif with
magnetic lines of force, all that has‘ common rhythm’, that is, all that has natural
affinity. It thus reveals that the profound meaning behind all series of symbolic
objects is the very cause of their appearance in the world of phenomena. Con-
cerning the relationship of the art-form with the author, let us refer again to the
concept of endopathy, anticipated by Dante in his Canzoniere: ‘He who would
paint afigure, if he cannot becomethat figure, cannot portray it.” Thisisafurther
affirmation of * common rhythm’, like the earlier observation of Plotinusthat the
eye could not see the sun unless it became to some degree a sun itself and vice
versa. In symbolist doctrine, thereis never any question of mererelation between
cause and effect but rather of ‘mutual causality’. In symbolism, everything has
some meaning, everything has a purpose which at timesisobvious, and at others
less so, and everything |leaves sometrace or ‘ signature’ which isopen to investi-
gation and interpretation.

Perhaps a deeper conception than the scientific onesis that of Sufic mysti-
cism. Henry Corbin, in Creative Imagination in the Sufism of Ibn ‘Arabi (London,
1969), referring to the idea of the ta'wil professed in Sufism, states that it is
essentially amethod of symbolic understanding of the world, based on thetrans-
mutation of everything visible into symbols. He adds that this is practicable
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through the ‘intuition of an essence or person in an Image which partakes neither
of universal logic nor of sense perception, and which is the only means of signi-
fying what is to be signified’. Sufism admits an intermediate kingdom (an
‘interworld’, asit iscalled) between phenomenic reality and logical or ideal real-
ity. Thisinterworld isthe puretruth of al things, but elevated to amagicomystic,
angelic position. In other words, according to this doctrine, the Oneness, before
reaching material realities, multipliesitself into other realities, which must per-
force be objects of amazed contemplation. (These other realities are material
realities which have been transformed and appear in the function of their domi-
nant quality, their spiritual ‘ office’.) Asin Palacios, in his Escatologia musulmana
en la Divina Commedia, proved the connexion between Dantean idealism and the
Islamic study of the contemplative life.

APPRECIATION AND INTERPRETATION

The Problem of Interpretation In the 19th century, mythology and symbolism
were much discussed, particularly in connexion with the problem of interpreta-
tion. Max Muller derived the mgjority of myths from solar phenomena, in par-
ticular Dawn representing victory over Darkness, while Schwartz and his school
gave pride of placeto the storm (35). Soon another interpretative approach came
into being, inwhich al celestial and meteorological images cameto be considered
as secondary to mental and spiritual symbols. So, for example, Karl O. Mdller,in
his Kleine deutsche Schriften, remarked that, essentially, the myth of Orion had
nothing astral about it, and that only subsequently did it cometo be placed in the
heavens. This process of projecting the worldly into the celestial sphere, in
particular into the astral, is known as catasterism. The arrival of the psychologi-
cal thesis, however, did not invalidate the arguments for celestial provenance—
such asthose put forward by Dupuisin his L "Origine de tous les cultes—and this
is yet a further proof that the symbol is plurisignal, a term first used by Philip
Wheelwright. Basically, all these problems of ‘origin’ are of very secondary im-
portance. From the point of view of symbolist tradition, there is no question of
priority, only of smultaneity: all phenomenaare parallel and related. Interpreta-
tions only indicate the starting-point of the interpreter, not the causal or prior
condition within the system itself.

Theseinevitable qualificationsinherent in symbolicinterpretation are under-
lined by Gaston Bachelard in hisprologueto Diel (15), when he says, not without
irony: ‘Are you a rationalist historian? You will find in myth an account of
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famous dynasties. Are you alinguist? Words tell all, and all legends are formed
around sayings. One more corrupted word—one more god! Olympusisagram-
mar controlling the functions of the gods. Are you a sociologist? Then in myth
you will find the means by which, in primitive society, the leader isturned into a
god.” The only al-embracing interpretation which would seem to fit the original
meaning of myths and symbolsisthe onethat takesthis meaning right back to the
metaphysical source, to the dialectic of creation. Louis Renou praises Zimmer’s
‘intuitive appreciation of the metaphysical approach to the myth’, which is to
say, hisfidelity to his subject, an approach embracing both the philosophical and
the religious aspects (60). But argument about al the possible interpretations
dates not from our times, nor from recent times, but from Antiquity. Seznec
recallsthat the ancients evol ved theories about the origins of the gods, based upon
interpretations which can be summed up as expressions of three essential atti-
tudes: (a) myths are more or less modified accounts of historical facts, of people
raised to the rank of gods, as happened in historical time with Alexander the
Great; (b) myths express the conflicts inherent in the natural world, for which
reason gods had to be supernatural, cosmic symbols; (¢) myths are the fabulous
expression of philosophical or moral ideas. We would rather say that myths, and
agreat number of other archetypal symbols, areall threethingsat once. Or better
still, that they are concrete, historical redlities, that they are at once cosmic and
natural; moral and psychological redlities are merely restatements on three planes
(history, the physical world, the psychic world) of the same basic ideas.
Euhemerism, a system which gives preference to historical interpretation, does
not, however, in any way affect the nature of symbol or myth, because, as we
haveaready said, the simultaneous occurrence of an abstract and general manifes-
tation with its materialization in a moment of space-time not only implies no
contradiction, but actually is a proof of their true existence on both planes.
Intheworld of symbols, totemistic interpretation does no more than demon-
strate rel ationships, without el ucidating meanings: it forges connecting-links be-
tween beings endowed with * common rhythm’, but it does not indicate the mean-
ing of these beings. To say that Athena was the nocturnal owl, the Magna Mater
alioness or Artemis a she-bear, is to say nothing about the meaning of the gods
nor about their respective animal-symbols. The analysis of meaning is the only
thing which can lead to the reconstruction of the inner structure of each symbol.
Similarly, realism, which seesin afable merely adifferent version of the original
event or an amalgam of varied elements, offers only a secondary explanation of
the problem of ‘origins’ without attempting to go deeply into theraison d’étre of
the entity. To say that theimage of the bat gave birth to theidea of the hippogryph,
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the chimaera and the dragon, is to give the minimal idea of the expressive and
symbalic value of such fabulous animals; only an analysis of their context, their
behaviour and their purpose can bring us close to the myth of the symbol with its
considerable capacity for dynamic transfiguration. Krappe is speaking in terms
of realismwhen he saysthat the well-known tradition of associating thetreewith
the serpent can betraced ‘ quite simply to thefact (easily verifiableinall countries
where snakes live) that these reptiles generally make their holes at the foot of a
tree’ (35). Even if we grant the accuracy of this explanation, what could it tell us
about the intensity of this myth, with its powerful symbolism expressing Bibli-
cal temptation? Clearly, symbolism is something quite different. It isthe magne-
tism which reality—whether it be simple (the object) or complex (the relation-
ship)—is seen to exert by virtue of its spiritual potential within the cosmic
system. The snake and the tree are related analogously in their outlines, in the
resemblance of the reptile to the roots of atree, and in the relationship between
thetree and the erect snake on the one hand, and the columns of Boaz and Jachin
ontheother: abinary image of the essential paradox of life—the paradox of Good
and Evil. While the tree raises its branches to the sun as if in an ecstasy of
adoration, the snake is poised ready to strike. This is the essence of the symbol
and not the fact that snakes nest at the foot of atree. What is more, applying the
traditional law that facts never explain anything but are the mere consequence of
principle, we can say that if the snake makes its nest beneath trees, this is
precisely because of thisinner relationship.

PSYCHOLOGICAL INTERPRETATION

Given that every symbol ‘echoes’ throughout every plane of reality and that the
spiritual ambience of a person is essentially one of these planes because of the
relationship traditionally established between the macrocosm and the micro-
cosm, a relationship which philosophy has verified by presenting Man as the
‘messenger of being’ (Heidegger): given this, then it follows that every symbol
can beinterpreted psychologically. So, for example, the secret room of Bluebeard,
which heforbids hiswifeto enter, ishismind. The dead wiveswhich she encoun-
tersin defying his orders are the wives whom he has once loved, that is, who are
now dead to hislove. Jung emphasizes the twofold val ue of psychological inter-
pretation; it has thrown new light upon dreams, daydreams, fantasies and works
of art, while on the other hand it provides confirmation of the collective character
of myths and legends (31). He also points out that there are two aspects of the
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interpretation of the unconscious: what the symbol representsinitself (objective
interpretation), and what it signifiesasaprojection or asan individualized ‘ case’
(subjectiveinterpretation). For our part, objective interpretation is nothing more
nor less than understanding. Subjective interpretation is true interpretation: it
takes the widest and profoundest meaning of asymbol in any one given moment
and appliesit to certain given examples.

Psychological interpretation points the middlie way between the objective
truth of the symbol and the particular circumstances influencing the individual
who experiences the symbol. The prejudices of the interpreter must, in varying
degrees, a so be taken into account, for it will often be difficult to wean him from
his particular likes and dislikes. It is here that symbols acquire secondary, acci-
dental and transitory meanings, quite apart from their universal quality. The
sword, without ever losing its objective meaning (which we explained earlier)
comes to acquire various secondary meanings—which may even, because of its
vital potential, appear momentarily as the primary sense—according to whether
the symbol occurs in the mind of a soldier, a priest, a collector of swords or a
poet. And thisis to mention only one limiting factor, in itself extensive enough,
embracing, asit does, character-study. The symboal, then, likewater, findsitsown
level, whichisthelevel of theinterpreting mind. Thedifficultiesof interpretation
are therefore enormous, wheress the difficulties in the way of appreciating the
symbol are aimost elementary. Much scepticism about symbolism—especially
among psychologists—arises because of the confusion of two quite different
aspects of the function of symbolism: (i) the manifestation of the true meaning of
the symbolic object, and (ii) the manifestation of a distorted meaning superim-
posed by an individual mind prejudiced by circumstantial or psychological fac-
tors. The difficulties of psychological interpretation concern not so much the
series of ‘multivalencies’ of the symbol (common rhythm), as the variety of
outlook of the interpreting mind, influenced either unconsciously by the power
of the symbol or consciously by his own Weltanschauung.

One example of this kind of prejudiced interpretation can be seen in the
Freudians, who claimed to unveil the universal sexuality of all objectsand forms
because they demonstrably belonged to one or the other of two broadly opposed
groups. the masculine and the feminine. But the Chinese, with their Yang-Yin
symbol, and the Hindus, and the Hebrews had long ago established the essential
polarity of theworld of phenomenaaccording to generic principles, including the
sexual division. Nevertheless, no matter how an object might be classified, it
would never loseits potential significance; for its grouping constitutes only one
of its symbolic representations and not, of course, the most important. The
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Talmud, furthermore, had discovered theinteresting method of interpreting sexual
dreams not always asimmediately meaningful but often asindirectly significant
or portentous (Fromm, 23). To dream of sexual relationswith, for example, one’s
mother signified the attainment of the highest degree of wisdom. That Roman
divines were also aware of thisis proved by theinterpretation given to asimilar
dream of Julius Caesar, to whom it was prophesied that he would inherit the
world. But on the other hand one cannot deny those psychological interpreta-
tionswhich point to sexual ends. When aman, in the Tamud, * sprinklesan olive
treewith olive ail’, he betrays symbolically an incestuous desire. The distortion
of symbolsinherent in any method of psychological interpretation derived from
abnormal minds and applied to abnormal conditions may be seen in the patterns
of meaning evolved by Volmat in his L’Art psychopathologique. For him, the
symbol ‘grows around a dynamic system, that is, around a structure within the
dimensions of time and personality’. Such distortion of the true meaning of
symbolsarisesfrom an over-restriction of their function, from over-identification
with the psychological mechanism which construes it and with the alter ego,
although it makes up for this restriction by its added intensity. Everything is
made as subjective aspossible: thetreeisno longer the cosmic tree, but aprojec-
tion of the self; and similarly with mountains. Water and fire present only their
negative and destructive connotations, not the positive ones of purification and
regeneration. By associations, only the tragic and mournful connotations are
investigated: suchisthe construction put upon flowers and animals, for example.
In the same way, thiskind of interpretation overruns the object, altering it wher-
ever necessary to fit abnormal symbols. Houses lose their doors and windows
(symbols of openings, outlets, hopes of salvation); trees lose their leaves and
never bear fruit. Catastrophes, which in traditional symbolism have the ambiva-
lent meaning of both destruction and of fecundation and regeneration, are here
limited to negative and destructive functions. One can understand that symbol-
ogy built upon interpretation at this level can lay no claim to objectivity: itisno
longer metaphysical but psychological.

On the other hand, to limit symbolic interpretation to the analysis of mean-
ing, or to enumerating the qualities of the thing and its spiritual counterparts, is
not enough. Not because the method isinherently deficient, but becausein prac-
tice no one can see clearly and wholly what the object in question is.

A confrontation with symbolist tradition therefore becomes necessary, a
tradition with secular associations and interpretations of undoubted value and
universality; it is, then, essential to apply the comparative method whenever
possible.
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LEVELS OF MEANING

Corresponding to the multiplicity of symbolic objects linked by a ‘common
rhythm’ isthe multivalency of their meanings, each one distributed analogously
on aseparate level of reality. This power of the symbol to evince a meaning not
only ononelevel but at all levelsisborne out by all those who have written about
symbology, notwithstanding their scientific outlook. Mircea Eliade stresses this
essential characteristic of the symbol, emphasizing the simultaneity of its differ-
ent meanings (17)—although, strictly, instead of ‘ different meanings’ one ought
to speak of the different values and particular aspects assumed by the basic
meaning. Schneider givesavivid example of thiskind of progressive ordering of
meaning, with its separate patterns on each plane of redlity. He notes that if we
take three fundamental planes: (i) vegetable and meteorological life; (ii) natural
human life; and (iii) spiritual growth; then the concepts of death and rebirth—
respectively symbolized by the moon in its waning and waxing phases—signify
onthesethreelevels: (i) drought and rain; (ii) illnessand cure; and (iii) fossiliza-
tion and flux (51).

Schneider goeson to suggest that the symbol istheinner link between all that
is analogous or associated, rather than the dynamic potential of each separate
object. He suggeststhat ‘ every symbol isarhythmic whole embracing the essen-
tial, common rhythms of a series of phenomena, which are scattered over differ-
ent planes by virtue of their secondary rhythms. They spread out from aspiritual
centre and their clarity and intensity decrease as they approach the periphery.
Theredlity of the symbol isfounded upon the idea that the ultimate reality of an
object liesin its spiritual rhythm—uwhich it incarnates—and not in its material
aspect’ (50), or its functional aspect. Diel sharesthis view, applying it to myths,
such as that of Demeter and her daughter Persephone, where he points out that
the Eleusinian Mysteriesimply threelevels of meaning: the agrarian, the psycho-
logical and the metaphysical, the mystery lying in the integration of these three
levels of reality; and these three levels correspond to the levels of all forms of
sense-perception and knowledge. Hence, interpretation becomes the selection of
one level as predominant, leaving aside the question of interaction, symbolic
degradation and over-restriction within the particular. It is quite legitimate to see
Medusa as a cloud, Chrysaor the golden sword as lightning, the galloping hoof
beats of Pegasus as the thunder. But by limiting the upwards-tending dynamism
of the symbol within these meteorological concepts, the unbounded potential
significance of the symbol becomes confined within the limits of allegory.
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From the Freudian school onwards, thelevel of agreat many symbolicinter-
pretations has been that of sexual activity. The swan, for example, hascometo be
seen simply as a symbol of hermaphroditism; yet on the mystical plane it has
aways aluded to the androgynous god of many primitive and astrobiological
religions, aswell asto the rebis of thea chemistsand to the bisexual Man of Plato.
Confining the symbol in thisway within the narrow limits of allegory, restricting
it to alower plane in the pattern of the universe, is known in symbology as the
‘degradation of the symbol’. And this degraded meaning may not only affect the
interpretation it receives, but also the symbol itself. At times, degradation is
brought about by trivial vulgarization: thus, arising from the myth of Mercury
and Perseusflying through space with theaid of their winged sandals, we have the
more modest journeyings of those who wear the seven-league boots (38); out of
the myth of the ‘Islands of the Blessed', which, is connected with the mystical
‘centre’, there has arisen the urge for ‘ocean paradises’ which even Gauguin
sought to turninto reality; out of the mythical battlesbetween Osirisand Set, and
Ormuzd and Ahriman, come the struggles between the ‘good’ and the ‘bad’ in
literature (17). Lévy-Bruhl, in L’ Expérience mystique et les symboles chez les
primitifs, adduces some similar examples of fairy-story deformation of the sym-
bol. Other forms of degradation are: over-particul arized interpretation, leading to
lengthy and arbitrary descriptions of ‘the language of flowers' and so on. Over-
intellectualized, allegorical interpretations are another aspect of the samething—
for example, asserting that ‘ the union of Ledaand the swan signifiesthe pairing of
Power and Injustice’; similarly, ‘identifications’ through so-called analogy. This
dangeroustendency iswhat led to the decadence of symbolist movementsduring
the Renaissance. In all the examples of deformation we have given, onefindsthe
same basic falsification: the creative drive of the symbol—its tendency to revert
toitsOrigin—isrestricted, and it ismade to bear 1abel swhich are over-concrete,
too materialized or inferior. Its metaphysical function is arrested, and conse-
quently asingle plane of reality comesto be mistaken for the sum of all possible
levels of symbolic meaning. If this use of symbolsisrecognized as deformation,
then—as we suggested earlier when commenting upon Caro Baroja—a genera
distrust of ready-made symbolic meanings and the attempt to usethemto explain
myth, would seem to bejustified. Theinfluence of the symbol must be allowed to
pervadeall levelsof redlity; only then canit beseeninall itsspiritual grandeur and
fecundity.
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THE SYMBOLIZING AGENT AND THE SYMBOLIC OBJECT

In accordance with our usual practice of using the comparative rather than the
deductive method and avoiding over-classification, we have not drawnrigid divid-
ing-lines between the separate meanings of each particular symbol on itsvarious
levels of reality. We have not done so because our sources have been very varied
and we have preferred to reproduce their content with a minimum of editorial
comment. Another reason for not stating clear-cut conclusions is that in our
opinion it is not always possible to accept the particular views of some writers,
however estimable they may be as compilers or even asinterpreters of symbols.
For example, Loeffler saysthat in oriental and Nordic mythology, each symbol,
myth or legend contains ‘four superimposed moral lessons: (i) an historical les-
son, that is, an epic narration dealing with real facts and people and serving asa
kind of “material backing” for the symbolic teachinginvolved; (ii) apsychological
lesson, depicting the struggle between spirit and matter on the human plane; (iii)
alesson bearing upon life on our planet; and (iv) alesson upon the constitution of
matter and cosmic order’ (38). This schematic division is surely misleading, for
we must remember that, for any given level of meaning, itisnot themeaningitself
which changes but theway it isadapted or applied. Finally, we have not favoured
thiskind of classification—despite its serial ‘multivalency’—for the reason that
symbols, traditionally at least, seem to have an inborn tendency to settle upon
one particular plane. Thus, some symbolsare primarily concerned with psychol-
ogy, otherswith the cosmological or natural orders. There are those too, we must
point out, which exist in order to reconcile different levels of reality, particularly
the psychic with the spatial. The best example of thisisthat of the mandala, and
al those symbols of conjunction or those uniting the three worlds. Thus, for
example, steps are symbolic of the connexion between the conscious and the
unconscious, just as they are a connexion between the upper, the terrestrial and
the nether worlds. The idea of order is an essential one in symbolism and is
expressed through the ordering of space, geometric forms, and numbers, and by
the disposition of living beings as symbolsin positions determined by the law of
correspondences. Another essential idea of symbolist doctrine is that of the
cycle, either asaseriesof possibles—expressed particularly through the septenary
and all itsassociated or derived symbolic forms—or asaprocesswhich closesup
some of the possibilities once the cycle is completed. Zodiacal symbolismis a
perfect illustration of this cosmic structure. The relation of destiny with the
cyclic processisimplied in the figures of thelegendary Tarot pack; the wealth of
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symbolic knowledge which is contained in each and every one of itscardsis not
to be despised, even if their symbolic significance is open to debate. For the
illustrations of the Tarot afford clear examples of the signs, the dangers and the
paths leading towards the infinite which Man may discover in the course of his
existence.

The great themes of death and resurrection, related respectively with the
cycle of involution (progressive materialization) and evolution (spiritualization
or the return to the point of origin), gave rise to many myths and legends. The
struggleto cometo gripswith truth and the spiritual centre appearsin theform of
battles and trials of strength, while those instincts which shackle Man and hold
him down appear as monsters. According to Diel, ‘the symbols most typical of
the spirit and of intuition are the sun and the sunlit sky; those of the imagination
and the darker side of the unconscious, are the moon and night. The sea symbol-
izes the mysterious immensity from which everything comes and to which ev-
erything returns (15). All natural and cultural objects may be invested with a
symbolic function which emphasizes their essential qualitiesin such away that
they lend themselves to spiritual interpretation. So, for example, rocks, moun-
tains and all topographical features; trees and vegetables, flowers and fruit, ani-
mals, works of architecture and the utilities, the members of the body and the four
elements. But it should be remembered that this catalogue of objects becomes
much shorter when the objects become possessed of certain symbolic potentials,
when they are strung together, asit were, along oneline of meaning. For example,
within the symbolism of levelsand of the relation between heaven and earth, the
mountain, thetree, the temple and steps can often be equated. On occasions, such
a relationship appears to be created by or at least to bear the imprint of one
principal symbol. It isfor this reason that Mircea Eliade can say that ‘the intui-
tive awareness of the moon as the source of rhythm as well as the source of
energy, life and regeneration (of material things) has built up a veritable network
between all the different cosmic planes, creating symmetries, anal ogies and com-
munion between phenomena of infinite variety. . . . We have, for example, the
series: Moon, rain, fertility, woman, snake, death, periodic regeneration; but at
timesonly apart of the seriesis apparent: Snake, woman, fecundity; snake, rain,
fecundity; or woman, snake, eroticism, etc. A complete mythology has been built
up around these smaller, secondary groups' (17), especially around the principal
symbol.

The symbolic object appears as a quality or a higher form, and also as an
essence justifying and explaining the existence of the symbolizing agent. The



liii SYMBOLIC SYNTAX

most straightforward of symbological analyses based upon simple enumeration
of the qualitative meanings of the object, sometimes, while the ‘mode of exist-
ence' is being investigated, will reveal a sudden opening which illuminates its
meaning through an associ ation of ideas. Thisassociation should never be thought
of asamereexternal ideainthemind of theinvestigator, outside the symbol itself,
but rather as arevelation of the inner link—the ‘ common rhythm’ —joining two
realitiesto the mutual benefit of both. For thisreason, when onereadsin Picinelli’s
work: ‘ Sapphire:—Arouses pity. In colour similar to the sky: it sharesits colour.
It gladdens the heart. A symbol of heavenly reward. Contemplative', then one
must agree that, within thelimits of hisimplicit analysis, thewriter isright asfar
as he goes, athough the terms implying anticipation (‘ arouses pity’) and moral
effect (‘it gladdensthe heart’), are not strictly explanations of the symbol but of
areaction arising from its contemplation.

SYMBOLIC SYNTAX

Symbols, in whatever form they may appear, are not usualy isolated; they
appear in clusters, giving riseto symbolic compositionswhich may beevolvedin
time (as in the case of story-telling), in space (works of art, emblems, graphic
designs), or in both space and time (dreams, drama). It is necessary to recall that,
in symbolism, each detail invariably has some particular meaning (4), and that the
way a symbol is oriented also calls for attention: for example, fire pointing
downwards represents erctic life; while, pointing towards the sky, it expresses
purification. Schneider mentions also theimportance of thelocation of the object:
a basket changes its meaning when placed on the head, for ‘any given object
changesin significance according to the “common rhythm” it is made to respond
to’ (50). Combinations of symbolsevidence acumulative meaning. Thus, acrowned
snake signifies the crowning of instinctive or telluric forces. Emblems are very
often based upon a conjunction of various simple symbolsin any given sphere.
At times they are concordant symbols, at times discordant. An example of the
former isthe frequent mediaeval emblem of the heart enclosed withinacirclefrom
which tongues of flame radiate. The three constituent parts of this emblem refer
to the Trinity: the heart represents Love and the mystic centre, the circle repre-
sents eternity and the flames, irradiation and purification. On other occasionsthe
symbol is formally simple yet structuraly it is made up from two or more
sources. thus, the tree is given the form of a cross, or the cross the form of a
|eafless tree—a symbol which also occursin mediaeval emblematic designs. An
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example cited by Bachelard fallswithin thisclass of confederate symbol: appear-
ing in adream of Jean-Paul are‘ white swanswith wings outspread likearms' (2).
This kind of symbolic syntax is found most frequently in alegories and at-
tributes. If the globe, the symbol of the world, has an eagle above it (8), it
expresses the consecration of power. Medusa s head—with its negative, destruc-
tive character—placed in the centre of asymbolic space, signifiesdestructiveness
(15). Very important, too, isthe vertical positioning of the symbol. Higher eleva-
tion along agiven vertical axisawaysindicates spiritual superiority—by analogy
of physical with metaphysical ‘height’. For this reason, the uraeus of Egyptian
sovereigns expressed the spiritualization of the inner force (symbolized by the
snake) when it was positioned on the forehead, on aspot theimportance of which
iswell known to Tantrist Yoga.

Symbolic syntax, in respect of the relationship between its individual ele-
ments, may function in four different ways: (a) the successive manner, one
symbol being placed al ongside another; their meanings, however, do not combine
and are not even interrelated; (b) the progressive manner, in which the meanings
of the symbols do not interact but represent different stages in the symbolic
process; (C) the composite manner, in which the proximity of the symbolsbrings
about change and creates complex meanings: asynthesis, that is, and not merely
amixtureof their meanings; (d) the dramatic manner,inwhichthereisaninterac-
tion between the groups and all the potentialities of the preceding groups are
synthesized. We have followed the practice of Enel—who would appear to have
settled the problems which preoccupied, Horapollo and Athanasius Kircher—
and taken several examples from the Egyptian system of hieroglyphics, which
well illustrates the last group. Further ideas upon the ‘ de-ciphering’ of complex
symbols can be drawn from what we have suggested when dealing with spatial
and pictorial symbolism. Moreover, we note that the meaning of any symbol can
be enriched by the application of the law of correspondences and its corollaries.
In other words, objects possessing ‘ common rhythm’ barter some of their prop-
erties. But we must also recall that the Scylla and Charybdis of symbolism are
(firstly) devitalization through allegorical over-simplification, and (secondly)
ambiguity arising from exaggeration of either itsmeaning or its ultimateimplica-
tions; for in truth, its deepest meaning is unequivocal since, in the infinite, the
apparent diversity of meaning merges into Oneness.

If wetake all the possible applications of an analytical method founded upon
the symbolism of space or of lineal direction, or of determinate or indeterminate,
regular or irregular forms, or of the gamut of texture and colour, we can see that
they are indeed very numerous; one in particular is the comprehension of those
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works of art which portray theimmediate projection of inner forcesand fantasies
not in the figurative world but in the material. It could here be objected that
abstract—geometric, biomorphic or textural—painting, or surrealist visions, do
not call for conscious discrimination, since the aim of the creator—as Richard
Wagner said of hismusic—isto forget all about the psychological mechanism and
let the unconscious speak to the unconscious. Thisis astrue asit isto note that
the implications of symbology are sometimes disturbing and even sinister. For
this reason, and others already mentioned, we have not given analytical descrip-
tions of paintings, dreams or literature. This is not the place to discuss the
implications of symbolist theory; anyone who wishes is free to make use of the
mystic bondsto which weallude or to ignore them as he seesfit. We only wish to
add that we regard our work less as a reference-book than a book to be read at
leisure. And that only by seeing all the symbols compiled as a whole can the
reader learn anything about any one of them; for symbolic meanings are often
surprising, such as that implied in the relationship between the retiarius and
mirmillo gladiatorsand the zodiacal signsof Pisces (aquatic forces of dissolution,
its attributes being the net and the trident) and Cancer (the solar force, its at-
tributes being fire, the shell of the crab and the sword)—a relationship which
explainsandjustifiesthegladiators unceasing strugglein thegilded amphitheatres
of Rome. Then again, dynamism plays an important réle. The sun, for example,
may ruleover or beruled by themoon. In thelatter case, we arefaced with thelaw
of becoming; in the former, with the law of being, as defined by Evola. Onelast
observation: We have on occasi on added to the symbolic meaning those allegorical
meanings which we have thought might prove of some interest.
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Abandonment Thesymbolism of abandonment has asimilar range of refer-
ence to that of the ‘lost object’, and they are both parallel to the symbolism of
death and resurrection (31). To feel abandoned is, essentially, to feel forsaken by
the ‘god within us', that is, to lose sight of the eternal light in the human spirit.
Thisimpartsto theindividual’s existence a sense of estrangement—to which the
labyrinth themeis also related.

Ablution To quote Oswald Wirth: ‘In alchemy, the subject, having under-
gone nigredo (blackness) followed by death and putrefaction, is subjected to
ablution, an operation which makes use of the slow dripping of condensation
from the vapours that rise from the carcass when a moderate flame applied
externally is alternately raised and lowered in intensity. These continual drops
serveto bring about the progressive washing of the material, which changesfrom
black to grey and then gradually to white. The whitenessis an indication of the
success of the first part of the Magnum Opus. The adept worker achieves this
only by purifying his soul of all that commonly agitatesit’ (59). Washing, then,
symbolizes the purification not so much of objective and externa evil as of
subjectiveandinner evils, whichwemight call ‘ private’. It ishardly necessary to
add that the latter kind of purification is much more difficult and painful than the
former, since what it sets out to destroy is something which is bonded to exist-
enceitself with all itsvital urges. The principleinvolvedin thisalchemic process
isthat implied in the maxim ‘ Deny thyself . . .”, and an indispensable precept for
true moral progress.

Abnormality Inprimitive cultures, maimed beings, aswell asmadmen, were
believed to possess supernatural powers—the shamans, for example. In primi-
tive magico-religious thinking, the outstanding ability of physically abnormal
individualsis not regarded, asit isin modern psychology, as having been devel-
oped in compensation for the abnormality, but rather the other way round: the
maiming, the abnormality, the tragic destiny were the price theindividual had to
pay for some inborn extraordinary gift—often the gift of prophecy. This belief
was universal (9). In some mythologies, maimed beings are connected with the
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moon and its phases; there are mythic lunar beings, with only one hand or one
foot, who have the magic power to cure disease, bring rain, and so on (17). This
conception of abnormality isnot restricted to animate beings, but applies equally
to objects. According to ColaAlberich, abnormal objects have always been con-
sidered as particularly useful in warding off malignant influences. Such objects
are: stones with embedded fossils;, amulets shaped like a six-fingered or afour-
fingered hand; double almondsin one shell; unusually shaped grains of corn, etc.
(12). Thereisan interesting parallel to be drawn between the spontaneous inter-
est evinced by Primitive Man in strange or abnormal objects, and the more delib-
erate, ‘poetic’ treatment bestowed by surrealists upon such objects as elements
in the symbolic process. The belief in the magic powers of abnormal objectsis
connected with the symbolism of thejester (that is, theinverted king, the sacrifi-
cial victim) and with the symbolism of the moon.

Abracadabra Many words and phrases relating to rituals, talismans and
pentacles have a symbolic meaning, either in themselves or in the way they are
used, which is expressed either phonetically or, more frequently, graphically.
Thisword was in frequent use during the Middle Ages as amagic formula. It is
derived from the Hebrew phrase abreq ad hdabra, meaning ‘ hurl your thunderbolt
even unto death’. It was usually inscribed inside an inverted triangle, or was set
out so that it formed atriangle (39) thus:

ABRACADABRA
ABRACADABR
ABRACADASB
ABRACADA
ABRACAD
ABRACA
ABRAC
ABRA
ABR
AB
A

This magic word has a so been related to the Abracax (Abraxas, Abrasax) of the
Gnostics. It isin reality one of the names of the sun-god, Mithras (4).

Abyss Theabyssinany form hasafascinating dual significance. On the one
hand, it isasymbol of depth in general; on the other, asymbol of inferiority. The
attraction of the abyss lies in the fact that these two aspects are inextricably
linked together. Most ancient or primitive peoples have at one time or another
identified certain breaks in the earth’s surface or marine depths with the abyss.
Among the Celts and other peoples, the abyss was inside mountains; in Ireland,
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Japan and the South Seaislands, it was at the bottom of seas and lakes; among
M editerranean peoplesit wasjust beyond the horizon; for the Australian aborigi-
nes, the Milky Way is the abyss par excellence. The abyssis usually identified
with the ‘land of the dead’, the underworld, and is hence, though not aways,
associated with the Great Mother and earth-god cults (35). The association be-
tween the nether world and the bottom of seas or |akes explains many aspects of
legends in which palaces or beings emerge from an abyss of water. After King
Arthur’s death, his sword, thrown into the lake by his command, is caught as it
falls and, before being drawn down to the bottom, flourished by a hand which
emerges from the waters.

Acacia Thisshrub, which bearswhite or pink blooms, was considered sacred
by the Egyptians, partly, no doubt, because of its dual coloration and also be-
cause of the great mystic importance of the white-red principle (8). In Hermetic
doctrine, according to Gérard de Nerval inhis Voyage en Orient (9), it symbolizes
thetestament of Hiram which teachesthat ‘ one must know how to diein order to
liveagainin eternity’. It occurswith thisparticular symbolic meaning (that is, the
soul and immortality) in Christian art, especially the Romanesque (20).

Acanthus The acanthus leaf, avery common ornamental motif in architec-
ture, was, during the Middle Ages, invested with a definite symbolism derived
from its two essential characteristics: its growth, and its thorns. The latter is a
symbol of solicitude about lowly things. According to Bishop Melito of Sardis,
they signify the awareness and the pain of sin. We may mention here that in the
Diary of Weininger, thereis no difference between guilt and punishment. A more
generalized symbolism, alluding perhaps to natural life itself, with its tendency
towards regression or at least towards stunting, appears in the Gospels in the
parable of the sower (Luke viii, 7), where we read that some of the seed (of
spiritual principlesand of salvation) fell anongst thorns and was choked. Andin
the Old Testament (Genesisiii, 18) the Lord tells man that the earth will yield to
him thorns and thistles (46).

Acrobat Becauseof hisacrobatics, which often involvereversing the normal
position of the human body by standing on his hands, the acrobat is a living
symbol of inversion or reversal, that isto say, of that need which alwaysarisesin
time of crisis(personal, social or collective historical crises) to upset and reverse
the established order: idealism turnsinto materialism; meeknessinto aggressive-
ness; serenity into tragedy; order into disorder, or viceversa. Acrobatsarerelated
to other aspects of the circus and, in particular, to the mystery of the Hanged
Man in the Tarot pack, which has asimilar significance.

Activity Inthe mystic sense, there is no activity other than spiritual move-
ment towards evolution and salvation; any other form of activity ismerely agita-
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tion and not true activity. On this point, the West isin full accord with the East,
for, according to the doctrine of Yoga, the highest state (sattva), characterized by
outward calm, is that of greatest activity (the active subjugation of the lower
impulses and their subsequent sublimation). Thus, it isnot surprising that Cesare
Ripa, in hislconologia, through aprocess of assimilation with the exalted images
of theArchangel S. Michael and of St. George, represents‘ VirtuousAction’ asa
warrior armed in agilt cuirass, holding abook in one hand and in the other alance
poised ready to be thrust into the head of a huge serpent which he has just
vanquished. The head of Vice, crushed under hisleft foot, completesthe allegory.
Hence, every struggle or victory on the material plane hasits counterpart in the
realm of the spirit. Thus, according to Islamic tradition, the ‘Holy War’ (the
struggle against theinfidel, depicted with weapons held at the ready) issimply an
image of the ‘ Great Holy War’ (the struggle of the faithful against the Powers of
Evil).

Adam Primordial Man. The name is derived from the Hebrew adama ( =
earth). G G Scholem, in On the Kabbalah and its Symbolism (London, 1965),
states that, initially, Adam is conceived as ‘ a vast representation of the power of
the universe’, which is concentrated in him. Hence the equation macrocosm =
microcosm. In both the Bible and the platonic doctrine of the androgyne, Eve
appears as an excision of the first being, which integrated sexual duality. Do the
tree and the serpent reproduce the same duality on another symbolic plane? Or
do they express a different duality to that contained in the first human couple,
whichisthe symbol of theinternal and external excision of theliving being? Eve,
intherole of persuader, appears as amediator between the serpent (the source of
evil, which William Blake likened to energy) and man, who would have been free
and indifferent, and who would have ‘fallen’ only under pressure.

Aerolite A symbol of spiritual life which has descended upon earth. A
symbol of revelation; of the ‘ other world’ made accessible; and of the heavenly
fireinitscreative aspect, i.e. asseed. Tradition hasit that, just asthere are ‘ upper
waters', thereisalso ‘upper fire'. The stars symbolize the unattainabl e aspect of
this fire; aerolites and meteorites are its messengers, and hence they are some-
times associated with angels and other heavenly hierarchies (37). It must be
remembered that theiron first used by man was meteoric (which may account for
the common root of the word sidereal and other words beginning with the prefix
sidero-). The belief in a symbiotic relationship between the heavenly and the
terrestrial worlds lies at the root of the idea of the ‘ cosmic marriage’, a concept
with which primitive astrobiological thought sought to explain the analogy, as
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well asthetangential relationship, between the antithetical worlds of heaven and
earth.

Ages, The For the purposes of the morphology of symbols, an ageis exactly
the same as a phase. The lunar ‘model’ of the four phases (of waxing, fullness,
waning and disappearance) has sometimes been reduced to two or three phases,
and sometimes increased to five. The phases in the span of human life have
undergone similar fluctuations, but in general they are four, with death either
omitted or combined with the final phase of old age. The division into four
parts—quite apart from the importance of its relationship with the four phases
of the moon—coincides with the solar process and the annual cycle of the sea-
sonsaswell aswith the spatial arrangement of the four points of the compass on
the conceptua plane. The cosmic ages have been applied to the era of human
existence, and also to the life of a race or an empire. In Hindu tradition, the
Manvantara, dso called Mahd-Yuga (or the Great Cycle), comprisesfour yuga or
secondary periods, which were said to be the same as the four ages in Greco-
Roman antiquity. InIndia, these same ages are called after four throwsinthegame
of dice: krita, tretd, dvdpara and kali. In classical times, the ages are associated
with the symbolism of metals, giving the ‘golden age', ‘silver age’, ‘ bronze age’
and ‘iron age' . The same symbolic pattern—whichinitself isan interpretation—
isfoundin thefamousdream of Nebuchadnezzar (Danidl ii) aswell asinthefigure
of the ‘Old Man of Crete’ in Dante's Commedia (Inferno, X1V, Il. 94-120) (60,
27). Progress from the purest metal to the most malleable—from gold to iron—
implies involution. For this reason René Guénon comments that the successive
ages, as they ‘moved away from the Beginning’, have brought about a gradual
meaterialization (28). And for thisreason, too, William Blake observed that * Progress
isthe punishment of God'. Sothat progressin life—inanindividua’sexistence—
is tantamount to gradual surrender of the golden values of childhood, up to the
point in which the process of growing old is terminated by death. The myths
concerning the ‘ Golden Age’ find their origin, according to Jung, in an analogy
with childhood—that period when nature heaps gifts upon the child without any
effort on his part, for he getsall he wants. But in addition, and in a deeper sense,
the Golden Age standsfor lifein unconsciousness, for unawareness of death and
of al the problems of existence, for the ‘ Centre’ which precedestime, or which,
within the limitations of existence, seems to bear the closest resemblance to
paradise. Ignorance of the world of existence creates akind of golden haze, but
with the growing understanding of concepts of duty, the father-principle and
rational thinking, the world can again be apprehended (31). The aims of surreal-
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ism are nothing short of reintegrating, as far asis practicable, this state of emo-
tional irrationality characteristic of primigenial peoples.

Agriculture Its allegorical representation is the figure of a goddess, like
Ceres in appearance (with whom it may be identified), but with a plough and a
plant bearing itsfirst blossom. Sometimes, theallegorical figure carriesacornuco-
piafull of fruits and flowers, or has both hands |eaning on a spade or ahoe. The
Zodiac is aso included, to indicate the importance of the yearly cycle and the
sequence of the seasons and the work that each season implies (8).

Air Of thefour Elements, air and fire are regarded as active and male; water
and earth as passive and female. In some elemental cosmogonies, fireis given
pride of place and considered the origin of al things, but themore general belief is
that air is the primary element. Compression or concentration of air creates heat
or fire, from which all forms of life are then derived. Air is essentially related to
three sets of ideas: the creative breath of life, and, hence, speech; the stormy
wind, connected in many mythologies with the idea of creation; and, finaly,
space as amedium for movement and for the emergence of life-processes. Light,
flight, lightness, aswell asscent and smell, areall related to the general symbolism
of air (3). Gaston Bachelard says that for one of its eminent worshippers,
Nietzsche, air was a kind of higher, subtler matter, the very stuff of human
freedom. And he adds that the di stingui shing characteristic of agrial natureisthat
itisbased on the dynamics of demateriaization. Thoughts, feelingsand memories
concerning heat and cold, dryness and humidity and, in general, all aspects of
climateand atmosphere, are also closely related to the concept of air. According to
Nietzsche, air should be cold and aggressiveliketheair of mountain tops. Bachelard
relates scent to memory, and by way of example pointsto Shelley’scharacteristic
lingering over reminiscencesof smell.

Alchemy The real beginnings of alchemy date back to the first centuries
A.D., when it was practised mainly by Greeks and Arabs. Elements from
various traditions, including Christian mysticism, were later incorporated. It
was essentially a symbolic process involving the endeavour to make gold,
regarded as the symbol of illumination and salvation. The four stages of the
process were signified by different colours, as follows: black (guilt, origin,
latent forces) for ‘ prime matter’ (asymbol of the soul initsoriginal condition);
white (minor work, first transmutation, quicksilver); red (sulphur, passion);
and, finally, gold. Piobb analyses the symbolic meaning of the various opera-
tions. The first, known as calcination, stood for the ‘ death of the profane’, i.e.
the extinction of all interest in life and in the manifest world; the second,
putrefaction, was a conseguence of the first, consisting of the separation of
the destroyed remains; solution, the third, denoted the purification of matter;
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distillation, the fourth, was the ‘rain’ of purified matter, i.e. of the elements of
salvation isolated by the preceding operations; fifthly, conjunction symbolized
the joining of opposites (the coincidentia oppositorum, identified by Jung with
the close union, in Man, of the male principle of consciousness with the female
principle of the unconscious); sublimation, the sixth stage, symbolized the suf-
fering resulting from the mystic detachment from the world and the dedication to
spiritual striving. In emblematic designs, this stage is depicted by a wingless
creature borne away by a winged being, or sometimes it is represented by the
Prometheus myth. The final stage is philosophic congelation, i.e. the binding
together inseparably of the fixed and the volatile principles (the male/invariable
with thefemal e/’ saved’ variable). Alchemical evolution isepitomized, then, inthe
formula Solve et Coagula (that isto say: ‘analyse all the elements in yourself,
dissolveall that isinferior in you, even though you may break in doing so; then,
with the strength acquired from the preceding operation, congeal’) (48). In addi-
tion to this specific symbolism, alchemy may be seen as the pattern of all other
work. It shows that virtues are exercised in every kind of activity, even the
humblest, and that the soul is strengthened, and the individual develops. Evola
(Tradizione Ermetica) writes: ‘Our Work is the conversion and change of one
being into another being, one thing into another thing, weakness into strength,
bodily into spiritual nature. . . " On the subject of the hermaphrodite, Eugenio
d' Ors (Introduccion a la vida angélica) writes: ‘ That which failed to “become
twoinoneflesh” (love) will succeed in “becoming two in one spirit” (individua-
tion).’

Alcohol Alcohol, or life-water (aqua vitae) isfire-water, i.e. asymbol of the
coincidentia oppositorum, the conjunction of opposites, where two principles,
one of them active, the other passive, come together in a fluid and shifting,
creative/destructive relationship. Particularly when burning, alcohol symbolizes
one of the great mysteries of Nature; Bachelard aptly says that, when alcohol
burns, ‘it seemsasif the“female” water, losing all shame, frenziedly givesherself
to her master, fire' (1, 2).

Almond Tree Traditionally, asymbol of sweetnessand delicacy. Asitisone
of the first trees to blossom, late frosts can destroy its flowers. The precise
observation of Nature, constantly practised by primitive man, is the source of
this symbolic analogy, as of so many others which might at first seem merely
artificia allegories.

Alpha and Omega Thefirst and last |etters of the Greek alphabet, standing,
therefore, for the beginning and end of all things. They arevery frequently usedin
this sense in Romanesqgue art. Because of its shape, aphaisrelated to the pair of
compasses, an attribute of god the creator; whileomegaissimilar toatorch, i.e. to
thefire of apocalyptic destruction. Animal figures have also been associated with
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thissymbolism. In thefronti spiece of a12th-century manuscript of Paulus Orosius
(Bibl. Laon, 137) a phaand omegaappear respectively asabird and afish, i.e. the
upper and the lower abyss.

Amphisbaena A fabulousanimal, keeper of the‘ Great Secret’, according to
a 16th-century Italian manuscript which belonged to Count Pierre V. Piobb. It is
asymbol which occurswith somefrequency in heraldicimages, marksand signs.
It was known to the Greeks, and it owes its name to the belief that, having ahead
at both ends, it could move forward or backward with equal ease. Sometimesitis
depicted with the claws of abird and the pointed wings of a bat (48). According
to Diel (15), it was probably intended to express the horror and anguish associ-
ated with ambivalent situations. Like all fabulousanimals, it instancesthe ability
of the human mind to reorder aspects of thereal world, according to supra-logical
laws, blending them into patterns expressive of man’s motivating psychic forces.

Anchor In the emblems, signs and graphic representations of the early
Christians, the anchor always signified salvation and hope. It was often shown
upside down, with a star, cross or crescent to denote its mystic nature. The
Epistleto the Hebrews says: * Which hope we have as the anchor of our soul’ (4).

©

:: | : Anchor of Salvation, an
early Christian symbol.

Angel A symbol of invisibleforces, of the powers ascending and descending
between the Source-of-Life and the world of phenomena (50). Here, asin other
cases (such as the Cross), the symbolic fact does not modify the real fact. In
achemy, the angel symbolizes sublimation, i.e. the ascension of avolatile (spiri-
tua) principle, as in the figures of the Viatorium spagyricum. The paralelism
between angelic orders and astral worlds has been traced with singular precision
by Rudolf Steiner in Les Hiérarchies spirituelles, following the treatise on the
celestial hierarchies by the Pseudo-Dionysius. From the earliest days of culture,
angelsfigure in artistic iconography, and by the 4th millennium B.C. little or no
distinction is made between angels and winged deities. Gothic art, in many re-
markable images, expresses the protective and sublime aspects of the angel-
figure, while the Romanesque tends rather to stress its other-worldly nature.
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Animals Of the utmost importance in symbolism, both in connexion with
their distinguishing features, their movement, shapes and colours, and because of
their relationship with man. The origins of animal symbolism are closely linked
with totemism and animal worship. The symbolism of any given animal varies
according to its position in the symbolic pattern, and to the attitude and context
in which it is depicted. Thus the frequent symbol of the ‘tamed animal’ can
signify thereversal of those symbolic meanings associated with the same animal
whenwild. Inthe struggle between aknight and awild or fabul ous animal—one of
the most frequent themesin symbolism—the knight’s victory can consist either
in the death or in the taming of the animal. In Chrétien de Troyes' mediaeval
romance, Yvain, the hero is assisted by alion. In the legend of St. George, the
conquered dragon serves its conqueror. In the West, some of the earliest refer-
ences to animal symbolism are found in Aristotle and in Pliny, but the most
important source is the treatise Physiologus, written in Alexandria in the 2nd
century A.D. Another important contribution was made one or two centuries
later by Horapollo, with his two treatises on Hieroglyphica, based on Egyptian
symbolism. From these sources flows a stream of mediaeval animal symbolism
which produced such notable bestiaries as that of Philip of Thaun (A.D. 1121),
Peter of Picardy and William of Normandy (13th century); or the De Animalibus,
attributed to Albertus Magnus; Libre de les besties of Raymond Lull; and
Fournival’s Bestiaire d’Amour (14th century). The primitives' view of animals,
as analysed by Schneider (50), ismirrored in all these works, namely that while
man is an equivocal, ‘masked’ or complex being, the animal is univocal, for its
positive or negative qualities remain ever constant, thus making it possible to
classify each animal, once and for all, as belonging to a specific mode of cosmic
phenomena. More generaly, the different stages of animal evolution, as mani-
fested by the varying degrees of biologica complexity, ranging from theinsect and
the reptile to the mammal, reflect the hierarchy of theinstincts. In Assyrian and
Persian bas-reliefs, the victory of ahigher over alower animal always stands for
the victory of the higher life over the lower instincts. A similar case is in the
characteristic struggle of the eagle with the snake as found in pre-Columbian
America. Thevictory of thelion over thebull usualy signifiesthevictory of Day
over Night and, by analogy, Light triumphing over Darkness and Good over Evil.
The symbolic classification of animals is often related to that of the four Ele-
ments. Animals such as the duck, the frog and the fish, however much they may
differ onefromthe other, are all connected with the idea of water and hence with
the concept of the ‘primal waters'; consequently, they can stand as symbols of
the origin of things and of the powers of rebirth (37, 9). On the other hand, some
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animals, such asdragons and snakes, are sometimes assigned to water, sometimes
to earth and sometimes even to fire (17). However, the most generally accepted
classification—whichisalso the most fundamentally correct—associates aquatic
and amphibious animal swith water; reptileswith earth; birdswith air; and mam-
mals (because they are warm-blooded) with fire. For the purposes of symbolic
art, animals are subdivided into two categories: natural (often in antithetical
pairs: toad/frog, owl/eagle, etc.) and fabulous. Within the cosmic order, thelatter
occupy an intermediate position between the world of fully differentiated beings
and the world of formless matter (50). They may have been suggested by the
discovery of skeletons of antediluvian animals, and also by certain beingswhich,
though natural, are ambiguous in appearance (carnivorous plants, sea urchins,
flying fish, bats), and thus stand for flux and transformism, and also for purpose-
ful evolution towards new forms. In any event, fabulous animals are powerful
instruments of psychological projection. The most important fabulous animals
are: chimaera, sphinx, lamia, minotaur, siren, triton, hydra, unicorn, griffin, harpy,
winged horse, hippogryph, dragon, etc. In some of these the transmutation is a
simple one, and clearly positivein character—such as Pegasus’ wings (the spiri-
tualization of alower force)—but more often the symbol is a consequence of a
more complex and ambiguous process of theimagination. Theresult isarange of
highly ambivalent symbols, whose significance is heightened by the ingrained
belief inthe great powers exercised by such beingsaswell asin the magicimpor-
tance of abnormality and deformity. In addition, there are animals which, while
hardly or not at al fabulous in appearance, are credited with non-existential or
supernatural qualities as the result of a symbolic projection (for example, the
pelican, phoenix, salamander). Thereisafragment by Callimachus onthe Age of
Saturn, in which animals have the power of speech (this being a symbol of the
Golden Age which preceded the emergence of the intellect—Man—when the
blind forces of Nature, not yet subject to the logos, were endowed with all sorts
of extraordinary and exalted qualities). Hebrew and I lamic traditionsalso include
referencesto ‘ speaking animals’ (35). Another interesting classificationisthat of
‘lunar animals', embracing all those animal swhose life-span includes somekind
of cyclic alternation, with periodic appearances and disappearances (18). The
symbolism of such animalsincludes, in addition to the animal’s specific symbolic
significance, a whole range of lunar meanings. Schneider also mentions a very
curiousprimitive belief: namely, that the voi ce of those animal swhich can be said
to serve as symbols of heavenis high-pitched if theanimal islarge (the elephant,
for example), but low-pitched if the animal is small (as the bee); while the con-
verseistrue of earth-symbol animals. Some animals, in particular the eagle and
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thelion, seem to embody certain qualities, such as beauty and the fighting spirit,
to such an extent that they have cometo be universally accepted asthe allegorical
representations of these qualities. The emblematic animals of Roman signa were:
eagle, wolf, bull, horse and wild boar. In symbolism, whenever animals (or any
other symbolic elements) are brought together in a system, the order of arrange-
ment isalways highly significant, implying either hierarchical precedence or rela-
tive position in space. In achemy, the descending order of precedenceissymbol-
ized by different animals, thus: the phoenix (the culmination of the alchemical
opus), the unicorn, the lion (the necessary qualities), the dragon (prime matter)
(32). Symbolic groups of animals are usually based on analogical and numerical
patterns: the tetramorphs of Western tradition, asfound in the Bible, are afunda-
mental example; another examplewould be the Chinese series of the four benevo-
lent animals: the unicorn, phoenix, turtle and dragon. Thefollowing animals occur
particularly in Romanesqgue art: the peacock, ox, eagle, hare, lion, cock, crane,
locust and partridge (50). Their symbolic meaning is mainly derived from the
Scriptures or from patristic tradition, though some meanings, arising from anal-
ogy, such asthat between cruelty and the leopard, areimmediately obvious (20).
Theimportance in Christianity of the symbols of the dove, the lamb and the fish
iswell known. The significance of the attitudes in which symbolic animals are
depicted is usually self-evident: the counterbalancing of two identical—or two
different— animal's, so common in heraldry, stands for balance (i.e. justice and
order, as symbolized for instance by the two snakes of the caduceus); the animals
are usually shown supporting ashield or surmounting the crest of ahelmet. Jung
supports thisinterpretation with his observation that the counterbalancing of the
lion and the unicorn in Britain's coat of arms stands for the inner stress of
balanced opposites finding their equilibrium in the centre (32). In alchemy, the
counterbal ancing of the male and the femal e of the same species (lion/lioness, dog/
bitch) signifiesthe essential contrast between sul phur and mercury, thefixed and
thevolatile elements. Thisisalso the case when awinged animal is opposed to a
winglessone. Theancient interest in animalsas vehicles of cosmic meanings, over
and above the mere fact of their physical existence, persisted from the earliest
beginnings of the NeolithicAge up to aslate as 1767, with the publication of such
works as Jubile van den Heyligen Macarius. This treatise describes processions
inwhich each symbolic chariot hasacharacteristic animal (the peacock, phoenix,
pelican, unicorn, lion, eagle, stag, ostrich, dragon, crocodile, wild boar, goat, swan,
winged horse, rhinoceros, tiger and elephant). These same animals, together with
many others (such as the duck, donkey, ox, owl, horse, camel, ram, pig, deer,



13 ANJANA

stork, cat, griffin, ibis, leopard, wolf, fly, bear, bird, dove, panther, fish,-snake
and fox) are those mainly used also as watermarks in papermaking. The use of
watermarks, undoubtedly mystical and symbolicin origin, spread throughout the
Western world from the end of the 13th century onwards. All the above particular
symbolic usesrest on ageneral symbolism of animals, inwhichthey arerelated to
three main ideas: the animal asamount (i.e. asameans of transport); asan object
of sacrifice; and as an inferior form of life (4). The appearance of animalsin
dreamsor visions, asin Fuseli’sfamous painting, expresses an energy still undif-
ferentiated and not yet rationalized, nor yet mastered by thewill (in the sense of
that which controls the instincts) (31). According to Jung, the animal stands for
the non-human psyche, for the world of subhuman instincts, and for the uncon-
scious areas of the psyche. The more primitive the animal, the deeper the stratum
of whichitisan expression. Asin all symbolism, the greater the number of objects
depicted, the baser and the more primitiveisthe meaning (56). I dentifying onesel f
with animals representsintegration of the unconscious and sometimes—Ilikeim-
mersion in the primal waters—rejuvenation through bathing in the sources of life
itself (32). It is obvious that, for pre-Christian man (as well asin amoral cults),
the animal signifies exaltation rather than opposition. Thisis clearly seenin the
Roman signa, showing eagles and wolves symbolically placed on cubes (the
earth) and spheres (heaven, the universe) in order to express the triumphant
power of theforce of aninstinct. With regard to mythic animals, amore extensive
treatment of this subject isto be found in the Manual de zoologia fantdstica of
Borgesy Guerrero (Mexico and BuenosAires, 1957), in which such cresturesare
characterized as basically symbolic and, in most cases, expressive of ‘cosmic
terror’.

Anjana A typeof witchin Hispanicfolklore, the name perhapsbeing derived
from Jana or Diana. These witches take on the form of old women to test out the
charity of human beings. Intheir true form they are beautiful young women, fair
haired and blue-eyed, clothed in tunics made of flowers and silver stars. They
carry agold staff and wear green stockings. They watch over animals and have
underground palaces full of jewels and other treasure. The touch of their staff
turnseverything into riches (10). Symbolism of thiskind reveal sancestral memo-
ries of druidesses; at a deeper level it also signifies the soul renewed by fusion
with the ‘manapersonality’ . The staff, asigmoid symbol, isthe emblem of those
relationships linking apparently unrelated things. The green stockings allude to
the primitive forces of virgin nature. Thetreasures and riches signify the spiritual
powers harboured by the unconscious.
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Antiquity The age of an object confers upon it an additional significance
which eventually becomes more important than the original significance of the
object itself. Thesignificance of antiquity isderived from thefollowing consider-
ations: (i) Whatever isold is authentic, unadulterated, true, alink with the other
world; old things do not deceive, therefore they stand for truth itself; (i) What-
ever isoldisprimitive, closer tothat ‘ primigenial era which boasted the‘ Golden
Age’ of humanity; (iii) By analogy, whatever is old is related to the primitive
stagesintheindividual'slife, i.e. tothe carefreelife of thechild, the‘ paradiselost’
of childhood.

Ants An attribute of Ceres, antswere utilized in soothsaying (8). Thereisan
Indian myth in which they symbolize the pettiness of al things living—the
fragile character and impotence of existence; but they al so represent thelifewhich
is superior to human life (60). On account of their multiplicity, their symbolic
significanceisunfavourable.

Anvil A symbol of the earth and of matter. It corresponds to the passive and
feminine principle, as opposed to the hammer, which denotes fecundation.

Apocalyptic Beast A symbol of matter in the process of involution: a snake
or adragon, for example, in so far asthey are enemies of the spirit and a perver-
sion of higher qualities (9). It has sometimes been equated with the feminine
principle, in so far asthisis a source of temptation and corruption, and particu-
larly of stagnation in the process of evolution. Myths such as those of Calypso
or the sirens are related to this theme.

Apollo Inmythology and alchemy, hisspiritual and symbolic significanceis
identical with that of the sun (15). The spreading golden hairs which crown the
god’shead have the same meaning asthe bow and arrow (sunrays) (8). The Greek
namefor Apollois, of course, Apollon, which means‘ from the depths of thelion’
and expresses the meaningful relationship of the sun with the fifth sign of the
Zodiac, Leo (48).

Apple Being amost spherical in shape, the apple signifies totality. It is
symbolic of earthly desires, or of indulgence in such desires. The warning not to
eat the forbidden apple came, therefore, from the mouth of the supreme being, as
awarning against the exaltation of materialistic desire (15). The intellect, the
thirst for knowledge—as Nietzsche realized—is only an intermediate zone be-
tween earthly desire and pure spirituaity.

Aquarius The eleventh archetypal sign of the Zodiac. Its allegorical repre-
sentation is a figure of a man pouring water from an amphora. In the Egyptian
Zodiac of Denderah, Aquarius carriestwo amphorae. Thisversion merely affects
the numerical symbolism; it affords clearer proof of the dual force of the symbol
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(its active and passive aspects, evolution and involution), a duality which is of
the essence in the important symbol of the Gemini. All Eastern and Western
traditions relate this archetype to the symbolic flood which stands not only for
the end of a formal universe but also for the completion of any cycle by the
destruction of the power which held its components together. When this power
ceases to function, the components return to the Akasha—the universal sol-
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vent—which is symbolized by Pisces. In these two signs of the Zodiac, then, the
cosmic pralaya, or Brahma's night, runs its course. Its function, according to
Hindu tradition, isto reabsorb into Oneness all those elements which originally
seceded fromit to lead separate individual existences. Thus, each end carriesthe
seed of a new beginning (Ouroboros). The Egyptians identified Aquarius with
their god Hapi, the personification of the Nile, whose floods were the source of
theagricultural, economic and spiritua life of the country. Consequently, Aquarius
symbolizes the dissolution and decomposition of the forms existing within any
process, cycle or period; the loosening of bonds; the imminence of liberation
through the destruction of the world of phenomena (40, 52).

Arabesque A type of ornamentation which appearsto imply, apart from the
cultural context of its proper name (Arabia, 1slamic art), theideaof repetition, of
turning back on oneself, of intertwining. To acertain extent, thisidearelatesit to
Celto-Germanic ornamentalism and Irish and Viking art, but with profound dif-
ferences. On the other hand, the arabesque has been associated by literati with the
grotesque, because of itslabyrinthine, sinuousform. Thereismorefreedominthe
Nordic plaitsthan in the oriental arabesques, which sometimes assumeacircular
shape, forming akind of mandala.

Architecture The symbolism of architecture is, of course, complex and
wide-ranging. It isfounded upon ‘ correspondences’ between various patterns of
spatial organization, consequent upon the relationships, on the abstract plane,
between architectural structures and the organized pattern of space. While the
basic pattern of architectural relationships provides the primary symbolism,
secondary symbolic meanings are derived from the appropriate sel ection of indi-
vidual forms, colours and materials, and by the relative importance given to the
various elements forming the architectural whole (function, height, etc.). The
most profound and fundamental architectural symbal is the ‘ mountain-templ€e’
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(the Babylonian ziggurat, Egyptian pyramid, American teocalli or stepped pyra-
mid, Buddhist stupa). It isbased on acomplex geometrical symbolismincluding
both the pyramid and the ladder or staircase, aswell asthe mountain itself. Some
of this symbolism can also be found in Western religious building, particularly
Gothic cathedrals. Such templesoften include essential el ementsfrom the mandala
symbolism (that is, the squaring of the circle, through a geometrical diagram
combining the square and the circle, usually linked through the octagon as an
intermediate step) and from the symbolism of numbers (the significant figure
standing for the number of essential factors: for example, 7 is very common in
stepped pyramids; and, in the Temple of Heaven in Peking, 3—the number of
floors—is the basic number, multiplied by itself because of the 3 platforms and
the 3 roofs) (6). The figure 8, aswe have seen, is of great importance asthe link
between 4 (or the square) and the circle. The Tower of the Winds, in Athens, was
octagonal in plan. Theeight pillars of the Temple of Heaven in Peking are another
instance (6). Asthe caveinside the mountain is an essential element in mountain
symbolism, it follows that the ‘mountain-temple’ would not be complete with-
out someform of cave. Inthissense, Indian rock-cut templesarealiteral expres-
sion of the mountain-cave symbol: the temple actually is thecavecut into theside
of the mountain. The cave stands for the spiritual Centre, the heart or the hearth
(cf. the cavein Ithaca, or the Cave of the Nymphsin Porphyry). This symbolism
implies a displacement of the symbolic centre, that is, the mountain peak of the
world ‘outside’ istransferred tothe‘inside’ (of the mountain, and so of theworld
and of Man). The primary belief in the fundamental significance of an externa
form (such as the menhir, omphalos or pillar) is replaced by an interest in the
space at the centre of things', identified asthe ancient symbol of the ‘world egg’.
One of the specific symboals of this is the dome, symbolizing also the vault of
heaven (whichiswhy domesin ancient Persiawere always painted blue or black).
Inthisconnexion, itisimportant to note that, in the geometrical symbolism of the
cosmos, al circular formsrelate to the sky or heaven, all squaresto the earth, and
all triangles (with the apex at the top) to fire and to the urge towards ascension
inherent in human nature. Hence, thetriangl e also symbolizesthe communication
between earth (the material world) and heaven (the spiritual world). The square
corresponds to the cross formed by the four Cardinal Points (6). And, of course,
the pyramid is squarein plan and triangular in section. This general symbolism,
however, can be profoundly modified in certain directions by the addition of
powerful secondary meanings or associations. Thus, whereas Christianity comes
to stress the importance of the human individual rather than the cosmos, temple-
symbolism emphasizes the transcendence of the human figure rather than the
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contrast between heaven and earth—though the primary meaning can by no
means beignored. Already in Greek, Etruscan and Roman temple-building, this
symbolic contrast, aswell as the symbolism of gradual ascent (asin Babylonian
ziggurats) had become subservient to the concept of atemple mirroring on earth
the division of the heavens into an ordered pattern, and resting on supports
(pillars, columns) which—sincethey originatefrom primitive lake-dwelling struc-
tures—relate the earth’s surface to the ‘primordial waters' of the ocean. The
typical Romanesgue church combines the symbolisms of the dome, and of the
circle and the square, with two new elements of the greatest importance: the
subdivision of the main body of the building into nave and two aisles (symbolic
of the Trinity) and the cross-shaped plan, derived from the image of aman lying
prostrate with his arms outstretched whereby the centre becomes not man’'s
navel (a merely symmetrical division) but his heart (at the intersection of nave
and transept), while the main apse represents the head. Asindicated above, each
architectural element contributes to the general symbolism. Thus, in Gothic ar-
chitecture, the symbol of the Trinity occurs repeatedly in triple doors, trefoiled,
scalloped and pointed arches. The ogive in itself is nothing but a triangle with
curved sides, with al the specific implications of triangle-symbolism outlined
above (14, 46). Theflammigerousarch, asthe nameindicates, isasymbol of fire,
and it would be possible to see in the formal evolution of 15th-century Gothic a
return to the apocalyptic meanings which were so important in Romanesque
iconography (46). Jambs, pillars and side columns can be interpreted as ‘ guard-
ians of the doorway. Porches are the external counterpart of the altar-piece
which, in its turn, is—as it were—the ‘programme’ set up in the heart of the
temple. Cloisters also possess cosmic and spiritual implications. On the cosmic
plane, and regarded as a spatial expression of aperiod of time, they stand for the
cycle of the year, and by analogy, for the life-span of Man. The correlation is as
follows: North-East side of the cloister—October December; North-West—Janu-
ary/March; South-West—April/June; South-East—July/September. The four
divisionsof theyear (or of the human life-span of whichitisan analogical image)
arefurther correlated to thefour phases of aritual cycle of healing (or salvation):
thefirst phase—death, danger and suffering; second phase—purifying fire; third—
cure; fourth—convalescence (51). According to Pinedo, the South side, whence
the warm winds blow, pertainsto the Holy Spirit, inspiring the soul with the fire
of charity and divine love; the North side, exposed to the cold winds, pertainsto
thedevil and hisinsinuationsthat freeze the soul (46). Asregards one of the most
characteristic features of Gothic cathedrals—the twin frontal towers—Schneider
points out that they are related to the two peaks of the Mountain of Mars (with
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itsrelated symbols of the Gemini, Janus and the number 2), while the dome over
the intersection of the nave and transepts stands for the Mountain of Jupiter (or
unity). Paradise is above the platform and Hell (represented by the gargoyles)
beneath. The four supports, pillars or piers which subdivide the fagade and
determine the location of the three doorways are the four rivers of Paradise. The
three doors stand for faith, hope and charity. The central rosette is, the Lake of
Life, where heaven and earth meet (sometimesit al so stands for heaven, towards
whichthe apex of thetriangular ogive points) (50). Attempts have al so been made
to define the probable allegorical significance of other parts of the architectural
fabric of the cathedral. Thus, according to Lampérez, the church walls stand for
humanity redeemed; the counterforts and flying buttresses for uplifting, moral
strength; the roof for charity and shelter; the pillars, for the dogmas of the faith;
the ribbing of the vaults, for the paths of salvation; the spires, for God's finger
pointing to the ultimate goal of mankind. It will be seen that the special symbolic
meanings here are obviously related to the appearance and functions of the vari-
ous architectural elements. Two further facts should also be mentioned: the ‘ de-
graded’ interpretation suggested by psychoanalysts whereby every building is
seen as ahuman body (doors and windows— openings; pillars—forces) or spirit
(cellars—subconscious; attics— mind, imagination)—an interpretation arrived at
on an experimental basis; and the possibility of elaborating increasingly complex
systems by combining anumber of symbolic principles. Kubler, in his Barogque
Architecture, analysesthe case of Fr. Giovanni Ricci who, following the example
of his mannerist forerunners Giacomo Soldati and Vincenzo Scamozzi, endeav-
oured to develop anew ‘ harmonic’—or ideal—architectural order, by integrating
the existing systems (Tuscan, Doric, lonic, etc.) into a scheme whereby each
different mode was related to a specific temperament or to a certain degree of
holiness (Plate I11).

Aries The Ram, a symbol of the creative impulse and of the spirit at the
moment of itsinception (4). Thefirst sign of the Zodiac. In Hindu symbolism it
stands for Parabrahman, that is, for the undifferentiated whole. Because the
Zodiac isthe symbol of the cycle of existence, Aries, itsfirst sign, standsfor the
original cause or the thunderbolt which emerges from the Akasha of Pisces, that
is, from the ‘primordial waters'. Aries, because it stands for the initial impulse
through which the potential becomes actual, is also related to the dawn and to
Spring, and generally to the beginning of any cycle, processor creation. In Egypt
theram wasthe symbol of Amon-Ra, and the god was depicted with ram’shorns.
As regards human physiology, Aries controls the head and the brain, that is to
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say, the organs which are the centre of the individua’s physical and spiritual
energies, as Parabrahman is the centre of the cosmic forces (40).

Zodiacal sign of Aries.

Ark Both on the material and the spiritual planes the ark symbolizes the
power to preserve all things and to ensure their rebirth (40). Biologically speak-
ing, it can beregarded asasymbol of thewomb (9) or of the heart (14), therebeing
an obvious connexion between these two organs. The symbolism of Noah's ark
has been the subject of much discussion beginning as early as St. Ambrose, De
Noe et Arca, and Hugh of Saint Victor, De arca Noe morali and De arca mystica.
The basic symbolism of the ark isthe belief that the essences of the physical and
spiritual life can be extracted and contained within aminute seed until such time
as a rebirth creates the conditions necessary for the re-emergence of these es-
sences into external life (14). Guénon has found subtle analogies, of great sym-
bolicinterest, between the ark and therainbow. Theark, during the cosmic pralaya,
floats on the waters of the lower ocean; the rainbow, in the realm of the ‘upper
waters', isasign of the restoration of the order which is preserved below in the
ark. Both figurestogether, being complementary, compl ete the circle of Oneness.
They therefore correspond to the two halves of the ancient symbol of the ‘world
egg’ (28). Asasymbol of the heart (or of themind, or of thought) theimage of the
ark issimilar to that of the drinking-vessel, so frequent in mediaeval mysticism.

Arm In Egyptian hieroglyphs, the sign of the arm stands for activity in
general. Other signs derived from this primary sign stand for specia kinds of
activity, such as working, offering, protecting, donating, etc. The hieroglyph
depicting two raised arms is a symbol of invocation and of self-defence (19), a
meaning which is universally recognized. A frequent motif in heraldic and em-
blematic devices is that of aweapon held by an arm emerging from a cloud, or
from the surround of apicture. Thisisthe avenging arm of the Lord of Hosts, or
acall from the heavensfor vengeance (39).

Arrow The weapon of Apollo and Diana, signifying the light of supreme
power (4). In both Greece (8) and pre-Columbian America (39), it was used to
designate the sun’s rays. But, because of its shape, it has undeniable phallic
significance, specially whenit is shown in emblems balanced against the symbol
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of the'mystic Centre’, femininein character, such asthe heart. The heart pierced
with an arrow is a symbol of ‘ Conjunction’.

Arthur, King Thehero, king or penteyrn of the Silures of Caerleonin Wales.
Around him are built the legends of the Round Tabl e, the earliest known sources
of which being the Brut (c. 1155) of the Norman, Wace, and the Historia Regum
Britanniae (c. 1150) by Geoffrey of Monmouth, and the Welsh Mabinogion (or
Red Book) containing the tale of Kuhlwch and Olwen (towards the end of the 9th
century). Arthur appears to have been the son of the Breton leader, Uther
Pendragon, whom he succeeded in 516. He is credited with deeds of mythic
dimensions. For Rhys, heisan avatar of the Gallic god MercuriusArterius, king
of the fabled country Oberon. He is the archetype of the ‘mythical king' who
synthesizes the hopes of a race and w lects ‘primordial man’. Tradition
refuses to accept his death and affirmsth will reappear in the specific shape
of Arthur when the English have need of him to triumph over their enemies.
Symbolsclosely connected with King Arthur are such asthese: magic or miracu-
lous swordsand shields; the‘ holy war’ or the struggle between good and evil; the
twelve knightswith their implied relationship with the signs of the zodiac and the
idea of totality.

Ascension The symbolism of ascension or ascent has two main aspects:
externally ahigher level in space signifiesahigher value by virtue of itsconnexion
with the symbolism of space and height; and, secondly, it pertains to the inner
life, the symbolism of which concerns the ‘upward impulse' rather than any
actual ascent. As Mircea Eliade has observed: ‘Whatever the religious context,
and whatever the particular form they may take (shamanist or initiation rites,
mystic ecstasy, dream-vision, heroic legend), ascensions of all kinds, such as
climbing mountains or stairs or soaring upwards through the air, always signify
that the human condition is being transcended and that higher cosmic levelsare
being attained. The merefact of “levitation” isequivalent to aconsecration. . ..’
(17). But, according to a more straightforward interpretation based upon the
concept of energy, the action of rising (as, in music, going from bassto treble, or
from piano to forte) expresses an increase in intensity (38), whether it concerns
domination or the lust for power, or any other urge whatsoever. All world-axis
symbols (the mountain, ladder, tree, cross, liana, rope, the thread of the spider,
spear) are connected with the symbolism of ascension (18).

Ashlar In the Egyptian system of hieroglyphs, the sign incor porating the
ashlar (or sguared stone) symbolizes material which has been worked upon, or
the results of creative activity. By analogy, it refers to the trials necessitated by
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the spiritual evolution which Man must undergo (19) before he can attain to the
essential conditions of regularity, order, coherence and continuity. Theideahere
isthe same asthat expressed in the alchemic dialectic of thefixed and thevolatile
principles. The connexion between the ashlar and the human spirit arisesfrom the
general symbolism of the stone combined with the notion of humanity as a
perfect structure which ensuresthat every ‘ saved’ man iswholeand firm asrock.

Ass Thissymbolic animal appearsasan attribute of Saturn, in hiscapacity as
the ‘second sun’. It isalways on heat, and hated by Isis (31). The significance of
the mock crucifix, with an ass’'s head, from the Palatine, must be related to the
equation of Yahve with Saturn (31), although it may be that it is related to the
jester-symbol. In connexion with the latter, the ass's head, frequently found in
mediaeval emblems, marks and signs, often stands for humility, patience and
courage. Sometimesthereisawheel or asolar symbol between theass'sears. This
symbol, also found on the heads of oxen, always denotes that the animal is a
sacrificial victim (4). But the symbolism of the assinvolves still further complexi-
ties: Jung defines it as daemon triunus—a chthonian trinity which in Latin al-
chemy was depicted as a three-headed monster, one head representing mercury,
the second salt and the third sulphur, or, in short, the three material principles of
matter (32). In Chaldaea, the goddess of death is depicted kneeling on an ass
which is being ferried across the River of Hell in a boat. In dreams, the ass,
especially when it appears invested with a solemn and ritual aspect, isusually a
messenger of death or appearsin connexion with a death, as destroyer of alife-
span.

Aureole A circular or oblong halo surrounding bodiesin glory. According to
al2th-century text, attributed to the abbey of . Victor, the oblong shape derives
from the symbolism of the aimond, which isidentified with Christ. This, how-
ever, does not change the general sense of the aureole (6) asarelic of solar cullts,
and as afire-symbol expressive of irradiating, supernatural energy (31), or asa
manifestation of the emanation of spiritual light (which plays such an important
part in Hindu doctrine) (26). The almond-shaped aureole, which usually sur-
rounds the whole of the body, is usually divided into three zones, as an active
expression of the Trinity (6).

Axe A symbol of the power of light. The battle-axe has asignificance which
is equivalent to that of the sword, the hammer and the cross. But much more
important and complex is the significance of the twin-bladed axe, related to the
sign tau (4). This double-headed axe isto be found in ahost of works of art from
India to England, and specially in the Mediterranean countries—in Africa and
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Crete. Very oftenit islocated over the head of an ox, just between itshorns, when
it comes to symbolize on the one hand the mandorla (related to horns because of
its shape), and, on the other, the function of sacrifice in the relationship between
the valley-symbol and the mountain-symbol (that is, between earth and heaven)
(50). According to Luc Benoist, this twin-bladed axe is the same as the Hindu
vajra and Jove' sthunderbolt, becoming, therefore, asymbol of celestial illumina-
tion. Nowadays the double-bladed axe (the labrys) is associated with the laby-
rinth, both being symbolsin the Cretan cult. The labyrinth denotes the world of
existence—the pilgrimagein quest of the‘ Centre’ (6). In some paintingsin Crete,
such as that on a sarcophagus from Hagia Triada, we see a symbol made up of a
cone, adouble-bladed axe and abird. The conealludesto thedeity; theaxe, likeall
things dual, is an aspect of the Gemini, that is, of the focal-point of symbolic
Inversion; the bird has been recognized as an image of the human soul ever since
the time of the Egyptians (Waldemar Fenn). The axe is also symbolic of death
ordered by a deity.

Babylon Thisisasymbol of considerableinterest, evenif cultural in concept
rather than spontaneous or analogical. Like Carthage, Babylon is an image of a
fallen and corrupt existence—the opposite of the Heavenly Jerusalem and of
Paradise (37). In its esoteric sense, it symbolizes the solid or material world, in
which the involution and evolution of the spirit takes place, or, in other words,
the pervasion and desertion of matter by the spirit (37).

Balder A Nordic god killed by the mistletoe, which he himself personifies.
Closely connected with various other symbols, such asfire, the sun and the oak
(21); heisaso related to Odin and the profound symbolism of the Hanged Man
(in the Tarot pack).

Bandages Bandages, bands, sashes or swaddling-bands, in the Egyptian
system of hieroglyphs, possess a double symbolism embracing both the swad-
dling-clothes of the newborn babe and the winding-sheet of the corpse in the
tomb. They constitute a determinative sign corresponding to the letter S (aletter
which has subsequently been construed as a snake) (19).
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Basilisk A fabulous animal with a snake's body, pointed head and a three-
pointed crest. In mediaeval descriptionsit was said to be born of ayolkless egg
laid by acock and hatched by atoad on abed of dung, and to have athree-pointed
tail, glittering eyesand acrown onitshead. Itsglancewasbelieved to belethal, so
that it could only be destroyed whileits assailant waswatching itinamirror. This
belief is related to the myth of the Gorgon's head. In the Eagt, its body was
supposed to be a mixture of cock, snake and toad. According to Didl, this pro-
jected image of the human psycheisclearly infernal in character, asis shown by
itsthreefold attributes (its three-pointed crest and trifurcated tail) since they are
aninversion of the qualities of the Trinity; and also by the predominance of evil
components, such as the toad and the snake. It is one of the many ‘keepers of
treasure’ mentionedinlegend.

Basket For Jung, it stands for the maternal body (31). On Greek coins, the
figure of a basket covered with ivy represents the Bacchanalian mysteries. It is
said that Semele, while she was bearing Bacchus, was placed in a basket and
thrown into the river (the symbolism of water being bound up with the idea of
birth) (8).

Bat Because of itsambiguous nature, the bat is contradictory inimplication.
In China, for example, it isemblematic of happinessand long life (5). In Western
achemy it had ameaning which was not far removed from that of the dragon and
that of the hermaphrodite. Its wings, nevertheless, are an infernal attribute (32).

Bath The symbolism of immersioninwater derivesfrom that of water itself,
and signifiesnot only purification (asecondary symbolism taken from the general
concept of water asaclear, cleansing liquid) but, more fundamentally, regenera-
tion through the effect of the transitional powers (implying change, destruction
and re-creation) of the ‘primordial waters' (the fluid Element). In alchemy, this
same meaning received a specialized application: the bath symbolizes the disso-
lution and also the purification of gold and silver.

Battering-Ram According to Fr. Heras, a symbol of penetration, thet is, of
an ambivalent force capabl e of either fertilizing or destroying.

Bear In achemy, the bear corresponds to the nigredo of prime matter, and
henceitisrelatedtoal initial stagesand totheinstincts. It has consequently been
considered asymbol of the perilous aspect of the unconscious and as an attribute
of themanwhoiscruel and crude. Sinceitisfound in the company of Dianaitis
regarded asalunar animal (31).

Bee InEgyptian hieroglyphic language, the sign of the bee was adetermina-
tiveinroyal nomenclature, partly by analogy with the monarchic organi zation of
theseinsects, but more especially because of theideas of industry, creative activ-
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ity and wealth which are associated with the production of honey (19). In the
parable of Samson (Judgesxiv, 8) the bee appearsin thissame sense. In Greeceit
was emblematic of work and obedience. According to a Delphic tradition, the
second of the temples built in Delphi had been erected by bees. In Orphic teach-
ing, souls were symbolized by bees, not only because of the association with
honey but also because they migrate from the hive in swarms, since it was held
that souls ‘swarm’ from the divine unity in a similar manner (40). In Christian
symbolism, and particularly during the Romanesque period, bees were symbols
of diligence and eloguence (20). In the Indo-Aryan and Maoslem traditions they
have the same purely spiritual significance asin Orphic teaching (50).

Bell Its sound is a symbol of creative power (4). Since it is in a hanging
position, it partakes of the mystic significance of all objectswhich are suspended
between heaven and earth. It is related, by its shape, to the vault and, conse-
quently, to the heavens.

Belly The interior of the belly is invariably equated symbolically with the
achemic laboratory, or, in other words, with the place where transmutations are
effected. Since these metamorphoses are entirely of a natural order, the belly-
laboratory becomes, in a sense, the antithesis to the brain (57).

Belt Thebelt or girdleisasymbol of the protection of the body and, being an
alegory of virginity, implies the ‘defensive’ (moral) virtues of the person. It is
worth noting that the belt, together with gold spurs—doubtless sharing the same
significance—was an attribute of the mediaeval knight. On the other hand, when
the belt is associated with Venus, it takes on an erotic, fetishistic sense.

Binary Duality isabasic quality of all natural processesin so far as they
comprise two opposite phases or aspects. When integrated within a higher con-
text, this duality generates abinary system based on the counterbalanced forces
of two opposite poles. The two phases or aspects can be either symmetrical (or
in other words identical in extent and intensity) or asymmetrical, successive or
simultaneous. Instances of a duality of successive phases would be phenomena
such as: day and night; winter and summer; waxing and waning; life and death;
systole and diastol e; breathing in and out; youth and old age. Examples of duality
which can be either successive or simultaneous: wet/dry; cold/hot; male/female;
positive/negative; sun/moon; gold/silver; round/square; fire/water; volatile/fixed,
spiritual/corporeal; brother/sister, etc. The right hand and left hand, correspond-
ing to the two pillars Jachin and Boaz in Hebrew tradition, and to the gates of
heaven and hell which the Latins associated with Janus, can be taken to symbol-
ize abinary system. Thisis also the case with the King and Queen in alchemy
(28). Whether the opposition is one of successive phases or of simultaneous
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movements of tension, does not affect the nature of the system, the ultimate
expression of which is found in the myth of the Gemini; in the Manichean and
Gnostic doctrines it takes the form of a moral duality in which evil is given an
equal statuswith good. Evil and matter, according to Neo-Pythagorean doctrine,
generatethe dyas (duality), whichisfemalein nature, and depicted in the Gnosis
of Justin asadual being, with awoman’storso and a snake'stail. Diel points out
that this dyas, craving vengeance and locked in combat with the Pneuma, is the
archetype of legendary figures such as Medea, Ariadne or Y seult (15). The mys-
tery of duality, which isat the root of all action, is manifest in any opposition of
forces, whether spatial, physical or spiritual. The primordial pairing of heaven
and earth appearsin most traditions as an image of primal opposition, the binary
essence of natural life (17). As Schneider has observed, the eterna duality of
Nature means that no phenomenon can ever represent a complete reality, but
only one half of areality. Each form hasits analogous counterpart: man/ woman;
movement/rest; evolution/involution; right/left—and total reality embraces both.
A synthesisistheresult of athesisand an antithesis. And truereality residesonly
in the synthesis (50). Thisis why, in many individuals, there is a psychological
tendency towards ambivalence, towards the breaking down of the unitary as-
pectsof things, even though it may proveto be asource of most intense suffering.
Before Freud, Eliphas L évi had already suggested that * Human equilibrium con-
sists of two tendencies—an impulse towards death, and one towards life’. The
death-wishistherefore as natural and as spiritual asthelifeor eroticimpulse. The
integration of these symbolswithin complex patterns of * correspondences’ reaches
its highest pitch of perfection in the East, where cosmic allegories (such as the
Wheel of Transformations, the Yang-Yin disk, the Shri-Yantra, etc.) provide a
most intense, graphic expression of these notions of contradiction and synthesis.
The basic elements of such antithesis are the positive principle (male, lucid,
active), and, opposing it, the negative principle (female, obscure, passive); psy-
chologically speaking, these correspond respectively to the conscious and uncon-
scious components of the personality; and, from the point of view of Man's
destiny, they correspond to involution and evolution (25). These symbolic fig-
ures aretherefore not so much an expression of theduality of theforcesinvolved,
but rather of their complementary character within the binary system. Hindu
doctrine asserts that Brahmais sat and non-sat, what-is and what-is-not: satyam
and asatyam (reality and non-reality). In the Upanishadsthis synthesisis defined
in dynamic terms as ‘that which is in motion, yet nevertheless remains still’.
Schneider explains these paradoxes with the suggestion that, in mystic systems,
the antithesis is the complement, not the negation, of the thesis (50). It isin this
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sense that one should interpret the saying of Lao-Tse that ‘he who knows his
masculinity and preserves his femininity, is the abyss of theworld' (58). Never-
theless, the tendency of oppositesto unite in asynthesisis aways characterized
by stress and suffering, until and unless it is finally resolved by supernatural
means. Thus, the step from thesis to ambivalence is painful, and the next step
from ambivalence to ecstasy is difficult to achieve. The symbol of the * Centre’,
thebluerose, the golden flower, theway out of thelabyrinth—all these can allude
to the meeting and ‘ conjunction’ of the conscious and the unconscious, as of the
union of the lover and the bel oved. Metaphors such as* Thewolf also shall dwell
with the lamb, and the leopard shall lie down with the kid; and the calf and the
young lion and thefatling together; and alittle child shall lead them’ (Isaiah xi, 6),
are references to the final coming of the Heavenly Jerusalem (25), where the
binary synthesisisno longer dualistic severance or otherness, difference or sepa-
ration, nor a balancing of opposing powers, but the assimilation of the lower by
the higher, of darknessby light. The symbolism of ascension or ascent alludes not
only to the possibility of a superior life for the privileged being, an initiate or
saint, ahero or athinker, but a so to the primary and fundamental tendency of the
cosmos to strive towards sublimation—to progress from mud to tears, from lead
to gold. Rhythms vary, but movement is always in the same direction. Hindu
doctrine refers not only to hope of Nirvana but also to the lessons to be learnt
from mdyd, or illusion. In the world of mdyd—the world of phenomena—oppo-
sites cancel each other out, one opposite being balanced by ancther through the
ceaseless interplay and transmutation of existence—the aternation of creation
and destruction (60). The figure of the goddess K&li, for instance, whose ritual
required human sacrifice, is an example of symbolic counterpoise transcending
the mere duality of opposing forces. Themoral level reached by any religion can
infact be measured by its capacity to show, by means of dogmaand imagery, how
duality is transcended. One of the most powerfully poetic myths expressing the
wish for cosmic unity isthat inwhichitissaid that the sun and the moon must be
‘united’ so that they are made to form asingle being (17).

Bird Every winged being issymbolic of spiritualization. The bird, accord-
ing to Jung, is a beneficent animal representing spirits or angels, supernatural
aid (31), thoughts and flights of fancy (32). Hindu tradition has it that birds
represent the higher states of being. To quote a passage from the Upanishads:
Two birds, inseparable companions, inhabit the same tree; the first eats of the
fruit of thetree, the second regardsit but does not eat. Thefirst bird isJivdtma,
and the second is Atmd or pure knowledge, free and unconditioned; and when
they are joined inseparably, then the one is indistinguishable from the other
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except in anillusory sense’ (26). Thisinterpretation of the bird as symbolic of
the soul isvery commonly found in folkloreall over theworld. ThereisaHindu
taleretold by Frazer in which an ogre explains to his daughter where he keeps
hissoul: ‘ Sixteen milesaway from thisplace’, he says, ‘isatree. Round thetree
aretigers, and bears, and scorpions, and snakes; on thetop of thetreeisavery
great fat snake; on hishead isalittle cage; in the cageisabird; and my soul isin
that bird’ (21). Thiswas given precise expression in ancient Egyptian symbol -
ism by supplying the bird with ahuman head; in their system of hieroglyphsit
was asign corresponding to the determinative Ba (the soul), or the ideathat the
soul flies away from the body after death (19). This androcephalous bird ap-
pears also in Greek and Romanesque art, and always in this same sense (50).
But theideaof the soul as abird—the reverse of the symbolic notion—does not
of itself imply that the soul is good. Hence the passage in Revelation (xvii, 2)
describing Babylon as*the hold of every foul spirit, and acage of every unclean
and hateful bird'. According to Loeffler, the bird, likethefish, wasoriginally a
phallic symbol, endowed however with the power of hei ghtening—suggesting
sublimation and spiritualization. In fairy stories there are many birds which
talk and sing, symbolizing amorous yearning (and cognate with arrows and
breezes). The bird may also stand for the metamorphosis of a lover. Loeffler
addsthat birds are universally recognized asintelligent collaborators with man
in myths and folktales, and that they are derived from the great bird-demiurges
of the primitives—bearers of celestial messages and creators of the nether
world; this explains the further significance of birds as messengers (38). The
particular colour of abird is afactor which determines its secondary symbol-
isms. The blue bird is regarded by Bachelard (3) as ‘the outcome of aerial
motion’, that is, as a pure association of ideas; but in our view, athough this
may well have beenitsorigin, itsultimate aim is something quite different—to
provide asymbol of theimpossible (like the bluerose). In alchemy, birds stand
for forcesin process of activation; here the precise sense is determined by the
location of the bird: soaring skywards it expresses volatilization or sublima-
tion, and swooping earthwards it expresses precipitation and condensation;
these two symbolic movements joined to form asingle figure are expressive of
distillation. Winged beings contrasted with othersthat are wingless constitute a
symbol of air, of thevolatile principle as opposed to the fixed. Nevertheless, as
Diel has pointed out, birds, and particul arly flocks of birds—for multiplicity is
ever asign of the negative—may take on evil implications; for example, swarms
of insects symbolize forcesin process of dissolution—forces which are teem-
ing, restless, indeterminate, shattered. Thus, birds, in the Hercules legend, ris-
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ing up from the lake Stymphalus (which stands for the stagnation of the soul
and the paralysis of the spirit) denote manifold wicked desires (15). The ‘giant
bird' is always symbolic of acreative deity. The Hindus of Vedic times used to
depict the sunintheform of ahuge bird—an eagle or aswan. Germanic tradition
affords further examples of a solar bird (35). It is also symbolic of storms; in
Scandinavian mythology there are referencesto agigantic bird called Hraesvelg
(or Hraesveglur), which is supposed to create the wind by beating its wings
(35). In North America, the supreme Being is often equated with the mythic
personification of lightning and thunder as a great bird (17). The bird has a
formidable antagonist in the snake or serpent. According to Zimmer, itisonly
in the West that this carries amoral implication; in India, the natural elements
only are contrasted—the solar force as opposed to the fluid energy of the
terrestrial oceans. The name of thissolar bird is Garuda, the‘ layer of the ndgas
or serpents’ (60). Kuhn, in The Rock Pictures of Europe, considers a L ascaux
cave picture of awounded bison, a man stricken to death and a bird on apole,
and suggeststhat, by the late Palaeolithic, the bird may have cometo symbolize
the soul or atrance-like state.

Birds Birds are very frequently used to symbolize human souls, some of
the earliest examples being found in the art of ancient Egypt. Sometimes, they
are depicted with human heads, asin Hellenic iconography. In the Mirach itis
written that, when Mohammed went to heaven, he found, standing inthe middle
of agreat square, the Tree of Life whose fruit restores youth to all those who
eat of it. ThisTreeof Lifeissurrounded by groves and avenues of leafy treeson
whose boughs perch many birds, brilliantly coloured and singing melodiously:
these are the souls of the faithful. The souls of evildoers, on the other hand, are
incarnated in birds of prey (46). Generally speaking, birds, like angels, are
symbols of thought, of imagination and of the swiftness of spiritual processes
and relationships. They pertain to the Element of air and, asnoted in connexion
with the eagle, they denote ‘height’ and—consequently—’loftiness’ of spirit.
Thisgeneral symbolism has sometimes been narrowed down excessively to the
particular, as often happensin traditional symbolism. Thus, Odo of Tusculum,
in his sermon X ClI, describes different kinds of spirituality in men in terms of
the characteristics of different kinds of birds. Some birds, he says, are guileless,
such asthe dove; others, cunning like the partridge; some cometo the hand, like
the hawk, othersfleefromit, like the hen; some enjoy the company of men, like
the swallow; others prefer solitude and the desert, like theturtle-dove. . . . Low-
flying birds symbolize an earth-bound attitude; high-flying birds, spiritual longing
(46).
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Bite This, likethegreat majority of symbols, hasadouble meaning embracing
both the mystic and the psychological planes. On the mystic level, the bite, or,
rather, teeth-marks, are equivalent to the imprint or the seal of the spirit upon the
flesh (sincetheteeth arethe fortress-walls of the ‘inner’ or spiritual man). Onthe
psychological level, and especially where animal-bites are concerned, it is sym-
bolic, according to Jung, of the sudden and dangerous action of theinstinctsupon
the psyche (32).

Blacksmith On some cultural levels, the position of blacksmith is consid-
ered to be held under the king’sprerogative, and to be sacred (21). Thereisaclose
connexion between metal lurgy and alchemy: According toAlleau, the blacksmith
is equivalent to the accursed poet and the despised prophet. In the Rigveda, the
creator of the world is a blacksmith (31); this may be accounted for by the
associated symbolism of fire, but also by the fact that iron is associated with the
astral world—the first iron known to man was meteoric—and with the planet
Mars.

Blood From the standpoint of the chromatic or biological order, blood, since
it corresponds to the colour red, represents the end of a series which beginswith
sunlight and the colour yellow, the intermediate stage being the col our green and
vegetablelife. The development from yellow to green and red appearsin relation
with a corresponding increase of iron. In cases of relationships as close as that
between blood and the colour red, it is evident that both are reciprocally expres-
sive: the passionate quality characteristic of red pervades the symbolism of
blood, and the vital character of blood informsthe significance of the colour red.
In spilt blood we have a perfect symbol of sacrifice. All liquid substances (milk,
honey and wine, that isto say) which were offered up in antiquity to the dead, to
spirits and to gods, were images of blood, the most precious offering of all.
Sacrificial blood was obtained from the sheep, the hog and the bull in classical
times, and from human sacrifice among Asians, Africansand aborigina Americans
(aswell asamong the Europeansin prehistoric days). The Arabic saying, ‘Blood
has flowed, the danger ispast’, expresses succinctly the central idea of all sacri-
fice: that the offering appeases the powers and wards off the most severe chas-
tisementswhich might otherwise befall. The driving-force behind the mechanism
of sacrifice, the most characteristic of the symbolic inferences of blood, is the
zodiacal symbol of Libra, representing divinelegality, theinner conscience of man
with its ability to inflict terrible self-chastisement. Wounds, by association, and
for the samereason, have asimilar function. Similarly with the colour red when its
use appearsirrational—when it mysteriously invades the object: for example, in
achemy, when matter passes from the white stage (a/bedo) to the red (rubedo);
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or thelegendary ‘red knight’ who expressesthe ever-passionate state of himwho
has mastered steed and monster. The Parsifal of Chrétien de Troyes is a red
knight, wreathed in a pattern of images of such beauty and richness that we will
quote thewhole of the passage: ‘ A dab of red marbleisfloating on thewater with
a sword plunged into it. The knight who proves able to withdraw it will be a
descendant of king David. He is clad in a coat of red silk and the aged man
accompanying him hands him a cloak of scarlet lined with white ermine. . . .
Parsifal meetsaknight whosered armour turnsall eyesthat regardit red. Hisaxe
isred, hisshield and his lance are redder than fire. In his hand he holds a cup of
gold, his skin is white and his hair red.” Lévi, in his penetrating study of this
symbol, quotes the following phrase: ‘He was clothed in garments stained with
blood,” for he had come through war and sacrifice (37). Of great interest, too,
heightened by his discussion of the etymological sources, is the quotation sup-
plied by Pinedo; the passage is taken from the commentary upon Isaiah Ixiii, 1-2
(‘Who is this that cometh from Edom, with dyed garments from Bozrah? . . .
Whereforeart thou red inthineapparel 7). Pinedo comments:. * Edom and Bozrah—
its capital—stand for all the nations of the Gentiles. Theword Edom means*red”
and Bozrah means “winepress’, which explains why the Holy Fathers say that
he who comes “red” from the “wine-press’ is none other than Our Lord Jesus
Chrigt, for, according to them, thisisthe question which the angels put to him on
the day of histriumphal ascension’ (46).

Blow, To For primitives, blowing is a creative act which infuses or enlivens
life, increases the force of something or changesits course. Shamansinclude the
act of blowing in their rites.

Boar The symbolic significance of the boar, as of most other animals, is
ambivalent. On the one hand it occurs as a symbol of intrepidness, and of the
irrational urge towards suicide (8). On the other hand it stands for licentiousness
(15). One of Vishnu's incarnations was in the form of a boar. In Babylonia and
other Semitic cultures it was regarded as a sacred animal. In Celtic and Gallic
legends there is always a note of distinction and positiveness about it (4). As a
hostile force the boar ranks higher than the dragon or primordial monster, but
below thelion.

Boat Inthe most general sense, a‘vehicle'. Bachelard notes that there are a
great many referencesin literature testifying that the boat is the cradl e rediscov-
ered (and the mother’swomb) (2). Thereisal so aconnexion between the boat and
the human body.

Body For Gichtel, it is‘the seat of insatiable appetite, of illness and death’.
In Mithraic thought (according to Evola) the soul, in order to freeitself from the
body, must cross seven spheres.
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Bolt (or Latch) In Egyptian hieroglyphics, this sign represents the link
securing the two halves of a double-door, symbolizing by analogy the will to
resist any possibility of change (19).

Bone A symbol of lifeasseeninthe character of aseed. The Hebrew word /uz
stands for the mandorla, embracing both the tree and itsinner, hidden and invio-
lable heart. But according to Jewish tradition, it also refers to an indestructible,
corporeal particle, represented by a piece of very hard bone; it is, then, symbolic
of the belief in resurrection, and is comparable with the symbol of the chrysalis
from which the butterfly emerges (28).

Book A book isone of the eight Chinese common emblems, symbolizing the
power to ward off evil spirits(5). Thebook ‘writteninsideand out’ isan allegory
of the esoteric and exoteric, cognate with the doubl e-edged sword projecting from
the mouth (37). Broadly speaking, the book is related—as Guénon has sug-
gested—to the symbolism of weaving. The doctrine of MohiddinibnArabi inthis
respect may be summarized as follows: ‘ The universe is an immense book; the
characters of thisbook arewritten, in principle, with the sameink and transcribed
on to the eternal tablet by the divine pen . . . and hence the essential divine
phenomena hidden in the “secret of secrets’ took the name of “transcendent
letters”. And these very transcendent | etters, or, in other words, all things created,
after having been virtually crystallized within divine omniscience, were brought
down to lower levels by the divine breath, where they gave birth to the manifest
world’ (25).

Bottle According to Bayley, the bottleis one of the symbols of salvation (4),
probably because of the analogy (of function rather than of shape) with the ark
and the boat.

Bow Shiva'sbow is, like the lingam, the emblem of the god’s power (60).
Basic to this symbolismisthe concept of ‘tension’, clearly defined by Heraclitus
and closely related to thelife-force and to spiritual force. Benoist remarksthat the
bow and arrow, as attributes of Apollo, stand for the sun’s energy, itsraysand its
fertilizing and purifying powers (6). The symbolism of the crossbow is similar,
but more complex, including, as it does, the ‘conjunction’ of the bow and its
stock.

Bower Likethetower, the well and the door, it isacommon emblem of the
Virgin Mary. That powerful painter of female nature, John of Flanders (15th-
16th centuries), frequently brings these themes to bear upon his works. Gener-
aly speaking, the bower isafeminine symbol (32).

Box Likeall receptacleswhose basic useiskeeping or containing, thebox is
a feminine symbol which can refer both to the unconscious (15) and to the
maternal body itself (31). We do not here refer to spherical objects, which are
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symbols of Oneness and of the spiritual principle. The myth of ‘ Pandora’s box’
appearsto aludeto the significance of the unconscious, particularly inthe special
sense of its unexpected, excessive, destructive potentialities. Diel relates this
symbol to ‘imaginative exaltation’ (15). In addition, we would like to point out
the analogy—the family resemblance—between Pandora's box and the ‘third
casket’ whichfiguresin so many legends. Thefirst and second contain goodsand
riches; thethird discharges storms, devastation, death. Thisisclearly an example
of asymbol of human life (of the cycle of the year), which is divided into three
stages, consisting of two favourabl e thirds and one adverse. A superb elaboration
upon the Pandora theme isto be found in Dora and Erwin Panofsky’s Pandora’s
Box (London, 1956). Particularly interesting is the authors’' study of the literary
heritage of a myth, and the ways in which it may be adapted to serve the visual
arts.

Bramble A symbol of virgina purity consumed in its own flame (20). The
Biblical burning bush, on the other hand, is symbolically related to the myth of
Semde.

Branch When bearing blooms or fruit, it has the same significance as the
garland. In the Egyptian system of hieroglyphsit means ‘to give way’ or ‘bend’
(29).

Branding or Marking The mark, especially when it takes the form of a
painting or decoration (insignia) upon the body, is, like the seal, the sign or the
signal, cognate with tattooing. Such brands may also have an incidental meaning
occasioned by a particular circumstance (mourning, an initiation rite, etc.). But
their degpest significanceis connected with the symbolism of scars asthe marks
‘of the teeth of the spirit’. A brand is a distinguishing mark—and this is the
original and predominating idea of each and every mark. The individual who
wishesto ‘belong’ acceptsthedistinctive mark of the group he seeksto belong to;
or if he wishes to express his own individuality, he can do so by means of
determinative, unrevesled signs. Artistic or spiritual creation of any kind, the
development of the personality, the mask, idiosyncrasies of dress or behaviour,
areal derived from the essence of mark-symbolism.

Breathing Symbolically, to breathe is to assimilate spiritual power. Yoga
exercisesplace particular emphasis upon breathing, sinceit enables man to absorb
not only air but also thelight of the sun. Concerning solar light, the alchemistshad
thisto say: ‘It is afiery substance, a continuous emanation of solar corpuscles
which, owing to the movement of the sun and the astral bodies, isin a perpetua
state of flux and change, filling al the universe. . . . We breathe this astral gold
continuously.” The two movements—positive and negative—of breathing are
connected with the circulation of the blood and with the important symbolic
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paths of involution and evolution (3). Difficulty in breathing may therefore sym-
bolize difficulty in assimilating the principles of the spirit and of the cosmos. The
‘proper rhythm’ of Yoga-breathing is associated with the ‘proper voice' de-
manded by the Egyptians for the ritual reading of the sacred texts. Both are
founded upon imitation of the rhythms of the universe.

Bridge According to Guénon, the Roman pontifex wasliterally a‘builder of
bridges', that is, of that which bridges two separate worlds. St. Bernard has said
that the Roman Pontiff, asthe etymology of hisname suggests, isakind of bridge
between God and Man (Tractatus de Moribus et Officio Episcoporum, |11, 9). For
this reason, the rainbow is a natural symbol of the pontificate. For the Israglites,
it wasthe sign of the Covenant between the Creator and his people, and, in China,
the sign denoting the union of heaven and earth. For the Greeks, it was Iris, a
messenger of the gods. And there are a great many cultures where the bridge
symbolizes the link between what can be perceived and what is beyond percep-
tion (28). Even when it lacks this mystic sense, the bridge is always symbalic of
atransition from one state to another—of change or the desire for change.

Bucentaur A monster, half-man and half-ox or bull. In some monuments
Hercules is shown fighting a bucentaur or smothering it in his arms. Like the
centaur, thismythic animal is symbolic of the essential duality of man, but, inthis
case, stressing the baser—or animal—part. Hercules' strugglewith the bucentaur
is the archetype of all mythic combat: Theseus and the Minotaur, Siegfried and
the dragon, etc. (8).

Buckle Thebuckleimpliesself-defence and protection, likethefibulaon the
one hand (which is the shield reduced to its minimal form), and the belt on the
other (4). Toundo one'sbelt issymbolically the same as ' | etting one'shair down'’.

Bucraneum A decorative motif deriving from the appearance of theremains
of the head of the bull or ox, after it had been sacrificed by fire in ancient ritual
(42).

Bull The bull isassociated with the symbolism of Taurus (g.v.). Itisahighly
complex symbol, both from the historical and psychologica point of view. In
esoterictraditionit isan emblem used by the Hyperboreans asatotem against the
dragon of the Negroes, and i s equated with the god Thor, the son of heaven and of
woodland (49). In principle, this emblematic use symbolizes the superiority of
the mammal over thereptile, or of theAryan over the Negro. The basic dilemma
lies between the interpretation of the bull asasymbol of the earth, of the mother,
and of thewetness’ principle (11); and theview that it represents heaven and the
father. Mithraic ritual seemsto have been founded on the former: the sacrifice of
the bull was expressive of the penetration of the feminine principle by the mas-
culine, of the humid by theigniferous (the rays of the sun, the origin and cause of
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al fecundity). Krappe, investigating these paradoxes, has pointed to the fact that
the bull isthe commonest tame animal of the Near East and relatesthisto the fact
that bulls are depicted as lunar as often as solar (that is, they may be subject to
either one or the other of the opposed principles we have just outlined). Sin was
aMesopotamian lunar god and he often took theform of abull; Osiris, also alunar
god, was supposedly represented by the bull Apis. On the other hand, the Vedic
god Slryaisasolar bull. According to the Assyrians, the bull was born of the sun.
Krappe explains this disparity not as an internal contradiction but as a conse-
quence of theway inwhich thelunar and the solar cults succeed one another. The
lunar bull becomes solar when the solar cult supplantsthe more ancient cult of the
moon (35). But it may well be that the bull is first and foremost alunar symbol
becauseit is equated with the moon morphologically by virtue of theresemblance
of the horns of the crescent moon, while it must take second place to the solar
symbol of the lion. This is the view expressed by Eliade, for example, who
suggests that the bull does not represent any of the astral bodies but rather the
fecundating sky and that, from the year 2400 B.C. onwards, both the bull and the
thunderbolt were symbols connected with the atmospheric deities, the bull’s
bellow being associated with therolling of thunder. In all palaeo-oriental cultures,
it wasthe bull which expressed theideaof power. In Accadian, ‘to bresk the horn’
signified ‘to overpower’ (17). According to Frobenius, the black bull is linked
with the lower heaven, that is, with death. This belief prevailed in India; and in
lands asremote as Javaand Bali which fell under theinfluence of Indian culture,
it was the custom to burn the bodies of princesin coffins shaped like bulls. There
are Egyptian paintings of ablack bull bearing the corpse of Osirisonitsback (22).
Thisinterpretation is supported by Schneider’s observation that, in so far as the
bull corresponds to the intermediary zone between the Elements of Fire and
Water, it seemsto symbolize the communicating link between heaven and earth,
asignificance which could a so apply to the bull of the royal tombs of Ur, which
has a head of gold (representing fire) and ajow! of lapis lazuli (water). The ox
symbolizes sacrifice, self-denial and chastity, and is also found in association
with agricultural cults (50); it is, in other words, the symbolic antithesis of the
bull, withitsfecundating powers. If we accept that the bull isUranian inimplica-
tion, however, then the contradiction isresolved and the bull may be linked with
the active, masculine principle, although only in so far asits maternal aspect has
been superseded—supplanted, that is, by the son (the Sun or the lion). This, at
least, iswhat Jung has suggested, together with the ideathat the bull, like the he-
goat, is asymbol for the father (31).
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Bunch In Christian art, a bunch or cluster aways symbolizes Christ and
sacrifice. So, in the book of Numbers (xiii, 23), onereads: ‘and (they) cut down
from thence a branch with one cluster of grapes’ (46).

Butterfly Among the ancients, an emblem of the soul and of unconscious
attraction towards the light (8). The purification of the soul by fire, represented
in Romanesque art by the burning ember placed by the angel in the prophet’s
mouth, isvisually portrayed on asmall Mattei urn by means of animage of love
holding a butterfly close to aflame (8). The Angel of Death was represented by
the Gnostics as a winged foot crushing a butterfly, from which we may deduce
that the butterfly was equated with life rather than with the soul in the sense of
the spirit or transcendent being (36). This also explains why psychoanalysis
regards the butterfly as a symbol of rebirth (56). In China, it has the secondary
meanings of joy and conjugal bliss (5).

C

Cabiri They are earth-god symbols, personified as little dwarfs, whose
invisibility isimplied by the hood covering their head. They were conceived to be
deitieswatching over shipwrecked men. In all probability they are symbolsof the
extraordinary ‘powers held in reserve by the human spirit (32).

Caduceus A wand with two serpents twined round it, surmounted by two
small wings or a winged helmet. The rational and historical explanation is the
supposed intervention of Mercury in a fight between two serpents who there-
upon curled themselves round hiswand. For the Romans, the caduceus served as
asymbol of moral equilibrium and of good conduct. Thewand represents power;
the two snakes wisdom; the wings diligence (8); and the helmet is an emblem of
lofty thoughts. To-day the caduceusis the insignia of the Catholic bishop in the
Ukraine. The caduceus also signifies the integration of the four elements, the
wand corresponding to earth, the wingsto air, the serpentsto fire and water (by
anal ogy with the undulating movement of waves and flames) (56). Thissymbol is
very ancient, and isto befound for examplein Indiaengraved upon stonetablets
caled ndgakals, a kind of votive offering placed at the entrance to temples.
Heinrich Zimmer traces the caduceus back to Mesopotamia, detecting it in the
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design of the sacrificial cup of king Gudea of Lagash (2600 B.C.). Zimmer even
goes so far as to state that the symbol probably dates back beyond this period,
for the Mesopotamians considered the intertwining serpents as a symbol of the
god who cures all illness, ameaning which passed into Greek culture and is still
preserved in emblemsof our day (60). According to esoteric Buddhism, thewand
of the caduceus corresponds to the axis of theworld and the serpents refer to the

Caduceus (Swiss, 1515).

forcecalled Kundalini, which, in Tantrist teaching, sleeps coiled up at the base of
the backbone—a symbol of the evolutive power of pure energy (40). Schneider
maintains that the two S-shapes of the serpents correspond to illness and conva-
lescence (51). Inreslity, what definesthe essence of the caduceusisthe natureand
meaning not so much of itsindividual elements as of the composite whole. The
precisely symmetrical and bilateral arrangement, asin thebalance of Libra, orin
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the tri-unity of heraldry (ashield between two supporters), is always expressive
of thesameideaof active equilibrium, of opposing forcesbalancing one ancther in
such away asto create ahigher, static form. Inthe caduceus, thisbalanced duality
is twice stated:

Early Sumerian version of the caduceus.

in the serpents and in the wings, thereby emphasizing that supreme state of
strength and self-control (and consequently of health) which can be achieved both
onthelower plane of theinstincts (symbolized by the serpents) and on the higher
level of the spirit (represented by the wings).

Camel Traditionally considered in curiousrelation with the dragon and with
winged serpents, for, according to the Zohar, the serpent in the Garden of Eden
wasakind of ‘flyingcamel’. Similar alusionsareto befound inthe Persian Zend-
Avesta (9).

Cancer Thefourth sign of the Zodiac. Orphic teaching seesit asthe thresh-
old through which the soul enters upon its incarnation. It is governed by the
Moon inthe performance of its symbolic réle as mediator between theformal and
the informal worlds (40).



CANDELABRA 38

Candelabra A symbol of spiritual light and of salvation. The number of its
branches has always a cosmic or mystic significance. For example, the Hebraic

Hebraic
seven-
branched
Zodiacal sign of candelabra
Cancer.

seven-branched candel abra corresponds to the seven heavens and the seven plan-
ets (4).

Candle, Lighted Like the lamp, it is a symbol of individuated light, and
consequently of thelife of anindividual as opposed to the cosmic and universal
life.

Canopy One of the eight emblems of good luck in Chinese Buddhism. It is
also an allegory of regal dignity, and asymbol of protection (5). If it is square, it
aludes to the earth; if it is circular, to the sky or the sun; in the latter case it is
closely linked with the ritual parasol of so many primitive peoples and of the
ancients.

Capricorn The tenth sign of the Zodiac. Its dual nature, expressed allegori-
cally intheform of agoat whose body terminatesin afish’stail, refersto thedual
tendencies of life towards the abyss (or water) on the one hand, and the heights
(or mountains) on the other; these two currents also signify, in Hindu doctrine,

Zodiacal sign of Capricorn.

theinvolutive and evolutive possibilities: the return to or the departure from the
‘wheel of rebirth’ (that is, the Zodiac).
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Cask, Bottomless A famous Greek symbol which, asin the legend of the
Danaides, symbolizes useless labour and, on another level, the apparent futility
of all existence (8).

Castle Thisisacomplex symbol, derived at once from that of the house and
that of the enclosure or walled city. Walled cities figure in mediagval art as a
symbol of the transcendent soul and of the heavenly Jerusalem. Generally speak-
ing, the castle is located on the top of a mountain or hill, which suggests an
additional and important meaning derived from the symbolism of level. Its shape,
form and colour, its dark and light shades, al play an important part in defining
the symbolic meaning of the castle asawhole, which, in the broadest sense, isan
embattled, spiritual power, ever on the watch. The ‘black castle’ has been inter-
preted asthe alchemists' lair, aswell asarain cloud poised above amountain-top
(50). Its significance as the Mansion of the Beyond, or as the entrance to the
Other World, would seem obvious enough. In agreat many legends, the Castle of
Darkness, inhabited by a‘Black Knight’, is symbolic of the abode of Pluto; this
is confirmed by Theseus' mythic journey into hell. Charon has his abode in a
similar castle which is inaccessible to living men (the ‘castle of no return’ of
folktales). Inthelegendary heaven of Nordic tradition, the same meaningisto be
found. Melwas, the abducter of Guinevere, dwells in a castle surrounded by a
deep moat, the only means of access being two bridges difficult to negotiate.
According to Krappe, it is very possible that the underlying symbolism of al
mediaeval talesand legends about a castle owned by a‘wicked knight’ who holds
captive al who approach his domain may well bethat of the sinister castle of the
Lord of the Underworld (35). On the other hand, the ‘Castle of Light’ is the
‘redemption’ -aspect of this same image. Piobb explains that the sudden appear-
ance of acastleinthepath of awanderer islike the sudden awareness of aspiritual
pattern. ‘ Before this fascinating vision, al fatigue disappears. One has the clear
impression that treasure lies within. The splendid temple is the achieving of the
inconceivable, the materialization of the unexpected’ (48). The castle, in sum,
together with the treasure (that is, the eternal essence of spiritual wealth), the
damsel (that is, the animain the Jungian sense) and the purified knight, make up
asynthesis expressive of the will to salvation.

Cat The Egyptians associated the cat with the moon, and it was sacred to the
goddesses Isisand Bast, the | atter being the guardian of marriage (57). A second-
ary symbolism is derived from its colour; the black cat is associated with dark-
ness and death.

Catastrophe A general symbol for achangewrought by mutationinasingle
process, and afrequent sign for the beginnings of psychic transformation (56). A
secondary shade of meaning is added by the particular character of the catastro-
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phe: that is, the predominant element, which will beair in the case of ahurricane,
firein the case of conflagrations, water in floods and deluges, and earth in earth-
quakes. Whether the catastropheis, inthe symbolic sense, positive or negativeis,
of course, entirely dependent upon the nature of the change wrought in the agent
affected by it.

Cauldron Liketheskull, asymbol of the receptacle of theforces of transmu-
tation and germination. But whereas the skull, because of its vaulted shape,
signifiesthe higher, sublimated and spiritual aspects of thisprocess, the cauldron,
being open at the top, has the opposite meaning of the baser forces of nature.
Most of the mythic cauldrons which figurein Celtic tradition are located at the
bottom of the sea or of lakes (indicating that the respective symbolisms of the
cauldron and of water have coalesced, and that they both relate to the general
symbolism of water, which is the vehicle of life and the medial element par
excellence). We can see, then, that the skull isthe receptaclefor the ‘ upper ocean’
or thereflection of it in Man, whereas the cauldron—the inversion of the skull—
isthevessel for the ‘lower ocean’. Thisiswhy potsand cauldronsfigure so often
in legends about magic and in folktales (17). The chalice is a sublimation and a
consecration of the cauldron as well as of the cup, which is a pure symbol of
containment (Plate 1V).

Cave or Cavern Broadly speaking, its meaning is probably confined to that
of the general symbolism of containment, of the enclosed or the concealed. It
underlies certainimages such asthe mediaeval cave which symbolizesthe human
heart as the spiritual ‘centre’ (14). For Jung, it stands for the security and the
impregnability of the unconscious. It appears fairly often in emblematic and
mythological iconography asthe meeting-placefor figuresof deities, forebearsor
archetypes, becoming therefore an objective image of Hades, although still ex-
pressive of the psychological unconscious (32). Cult sites in prehistory—some
cavesshowing traces of the lce Agewerelater madeinto Christian shrines. Lourdes
isareligious cave of the Quaternary. Kiihn hasfound traces of recent offeringsin
North African sites with prehistoric indications. Caves, with their darkness, are
womb-symbols. That the German Hohle (cave) and Holle (hell) arerelated isnot
without significance. (See Herbert Kihn, The Rock Pictures of Europe.)

Centaur A fabulousbeing, half-man, half-horse, supposed by someto bethe
fruit of the union of Centaurus and the M agnesian mares. From a symbolic point
of view the centaur is the antithesis of the knight, that is, it represents the
complete domination of a being by the baser forces: in other words, it denotes
cosmic force, the instincts, or the unconscious, uncontrolled by the spirit.



41 CENTRE

Centre To leave the circumference for the centre is equivalent to moving
fromthe exterior to theinterior, from form to contemplation, from multiplicity to
unity, from space to spacelessness, from time to timelessness. In al symbols
expressive of the mystic Centre, the intention isto reveal to Man the meaning of
the primordial ‘paradisal state’ and to teach him to identify himself with the
supreme principle of the universe (29). This centre is in effect Aristotle’s ‘un-
moved mover’ and Dante's ‘L’ Amore che muove il sole a |’ atre stelle’ (27).
Similarly, Hindu doctrine declares that God resides in the centre, at that point
where the radii of awhedl meet at its axis (51). In diagrams of the cosmos, the
central space is always reserved for the Creator, so that he appears as if sur-
rounded by a circular or almond-shaped halo (formed by the intersection of the
circle of heaven with the circle of the earth), surrounded by concentric circles
spreading outwards, and by thewheel of the Zodiac, the twelve-monthly cycle of
labour upon the land, and afour-part division corresponding both to the seasons
and to the tetramorph. Among the Chinese, the infinite being is frequently sym-
bolized as a point of light with concentric circles spreading outwards fromiit. In
Western emblems, an eagle’' shead sometimes carriesthe same significance (4). In
some Hindu mandalas, such as the Shri-Yantra, the centre itself is not actually
portrayed, but has to be supplied mentally by the contemplator; the Shri-Yantra
isa‘formin expansion’ (and asymbol, therefore, of the creation), composed of
nineintersecting triangles circumscribed by alotus flower and asquare. A great
many ritual acts have the sole purpose of finding out the spiritual ‘ Centre’ of a
locality, which then becomes the site, either in itself or by virtue of the temple
built upon it, of an ‘image of theworld'. There are also many legends which tell
of pilgrimagesto places with characteristics which relate them to Paradise. This
Chinesetale, for example, retold by the orientalist Wilhelm in hiswork on Lao-
Tse: ‘King Huangti had a dream. He crossed into the kingdom of the Hua Hsli.
The kingdom of the Hua Hsli is west of the far West and north of the far North.
It is not known how many hundreds of thousands of leaguesit is from the Ch'i
state. It can be reached neither by boat nor by carriage, nor on foot. It can be
reached only by the spirit in flight. This country has no sovereign: everyone acts
according to his own dictates; the people have no lawmakers. everyone acts
according to his own dictates. The joys of life are not known, nor is the fear of
death; so there is no premature death. Self-withdrawal is not known, nor is the
shunning of one’sfellows; so thereisnoloveand no hate. Revulsion fromwhat is
distasteful is not known, nor is the search for pleasure; so there is no profit and
no harm. No one has any preference, no one hasany dislike. They enter the water
and are not drowned, walk through fire and are not scorched. . . They riseupinto
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theair as otherswalk on the face of the earth; they rest in space asotherssleepin
beds; clouds and mist do not veil their gaze. Claps of thunder do not deafen their
ears. Neither beauty nor ugliness dazzles their hearts. Neither mountain nor
ravineimpedestheir progress. They walk only in the spirit’ (58). This concept of
the Centre coincides, of course, with that of the‘ Land of the Dead’, in which the
theme of the coincidentia oppositorum of mystic tradition comesto signify not so
much ‘opposition’ as heutralization, in the characteristically oriental sense. The
Centreislocated at the point of intersection of the two arms of the superficial (or
two-dimensional) cross, or of the three arms of the essential, three-dimensional
cross. In this position it expresses the dimension of the ‘infinite depth’ of space,
that is, the seed of the eternal cycle of the flux and flow of forms and beings, as
well asthe dimensions of spaceitself. In someliturgical crosses, asfor example
that of Cong in Ireland, the centre is marked by a precious stone.

Centre, Spiritual In Le Roi du Monde, René Guénon speaks of the * spiri-
tual centre’ which was established in the terrestrial world to conserve intact a
treasure of ‘non-human’ knowledge. This, he suggests, isno lessthan the origin of
the concept of ‘tradition’ from which are derived all the religious, mythical and
philosophica customs and explanations of the world. Guénon points out that
Saint-Yves d'Alveydre, in a posthumous work (La Mission de [’Inde, 1910),
places Agarttha at the centre. The author connects this symbolic city with the
Rosicrucians' ‘solar citadel’ and Campanella's City of the Sun.

Cerberus A three-headed dog whose throat bristled with serpents. He was
the guardian of the abode of Pluto on the banks of the Stygian lake. Neoplatonic
doctrine saw in him asymbol of theevil genius. Later hecameto beinterpreted as
the emblem of rotting in the grave, for if Hercules overcame him it was only
because his tasks were directed towards the attainment of immortality (8). The
three heads of Cerberusare—likethetrident—theinfernal replicaof divinetriunity.
They are also related to the three Gorgons (40). In all threefold symbols of the
baser forces of life, Diel, following his system of moral interpretation, sees the
degradation of thethreevital ‘urges’ (of conservation, reproduction and spiritual-
ization), bringing about the desth of the soul, which iswhy Cerberus, theguardian
of dead soulsin Tartarus, is charged with the task of preventing their return into
the world above where atonement and salvation are still possible (15).

Chain The Egyptian hieroglyphic sign in the shape of a vertica chain of
three links formed by two lines intertwining (with afourth link, left open, at the
bottom) holds a dual symbolism: on the one hand, that of the caduceus of Mer-
cury, standing for the dual streams—involution and evolution—of the universe
(19); and on the ather, implying the general symbolism of thechain, that is, bonds
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and communication. On the cosmic plane it is the symbol of the marriage of
heaven and earth, similar to other symbols such asthe cry of pain, the whistle of
the stone hurled skywards by the sling, and the arrow (50). On the plane of
earthly existenceit isthe symbol of matrimony: each link actually or potentially
corresponding to a blood-relationship: father and mother, sons and daughters,
brothers (51). In a wider sense related to the symbolism of bonds and cords,
bands and twine, it is a symbol of social or psychic integration along with the
secondary but very important characteristic of the toughness of its material.
Amongst the Gauls there were comrades in arms who would enter into combat
chained together in pairs so that if onedied, his companion wasbound tofall too.
A saying that is powerfully evocative of the spiritual significance of the chain
symbol isattributed to Louis X1 of France: presenting agolden chain to Raoul de
Lannoi as an award for bravery, the king exclaimed: ‘ Par le Paque-Dieu, my
friend, thou art so ferocious in battle that thou must be chained up, for | do not
wish to lose thee lest | need thy help once more'.

Chalice The chalice of Christian liturgy is the transcendental form of the
cup. Related to the Grail, it frequently takes the form of two halves of a sphere
placed back to back. In this, the lower part of the sphere becomes a receptacle
open to the spiritual forces, while the upper part closes over the earth, which it
duplicates symbolically. The chalice hasacertain affinity with the Celtic symbol-
ism of the cauldron.

Chaos Redlistic philosophy sees chaos as the earliest state of disorganized
creation, blindly impelled towards the creation of a new order of phenomena of
hidden meanings (22). Blavatsky, for example, asks: ‘What is primordial chaos
but the ether containing within itself al forms and all beings, al the seeds of
universal creation? Plato and the Pythagoreans maintained that this ‘ primordial
substance’ was the soul of the world, called protohyle by the achemists. Thus,
chaosis seen asthat which embraces all opposing forcesin astate of undifferen-
tiated dissolution. In primordial chaos, according to Hindu tradition, one also
meets Amrita—immortality—and Visha—evil and death (9). In achemy, chaos
was identified with prime matter and thought to be amassa confisa from which
the lapis would arise (32); it was related to the colour black. It has also been
identified with the unconscious. Bt it is better to regard chaos as the state
preceding the condition of the unconscious.

Chariot Oneof thebasic analogiesin theuniversal tradition of symbolismis
that of the chariot in relation to the human being. The charioteer represents the
self of Jungian psychology; the chariot the human body and also thought in its
transitory aspects relative to things terrestrial; the horses are the life-force; and
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thereinsdenoteintelligence and will-power. Thisisameaning which also appears
in Cabalistic writing, where it is given the name ascribed to the chariot itself—
Merkabah (40, 55). The ‘' Sun Chariot’ isthe Great Vehicle of esoteric Buddhism
(4); the ‘Chariot of Fire', according to René Guénon, may be a symbol of the
dynamic and overriding power of the subtle mind (26). Be that as it may, tales
about godsor fairiestravellingin chariotsacrossland, seaor sky arevery frequent
and of obvious symbolic interest. The exact details of the vehicle and of the
animals drawing it always contribute something to the symbolism of the chariot
as awhole. So Perrault in his literary version of the folktale La Biche au Bois,
says: ‘Each fairy had a chariot of a different material: one was made of ebony
drawn by white pigeons; others were of ivory drawn by crows; and others were
made of cedarwood. . . . When the fairies became angry, their chariots would be
harnessed only to winged dragons or serpents breathing fire out of their mouth
and eyes.” The Sun Chariot (or the Chariot of Fire) is, in Loeffler’'s view, so
powerful an archetype that it has found its way into most of the mythologies of
the world. When it bears a hero, it becomes the emblem of the hero's body
consumed in the service of the soul. The appearance, nature and colour of the
team of animals drawing it represent the qualities, good or bad, of the motives
driving the chariot onwardsin fulfilment of its mission. Hence (for example) the
horses of Arjuna(in the Vedic epic) are white, signifying the purity of the driver.
A regional Polish tale hasit that the Sun Chariot is drawn by three horses, one
silver, one gold and one made of diamonds (38). Thisthreefold aspect comesfrom
thewell-known significance of the number 3, asin thetriple mandorlas and other
comparable symbols and emblems.

Chariot, The The seventh enigma of the Tarot pack. It depicts ayouth clad
inacuirass, bearing asceptre, and riding in asymbolic chariot. Heincarnatesthe
higher principles of Man’s nature. In the chariot there can be seen an emblem of
the Egyptian winged globe, representing the sublimation of matter and itsevolutive
motion. Furthermore, the chariot has red wheels, which are to be related to the
whirlwinds of firein the vision of Ezekiel. These wheels stand out in contrast to
the blue canopy or pallium which covers the chariot, signifying the difference
between the absolute and therelative. The allegory of thisimageisreflectedinits
smallest details. So, for example, the cuirass of the charioteer represents his
defence against the baser forces of life; it issecured with five gold studs, denoting
the four elements and the quintessence. On his shoulders there are two crescent
moons representing the world of forms. The chariot is drawn by what at first
seems to be a pair of sphinxes but which isin fact a two-headed amphisbaena,
symbolizing the hostile forces which one must subjugate in order to go forward
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(in the same way as the two serpents counterbalance one another in the cadu-
ceus). Basil Valentine, in his L’Azoth des Philosophes (Paris, 1660), illustrates
this principle of duality with a serpent coiled round the sun and moon, its ex-
tremities bearing the likeness of alion and an eagle. This Tarot mystery, then, is
associated with concepts of self-control, progress and victory (59).

Chequers Any pattern consisting of sguares, lozenges or rectangles, in
alternating white and black colours (that is, positive and negative), or, for that
matter, in other pairs of colours, stands in symbolic relation to the duality of
elementsinherent inthe extension of timeand hencein destiny. Thus, the Romans
would mark a happy or an unhappy day with a white or a black stone respec-
tively. The colour of chequer-work changesits meaning according to the particu-
lar symbolism of the colours. The significance of chequers, then, embraces con-
cepts of combination, demonstration, chance or potentiality (48), as well asthe
effort to control irrational impulses by containing them within agiven order. All
orthogonal forms are symbols of the reason and theintellect, but not of the spirit,
becausethelatter iscontent par excellence, whereastherational never managesto
be more than a system of apprehending things, that is, a container. The heraldic
lozenge is a development of the chequerboard, the form of which is such that it
represents the dynamic interaction of the two elements which, in al forms of
chequer, are opposed and counterpoised one against the other in a pattern of
duality. It is significant that the costume of the harlequin (a chthonian deity) is
actually chequered or made up of lozenges, which proves beyond doubt that the
harlequin isrelated to the gods of destiny.

Cherubim Thecherubim or Kirubi (or Kherebu) which stood at the entrance
to Assyrian temples and palaces were, according to Marques-Riviére, nothing
less than gigantic pentacles placed there by the priests as ‘ kegpers of the thresh-
old’—afunction which in Chinawas fulfilled by griffins and dragons (39). The
Egyptian cherub was afigure with many wings, and covered with eyes; it wasan
emblem of the night sky, of religion and vigilance (8).

Child A symbol of the future, as opposed to the old man who signifies the
past (49); but the child is also symbolic of that stage of life when the old man,
transformed, acquires a new simplicity—as Nietzsche implied in Thus Spake
Zarathustra when dealing with the ‘three transformations'. Hence the concep-
tion of the child as symbolic of the ‘mystic Centre’ and as the ‘youthful, re-
awakening force' (56). In Christian iconography, children often appear asangels;
on the aesthetic planethey arefound as putti in Baroque grotesque and ornamen-
tations; and in traditional symbology they are dwarfs or Cabiri. In every case,
Jung argues, they symbolize formative forces of the unconscious of abeneficent
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and protective kind (32). Psychologically speaking, the child is of the soul—the
product of the coniunctio between the unconscious and consciousness. onedreams
of achild when somegreat spiritual changeisabout to take place under favourable
circumstances (33). The mystic child who solves riddles and teaches wisdom is
an archetypa figure having the same significance, but on the mythic plane of the
genera and collective, and isan aspect of the heroic child who liberatestheworld
from monsters (60). In achemy, the child wearing acrown or regal garmentsisa
symbol of the philosopher’s stone, that is, of the supreme realization of mystic
identification with the ‘god within us' and with the eternal.

Chimaera A monster born of Typhon and Echidna. It is represented as
having alion’shead, the body of agoat and thetail of adragon. Flamesflicker from
out of its mouth. Like other teratological beings, the chimaerais a symbol of
complex evil (8).

Choice The symbols for choice usually take the form of a cross-roads or a
balanced symmetry of two opposing principles. The best-known allegory of
choice showsawoman dressed in violet (signifying indecision, according to Otto
Weininger, because asacolour it isneither blue nor red), standing at across-roads,
with asnake crawling along one of the paths; and sheis pointing to averdant tree
growing in the other path (8).

Chrism Thesignographic emblem of Christ, based on the combination of the
first two letters of the word Xpi6to?, X and P. Attention has been drawn to the
similarity between this sign, which figured on the Roman labarum (banner) from
the time of Constantine, and the Egyptian anserated cross.

Chrysalis Inthewords of Wang Chung: ‘ The chrysalis precedes the cicada;
simply by changing its shape, it becomes the cicada. When the soul leaves the
body, it resembles a cicada which leaves its chrysalis in order to become an
insect.’ In Schneider’sview, the mystic function of such atransformation presup-
poses qualities of balance, regeneration and valour (51). Theritual mask, aswell
as the theatre-mask; is probably closely connected with the idea of the chrysalis
and metamorphosis. For, behind this mask, the transformation of an individual’s
personality is hidden from view.

Chthonian Demons Various beings mentioned in mythol ogies come under
this heading, such as the Greek harpies and Erinyes, the Hindu Rakshasas, the
Arabic djinns, the Germanic elvesand valkyries, etc. They are symbolsof thanatic
forces, of the death-wish in various guises: the subtle fascination of dreams, or the
heroic thrill experienced by the man who answersthe call to battle (35). The quest
for death—extremes meet (because of the curve of the conceptual line)—is ap-
parent in limit-situations, not only in the negative aspect but also—and princi-
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pally—at the pesk of the affirmative. That is, vital optimism and perfect happi-
ness of necessity imply the other extreme, that is, the presence of death.

Circle Attimesitissynonymouswith the circumference, just asthe circum-
ferenceisoften equated with circular movement. But although itsgeneral meaning
embraces both aspects, there are some further details which it isimportant to
emphasize. The circle or disk is, very frequently, an emblem of the sun (and
indisputably sowhenitissurrounded by rays). It also bears acertain relationship
to the number ten (symbolizing the return to unity from multiplicity) (49), when
it comes to stand for heaven and perfection (4) and sometimes eternity as well
(20). There are profound psychological implicationsin this particular concept of
perfection. As Jung observes, the square, representing the lowest of the compos-
ite and factorial numbers, symbolizes the pluralist state of man who has not
achieved inner unity (perfection) whilst the circle would correspond to this ulti-
mate state of Oneness. The octagon is the intermediate state between the square
and the circle. Representations of the relationship between the circle and the

Chinese Yang-Yin, surrounded by the eight trigrams.

sgquare are very common in the universal and spiritual world of morphology,
notably in the mandalas of India and Tibet and in Chinese emblems. Indeed,
according to Chochod, in China, activity, or the masculine principle (Yang), is
represented by awhite circle (depicting heaven), whereas passivity, the feminine
principle (Yin) is denoted by a black square (portraying earth). The white circle
standsfor energy and celestial influences and the black squarefor telluric forces.
The interaction implicit in dualism is represented by the famous symbol of the
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Yang-Yin, acircle divided into two equal sections by a sigmoid line across the
diameter, the white section (Yang) having a black spot within it, and the black
(Yin) awhite spot. These two spots signify that there is always something of the
feminine in the masculine and something of the masculine in the feminine. The
sigmoid line is a symbol of the movement of communication and serves the
purpose of implying—like the swastika—the idea of rotation, so imparting a
dynamic and complementary character to this bipartite symbol. The law of po-
larity has been, the subject of much thought among Chinese philosophers, who
have deduced from this bipolar symbol a series of principles of unquestionable
value, whichwe heretranscribe: (a) the quantity of energy distributed throughout
the universe is invariable; (b) it consists of the sum of two equal amounts of
energy, one positive and activein kind and the other negative and passive; (c) the
nature of cosmic phenomena is characterized by the varying proportions of the
two modes of energy involved intheir creation. In the twelve months of theyear,
for example, thereisagiven quantity of energy drawn from six partsof Yang and
six of Yin, in varying proportions (13). We must also point to the relationship
between the circle and the sphere, which isasymbol of the All.

Circumference A symbol of adequate limitation, of the manifest world, of
the precise and the regular (25), aswell as of the inner unity of all matter and all
universal harmony, asunderstood by the alchemists. Enclosing beings, objectsor
figures within a circumference has a double meaning: from within, it implies
limitation and definition; from without, it is seen to represent the defence of the
physical and psychic contents themselves against the perils of the soul threaten-
ing it from without, these dangers being, in away, tantamount to chaos, but more
particularly to illimitation and disintegration (32). Circumferential movement,
which the Gnosticsturned into one of their basic emblems by means of thefigure
of thedragon, the serpent or thefish bitingitstail, isarepresentation of time. The
QOuroboros (the circle formed by adragon biting itsown tail) isto befound in the
Codex Marcianus (of the 2nd century A.D.) and also in the Greek legend Hen to
Pan (The One, The All), which explains how its meaning embraces all cyclic
systems (unity, multiplicity and the return to unity; evolution and involution;
birth, growth, decrease, death, etc.). The alchemiststook up this Gnostic symbol
and applied it to the processes of their symbolic opus of human destiny (32).
Now, by virtue of its movement as much as by its shape, circular motion carries
thefurther significance of that which bringsinto being, activates and animatesall
theforcesinvolved in any given process, sweeping them along with it, including
those forces which would otherwise act against each other. Aswe have seen, this
meaning isbasic in the Chinese Yang- Yin emblem (30). Almost al| representations
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of tune have some bearing upon thecircle, asfor examplethe mediaeval represen-
tations of the year.

Cithara (or Cithern) A symbol of the cosmos, its strings corresponding to
thelevelsof the universe. Being rounded on oneside and flat on the other (likethe
turtle), it comesto signify the synthesis of heaven and earth (14, 50).

City Uptoacertain point it correspondsto landscape-symbolismin general,
of which it forms one representational aspect, embracing the important symbols
of level and space, that is, height and situation. With the dawning of history there
arose, according to René Guénon, atrue, ‘sacred geography’ and the position,
shape, doors and gates, and general disposition of a city with its temples and
acropolis were never arbitrary or fortuitous, or merely utilitarian. In fact, cities
were planned in strict accord with the dictates of a particular doctrine; hence the
city became a symbol of that doctrine and of the society which upheld it (28).
The city walls had magic powers since they were the outward signs of dogma,
which explainsand justifies Romulus'sfratricide. Ornamental reliefson capitals,
lintels, and tympanaof the MiddleAges often depict the outlines of awalled city,
although in away which ismore emblematic than symbolic. These ornamentsare
akind of prefiguration of the heavenly Jerusalem. An angel armed with aswordis
sometimesto be seen at the city gate (46). Jung seesthe city as a mother-symbol
and asasymbol of thefeminineprinciplein generd: that is, heinterpretsthe City
as awoman who shelters her inhabitants asif they were her children; that iswhy
the two mother-gods Rhea and Cybele—as well as other allegorical figures de-
rived from them—wear a crown after the pattern of awall. The Old Testament
speaks of cities as women (31).

Climate The analogy between a state of mind and a given climate, as ex-
pressed by theinterplay between space, situation, the elements and temperature,
aswell aslevel-symbolism, is one of the most frequent of al analogiesin litera-
ture. Nietzsche, for example, embarked upon a passionate quest for the true
climate—for the exact geographic | ocation—corresponding to theinner ‘ climate’
of the thinker (3). The universal value of pairs of opposites, such as high/low,
dry/wet, clear/dark, is demonstrated in their continued use not only in physical
and material but also in psychological, intellectual and spiritual matters.

Cloak Within the symbolism of garments, the cloak is, on the one hand, the
sign of superior dignity, and, on the other, of aveil cutting off a person from the
world (48). The cloak of Apolloniusisan expression of the complete self-posses-
sion of the sage, isolating him from the instinctive currents that move the gener-
ality of mankind (37). The actual position of the cloak is of great importancein
determining the secondary symbolic meanings. For example, the Heddernheim
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relief of Mithras slaying the bull has a cloak flying out in the wind like wings,
thereby equating the hero and the victim with the cel ebrated al chemic marriage of
thevolatilewith thefixed (31). Thematerial, adornments, colour and shape of the
cloak add further shades of meaning. Thetwo coloursof the outsideand theinside
always correspond to adual significance arising directly out of the symbolism of
colours.

Clock Likeadll circular formsincorporating anumber of internal elements, the
clock may beinterpreted asakind of mandala. Sincethe essence of theclock isto
tell the time, the predominant symbolism is that of number. As a machine, the
clock isrelated to the notions of ‘ perpetual motion’, automata, mechanismandto
the magical creation of beings that pursue their own autonomous existence.

Clothes The wearing of skins by the Roman eagle-bearers appears to be of
totemic origin. Without attempting to establish any theoretical connexion be-
tween a Sacher-Masoch’s concept of ‘skins' and their habitual use by women,
this possibility must not be forgotten. The spotted skin of an animal (such as a
panther) or amulticoloured or shot fabric are symbols of the Whol e (the god Pan).
In Aurélia, which abounds in symbols, Nerval says: ‘and the goddess of my
dreams appeared before me, smiling, dressed in Indian-style garments. . . . She
began to walk among us, and the meadows grew green again and the flowersand
plants sprang up over the earth at the touch of her feet.” In another passage,
Nerval causes the drapery and designs of his beloved’s dress to become so con-
fused with the flowers and plantsin a garden that they grow indistinguishable.

Clouds There are two principa aspects to cloud-symbolism: on the one
hand they arerelated to the symbolism of mist, signifying theintermediate world
between theformal and the non-formal; and on the other hand they are associated
with the ‘Upper Waters'—the realm of the antique Neptune. The former aspect
of the cloud issymbolic of forms as phenomenaand appearance, awaysin astate
of metamorphosis, which obscure theimmutable quality of higher truth (37). The
second aspect of clouds reveals their family connexion with fertility-symbolism
and their analogousrelationship with all that i s destined to bring fecundity. Hence
the fact that ancient Christian symbolism interprets the cloud as synonymous
with the prophet, since prophecies are an occult source of fertilization, celestial

Trefoil.
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in origin (46). Hence a so the conclusion of Bachelard that the cloud should be
taken as a symbolic messenger (3).

Clover (or Trefoil) An emblem of the Trinity. When it is located upon a
mountain it comes to signify knowledge of the divine essence gained by hard
endeavour, through sacrifice or study (equivalent to ascension) (4). Trifoliate
forms, such asthe Gothic three-lobed arch, bear the same significance; and, broadly
speaking, so do all tripartite forms. In the Middle Ages, triple time in music was
regarded inthe samelight, and it is so used by Scriabin in Prometheus.

Clown Likethebuffoon, theclownisamythicfigure, and theinversion of the
king—the inversion, that is to say, of the possessor of supreme powers; hence
the clown is the victim chosen as a subgtitute for the king, in accord with the
familiar astrobiological and primitiveideas of theritual assassination of theking.
The clown is the last, whereas the king is the first, but in the essential order of
things the last comes second. This is confirmed by the folklore custom, men-
tioned by Frazer, in which village youths, during Spring festival's, would race on
horseback up to the tallest mast (symbolizing the world-axis); he who camefirst
was el ected Easter king, and the last to arrive was made aclown and beaten (21).

Coal Like charred wood, the symbolism of coal isclosely linked with that of
fire. There is a certain ambivalence about it, since it sometimes appears as a
concentrated expression of fire, and sometimes as the negative (black, repressed
or occult) side of energy. The chromatic relationship between black and red—
between coa and flames—can be seen in myths and legends as recounted by
Krappe. According to an Australian tradition, thefire-bearing bird (the demiurge)
had ared spot on its black back. Similar beliefs existed amongst the Celts, and in
AmericaandAsia(35).

Cobweb Apart from its association with the spider, the symbolism of the
spider’s web is identical with that of fabric. Because of its spiral shape, it also
embracestheidea of creation and development—of thewheel and its centre. But
in this case death and destruction lurk at the centre, so that the web with the
spider in the middle comes to symbolize what Medusa the Gorgon represents
when located in the centre of certain mosaics: the consuming whirlwind. It is
probably asymbol of the negative aspect of the universe, representing the Gnos-
tic view that evil is not only on the periphery of the Wheel of Transformations
but in its very centre—that is, in its Origin.

Cock Asthebird of dawn, the cock is asun-symbol (4), and an emblem of
vigilance and activity. Immolated to Priapus and Aescul apius, it was supposed to
curethesick (8). During the Middle Agesit became ahighly important Christian
image, nearly always appearing on the highest weathervane, on cathedral towers
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and domes, and was regarded as an allegory of vigilance and resurrection. Davy
comments that vigilance in this context must be taken in the sense of ‘tending
towards eternity and taking care to grant first place to the things of the spirit, to
be wakeful and to greet the Sun—Christ—even before it rises in the East’'—
illumination (14).

Coffer Like all objects whose essential quality is that of containing, it
sometimes acquires the symbolic character of a heart, the brain or the maternal
womb. The heart, the first of these meanings, is a figure characteristic of the
symbolism of Romanesque art (14). In abroader sense, receptacleswhich can be
closed up have, from the earliest times, represented all things that may hold
secrets, such asthe Ark of the Covenant of the Hebrews, or Pandora’s box (48).

Cold In Bachelard's opinion, supported by literary analysis, cold corre-
sponds symbolically to being in the situation of, or longing for, solitude or exal-
tation. Nietzsche, in his Human, All Too Human, makesacall for ‘the cold, wild
Alpine lands scarce warmed by the Autumn sun and loveless’. ‘ Thanks to the
cold, theair gainsin attacking virtues, it becomes spiritualized and dehumanized.
In the frozen atmosphere, at higher altitudes, one finds another Nietzschean
quality: silence’ (1).

Colour Colour symbolism is one of the most universal of all types of
symbolism, and has been consciously used intheliturgy, in heraldry, alchemy, art
and literature. There areagreat many considerations bearing upon the meaning of
colour which we can here do little more than summarize. To begin with, thereis
the superficial classification suggested by optics and experimental psychology.
Thefirst group embraceswarm ‘advancing’ colours, corresponding to processes
of assimilation, activity and intensity (red, orange, yellow and, by extension,
white), and the second covers cold, ‘retreating’ colours, corresponding to pro-
cesses of dissimilation, passivity and debilitation (blue, indigo, violet and, by
extension, black), green being an intermediate, transitional colour spanning the
two groups. Then there are the subtle uses to which colour may be put in em-
blematic designs. The serial order of the colour-range is basic, comprising as it
does (though in a somewhat abstract sense) a kind of limited set of definitive,
distinct and ordered colours. The formal affinity between, on the one hand, this
series of six or seven shades of colour—for sometimes it is difficult to tell blue
from indigo, or azure from ultramarine—and, on the other hand, the vowel-
series—there being seven vowels in Greek—as well as the notes of the musical
scale, pointsto abasic anal ogy between these three scales and al so between them
and thedivision of the heavens, according to ancient astrobiological thought, into
seven parts (although in fact there were sometimes said to be nine). Colour-
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symbolism usually derives from one of the following sources: (1) the inherent
characteristic of each colour, perceived intuitively as objective fact; (2) therela-
tionship between a colour and the planetary symbol traditionally linked with it;
or (3) the relationship which elementary, primitivelogic perceives. Modern psy-
chology and psychoanalysis seem to place more weight upon the third of these
formulas than even upon thefirst (the second formulaacting as a bridge between
the other two). Thus, Jolan de Jacobi, in her study of Jungian psychology, says
in so many words: ‘ The correspondence of the colours to the respective func-
tions varies with different cultures and groups and even among individuals; asa
general rule, however, . . . blue, the colour of the rarefied atmosphere, of the clear
sky, stands for thinking; yellow, the colour of the far-seeing sun, which appears
bringing light out of an inscrutable darkness only to disappear again into the
darkness, for intuition, the function which grasps asin aflash of illumination the
origins and tendencies of happenings; red, the colour of the pulsing blood and of
fire, for the surging and tearing emotions; while green, the colour of earthly,
tangible, immediately perceptible growing things, represents the function of sen-
sation’ (30). The most important of the symbols derived from the foregoing
principles are these: red is associated with blood, wounds, death-throes and
sublimation; orange with fire and flames; yellow with thelight of the sun, illumi-
nation, dissemination and comprehensive generalization; green with vegetation,
but also with death and lividness (green istherefore the connecting-link between
black—minera life—and red—blood and animal life—aswell asbetween animal
life and discomposition and death); light blue with the sky and the day, and with
the calm sea; dark bluewith the sky and the night, and with the stormy sea; brown
and ochre with the earth; and black with the fertilized land. Gold correspondsto
the mystic aspect of the sun; silver to that of the moon. The different conclusions
reached by psychologists and by traditional, esoteric thinkers, apparent in the
above summaries, can be explained by the fact that in the psychologists' view,
symbolic impressions formed in the mind may be merely fortuitous, whereas
according to esoteric theory, the three series (of shades of colour, of component
elementsand natural appearances, and of feelings and reactions) arethe outcome
of asingle, simultaneous cause working at the deepest levels of reality. It isfor
this reason that Ely Star, and others, maintains that the seven colours are sever-
aly analogous to the seven faculties of the soul, to the seven virtues (from a
positive point of view), to the seven vices (from a negative viewpoint), to the
geometric forms, the days of the week and the seven planets (55). Actually thisis
a concept which pertains more to the ‘theory of correspondences’ than to the
symbolism of colour proper. Many primitive peoplesintuitively sensethat close
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links exist between all the different aspects of the real world: the Zuni Indians of
Western America, for example, make ayearly offering to their priests of ‘corn of
seven colours', each colour pertaining to a planetary god. Nevertheless, it is
worth while bearing in mind the most essential of these correspondences. For
example: fire is represented by red and orange; air by yellow; both green and
violet represent water; and black or ochre represent earth. Timeis usually sym-
bolized by asheen as of shot silk. About the various shades of blue, ranging from
near black to clear sapphire, there has been agreat deal of speculation. The most
relevant commentsin our opinion arethefollowing: ‘ Blue, standing for the verti-
cal’—and the spatial, or the symbolism of levels—’ means height and depth (the
blue sky above, the blue seabelow)’ (32). ‘ Colour symbolizes an upward-tending
forceinthe pattern of dark (or gloom and evil) and light (or illumination, glory and
good). Thus, dark blue is grouped with black, and azure, like pure yellow, is
coupled with white’ (14). ‘Blue is darkness made visible.” Blue, between white
and black (that is, day and night) indicates an equilibrium which ‘varieswith the
tone’ (3). The belief that colours may be grouped in respect of their basic essen-
tials, and within the general tendency to place phenomenain antithetical groups,
according to whether they are of positive value (associated with light) or of
negative (linked with darkness), is echoed even in present-day aesthetics, which
bases the colour-system not upon the three primary colours of red, yellow and
blue but upon the implied antithesis of yellow (or white) and blue (or black),
taking red asthe indirect transition between these two colours (the stages being:
yellow, orange, red, violet, blue) and green asthe direct (or summational) transi-
tion, this being the view of Kandinsky and Herbin. To sum up, those interpreta-
tions of colour symbolism which in our view have most importance: blue (the
attribute of Jupiter and Juno as god and goddess of heaven) (56) stands for
religious feeling, devotion and innocence (59); green (the colour pertaining to
Venus and Nature) betokens the fertility of the fields (56), sympathy and adapt-
ability (59); violet represents nostalgiaand memories, becauseit ismade up from
blue (signifying devotion) and red (passion) (59); yellow (the attribute of Apollo,
the sun-god) indicates magnanimity, intuition and intellect (56, 59); orange, pride
and ambition (56, 59); red (the attribute of Mars), passion, sentiment and thelife-
giving principle (56, 59); grey, neutralization, egoism, depression, inertia and
indifference—meanings derived from the colour of ashes (56, 59); purple (the
colour of the imperial Roman paludament, as well as the Cardina’s) provides a
synthesis comparable with, yet the inverse of, violet, representing power, spiri-
tuality and sublimation (56, 59); pink (the colour of the flesh), sensuality and the
emotions (56, 59). One could go on with such interpretations ad infinitum, giving
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more and more exact meaningsto more and more preci se shades of colour, but to
do so would beto fall into one of the traps of symbolism, that is, the temptation
to evolve a hard-and-fast system of allegories. It isimportant, nevertheless, to
bear in mind the anal ogy between thetone (that is, theintensity of acolour, or the
degree of its brightness—its place on the scale between the opposite poles of
black and white) and its corresponding level-symbolism. It must also be bornein
mind that the purity of a colour will always have its counterpart in the purity of
its symbolic meaning. Similarly, the primary colours will correspond to the pri-
mary emations, whilst the secondary or tertiary colours will express symbols of
like complexity. Childreninstinctively reject all mixed or impure colours, because
they mean nothing to them. Conversely, the art of very advanced and refined
cultures has always thrived upon subtle tones of yellowish mauve, near-violet
pink, greenish ochres, etc. Let usnow consider some of the practical applications
of colour-symbolism, by way of clarification of the above. According to Beau-
mont, colour has a very specia significance in Chinese symbolism, for it is
emblematic of rank and authority; yellow for instance, because of its association
with the sun, is considered the sacred privilege of the royal family (5). For the
Egyptians, blue was used to represent truth (4). Green predominatesin Christian
art because of its value as a bridge between the two colour-groups (37). The
mother goddess of India is represented as red in colour (contrary to the usual
symbolism of white as the feminine colour), because she is associated with the
principle of creation and red is the colour of activity per se (60). It is aso the
colour of blood, and for this reason prehistoric man would stain with blood any
object which he wished to bring to life; and the Chinese use red pennons as
talismans(39). It isfor thisreason too that when aRoman general wasreceivedin
triumph hewas carried in a chariot drawn by four white horses which were clad
in gilt armour (as a symbol of the sun), and his face was painted red. Schneider,
considering the essential bearing of the colour red upon al chemic processes, con-
cludesthat it isto berelated to fire and purification (51). Interesting evidence of
theominous and tragic character of orange—acolour whichin theview of Oswald
Wirthisactually asymbol for flames, ferocity, cruelty and egoism—isforthcom-
ing in the following passage taken from Heinrich Zimmer, the orientalist: ‘ After
the Future Buddhahad severed his hair and exchanged hisroyal garmentsfor the
orange-yellow robe of the ascetic beggar (those outside the pal e of human society
voluntarily adopt the orange-yellow garment that was originally the covering of
condemned criminals being led to the place of execution) . ..’ (60). To wind up
these observations upon the psychic significance of colour, let us point to some
correspondences with alchemy. The three main phases of the ‘Great Work’ (a



COLOUR (POSITIVE/NEGATIVE) 56

symbol of spiritual evolution) were (1) prime matter (corresponding to black),
(2) mercury (white) and (3) sulphur (red), culminating in the production of the
‘stone’ (gold). Black pertainsto the state of fermentation, putrefaction, occulta-
tion and penitence; white to that of illumination, ascension, revelation and par-
don; red to that of suffering, sublimation and love. And gold isthe state of glory.
So that the series black—white—red—gold, denotes the path of spiritual ascen-
sion. The opposite or descending series can be seen in the scale beginning with
yellow (that is, gold in the negative sense of the point of departure or emanation
rather than the point of arrival), blue (or heaven), green (nature, or immediate
natural life), black (that is, in the sense of the neoplatonic ‘fall’) (33). In some
traditions, green and black are seen as a composite expression of vegetation
manure. Hence, the ascending series of green—white—red, formed the favourite
symbol of the Egyptians and the Celtic druids (54, 21). René Guénon also points
tothesignificant fact that Dante, who knew histraditional symbology, hasBeatrice
appear in clothes coloured green, white and red, expressive of hope, faith and
charity and corresponding to the three (al chemic) planes which we have already
mentioned (27). The complex symbolism of mixed coloursis derived from the
primary colours of which they are composed. So, for example, greys and ochres
arerelated to earth and vegetation. It isimpossibleto give any ideahere of all the
many notions which may be derived from a primal meaning. Thus, the Gnostics
evolved the idea that, since pink was the colour of flesh-tints, it was also the
colour of resurrection. To come back to the colour orange, the beautiful explana-
tion of someallegorical figuresin the alchemic Abraham the Jew containsarefer-
enceto orange asthe ‘ colour of desperation’, and goeson: * A man and awoman
coloured orange and seen against the background of afield coloured sky-blue,
signifies that they must not place their hopes in this world, for orange denotes
desperation and the blue background isasign of hopein heaven.” Andfinally, to
revert to green, this is a colour of antithetical tendencies: it is the colour of
vegetation (or of life, in other words) and of corpses (or of death); hence, the
Egyptians painted Osiris (the god of vegetation and of the dead) green. Similarly,
green takes the middle place in the everyday scale of colours.

Colour (Positive/Negative) The conception of black and white asdiametri-
cally opposed symbols of the positive and the negative, either in simultaneous, in
successive or aternating opposition, is very common. In our opinion it is of the
utmost importance. Like all dual formulae in symbolism, it is related to the
number two and the great myth of the Gemini. But some of its particular appli-
cations are of great interest; let us begin, for example, with the two sphinxes
depicted in the seventh enigma of the Tarot pack. Here, one sphinx iswhite and
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the other black (59). Again: thereisa Catalan tale which relates how some black-
birdswhich grew up near amagic waterfall had snowy-white breasts, resembling
the habits of Sisters of Charity (10). In many primitive rites—medicinal dances,
for example—the dancers dress up in white clothes and blacken their faces (51).
The opposition of the two worlds (the subject of the Gemini-symbol) finds its
expression in Indo-Aryan mythology in the portrayal of onewhite and one black
horse (50). The ‘water-maidens of Hispanic folklore wear white rings on the
fingersof their right hand and on their left wrist agold, black-banded bracel et (10).
In Tibet, there areritesin which aman is chosen asthe sacrificial victim, and his
faceispainted half white and half black (21). Jung recounts adream of amanwho
saw himself asthe pupil of awhite magician clothed in black who instructed him
up to acertain point beyond which—hewastold in hisdream—he would have to
betaught by ablack magician dressed in white (34). Struggles between black and
white knights occur often in legends and folktales. ThereisaPersian song which
tells how ablack knight defends a castle against a white knight who fights val-
iantly to reach the treasure within. Grimm has a myth of Lower Saxony which
illustrates the cosmic combat between the positive and the negative principles. In
Jung's version (31), it reads as follows: ‘ There was once a young ash-tree that
grew unnoticed in awood. Each New Year’'s Eve a white knight riding upon a
white horse comesto cut down the young shoot. At the same time a black knight
arrives and engages him in combat. After alengthy battle the white knight over-
comesthe black knight and cuts down the tree. But one day the white knight will

be unsuccessful, then the ash will grow, and whenit isbig enough for ahorseto be
tethered under it, a mighty king will come and a tremendous battle will begin’

(implying the destruction of time and the world). Black, in fairly generalized
terms, seemsto represent the initial, germinal stage of all processes, asit doesin
alchemy. Inthisconnexion, Blavatsky pointsout that Noah released ablack crow
from the ark before he sent out the white dove. Black crows, black doves and
black flamesfigurein agreat many legends. They areall symbolsclosely related
to the primal (black, occult or unconscious) wisdom which stems from the Hid-
den Source (9). Here, Jung pointsto the relevance of the ‘dark night’ of St. John
of the Cross and the ‘ germination in darkness’ of the alchemists’ nigredo. Let us
remember too that darkness for both Victor Hugo and Richard Wagner signifies
the maternal, and that light appearing out of the gloom represents a kind of

crystallization (33). Jung aso points out in this connexion that carbon—the
predominant chemical component in Man's organism—is black in so far asitis
charcoal or graphite, but that, in so far as it is a diamond (that is, crystallized
carbon), it is ‘crystal-clear water’ (32), thus underlining the fact that the
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profoundest meaning of black isoccultation and germinationin darkness (32). In
this heis supported by Guénon, who maintains that black stands for all prelimi-
nary stages, representing the ‘ descent into hell’, which isarecapitulation of (or an
atonement for) all the preceding phases (29). Thus, the dark earth-mother—the
Diana of Ephesus—was depicted with black hands and face, recalling the black
openings of caves and grottos (56). This may also, of course, be concerned with
ablack woman, such asthe onewho appearsinthe Welshtale of Peredur (Parsifal),
implying the same sense of inferiority as in the case of the black man or the
“ethiops’. Amongst primitive peoples, black isthe colour associated with inner or
subterranean zones (9, 21). Black a so sometimes comesto symbolize time (60),
in contrast to white which represents timel essness and ecstasy. The function of
whiteisderived from that of the sun: from mystic illumination—symbolically of
the East; whenitisregarded as purified yellow (that is, whenit standsin the same
relation to yellow as does black to the blue of the deep sed), it comes to signify
intuition in general, and, in its affirmative and spiritual aspect, intuition of the
Beyond. That is why the sacred horses of Greek, Roman, Celtic and Germanic
cultures were white. Even today, in Dithmarschen in the south of Jutland, some
people still recall the Schimmelreiter, a knight who would ride up on a white
horse when the sea-dykes burst and a catastrophe threatened. Most of the words
containing the root alb—Alberich, the alb-king or elf-king, the river Elbe, the
Alps—alludeto thisshining light of the supernatural (16). According to Guénon,
in Le Roi du Monde, the colour whiterepresentsthe spiritual centre, Tula(Thule),
the so-called ‘white island’, which, in India, is identified with the ‘land of the
living' or paradise. Thisisthe same as mount Meru. Guénon believesthat it also
explains the etymology of the many geographical names containing al/bo (Alba
Longa, theorigind city of Rome; Albion, Albano, Albany, Albania, etc.). In Greek,
Argoshasasimilar meaning; and from it isderived argentum, silver-white. Nev-
ertheless, the colour white, symbolically, does not relate to silver but to gold.
Conversely, white, in so far asits negative quality of lividnessgoes, is(likegreen
and greenish yellow) symbolic also of death (50) and the moon, the latter being
the symbolic source of anumber of ritesand customs. Eliade mentions moonlight
dances performed by women with faces painted white (17). This principle of
antithetical dualismisillustrated in agreat number of allegoriesand symbols. The
night, asthe mother of all things, has been portrayed with aveil of stars, carrying
two children in her arms, one white and the other black (4). Very common in
Slavonic myth were Bielbog and Chernobog, the white and the black god respec-
tively (35), closely related to the Gemini. The Ouroboros of the Codex Marcianus
(of the 2nd century A.D.) hasitstop half black and thelower white; thisinversion
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of the expected order imparts a sense of cyclic movement to the figure, further
emphasized by the circular impulse suggested by thefact of itshitingitstail. Itis
easy to recognize the bearing this has upon the binary symbol of the Chinese
Yang-Yin, and indeed upon every system of graphic symbolism based upon op-
posites (32). This, then, is a question of an inversion-symbol—one of the basic
strands in traditional symbolism—uwhich helps to explain the ceaseless alterna-
tionsof life/death, light/darkness and appearance/di sappearance which make pos-
siblethe continued existence of phenomena. Thereisabeautiful, double, complex
symbol in the Rigveda (I11, 7, 3) which well illustrates this dynamic, alternating
dualism: fire, although clear and bright in the sky (or the air), leaves black traces
on earth (that isacharred object). Rain, although black in the sky (asrain-clouds),
becomes clear on earth (50). Thisweaving and unravelling of the strands of al the
pairs of opposites is precisely the import of the positive/negative aspects of
white/black, which we have sought to explain above. The Gemini, asymbol of the
necessity of nature to transmute itself into binary and contradictory aspects, is
represented by both white and black (51). But mankind has groped towards a
way out of theterrible circle divided into two sections by asigmoid line (such as
that symbolized by the Yang-Yin) and thisway isthat indicated by the axiswhite/
red or red/gold. Herewe would again recall that the ascending scale of coloursis
black—white—red. Loeffler, in his examination of mythic birdsin legend, links
those which are black with inspiration of the mind, those which are white with
eroticism and those which are red with the supernatural. We would also empha-
size that in symbolism of mediaeval Christian art, black stands for penitence,
whitefor purity and red for charity and love. Through love, then, man can find the
way out of the closed, double circle. Pinedo recountsthat St. Bernard's mothe,
while shewas pregnant, dreamed of awhite dog with ared back. A similar caseto
thisis that of Blessed Juana of Aza, the mother of St. Dominic Guzman, who
went on apilgrimage to thetomb of St. Dominic of Silosto beg of him thefavour
of a son. The saint appeared to her and promised her that her wish would be
granted, and shelooked down and saw at her feet awhite dog with aflaming torch
in its mouth (46). In achemy, whitefred is the conjunction of opposites, or the
coniunctio solis et lunae. Two-headed eagles and representations of the Rebis (a
human-being with two heads) are usually coloured white and red, signifying the
sublimation of the black/white antithesis. Also characteristic of alchemy isthe
curious white and red rose, symbolizing the union of water with fire. ‘My be-
loved iswhiteand ruddy’, so singsthe Song of Songs (v. 10), and thelily and the
rose are essential symbols of white and red implicit in all mystic thought (46).
When two colours are contrasted in a given symbolic field, theinferior colour is
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femininein character and the superior is masculine. By ‘inferior’ we mean that
whichislower within the alchemic order or series, which runsasfollows: yellow,
blue, green, black, white, red, gold. So, to take the black/white relationship, black
isinferior and feminine; or, in the case of red/gold, gold is superior and masculine
(or celestial, asagainst theterrestrial implications of thefeminine principle). Any
symbolic composition that, spatially, does not conform with this order presents
us with a clear-cut example of Symbalic Inversion (g.v.). For example, in the
normal symbolic pattern, whitewill be placed above black, red above white, and
So on.

Column The single column pertains to the cosmic group of symbols repre-
senting the ‘world-axis' (such asthetree, theladder, the sacrificial steke, themast,
the cross), but also it may have a merely endopathic sense deriving from its
vertical nature, implying an upward impul se of self-affirmation. Of course, there
isaphallic implication too; for thisreason, the ancients ascribed a column and a
dolphin to Ceres as emblems of love and the sea respectively (8). The isolated
columnis, in short, asclosely related to the symbolic tree asto theritual erection
of the megalithic stone or menhir. In allegories and graphic symbols there are
nearly always two columns, not one. When they are situated on either side of a
shield, they are equivalent to supporters, representing the balanced tension of
opposing forces. They have asimilar significance when they act as the supports
of alintel. In acosmic sense, the two pillars or columns are symbolic of eternal
stability, and the space between them isthe entrance to eternity. They also allude
to Solomon’stemple (theimage of the absolute and essential principles of build-
ing) (4). Variants of this symbol—or rather of itssignificance—areto befoundin
esoteric thought; nearly all of them are the result of applying the symbolism of
the number two to the dual columns. Taking them as separate symbols, the two
units making up the number two are different in kind. For the first unit corre-
spondsto the masculine, affirmative and evol utive principle, whereas the second
represents the feminine, negative, passive or involutive. It isfor this reason that
Saunier gives the particular significance of the two columns rising up at the
entrance to temples as that of evolution and involution, or of good and evil
(comparablewith the Tree of Life and the Tree of Death—or Knowledge—inthe
Garden of Eden). On occasion, this abstract duality goes hand in hand with the
physical duality of the material; thus, in the legendary temple of Hercules at
Tyre, one of the columnswas made of gold and the other of a semi-precious stone
(49). In Hebrew tradition, the two columnsare known as Mercy and Severity (9).
To return now to the single column, we cannot fail to seein it a projection of—or
an anal ogous correspondence with—the spinal column; the same kind of corre-
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spondenceisto beseeninall formsof bilateral symmetry inart, aswell asin such
organs of the human body asthekidneysor thelungs. Thevertebral column may
be equated al so with theworldaxis, in the ssmeway asthe skull-imageis equated
with the sky, within the general relationship of the microcosm and the macro-
cosm.

Comb According to Schneider the relationship between the comb and the
(rowing-) boat is so close that both symbols seem to merge in a way that is
suggestive of the reconciliation of fire and water (19). Since the comb is the
attribute of some fabulous, female beings, such as lamias and sirens, thereisin
consequence a relationship between it and the fleshless tail of the fish, in turn
signifying burials (or the symbolism of sacrificial remains—for instance the
bucraneum—or of devouring).

Compasses An emblematic representation of the act of creation (37), found
in allegories of geometry, architecture and equity (8). By itsshape, itisrelated to
the letter A, signifying the beginning of all things (4). It also symbolizes the
power of measurement, of delimitation.

Concord Concord expresses conformity, reconciliation and harmony in di-
versity, or the state of peace reached between beings or between the various
forces and urges of being; its symbol isthe linking of hands or arms, an embrace,
or interlacing lines. Itisan essential concept inthe Psychomachia (the Struggle of
the Soul) by the Hispanic Latin poet Aurelius Prudentius Clemens (348-410),
author also of the Peristephanon (the Book of Crowns). On the other hand, the
analogy between the pairs: consonance—dissonance and concord—discord, is
evident. For that reason, dissonance intensifies all warlike expressionsin music,
asin Varese's Arcana.

Cone The symbolic significance of the cone is very complex and may be
derived from the association of the circle with the triangle. In Byblus it was a
symbol of Astarte, but in various parts of Syria, according to Frazer, it was
symbolic of the sun—further indication that it can be given no precise meaning. It
can also be taken as a symbol deriving from the pyramid (21); it would then
signify psychic Oneness.

Conjunction A great many symbolstouch upon the great myth of coniunctio
or unification, representing the coincidentia oppositorum and, more particularly,
the reconciliation of the separate sexesin an eternal synthesis, after the platonic
legend. In Jungian psychol ogy, this conjunction hasapurely psychological mean-
ing within the psyche of one individual, as a counterpart of and a substitute for
the synthesis achieved through platonic love between two different beings. Mys-
tic longing hasits being in the profound yearning for absolute unity of al that is
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particularized and separate. In conjunction, then, lies the only possibility of
supreme peace and rest. The union of heaven and earth in primitive, astrobiol ogi-
cal religionsis asymbol of conjunction, asis also the legendary marriage of the
princess with the prince who has rescued her (33, 38).

Constellation |n Chinese symbolism, it isthethird Element. Thefirstisthe
active, bright force called Yang, and the second the passive, dark forcecalled Yin.
The constellation signifies the connexion between the Upper and the Lower
Worlds, or what binds together all that is different. It is one of the imperia
emblems(5).

Coral Coral isthe aquatic tree. It therefore partakes of and blends together
the symbolism on the one hand of thetree astheworld-axis, and on the other that
of the (lower) ocean or abyss. Hence, it may be equated with the roots of the
terrestrial tree. On the other hand, being red in colour, it is also related to blood;
henceit has, besidesitsabyssal connotation, aviscera significancewhichiswell
captured in alchemic symbolism (8). According to Greek legend, coral grew out of
the drops of blood of the Gorgon Medusa.

Cornucopia In mythology, it was the goat Amalthea who fed the infant
Jupiter with milk. Given that the general symbolism of the horn is strength, and
that the goat has maternal implications, and in addition that the shape of the horn
(phallic outside and hollow inside) endowsit with acomplex symbolism (includ-
ing that of the lingam, or symbol of generation), it is easy to understand its
alegorical use asthe horn of abundance. Piobb points out al so that the cornucopia
isan expression of prosperity deriving from itsassociation with the zodiacal sign
of Capricorn (48).

Correspondences The theory of ‘correspondences is basic to symbolist
tradition. Theimplicationsand scope of thistheory are beyond measure, and any
valid study into the ultimate nature of the universe must takeit into account. But
here we can give little more than a brief idea of its scope, with some particular
instances. It is founded upon the assumption that all cosmic phenomena are
limited and serial and that they appear as scales or series on separate planes; but
this condition is neither chaotic nor neutral, for the components of one seriesare
linked with those of another in their essence and in their ultimate significance. It
is possible to marshal correspondences by forcing the components of any given
scaleor scalesinto acommon numerical pattern: for example, itisnot difficult to
adapt the colour-scale from seven to eight colours, should one wish to equate it
with the scal e of temperaments|aid down by modern character-study, or, for that
matter, to reduceit from seven to six colours for some other comparable reason.
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But it is always preferable to make sure of the correspondences which exist
(apparently) only in part between different patterns, rather than to force them
into unnatural moulds. The attributes of the ancient godswerereally nothing less
than unformulated correspondences: Venus, for example, was felt to correspond
with the rose, the shell, the dove, the apple, the girdle and the myrtle. Thereis
aso apsychological basis for the theory of correspondences, related to synaes-
thesia. Louis-Claude de St. Martin commentsin his L’Homme du désir: * Things
were not asthey arein our gloomy dwelling, where sounds can belikened only to
other sounds, coloursto other colours, one substance to another; there everything
was of akind. Light gave out sounds, melody brought forth light, colours had
movement because they were alive; objects were at once sonorous, diaphanous
and mobileenoughtointermix and flow inalinethrough al space (3). In Schneider’s
view, the key to all systems of correspondencesis music. He pointsto atreatise
by S&rngadeva in the Indian Samgita Ratndkara (1, iii, 48) of the 13th century
which expounds the mystic relationship between music and animals. He com-
mentsthat nothing similar isto befound in the West, although he suggeststhat the
capitalsof San Cugat del Vallésand those at Gerona (of the 12th century) portray
aseriesof animalswhich, being disposed in akind of scale, are somewhat compa-
rable. He pointslikewise to Jakob Béhme and Athanasius Kircher, both of whom
sought to incorporate all these ideas into their systems of mystic correspon-
dences (Musurgia universalis) (50). Ely Star offers a somewhat crude explana-
tion of correspondences: ‘ Each of the colours of the prism is anal ogous to one of
the seven faculties of the human soul, to the seven virtues and the seven vices, to
geometric formsand to the planets, etc.’ (55). Clearly there are certain correspon-
dences of meaning and situation in the physical world itself. For example, sound
is the more shrill (or higher) the faster it moves, and vice versa; hence, speed
corresponds to height and slowness to lowness, within a binary system. If cold
colours are retrogressive, then coldness corresponds to distance, and warmth to
nearness; here, then, we have another scientifically demonstrabl e correspondence.
Taking the septenary system, Star suggests some correspondences between colours
and musical notes, which wefind exact enough: violet (theleading-note); red (the
tonic); orange (the super-tonic); yellow (the mediant); green (the sub-dominant);
blue (the dominant); indigo (the sub-mediant) (54). The Greeks, the Cabbalists
and the Gnostics founded a great deal of their philosophy upon the theory of
correspondences. Porphyry mentions the following, between the Greek vowels
and the planets: alpha corresponding to the moon; epsilon to Mercury; eta to
Venus; iotato the sun; omicron to Mars; upsilon to Jupiter; and omegato Saturn.
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Again: within the novenary system, he underlines the significance of the Hindu
theory of ‘modes’, that is: the erotic, heroic, odious, furious, terrible, pathetic,
marvellous, agreeable, humorous. The symbolism of plants, scentsand animalsis
often based upon the theory of correspondences or derivations of it. To mention
afew: the oak (by association with the sun), the walnut (with the moon), theolive
tree (with Mercury), the pine (with Saturn); the correspondence may range from
the most obvious (such as that of the oak allied with strength, or the palm tree
with victory) to the less obvious (47). Among the most important of systems of
correspondencesis the Zodiac; corresponding to the twelve signs of the Zodiac,
onefindsthe months of the year, the tribes of Israel, thelabours of Hercules, and
the col our-scal e adapted to include twelve colours. Vital alsoisthat relating to the
parts of the human body: Aries (corresponding to the head), Taurus (the neck and
throat), the Gemini (the shoulders and arms), Cancer (the chest and stomach),
Leo (the heart, lungsand liver), Virgo (the belly and intestines), Libra (the back-
bone and marrow), Scorpio (the kidneys and genitals), Sagittarius (the thighs),
Capricorn (the knees), Aquarius (the legs) and Pisces (thefeet) (54). Thefirst six
signs form an involutive series which corresponds to the ‘descending’ colour-
series of the alchemists, that is, from yellow, through blue and green, down to
black. The evolutive series corresponds to the ‘ ascending’ metamorphosis from
black, through white and red, up to gold. Schneider, who has made avery useful
study of correspondences, refers to Alberuni’s The Book of Instructions in the
Elements of the Art of Astrology, 1934, where the author relates the signs of the
Zodiac with the principal elements of landscape: Aries correspondsto the desert,
Taurusto the plains, the Gemini to twin mountain-peaks, Cancer to parks, rivers
and trees, Leo to a mountain with castles and palaces, Virgo to the homestead,
Scorpio to prisons and caves, Sagittarius to quicksands and centres of magic,
Capricorn to fortresses and castles, Aquarius to caverns and sewers, Pisces to
tombs (50). Piobb has also shown that there are correspondences between the
signs of the Zodiac and the processes of the alchemists (48).

Cosmogony The basis of most cosmogonies is the ‘ cosmic sacrifice’, ex-
pressing the idea that the creation of forms and matter can take place only by
modifying primordial energy. Such a modification, so far as most primitive and
protohistoric peoples are concerned, was seen to exist in such painful forms as
mutilation, struggle or sacrifice. In Babylonian cosmogony it assumed theform of
thekilling of the original mother Tiamat (the dragon), whose body was used in the
creation of heaven and earth (31). Hindu tradition links the struggle of the gods
with atribe of devilscalled Asuras, or with monsters of some other kind. Accord-
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ing to the Rigveda, the godswould sacrifice aprimeval being—the giant Purusha.
In Persiait wasabull which was sacrificed by Ahriman or Mithras. In Scandinavia
it was the giant Y mir who was dismembered by the Aesir gods and then used as
the material for the creation of the world (35). Clearly, then, these cosmogonies
have apsychological implication because they expressthe central ideathat there
is no creation without sacrifice, no life without death (this being the basis of all
inversion-symbolisms and of the Gemini). Here we have the origin of al the
bloody sacrifices of theworld'sreligions. It isto the Chinese writer Huai-nan-tzu
that we owe amore advanced cosmogony which, while incorporating certain of
the aboveideas, takesitsinspiration mainly from the conception of the cosmosas
anew order imposed upon primigenial chaos. Here isWilhelm’s version of this
interesting passage of Huai-nan-tzu (58): ‘ The collapse of heaven had still taken
no definiteform. It wasfloating and swimming and was known asthe gresat light.
When the Sense began in the empty chaos of clouds, the cloud-chaos engendered
space and time. Space and time engendered force. Force had fixed limits. The pure
and clear floated upwards and formed heaven. The heavy and the muddy coagu-
lated below to form earth. . . . The seed of heaven and earth isthe union of the clear
and the obscure. The concentrated seeds of the obscure and the clear are the four
seasons. The scattered seeds of the four seasons is the quantity of things. The
heat-force of the clear, when concentrated, engendersfire. The seed of fiery force
isthe sun. The cold strength of the dark, when concentrated, iswater. The seed of
water is the moon. . . . The path of heaven is round. The path of the earth is
square. The essence of the round is the clear.” Every eschatological processisa
partial regeneration of the universe, partaking of the cosmogonic and hence of the
sacrificial. Similarly, it is not possible to transform the human soul in any way,
except through sacrifice.

Cow Associated with the earth and with the moon. A great many lunar
goddesseswear the horns of acow on their head. When linked with the primigenial
goddess Neith, the cow is amother-symbol, representing the primal principle of
humidity and endowed with certain androgynous—or gynandrous, rather—char-
acteristics (31). In Egypt it was linked with the idea of vital heat (39). Vac, the
feminine aspect of Brahma, isknown asthe ‘melodious Cow’ and asthe‘ Cow of
abundance’, the first description stemming from the idea of the world’s creation
out of sound, while the second—as hardly needs be said—comes from its func-
tion of nourishing the world with its milk, the fine dust of the Milky Way. In this
we can see also theidea of heaven asafecundating bull, withitssex in verted; in
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Hindu belief, the bull and the cow represent the active and the passive aspects of
the generating forces of the universe (40).

Crane |n cultures ranging from the Chinese to those of the Mediterranean,
the craneisan alegory of justice, longevity and the good and diligent soul (51).

Creation In the Egyptian system of hieroglyphics, the whole process of
creationisexpressed by four signs: the spiral, asthe symbol of cosmic energy; the
squared spiral, as the symbol of the workings of this energy within the heart of
matter; aformless mass, of self-evident meaning; and the square, as asymbol of
organized matter (19). Thereis, then, aduality of the greatest theoretical impor-
tance—two paths: that by which abstract energy develops towards energy as an
organizing force, and that followed by pure matter towards a state of matter ruled
by agiven order. Hereliesthe explanation of the process of al creationinitstwo
most essential aspects: that of energy-content, and that of material form.

Cremation Death at the stake, the consummation of sacrifice through fire,
and, from the mystic point of view, any kind of cremation, are al symbols of
sublimation, that is, of the destruction of what is base to make way for what is
superior; or, in other words, salvation of and through the spirit. This is the
significance of the self-sacrifice of Hercules. It was a very common symbol
among thedchemists. For example, the 24th emblemin Michadl Maier’sScrutinium
Chymicum (1687) shows a wolf—representing prime matter—burning in the
furnace (32).

Crescent Thereisadual significance to this symbol. In so far asit pertains
to the moon, it stands for the world of changing forms or of phenomena, for the
passive, feminine principle, and for things aquatic. Secondly, in mediaeval em-
blems of the Western world, and especially when associated with a star, itisa
symbolic image of paradise (4).

Crest Because of its position on the helmet (linked symbolically with the
head), the crest clearly stands for thought, and comes to be a symbol of the
predominating theme—the leitmotiv—of the knight, which he displaysasatoken
of hisbeloved (that is, hisanima) and so giving tangible expression to his adven-
turesand hiscombats. The encaged bird of Walter von der Vogelweide (of the 13th
century) is probably an emblem of a soul yearning to fly away in freedom.

Crisis Man tends to question his destiny mostly in moments of crisis, that
is, when the stream of life (either the stream within him of his feelings and
passions, his abnormal urges or sense of inadequacy, or that flowing outside
him—the flood of obstacles and failuresin communication) goes against him or
carrieshim along farther than hewould wish. Thereis, then, aprimordial desirein
Man to experience ‘inversion’, that is, to find the technique whereby everything
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of akind can be transmuted into its opposite. So, for example, illness inverted
becomes health, hate becomes|ove, loneliness company, ignorance wisdom, dis-
sension solidarity, rancour forgiveness, sadness happiness, the enemy’s victory
turns to rout and drought to fertility. Such inversion at first appears as a cross-
roads, that is, as a potentiality. Then it takes the form of symbols of sacrifice,
expressing the latent—and valid—ideathat in every negative situation thereisa
direct or an indirect sense of guilt. Then, finally, come the symbols of Inversion
proper and of rebirth.

Crocodile Two basicaly different aspects of the crocodile are blended in its
symbolic meaning, representing the influence upon the animal of two of the four
Elements. Inthefirst place, because of itsviciousness and destructive power, the
crocodile came to signify fury and evil in Egyptian hieroglyphics (19); in the
second place, sinceit inhabits arealm intermediate between earth and water, and
is associated with mud and vegetation, it came to be thought of as an emblem of
fecundity and power (50). In the opinion of Mertens Stienon there is a third
aspect, deriving from its resemblance to the dragon and the serpent, as a symbol
of knowledge. In Egypt, the dead used to be portrayed transformed into croco-
diles of knowledge, an idea which is linked with that of the zodiacal sign of
Capricorn. Blavatsky compares the crocodile with the Kumara of India (40).
Then, finally, come the symbols of Inversion proper and of rebirth.

Cromlech It correspondsto the general symbolism of stone-monumentsand
isrelated tofertility cults. Eliade mentionsthat, in popular European beliefseven
today, there are remnants of the ancient faith in the powers of large stones. The
space between these rocks or stones, or the holes in the stones themselves,
played an important part in fertility and health rites. The cromlech isregarded as
asymbol of the Great Mother, whereas the menhir is clearly masculine (17).

Cronos By Cronos we mean here not so much the general symbolism of
Saturn as those images of time which originated in oriental thought, and which
were so common in the Lower Roman Empire. He is sometimes portrayed with
four wings, two of which are outspread asif hewere about to take flight, and two
are lowered asif he were resting; thisis an allusion to the dualism of time: the
passage of time, and ecstasy (or transport beyond time). Sometimes he was also
depicted with four eyes, two in front and two behind; thisis a representation of
simultaneity and of the position of the Present between the Past and the Future,
a symbolism comparable with the two faces of Janus (8). More characteristic of
the general symbolic meaning is the ‘Mithraic Cronos', a deity representing
infinite time, derived from the Zervan Akarana of the Persians. He has arigid,
human figure, and sometimesis bi-somatic: ahuman body with the head of alion.
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But when the head is human, then the lion’s head is located on the breast. The
trunk is enclosed in the five folds of an enormous snake—again denoting the
duality of time: the passage of timeintertwining with eternity—which, according
to Macrobius, representsthe path of the god along the celestial ecliptic. Thelion,
which is generally associated with suncults, is here a particular emblem of de-
structive and all-consuming time. It occursin this sense in many representations
of Roman aswell asmediaeval funerals.

Crook The hooked staff is a pastora attribute in the Church and a symbol
of faith (4). By virtue of the sigmoid significance of the hook, it standsfor divine
power, communication and connexion (50); because of its spiral form it is a
symbol of creative power.

Simple, primordial figure denoting orientation on aplane
surface.

<. Andrew’s cross: union of the Upper and L ower Worlds.

Arrow-headed cross denoting centrifugal forces.

Gammadion (fylfot or cross cramponnee) denoting the path
of peripheral forces.

<X+

— > Doubled cross, expressive of parallel forces.

Maltese cross (or cross of eight points), expressive of cen-
tripetal forces.

Cross The complex symbolism of the cross neither denies nor supplantsthe
historical meaning in Christianity. But in addition to the realities of Christianity
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there are two other essential factors: that of the symbolism of the cross as such
and that of the crucifixion or of ‘suffering upon the cross'. In thefirst place, the
crossis dramatic in derivation, an inversion, asit were, of the Tree of Paradise.
Hence, the cross is often represented in mediaeval allegory as a Y-shaped tree,
depi cted with knots and even with branches, and sometimeswith thorns. Likethe
Treeof Life, the cross standsfor the ‘world-axis' . Placed in the mystic Centre of
the cosmos, it becomesthe bridge or ladder by means of which the soul may reach
God. There are some versions which depict the cross with seven steps, compa-
rable with the cosmic trees which symbolize the seven heavens (17). The cross,
consequently, affirms the primary relationship between the two worlds of the
celestial and the earthly (14). But, in addition, because of the cross-piece which
cuts cleanly across the upright (in turn implying the symbols of level and of the

Cross of the Templars: forces disposed around a circumfer-
ence.

Teutonic cross: four triangles denoting a centripetal ten-
dency.

Cross of ovals, composed of one continuous line represen-
tative of the direction of movement of forces.

Cross with knobbed extremities representing the four Car-
dinal Points of space.

Lunate cross, representing (according to Piobb) the four
tangentia circumferences and the phases of the moon.

DRoForRL

axis of theworld), it stands for the conjunction of opposites, wedding the spiri-
tual (or vertical) principle with the principle of the world of phenomena. Hence
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its significance as a symbol for agony, struggle and martyrdom (14). Sometimes
the cross is T-shaped, further emphasizing the near-equilibrium of the opposing
principles. Jung comments that in some traditions the cross is a symbol of fire
and of the sufferings of existence, and that this may be dueto thefact that thetwo
arms were associated with the kindling sticks which primitive man rubbed to-
gether to produce fire and which he thought of as masculine and feminine. But the
predominant meaning of the cross is that of ‘Conjunction’. Plato, in Timaeus,
tells how the demiurge joins up the broken parts of the world-soul by means of
two sutures shaped like St. Andrew’s cross (31). Bayley stresses the fire-sym-
bolism of the cross, and explainsthat all thewordsfor ‘cross’ (crux, cruz, crowz,
croaz, krois, krouz) have acommon etymological basisin -ak, -ur or -os, signify-
ing ‘light of the Great Fire' (4). The cross has been widely used as a graphic
emblem, very largely asaresult of Christian influence but equally on account of
the basic significance of thesign; for itisclear that all basic notions, whether they
areideas or signs, have come about without the prompting of any cultural influ-
ence. Hundreds of different shapes of crosses have been summarized in works
such as Lehner’'s Symbols, Signs and Signets, and it has been found possible, by
the study of graphic symbolism, to elucidate the particular meaning of each one.
Many of them take the form of insignias of military orders, medals, etc. The
swastikaisavery common type of cross(q.v. Swastika). The Egyptian, anserated
crossisparticularly interestingin view of itsantiquity. In Egyptian hieroglyphics
it standsfor lifeor living (Nem Ankh) and forms part of suchwordsas' health’ and
‘happiness'. Its upper arm is a curve, sometimes almost closed to form acircle.
Enel analysesthishieroglyphic asfollows: ‘ The phonetic significance of thissign
is a combination of the signs for activity and passivity and of a mixture of the
two, and conforms with the symbolism of the crossin general asthe synthesis of
the active and the passive principle.” The very shape of the anserated cross
expresses a profound idea: that of the circle of life spreading outwards from the
Originand falling upon the surface (that is, upon the passivity of existencewhich
it then animates) aswell as soaring up towardstheinfinite. It may also be seen as
amagic knot binding together some particular combination of elements to form
oneindividual, aview which would confirm its characteristic life-symbolism. It
may also signify destiny. Judged from the macrocosmic point of view, that is of
itsanal ogy with theworld, the Ankh-cross may represent the sun, the sky and the
earth (by referenceto thecircle, the upright and the horizontal lines). Asamicro-
cosmic sign, that is by analogy with man, the circle would represent the human
head or reason (or the‘ sun’ which giveshimlife), the horizontal arm hisarms, and
the upright hisbody (19). In sum, the most general significance of the crossisthat
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of the conjunction of opposites: the positive (or the vertical) with the negative (or
horizontal), the superior with the inferior, life with death. The basic idea behind
the symbolism of crucifixionisthat of experiencing the essence of antagonism, an
ideawhich liesat theroot of existence, expressing asit doeslife’'sagonizing pain,
its cross-roads of possibilities and impossibilities, of construction and destruc-
tion. Evolasuggeststhat the crossisasynthesis of the seven aspects of spaceand
time, becauseitsformissuch that it both maintains and destroys free movement;
hence, the crossisthe antithesis of the Ouroboros, the serpent or dragon denoting
the primeval, anarchic dynamism which preceded the creation of the cosmosand
the emergence of order. Thereis, thus, aclose rel ationship between the crossand
the sword, since both of them are wielded against the primordial monster (Plate
V).

Cross-roads According to Jung, it isamother-symbol. He comments: ‘ Where
the roads cross and enter into one another, thereby symbolizing the union of
opposites, there is the “mother”, the object and epitome of all union.” Amongst
the Ancients, cross-roads were symbols of an ambivalent theophany, since the
joining up of three elements always presupposes the existence of the three prin-
ciples of the active (or beneficent), the neutral (or resultant or instrumental) and
the passive (or hurtful). Hence, cross-roads were sacred to the ‘triform’ Hecate.
It was at the crosswaysthat dogs were sacrificed to her, and the bodies of hanged
men dumped (31).

Crow Because of its black colour, the crow is associated with the idea of
beginning (as expressed in such symbols asthe maternal night, primigenial dark-
ness, thefertilizing earth). Becauseit is al so associated with the atmosphere, it is
asymbol for creative, demiurgic power and for spiritual strength. Because of its
flight, it is considered a messenger. And, in sum, the crow has been invested by
many primitive peoples with far-reaching cosmic significance. Indeed, for the
Red Indians of North Americait isthe gresat civilizer and the creator of thevisible
world. It hasasimilar meaning for the Celtsand the Germanic tribes, aswell asin
Siberia (35). In the classical culturesit no longer possesses such wide implica-
tions, but it does till retain certain mystic powers and in particular the ability to
foreseethe future; henceits caw played aspecia part inritesof divination (8). In
Christian symbolism it is an allegory of solitude. Amongst the alchemists it
recovers some of the origina characteristics ascribed to it by the primitives,
standing in particular for nigredo, or the initial state which is both the inherent
characteristic of prime matter and the condition produced by separating out the
Elements (putrefactio) (32). An interesting development of crow-symbolism is
the representation of it with threelegs drawn within asolar disk. Inthisformitis
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thefirst of the Chineseimperial emblems, and represents Yang or the activelife of
the Emperor. The three legs correspond to the sun-symbolism of the tripod: first
light or rising sun, zenith or midday sun, and sunset or setting sun. In Beaumont's
view, the crow initself signifiestheisolation of him who liveson asuperior plane
(5), this being the symbolism in genera of all solitary birds.

Crowd Theideaof the'crowd’ issymbolically superior to that of ‘ multiplic-
ity’, since it implies a new concept of the numerous as a totality, or of Oneness
as afragmented whole. Thus, Jung's interpretation of the multitude or crowd is
well judged; he assertsthat, especially when moving or restless, it correspondsto
an anal ogous movement in the unconscious (31). Homer hasawell-known simile
inwhich helikensacrowd of warriorsin the agora (or in battl€) to the ocean swell
(constituting another symbol of the unconscious).

Crown The essential meaning of the crown is derived from that of the head,
with which it is linked—unlike the hat—not in a utilitarian but in a strictly
emblematic manner. By referenceto level-symbolism, we may conclude that the
crown does not merely surmount the top of the body (and of the human being as
awhole), but rises aboveit and therefore symbolizes, in the broadest and deepest
sense, the very idea of pre-eminence. That is why a superlatively successful
achievement is spoken of asa’ crowning achievement’. Hence, the crown isthe
visiblesign of success, of ‘ crowning’, whose significance reaches beyond the act
to the person who performed it. At first, crowns were made out of the limbs of
various trees, hence they are still connected with the symbolism of trees in
general and of sometreesin particular. They were the attributes of the gods; and
they also were once afuneral-symbol (8). The metal crown, the diadem and the
crown of rays of light, are symbols of light and of spiritual enlightenment (4). In
some books of alchemy there are illustrations showing the planetary spirits
receiving their crown—that is, their light—from the hands of their king—that is,
thesun (32). Thelight they received from himisnot equal inintensity but graded,
asitwere, in hierarchies, corresponding to the grades of nobility ranging from the
king down to the baron (32). Books on alchemy also stress the affirmative and
sublimating sense of the crown. In Margarita pretiosa, the six base metals are
first shown as slaves, with their uncovered heads bowed low towards the feet of
the‘king’ (that is, gold); but, after their transmutation, they are depicted wearing
crowns on their heads. This ‘transmutation’ is a symbol of spiritual evolution
whose decisive characteristic is the victory of the higher principle over the base
principle of the instincts. That is why Jung concludes that the radiant crown is
the symbol par excellence of reaching the highest goal in evolution: for he who
conguershimself winsthe crown of eternal life(31). Secondary or more particular
meanings sometimes arise from the shape or the material of the crown, on occa-
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sion differing considerably from the basic meaning outlined above. The ancient
crown of the Egyptian pharaohsisatypical example of unusually shaped crowns
with exceptiona meanings. Marqués-Riviére here points to the emblematic and
near-figurative source of itstwo basic components: awhite and ared crown. The
former issimilar to the mitre-like bonnetsworn in the East through the ages. The
latter ‘ according to de Rochemonteix, is probably apattern evolved from adapted
hieroglyphs. The coif is probably a glass, the curved stem of which represents
vegetation and the upright stem theideogram of theearth. . . . M. E. Soldi seesthe
curved stem as a“ projection of the solar disk, aspiralling flame which fertilizes
the seeds” * (39).

Crucifixion The symbolic meaning of the crucifixion—which does not
oppose nor alter the historic fact, but provides further explanations of it—seems
to berelated to the suffering which is at theroot of all contradiction and ambiva-
lence, especidly if one bearsin mind the practice in mediaeval iconography of
showing Jesus on the cross surrounded by symmetrical pairs of objectsor beings.
These paired items are sometimes, but not always, based upon the actua wit-
nesses of the scene. Thus, the cross may be shown between the sun and the
moon, between the Virgin and St. John, the good and the bad thief, the lance and
the cup or chalice (or sometimesastick and the sponge soaked in vinegar), and, of
course, between heaven and earth. On occasion, thereisthe added symbol of the
Holy Spirit balancing Adam’s skull. These pairs of opposites, then, only serveto
emphasize the essential binary system underlying the crossitself. The horizontal
limb corresponds to the passive principle, that is, to the world of phenomena
The vertical limb denotes the active principle, that is, the transcendent world or
spiritual evolution. The sun and moon are the cosmic representatives of this
dualism, echoed also in the symmetrical placing of the Beloved Disciple and the
Holy Mother (of opposite sexes) who stand also, respectively, for the outcome
and the antecedent of the life and work of Jesus, and hence for the future and the
past. The two thieves represent binary symmetry on the moral plane, that is, the
two potential attitudes between which Man must choose: penitence leading to
salvation and prevarication leading to damnation.

Crutch The symbolic meaning of the crutch derives directly fromitsliteral
sense: the invisible, moral or economic means of supporting any other form of
existence that may ‘lean’ uponit. In this sense it has often appeared in Salvador
Ddli’s paintings. It forms one of the Chinese emblems, again with the same
significance (5). Frequently the crutch standsfor animmoral, hidden or shameful
support; thisis because the foot is a symbol of the soul (15), and an infirmity or
mutilation of the foot is the counterpart of an incurable defect of the spirit.
Hence, inlegends and adventure-stories, the common appearance of sinister char-
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acters, pirates, thieves and immoral hypocrites with crutches that bespesk their
symbolic lameness. For a man to seek to revenge himself upon the cause of his
mutilation shows that in his spirit he still retains some of his moral strength and
that hewill endureuntil he hasbeen vindicated. Thisisthe symbolic background
to the famous novel Moby Dick, in which the protagonist has his leg torn off by
the monster of the deeps, but pursues it dauntlessly to the end.

Crystal Like precious stones, itisasymbol of the spirit and of the intellect
associated with the spirit (56). It isinteresting to note that mystic and surrealist
alike sharethe same veneration for crystal. The ‘ state of transparency’ is defined
as one of the most effective and beautiful conjunctions of opposites: matter
‘exists' butitisasif it did not exist, because one can see through it. As an object
of contemplation, it offers neither hardness nor resistance nor suffering.

Cube Among solid forms, it isthe equivalent of the square. Hence it stands
for earth, or the material world of the four Elements. Denisthe Carthusian pointed
out that cubic objects are not capable of rotation asare spheres, and that therefore
they represent stability (14). This explains why the cube frequently forms part
of allegoriesillustrating the solidity and the persistence of the virtues (8). It also
explainswhy, in symbols and emblems, thrones or chariots are sometimes given
cubica form.

Curl (or Loop) IntheEgyptian system of hieroglyphs, theloop isadetermi-
native sign defining theideas of either binding or unbinding, depending upon the
position of theloose ends (19). It correspondsto the general symbolism of bonds
and knots. The hair-curl takes its meaning from the symbolism of the hair.

Curtain A symbol of separation, asin the ‘veil of the Temple’ in Jerusalem.
According to Gershom Scholem, ‘ curtains hanging before the cel estial realms of
the worlds of the aeons play an important rdle in the Gnostic Pistis Sophia,
apparently as aresult of Jewish influence' . The succession of curtainsis related
tothat of cloaksor veils, or even elements of dressand adornment, asthey appear
in the Mesapotamic poem of Ishtar’s Descent into Hell. The action of parting
curtains, rending veils or clothing, stripping off diadems, cloaks or bracelets,
signifiesamovetowards an arcanum or the penetration of amystery. Scholem, in
Les Origines de la Kabbale, says that, among the emanations, similar curtains
appear personified in the fountains of 1saac Cohen.

Cybele Thisgoddess, thewife of Saturn, isthe personification of the energy
animating the earth. The lions drawing her chariot represent the controlled ener-
gies necessary for evolution; the chariot in which sheisriding is cubic in shape,
the cube being a symbol of the earth. Her crown is shaped like a battlemented
wall, and this, like the cube, also conveys a sense of building. Associated on
occasionswith this allegory, is a seven-pointed star (asymbol of cyclic progres-
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sion) and alunar crescent (a symbol of the world of phenomena, of the appear-
ance and disappearance of earthly formsin the sublunary world).

Cycle The cyclic character of phenomena—cyclic, that is, because of the
tendency of the final stage to curve back towards theinitial stage of the process
in question—|eadsto itsbeing symbolized by figures such asthecircle, the spiral
and the ellipse. All processes are cyclic in this way, embracing movement in
space, passage through time, and any change in form or condition, whether they
are cycles pertaining to the year, the month, the week, the day, or the span of life
of aman, aculture or arace. The symbolism of the Zodiac and the division into
twelve (four timesthree and vice versa) areinextricably linked with the symbolic
meaning of the cycle (40, 51). Graphically, the completed cycleisrepresented by
two signs or images facing in opposite directions, symbolic of the acts of going
and coming. This can be seen for example in Roman steles, having footprints
pointing in opposite directions.

Cyclops A mythological giant, commonly portrayed ashavingasingleeyein
the middle of his forehead. This eye does not have the usua symbolism of the
‘third’ eye, but in this case, appears to symbolize the primary forces of nature.

Cydippe A manwithonelegand onefoot, found in Romanesque decoration.
Itisthe antithesis of the figure of the two-tailed siren. If the latter isasymbol of
femininity, arising out of the number two, the cydippeis symbolic of masculinity
arising out of the uneven number one. It may also have some connexion with the
figures of Hermes, and perhaps has aphallic significance.

Cypress A tree dedicated by the Greeksto their infernal deity. The Romans
confirmed this emblem in their cult of Pluto, adding the name ‘funeral’ to it, a
significance which still clingsto it today (8).

Dactyls Mythic dactyls or fingers are related to the Cabiri (g.v.), and corre-
spond to chthonian cults, their function being to link the nether world with the
terrestrial (31). Symbolically they may be seen as those forces of the psyche
which ordinarily go unheeded but which help as much as hinder the conscious
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projects of the reason. For Jung they figure among the symbols of ‘multiplicity’
which form around the essential elements of the psychic structure.

Daena In the ancient Iranian religion, the Daena symbolized the feminine
principle (4nima) of the human spirit, while at the same timeidentifying it with
the sum of the actions—good and bad—that man performs during hislife. Onthe
third day after his death, the just man is greeted on the bridge of Cinvat by a
wondrously beautiful young girl, the Daena, who becomes united with him for
eternity, thus reconstituting the primordial Androgyne. On a higher plane, the
Cabbalaneeded to giveredlity to theprinciple of the eternal feminineand gavethe
name of Shekhinah to the ‘ feminine aspect of God' . The Shekhinah isacomplex
entity—possibly one of Jehovah’s angels or Jehovah himself; in every caseitis
the Loved Onereferred to in the Song of Solomon. A. E. Waite, in Secret Doctrine
in Israel (1913), points out that this spiritua principle bears no relation to that
represented by the Virgin Mary of Christianity, but is related rather to the Holy
Spirit of the Trinity. He observes that the Shekhinah is the angel who comes to
theaid of thosejust men who are suffering, aboveall if they are suffering for love,
and that her work in the soul is analogous to that of the soul in the body. The
Daena, as has been stated, does not attain such an elevated position in the hierar-
chy and should rather be identified with the Jungian anima.

Dance The corporea image of a given process, or of becoming, or of the
passage of time. In Hindu doctrine, the dance of Shivain hisréleasNatargja (the
King of the Cosmic Dance, symbolizing the union of space and time within
evolution) clearly hasthismeaning (6). Thereisauniversal belief that, insofar as
itisarhythmic art-form, it isasymbol of the act of creation (56). Thisiswhy the
danceisone of the most ancient forms of magic. Every dance is a pantomime of
metamorphosis (and so callsfor amask to facilitate and conceal the transforma-
tion), which seeksto change the dancer into agod, ademon or some other chosen
form of existence. Itsfunctionis, in consequence, cosmogonic. The danceisthe
incarnation of eternal energy: thisisthe meaning of thecircle of flames surround-
ing the ‘dancing Shiva (60). Dances performed by people with linked arms
symbolize cosmic matrimony, or the union of heaven and earth—the chain-sym-
bol—and in this way they facilitate the union of man and wife (51).

Darkness Equated with matter, with the maternal and germinant, but it pre-
exists the differentiation of matter (9). The dualism of light/darkness does not
arise as a symbolic formula of morality until primordial darkness has been split
up into light and dark. Hence, the pure concept of darkness is not, in symbolic
tradition, identified with gloom—on the contrary, it corresponds to primigenial
chaos. It is also related to mystic nothingness, and, in consequence, Hermetic
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language is an obscurum per obscurius, a path leading back to the profound
mystery of the Origin. According to Guénon, light is the basic principle behind
differentiation and hierarchical order. The gloom which preceded the Fiat Lux
aways, in traditional symbolism, represents the state of undevel oped potentiali-
tieswhich giveriseto chaos (29). Hence, the darknessintroduced into the world,
after the advent of light, is regressive; hence, too, the fact that it is traditionally
associated with the principle of evil and with the base, unsublimated forces.

Day of Rest Like so many other aspects of existence—both in customs and
in utilitarian activities—the concept of the Day of Rest does not arise from
material or empirical necessity (even leaving aside the religious implications).
According to Erich Fromm, the observance of the Sabbath amongst the Hebrews
does not denote mere repose for reasons of health, but rather something much
more profound. In effect, because work implies a state of change—of war—
between man and the world around him, it follows that rest designates peace
between him and Nature. One day aweek—aday which, by virtue of the analogy
between time and cosmic space, corresponds to the idea of the centreimplicitin
the position of the sun among the planets or the location of the earth according to
the geocentric system—must be set aside for experiencing the spontaneous, per-
fect harmony of manin Nature. By not working, the human being can break away
fromthe order of changewhich givesriseto history, and thereby free himself from
time and space to return to the state of paradise (23). This symbolism provides
the explanation, furthermore, of what Bell called ‘the fiery restlessness of the
rebel’: the instinctive hatred of all forms of rest characteristic of the man of
warlike spirit who challenges all Nature and theworld asit appearsto the senses.

Death Symbolically, death representsthe end of an epoch, particularly when
it takes the form of sacrifice or the desire for self-destruction in the face of
unendurable tension (as with Romeo and Juliet, or Tristan and Isolde). The hero
dies young for this same reason: Siegfried, Achilles or Balder for example. The
public necessity for a sacrifice of this kind was what lay behind the ‘ritual
assassination of theking' in which the possibility of his survival was sometimes
left open, should he prove victor in combat. As an example of thisrite, Frazer
citesafestival called ‘ The Great Sacrifice’ inwhich theking of Calicut wasmade
to hazard his crown and hislife. It took place every twelve years, at thetime the
planet Jupiter turns back towards the constellation of Cancer, since there was a
supposed relationship between the planet and the king's destiny (21).

Death, The The thirteenth enigma of the Tarot pack. This playing-card
shows the well-known allegory of the skeleton with the difference that here,
contrary to custom, he wields his scythe towards the left. And the bones of the
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skeleton are not grey but pink. The ground is strewn with human remains, but
these remains, like those in legend and folklore, have the appearance of living
beings—heads, for instance, keep their living expression; hands emerging from
the ground seem ready for action. Everything inthisenigmacard tendsto ambiva
lence, underlining thefact that if lifeis, initself, closely bound up with desth (as
Heraclitus pointed out and as mediaevalists and modern scientists have corrobo-
rated), death is also the source of life—and not only of spiritual life but of the
resurrection of matter as well. One must resign oneself to dying in adark prison
in order to find rebirth in light and clarity. In the same manner as Saturn pruned
thetreein order to rejuvenateit, so Siva(or Shiva) transforms beings by destroy-
ing their form without annihilating their essence. On the other hand, death isthe
supremeliberation. In the positive sense, then, this enigmasymbolizesthetrans-
formation of all things, the progress of evolution, dematerialization; in the nega-
tive, melancholy decomposition, or the end of anything determinate and therefore
comprehended within a period of time (59). All allegories and images of death
have the same significance. In Greek mythology, death was envisaged as the
daughter of the night and the sister of sleep. Horace depicts death with black
wingsand anet for snaring hisvictims(8), anet which isidentical with that of the
Uranian gods as well as that of the Roman gladiator. Death is related to the
Element earth and to the range of coloursfrom black, through the earth-coloured
shades, to green. It is also associated with the symbolism of manure.

Decapitation Ritual decapitation arose from the discovery in prehistoric
times that the head is the receptacle of the spirit. The preservation of heads, as
practised by certain primitive peoples, holds the same significance as the sepa-
rate burial of that part of the body. The same symbolic meaning is attached to the
decorative use of sculpted heads, set at particular vantage points in many medi-
aeval temples, such as Clonfert Cathedral, in Ireland.

Decorations (or Medals) The inverse of wound-symbolism. They denote
sublimation and glorification, and are related to the red/white principle of al-
chemy.

Defile (or Gorge) Within the symbolism of landscape as awhole, the gorge
corresponds to the lower regions and is therefore closely related to the maternal,
the unconscious and, ultimately, to theforces of evil. If the cavern, or the hollow
interior of a mountain, are authentic illustrations of the unconscious, which re-
mainsunknown or enigmeatic or isexperienced indirectly, then the gorge—and the
fissure—is a symbol of a crack in the conscious life through which the inner
pattern of the individual psyche, or of the worldsoul, may be glimpsed (32).
Because of its associations with strategy, or with other derived ideas, the gorge
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also incorporates the notion of danger. By its shape, it impliesasense of inferior-
ity in the face of overwhelming odds (suggested by the mountains or masses of
earth and rock which in effect constitute the gorge). On the other hand, these
negative considerations may themselves be negated by the symbolismimplicitin
the fact that water often runs along the bed of the gorge—and water is always
related to birth, regeneration and purification; thisis further proof that the gorge
has amaternal symbolism.

Deluge Thetradition of thedeluge, or of several deluges, istobefoundinall
parts of the world, with the exception of Africa (35). Science appears to have
verifieditshistorical reality. Within the symbolic rel ationship between the moon
and water, the deluge, according to Eliade, corresponds to the three days of the
‘death of the moon’. As a catastrophe, the deluge is never represented as final,
because it takes place under the sign of the lunar cycle and of the regenerating
properties of water. It destroys forms, in other words, but not forces, thus
leaving the way open for the re-emergence of life (17). Consequently, apart from
its material connotation, the deluge always stands for the final stage of acycle,
coinciding with the zodiacal sign Pisces(9). Torrential rainsalwaysretain some of
the great symbolic content of the deluge; every fall of rain is tantamount to
purification and regeneration, which in turn imply the basic idea of punishment
and completion.

Desert It has a profound and clear-cut symbolism. Berthelot observes that
the Biblical prophets, in order to counter the agrarian religions based on fertility
rites (rel ated, according to Eliade, to orgies), never ceased to describetheirsasthe
purest religion of thelsraelites‘ when they wereinthewilderness'. Thisconfirms
the specific symbolism of the desert as the most propitious place for divine
revelation, for which reason it has been said that ‘ monotheism is the religion of
the desert’ (7). Thisis because the desert, in so far asit isin away a negative
landscape, is the ‘realm of abstraction’ located outside the sphere of existence
(37), susceptible only to things transcendent. Furthermore, the desert is the
domain of the sun, not as the creator of energy upon earth but as pure, celestial
radiance, blinding initsmanifestation. Again: if water isassociated with theideas
of birth and physical fertility, it is also opposed to the concept of the everlasting
spirit; and, indeed, moisture has always been regarded as a symbol of moral
corruption. On the other hand, burning drought is the climate par excellence of
pure, ascetic spirituality—of the consuming of the body for the salvation of the
soul. Tradition provides further corroboration of this symbolism: for the He-
brews, captivity in Egypt was a life held in opprobium, and to go out into the
desert was ‘to go out from Egypt’ (48). Finaly, let us point to the emblematic
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relationship of the desert with thelion, whichisasun-symboal, verifying what we
have said about the solar symbolism of the desert.

Destruction The traditional symbols of destruction are always ambivalent,
whether we take the thirteenth mystery of the Tarot, the twelfth sign of the
Zodiac (Pisces), the symbolism of water or fire, or of any form of sacrifice. Every
ending isabeginning, just as every beginning contains an end; thisisthe essential
idea of the symbols of mystic ‘ Inversion’ which Schneider has subjected to such
careful study. All this, then, should be bornein mind when weread such observa-
tionsasthefollowing by Rudolf Steiner (taken from La Philosophie de la Liberté):
‘To transform being into an infinitely superior non-being, that is the aim of the
creation of theworld. The process of the universeisaperpetual combat . . . which
will end only with the annihilation of all existence. The moral life of man, then,
consists in taking part in universal destruction.” This ‘destruction’—like the
a chemic process—concerns only phenomena, or what is separate in space (the
disunct or the remote) and in time (the transitory). Thisis why Steiner entitled
acollection of his poems Destruction or Love.

Devil, The The fifteenth mystery of the Tarot pack. It takes the form of
Baphomet (of the Knights Templars) portrayed as having the head and feet of a
he-goat and the bosom and arms of awoman. Like the Greek sphin, it incorpo-
ratesthe four Elements: itsblack legs correspond to the earth and to the spirits of
the nether world; the green scales on its flanks allude to water, the undines, and
dissolution; its blue wings to sylphs and also to bats (because the wings are
membranous); and thered head isrelated to fire and salamanders. The aim of the
devil is regression or stagnation in what is fragmentary, inferior, diverse and
discontinuous. Finally, this Tarot mystery-card is related to the instincts and to
desirein dl its passionate forms, the magic arts, disorder and perversion (59).

Devouring Thissymbol, which findsitsliteral expression in the act, or the
fear, of being devoured, isto befound in modified formin the notion of Entangle-
ment, and also, according to Diel, in that of sinking into mud or aswamp. Jung, in
connexion with this, quotes the Biblical passage about Jonah and the whale, but
Jonah isreally better associated with the * Night Sea-Crossing’. Jung also thinks
(31) that fear of incest becomes fear of being devoured by the mother, and that
thisisthen disguised by theimagination in such forms asthe witch who swallows
up children, the wolf, the ogre, the dragon, etc. On the cosmic plane, the symbol
doubtlessrelatesto thefinal swallowing up by the earth of each human body after
death, that is, to the dissolution of the body, so that the symbol may well be
related to digestion. In consequence, al those stories which ‘have a happy end-
ing’, inwhich children who have been swallowed whole still liveinside the animal
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and eventually escape, refer no doubt to the Christian dogma of the hope of
resurrection in the flesh.

Dew All that comes down from the heavens (the thunderbolt, the aerolite, the
meteorite, rain or dew) hasasacred character. But dew hasadouble significance,
aluding also to spiritual illumination, sinceit isthe true forerunner of dawn and
of the approaching day (33). The clear, pure water of dew is, according to some
traditions, closely connected with the idea of light. There are occasional refer-
encesin the Far East to the ‘tree of sweet dew’ situated on mount Kuen-Lun, the
equiva ent of the Hindu Meru and other sacred mountains symbolizing theworld-
axis. Light spreads outwards from this tree (25), and, through the process of
synaesthesia, it has cometo be known asthe‘singing tree’ of legend and folklore.

Diamond Etymologically, it comes from the Sanskrit dyu, meaning ‘lumi-
nous being'. It isa symbol of light and of brilliance. The word ‘adamantine’ is
connected with the Greek adamas, meaning ‘unconquerable’ (4). In emblems, it
often indicates the irradiant, mystic ‘Centre’ (56). Like all precious stones, it
partakes of the general symbolism of treasures and riches, that is, mora and
intellectual knowledge.

Diana Thegoddess of woods, related, to naturein general and to fertility and
wild animals (21). She bearsthe Greek name of Hecate, meaning ‘ She who suc-
ceedsfrom afar’, and sheistherefore linked with the ‘ Accursed Hunter’ (such as
Wotan). Accompanied by dogs, she becomesanight-huntress, inturn linked with
the demons of chthonian cults (31). It has been pointed out that her characteris-
tics vary with the phases of the moon: Diana, Jana, Janus. This is why some
mythological and emblematic designs show her as Hecate with three heads, a
famous, triform symbol which—Ilike thetrident or the three heads of Cerberus—
istheinfernal inversion of the trinitarian form of the upper world. According to
Didl, thesethreefold symbolic forms of the underworld allude also to the perver-
sion of thethree essential ‘urges’ of man: conservation, reproduction and spiritual
evolution. If this is so, then Diana emphasizes the terrible aspect of Woman's
nature. Nevertheless, because of her vows of virginity, she was endowed with a
morally good character asopposed to that of Venus, ascan be seeninthe Hippolytus
of Euripides.

Digestion A symbol for swallowing, mastery, assimilation and dissolution.
What is ‘undigested’ is what cannot be dissolved, that is, what cannot be con-
quered or assimilated. The alchemists identified digestion with the dragon and
with the colour green (representing the irreducible element of nature, in contrast
with those substances which could be sublimated or transformed into spirit, or, in
other words, ‘digested’). Romanesque iconography is characterized by an ex-
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traordinary number of monsters swallowing or carrying intheir belly or vomiting
up animals, both real and fabulous, which they have devoured whole. The sym-
bolism here must be that which we have just outlined, that is, parallel with yet
contrary to the belief of the cannibal that by devouring and digesting the vital
organs of hisenemy he finally vanquishes him, incorporating within himself the
potentialities of his victim.

Dionysos An infernal deity, and a symbol of the uninhibited unleashing of
desire, or of the lifting of any inhibition or repression (15). Nietzsche drew
attention to the antithesis between Apollo and Dionysos as symbols of the
extremeviews of art and of life, drawing man, respectively, towards either order
or chaos; or, in other words—in accordance with the Freudian death-wish—
towards either existence and eterndl life, or self-annihilation. Theinsatiable char-
acter of the Greek god—who is supposed to have come from AsiaMinor or from
Scythia—is apparent in the attributes commonly ascribed to him, such as the
thyrsus surmounted by aphallic pine-cone, or the serpent, the horse, the bull, the
panther, the he-goat and the hog. A ccording to Jung, the Dionysos-myth signifies
the abyss of the ‘impassioned dissolution’ of each individual, as a result of
emotion carried to the extremes of paroxysm and in relation to the urge to escape
fromtimeinto ‘pre-time’, characteristic of the orgy; the myth istherefore repre-
sentative of an unconscious urge (32).

Disappearance |n many folktales, mediaeval legends and myths, sudden
‘disappearances’ occur. Sometimes this is as a result of the trandation of the
vanished object to a distant place, and sometimes as aresult of pure and simple
annihilation or destruction. Psychologicaly, thisis asymbol of repression, par-
ticularly if the vanished object is malign or dangerous. In reality, it is aform of
enchantment.

Disk An emblem of the sun and aso of the heavens. In China, the ‘sacred
disk’ isasymbol of celestial perfection (5), and the disk that actually represents
the sky (thejade disk called Pi) hasaholeinthe centre. The ‘winged disk’ isone
of themost widespread of ancient symbols, whichisstill in usetoday insignsand
emblems; in the profoundest sense, it represents matter in a state of sublimation
and transfiguration. Thetwo small serpentswhich are often to be seen next to the
disk are those of the caduceus, alluding to the equipoise of opposing forces (59).
But in amore esoteric sense, thewinged disk signifiesthe disk in movement—in
flight; it istherefore correctly used today in emblems created by an agewhich has
learnt how to dominate the air and space.

Disguise Disguise—or rather, ‘transvestism’—findsits basisin the wearing
of clothes belonging to the opposite sex. According to Eliade, thisisaritewhich
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is analogous to the symbolism of the orgy and frequently practised in it. Its
purport is to resuscitate the hypothetical, primordial, androgynous being re-
ferred to by Plato in his Dialogues (17). Zimmer corroborates this symbolism,
despite certain discrepancies, pointing out that in Indiathereisarite carried out
every year at the beginning of the rainy season, in which an elephant is escorted
in procession by men dressed as women, who in this way pay homage to mater-
nal nature (60).

Disjunction Its simplest symbol is the letter Y, just as the letter X is the
simplest symbol of inversion. It corresponds to the idea of a cross-roads, of a
duality or multiplicity of divergent paths. In ancient images (14th-18th centu-
ries), the cross of certain crucifixesis sometimes represented in the form of aY.

Dismemberment An important symbol lies beneath the act of tearing to
pieces, or tearing limb from limb. Let usbegin with some examples of theway the
symbol is used. The best known is the myth of Osiristorn to pieces by Set, who
scattered the fragments which I sis then diligently sought out and pieced together
again, one piece excepted. Thereareagreat many legends and folktaleswhichtell
much the same story: giants' bodies are cut to pieces and then magically put
together again. Siegmund’s sword, in the Niebelungen saga, isbroken in various
placesbeyond repair; only Siegfried, hisson, iscapable of reforgingit. According
to Heinrich Zimmer, the dismemberment of theformlessdragon Vritra, in Indian
mythology, reveals the process whereby multiplicity sprang out of primigenial
unity. Indian mythology also maintains that the creation of multiplicity was the
outcome of the sin of Indra, whose expiation implies the reintegration of all
existence into unity. Coomaraswamy maintains that the meaning of sacrificeis
actually this creative and destructive movement—the systole and diastole of
reality; presentday theories of cosmogony support this view (60). From the
viewpoint of theindividual and his spiritual life, it isinteresting to note that the
Graeco-Russian philosopher Gurdjieff (according to Ouspensky in hisin Search
of the Miraculous) founded his ‘Institute for the Harmonic Education of Man’
upon the basis of the need to end all dispersal (or ‘dismemberment’) of the
attention and of spiritual Oneness. Intheir time, the alchemists had already found
away of symbolizing the state of inner separation of the spiritual components by
means of the stages of the opus, which they called solutio, calcinatio, incineratio,
portraying them sometimesin such emblems as personal sacrifices or mutilations
of the body, such as cutting off the hands of the mother, or the claws of thelion,
etc. (33). For Origen, the goa of Christianity was nothing less than the transfor-
mation of man into a being of inner Oneness. Conversely, for Jung, to be pos-
sessed by the unconscious (that is, by whims, manias and obsessions) is nothing
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short of being torn up into chaotic multiplicity. He also points out that the idea of
displacement or disiunctio is the counterfoil to the growth of the child in the
maternal womb (aswell asto mystic coniunctio). Inthisway, then, every symbol
which standsfor aninvolutive, degenerating or destructive processisbased upon
thechanging of unity into multiplicity, as, for example, the breaking of arock into
many fragments. Mutilations of the body, the prising apart of what is united, are
so many symbols of analogous situations in the spirit.

Distaff Like the spindle and the shuttle, the distaff symbolizes time, the
beginning and the continuance of creation. Distaffs also have asexual significance.
They are the attributes of the Parcae, who spin the thread of life, and cut it short
(56, 38).

Dog Anemblem of faithfulness, and it isin this sensethat it appears so often
at the feet of women in the engravings on mediaeval tombs; in the same way the
lion, an attribute of the male, symbolizesvalour (20). In Christian symbolism, the
dog has another sense, deriving from the function of the sheep-dog: that of guard-
ing and guiding the flocks, which at times becomes an allegory of the priest (46).
Inamore profound sense, though till related to theforegoing, thedog is—likethe
vulture—the companion of the dead on their ‘Night Sea-Crossing’, which is
associated with the symbolisms of the mother and of resurrection. It hasasimilar
significance when it appearsin scenes depicting the Mithraic sacrifice of the bull
(31). Inachemy, it wasused asasign rather than asasymbol. A dog devoured by
awolf represents the purification of gold by means of antimony.

Doll or Puppet The doll, asasymbol, appears more often in psychopathol -
ogy than in the main stream of traditional symbolism. It iswell known that in a
number of mental diseases the patient makes a doll which he keeps carefully
hidden. According to J.-J. Rousseau the personality of the sick person is pro-
jected into the toy. In other casesit has been interpreted as aform of erotomania
or deviation of the maternal instinct: in short, ahangover from, or regressionto an
infantile state. Recently, in so-called * Pop-art’, dolIshave beenincludedin ‘infor-
mal’ pictorial images. In Spain Modesto Cuixart has produced the most dramatic
and profound work of thiskind, the obvious symbolism of whichisrelated to the
‘putti’ of Renaissance art, but, by areversal of meaning, these dolls are made to
appear maimed and soiled as if they were the corpses of children annihilated by
bombs and other forces of destruction.

Dolphin The figure of the dolphin can be seen in many allegories and
emblems, sometimes duplicated. When the two dolphins—or even figuresrepre-
senting an indeterminate fish—are pointing in the same direction, the duplication
may be obeying the dictates of thelaw of bilateral symmetry for merely ornamen-
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tal reasons, or it may be asimple symbol of equipoise. But the inverted arrange-
ment, that is, with one dolphin pointing upwards and the other downwards,
aways symbolizes the dual cosmic streams of involution and evolution; thisis
what the 17th-century Spanish writer Saavedra Fajardo meant by ‘Either up or
down'’. The dolphin by itself is an allegory of salvation, inspired in the ancient
legendswhich show it asthefriend of man. Itsfigureisassociated with that of the
anchor (another symbol of salvation), with pagan, erotic deities and with other
symbols (20). The ancients also held that the dolphin was the swiftest of marine
animals, and hence, when, among the emblems of Francesco Colonna, itisshown
twined round an anchor, it comes to signify arrested speed, that is, prudence.

Door A femininesymbol (32) which, notwithstanding, containsall theimpli-
cations of the symbolic hole, sinceit isthe door which gives accessto the hole; its
significance istherefore the antithesis of thewall. Thereisthe samerelationship
between the temple-door and the altar as between the circumference and the
centre: even though in each case the two component elements are the farthest
apart, they are nonetheless, in a way, the closest since the one determines and
reflects the other. This is well illustrated in the architectural ornamentation of
cathedrals, where the fagade is nearly always treated asif it were an altar-piece.

Double Every case of duplication concerns duality, balanced symmetry and
the active equipoise of oppositeforces. Doubleimages, the symmetrical duplica
tion of forms or figures—such as the supporters in heraldry—symbolize pre-
cisely that. But any case of duplication based upon ahorizontal axis, inwhichthe
upper figure is the inverse of the lower, has a deeper meaning arising from the
symbolism of level. A dua beingisoften found in cabbalistic emblems, the upper
figure being known as Metatron and the lower Samael; itissaid of them that they
are inseparable companionsfor life (57). It may well be that beneath thisimage
thereliesasymbol of the essential ambivalence of al phenomena, or, rather, that
it refers to the great myth of the Gemini.

Dove TheSlavsbelievethat, at death, the soul turnsinto adove (4). Thisbird
partakes of the general symbolism of all winged animals, that is, of spirituality
and the power of sublimation. It is also symbolic of souls, a motif which is
common in Visigothic and Romanesque art (46). Christianity, inspired in the
Scriptures, depicts the third person of the Trinity—the Holy Ghost—in the
shape of a dove, athough he is also represented by the image of a tongue of
Pentecostal fire (4).

Dragon A fabulous animal and a universal, symbolic figure found in the
majority of the cultures of the world—primitive and oriental aswell asclassical.
A morphological study of thelegendary dragon would lead to the conclusion that
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itisakind of amalgam of elements taken from various animals that are particu-
larly aggressive and dangerous, such as serpents, crocodiles, lions as well as
prehistoric animals (38). Krappe believes that the amazement occasioned by the
discovery of the remains of antediluvian monsters may have been a contributory
factor in the genesis of the mythic dragon. Thedragon, in consequence, standsfor
‘thingsanimal’ par excellence, and here we have afirst glimpse of its symbolic
meaning, related to the Sumerian concept of the animal as the ‘adversary’, a
concept which later came to be attached to the devil. Neverthel ess, the dragon—
like all other symbols of the instincts in the non-moral religions of antiquity—
sometimes appears enthroned and all but deified, as, for example, in the standards
and pennons pertaining to the Chinese Manchu dynasty and to the Phoenicians
and Saxons (4). In agreat many legends, overlaying its deepest symbolic sense,
the dragon appears with this very meaning of the primordial enemy with whom
combat is the supreme test. Apollo, Cadmus, Perseus and Siegfried all conquer
thedragon. In numerous masterpieces of hagiography, the patron saints of knight-
hood—St. George and St. Michagel theArchangel—are depicted in the very act of
slaying the monster; there is no need to recall others than the St. George of
Carpaccio, or of Raphael, or the St. Michael of Tousby Bermejo. For Dontenville
(16), who tends to favour an historicist and sociological approach to the symbol-
ism of legends, dragons signify plagueswhich beset the country (or theindividual
if the symbol takes on apsychological implication). Theworm, the snakeand the
crocodile are al closely linked with the concept of the dragon in their own par-
ticular way. In France, thedragonisalso related to the ogre aswell asto Gargantua
and giantsin general. In Schneider’ sview, the dragon isasymbol of sickness (51).
But before going further into its meaning, let us quote some examples to show
how widespread are the references to this monster. The classics and the Bible
very frequently allude to it, providing us with detailed information about its
appearance, its nature and habits. But their descriptions point to not one but
severa kinds of dragon, as Pinedo has noted: ‘ Some giveit the form of awinged
serpent; it livesin theair and thewater, itsjaws areimmense, it swallows men and
animals having first killed them with its enormous tail. Conversely, others make
it aterrestrial animal, its jaws are quite small, its huge and powerful tail is an
instrument of destruction, and it also flies and feeds upon the blood of the animals
itkills; there are writerswho consider it to be amphibious, in which caseits head
becomes that of a beautiful woman with long flowing hair and it is even more
terrible than the previous versions.’ In the Bible, there are the following refer-
encesto thedragon: Danidl xiv, 22, 27; Micahi, 8; Jeremiah xiv, 6; Revelation xii,
3,7; Isaiah xxxiv, 13, and xliii, 20. There arefurther mentionsby Rabanus Maurus
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(Opera, I11), Pliny (VI1, 12), Galen, Pascal (De Coronis, 1X), and among other
characteristicswhich these writers ascribe to the dragon are the following particu-
larly interesting points: that it is strong and vigilant, it has exceptionally keen
eyesight, and it seems that its name comes from the Greek word derkein (‘ see-
ing'). Henceit was given the function, in clear opposition to itsterrible implica-
tions, of guarding temples and treasures (like the griffin), aswell as being turned
into an allegory of prophecy and wisdom. In the Bible, it is the negative side of
the symbol which receives emphasis; it isinteresting to note that the anagram of
Herod in Syrian—ierud and es—means ‘flaming dragon’ (46). Sometimes the
dragon is depicted with a number of heads and its symbolism then becomes
correspondingly unfavourable, given the regressive and involutive sense of all
numerical increase. ‘ And behold a great red dragon, having seven heads and ten
horns, and seven crowns upon hisheads", in the words of Revelation (xii, 3). On
other occasions, the dragon isused in emblems, in which caseit isthe symbolism
of the form or shape which takes precedence over that of the animal, as for
example, the dragon biting itstail—the Gnostic Ouroboros, asymbal of all cyclic
processes and of time in particular. The dragon figured quite frequently in al-
chemy; for the alchemists, a number of dragons fighting with each other illus-
trated the state of putrefactio (Separating out the Elements, or psychic disintegra-
tion). And the winged dragon represented the vol atile element, whilethewingless
creature stood for the fixed element (according to Albert Poison). It isperhapsin
China that this monster has been most utilized and has achieved its greatest
degree of transfiguration. Hereit becomesan emblem of imperial power. Whereas
the Emperor numbered thefive-clawed dragon among hisornaments, the officials
of hiscourt had theright to keep only thefour-clawed (5). According to Diel, the
generic dragon of Chinasymbolizesthe mastering and sublimation of wickedness
(15), because the implication is that of a ‘dragon conquered’, like that which
obeys St. George once he has overcome it. Frazer tells how the Chinese, when
they wish for rain, make a huge dragon out of wood and paper and carry it in
procession; but if it does not rain, then they destroy the dragon (21). Chuang-tzu
maintains that this arises from the fact that the dragon and the serpent, invested
with the most profound and all-embracing cosmic significance, are symbols for
‘rhythmic life'. The association of dragon/lightning/rain/fecundity isvery com-
monin archaic Chinesetexts(17), for which reason the fabul ous animal becomes
the connecting-link between the Upper Waters and earth. However, it isimpos-
sibleto generalize about the dragon of Chinese mythology, for there are subterra-
nean, aerial and aquatic dragons. ‘ The earth joins up with the dragon’” means that
itisraining. It plays an important part as an intermediary, then, between the two
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extremes of the cosmic forces associated with the essential characteristics of the
three-level symbolism, that is: the highest level of spirituality; the intermediary
plane of the phenomenal life; and the lower level of inferior and telluric forces. A
related and powerful part of its meaning isthat of strength and speed. The oldest
Chinese images of the dragon are very similar to those of the horse (13). In
esoteric Chinesethought, there are dragonswhich are linked with col our-symbol -
ism: the red dragon isthe guardian of higher science, the white dragon isalunar
dragon. These colours derive from the planets and the signs of the Zodiac. Inthe
MiddleAgesintheWestern world, dragons maketheir appearance with the throat
and legs of an eagle, the body of ahuge serpent, thewings of abat and with atail
culminating in an arrow twisted back uponitself. This, according to Count Pierre
Vincenti Piobb, signifiesthe fusion and confusion of the respective potentialities
of the component parts: the eagle standing for its celestial potential, the serpent
for its secret and subterranean characteristic, thewingsfor intellectual elevation,
and thetail (becausetheformisthat of the zodiacal signfor Leo) for submission
toreason (48). But, broadly speaking, present-day psychology definesthe dragon-
symbol as‘ something terribleto overcome’, for only hewho conquersthe dragon
becomes ahero (56). Jung goes asfar asto say that the dragon isamother-image
(that is, a mirror of the maternal principle or of the unconscious) and that it
expresses the individual’s repugnance towards incest and the fear of committing
it (31), although he also suggeststhat it quite simply representsevil (32). Esoteric
Hebrew tradition insists that the deepest meaning of the mystery of the dragon
must remain inviolate (according to the rabbi Simeon ben Yochai, quoted by
Blavatsky) (9). The universal dragon (Katholikos ophis) of the Gnosgtics is the
‘way through all things'. It isrelated to the concept of chaos (‘ our Chaosor Spirit
isafiery dragon which conquersall things —Philaletha, Introitus) and of dissolu-
tion (Thedragon isthedissolution of bodies'). (The quotations aretaken from the
Pseudo-Democritus.) Regarding symbols of dissolution, Hermetic doctrine uses
thefollowing terms: Poison, viper, universal solvent, philosophical vinegar=the
potential of the undifferentiated (or the Solve), according to Evola. He adds that
dragonsand bullsare the animal sfought by sun-heroes (such asMithras, Siegfried,
Hercules, Jason, Horus, or Apollo) and—bearing in mind the equations
woman=dragon, mercury and water; and green="what isundigested’ —that ‘if the
dragon reappearsin the centre of the “ Citadel of Philosophers’ of Khunrath, itis
still adragon which hasto be conquered and slain: it is that which everlastingly
devoursitsown self, itis Mercury as an image of burning thirst or hunger or the
blind impulse towards gratification’, or, in other words, Nature enthralled and
conquered by Nature, or the mystery of the lunar world of change and becoming
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as opposed to the world of immutable being governed by Uranus. Béhme, in De
Signatura rerum, defines a will which desires and yet has nothing capable of
satisfying it except itsown self, as‘the ability of hunger to feed itself’ (Plate VI).

Drum A symbol of primordia sound, and avehiclefor theword, for tradition
and for magic (60). With the aid of drums, shamans can induce a state of ecstasy.
Itisnot only the rhythm and the timbre which areimportant in the symbolism of
the primitive drum, but, since it is made of the wood of ‘the Tree of the World’,
the mystic sense of the latter also adheresto it (18). According to Schneider, the
drum is, of al musical instruments, the most pregnant with mystic ideas; In
Africa, it is associated with the heart. In the most primitive cultures, as in the
most advanced, it is equated with the sacrificial atar and hence it acts as a
mediator between heaven and earth. However, given its bowl-shape and its skin,
it corresponds more properly to the symbolism of the Element of earth. A sec-
ondary meaning turns upon the shape of the instrument, and it should be noted
that it is in this respect that there is most variation in significance. The three
essential shapesare: the drum in theform of an hour-glass, symbolizing Inversion
and the ‘relationship between the two worlds' (the Upper and the Lower); the
round drum, as an image of the world; and the barrel-shaped, associated with
thunder and lightning (50).

Dryness Drynessis the principle directly opposed to that of organic life.
The latter is associated with the fertility of the soil—plants and animal life.
Dryness, on the other hand, is an expression of the psychic ‘climate’. Itisasign
of virility, of passion, of the predominance of the Element of fire (2). The symbol
of the ‘seaking’ as a spirit immersed in the deeps of the unconsciousis a clear
example, with hiscry: * The man who rescues me from the waters of the ocean and
leads meto dry land will be rewarded with everlasting riches.” The waters here
symbolize debased existence, subject to time and to thingstransitory, behavingin
accordance with the feminine principle of ‘wetness' . Dryness is an image of
immortality (32); hence the tendency of individuals anxious to recover their
strength of spirit—or to acquire it—to make for the desert, the ‘dry landscape’
par excellence; and hencethe fact that amanwith a‘dry’ personality is, contrary
to appearances and common belief, really intensely passionate. Eliade observes
that to aspireto bedry isto expressthelonging for the fleshless, spiritua life, and
he quotes Heraclitus’ maximthat ‘ Death, for the soul, isto become aswater’. And
to quote afragment of Orphic teaching: ‘ Water isthe death of the soul’ (Clement,
Strom. V|1, 2,17, 1—Kern 226); and Porphyry (De antro nymph., 10-11) explains
that the souls of the dead tend towards water because of the desirefor reincarna-
tion (17).
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Dualism Dualism isdefined as any system which implies a binary pattern,
but which is characterized |ess by acomplementary thesis and antithesistending
to resolve into a synthesis than by two opposed principles. The Manichean and
Gnostic religions were moral dualisms. Some cosmic forms of division into two
parts—such as the Chinese year split into two halves, one (Yang) in which the
active and benign forces predominate, and the other (Yin) in which the passiveand
malign forces prevail—are binary systems rather than dualisms, because the
double, contradictory aspects are synthesized within asystem of wider scope. R.
Bertrand, in La Tradition secréte (Paris 1943), speaking about this Yang-Yin
symbol, observes: ‘ The dualism of religion (or of mystic or cosmic philosophy)
is theoretical or superficial; in actual fact, there is aways something extra—a
third term which preventsthe two opposing termsfrom cancelling each other out,
forcing both these force-principles to yield, that is, to function alternately and
not simultaneously. Thus, the black and white of the Yin-Yang bounded by the
circle of stahility, ¢’ai-chi, combine to form in effect aternary system, the Tzo.’
However, this solution by means of the ‘third term’ serveslessto ‘resolve’ the
problem than to prolong it indefinitely, since it encourages the persistence of the
dualist state by virtue of theinner equilibrium which it implies. Itisasif, in the
symbolism of alchemy, the twin currents—ascending and descending—of solu-
tion and coagulation were kept in perpetual rotation. But thisisin fact not the
case: the positive forces triumph in the end—they transmute matter (that is, the
passive, negative or inferior principle), redeem it and bear it upwards. Dual
symbols are extremely common. To mention a few: the lash and the crook of
Egyptian pharaohs; emblems featuring cattle and agriculture, in which a straight
and acurved sword symbolizethe‘ straight’ and the ‘ oblique’ path; the cabbalistic
columns Jachin and Boaz; Mercy and Severity.

Duck See Goose.

Dumbness A symbol of the early stages of creation, and of the return to this
pristine state. Hence legends often allude to someone struck dumb as a punish-
ment for grave sins (which themselvesimply just such aregression) (9).

Dummy Likethe homuncule and the mandragora, the dummy isanimage of
the soul, in primitive belief. The same applies to the scarecrow, the doll and any
figure that bears a human likeness. Hence the belief in its magic properties.

Duplication Insymbolism, thisisascommon asInversion. It may appear in
theform of adouble colour-image (standing for the positive/negative principles),
or as a symmetrical pattern of dualism, or as a binary system based upon a
common horizontal axis, in which case the symbolic meaning reflectsthe ambiva-
lence of theform or being in question, sincethe symbol isableto indicate whether
this form or being is located above or below the median level. Duplication is,
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furthermore, likethereflectioninthemirror, asymbol of consciousness—an echo
of reality. It corresponds to the symbolism of the number two (31).

Dwarf A symbol of ambivalent meaning. Likedactyls, elvesand gnomes, the
dwarf is the personification of those forces which remain virtually outside the
orbit of consciousness. In folklore and mythology, the dwarf appears as a mis-
chievous being, with certain childish characteristics befitting its small size, but
asoasaprotector likethe Cabiri—thisbeing the casewith the‘woodland dwarfs'in
thetale of Sleeping Beauty. For Jung, they may beregarded asthe guardians of the
threshold of the unconscious (32). Now, smallness may be taken also asasign of
deformity, of the abnormal and inferior; this is the explanation, then, of the
‘dancing Shiva appearing asanimage of adeity dancing upon the prostrate body
of ademon-dwarf who symbolizesthe‘blindnessof life’, or theignorance of man
(his ‘pettiness'). Victory over this demon signifies true wisdom (60). It is prob-
ablethat some suchideaasthiswasin the mind of the Renaissance scul ptor Leon
Leoni when he fashioned the effigy of Charles| subduing Fury.

Eagle A symbol of height, of the spirit as the sun, and of the spiritua
principle in general. In the Egyptian hieroglyphic system, the letter A is repre-
sented by the figure of an eagle, standing for the warmth of life, the Origin, the
day. The eagle is a hird living in the full light of the sun and it is therefore
considered to be luminousin its essence, and to share in the Elements of air and
fire. Its opposite is the owl, the bird of darkness and death. Since it isidentified
with the sun and with theidea of male activity which fertilizesfemale nature, the
eagle also symbolizes the father (19). It is further characterized by its daring
flight, its speed, its close association with thunder and fire. It signifies, therefore,
the ‘rhythm’ of heroic nobility. From the Far East to Northern Europe, the eagle
isthe bird associated with the gods of power and war. Itistheequivalentintheair
of the lion on earth; hence it is sometimes depicted with a lion’s head (cf. the
excavations at Tello). According to Vedic tradition, it is also important as ames-
senger, being the bearer of the somafrom Indra. In Sarmatian art, the eagleisthe
emblem of the thunderbolt and of warlike endeavour. Inall Oriental art it isoften
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shown fighting; either asthe bird Imdugud, who tiestheterrestrial and the celes-
tial deer together by their tails, or as Garudaattacking the serpent. In pre-Columbian
America, the eagle had asimilar symbolism, signifying the struggle between the
spiritual and celestial principle and the lower world. This symbolism occurs also
in Romanesgueart. Inancient Syria, in anidentificationrite, the eaglewith human
arms symbolized sun-worship. It also conducted soulsto immortality. Similarly,
in Christianity, the eagle plays the réle of a messenger from heaven. Theodoret
compared the eagleto the spirit of prophecy; in general, it hasalso beenidentified
(or, more exactly, the eagle’s flight, because of its swiftness, rather than the bird
itself) with prayer rising to the Lord, and grace descending upon mortal man.
According to St. Jerome, the eagleisthe emblem of the Ascension and of prayer
(50). Among the Greeks it acquired a particular meaning, more allegorical than
properly symbolic in nature, in connexion with the rape of Ganymede. More
generally speaking, it was believed to fly higher than any other bird, and hence

Heraldic eagle.

was regarded as the most apt expression of divine majesty. The connexion be-
tween the eagle and the thunderbolt, already mentioned above, is confirmed in
Macedonian coinage and in the Roman signum. The ability to fly and fulminate,
to rise so as to dominate and destroy baser forces, is doubtless the essential
characteristic of all eagle-symbolism. As Jupiter’s bird it is the theriomorphic
storm, the ‘storm bird’ of remotest antiquity, deriving from Mesopotamia and
thence spreading throughout Asia Minor (35). On Roman coins it occurs as the
emblem of imperial power and of the legions. Its fundamental significance does
not vary in alchemy, it merely acquires a new set of terms applicable to the
achemic mystique: it becomesthe symbol of volatilization. An eagle devouring a
lion isthe symbol of the volatilization of the fixed by the volatile (i.e. according
to alchemical equations: wings=spirit; flight=Imagination, or thevictory of spiri-
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tualizing and sublimating activity over invol utive, materializing tendencies). Like
other animals, when in the sign of the Gemini, the eagle undergoestotal or partial
duplication. Thus arises the two-headed eagle (related to the Janus symbol)
which is usually depicted in two colours of great mystical significance: red and
white. In many emblems, symbolsand allegories, the eagleis depicted carrying a
victim. Thisisalwaysan allusion to the sacrifice of lower beings, forces, instincts
and to the victory of the higher powers (i.e. father principle, logos) (50). Dante
even callstheeaglethebird of God (4). Jung, ignoring the multiple significance of
its symbolism, defines it simply as ‘height’, with all the consegquences that flow
from aspecificlocation in space. On the other hand the constellation of the Eagle
is placed just above the man carrying the pitcher of Aquarius, who follows the
bird's movement so closely that he seems to be drawn after it by unseen bonds.
From this it has been inferred that Aquariusis to be identified with Ganymede,
and also with ‘the fact that even the gods themselves need the water of the
Uranianforcesof life' (40).

Ear of Corn An emblem of fertility and an attribute of the sun (8). It also
symbolizes the idea of germination and growth—of the development of any
feasible potentiality. The sheaf has a symbolic significance which confirms that
of theindividual ear: it adds the ideas of integration and control inherent in the
symbolism of a ‘bunch’ to that of fertility or increase implicit in the single ear.
Generally speaking, all sheafs, bunches and sprays stand for psychic forces
which are integrated and directed to a proper purpose (Plate VI1).

Earth, The The Northern hemisphere is regarded as that which represents
light, corresponding to the positive principle Yang; the Southern is linked with
that of darkness and corresponds to Yin. Hence, cultural movements pass from
the Northern to the Southern hemispheres (40).

Earthquake Most primitive and astrobiological cultures attribute the cause
of the earthquake to atheriomorphic demon. In Japan, the earth is supposed to be
supported by a huge fish; in Sanskrit literature by aturtle; in North America by
a serpent. The earthquake partakes of the general significance of all catastro-
phes—the sudden changein agiven process, which may be either for the better or
for the worse. On occasion the earthquake is thought to promote fertility. Basi-
caly it is an application of the universal symbolism of sacrifice and of cosmic
Inversion (35).

Effigy Every effigy, asan image of abeing, expresses the psychic aspect of
that being. Hence, given Jung’s contention that the magic and the psychic are
practically the same thing, it becomes easy to understand the importance of
effigiesin magic. The burning of a person in effigy—an ancient practice that has
still not been totally banished—does not, then, betoken merely the impotent
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spite of onewho isunableto attack thereal person—although thismay well bea
secondary consideration—but is an act against the image of that person, that is,
against the impression that he has made in the minds of others—against his
memory and his spiritual presence. One can explain keepsakes and portraitsona
similar basis, for they arelinked in the mind not so much with thereal person they
pertain to, as with the imago or projection of that person within us. The effigy,
consequently, isasymbol of animage rather than of abeing.

Effulgence Accordingto Evola, isasymbol of the force of the undifferenti-
ated, or of dissolution.

Egg A grest many prehistoric tombsin Russiaand Sweden have revealed clay
eggswhich had been | ft there asemblems of immortality (17). In thelanguage of
Egyptian hieroglyphs, the determinative sign of the egg represents potentiality,
the seed of generation, the mystery of life (19). Thismeaning persisted among the
alchemists, who added explicitly theideathat it was the container for matter and
for thought (57). In thisway was the transition effected from the concept of the
egg to the Egg of the World, a cosmic symbol which can be found in most sym-
bolic traditions—Indian, Druidic, etc. (26). The vault of space cameto be known
asan Egg, and thisEgg consisted of seven enfolding layers—betokening the seven
heavens or spheres of the Greeks (40). The Chinese believe that the first man had
sprung from an egg dropped by Tien from heaven to float upon the primordial
waters. The Easter egg isan emblem of immortality which conveysthe essence of
these beliefs. The golden egg from which Brahmaburst forth is equivalent to the
Pythagorean circle with a central point (or hole). But it was in Egypt that this
symbol most frequently appeared. Egyptian naturalism—the natural curiosity of
the Egyptians about the phenomena of life—must have been stimulated by the
redlization that asecret animal-growth comesabout inside the closed shell, whence
they derived theidea, by analogy, that hidden things (the occult, or what appears
to be non-existent) may actively exist. In the Egyptian Ritual, the universe is
termed the‘ egg conceived in the hour of the Great One of the dual force'. Thegod
Raisdisplayed resplendent in hisegg. Anillustration on apapyrus, in the edipus
Agyptiacus of Kircher (111, 124), shows the image of an egg floating above a
mummy, signifying hope of life hereafter. The winged globe and the beetle push-
ing its ball along have similar implications (9). The Easter-time custom of the
‘dancing egg’, whichisplacedinthejet of afountain, owesitsorigin, according to
Krappe (who refers only to the Slavs), to the belief that at that time of the year
the sun is dancing in the heavens. The Lithuanians have a song which runs as
follows: ‘ The sun dances over amountain of silver; heiswearing silver bootson
his feet’ (35).
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Egypt A traditional symbol of the animal in man (57). Hence, ‘to go out of
Egypt’ is to abandon the sensual and the material and to progress towards the
Promised Land acrossthe Red Seaand the desert: to progresstowardsasuperior,
transcendent state (46). The symbol is a Gnostic one.

Elements, The The four-part distribution of the Elements, which, strictly
speaking, corresponds to the three states of matter plus the agent which, through
them, brings about the transformation of matter, corresponds to the concept, so
oftenillustrated in symbolism, of the stability of the number four and its derived
laws. Earth (or solids), water (or liquids), air (or gas) and fire (the temperature
which brings about the transformations of matter) have been conceived in the
West from pre-Socratic days onwards as the ‘ Cardinal Points' of material exist-
ence, and, by aclose parallel, also of spiritual life. Itisfor thisreason that Gaston
Bachelard observes (3): ‘Earthly joy is riches and impediment; aguatic joy is
softness and repose; fiery pleasure is desire and love; airy delight is liberty and
movement.” Jung stresses the traditional aspects:. ‘ Of the elements, two are ac-
tive—fire and air, and two are passive—earth and water.” Hence the masculine,
creative character of the first two, and the feminine, receptive and submissive
nature of the second pair (33). The arrangement of the Elements in hierarchal
order of importance or priority hasvaried from ageto age and writer to writer; one
of the factors influencing this has been the question of whether or not to admit a
‘fifth Element’, sometimescalled ‘ ether’, sometimesfreely designated ‘ spirit’ or
‘quintessence’ in the sense of ‘the soul of things'. It will readily be understood
that the hierarchical progression must proceed from the most spiritual down to
the most material, since creation isinvol ution or materialization. Beginning, then,
with thefifth Element at the Origin, identifying it with the power of the demiurge,
next comesair (or wind) and fire, next water and lastly earth; or, in other words,
deriving from theigniferous or agrial state comestheliquid and finally the solid.
The connexion of the fifth Element (considered simply as the beginning of life)
with air and fire is self-evident. Schneider, commenting upon Hindu tradition,
observes that: ‘We can establish the equation: sound equals breath, wind, the
principleof life, language and heat (or fire)’ (50). Now, Schneider goeson to say—
and his criterion is here mainly psychological—that the orientation of the Ele-
mentsisan important factor alwaysto be held in mind; for example, fire oriented
towards earth (or towards water) is an erotic Element, yet pointed towards air it
stands for purification. He mentions the four mystic beings of Chinese mythol-
ogy who expressthe fusion of two Elements: the phoenix combining fireand air,
the green dragon air and earth, the tortoise earth and water, and the white tiger
water and fire (50). Bachelard suggests that, within the psychic life (or artistic
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inspiration), noimageis capable of accommodating thefour Elements, since such
an amalgamation would be tantamount to neutralization or insufferable contradic-
tion. True images, in his view, are unitary or binary; they can mirror monotones
of one substance or the conjunction of two (2). By virtue of the theory of
correspondences, the Elements may be associated, up to acertain point, with the
four ages and the points of the compass.

Elephant Elephant-symbolism issomewhat complex for it embraces certain
secondary implications of amythic character. Inthe broadest and universal sense,
itisasymbol of strength and of the power of thelibido (42). Indian tradition has
it that elephants are the caryatids of the universe. In processions, they are the
bearers of kingsand queens. It isinteresting to note that, because of their rounded
shape and grey colour, they are regarded as symbols of clouds. By a twist of
magic thought, there arose first the belief that the elephant can create clouds and
then the mythic postulate of winged elephants. A mountain-top or a cloud, €l-
ephant-likein outline, could represent an axis of theuniverse (60), and thisidea—
clearly primitivein origin—is probably what lies behind the use of the elephant
inthe Middle Ages as an emblem of wisdom (49), of moderation, of eternity, and
aso of pity (8).

Emblems When the use of emblems was at its most widespread (16th-18th
centuries), it was sometimes the custom to create true variations on an emblem,
usually religious, basing them on the symbolic syntax. We have given a few
examples of emblems based on the Sacred Heart.

Emperor, The The fourth mystery in the Tarot pack. Here it takes the
alegorical form of afigure seated upon athrone which is a cube of gold. Above
him is a black eagle. In his hands he holds a globe of the world and a sceptre
surmounted by a fleur-de-lis. The crest of his helmet includes four triangles,
emblems of the four Elements. The predominantly red colour of his garments
signifies invigorating fire, or intense activity. This Tarot mystery is closely re-
lated to theimage of Herculesholding hisclub and the golden appleswhich he has
taken from the garden of the Hesperides. The golden cube of the throne repre-
sentsthe sublimation of the constructive and material principle, and the fleur-de-
lison the sceptre, illumination. In sum, then, the symbolism of thiscard concerns
magnificence, energy, power, law and severity; and, on the negative side, domina-
tion and subjection (59).

Empress, The Thethird enigmaof the Tarot. Sheisshown full face, drawing
herself up with hieratic stiffness. A smile playsupon her face, framed by fair hair.
Her attributes are the sceptre, the fleur-de-lisand ashield with asilver eagle upon
apurple background (an emblem of the sublimated soul in the bosom of spiritu-
dity). Inthe positive sense, thisplaying-card denotestheideal, sweetness, domi-
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nation by affective persuasion. In the negative sense, it stands for vanity and
seduction (59).

Emptiness Thisis an abstract idea, the antithesis to the mystic concept of
‘Nothingness' (which isreality without objects and without forms yet nurturing
the seed of all things). In the Egyptian system of hieroglyphs, the hollow is
defined as' that placewhich iscreated out of theloss of the substance required for
thebuilding of heaven’, and isthusrelated to space. On the sarcophagus of Seti |,
there is an image of emptiness consisting of the half-full vessel of Nu (or Nou)
which forms an inverted semicircle completed by a second semicircle located
towards one side of the first (19).

Enchantment ‘Enchantment’ is a reduction to an inferior state. It is a
metamorphosisin adescending direction, appearing in myths, legendsand stories
as apunishment or as the work of amalign power. It may be the transformation
of a person into an animal (as in the case of the story of Circe, related in the
Odyssey), or into aplant or astone, asoccursin many folktales. The enchantment
of the earth takes the form of aloss of fertility, asin Eliot's The Waste Land,
which reproduces the situation created by the sin and the wounding of Amfortas
in the story of Parsifal. Enchantment can also take the form of disappearance,
trandation to a distant place, or illness (generally: paralysis, dumbness, blind-
ness). In such cases, it represents self-punishment or a punishment from above,
as we stated earlier. In ‘traditiona’ tales, if the enchantment is the work of a
malign power (necromancer, black magician, sorcerer, dragon, etc.), it will always
be lifted by the action of ahero who providentially intervenes with his powers of
salvation and liberation.

Enclosure The walled city is also an image of the ‘spiritual centre'. It
appears to have been portrayed thus by Domenico di Michelino in hisimage of
Dante; and it also appears frequently in this guise in the Middle Ages as the
‘celestial Jerusalem’.

Enigma In alchemy, the enigma alludes to the relationship between the
macrocosm and the microcosm (57). This means that, so far as traditional sym-
bolism goes, the enigmatic aspect of athing is expressive of its transcendence.
Eliade bears out this point with his comment that the surprising thing about
kratophanies and theophanies is that they have their originsin primitive societ-
ies—and also, wemight add, intheAll (17). But, morethan this, sincetheenigma
isin a way synonymous with the symbol, it also confirms the metaphysical
nature of all symbolism. The enigmais also aliterary genre (frequently with an
esoteric meaning), especialy cultivated—al ong with hieroglyphicsand emblems—
in the 16th to 18th centuries. Some enigmas that enjoyed great standing in En-
gland and Ireland in the 7th and 8th centuries must be considered as antecedents,
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as Marguerite M. Dubois has shown in La Littérature anglaise du Moyen Age
(Paris, 1962).

Entanglement A symbol whichisrelated to that of the net and that of bonds.
It has been used as an ornamental motif right from prehistoric times, either inthe
form of entanglement or of abunch or knot of ribbons. Sometimes vegetable and
animal forms appear to rise—like grotesques—out of a mass of abstract nerve-
cords resembling vegetable stalks or animated cords in the form of volutes, or
coils or knots or interlacing lines; or sometimes—and this is a more advanced
motif—clearly formed beings are shown enmeshed, asit were, in acage. Entangle-
ment-symbolism takesits place in legends, folklore and myths alongside primi-
tive and Romanesque art. Thus agiant is enmeshed in trees, or the castle in the
Sleeping Beauty story is hidden under an inextricable mass of vegetation. Jung
has studied the question of entanglement with special care, recalling that Osirisis
brought up lying in the branches of atree which completely cover him. Thereis
asothe Grimm tale of agirl imprisoned between thewood and the bark of atree.
Again: while he is travelling by night, Ra's ship is engulfed by the serpent of
night, thisgiving riseto anumber of later mediaeval miniaturesand tales. Jung also
observes that entanglement is often associated with the myth of the sun and its
daily rebirth. However, this is nothing more than a variant of the devouring
symbol mentioned by Frobeniusin connexion with sun-heroes (31). Inthekey to
dreams of the Hindu Yagaddeva, one reads. ‘He who while dreaming twines
round hisbody lianas, creepers, cords or snakeskins, string or fabrics, dies’, or, in
other words, hereturnsto the maternal bosom (31). According to L oeffler, athing
which, on the psychic plane, is entangled, represents the unconscious, the re-
pressed, the forgotten, the past. On the plane of cosmic evolution, it is the
collective dream which separatesone cycle of lifefrom the other (38) (Plate VIII).

Erinyes, The Intheclassical tragedies, the erinyes sometimes appear in the
form of dogs or serpents, which is an indication of their infernal character as
chthonian demons (31). They personify remorse; that is, they are symbols of
guilt turned to destructiveness directed against the guilty one (15).

Eternity The coins of several Roman emperors bear an allegory of eternity
depicted inthefigure of agirl holding the sun and the moonin her hands. And, in
alchemy, there are comparableimages, alluding to the opus asa’‘ conjunction’ or a
‘marriage of opposites’, which illustrate the essential principle that the eternal
order can be achieved only with the abolition of antithesis, separateness and
change. Eternity has also been represented asinfinitetime, both in the ‘Mithraic
Cronos' and in the Ouroboros (the serpent or dragon which bites its own tail).
The phoenix is another symbol of eternity (8).
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Ethiops An achemic symbol representing the nigredo or theinitial stage of
the alchemists' work. It can be seen for example in one of the images of the
Splendor solis of Solomon Trismosin (1582). The Jungian interpretation of the
figures and images of Negroes, Indians, savages, eic—whom he considers as
symbols for the shadow or the darker side of the personality—does not contra-
dict the first meaning, for, within the moral approach of alchemy, the nigredo is
apreciseillustration of theinitial state of the soul before embarking uponitspath
of evolution and self-perfection (32).

Euphrates Specific geographical features sometimesform part of traditional
symbols; the river Euphrates is an example. It is the equivalent of the fluid
€osSMos passing across the material world (or Babylon) in the two directions of
involution and evolution (57). In abroad sense, theriver, and indeed every river
in the opinion of Heraclitus—without going into esoteric doctrine—is a symbol
of time or of the irreversible nature of processes as they move onward.

Eve A symbol of the material and formal aspect of life, of Natura naturans,
or mother-of-all-things (57). From the spiritual point of view, Eveistheinversion
of the Virgin Mary, or the mother-of-souls. Inversions of this order have some-
timesfound aparallel expression in the contrasting use of similar names, such as
Eros (the god of love) balanced against Ares (war, destruction and hate). This
antithesis between Eve and Our Lady has been examined by Antonio de Sousade
Macedo in his Eva y Ave o Maria triunfante.

Excrement Gubernatisin hisresearchintofolklore, and Freudinhiswork in
experimental psychology, have observed that what is almost worthless is often
associated with what is most valued. So, for example, we find in legends and
folktal es the surprising association between excrement and gold (31), arelation-
ship which occurs aso in alchemy, since the nigredo and the ultimate attainment
of the aurum philosophicum form the beginning and the end of the process of
transmutation. All this symbolism is contained within Nietzsche's phrase: ‘ Out
of the lowest the highest reaches its peak.’

Eye The essence of the question involved hereis contained in the saying of
Plotinus that the eye would not be able to see the sun if, in amanner, it were not
itself asun. Given that the sun isthe source of light and that light is symbolic of
theintelligence and of the spirit, then the process of seeing represents a spiritual
act and symbolizes understanding. Hence, the ‘divine eye’ of the Egyptians—a
determinative sign in their hieroglyphics called Wadza—denotes ‘ He who feeds
the sacred fire or the intelligence of Man’ (28)—Osiris, in fact. Very interesting,
too, is the way the Egyptians defined the eye—or, rather, the circle of theiris
with the pupil as centre—as the ‘sun in the mouth’ (or the creative Word) (8).
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René Magritte, the surrealist painter, has illustrated this same relationship be-
tween the sun and the mouth in one of hismost fascinating paintings. The posses-
sion of two eyes conveys physical normality and its spiritual equivalent, and it
followsthat the third eye is symbolic of the superhuman or the divine. Asfor the
singleeye, itssignificanceisambivalent: on the one hand it impliesthe subhuman
because it is less than two (two eyes being equated with the norm); but on the
other hand, given itslocation in the forehead, above the place designated for the
eyes by nature, it seems to allude to extra-human powers which arein fact—in
mythology—incarnated in the Cyclops. At the same time the eye in the forehead
is linked up with the idea of destruction, for obvious reasons in the case of the
single eye; but the same also applieswhen thereisathird eyein the forehead, as
with Siva (or Shiva). This is explained by reference to one of the facets of the
symbolism of the number three: for if three can be said to correspond to the
active, the passive and the neutral, it can also apply to creation, conservation and
destruction. Heterotopic eyes are the spiritua equivalent of sight, that is, of
clairvoyance. (Heterotopic eyes are those which have been transferred anatomi-
caly to various parts of the body, such as the hands, wings, torso, arms, and
different parts of the head, infigures of fantastic beings, angels, deitiesand so on.)
When the eyes are situated in the hand, for example, by association with the
symbolism of the hand they come to denote clairvoyant action. An excessive
number of eyes has an ambivalent significance which it isimportant to note. In
the first place, the eyes refer to night with its myriads of stars, in the second
place, paradoxically yet necessarily, the possessor of so many eyes is left in
darkness. Furthermore, by way of corroboration, let us recall that in symbolist
theory multiplicity isalwaysasign of inferiority. Such ambivalences are common
in the realm of the unconscious and its projected images. Instructive in this
connexion isthe example of Argus, who with all his eyes could not escape death.
The Adversary (Satan, in Hebrew) has been represented in a variety of ways,
among others, asabeing with many eyes. A Tarot card inthe Cabinet des Estampes
inParis(Kh. 34d), for instance, depictsthe devil asArguswith many eyesall over
his body. Another comparable symbolic device is aso found commonly in de-
monic figures: it consists of taking some part of the body that possesses, as it
were, a certain autonomy of character or which is directly associated with a
definite function, and portraying it as a face. Multiple faces and eyes imply
disintegration or psychic decomposition—a conception which lies at the root of

1 The Jungian idea is expressed as a pun. ‘Nifid® means both ‘daughter’ and * pupil (of the eye)’. The
phrase ‘Nifiade los ojos’ islike the English ‘apple of one's eye’, which gives something of the feel of
the pun.—Translator.



101 FAN

the demoniacal idea of rending apart (59). Finaly, to come back to the pure
meaning of the eyeinitself, Jung considersit to be the maternal bosom, and the
pupil its‘ child’.® Thusthe great solar god becomesachild again, seeking renova
tion at his mother’s bosom (a symbol, for the Egyptians, of the mouth) (31).

F

Fairies Fairies probably symbolize the supra-normal powers of the human
soul, at least in the forms in which they appear in esoteric works. Their natureis
contradictory: they fulfil humble tasks, yet possess extraordinary powers. They
bestow gifts upon the newly born; they can cause people, palaces and wonderful
things to appear out of thin air; they dispense riches (as a symbol of wisdom).
Their powers, however, are not simply magical, but arerather the sudden revela-
tion of latent possihilities. Because of this, it hasbeen possibleto link the legend-
ary ‘forgotten fairy’ with the Freudian ‘frustrated act’ (38). In amore traditional
sense, fairiesare, objectively, spinners of thread like the Parcag; they also appear
aswasherwomen. They have been varioudly called: White Ladies, Green Ladies,
Black Ladies; these are termswhich tie up with the epithets applied to mediaeval
knights—and for the samereason. Fairies are, in short, personifications of stages
in the development in the spiritual life or in the ‘soul’ of landscapes. Thus, in
Mesopotamia, they take the form of the Lady of the Plains, the Lady of the
Fountain and the L ady of the Water (or Damgalnunna). They are proneto sudden
and complete transformations, and they bear a certain resemblance to other mys-
tic beings such as sirens and lamias (in their evil aspects) (16).

Fall, The The Fall signifies the incarnation of the spirit. ‘Man’, observes
Jakob Béhme, in De signatura, ‘died, in so far as he was purely divine essence,
because his inner desires, bursting out from the inner fiery centre . . . tended
towardsexternal and temporary birth.’ Thus (in Evola stranscription), thedivine
essence or ‘inner corporeity’ (which nevertheless persists within Man) suffers
physica ‘death’.

Fan Its symbolic significance depends on the shape and size. The large
flabellatefanisrelated to air and wind, and isthe emblem of Chung-li Chuan, the
first of the Eight Chinese Immortals, who is said to have used it to revive the
spirits of the dead (5). A fan of this type is usually heart-shaped, and is some-
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times decorated with feathers. The feathers stress the association with aerial and
celestial symbolism asawhole. It isan attribute of rank among several Asian and
African peoples, and is still so used—with a cosmic significance—by the Pope
(41). The characteristic Western fan is of the folding type, and hence associated
with the phases of the moon, so that its symbolism relatesto imagination, change
and femininity. The changing pattern of phenomena, as shown in the rhythm of
moon-phases (non-being, appearance, increase, full being, decrease), isexpressed
in terms of erotic, allegorical fan-language. So is the Heraclitean conception of
perpetual flux. A fan is used in this latter sense by Max Ernst in one of his
paintings.

Farmer Among basic occupations, farming has avery special significance,
not only because its activities take place in the sacred world of seeds, buds,
flowersand fruits, but also becauseit followsthe cosmic order asillustrated in the
calendar. Cyclic sequences of terrestrial eventsfollowing the pattern of celestial
motions express a correlation which is fundamental to astrobiological thought.
Thefarmer isthereforethe guardian of agricultural rites, seeing out the‘old year’
and seeing inthe ‘new’. In spiritual terms, this means that the farmer appears as
the catalyst of the forces of regeneration and salvation, forces which join every
beginning to every end, forging links which bind time together, as well as the
successive seasons and renascent vegetation. Farming was essential not only for
the development of primitive economy but also for the emergence of a cosmic
consciousness in Man. Mircea Eliade puts it most aptly: ‘What Man saw in the
grain, what he learnt in dealing with it, what he was taught by the example of
seeds changing their form when they are in the ground, that was the decisive
lesson. . . One of the main roots of soteriological optimism was the belief of
prehistoric, agricultural mysticism that the dead, like seeds underground, can
expect to return to lifein adifferent form’ (17).

Farming SeeAgriculture.

Father Thefather-image, closely linked with the symbolism of the masculine
principle, corresponds to consciousness as opposed to the maternal implications
of the unconscious. The symbolic representation of the father is based upon the
Elements of air and fire, and also heaven, light, thunderbolts and weapons (56).
Just as heroism isaspiritual activity proper to the son, so dominion isthe power
peculiar to the father (17). Because of this, and also because he stands for the
force of tradition (32), he represents the world of moral commandments and
prohibitions restraining the forces of the instincts (31) and subversion.

Feather Whether singular or in groups, the feather symbolizesthewind and
the creator-gods of the Egyptian pantheon: Ptah, Hathor, Osiris and Amon (41).
Feathers correspond to the Element of air—to the realm of the birds (48). And,
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for the samereason, culturesin which aerial myths predominate, such asthose of
the American aborigines, make use of feathers as an essential feature of their
personal adornment. The feather head-dress of the Indian chief closely relates
him to the demiurgic bird. As a determinative sign in the Egyptian system of
hieroglyphs, the feather enters into the composition of such words as ‘empti-
ness, ‘dryness, ‘lightness’, ‘height’, ‘flight’ (19). According to St. Gregory,
feathers symbolize faith and contemplation, and the quill denotesthe Word (50).
The Egyptian sign for the quill signifies‘delineator of all things' (19), though it

Symbol of the fecundity of sacrifice: the cross bears fruit
(after an engraving dated 1512).
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may be that this sign really represents a cane-leaf; however, the meaning turns
upon the function rather than the material.

Fecundity In allegories, fecundity is usually represented by the poppy
plant, because of its prodigious number of seeds; but it is also symbolized by a
grain of barley, and by the bull, the hare and the rabbit (8).

Fertility Symbols of fertility are: water, seeds, phallic shapes. Granet re-
countsthat, in China, the conjugal bed used to be placed in the darkest corner of
the room, where the seeds were kept and above the spot where the dead were
buried. Eliade maintainsthat the respectiverites pertaining to forebears, harvests
and the erotic life are so closely related to each other that it is impossible to
distinguish between them (17). In Indian ritual, grains of rice serve to represent
the seed of fertility (17).

Fibula Thefibula—or clasp—isaminimal form of shield, and, likethe belt,
a symbol of virginity. In this sense it has found its way into many legends,
especialy in the Kalevala (38).

Fields Inthe widest sense, they signify spaciousness or limitless potentiali-
ties. Into this category come the Uranian gods such as Mithras, called ‘the Lord
of the Plains'. As lord of the sky, he has the task of conducting souls on their
return to heaven (11), like other psychopomps such as Mercury.

Fight All combatsarethe expression of aconflict of some sort. A great many
fights, dances and simulacra are rites, or the vestiges of rites, which express
situations of conflict. In Sweden, according to Eliade, combats are enacted on
horseback by two sets of riders personifying winter and summer. Usener ascribed
asimilar meaning to the combat between Xanthos and Melanthos—the fair one
and the dark one. On the other hand, the struggle may correspond to the primor-
dial, cosmogonic sacrifice, such asthe sacrifice of Tiamat (or Tiawath) by Marduk.
Struggles between the gods of vegetation and of drought (such as Osiris and Set)
or between good and evil (Ahuramazda and Ahriman or Angramainyu, for ex-
ample) modify the plane of conflict accordingly. Broadly speaking, thestruggleis
that of generation or involves antithetically opposed elements (17). For our part,
we would suggest that the combats of Roman gladiators reflected an ancestral,
mythic and symbolic background with the retiarius (or net-fighter) as the coun-
terpart of Neptune and Pisces (symbolic of the celestial ocean, and the all-em-
bracing god armed with the trident, as a sign of triple power, and with the net);
likewise, the mirmillo was Cancer (the sun, or the son armed with a sword).

Figures The representational shape of figuresis always of a piece with the
object, or being, to which they allude. Symbolically speaking, acock isthe same
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thing asitsfigure whether painted, engraved or sculpted. When the figureisthat
of aliving being, this being provides the predominant sense, although secondary
meanings may be derived from the colour, the form, etc. When the figures are
geometric, or when they represent architectural masses, it isagain the symbolism
of form which comesinto play. Schematic figures—marks, signs, tattoos, engrav-
ings, prehistoric or primitiveinscriptions, magic alphabets, etc—areall related to
graphic symbolism, which is founded in the main upon space, number and geo-
metric form. Given the analogy, the possible similarity or inner connexion be-
tween Man’sworks and those of his Creator, invented figures—cultural symbols
or instruments—are always related to the natural figures which resemble them.
Symbolic or mythicideas which reveal someinfluence, resemblance or reminis-
cenceof anatural form or figure, acquirethereby powerful symbolicimplications.
So, for example, the head of Medusa and the octopus; the swastika and the
starfish; the double-bladed axe and the hawk in flight.

Fire The Chinese, in their solar rites, utilize atablet of red jade, which they
call Chang; it symbolizesthe Element of fire (39). In Egyptian hieroglyphics, fire
is aso related to the solar-symbolism of the flame, and associated in particular
with the concepts of life and health (deriving from the idea of body-heat). It is
also alied with the concept of superiority and control (19), showing that the
symbol had by this time developed into an expression of spiritual energy. The
alchemists retained in particular the Heraclitean notion of fire as ‘the agent of
transmutation’, since al thingsderivefrom, and returnto, fire. It isthe seed which
is reproduced in each successive life (and is thereby linked with the libido and
fecundity) (57). In this sense as a mediator between forms which vanish and
formsincreation, fireis, likewater, asymbol of transformation and regeneration.
For most primitives, fire was ademiurge emanating from the sun, whose earthly
representative it was; henceit isrelated on the one hand with theray of light and
the lightning (35), and, on the other, with gold. Frazer lists many ritesin which
torches, bonfires, burning embersand even ashesare considered capable of stimu-
lating the growth of the cornfields and the well-being of man and of animals.
However, anthropological research has furnished two explanations of the fire-
festival (as it persists today in the Valencian bonfires on the night of St. John,
fireworks and the illuminated Christmas tree): on the one hand, there is the
opinion of Wilhelm Mannhardt, to the effect that it isimitative magic purporting
to assure the supply of light and heat from the sun, and, on the other, the view of
Eugene Mogk and Edward Westermarck that it has as its aim the purification or
destruction of the forces of evil (21); however, these two hypotheses are not
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opposing but complementary. The triumphant power and the vitality of the
sun—nby analogy, the spirit of the shining Origin—is tantamount to victory over
the power of evil (theforcesof darkness); purification isthe necessary sacrificial
means of achieving the sun’striumph. Marius Schneider, however, distinguishes
between two kinds of fire, depending upon their direction (or their function): fire
asin the axisfire-earth (representing eroticism, solar heat and physical energy),
and fire of the axis fire-air (linked with mysticism, purification or sublimation,
and spiritual energy). Thereisan exact parallel here with the ambivalent symbol-
ism of the sword (denoting both physical destruction and determination of spirit)
(50). Fire, in consequence, isan image of energy which may befound at thelevel
of animal passion aswell ason the plane of spiritual strength (56). The Heraclitean
ideaof fireastheagent of destruction and regenerationisreproduced inthe Indian
Puranas and in the Apocalypse (27). Gaston Bachelard recalls the alchemists
concept of fire as ‘an Element which operates in the centre of all things', as a
unifying and stabilizing factor. Paracel sus demonstrated the parallel between fire
and life, pointing out that both must feed upon other livesin order to keep alive.
To steal fire like Prometheus, or to give onesdlf up to fire like Empedocles, are
two concepts which point to the basic dualism of the human predicament. The
middleway liesin the comfortabl e solution of simply making material use of the
benefits of fire. But fireis ultra-life. It embraces both good (vital heat) and bad
(destruction and conflagration). It implies the desire to annihilate time and to
bring al thingsto their end. Fireisthe archetypal image of phenomenain them-
selves (1). To passthrough fireis symbolic of transcending the human condition,
according to Eliadein Myths, Dreams and Mysteries (London, 1960).
Fire-water Fire-water, like other alcoholic liquors, is a coincidentia
oppositorum (water and fire) and is therefore related to noumena and to the
hermaphrodite. Alcoholism, therefore, may bereckoned an attempt at conjunctio.
Fish In broad terms, the fish is a psychic being, or a ‘ penetrative motion’
endowed with a ‘heightening’ power concerning base matters—that is, in the
unconscious. Because of the close symbolic relationship between the seaand the
Magna Mater, some peoples have held the fish to be sacred. There were some
Asiatic rites that embraced fish-worship, and priests were forbidden to eat it. As
Jung has pointed out, the son of Atargatis (Ashtart or Astarte) was named I chthys
(31). Schneider notesthat the fish isthe mystic Ship of Life, sometimesawhale,
sometimesabird, and at other timessimply afish or aflying fish, ‘but at all times
it isthe spindle spinning out the cycle of life after the pattern of the lunar zodiac’
(50). That is to say, the fish incorporates a variety of meanings, reflecting the
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many essential facets of its nature. Schneider also mentionsthat for some people
thefish hasaphallic meaning, whereasfor othersit hasapurely spiritual symbol-
ism. In essence, the character of the fish istwofold: by reason of its bobbin-like
shape, it becomesakind of ‘ bird of the nether regions', symbolic of sacrificeand
of the relationship between heaven and earth. On the other hand, by virtue of the
extraordinary number of its eggs, it becomes a symbol of fecundity, imparting a
certain spiritual sense (50). In thislast senseit isfound among the Babylonians,
the Phoenicians, the Assyrians (4) and the Chinese (5). There are some fish that
have a secondary significance because of their peculiar characteristics: for in-
stance, the sword-fish is associated with the unicorn (32). The Chaldaic peoples
used to portray the figure of afish with the head of a swallow, as a harbinger of
cyclic regeneration, an idea directly related to the symbolism of Pisces, the last
sign of the Zodiac (40) (Plate1X). The fish became a primitive Christian symbol,
principally on the basis of the anagram drawn from the namefor fish: ichthys, the
initials standing for ‘I-n6ov? X-pi6to? O-Eov Y-io? E-wtnp. Then it cameto be
taken asasymbol of profound life, of the spiritual world that lies under theworld
of appearances, the fish representing the life-force surging up.

Fish, Cosmic Like the whale and the primordial monster, the cosmic fish
symbolizes the whole of the formal, physical universe. The most striking ex-
ample of this symbol is afforded by the splendid Scythian fish, made of gold,
which was part of the Vettersfelde treasure, and which is now in the Museum of
Berlin. The cosmic fish can take two different but complementary symbolic
forms: The first and more frequent is simply narrative and spatial, for on the
upper part of its body, above aheavily marked horizontal line, are four beings of
the ‘ superior stage' —mammals (apparently they are astag, ahorse, aboar and a
leopard). Below this line are beings of the ‘lower stage'—those of the deeps
(fishes and sirens). The second symbolic aspect is the product of morphological
collation, based upon paraidolias: so, for instance, the two branches of the tail,
reminiscent of two necks, constitute two sheep’s heads, while in the middle of the
tail thereis an eagle spreading out its wings to form an anal ogous shape. Its eye
comesto resemble an octopus, as much inits shape asin theimplied comparison
betweenthe‘grasping’ tentaclesand the potentiality for ‘ grasping’ objects appar-
ent in its gaze. This golden fish, then, is a symbol of the progress of the world
acrossthe seaof ‘unformed’ realities (or of worlds dissolved or yet unformed, or
of the primordial sess).

Fisher King He belongs to the legend of the Grail. According to Marx, in
Nouvelles Recherches sur la Littérature Arthurienne, this réle of the mythical
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monarch relates him to the apostles or fishermen of the Sea of Galilee. In Robert
de Boron’s work on this theme, the Fisher King becomes the Rich Fisherman,
which Marx regards as confirmation of the thesis. Fishing, symbolically, is not
just ‘fishing for men’ but casting the bait into the depths of one’s own inmost
nature in order to reach the gnosis.

Fishing ‘The path of the Grail was marked by a number of miracles; one of
the brothers was called Brous and was also known as “the rich fisherman” be-
cause he had succeeded in catching afish with which he had satisfied the hunger
of al round him. Peter iscalled “thefisher of men” and the fish becomesasymbol
of Christ.” Thisfragment of legend, taken from Waldemar Vedel, affords a clear
explanation of the mystic sense of fishing and the fisherman, a sense which has
been corroborated by all students of mythology and anthropology, Schneider
among them. Fishing amountsto extracting the unconscious elementsfrom deep-
lying sources—the ‘elusive treasure’ of legend, or, in other words, wisdom. To
fish for soulsisquite simply amatter of knowing how to fish in the soul. Thefish
is a mystic and psychic animal that lives in water (and water is symbolic of
dissolution and, at the sametime, of renovation and regeneration). Thefisherman
is able—like the doctor—to work upon the very sources of life because of his
knowledge of these founts. This is how it comes about that Parsifal meets the
King of the Grail as afisherman.

Flag Historically speaking, theflag or banner derives from totemisticinsig-
niaasfound in Egypt and, indeed, in most countries. The Persians carried gilded
eagleswith outstretched wings on top of long poles; the Medes, three crowns; the
Parthians, a swordblade; the Greeks and Romans had signa, standards and ban-
ners. Theimportant point about all these symbolsis not the kind of figure used,
but the fact that it is aways placed at the top of a pole or mast. This raised
position is expressive of akind of imperious exaltation, or thewill to ‘ heighten’
the spiritual significance of the figure or animal by raising it above the normal
level. Fromthisisderived the general symbolism of the banner asasign of victory
and self-assertion (22).

Flame There are certain significant points of contact between the flame and
light. For Bachelard, the flame symbolizestranscendenceitself (1), whereaslight
signifiesthe effect of thetranscendental upon the environment. Headdsthat ‘ The
alchemist attributed the value of gold to the fact of its being areceptacle for the
Element of fire (the sun); the quintessence of goldisfire. The Greeksrepresented
the spirit as agust of incandescent air’ (1).
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Fleur-de-lis An heraldic flower, non-existent in nature, which has been a
symbol of royalty from the earliest times (46). As an emblem, its base is an
inverted triangle representing water; aboveit isacross (expressing ‘ Conjunction’
and spiritual achievement), with two additional and symmetrical leaveswrapped
round the horizontal arm; the central armis straight and reaches up heavenwards,
the symbolism being self-evident (59). During the Middle Ages the lis was re-
garded as an emblem of illumination and as an attribute of the Lord (4).

Flight The symbolism of flight comprises a variety of elements. The most
basic derives from the pleasurable sensation of movement in a medium that is
more subtle than water and unfettered by gravity. But, this apart, flying implies
raising oneself and istherefore closely connected with the symbolism of level, not
only in connexion with moral values but also with the notion of superiority
applied to other qualities, such as power or strength. Diel has pointed out that the
importance of the ‘rise and fall’ image—as illustrated in the myth of Icarusin
particular—is corroborated by a great many authors (15). And Bachelard has
observed that ‘of all metaphors, only those pertaining to height, ascent, depth,
descent and fall are axiomatic. Nothing can explain them but they can explain
everything.” Flight has also been conceived as the ‘transcendence of growth’.
According to Toussenel, in Le Monde des oiseaux, ‘we envy the bird his good
fortune and endow with wings the object of our love, for we know by instinct
that, in the sphere of complete happiness, our bodies will enjoy the power to
wheel through space asthe bird fliesthrough theair’ (3). Flight isrelated to space
and light; psychologically it isasymbol of thought and of imagination.

Flocks A traditional symbol for the forces of the cosmos, expressive of a
statewhichisneither chaotic nor yet completely ordered (the ordering of chaosis
symbolized by the bundle or sheaf). Flocks bear an analogy with constellations
and certain stellar groups, since the moon is symbolically a shepherd—at least,
thisistrue of some mythologies. But, at the sametime, aflock impliesmultiplic-
ity—whichisanegative quality (40)—and the collapse of aforce or an objective.

Flogging |n ancient thought, blows, flogging and flagellation do not signify
punishment (i.e. vengeance or deterrence) but purification and encouragement.
The Arcadian custom of flogging the effigy of Pan when the hunters came back
empty-handed was intended to cast out the inhibiting powers (21). In many rites
all over the world, flogging is considered necessary to restore possessed or be-
witched individuals and, in general, to deal with all situationsimplying physical
or spiritual impotence (51).
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Flower Different flowers usualy have separate meanings, but, as so often
happens, flower-symbolismisbroadly characterized by two essentially different
considerations: the flower in its essence, and the flower in its shape. By itsvery
nature it is symbolic of transitoriness, of Spring and of beauty. The sixth of the
‘Eight Immortals’ of China, Lan Ts ai-ho, is generally depicted clad in blue and
carrying abasket of flowers; it issaid that he was given to singing of the brevity
of life and the ephemeral nature of pleasure (5). The Greeks and Romans, at all
their feasts, always wore crowns of flowers. And they would strew flowers over
the corpses as they bore them to the funeral pyre and over their graves (not so
much as an offering as an analogy) (8). We have, then, another example of an
antithetical symbol, like the skeleton which the Egyptians would bring to their
banquets, as a reminder of the reality of death and as a stimulus towards the
enjoyment of life. Now, because of its shape, the flower is an image of the
‘Centre’, and hence an archetypal image of the soul (56). ‘ Celestial flower’ isthe
name given to ameteorite or ashooting star by the alchemists (57), and the flower
was, for them, symbolic of the work of the sun (32). The significance would be
adapted according to the colour of the flower. So, for example, orange or yellow-
coloured flowersrepresent areinforcement of the basic sun-symbolism; red flow-
ers emphasize the relationship with animal life, blood and passion. The ‘blue
flower’ isalegendary symbol of theimpossible, andis probably an alusiontothe
‘mystic Centre’ asrepresented by the Grail and other such symbols. The ‘ golden
flower” isafamous parallel in Chinese mysticism, anon-existent flower whichis
aso spoken of in achemy; in the Epistola ad Hermannum Arch. Coloniensem
(Theatr. Chem. 1622) it is given the name of ‘the sapphire-blue flower of the
Hermaphrodite’ (32).

Flute The basic meaning of the flute corresponds to erotic or funerea
anguish. The complexity of its symbolism derivesfrom the fact that, if, by virtue
of itsshape, it seemsto have aphallic significance, itstoneis neverthel essrelated
toinner, feminineintuitive feeling (that is, to theanima) (50). It isalso related to
the cane and to water.

Fool, The The final enigma of the Tarot, distinguished from the others
because it is un-numbered—all the rest are given numbers from 1 to 21; the
significance of thisis that the Fool isto be found on the fringe of al orders and
systems in the same way as the Centre of the Wheel of Transformations is
‘outside’ movement, becoming and change. Thisvery fact isinitself apointer to
the mystic symbolism of the Fool, asit istouched uponin the Parsifal legend and
others. This figure on the Tarot card is dressed in a costume of many colours
denoting the multiple or incoherent influences to which he is subject. The red
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colour tends to orange, indicating—and this is unequivocal—the colour of the
essential fire within him. He carries a bag at the end of his staff, this being
symbolic of themind and its burden. A white lynx isshownin the act of biting his
left calf (Ieft being the unconscious side), signifying what remains of his lucid-
ity—that is, his remorse. But this does not deter him, rather does it urge him
onward towards the background where may be seen an overturned obelisk—a
solar symbol and also symbolic of the Logos—and a crocodile about to devour
what must be returned to chaos. Thereis nothing definite to suggest that the Fool
cannot be saved: on the contrary, his predicament, as we have described it, is
balanced by the presence of asmall, purple-coloured tulip (expressive of active
spirituality) and agold belt adorned with twelve plagues alluding to the Zodiac.
This Tarot enigma corresponds, in short, to the irrational, the active instinct
capable of sublimation, but related at the same time to blind impulse and the
unconscious (59). For Schneider, the mythic and legendary Fool isclosely related
to the clown. In their medicinal ceremonies and rites, doctor and patient ‘act
mad’, and, through frenzied dancing and ‘ extravagances’, they try to invert the
prevailing evil order. Thelogic of the processis clear enough: when the normal or
conscious appears to become infirm or perverted, in order to regain health and
goodnessit becomes necessary to turn to the dangerous, the unconscious and the
abnormal (51). Further, the Fool and the clown, as Frazer has pointed out, play
the part of ‘ scapegoats’ in theritual sacrifice of humans.

Foot Inall probahility, thefoot isto be taken as an ambivalent symbol. For
Jung, it iswhat confirms Man’s direct relationship with the reality of the earth,
and he considers that it is frequently phallic in significance (31). Ania Teillard
points out that, like the hand, it is an essential part of the body and the support
of one'sentire person; she recallsthat in the mythology of anumber of countries
the rays of the sun are compared with the feet, as witness the figure of the
swastika (56). But Diel makes the revolutionary assertion that the foot is a
symbol of the soul, possibly because it serves as the support of the body in the
sense of keeping man upright. He quotes examples which show that, in Greek
legends, lameness usually symbolizes some defect of the spirit—some essential
blemish. Jung corroborates this, observing that Hephaestus, Wieland the Black-
smith and Mani all had deformed feet (31). May it not be that certain talents are
givento mento compensate for somephysical defect? Schneider hasindicated the
heel as the ‘area of vulnerability and of attack’ in the foot. It is the heel that
scotches the serpent or that is wounded by it (as with Achilles, Sigurd, Krishna)
(50). According to Aigremont, ‘the shoe, like the foot and the footprint, has also
a funereal implication. In a sense, a dying man “is going away”. There is no
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evidence of his going away save his last footmarks. This sombre symbolism is
illustrated, possibly, in the monuments characteristic of the Roman Empire, and,
beyond question, in primitive Christian art. . . .” (And aso, we might add, in
Gothic art. The passage is quoted by Stekel.)

Footprints Footprints symbolize the way of gods, saints or demonic spirits,
etc. There arefootprints of Buddhaand Vishnu all over India. Kiihn, in The Rock
Pictures of Europe, says that the footprints of the Virgin Mary may be seenina
chapel in Wirzburg; and the footprints of Christ in a hermitage in Rosenstein,
Swabia

Footwear A sign of liberty amongst the ancients, since slaves walked bare-
foot (46). Its symbolic meaning is linked with that of the foot, from which it
acquiresits genera symbolic characteristics. Given the triple symbolism of the
foot—(1) phallic according to the Freudians, (2) symbolic of the soul according to
Didl, and (3) signifying, in our opinion, the relationship as well as the point of
contact between the body and the earth—it follows that footwear partakes of all
three potentialities, together with the general symbolism of level.

Ford Thisisan aspect of threshold-symbolism (g.v.), denoting the dividing-
line between two states or two forms of reality, such as consciousness and
unconsciousness, or waking and sleeping. Jung has drawn attention to the highly
interesting fact that, in the exploits of Hiawatha, hisvictimsare nearly alwaysin
thewater or closetoit. Every animal that rises out of aford is arepresentation of
theforces of the unconscious, like some demonic being or metamorphosed magi-
cian(31).

Forest Within the general symbolism of landscape, forests occupy anotable
place, and are often found in myths, legends and folktales. Forest-symbolism is
complex, but it is connected at all levels with the symbolism of the female prin-
ciple or of the Great Mother. The forest is the place where vegetable life thrives
and luxuriates, freefrom any control or cultivation. And sinceitsfoliage obscures
thelight of the sun, it istherefore regarded as opposed to the sun’s power and as
a symbol of the earth. In Druid mythology, the forest was given to the sun in
marriage (49). Since the female principle is identified with the unconscious in
Man, it follows that the forest is also a symbol of the unconscious. It is for this
reason that Jung maintains that the sylvan terrors that figure so prominently in
children’s tales symbolize the perilous aspects of the unconscious, that is, its
tendency to devour or obscure the reason (31). Zimmer stresses that, in contrast
with the city, the house and cultivated land, which are all safe areas, the forest
harboursall kinds of dangers and demons, enemiesand diseases (60). Thisiswhy
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forests were among the first places in nature to be dedicated to the cult of the
gods, and why propitiatory offerings were suspended from trees (the tree being,
in this case, the equivalent of asacrificial stake) (8).

Fossil Broadly, its symbolic significance corresponds to that of the stone,
but, because of its ambivalent character, it embraces the concepts of time and
eternity, life and death, the evolution of species, and their petrification.

Fountain (or Source) Intheimage of theterrestrial Paradise, four riversare
shown emerging from the centre, that is, fromthefoot of the Tree of Lifeitself, to
branch out in the four directions of the Cardina Points. They well up, in other
words, from acommon source, which therefore becomes symboalic of the‘ Centre’
and of the‘ Origin’ in action. Tradition hasit that thisfount isthe fons juventutis
whose waters can be equated with the * draught of immortality’ —amrita in Hindu
mythology (25). Hence it is said that water gushing forth is asymbol of thelife-
force of Man and of al things (57). For this reason, artistic iconography very
frequently usesthe motif of the mystic fount; itisalso to befoundin Mithraism—
a Pannonian votive inscription reads: fonti perenni (31). There can be no doubt
that its significance asthe mystic ‘ Centre’ isconfirmed and reinforced whenitis
portrayed in architectural plans: whether in the cloister, the garden or the patio,
the fountain occupies the centre position, at least in the majority of architectural
works built during periods within the symbolist tradition, asin Romanesque or
Gothic edifices. Furthermore, the four rivers of Paradise are denoted by four
paths which radiate out from the region of the cloister towards a clear space,
circular or octagonal in shape, which formsthe basin of thefountain; thisbasinis
usually shaped, again, likeacircle or an octagon, and sometimesthereisadouble
basin. Jung has devoted much timeto the study of fountain-symbolism, specially
in so far asit concerns alchemy, and, in view of how much lies behind it, heis
inclined to the conclusion that it is an image of the soul asthe source of inner life
and of spiritual energy. Helinksit also withthe ‘land of infancy’, the recipient of
the precepts of the unconscious, pointing out that the need for this fount arises
principally when theindividua’slifeisinhibited and dried up (32). The Jungian
interpretation is particularly apt when the symbol concerns a fountain centrally
placed in a garden, the central area then being a representation of the Selbst or
individuality. He mentions as examples: the ‘fountain of life' of the Florentine
Codex Spherae, and the Garden of Delight painted by Hieronymus van Aecken
(Bosch). He observesthat thefountain, in the enclosed garden inthe Ars Symbolica
of Bosch (1702), signifies strength in adversity, and that the central areamay be
regarded as atemenos (ahallowed area) (32) (Plate X).
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Fox A common symbol for the devil during the Middle Ages, expressive of
base attitudes and of the wiles of the adversary (20).

Fracture Ingeneral, any state of matter or of form carriesaliteral symbolism
which simply transposes to the mental, spiritual or psychic world the corre-
sponding physical phenomenon. One can see aclear illustration here of the par-
allel between the two realms of the visible and the invisible. Naturally, the sym-
bolic significance of the object is broadened in consequence. So, for example, a
broken column takes its significance from the idea of fracture rather than the
notion of the column as such—symbolically, it is the precise equivaent of the
stunted tree. Charred wood, rusty iron, lichencovered rocks arerepellent to people
of a certain temperament while the same things are attractive to others of a
romantic nature precisely because they symbolize the * conjunction of opposites
or theinterplay of positive and negative forces. A fracture may reach the stage of
absol ute destruction when it becomes symbolic of spiritual ruin or death, asinthe
case of The Fall of the House of Usher by Poe. Giorgione, in his mysterious
painting of The Storm, portrays two broken columns on a pedestal, which, ac-
cording to the Freudian interpretation, would signify acritical sexual conflict. But
wewould rather interpret the picture asan illustration of the break-up of aunified
whole (as symbolized by the number two), and thisinterpretation would seem to
be confirmed by the fact that the man is separated spatially from the woman: he
isin the left foreground of the painting in an attitude expressive of wandering,
with the woman on the right, a stream flowing between them, and a flash of
lightning, together with two columns, above. Thus, all physical fragmentation is
symbolic of destruction and disintegration. Nevertheless, there areinstanceswhen
the break-up may be positivein character in that it symbolizes a possible way of
escape. The Roman Flamen Dialis was not permitted to wear knots in any part
of his garments, nor any bangle that was not split (21). The knots and bangles,
bands or necklaces would here symbolize the various kinds of bondage that the
priest had to rise above (Plate X1).

Frog Thefrog represents the transition from the Element of earth to that of
water, and vice versa. This connexion with natural fecundity is an attribute de-
rived from itsamphibious character (50), and for the samereasonitisalso alunar
animal; there are many legendswhich tell of afrog onthe moon, and it figuresin
many rites invoking rainfall (17). In Egypt, it was an attribute of Herit, the
goddess who assisted Isis in her ritua resurrection of Osiris. The little frogs
which appeared in the Nile a few days before it overflowed its banks were,
therefore, regarded as heralds of fertility (39). According to Blavatsky, the frog



115 GARGOYLES

was one of the principal beings associated with the idea of creation and resurrec-
tion, not only because it was amphibious but because of its alternating periods of
appearance and disappearance (phases which likewise characterise al lunar ani-
mals). Frog-godswere once placed upon mummiesand theearly Christiansincor-
porated them into their symbolic system (9). The toad is the antithesis of the
frog, as the wasp is of the bee. Jung rounds off all this with his comment that,
given its anatomy, the frog, more than any other of the cold-blooded animals,
anticipates Man; And AniaTeillard recallsthat in the centre of his picture of The
Temptation of St. Anthony, Bosch places a frog, with the head of a very aged
human being, poised upon a platter held up by a Negress. Here it represents the
highest stage of evolution. Hence, the frequency of the ‘transformation of prince
intofrog’ inlegendsand folktales (56).

Fruit Equivalent totheegg, intraditional symbolism, for in the centre of the
fruit isthe seed which representsthe Origin (29). Itisasymbol of earthly desires.

G

Garden The garden isthe place where Nature is subdued, ordered, selected
and enclosed. Hence, it is a symbol of consciousness as opposed to the forest,
which isthe unconscious, in the sameway astheisland is opposed to the ocean.
At the same time, it is afeminine attribute because of its character as a precinct
(32). A garden s often the scene of processesof * Conjunction’ or treasure-hunts—
connotations which are clearly in accord with the general symbolic function we
have outlined. A more subtle meaning, depending upon the shape and disposition,
or thelevelsand orientation, of the garden, isonewhich correspondsto the basic
symbolism of landscape (q.v.).

Gargoyles Fabulousanimalsand monsters maketheir appearancein mediae-
val religious art as symbols of the forces of the cosmos, or as images of the
demoniacal and dragon-infested underworld; in the latter case they are captive
animal s—prisoners under the sway of a superior spirituality. Thisis shown by
their position in the hierarchy of the ornamentation: they are aways subordi-
nated to angelic, celestial images (16). They never occupy the centre.
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Garland It has been said (37) that everything in the universeislinked asin
agarland; the observation may serve as a pointer to the actual symbolic signifi-
cance of the garland. It isrelated to the grotesque, to the rosette, to string and all
other tokens of bonds or connexion. The uses to which the garland has been put
provide us with further definitions of its symbolism. The ancients would hang
them at the entrance to their temples on feast-days, as a symbol of fellowship;
and they used also to crown their captiveswith them (8). Here, asaso in the case
of the crowns worn by the guests at Egyptian, Greek and Roman banquets, it is
the symbolism of the flower which prevails (signifying ephemeral beauty and the
dualism or life and death).

Gazelle Thisanimal is an emblem of the soul. From Primitive timesit has
been depicted in iconography in flight from—or in the jaws of—a lion or a
panther. It symbolizes the persecution of the passions and the aggressive, self-
destructive aspect of the unconscious.

Gemini, The Asthe third sign of the Zodiac, these heavenly twins take on
the general significance of all symbolic twins (in that they are both divine and
mortal, black and white), but the Gemini acquire the additional significance of a
characteristic phase of the cosmic process as symbolized in the Wheel of Trans-
formations: the moment, that is to say, in which pure creative force (Aries and
Taurus) is severed into two parts, in such away that one side of the dualismis

Zodiacal sign of
the Gemini

elevated but the other descendsinto the multiplicity characteristic of phenomena.
The pillars of Hermes, or those of Hercules, or the so-called Jachin and Boaz
columns of the Cabala, are all symbols deriving from the great myth of the
Gemini. In the zodiacal symbolism, the third sign isthat of the objectivized and
reflected intellect (40). Marius Schneider has made a profound study of the
Gemini-mythin megalithic culture, showing that it hastwo tendencies, onewhite
and the other black; one creates, the other destroys; both these characteristicsare
indicated by the arms of each of the Twins, which, in landscape symbolism, are
identical with the river of youth and the river of death. The Gemini represent
creative Nature (Natura naturans) and created Nature (Natura naturata), and this
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duality is sometimes illustrated in tales by a being that wears a mask, or by a
Protean being capable of turning into a giant, aman or an animal. In medicinal
rites, the Gemini, by virtue of their double but constant nature, are both the
doctor and—more particularly—the invalid, as is borne out in legend and in
myth—the Parsifal story, for example (Jean Arthur Rimbaud unknowingly al-
luded to this duality when he remarked that the poet is both the great invalid and
the seer) (51). At times, two different conceptions of the Gemini can be distin-
guished (as in the parallel myth of the primordial and androgynous being): the
‘Heavenly Twin’, expressive of opposites, fused together and integrated into
Oneness (represented by the spherical or perfect being); and the * Earthly Twin’
displaying the break, the split (as in two-headed Janus, or triform Hecate, etc.),
that is, opposites in conflict or at least in dissidence. There is a third aspect,
whichisthat of theindividuation or splitting of the‘double being’, but thishasto
do with the existential order and not the mythic. As a result of the dynamic
tendencies of all contradictions (white tends towards black, night seeks to be-
come day, the evil man aspires to goodness, life leads to death), the world of
phenomenabecomes asystem of perpetud inversions, illustrated, for example, in
the hour-glass which turns upon its own axisin order to maintain itsinner move-
ment: that of the sand passing through the central aperture—the ‘focal point’ of
its inversion. The Gemini, in essence a symbol of opposites, is, in its dynamic
aspect, then, asymbol of Inversion. According to the megalithic conception—and
herewe arefollowing Schnel der—the mountain of Mars (or Janus) which risesup
asamandorlaof the Gemini isthelocal e of Inversion—the mountain of death and
resurrection; the mandorlaisanother sign of Inversion and of interlinking, foritis
formed by the intersection of the circle of earth with the circle of heaven. This
mountain has two peaks, and every symbol or sign alluding to this ‘ situation of
Inversion’ is marked by duality or by twin heads. Two-headed eagles and cocks
are aso to be found in this context, the general symbolism of which is that of
alternating contradiction; positive/negative, or low/high-pitched. All these are
symbols of the harmonious ambiguity of ‘thesis and antithesis, paradise and
inferno, love and hate, peace and war, birth and death, praise and insult, clarity
and obscurity, scorching rocks and swamps, surrounding the fountains and wa-
ters of salvation. Here, gay matters are discussed in grave tones, and the most
tragic events are joked about’ (50). If this cosmic situation were worked out in
psychological terms, it would mean that the ‘zone of contradiction” would be-
come the threshold of unifying and unified mysticism. This would explain the
abundance of contradictory epithetsin the most sublime poetry, and the extraor-
dinary richness of paradox in the deepest thinkers, such as Lao-Tse. Also corre-
sponding to the mystery of the Gemini is the morphological fact that in every
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individual object there are two forma components, one varying, the other un-
varying. In other words, one of itsfaces bespeaksitsindividuality, the other links
it with its species (Plate XII).

Giant Thedeepest and most ancient meaning of the myth of thegiant alludes
to the supposed existence of an immense, primordial being, by whose sacrifice
creation was brought forth. This cosmogonic myth was very common among
primitive and ancient peoples, and it shows how rites involving the sacrifice of
humans are an attempt to revive theinitial sacrifice and to resuscitate the cosmic
forces or to reawaken, at least, their favourable proclivities (17). Now, the giant
is, in himself, neither good nor bad, but merely aquantitative amplification of the
ordinary; hence, as the case may be, there are some legendary giants who are
protectors and others who are aggressive. This sense of the giant as ‘that which
surpasses human stature (here symbolic of power and strength), is also indica-
tive of the broad significance of the giant. He may be an image of the ‘ Terrible
Father’, arising from childhood memories—children seetheir parentsas giants—
or an image of the unconscious, the ‘dark side’ of the personality menacing the
Jungian Selbst (21), etc. It isinteresting to notethat in folklorethe giant istutelar
in character: heis usually the defender of the common people against the over-
lord, upholding their liberties and rights. Without generalizing, oneimplication of
the giant may be said to be the personification of collective Man—asimplied in
themaxim ‘ united we stand’—or of thelife of acommunity (16). But the general
myth of thegiant isfar from being confined to this specialized meaning. In nearly
al symboalic traditions, he tends to appear as an outcropping of the marvellous
and theterrible, even though he always has a certain quality of theinferior or the
subordinate about him. The Bible refersto Goliath and to Og, king of Bashan at
thetime of the exodus (46). Samson has certain characteristics of the giant. Inthe
West, Bodo, Rilbezahl, Geryon, Gargantua and Hercul es are the most significant
in gigantomachy; in Greek tradition, there are the Titans and the Cyclops. Chris-
tian tradition has often seen Satan as a giant (50). The tragic hero is intimately
linked with the giant, although, at times, ininverserelation as hisadversary (60).
Frazer describes the numerous cases in which giant figures in wood or wicker-
work were set fireto during midsummer festivals, comparablewith the Valencian

fallas (or bonfires). The ancients would fill these figures with animals and even
live men, who were burnt with the effigy. They were considered as representa-
tives of the spirit of vegetation, or of the god sacrificed to the world—which
brings us back once again to our cosmogonic interpretation. The giant may be a
symbol of ‘everlasting rebellion’, of the forces of dissatisfaction which grow
within Man and determine his history and his destiny; it may, that isto say, bea
symbol of the Universal Man (Adam Kadmon, 21). Now, according to Jungian
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psychology, the giant’'s essence—or his appearance, rather—seems to corre-
spond to the father-symbol, representing the spirit that withstands the instincts,
or asthe guardian of thetreasure (that is, the mother—the unconscious), inwhich
caseit isidentical with the dragon-symbol. Reviewing all this, Jung quotes the
example of Humbaba, the guardian of the garden of Ishtar in the Gilgamesh epic
(32).

Globe Thesphereisawhole, and henceit underliesthe symbolic significance
of all those images which partake of this wholeness, from the idea of the mystic
‘Centre’ (56) to that of the world and eternity (8), or, more particularly, of the
world-soul (4). In neoplatonic philosophy, the soul is explicitly related to the
shape of the sphere, and the substance of the soul is deposited as quintessence
around the concentric spheres of the four Elements. The same is true of the
primordial man of Plato’s Timaeus (32). In alchemy, theglobe, whenitisblack in
colour, is asymbol of prime matter, or it may be depicted with wings to imply
spiritual movement or evolution—as, for example, inthe Philosophia Reformata
of Mylius (1622) (32). Another important association is that of perfection and
felicity. The absence of cornersand edgesis anal ogousto the absence of inconve-
niences, difficultiesand obstacles.

Gloves Gloves, since they are worn on the hands, derive their symbolism
from them. Of special interest istheright-hand glove, on account of the ceremo-
nial custom of removing it when one approaches a person of higher rank, or an
dtar, or the Lord. This custom has twin symbolic roots: in so far asit impliesa
gloveof mail, it signifiesdisarming oneself before one'ssuperior; at the sametime,
since the right hand pertains to the voice and to the rational side of Man, itisa
custom which suggests candour and the frank disclosure of one’s mind.

Goblet (or Drinking-cup) In Romanesque times, and especially when, asa
chalice, it was furnished with alid, it was asymbol of the human heart (14). Ina
broader senseit is, like the coffer and the chest, a notable symbol of containing.
To a certain extent it may be seen as a material expression of the surrounds of
‘wrapping’ around the mystic Centre. An important secondary meaning, in addi-
tion to the main symbolism of containing, is derived from the symbolism of the
particular liquids which can be contained in goblets, glasses or chalices, and
expressive of the non-formal world of possibilities (4). Thisisthe explanation of
the fact that hydromancy is practized with crystal or glass vessels which are
supposed to have the power of talismans (57).

Gog and Magog They signify respectively the king and the people, asin
Ezekiel, where the people of the North-East of AsiaMinor are specifically called
the enemies of God. This meaning still persists among the Moslems (46).
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Gold InHindudoctrine, goldisthe‘mineral light’. According to Guénon, the
Latin word for gold—aurum—is the same as the Hebrew for light—aor (26).
Jung quotesthe delightful explanation offered by the alchemist Michael Maier in
De Circulo Physico Quadrato to the effect that the sun, by virtue of millions of
journeys round the earth (or conversely) has spun threads of gold al round it.
Goldistheimage of solar light and hence of thedivineintelligence. If theheart is
the image of the sun in man, in the earth it is gold (32). Consequently, gold is
symbolic of all that is superior, the glorified or ‘fourth state’ after the first three
stages of black (standing for sin and penitence), white (remission and innocence)
and red (sublimation and passion). Everything golden or made of gold tends to
pass on this quality of superiority to its utilitarian function. Chrysaor, the magic
sword of gold, symbolizes supreme spiritual determination. Gold is aso the
essential element in the symbolism of the hidden or elusive treasure which is an
illustration of the fruits of the spirit and of supreme illumination.

Golden Fleece This is one of the symbols denoting the conquest of the
impossible or the ultra-reasonabl e (32). Since the sheepis symbolic of innocence
and gold represents supreme spirituality and glorification, the Golden Fleece
signifies that the quest of the Argonauts was for supreme strength of spirit
through purity of soul—that quality which distinguished Sir Galahad, the medi-
aeval Knight of the Holy Grail. It is, in consequence, one of the most advanced
forms within the general symbolism of treasure (15).

Goose Like the duck, gander or swan, the goose is a beneficent animal
associated with the Great Mother and with the ‘descent into hell’. It isvery often
found in folktales (Mother Goose, Grimm'’stales, etc.). It islinked with destiny
asisproven by the‘goose game’, a profane offshoot of the symbol in space-time,
representing the dangers and fortunes of existence, prior to the return to the
maternal bosom.

Gorgon According to Frobenius, the gorgon is a symbol of the fusion of
opposites: the lion and the eagle, the bird and the serpent, mobility and immobil-
ity (asin the swastika), beauty and horror (22). Hence it is symbolic of condi-
tions beyond the endurance of the conscious mind, slaying him who contem-
platesit. Like other fabulous entities, it isa so symbalic of theinfinite number of
formsin which creation can manifest itself.

Grafting A symbol for artificia interferencein therealm of natural order (4).
It also hasasexual significance.

Grail, The The Grail isone of the most beautiful and complex of legendary
symbols. Basically, it embracestwo different symbols, but it involves otherstoo.
The two main symbols are that of the Grail proper, and that of the quest.
According to the Western legend (the Fisher King), a mysterious illness (sym-
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bolic, likethat of Philoctetes) has stricken down the ancient monarch, the keeper
of the Grail’s secret. And in this rhythm and on this level everything around him
iswilting like the peccant King himself (this being the theme of Po€’s Fall of the
House of Usher and of Eliot’s Waste Land). The animals are declining, the trees
bear no fruit, the fountains have ceased to play. Day and night, physicians and
knightstend the ailing monarch. Sir Parsifal questionsthe king forthrightly: Where
isthe Grail? Instantly, the king rises and Nature is regenerated (18). The Swiss
Knight Templar, Wolfram von Eschenbach, the author of Parsifal, locates the
action in Gaul, on the borders of Spain, where the hero Titurel has founded a
temple for the preservation of the chalice of the Last Supper (27). It is said that
the Grail camefrom the East and thereit must return (32), whichisaclear alusion
to its significance as the ‘source of illumination’. The cup itself has its own
symbolism, but thereisalegend which tells how it was fashioned by angelsfrom
an emerald that dropped from Lucifer’s forehead when he was hurled into the
abyss. Thus, just asthe Virgin Mary redeemsthe sin of Eve, so the blood of the
Redeemer redeemsthrough the Grail the sin of Lucifer. Thisemerald, as Guénon
has shown, is reminiscent of theurnd, the pearl fixed to the forehead which, in
Hindu symbolism, isthethird eye of Siva (or Shiva), representing the ‘ sense of
eternity’. The loss of the Grail is tantamount to the loss of one's inner adhe-
sions, whether they are religious ties or—in the degraded (that is, the psycho-
logical) forms of the mystery—some other ‘ source of happiness'. Hence, this
lapse of memory entailstheloss of the primordial or paradisical state, aswell as
the death and withering up of Nature (that is, of one’s own spiritual life). The
Grail signifiesat onceavessel (grasale) and abook (gradale). The quest, onthe
other hand, concerns, broadly speaking, the ‘treasure hunt’, which is actually
the inversion of the endless chase of the ‘Accursed Hunter’, since the latter
pursues phenomenal formsin their constant interplay of being and non-being,
whereas the Grail implies, above all, the quest for the mystic ‘ Centre'—the
‘unmoved mover’, of Aristotle, or the‘ unvarying mean’ in Far Eastern tradition
(28). The appearance of the Grail in the centre of the Round Table, round which
are seated the Knights, closely parallels, in the symbolism of its form, the
Chinese image of heaven (Pi), which is shaped like acircle with ahole (anal o-
gouswith cup or chalice) inthemiddle. Ms. Fr. 112 of the Bibliothégue Nationale
in Paris, Lancelot du Lac, depicts the moment in which the Grail is placed by
two angels in the centre of the mystic Round Table (Plate XI1I1). One of the
most widespread legends relates the Grail to the cup or plate in which Joseph
of Arimathea caught the blood of Christ nailed to the Cross. The ideas of
sacrifice and of self-chastisement (and in part theidea of castration) are associ-
ated with the symbolism of the Grail, asA. E. Waite demonstratesin The Holy
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Grail (London, 1933). It is obvious that sublimation of such sacrifice is also

connected with the Grail, asin the legends of Parsifal and Sir Galahad.
Grapes Grapes, frequently depicted in bunches, symbolize at once fertil-

ity (from their character as a fruit) and sacrifice (because they give wine—

Unity: the Origin.

]
—— Passive, static principle.
| Active, dynamic principle.

Quaternary—material and passive.

Quaternary—material and active.

Material generation through the interaction of two opposing
principles.

Ternary—neutral and successive.

Ternary—evolutive, since the vertical axis is the greater.

Ternary—involutive since it is inverted.
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particularly when the wine is the colour of blood). In baroque allegories of the
Lamb of God, the Lamb is often portrayed between thorns and bunches of

grapes.
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Graphics We could compile and catal ogue animmense repertoire of graphic
signs. There is perhaps greater symbolic significance in these signs than in any
other aspect of symbolism, because of the clear intention behind them to express
an explicit meaning. One contemporary scholar, Ernst Lehner, tells us that he
himself collected 60,000 symbols, signsand marks of different kinds, from vary-

—— Quaternary—spiritual and neutra

The higher ternary acting upon the spiritual quaternary.

The spiritual quaternary acting upon the inferior ternary.

Quaternary—spiritual, active or dynamic.

Spiritual, active quaternary acting upon the neutral;
equivalent to the octagon.

Material quaternary, subdivided into two ternaries.

Two intermingling ternaries.

Infinity, the universe, the All.

O €% N ¥ X -

ing sources, cultures and periods. The graphic symbol (whether engraved, etched
or drawn, or contrived in the form of a diagram, emblem or plan by any other
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Centre of infinity: emanation or first cause.

General movement in the Upper and Lower Worlds.

Spiritual quaternary in the universe.

Ternary in the universe: the spiritual principle within
totality.

Quaternary in the universe: the material principle within
totality.

The two quaternaries—spiritual and material—within
totality.

The quaternary acted upon by the ternary within the
universe: the constructive principle within totality.

Sensory, anthropomorphic principle (according to
Piobb).
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means, such asthat of papermakers’ watermarks) offersaclear illustration of the
mystic doctrine of form, such as it was developed by oriental civilizations in
particular. As Shukréasharyahas said with such lyric fervour: * The character of the
image is determined by the relationship between the worshipper and the wor-
shipped’; in thisheis unconsciously echoing the biologist’s definition of form as
‘the diagram between theinner urge of abody and the resistance of the (physical)
medium’. In Hindu doctrine, beauty is the result not of external characteristics
but of the emanation of a spiritual attitude; and the same is true of other aspects
of form, such as direction, order, arrangement, or the number of components.
German mystics, as Luc Benoist recalls (6), have also applied themselves to
shape (both in the round and diagrammatically) as a manifestation of the spirit.
As Anna Katerina Emmerich observed: ‘Nothing is pure form. Everything is
substance and action, by virtue of signs.” The symbol as crystallized in crestive
artinvolves ahigh degree of condensation, deriving fromitsinherent economy of
form and allusive power. This, then, isthe psychological basis of the symbolism
of graphics (the basis of the magical interpretation is to be sought in the literal
interpretation of the theory of correspondences). It underlies the graphic sym-
bolism of amulets, talismans, pentacles and divinatory signs from prehistoric
times right up to the present day. Hence the strong and perfectly justified attrac-
tion exerted by certain shapes, emblems, flags, coats of arms, marks and medals,
based not upon convention, as is usually suggested, but upon inner bonds of
symbolic ‘common rhythms' (30). Quite apart from their function asintegrating
or synoptic symbols, graphic symbols possess a singular mnemonic power, as
Schneider has shown. He points to the fact that such figures as the spiral, the
swastika, the circlewith acentral point, thelunar crescent, thedouble sigma, etc.,
were capable of conveying the most varied of philosophical, alchemical or astro-
nomic data—atechnique of interpretation capabl e of applying al theinformation
supplied by thesethreedisciplinesto asingle plane of significance. Any onegiven
figure (with its series of multivalencies—that is, embracing several meanings
which are not irrelevant or equivocal) varies in appearance and in significance
with the ‘rhythm-symbol’ (that is, theideaand theintended direction) pervading
it. Schneider adds, in connexion with Tanew’s Das Ornament die Elbetiza (Ipek,
1942), that this constitutes one of the predominant features of ancient art, which
‘is often unfortunately called decorative or ornamental art’ (51). To enumerate
some of thefields of activity which have been profoundly influenced by graphic
symbolism: mythological attributes and figures, signsin astronomy and astrol-
ogy, achemy, magic and primitive mysticism, religions, heraldry, fabulousfigures
and monsters, ornaments, signs of diverse offices, numismatic signs, marks on
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porcelain, watermarks, etc. (36). If we pause to consider the prodigious variety
offered by only one of these categories—ornaments, for example—it will become
apparent that even a rough inventory of the symbolic ramifications would be
impracticable here for material reasons. And we could add further headings: al-
phabets, for example, or ideographs, pictographs, metagraphs and mandal as, as
well as graphic artistic compositions, embracing abstract painting for example,
which—like Celtic, Anglo-Saxon and Nordic ornamental art—provides an un-
ceasing flow of significant forms, expressed willy-nilly, for Man is quite inca-
pable of creating anything which does not bear the marks of hissubtle, urgent and
al-embracing need for communication. To widen now the scope of this exposi-
tion, let us consider the lapidary signsto befound in the stones of many architec-
tural edifices. A great many kinds of different marks have been catalogued, and,
without doing violenceto their esoteric meaning, we may group them, asfollows,
into: initial letters, anagrams, astrological, numerical, magic or mystico-Christian
signs, or marks pertaining to associations or groups, or to building, or to nation-
ality or race, or to benefactors, etc.

In ornamentation, Greek frets, wavy lines, series of spirals, coils of varying
rhythms, sigmas, X-shapes, diamonds, circles, ovals, arrows, triangles, zigzags,
triskeles and swastikas are all graphic shapes which, in symbolism, are grouped
under the general heading of ‘ cosmic background’, becausethey are al in effect
symbolsof the activity of natural forcesand of thefour Elements(41). Invarying
degrees, depending upon the period and personal or cultural prejudice, scholars
researching into the history and pre-history of art—since few of them havetaken
any interest in the autonomous doctrine of symbolism—have either lumped
these graphic symbols together as sun-symbols, or else as symbols of the hurri-
caneand theheavens. J. Déchelette, for example, saysin his Manuel d’Archéologie
préhistorique that al the signs concerning dual, bilateral symmetry or theirradi-
ating Centre ‘were employed asimages of the sun from the BronzeAge onwards' .
We must not fail to mention one important fact, and that is the connexion of the
symbolism of form with divination. The Chinese Pa Kua—whose system is
described inthe I Ching (The Book of Changes)—the random dots of geomancy,
and theinnumerable‘ -mancies’ which have come down to usfromAntiquity ina
great many works upon the subject, are al founded for the most part upon the
symbolism of form; this can be seen both in theidentification of agiven ‘matrical
shape’ with thefigure of aparticular being (as happensin the case of Rorschach’s
testswith ink-blots) whose symbolic implicationswill determinethe augury, and
in the splitting up of a shape into its numerical components and its tendency
towards aparticular direction in space, in which caseits symbolic senseis deter-
mined by the significance of the numbers and the space-zone associated with it.
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Frazer, for example, describesthe Chinese belief that thelife and destiny of acity
issoinfluenced by its shapethat itsfortunes must vary according to the character
of thething which that shape most nearly resembles; and herelatesthat, long ago,
the town of Tsuen-cheu-fu, the outlines of which were like those of a carp,
frequently fell aprey to the depredations of the neighbouring city of Yung-chun,
which was shaped like afishing-net (21).

Jung has shown great interest in the question of graphic symbolism, geomet-
ric diagrams and numbers determined by the quantitative factor of component
elements, without, however, working up his interesting—and valid—findings
and conclusionsinto acomprehensive theory. He observes, for example, that the
relationships between number and shape depend not only upon the quantity of
the elements but also upon their individual shape and direction, because the
direction influences the quantitative factor in the same way as fracture does. By
way of illustration, he mentions that in the ninth key of the Duodecim Claves
Fratris Basilii Valentini (in Museum Hermeticum, Frankfurt, 1678) there is an
instance of triunity appearing asunity, realized by splitting aY-signinthe centre,
so that it becomes three strokes; and another of duality as a quaternary, by
forming a four-armed cross not with four lines but with two independent but
counterbalancing right angles, so that they can be said to be two components by
virtue of their continuity but four from the point of view of their direction. He
comments also upon the fact that irregular quadrilaterals are expressive of the
tendency in the equilibrium of the symbolism of the number four to adapt itself
in conformity with the direction of the major axis. If the horizontal lineis pre-
dominant, then it reveals the superiority of the merely rational intellect, whereas
if the vertical line prevails then it denotes spiritual non-rationalism. The sign of
the conjunction of the quaternary (the cross or the square) with unity is ex-
pressed through the union of the numbers four and one, that is, of the square (or
the cross) and thecircle. Therelationship between two intersecting diametersand
the circumference is emphasized by sometimes depicting the centre visibly asa
small circle symbolic of themystic ‘ Centre' . Thefigurethusarrived at is of great
symbolic value: it expressesthe original Oneness (symbolized by the centre), the
‘way out to the manifest world’ (the four radii, which are the same as the four
rivers which well up from the fons vitae or from the foot of the Cosmic Treein
Paradise), and the return to Oneness (the outer circumference) through the circu-
lar movement which ‘smooths away’ the corners of the square (these corners
implying the differentiation characteristic of the multiplicity and thetransitoriness
of the world of phenomena). By adding a further cross, shaped like an X, to this
figure, the wheel is obtained; and the wheel is the commonest symbol of the
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‘Centre’ and of the cycle of transformations. The importance of the relationship
between the circleand the squareis quite extraordinary; religious and symbolic art
aswell as profane works provide us with a grest variety of shapesincorporating
both thecircleand the square. But to limit oursel vesto religious symbolism, let us
quote two instances which are entirely unrelated yet produce the same result:
first, the so-called ‘ pentacle of Laos', a squared figure with a small square at its
centre and four circles inside the angles, each divided into four internally; and
secondly, theretablein the Cartujade Miraflores (the Carthusian monastery near
Burgos), which is arranged in a similar pattern, but incorporates figures of the
Pantokrator and of tetramorphs. The underlying logico-symbolic force of such
figuresis so strong that, when one has recourse to an abstract image of acosmic
order, capable of expressing the intimate and intense relationship between the
‘twoworlds', oneturnsinevitably to this coniunctio joining the symbol for earth
(the square) with that for heaven (the circle). The fact that figures incorporating
the irradiant ‘ Centre’ are cosmic symbols of the ultimate destiny of the spirit
accountsfor thefact that they are also psychological images of thissame destiny,
that is, of its presentiment and of the way of fulfilling it—in short, of the mystic
ideaof consummation (32). Hence, psychoanalysts have noted that the joining of
thesquarewith thecircle (in such forms asthe star, the rose, thelotus, concentric
circles, thecirclewith avisible central point, etc.) issymbolic of thefinal stagein
the process of individuation, or, in other words, of that phase of spiritual devel-
opment when imperfections (irregular shapes) have been eliminated, as have all
earthly desires (represented by malignant, biological symbols of monsters and
wild beasts), for the sake of concentrating upon the achievement of Onenessand
avision of Paradise (such as that described by Dante at the end of his master-
piece) (56).

Other conclusions of Jung concerning the psychology of shapes are these:
opposites are symbolized by a cross (signifying inner urges) and by a square
(standing for the horizon); the process of rising above these urgesis symbolized
by the circle (33); exact duplication implies confirmation, but when the two
symbols face in opposite directions they express the longing for wholeness, that
is, the desire not only to explore the two spheres but to conquer al space; to go
towardsthe left isto turn towards the unconscious and the past, to go to the right
isto face consciousness and the future. Jung points, asan example, to anillustra-
tioninthe Viatorium of Michael Maier (Rouen, 1651), showing two eaglesflying
in opposite directions (32).

Concerning graphic compositions proper, and their corresponding symbolic
significance, we must not overlook the existence of the theory that they were
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originally ornamental, athesiswhich isupheld by Baltrusaitis among others. He
insists upon the a priori thesis that artists are faced with acertain areato fill up
and the need to achieve certain artistic effects, proceeding from concepts of order,
symmetry, logic and clarity. But man’s aesthetic urgesarose long after hisneed to
express cosmic significances; and the contemporary concept of art asasign and
testimony of a state of mind, rather than as the creation of beauty or of aesthetic
pleasure (which would seem automatically to preclude many modern works of
art lacking in positive or lovesble qualities), appears to favour the view that the
primary impulseisto express a symbolic meaning. According to tradition, sym-
metrical forms in art spring from the same source (the Gemini) as the bilateral
symmetry of the human figure, asymmetry which is echoed in the duplication of
certain organs; such symmetrical formsinclude, for instance, the distribution of
figures on a Romanesque or Gothic tympanum, or the arrangement of the sup-
porters, the shield and helmet on an escutcheon. But if this idea of a common
origin seems unacceptable, then the artistic preference for symmetry may be
conceived asasimple anatomic projection, granted that the conviction of primor-
dial rightness can only be experienced when the artificial is felt to be parallel,
analogous or corresponding to the natural. A being with two arms at the sides of
a body surmounted by a head must tend to formulate primarily an order or
pattern in which one principal shapeislocated in the middle and two secondary
shapes are placed at the sides. These elementary notions were first appreciated
not—in all probability—in the Pal aeolithic Age (an age about which our knowl-
edgeisscant, and when manwas, in any case, living under constant pressurefrom
the need to exert himself in utilitarian ways), but in the period of the dawning of
history, from the latter part of the Neolithic up to the Bronze Age, or, in other
words, from 5000 to 3000 B.C. This was the period, then, when cultura factors
first appeared or when they reached a definitive stage of development. Ortiz is
right to suggest that man not improbably, before arriving at ageneric configuration
of life, first created ideograms of the tangible realities of life, and specialy of
those entities, such as the wind, which have no concrete shape. Fire was seen as
flame; water as a succession of waves; rain was likened to tears; lightning to the
Zigzag, and so on (41).

We do not wish to suggest that all pictographs or ideographs, et alone signs,
of primitiveor astrobiological cultures owetheir originsto such motivesasthese,
or that they disclose a similar, morphological process of development. We must
here distinguish between: realistic, imitative images in the first place (properly,
drawingsor paintings); in the second place, diagrammatic, imitative images (which
seek after theinner ‘rhythmic’ meaning of agivenfigure, aswell asitsouter form);
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and, inthethird, pure, rhythmic images (such as signsfor animals deriving from
their tracks). Schneider observesthat, in intermediary cultures, animal-symbols
are not representations of physical shapes but rhythmic lines determined by the
animals movements. He adds that, in Malacca, the symbolism of agiven animal
may be applied to one of the four Elements: so that, for example, the symbol for
water is derived from the rhythmic movements of the frog's legs (which, in any
case, are comparable with the rhythm of the waves); similarly, ants, as well as
centipedes, are signified by the rhythm of their movements (50). This concept of
‘rhythm’ opens up enormous possibilities when applied to the conception of the
light of the spirit. Every man has his own rhythm; and so hasevery culture. Style
or personality are in the last resort simply expressions of rhythm. Germain
Bazin, in his Histoire de I'art (Paris, 1953), suggests that abstract art is the
attempt to externalize the essential rhythms of the human, individual and collec-
tive soul (the process being closely related to that of endopathy as conceived by
Aristotle, Vischer, Kant, Lipps, etc.).

Consequently, in order to decide upon the significance of any graphic figure,
we must bear in mind the following factors: (a) its resemblance to figures of
cosmic beings; (b) its shape, whether open or closed, regular or irregular, geomet-
ric or biomorphic; (¢) the number of component elements making up the shape,
together with the significance of this number; (d) the dominant ‘rhythms’ asthe
expression of its elemental, dynamic potential and its movement; (e) the spatial
arrangement, or the disposition of its different zones; (¥) its proportions; (g) its
colours, if any. Factor (a)—its resemblance to other figures—is so widein scope
and so obvious in its implications that comment would be superfluous, (b) The
significance of shape depends upon the relevant geometric symbolism, whichwe
have examined above, (¢) The number of its components confers an added sym-
bolism to the secondary—though at times very important—consideration of the
shape (for example, the seven-pointed star derivesits significance as much from
the septenary symbolism asfrom the stellar shape), (4) Concerning the ‘ rhythms’,
we have already pointed out the connexion with the number of component ele-
ments and with animal-movements (Greek frets, and the broken line fashioned
after the trapeze are usualy said to correspond to earth-symbolism, the wavy
lineto air-symbolism, a succession of incompl ete spirals—or waves—aswell as
the broken line, to water-symbolism, although fireis also associated with water
because of thetriangular shape of the tongue of flame), (¢) Regarding the spatial
arrangement: along the vertical axis, it is the symbolism of level which matters
most (implying qualities of morality and energy), and on the horizontal axis, the
left sideis, aswehave said, retrospective (for itisthe zone of “origin’, linked with
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the unconscious and with darkness), and the right side looks to the outcome.
Hence, the line running from the left downwards and then upwards towards the
right does not indicate afall but an ascent, the converse also being true. And for
this reason, the St. Andrew’s cross, with its two intersecting and opposing lines
standing for fall and ascent respeclively, is symbolic of the intermingling of the
‘two worlds', and is therefore comparable with the mystic mandorla. In those
figures which feature a centre together with dual, bilateral symmetry, we have
two symbolic tendencies: first, that in which the rhythmic movements tend
inwards, denoting concentration and also aggression (as, for example, intheclas-
sical symbol of the four winds blowing towardsthe centre); and secondly, that in
which rhythmswell up from the centre towards the four cardinal points, indicat-
ing the defence of ‘wholeness’ (the cross of St. Ferdinand isrelated to this) and
bearing a certain relationship with the tetramorphs and the ‘four archers' of
megalithic culture. Irradiating figures denote dispersion, growth and involution. It
must also be borne in mind that lines, in addition to their morphological proper-
ties, are also means of communi cation and of conjoining; thisiswhy their signifi-
cance must always be closely linked with the nature of the zones which they
bring into contact. There are, it must be said, some theorists who carry the study
of graphicsto extremesof prolixity and detail. Ely Star, for example, examinesthe
various shapes suggested by an upright line crossing a horizontal, smply by the
process of linking the upright with the active principle and the horizontal with
the passive. He comments that straight lines are always expressive of activity,
compared with curves which denote passivity (54). To turn now to the way the
first ideographic signs were associated with the constellations, it is very impor-
tant to note that the modern view favours the theory that the constellations were
the source of the alphabet. Gattefossé, Fenn and others are quite explicit upon
thispoint. Zollinger shows how the Great Bear isthe origin of the sign represent-
ingabond, alink or anitem of knowledge, how the Gemini gaveriseto the number
8 and the letter H, how the eternal cyclic laws of the sun’'s orbit or the polar
rotation of the earth gave rise to the swastika, the division of the increate into
different forms inspired the Chinese Yang-Yin sign, the manifest world inspired
the horizontal line, the ‘ Centre’ the cross, and, finally, how the union of the three
principles as represented by the signs for the Sun, the Moon and the cross
originated the graphic symbol known as the emblem of Hermes. He goes on to
mention the family resembl ance between forms of bilateral symmetry such asthe
Yang-Yin sign, the labrys (the twin-bladed axe), the labarum and the cross (61).
Bayley found that, among his collection of watermarks, were alarge number of
graphic signswith aprecise meaning to them: threecircles, or the clover-leaf and
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its derivatives stand for the trinitarian; the labyrinth shaped like a cross, denotes
both inscrutability and close ties; wheelsindicate the sun as the motivating force
behind change and cycles (4). Concerning the symbolism of crosses, of whichthe
varieties are numerous, we shall confine ourselvesto indicating that they depend
upon the shape of their arms and the ‘rhythmic direction’ which these arms
suggest (asin centrifugal, centripetal, neutral or rotatory crosses) (47). Thesym-
bols for planets and many other marks which cannot be reduced to a simple
geometric figure or explained as a combination of simple component elements,
but which disclose a certain complexity of pattern, may nevertheless be inter-
preted with the help of the principles enumerated above. To give just one ex-
ample: In achemy, the sign for ‘antimony’, representing the intellectual ‘ soul’
divewith al itsvirtues and faculties, isa cross placed upon acircle; the sign for
‘green’, denoting the vegetative ‘soul’ or the physiological world, isacrossin-
scribed within acircle; thesign for Venus, corresponding to instinctive behaviour
or the base urges, is a cross placed below a circle. In short, there is nothing
arbitrary about graphic symbolism (59): everything obeysasystem which devel-
ops out of asingle point and expands into more complex formsin which shape,
rhythm, quantity, position, order and direction all help to explain and define the
pattern.

Great Monarch, The Thisisaterm whichisto befound in some Hermetic
writings. According to Piobb, it owes its origin to an incorrect reading of the
Greek, mistaking ‘ hewho governshimself alone’ for ‘hewho governsaone’ (48).
Be that as it may, the symbolism of the king refers, in any case, to him who
triumphs over himself, that is, to the hero definitive and victorious (48).

Great Mother, The The archetype of the Great Mother corresponds to
certain feminine deities such as Ishtar in Babylonia, Isis in Egypt, Astarte in
Phoenicia, Kali-Durga in India, Ge and Demeter in Greece (56). It is usualy
considered to beasymbol of thefertilized earth (51), though the sea also appears
in ancient cosmogonies with the same connotation (4). For Jung, the Magna
Mater representsthe objectivetruth of Nature, masquerading, or incarnate, inthe
figure of a maternal woman, a sybil, a goddess or a priestess, but sometimes
taking the form of a church, for instance, or a city or district. This archetypal
image he calls ‘mana personality’, corresponding to the ‘ Ancient of Days who
likewise takes such forms as the magician, sorcerer or sage (30).

Great Priest, The The fifth enigma of the Tarot pack. The card shows him
seated upon a throne between the two columns Jachin and Boaz (symbolic of
intuition and reason). He wears white gloves to symbolize the purity of his
hands. His sceptre terminates in atriple cross, the rounded ends of whose arms
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giverise to the septenary, alluding to the virtues necessary to combat the seven
capital sins: Pride—the Sun; Sloth—the Moon; Envy—Mercury; Wrath—Mars;
Lust—Venus; Greed—Jupiter; and Avarice—Saturn. Also depicted in thisimage
aretwo disciples, both kneeling, one dressed inred (for activity) and the other in
black (passivity). On the positive side, this enigma signifies the moral law, duty
and conscience (59).

Great Priestess, The The second enigma of the Tarot, representing Isis as
the goddess of the night. She is seated, holding a half-opened book in her right
hand and two keys in her left, one of which is golden (signifying the sun, the
word, or reason) and the other silver (the moon or imagination). Her throne is
situated between two columns—being two in number, they arean allegory denot-
ing thefeminine principle—which arein fact the columns called Jachin and Boaz
in the Temple of Solomon, joined together by the veil which coversthe entrance
to the sanctuary. Thefirst (the solar) columnisred and correspondsto fireand to
activity; the second (the lunar) is blue. The tiara which crowns the head of the
Great Priestesshas alunar crescent—a symbol of cyclic phases and of theworld
of phenomena; this emphasizes the predominance of the passive, reflective and
feminine qualities of the figure. She is leaning against the sphinx of the great
cosmic questions, and the floor, being composed of alternate white and black
tiles, denotesthat everything in existence is subject to the laws of chance and of
opposites. In the Besangon Tarot, this enigma takes the form of the figure of
Juno. On the positive side, the Great Priestess signifies reflection and intuition;
onthe negative, intolerance (59).

Griffin A fabulousanimal, thefront half of whichislikean eagleandtherear
half like alion, with along, serpentine tail. The blending of these two superior
solar animals points to the generally beneficent character of this being; it was
consecrated by the Greeks to Apollo and Nemesis (8). The griffin, like certain
kinds of dragon, is aways to be found as the guardian of the roads to salvation,
standing beside the Tree of Life or some such symbol. From the psychological
point of view it symbolizes the relationship between psychic energy and cosmic
force (4). In mediaeval Christian art, from Mozarabic miniatures onwards, the
griffinisvery common, being associated with signswhich tend towards ambiva-
lence, representing, for instance, both the Saviour and Antichrist (20).

Grotesques A typeof ornament serving alargely decorative purpose. Favoured
by the Romans, it became very common from the 15th century onwards, espe-
cidly inthe Plateresque style. Some of its characteristics owetheir inspiration—
like emblems—to Gnosticism which, as is well known, made wide use of the
symbolic image in order to spread its doctrines. Bayley has collected a large
number of grotesques and similar decorative motifs, among which thefollowing
figures predominate: the phoenix, swan, sheep, winged horses, serpents, dragons,
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gardens, diverseflowers, shrubs, sheaves, garlands, creepers, rosesin jars, fruits,
baskets of flowersand fruits, vines, pomegranates, trees (especially theevergreen
sort), crosses, lilies, caducei, bolts, masks, steps, trophies, rosettes, bows, shields,
brackets, swords, lances, cups and chalices, nude children, twins, sowers, fertil-
ity goddesseswith multiple breasts, caryatids, damsels. All theseitems havetheir
place in the world of symbolism as component parts of allegories, emblems,
Romanesque and Gothic capitals, and so on. But the grotesquein itself, asaform
and as a system, emphasizes the close bond between continuity and discontinu-
ity—of ambivalence, that isto say, as expressed, for instance, in the myth of the
Gemini. Hence, thegrotesqueisageneral symbol for theworld of phenomenaand
of the coherent unfolding of existence (4).

Guardian Just asthe powers of the Earth must be defended, so, by analogy,
must all mythic, religious and spiritual wealth or power be protected against
hostile forces or against possible intrusion by the unworthy. Hence the familiar-
ity of the ‘keeper of the treasure’ in legends: almost invariably, thisguardianisa
griffin or dragon, or elseawarrior endowed with superhuman powers. Intemples,
the idea of defence isimplicit in the spatial organization and confirmed by the
disposition of the walls, the doors and towers. In the Far East, the guardians are
usually fabulous monsters. In Western countries, the same function may be per-
formed by the figures inscribed on doorways. From the psychological point of
view, guardians symbolize the forces gathered on the threshold of transition
between different stages of evolution and spiritual progress or regression. The
‘guardian of the threshold’ must be overcome before Man can enter into the
mastery of ahigher realm.

Gum The term Gummi arabicum was one employed by the alchemists to
denote the substance of transmutation, for they believed that, once spiritualized,
it became endowed with analogous qualities of spiritual adhesion. It isasymbol
for the seminal substance (32).

Hair (Body-Hair) Whereas hair on the head, because it grows on the top of
the human body, symbolizes spiritual forces and can be equated, within the
symbolism of water, with the ‘Upper Ocean’, body-hair is equivalent to the
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‘Lower Ocean’, that isto say, it denotes the proliferation of theirrational power
of the cosmos and of the ingtinctive life. This explains why the priests of many
religions, the Egyptians among them, shaved off al their hair. And it also explains
why the god Pan—a prefiguration of the devil—was depicted with hairy legs.
Despite the above generalization, there are some traditions in which the hair of
the head aswell as on the body takes on amalign significance (8).

Hairs |ngeneral, hairsrepresent energy, and are rel ated to the symbolism of
levels. That is, ahead of hair, being located on the head, stands for higher forces,
whereas abundant body-hair signifies the prevalence of the baser forces. Some-
times these two meanings have coalesced: on a Romanesque capital at Estibaliz,
Adam is depicted beardless before the Fall and with long hair and bushy beard
after he has fallen into sin (46). Hairs also signify fertility. Origen used to say:
‘The Nazirites do not cut their hair because all that is done by just men prospers
and their leavesto not fall’ (46). In Hindu symbolism, hairs, like the threads of a
fabric, symbolize the ‘lines of force' of the universe (25). A full head of hair
represents élan vital and joie de vivre, linked with the will to succeed (42). Again,
hairs correspond to the element of fire, signifying the burgeoning of primitive
forces (50). A highly important secondary meaning is derived from the colour of
hair. Brown or black hair reinforcesthe symbolism of hair in general, that is, dark,
terrestrial energy; golden hair isrelated to the sun’srays (31, 38) and to thewhole
vast sun-symbolism; copper-coloured hair impliesaVenusian or demoniacal char-
acteristic (32). Hairs, then, come to symbolize the concept of spiritualized en-
ergy. Phaldor, in his Libro d’oro del sogno, comments that they ‘represent the
spiritual assets of Man. Abundant, beautiful hair, for both man and woman,
signifies spiritual development. To lose one's hair signifies failure and poverty’
(56). Now, the reverse of loss brought about by forces outside Man's control is,
in part, willing sacrifice. For thisreason, Zimmer points out that all who renounce
and defy the principles of procreation and multiplication of life, in order to
embark upon the path of total asceticism, are bound on principleto cut their hair
short. They must simulate the sterility of the aged and hairless who form the last
link inthe chain of generations. Somereligions, asfor examplethat of the ancient
Egyptians, used to prescribe total depilation (60). Hair, wigs and beards were
used by the Sumerians to ward off evil spirits (as was smoke).

Halo Theaureole, nimbusor haloisaluminouscirclelikeacrownwithwhich
the ancientsinvested their deities and which Christians accord to the holy (8). It
is a visual expression of irradiating, supernatural force, or, sometimes, more
simply, of intellectual energy in its mystic aspect; the fact that the Ancients
almost invariably equated intelligence with light is proof enough of this. Other
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kinds of halos are spherical inform: the Moslems, for example, often made use of
the pear! to represent paradise and their belief was that the blessed, each one
united with his houri, live in pearls. The halo is equated with the cage and, in
particular, with the sphere itself (46). Jurgis Baltrusaitis, in Le Moyen Age
fantastique, has collected a host of mediaeval drawings and paintings of beings
enclosed in transparent spheres apparently made of glass. Many of the works of
Hieronymusvan Aecken (Bosch) contain examplesof this. Thehalo, inthis case,
isasimplevisual expression of akind of determinism envel oping each manwithin
his mode of being and his destiny, whether it is favourable and paradisiac, or
adverseandinfernal.

Hamlet Although literary myths do not normally enter into the scope of this
work, we have decided to make an exception in the case of Hamlet, Prince of
Denmark. Thisfamous Shakespearian tragedy hasitsoriginsin aNordic legend.
Apart from the Renaissance dramatist’s explanation of its ‘ obvious contents’, it
also lendsitself to other explanations of latent contents, or, better, to disclosures
on other planes. One of these interpretations, the psychoanalytic, would tend
towards the belief that Haml et really becomes mad, and that the assassination of
hisfather by hisuncleis merefiction, an invention of his mind intended to help
him to accept more easily the Oedipus complex which isso powerful in him. His
satisfaction on killing Polonius, which foreshadows the moment when hekillshis
step-father, seems to bear out this explanation. So do his rejection of Ophelia
(which may beinterpreted in adifferent way), and his completeforgivenessof his
mother, who in Electra (a Greek tragedy along similar lines) isimplacably assas-
sinated by her avenging offspring. A second explanation of Hamlet, whichismore
profound and symbolic, results from applying Gnostic doctrine to his story.
Hamlet hates the world and considers it to be the work of the evil god, of the
demiurge (the husband of his mother, who is the material and whom he pardons
because he judges her to be the merely passive agent of Evil). He dreams of the
good god, of the Father, who seems rather to be his own projection, his auto-
divination in atranscendent situation. Therejection of theworld hasa' necrophiliac’
explanation in the scene in the graveyard with Yorick’s skull and an absolute
manifestion in his spurning of Ophelia (woman = guilt). Thereisan angelismin
Hamlet which causes us to consider him to be the symbol and archetype of
Oedipal man, who suffers from being tied to the world, from being a material
entity and from owning his existenceto abeing whom hewould kill and by whom
he might possibly be killed (cf. the slaying of the first-born by the primitive
father, according to Freud). Asacase of anguish and repressionsleading to aseries
of crimes which can only be resolved by his own self-destruction, Hamlet is a
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symbol of manin rebellion against the ‘filial” situation, ahumanized (and Chris-
tianized?) symbol, successor to Aeschylus ‘Prometheus’ and predecessor to
Milton's ‘Satan’. | owe these ideas to seeing the cinematographic Hamlet, di-
rected and interpreted by Sir Laurence Olivier, whose intensity suggested to me
all that | express here in the form of a hypothesis.

Hammer An instrument proper to the smith, endowed with the mystic
power of creation (51). The two-headed hammer is, like the twin-bladed axe, an
ambivalent symbol of the mountain of Mars and of sacrificial Inversion.

Hand In the Egyptian tongue, the term designating the hand was related to
that for the pillar (or a support, or strength) and for the palm (4). In esoteric
doctrine, the position of the hand in relation to the body, and the arrangement of
thefingers, convey certain precise symbolic notions (48). According to the Egyp-
tian system of hieroglyphs, the hand signifies manifestation, action, donating and
husbandry. An eye in association with a hand—as for example in some oriental
mythic beings—symbolize* clairvoyant action’ (19). Schneider concedesamajor
réleto the hand ‘ becauseit isthe corporeal manifestation of theinner state of the
human being’ and because ‘it expresses an attitude of mind in terms other than the
acoustic’—or, in other words, a gesture. It follows, then, that the raised hand is
the symbol of the voice and of song; the hand placed on the breast indicates the
attitude of the sage; placed on the neck it denotes sacrifice; two hands joined
signifies mystic marriage—the Jungian individuation; the hand covering the eyes
represents clairvoyance at the moment of death (50). Of great importanceis the
fact that the hand has five fingers, firstly, because of its broad analogy with the
human figure (composed of four extremities plus the head), and, secondly, by
reason of the symbolism of the number five (denoting love, health and humanity)
(40). In Egyptian hieroglyphics, the open hand signifies any specificially human
task aswell asmagnetic force (19)—an ideaal so characteristic of pre-Columbian
America. And avery similar belief lies behind the widespread use of the hand as
an amulet in Islamic cultures. According to Berber thought, the hand signifies
protection, authority, power and strength; the manus had the same meaning for
the Romans, symbolizing in particular the authority of the pater familias and of
the emperor, and is sometimes to be seen surmounting the signum of the legions
in place of theimperial eagle. In the | slamic amulets mentioned above, thefigure
of the hand undergoes various modifications or appears in association with other
symbals, as, for instance, the star, the dove, the bird, the fan, the zigzag and the
circle, forming emblems comparable with those of the Christian West (12). The
familiar emblem of the‘linked hands' isexpressive of avirilefraternity, or solidar-
ity in the face of danger (49). In Jung’s opinion, the hand is endowed with a
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generative significance (31). Thedifference between theright hand and theleft is
usually ignored, but when the distinction is made it appears merely to serve the
purpose of enriching the basic significance with the additional implications of
space-symbolism, the right side corresponding to therational, the conscious, the
logical and the virile; the left side representing the converse (33). There are a-
chemicimageswhich represent aKing clasping in hisown left hand the left hand
of the Queen. Jung suggests that this may refer to the unconscious character of
their union but that it may also be indicative either of affection or of suspicion
(33).

Hanged Man This figure has a profound and complex symbolism. It is
enigmanumber twelve of the Tarot pack of cards, but itsfundamental significance
has wider implications. Frazer noted that primitive man endeavours to keep his
deitiesalive by isolating them between heaven and earth, thereby placing themin
a position which is immune to ordinary influences (21), especially terrestrial
ones. Thisand every other kind of suspension in space implies, then, amystical
isolation which is doubtless related to the idea of |evitation and to dream-flight.
On the other hand, the inverted position is in itself a symbol of purification
(becauseit inverts, analogically, the natural, terrestrial order) (50). Both the leg-
end of the Hanged Man as a figure endowed with magic powers, and the Odin
myth, belong to this symbolic system. Of Odin it was said that he had sacrificed
himself by hanging. The relevant verses of Havamal read: ‘| know that | have
been hanging from the stormy tree for nine consecutive nights, wounded by the
spear, asan offering to Odin: myself offered to myself.” Similar sacrificesare part
of normal cult-practice in many parts of the world (21). Jung explains this sym-
bolism in purely psychological terms, saying that ‘hanging . . . has an unmistak-
able symbolic value, since swinging (hanging and suffering as one swings) isthe
symbol of unfulfilled longing or tense expectation’ (31). The Tarot card men-
tioned above depicts a figure like the Minstrel hanging by one foot from arope
tied to a crossbar supported by two leafless trees. The interpretation is that the
Hanged Man does not live the ordinary life of this earth, but, instead, livesin a
dream of mystical idealism. The strange gallowsfrom which he hangsisyellow in
colour toindicateit consists of concentrated light, i.e. concentrated thought. Thus
it is said that the Hanged Man hangs from his own doctrine, to which he is
attached to such an extent that his entire being hangs upon it. The two trees
between which he hangs are related—Ilike anything that is connected with the
numerical symbolism of 2—to the Boaz and Jachin pillars of the Cabala. They are
coloured green tending to blue (naturd or terrestria naturetending towardsheaven).
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TheHanged Man's clothing is red and white, these being the mystical colours of
thetwo-headed eagle of the alchemists. Hisarmsaretied together, and hold half-
opened bags out of which gold coins are tumbling, this being an allegory of the
spiritual treasures to be found in the being who performs this self-sacrifice.
According to Wirth, the mythological hero closest to this symbolic character is
Perseus, the personification of thought in action, who—in his flight—overcame
theforcesof evil in order to free Andromeda, who symbolizesthe soul chained to
the dull rock of matter, rising from the waves of the primeval ocean. In the
positive sense, number twelve of the Tarot pack stands for mysticism, sacrifice,
self-denial, continence. In the negative sense it denotes a Utopian dream-world
(59).

Hare Inthe Egyptian seriesof hieroglyphs, the hare is a determinative sign
defining the concept of being, and symbolicin consequence of elemental existence
(19). Among the Algonquin Indians, the Great Hare is the animal-demiurge. The
myth was also known to the Egyptians. In Greece, the lunar goddess, Hecate,
was associ ated with hares. The German equivalent of Hecate, the goddess Harek,
was accompanied by hares (35). In general, thehareisasymbol of procreation; it
is ambivalent in that it may be considered as naturally amoral or moral. The
Hebrewsregarded it as an ‘ unclean’ animal (Deuteronomy xiv, 7). For Rabanus
Maurus, it symbolized lasciviousness and fecundity. However, it had also be-
come, by Gothictimes, an allegorical figure of fleetnessand of diligent service, for
it is to be found on many Gothic sepulchres as an emblem in this particular
sense—a sense subsidiary to that outlined above (46). A feminine character is
inseparable from the fundamental symbolization of the hare; hence it is not
surprising to find that it was the second of the twelve emblems of the Emperor of
China, symbolic of the Yin force in the life of the monarch (5). The Chinese
conceived the hare as an animal of augury and it was said to live on the moon.

Harp Equated with the white horse (4) and the mystic ladder. It acts as a
bridge between heaven and earth. Thisiswhy, in the Edda, heroes express their
desireto haveaharp buried with themintheir grave, so asto facilitate their access
tothe other world. Thereisal so aclose connexion between the harp and the swan
(50). It might also be regarded as a symbol of the tension inherent in the strings
with its striving towards love and the supernatural world, a situation of stress
which crucifiesman in every moment of the anguished expectation of hisearthly
life. Thiswould explain the detail of Bosch's Garden of Delights, where ahuman
figure hangs crucified on the strings of a harp. Music being a symbol of pure
manifestation of the Will (Schopenhauer), the harp would seem to be a particu-
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larly intense and characteristic embodiment of sound as the carrier of stressand
suffering, of form and life-forces (Plate XIV).

Harpies Fabulousbeings, daughtersof Neptune and the sea, usually regarded
asallegoriesor personifications of viceinitstwin aspectsof guilt and punishment
(8). At a deeper level, they have been defined as a representation of the *evil
harmonies of cosmic energies’ (48). Sometimesthe emphasisisentirely on their
dynamic nature, in which case they are depicted in the well-known attitude of
‘swift movement’, reminiscent of the swastika. This is also the case with the
Erinyesand the Gorgons (41). In mediaeval decorative art they sometimes occur
merely as emblems of the sign of Virgo in its musical aspects. In heraldry, the
figure of the harpy has no sinister associations (48).

Harpist The symbolism of the harpist follows from that of his instrument.
He frequently occurs in literature, one of the most famous examples being in
Goethe's Wilhelm Meister. In a German poem—Die Krone—Guinevere arouses
her husband’s jealousy by telling him of a knight who rides past every night,
singing. . . . Celtic folklore tells how Y seult was abducted by a harp-player. The
tale of the Pied Piper describes how the children follow him ashe playsatuneon
his pipe. All these figures are personifications of the fascination of death, that is,
Freud's death-wish. Also, in Greek mythology the psychopomp Hermes is the
inventor of the lyre and the flute (35).

Hat According to Jung, the hat, sinceit coversthe head, generally takesonthe
significance of what goeson insideit: thought. He recallsthe German saying ‘to
put al ideasunder onehat’, and mentionsthat in Meyrink’snovel The Golem, the
protagonist thinks the thoughts and undergoes the experiences of another man
whose hat he has put on by mistake (32). Jung also points out that, since the hat
isthe‘crown’ and summit of anindividual, it may therefore be said to cover him,
anideawhich carriesaspecia symbolic significance. By its shape, the hat may be
invested with specific significance; for example, that of the Minstrel in the Tarot
pack (56). To change on€e's hat is equivalent to achange of mind or of ideas. The
choice of a hat—associated with aparticular social order—denotes the desire to
be admitted to that set or to partake of itsinherent characteristics. There are hats,
like the Phrygian cap, that have aspecial phallic significance, and othersthat can
confer invisibility (symbolic of repression).

Hawk Anemblem of the soul in ancient Egypt, with the implication of solar
transfiguration (57). Nevertheless, Pinedo maintains that it may have been a
mediaeval alegory of theevil mind of thesinner. Inthecloister at Silosthereisan
illustration of hawks tearing hares to pieces, and it appearsto carry this signifi-
cance (46), although, given the negative significance of the hare (it symbolizes
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fecundity, but also lasciviousness), the hawk might be taken as a symbol of
victory over concupiscence (since it destroyed the lascivious hares). But this
kind of struggle is better represented by the mythic and legendary motif—also
freguent in folklore—of the griffin composed of various parts all struggling one
against the other, so that it appears at once as executioner and victim.

Head IntheZohar, themagic head' standsfor astral light (9); in mediaevd art
it is a symbol for the mind (46) and for the spiritual life, which explains the
frequency with which it appeared in decorative art. On the other hand, Plato in
Timaeus assertsthat ‘ the human head istheimage of theworld'. In corroboration
of this, Leblant points out that the skull, the semi-spherical crown of the human
body, signifiesthe heavens. Clearly, the head-symbol here coal esces with that of
the sphere as a symbol of Oneness. It had the same significance in Egyptian
hieroglyphics (19). The eagle’s head has been used as a solar symbol and an
emblem of the centre-point of emanation—that is, of the cosmic flame and the
spiritua fire of the universe (4). Two, three or four heads shown in juxtaposition
symbolize a corresponding intensification of agiven aspect of head-symbolism.
Thus, the Gemini, asymbol of the duality of Nature, or of theintegrating (but not
unifying) link between the two principles of creation, are represented by beings
with two heads or two faces, like the Roman Janus for example. Hecate is de-
picted with three heads—she is called triform for this reason—a symbolism
which may be related to the ‘threelevels' of heaven, earth and hell, aswell asto
Diel’sthree‘ urgesof life' (15). Thejuxtaposition of four heads or faces, asin the
image of Brahma the Supreme Lord, stems from the same symbolism as that of
thetetramorph (60). A factor of major importance bearing upon the symbolism of
the head is mentioned by Herbert Kiihn, in hisL ’Ascension de I’humanité (Paris,
1958). He makes the point that the decapitation of corpses in prehistoric times
marked Man'’s discovery of the independence of the spiritual principle, residing
in the head, as opposed to the vital principle represented by the body asawhole.
K ihn adds that Neolithic thought was very close to the mediaeval in its convic-
tion that an eternal and invisible essence underlies all appearances (Plate XV).

Head-dress and Throne In ancient, oriental cultures, and especialy in
Mesopotamia and India, there is always a formal and significant relationship
between all the objects and edifices related to any one particular cult. For ex-
ample, as Eliade notes, there is an inner and outer analogy between head-dress,
thrones and palacesin Babylonian traditions: all three refer to the ‘ Centre’ (17).
And Luc Benoist has observed of Hindu cults that the altar, the temple, the
throne, the palace, the city, the kingdom and the world are al by implication
images of the ‘Centre’, their direct model being mount Meru (the centre of the
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world). The processional carriage is atemple-on-wheels (6), with al the ‘ corre-
spondences’ implied.

Heart Inthevertica scheme of the human body, the focal pointsarethreein
number: the brain, the heart and the sexual organs. But the central point is the
heart, and in consequence it comes to partake of the meanings of the other two.
The heart was the only part of the viscera left by the Egyptians in the mummy,
since it was regarded as the centre indispensable to the body in eternity; for all
centres are symbols of eternity, since time is the motion of the periphery of the
wheel of phenomenarotating around the Aristotelian ‘ unmoved mover’. Intradi-
tional ways of thought, the heart was taken as the true seat of intelligence, the
brain being merely instrumental (25); hence, in ancient attempts to explain the
profound and continuing analogies between concepts, the moon was said to
correspond to the brain and the sun to the heart. All representations of the
‘Centre’ have been related in some way to the heart, either through correspon-
dences or through substitution, as in the case of the goblet, the coffer and the
cavern. For the alchemists, the heart was theimage of the sun within man, just as
gold wastheimage of the sun on earth (32). Theimportance of loveinthe mystic
doctrine of unity explainshow it isthat love-symbolism cameto be closely linked
with heart-symbolism, for to love is only to experience aforce which urges the
lover towards a given centre. In emblems, then, the heart signifies love as the
centre of illumination and happiness, and thisiswhy it is surmounted by flames,
or across, or afleur-de-lis, or acrown (4).

Hearth A form of ‘domestic sun’, asymbol of the home, of the conjunction
of the masculine principle (fire) with the feminine (the receptacle) and, conse-
quently, of love (49).

Heat For Jung, heat is an image of the libido (31). Any representation—or
even the mere mention—of heat always bears a symbolic relation to maturation,
whether biological or spiritual (32). In emblems of the sun, it is portrayed as
wavy lines alternating with the straight lines representing light. We should also
bear in mind all the correspondences which exist between heat and tones, sounds,
colours, the seasons, etc.

Heaven HereisLuc Benoist'sversion of apassage about heaven taken from
the Chdndogya Upanishad: ‘1n the beginning, all the universe was non-being. It
became being. It grew and formed an egg, which remained unbroken for a year.
Thenit broke open. Of the two halves of the shell, onewas of silver and the other
of gold.” Thelatter was heaven, whilethe former became earth. In Hindu architec-
ture, these two halves are represented by the altar and the stupa (6). One can
clearly seein dl this how the myth arose from converging formal analogies.
Heaven has always been considered, except in Egypt, as part of the masculine or
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active principle, associated with things of the spirit and with the number three,
whereasthe earth isrelated to the feminine, passive or material principle, and the
number four. Mircea Eliade has something to say about the symbolism of heaven
whichisrather less abstract and therefore fail sto be so cosmogonic: the azure of
the sky, he suggests, is the veil which hides the divine face. The clouds are his
garments. Thelight of heaven isthe ointment with which he anoints hisimmense
body. The stars are his eyes (17). Again: among oriental peoples, the dome of
heaven is associated with the nomad’ s tent—quite apart from the usual heaven/
earth association—as if they had a presentiment that three-dimensional spaceis
only akind of lid which prevents Man from penetrating into the mystery of the
other world. Celestial space, then, ceases to be a container and becomes content
of hyperspace, or rather, of trans-space. A terrible aspect of heaven canbeseenin
the myth of the cosmic catastrophe which William Blake appearsto have had in
mind when hewrote of ‘the angry religion of the stars’ (3). Wemust a so remem-
ber that, from the earliest times, heaven has been thought of as consisting of
severa heavens, owing to the tendency of primitive logic to assign a separate,
cellular spaceto each celestial body or group of bodies, atendency which antici-
pates the theory of gravitation, the gravitational field and the laws of organic
structures, and which illuminates the very essence of the relationship between
the qualitative (the discontinuous) and the quantitative (the continuous) (Plate
XVI).

Hecate A symbol of the Terrible Mother, appearing as the tutelar deity of
Medeaor asalamiawho devours men. Sheisapersonification of the moon, or of
the evil side of the feminine principle, responsible for madness, obsession and
lunacy. Her attributes are the key, the lash, the dagger and the torch (31).

He-Goat Thehe-goat isakind of scape-goat—a symbol of the projection of
one's own guilt upon someone else, and of the consequent repression of one's
conscience. Hence the traditional significance of the he-goat as an emissary, and
its evil association with the devil (15). It is aso, like the bull, a father-symbol
(50).

Helios Helios signifies the sun in its astronomic aspect, just as Apollo
symbolizes it in its spiritual aspect. In ancient cults, he appears as a god who
presides over the seasons, vegetation, fecundity and the fruitfulness of the earth
(15).

Helmet In heraldic symbolism, it is an emblem of lofty thoughts, or of
hidden thoughts if the vizor is lowered. This latter aspect corresponds to the
genera symbolism of invisibility, which isthus equated with the hood and the hat
(38), although this seemsto be aclear case of undue emphasis upon one meaning
at the expense of all the others. The inevitable and intimate association of the
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helmet with the head has an important bearing upon the relation between two
symboals: thus, ahelmet with a strange crest may be asymbol of highly imagina-
tive or restless exhilaration. The hat, the hood and the mantilla have the same
intimate, symbolic association with the head: their colour usually denotes the
wearer’s prevailing shade of thought.

Hemispheres |n Egyptian hieroglyphics, the semicirclewith the diameter as
the baseisasign representing the sun’s orbit and al so the hemisphere. It symbol-
izes the Origin counterbalanced by the End—or birth counterbal anced by death.
Grammatically, this hieroglyph expresses the feminine principle balancing the
masculine (19).

Herald at Arms Like Egyptian and Chaldean scribes, heralds at arms are
repositories of hermetic wisdom and, therefore, ‘ keepers of secrets’, according to
Alleauin De la Nature des symboles (Paris, 1958). Heralds at arms are related to
shield-bearers and to the standard-bearers of ancient armies (e.g. the Roman
aquilifer, or eagle-bearer).

Heraldic Symbols The outward components of heraldry (crowns, helmets,
mantles, lambrequins, supporters, chains), liketheinner elements (or arms: colours,
metals, furs, parties, noble quarterings, figures), apart from their literal or anec-
dotal senses, have asymbolic significance, according to Cadet de Gassicourt and
the Baron du Rourede Paulin, in L ’Hermétisme et I'art héraldique (Paris, 1907).
(Piobb supports their opinion in his review of the book in L’Année occultiste et
psychique, 1907.) Metalsand coloursmay be‘read’ intermsof their own particu-
lar symbolism; parties and noble quarterings by spatial and graphic symbolism,
aswell asby theirimplicit ‘ correspondences’ . Heraldic art recognizesfive colours
or enamelsand two metals: gold (the Sun), silver (the Moon), gules (red—Mars),
sinople (green—Venus), azure (Jupiter), purple (Mercury) and sable (Saturn).
The symbolic meanings of colours, metalsand parties are considered as products
of the active (or spiritual) principle of the shield-of-arms working upon the
passive, quaternary material symbolized by the surface of the shield. City coats-
of-armsmay beexplained along similar lines, according to Gérard de Sedewho, in
Les Templiers sont parmi nous (Paris, 1962), suggests that the ship in the shield
of the City of Paris may derive from the myth of the Argonauts, the quest for the
Golden Fleece and the alchemica Work.

Herbs Herbs sometimes have the symbolic significance of human beings.
This is suggested by the etymology of the Greek neophytos (‘new herb’) (17).
They arealso related to theideaof natural forces, both of good and evil. Because
they can be both medicinal and poisonous, herbs are very commonly featured in
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legendsand folktales, aswell asin magic. Thebusiness of catal oguing the different
characteristics of each herb or plant is clearly a matter for specialized study.

Hercules As a hero, Hercules became a symbol of the individual freeing
himself in the quest for immortality, expiating his sinsand errors through suffer-
ing and ‘heroic striving’ . In thisway hewas able, for his own sake and for that of
his brother (whose existence relates Hercules to the Gemini-myth), to conquer,
exterminate or master all monsters (symbolic of plagues, vices and the forces of
evil) within the ordered and gradual process of the evolutionary struggle (15). His
attributes are the club (a symbol of overwhelming force, of annihilation—not
merely of victory) and the Nemean lion’s skin (asolar symbol) (8). Herculeswas
unable to undertake a new task until after he had brought his previoustrial to a
successful conclusion. Hence alchemists, from Antiquity to the Middle Ages,
would interpret the myth of Hercules-the-hero as a configuration of the spiritual
struggle which leads to the * conquest of the golden applesin the Garden of the
Hesperides' —or immortality. Piobb haslinked the twelvetrials of Herculeswith
the signs of the Zodiac—thus confirming his character asasolar hero recognized
by mythologists—as follows: his victory over the giants such as Geryon and
Cacus with Aries; the Cretan bull with Taurus; the pillars with the Gemini; the
hydra of Lernaand the birds of lake Stymphalus with Cancer; the lion of Nemea
with Leo; theAmazonswith Virgo; thewalls of Troy and the Augean stableswith
Libra; the boar of Erymanthus with Scorpio; the centaurs and the mares of
Diomedeswith Sagittarius; the stag of the golden hornswith Capricorn; the eagle
and Prometheus with Aquarius; and the monster which attacked Hesione with
Pisces (48).

Hermaphrodite Hermaphrodite deities, connected with the myth of birth
(19), are found on many Egyptian monuments: for example, the pedestal of one
of the colossi at Memnon. The hermaphrodite is a consequence of applying the
symbolism of the number two to the human being, creating apersonality whichis
integrated despite its duality. In India, this dual being—two sexes united in a
single personality—wasthe primal force, thelight from which life emanates (49),
that isto say, the lingam (60). The myth of the hermaphrodite was a so known in
pre-Columbian Mexico, inthefigure of Quetzal coatl, thegod in whom the laws of
opposites and of the separate sexes are finaly united. The hermaphrodite is,
aboveall, agod of procreation (41), closely linked, and ultimately identified, with
the Gemini archetype. Plato, in the Symposium, statesthat the Gods first created
Manin theform of asphereincorporating two bodiesand both sexes. Thisshows
to what extent he subjected reality to symbolic and conceptual patterns and
how—in a characteristically Greek manner—he permitted mortals to partake of
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such qualities as hermaphroditism, which were generally regarded asexclusiveto
the more primitive gods (8). Psychologically, it must not be overlooked that the
concept of hermaphroditism represents a formula (which, like most mythic for-

RDANAR!_ISWARA.

One of many representations of the Hermaphrodite, with symbolic coiling
snake and lotus
(from C. J. W. Olliver, An Analysis of Magic and Witchcraft).
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mulas, is only an approximation) of ‘totality’, of the ‘integration of opposites
(17). In other words, it expressesin sexual—and hence very obvious—termsthe
essential ideathat all pairs of opposites are integrated into Oneness. For Eliade,
hermaphroditismis, therefore, simply an archaic form of divine bi-unity. Magic-
religiousthinking first stated this concept in biological terms, beforeclothingitin
metaphysical (esse non esse) or theological language (therevealed or non-reveaed
world). The androgynous divinity was also known in China and in many other
countries (Persia, Palestine, Australia, etc.) (17). In the androgynous myth we
see, however, not only an expression of the cause but also of the controlling
spiritual energy. Thisisvery clearly brought out by Ely Star when he saysthat no
happiness, unless it be one of the exceptions mentioned by St. Paul, can prove
satisfying until it is made whole by marriage (which is an imperfect image of
hermaphroditism), sincethe spirit always manifestsitself asasegregated formin
the world of existence, and this is a source of suffering and restlessness (54).
Thus, the Hermaphrodite is not only linked to the remote Platonic past, but also
projected into the future. In addition, it is clearly a symbol of an intellectual
activity whichisnot initself connected with the problem of the sexes. Blavatsky
says that all peoples regarded their first god as androgynous, because Primitive
humanity knew that he had sprung from ‘the mind’, as is shown by many tradi-
tions such asthat of Minerva springing from the head of Jupiter (9). In alchemy,
the Hermaphrodite plays an important r6le as Mercury; he is depicted as atwo-
headed figure, often accompanied by the word Rebis (double thing).

Hermit, The The ninth enigma of the Tarot pack. It isan allegory of an old
man carrying in hisright hand alantern partially covered by one of thefoldsof his
cloak, whichisdark outside (signifying withdrawal and austerity) but with ablue
lining (representing aeria nature). If he finds the serpent of the instincts in his
path, he does not destroy it but simply charms it into twining itself round his
staff, asAesculapiusdid. Heisamaster of theinvisible. On the positive side, the
hermit signifies tradition, study, reserve, patient and profound work. On the
negative, he stands for al that is taciturn, tedious and meticul ous (59).

Hero, The The cult of the hero has been found necessary not only because
of the exigencies of war, but because of the virtuesinherent in heroism—uvirtues
which have surely been apparent to Man from prehi storic times and which he has
felt the need to exalt, emphasize and record. The magic, the apparatus and the
splendour of the very appurtenances of the ancient warrior proclaim the truth of
this, as does the custom of according an acclamation worthy of kings to the
conquering hero. The relationship between the* little holy war’, that isthe struggle
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with the material enemies outside, and the* Great Holy War’, or combat with the
spiritual enemiesinsidethe personality, inevitably gaveriseto the samerelation-
ship being drawn between the hero of the ‘little war’ and the champion of the
‘Great War’ . Every heroic characteristic findsits analogy among the virtues nec-
essary to vanquish chaos and overcome the temptations offered by the forces of
darkness. Thisexplainswhy, in many myths, the sun wasidentified with the hero
par excellence. Hence, Alexander the Great is pictured on coinswith the horns of
Jupiter Ammon, that is, he isidentified with the awakening sun of Spring under
the sign of Aries. And thisleads Jung to state that the most widely accepted of all
the symbols of thelibido—and he could equally well have said ‘ the spirit’ —isthe
human figure as the hero—the subject of so many myths, legends and traditional
tales. He addsthat in thelife destined for the hero, the historical and the symbolic
areone and the samething. Thefirst object of the hero isto conquer himself; and
thisisthe reason why the heroes of Germanic legends are usually portrayed with
the eyes of asnake. The mythic hero, Cecrops, is half-man and half-serpent (31).
A hero turned Christian is a hero turned knight, with the aid of the saintly
warriors such as St. George and St. Michael (Plate XVI1).

Heron Among the Egyptians, asymbol of the morning and of the generation
of life. Together with theibisand the stork, it carried afavourable significance (4).

Hesperides, The They are the daughters of Atlas and Hesperis. They lived
in agarden with trees bearing golden appl es, watched over by adragon. Hercules
took possession of these apples, following upon his victory over the guardian
dragon. Vossius explained this myth by an astronomica analogy, whereby the
Hesperides become eventide, the garden becomesthe firmament, the golden apples
the stars, the dragon the Zodiac and Hercules the sun (8). But this interpretation
does not invalidate the psychology implicit in all the other symbols connected
with this myth, in particular that of the hero and the treasure acquired only after
great exertions.

Hieroglyphics Under this heading are grouped representative ideographs,
i.e. comprising schematic images of objects, to which may be added others, more
simple or more abstract. Initself, the basic concept of hieroglyphicsissimilar to
that of the enigma. By antonomasia, hieroglyphics are confined to those of the
Egyptian civilization (which recognized three forms of writing: hieroglyphic,
hieratic and demotic). The hieroglyphic system attained a total of 900 signs
(representative of idess, syllables, words and letters, or their complements =
determinatives). Because of its complexity, it was mastered only by the priestly
caste, and, by Roman times, people were already beginning to forget how to
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decipher it. Horapollo Niliacus attempted to restore it in the 2nd and 3rd centu-
ries of our era, taking symbolism as his basis. The subject was forgotten for
centuries, until Father Athanasius Kircher revived it during the 17th century.
Anybody interested in this subject should consult the work by Madeleine V.-
David, Le Débat sur les écritures et I'hiéroglyphe aux XVIle. et XVIile. siécles
(Paris, 1965), which is a modern, symbolic, profound interpretation, based on
that of Enel in La langue sacrée.

Hippalectryon A fabulousanimal, half-horse and half-cock, and probably a
sun-symbol.

Hippogryph A fabulous animal, half-horse and half-griffin, which Ariosto
and other authors of books of chivalry gaveto their heroesfor asteed. Itisakind
of supercharged Pegasus, a blend of the favourable aspects of the griffin and the
winged horse in its character as the * spiritual mount’ (8).

Hippopotamus |nthe Egyptian system of hieroglyphs, it represents strength
and vigour. It isalso related to theideas of fertility and water, and, consequently,
to the mother-principle (19).

Hog A symbol of impure desires, of the transmutation of the higher into the
lower and of the amoral plunge into corruption (15).

Hole A very important symbol, with two main aspects: on the biological
level, it hasfertilizing power and isrelated to fertility rites; on the spiritual plane,
it stands for the ‘opening’ of this world on to the other world. Worship of
‘perforated stones’ in one form or another is very common all over the world.
Eliade notes that, in the region of Amance, thereis just such a stone in front of
which women kneel to pray for the health of their children. To this day, in
Paphos, barren women crawl through the hole of such a stone. Primitive Indian
peoples were mainly concerned with its symbolism at the physical level, identi-
fying the hole with the female sexual organs, although they too had an intuitive
awareness of thefact that holes could stand for the* gateway of theworld’, which
the soul hasto crossin order to be released from the cycle of karma (17). Inthe
Brihadaranyaka Upanishad itissaid that ‘ when ahuman being leavesthisworld,
he makes his way through the air, and the air opens up for him as wide as a
cartwheel’ (50). Theartistic expression of thissymbol isfound inthe Chinese Pi,
i.e. the representation of heaven. It is a jade disc with a hole in the middie;
measurements vary from case to case, but according to the Chinese dictionary
Erh Ya, the relation between the outside ring and the central hole remains con-
stant. ThisholeistheHindu ‘ gateway’, also theAristotelian ‘ unvarying mean’ or
‘unmoved mover’. The origins of the Pi are exceedingly remote, and carved and
decorated Pi have also been found (39). As a symbol of heaven, the hole also
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stands specifically for the passage from spatial to non-spatial, from temporal to
non-temporal existence, and corresponds to the zenith (52). The strange and
roughly hewn door-openings of some neolithic stone-structures have been inter-
preted by some scholars as symbolic holes in the above sense; the laborious
nature of these holes could otherwise have been avoided by means of the simple
and well-known pillar-and-lintel method of construction. An outstanding ex-
ample of thiskind of door isthat at Hagiar Kim (Malta). It isinteresting to note,
inthisconnexion, that theinitiation ceremony among the Pomo Indians of North-
ern Californiaincludes aritual blow from agrizzly bear paw, which is supposed
to make aholein the neophyte’sback, on account of which he*dies andisreborn
toanew stage of life. It isprobable that, from the earliest times, the visual aspect
of wounds helped to strengthen the association between the concept of the hole
and that of passing into the other life. All this seemsto be corroborated by the fact
that in many symbolist pictures, e.g. in Gustave Moreau’s Orpheus, the back-
ground landscape includes perforated rocks which are evidently invested with a
transcendental significance. It is also worth recalling Salvador Dali’s frequent
practice, amounting amost to an obsession, of painting holes (regular in shape,
like windows) on the backs of some of hisfigures.

Hollow A hollow isthe abstract aspect of the cavern, and theinverse of the
mountain. There are many symbolic significances superimposed upon the basic
sense of the hollow, such asthat of the Abode of the Dead, of Memories and of
the Past, with further allusions to the mother and also to the unconscious (15), as
the link between all these different aspects.

Honey In Orphic tradition, honey isasymbol of wisdom. The occult maxim
‘the beesare born from the oxen’ findsitsexplanationin the astrological relation-
ship between Taurus and Cancer (40) and in the symbolic use of the ox asasign
for sacrifice, expressive of the idea that there is no higher knowledge without
suffering. Honey was also credited with other meanings: rebirth or change of
personality consequent upon initiation; and, in India, the superior self (compa-
rable with fire). Given that honey is the product of a mysterious and elaborate
process, it is easy to understand how it came by analogy to symbolize the
spiritual exercise of self-improvement (56).

Hood The hood or cone-shaped hat often figures in ancient and mediaeval
iconography. It isto be related with the Phrygian cap and other similar forms of
headgear which areto be seenin Greek and Roman art. A relief of the 14th century
shows Parsifal armed with two lances and wearing the cone-shaped cap charac-
terigtic of the Cabiri. It seems that the hood unites and blends together the two
separate meanings of the cape and the hat; in addition, its shape and its colour
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contribute further to the symbolism as a whole (32). In Jung's view, the hood,
since it envelopes practically the whole of the head and is almost spherical in
shape, comes to symbolize the highest sphere, that is, the celestial world (repre-
sented symbolically by the bell, the vault, the upper part of the sand-bag and the
double-pumpkin, aswell as by the skull) (32). Furthermore, covering one's head
signifiesinvisibility, that is, death. For this reason, the initiated appear in some
scenesin ancient mystery playswith their heads covered by acloak. Jung rounds
off the presentation of his evidence with this piece of information: ‘ Among the
Nandi, of East Africa, the newly-circumcised, theinitiates, haveto go about for a
long time dressed in queer cone-shaped grass hats, which envelop them com-
pletely and reach to the ground. The circumcised have become invisible, i.e.,
spirits. The veil has the same significance among nuns' (31). Diel confirmsthis
interpretation, taking the hood as a symbolic agent of repression or that which
renders the psychic content invisible (15).

Horns Some of the unfavourable interpretations of horn-symbolism are due
to the all-too-common association with the ancient symbol of the ox (standing for
castration, sacrifice and persistent toil), or perhaps also as aresult of ‘symbolic
inversion’. For, infact, al primitive traditions prove that the horn is asymbol of
strength and power. Hides and battle-helmets were adorned with horns from
prehistoric times right up to the Middle Ages. The horn played its part in the
decorative art of Asiatic temples; like the bucraneum (representing sacrificial
remains), the horn was considered sacred. The precise meaning of the horn-
symbol was understood as far back as Egyptian times. In their system of
hieroglyphs, the sign of the horn indicates ‘what is above the head’ and, by
extension, ‘to open up a path for oneself’ (in which it is comparable with the
ram'’s head, Aries and the battering-ram). It isastriking fact that the signswhich
initiate the cycle of the Zodiac (Aries and Taurus) are both represented by horned
animals (19). Therelevant Egyptian hieroglyph also entersinto composite words
signifying elevation, prestige, glory, etc. (19). The single horn pertains in es-
sence—apart from its employment in the emblem of the cornucopia or as a
musical instrument—to the fabul ous unicorn and the rhinoceros. The horn of the
latter, carved out in the form of acup, isone of the‘ common emblems’ of China,
and stands for prosperity (and therefore for strength) (5). The same belief is
found among the Gnostics, who expressly state that the horn symbolizes the
‘principle which bestows maturity and beauty upon all things'. Jung offers the
explanation that the hornisadual symbol: from one point of view it is penetrat-
ing in shape, and therefore active and masculine in significance; and from the
other, it is shaped like a receptacle, which is feminine in meaning (32). As a
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musical instrument, it figuresin emblems symbolizing the spiritual call tojointhe
Holy War. This particular meaning is corroborated by the crosses, trefails, circles
and fleurs-de-lis associated with the horn (4). Horns are the attributes of the
Cilician god of agriculture. He holds handfuls of corn, symbolizing fertility.
Horse The symbolism of the horse is extremely complex, and beyond a
certain point not very clearly defined. Eliade finds it an animal associated with
burial-rites in chthonian cults (17), whereas Mertens Stienon considers it an
ancient symbol of the cyclic movement of the world of phenomena; hence the
horses, which Neptune with histrident lashes up out of the waves, symbolizethe
cosmic forcesthat surge out of the Akasha—theblind forces of primigenial chaos
(39). Applying this | atter concept to the biopsychological plane, Diel concludes
that the horse stands for intense desires and instincts, in accordance with the
general symbolism of the steed-and the vehicle (15). The horse plays an impor-
tant part in agreat number of ancient rites. The ancient Rhodians used to make an
annual sacrifice to the sun of afour-horse quadriga, which they would hurl into
the sea (21). The animal was also dedicated to Mars, and the sudden appearance
of a horse was thought to be an omen of war (8). In Germany and England, to
dream of a white horse was thought to be an omen of death (35). It is very
interesting to note that the great myth and symbol of the Gemini, illustrated in
pairs or twins, in two-headed beasts or in anthropomorphic figures with four
eyesand four arms, etc., appears, too, in horse-symbolism, especially intheform
of a pair of horses, one white and one black, representing life and death. The
Indian Asvins—the probable source of Castor and Pollux—would depict them-
selves as horsemen. In mediaeval illustrations of the Zodiac, the sign for the
Gemini issometimes portrayed in thisway, asfor exampleinthe Zodiac of Notre
Dame de Paris (39). Considering that the horse pertains to the natural, uncon-
scious, instinctive zone, it isnot surprising that, in Antiquity, it should often have
been endowed with certain powers of divination (8). In fable and legend, horses,
being clairvoyant, are often assigned the task of giving atimely warning to their
masters, asin the Grimms' fable, for example. Jung came to wonder if the horse
might not be a symbol for the mother, and he does not hesitate to assert that it
expresses the magic side of Man, ‘the mother within us', that is, intuitive under-
standing. On the other hand, he recognizes that the horseis a symbol pertaining
to Man'sbaser forces, and also to water, which explains why the horse is associ-
ated with Pluto and Neptune (56). Deriving from the magical nature of the horse,
isthe belief that the horse-shoe bringsluck. On account of hisfleetness, the horse
can also signify the wind and sea-foam, as well as fire and light. In the



153 HOUSE

Brihadaranyaka Upanishad (1, 1), the horse is actually a symbol of the cosmos
(31) (Plate XVII1).

Hour-Glass A symbol denoting the inversion of the relations between the
Upper and Lower Worlds—an inversion encompassed periodically by Shiva (or
Siva), the lord of creation and destruction. Connected with it are the drum—
similar in shape—and the cross of S. Andrew; the symbolic significance of all
threeisidentical (51).

Hours, The In the Iliad, the hours are personifications of the atmospheric
moisture: they open and close the gates of Olympus, form and disperse the
clouds, govern the seasons and human life. While they were performing these
duties, they wereregarded as daughters of Zeusand Themis, bearing such names
as Eunomia, Dike and Irene, representing Law, Justice and Peace. All twelve
constitute the retinue of Eos and are depicted ranged around the sun-throne or
busily coupling the horses to the sun-chariot. We must observe, therefore: (a)
that they are expressive of cosmic forces; (b) that they personify moments of
these forces and therefore create the opportunities for human action. Their posi-
tion, surrounding the sun, is anal ogousto the way angels (red and blue—positive
and negative) are depicted encircling the mandorlaof God in Christianiconogra-
phy.

House Mystics have aways traditionally considered the feminine aspect of
the universe as a chest, ahouse or awall, aswell as an enclosed garden. Another
symbolic association is that which equates the house (and the above, related
forms) with the repository of all wisdom, that is, tradition itself (4). In architec-
tural symbolism, on the other hand, the house carriesnot only an overall symbol-
ism but also particular associations attached to each of its component parts.
Nevertheless, the house as ahome arouses strong, spontaneous associ ationswith
the human body and human thought (or life, in other words), as has been con-
firmed empirically by psychoanalysts. Ania Teillard explains this by pointing
out that, in dreams, we employ the image of the house as a representation of the
different layers of the psyche. The outside of the house signifies the outward
appearance of Man: his personality or hismask. The variousfloorsarerelated to
thevertical and spatial symbols. Theroof and upper floor correspond to the head
and the mind, as well as to the conscious exercise of self-control. Similarly, the
basement corresponds to the unconscious and the instincts (just as sewersdo, in
symbols pertaining to the city). The kitchen, since this is where foodstuff is
transformed, sometimes signifies the place or the moment of psychic transmuta-
tion in the alchemical sense. The intercommunicating rooms speak for them-
selves. The stairs are the link between the various planes of the psyche, but their
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particular significance depends upon whether they are seen as ascending or de-
scending. Finaly, thereis, as we have said, the association of the house with the
human body, especialy regarding its openings, as was well understood by
Artemidorus Daldianus (56).

Hunter In Ludovico Dolce's Le Transformationi, the following scene is
described: Inaclearinginawood thereisasmall lake, with aman, kneeling, gazing
into the surface of the water—a symbol of contemplation. In the background, a
hunter on horseback, with apack of dogs, isin pursuit of his prey—a symbol of
action for its own sake, of repetition, of the pursuit of transitoriness, of the will
to remain (as the Hindu phrase hasiit) on the ‘wheel of reincarnations’. Lao-Tse
(58) taught that racing and hunting only serve to madden the heart of Man, thus
revealing that the enemy is within: that it is desire itself. Similarly, Zagreus—
another name for Dionysos—means ‘the Great Hunter’ and stands for the insa-
tiable incontinence of desire (15), according to the moral interpretation of Didl.
For those who prefer a cosmic interpretation, the myth of the inferna hunt, in
which colour and form are mixed together without rhyme or reason, aludesto the
howling wind (3). The Arabs identify this wind with both the hunter and death
(35). Thefigure of the accursed hunter isonewhichisto befound in agreat many
mythol ogies, traditions, legends and folktal es. Thefollowing passage taken from
Julio Caro Barojawill illuminate many aspects of the myth, and clarify what we
have already said: ‘ A Basque tradition (4bade chacurra: the abbot’s dogs) hasit
that an abbot or priest, much drawn to hunting, was saying Mass just as a hare
happened to run past. The Abbot’s dogs caught its scent and rushed out, howling,
after it; the abbot deserted the Most Holy Sacrament, and hastened out of the
temple after hisdogsin pursuit of the prey. Henceforth, as a punishment, he was
condemned to an endless chase, whirling across the plains behind his howling
dogs, never to run down the quarry he so bootlessly pursues.’” Thisisclearly a
case of a symbol for a ‘limiting situation’, that is, of afaling away from the
centre—or the tendency to do so—towards the endlessly turning periphery of
the wheel of phenomena: unending because self-delusion is a perpetual incite-
ment to the sterile urge of the pursuit of worldly things. In other versionsthe hare
is the devil disguised. This theme of the accursed hunter is to be found called,
variously. ‘ The Black Hunter’, ‘ The Wicked Hunter’ or ‘The King's Dog'. It is
derived from the myth of Odin, the god of souls. Amongst the so-called Celtic
peoples, Odin has been replaced by King Arthur or Arthus, as is shown by the
‘chasses du roi Arthus’, traditional in Normandy. There are other similar tradi-
tions, such asthe chasseAnnequin’ in Normandy, * Manihenneguin’ in the Vosges,
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the ‘ chasse Saint Hubert’ and ‘ du Grand Veneur’ (10). In Dontenville's view, an
important mythic precedent is to be found in Meleager and the boar (16).

Hurricane Anthropologists have found that many graphic symbols owe
their origin to the hurricane—especially in America. Thisistrue, for instance, of
the sigma, the double sigmaand the swastika. But at the sametime, the hurricane
has asymbolic meaning of itsown. Ortiz observesthat the hurricane, like celestial
bodies, has two characteristic motions: rotary and sideways. In its sidewise
motion, thereisan intermediary point of absolute calm: the so-called ‘ eye of the
hurricane’. For American aborigines, the hurricane is cosmic synergy, since it
containsthree Elementswithinitself (fireor light-rays, air or wind, water or rain)
and disturbs the fourth—earth. It was worshipped as a deity of the winds and
waters, and also of the heavens (41). This latter aspect of its correspondences
brings usonce again to the cel ebrated, and persistent celestial symbol of the*hole’
in the disc of Chinese jade, representing the concept of the zenith as a void
through which one may pass out of theworld of space and timeinto spacel essness
and timel essness.

Hyle Hyle is protomatter, a symbol of the passive, feminine, primordial
principle. According to Nicomachus of Gerasa, the pristine state of chaos of the
hylewasfecundated by Number. Hildegard of Bingen (1098-1179), the abbess of
Rupertsberg, in Scivias, describes cosmogonic visionsin which Nous blends and
harmonizes with the monster chaos (14).

Ibis Theibisisrelated to Thoth, the Egyptian god of wisdom. According to
the Greek scholar Adlian, in his De Natura Animalium, this bird was chosen
because it tucks its head under its wing when it sleeps, so that it comes to
resembl e the shape of the heart; and al so because of the fact that the stride of the
ibis measures exactly a cubit (which was the measure used in the building of
temples), and because it destroyed harmful insects (19). There were two kinds of
ibis: thewhite bird (associated with the moon) and the black. The belief wasthat
Thoth hovered over the Egyptian peoplein theform of an Ibis religiosa, and that
he taught them the occult arts and sciences (9).
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Ice Giventhat water isthe symbol of communication between theformal and
the informal, the element of transition between different cycles, yielding by
nature, and also rel ated to theideas of materid, earthly fecundity and theHeraclitean
‘death of the soul’, it follows that ice represents principally two things. first, the
change induced in water by the cold—that is, the ‘congelation’ of its symbolic
significance; and, secondly, the stultification of the potentialities of water. Hence
ice has been defined as the rigid dividing-line between consciousness and the
unconscious (or between any other dynamic levels) (56). Although the negative
senseis predominant, it isnot lacking in a positive sensein so far asthe solidifi-
cation is tantamount to toughness, and the coldness implies resistance to al that
isinferior; inthislatter senseit correspondsto Nietzsche's freezing and * hostile’
air of mountain-peaks.

Identities Many symbols can, like the gods of old, be equated, relatively
speaking, onewith another. For example: the Ship of Foolsand the Endless Chase
(of the Accursed Hunter); or the ‘centre’ of the cross and the Holy Grail; or the
centaur and the Gemini; or Pandora's box and effulgence. In the proper applica-
tion of identities lies much of the true science of symbolism.

Image A pattern of forms and figures endowed with unity and significance.
Itisimplied in the theory of form—and istrue, also, of melody—that the whole
isgreater than the sum of its partsbeing, in asense, their origin and justification.
If for Sartre the image is a degraded awareness of knowing, for other psycholo-
gists the image is, in fact, the highest form that knowing can assume, for all
knowledge tends towards a visual synthesis. Also to be borne in mind is the
theory propounded by Sir Herbert Read in Icon and Idea, according to which
every creation inthevisual arts—and, in fact, every kind of pattern—isaform of
thought and therefore correspondsto anintelligible mental concept. Thisleadsus
towards an intuition of the world as a vast repertoire of signs that await being
‘read’. We may note here that some of the works of Trithemius and Athanasius
Kircher tend towards this interpretation.

Image, Pictorial Every pictoria creation gives rise to an image, whether
imitative or invented, with or without figuration. Alongside the symbolic meaning
which subjects or figures may have, they possess, in apictorial image, asymbolic
background: spatial zones, colours, geometric or non-geometric forms, predomi-
nant axes, rhythms, composition and texture. In the most recent type of art,
known as'‘informalism’, expression and symbolization are achieved through tex-
ture and lineal rhythm in particular, with colour taking a secondary réle. To find
the‘meaning’ of agiven work, one must think in terms of putting its elementsin
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the order of their importance, assessing each kind of element within the pictorial
system. Exactly the same thing occursin architecture and sculpture.

Imago Ignota From about the middle of the last century, the tendency of
poetry and the visual arts has been towards amode of expression whose anteced-
entsgo back through the ages—but received aparticular impetus, around the year
1800, from the works of William Blake—and which might, with justification, be
termed hermetic. This movement was characterized by the quest for the obscure
asaself-sufficient goal, and by the representation of * harmoniouswholes' whose
fascination liesin their remoteness. Thereis an illuminating definition of poetry
in this sense by the German poet Gottfried Benn: ‘ The writing of poetry is the
elevation of things into the language of the incomprehensible.’ It is this type of
unfamiliar pattern that constitutes the ‘unknown image' —a pattern of words,
shapes or coloursthat has no correspondence with the normal, either intheworld
of exterior redlity or in that of normal, human feelings. These ‘ unknown images’
create their own kind of reality and express the spiritual need of particular indi-
vidualsto live within this created reality. They symbolize, in sum, the unknown,
the antecedents and the aftermath of man, or that which surrounds him and which
hissensesand hisintelligence areincapabl e of apprehending or of appropriating.
The scope of the unknown isimmense, for it encompasses the Supreme Mystery
or the Mystery of mysteries (the secret of the cosmos and of creation and the
nature of Being), and also the psychol ogical—and, indeed, existential—mystery
of the ‘unexplored’'. What is unknown is that which is unformed. The ‘ unknown
image' is also related to death and to the thread which connects death with life
(Plate XIX).

Impossibilities This theme of the ‘impossible’ is one which appears very
frequently inlegends and folktales, embracing, for example, thelife of theunborn,
or thefruit of one tree growing upon ancther, etc. Somerefrains reflect the same
ideas, such as the well-known Spanish saying: ‘ Over the sea run the hares, over
the mountain the sardines.” They may well be symbolsof Inversion, but it seems
clear that they are more likely to pertain to subversion. There is a possible
relationship between such impossibilities, as well as errors or comedies of mis-
taken identity—Ilikewise owing their origin to folklore—and the belief in the
existence of beings, impsand goblins bent upon creating disorder. Father LaPefia,
inhiswork El ente dilucidado, has discussed the problem of whether mencanlive
without eating, whether they can fly, and so on. In short, all these examples may
beinterpreted asa'call to chaos': symbolsof theregressive, orgiastic desire (10),
comparable with certain aspects of surrealism.
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Incest Whereas the union of analogous matter is a symbol of incest—in
music, for example, the idea of a concerto for harp and piano—incest in itself
symbolizes, according to Jung, the longing for union with the essence of one's
own sdlf, or, in other words, for individuation. This explains why the gods of
antiquity very frequently engendered offspring through incestuous rel ationships
(33).

Instruments Symbolically, they are objective portrayals of potentiaities,
actions and desires. Each instrument, therefore, possesses apurely literal mean-
ing, aswell as afurther significance when it is applied to the psychological and
spiritual plane.

Intersection The intersection of two lines, objects or paths is a sign of
‘Conjunction’ and communication, but also of symbolic Inversion, that is, of that
point or zone where a transcendental change of direction isinduced or sought.
This is what lies behind the superstitious crossing of fingers or of objects. In
medicinal dances, swordsand iron barsare crossed in order to encourage achange
(that is, acure), or, to put it another way, to ater the course of a process so that
it does not reach its ordinary or expected outcome (51).

Intestines An Egyptian determinative sign defining the concept of circula-
tion (19). In abroader sense, intestines carry the same symbolism asthe alembic.
They are also connected with the labyrinth and with death (the return to the
interior of the earth = mother, along the ‘ curved way’ = Saturn’s scythe).

Inversion According to Schneider, the continuity of life is assured by the
mutual sacrifice which is consummated on the peak of the mystic mountain:
death permits birth; all opposites are for an instant fused together and then
inverted. What is constructive turns to destruction; love turns to hate; evil to
good; unhappiness to happiness, martyrdom to ecstasy. Corresponding to this
inner inversion of aprocessis an outer inversion of the symbol pertaining to it.
This gives rise to a reversed arrangement of the symbolic structure. When the
symbol hastwo aspects, the inversion of one determinesthat of the other. So, for
example, if what isbelow isblack and it seeksto ascend, it may do so by turning
white. Or, conversely, if what isblack isbelow and seeksto turnto white, then let
it ascend and whiteit will be. This‘symboliclogic’ of Inversionis, it hardly needs
to be said, closely bound up with the myth of sacrifice. The more terrible the
situation, the more urgent the need to transform and invert it (as in a public
calamity or an unsuccessful war) and the greater must be the sacrifice; this ex-
plainsthe sacrifice of the Carthaginians and the pre-Columbian Mexicans. There
isapsychological basis to this, since the mind, through the process of sublima-
tion, is aways promoting inversions and metamorphoses of this order. Ambiva-
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lence, contrast, paradox, or the coincidentia oppositorum, are capable, on account
of their transcendent implications, of pointing the way to the other world, or of
pointing, in amore practical way, to the foca point of Inversion. Jung observes
that this is why the alchemists would express the unknowable by means of
contrasts (33); and Schneider notes that, since the world is a duality, each phe-
nomenon or thesisis denoted by its opposite. The closer phenomenacometo the
focal point of Inversion, the more they tend to collide with one another. The
numerical expression of I nversion seemsto betwo and eleven. Symbolsof Inver-
sion are: thedouble-spiral, the hour-glass, the drum shaped like an hour-glass, St.
Andrew’s cross, the letter X, the quiver of arrows, and, in generadl, all that is X-
shaped. Hence, the superstitious act of crossing the fingers is tantamount to
tempting Fate; and, similarly, crime is a feature of many desperate rites, while
primitives often insult the dead, because the insults, after passing through the
focal point, are inverted—Ilike rays of light—and changed into praise (50). Also
symbolizing Inversion are all those beings or objects which are depicted upside
down, such asthefigure of the Hanged Man in the Tarot pack, the bat or vampire
hanging from rock or branch, the acrobat on the trapeze, and so on. Still other
examples of Inversion are those which tend to take the form of an antithesis; for
example, according to L. Charbonneau Lassay in Le Bestiaire du Christ (Bruges,
1940), the malevolent animals—the toad, the scorpion, the rhinoceros and the
basilisk—are the natural enemies respectively of the beneficent animals—the
frog, the scarab, the unicorn and the cock. Similarly, the wasp isthe antithesis of
the bee, the he-goat of the crow. There are someinversions of symbolswhich owe
their originsto racial or national factors, or to achangein the predominant caste:
in 1slam, politeness demands that the man should not remove his headgear, the
opposite being the case in Christian countries. An instance of positive, historical
sublimating inversion might be some humiliating situation—such asthat inwhich
the Roman army was made to pass under the yoke at Caudium—transformed
into one of glory (with its characteristic expression of the triumphal arch, which
was a particular obsession of the Romans). The custom among certain layers of
society of turning the head of a saint downwards, or against awall, is less an
intended ‘ punishment’ for the holy image than a consequence of the symbolism
of Inversion: by inverting the physical position of the effigy, the faithful hopeto
invert his attitude towards them, and by virtue of the change in his attitude, to
induce achangein their destiny.

Invisibility To become or to be invisible, psychologically corresponds to
repression or to what isrepressed. On the other hand, to becomeinvisibleisalso,
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for the unconscious, animage of dissolution. Related to thissymbol arethe Night
Sea-Crossing, Devouring and the sol niger of the alchemists (32).

Topode A man with horse’s hoofs, afeature of Romanesque decoration. It is
undoubtedly related to the symbolism of the centaur, of which it may be a
simplified version.

Ishtar Ishtar ispicturedin many Westernimages and books of magic, aswell
asin esoteric thought, with aringin her left hand and acup or chalicein her right;
or else armed like Minerva. These attributes denote the continuity of life, the
power of invigorating liquids such aswater, milk, blood and soma(related to the
draught which Isolde gives to Tristan to drink), and the hardships of existence.
Her weapons announce quite clearly that Ishtar loves the hero and despises the
coward (59).

Island A complex symbol embracing several different meanings. According to
Jung, theisland isthe refuge from the menacing assault of the‘sea’ of the uncon-
scious, or, in other words, it is the synthesis of the consciousness and the will
(33). Here heisfollowing the Hindu belief that—as Zimmer notes—theidlandis
to be seen as the area of metaphysical force where the forces of the ‘immense
illogic’ of theocean aredistilled (60). At the sametime, theisland isalso asymbol
of isolation, of solitude, of death. Most island-deities have something funereal
about them—Calypso for instance. One could perhaps postul ate an equation (of
counterpoise and identity) between island and woman on the one hand, and
monster and hero on the other.

Island, Accursed In the Lai de Joseph d’Arimathie, of the Romanesgue
period, the existence of an Accursed 1sland, which harboured infernal apparitions,
enchantments, tortures and dangers, was postulated along with that of a Happy
Island. Thisisthe equivalent of the black castlein other legends. In both cases, it
expresses the law of polarity which contrasts the Lower and the Upper Worlds,
either on opposite sides of the earth, or above and below it.

Island of the Blessed Hindudoctrinetellsof an‘essential island’, golden and
rounded, whose banks are made of pulverised gems, giving risetoitsnameof the
‘idand of thegems'. Sweet-smelling treesflourish on theland, andinthe centreis
apalace—theoriental equivalent of the lapis philosophorum. Insidethe palace, in
ajewelled pavilion, isthe enthroned Magna Mater (60). According to Krappe, the
‘Island of the Blessed' inits Greek version wasthe Land of the Dead (35), that is,
asymbol, albeit anegative one, of the* Centre’ itself. Krappe goes on to speak of
the perennial validity of the symbol, recalling how the Spanish nobleman Juan
Ponce de L edn set off in search of Bimini and discovered Florida. The belief inthe
existence of the Island, or Islands, of the Blessed is something which one comes
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across in the most varied of sources. Blavatsky observes that ‘ Tradition says,
and the records of the Book of Dzyan explain, that . . . where now are found but
salt lakes and desol ate barren deserts, there was avast inland sea, which extended
over middleAsia. . . (and) anisland (of) unparalleled beauty’ and thisisland was
an exact copy of the island situated in the midst of the zodiacal wheel in the
Upper Ocean (or the Ocean of the heavens). The signs of the Zodiac are them-
selves conceived as twelve islands (9). Finally, the Island of the Blessed (or the
Happy |sland) seems to be symbolic of earthly paradise for most classical writ-
ers. Schneider mentionstheisland visited by St. Brendan, according to mediaeval
legend, where there was a huge tree growing near afountain, and on its branches
lived many birds. Two riversflowed acrosstheisland: onewastheriver of youth
and the other that of death (51). Here we have the clearest possible example of
landscape-symbolism in which the terrestrial substance isintegrated into a cos-
mic pattern by means of the essential elements of traditional symbolism.

Ivy Consecrated by the Phrygians to their god Attis. The eunuch-priests
tattooed themselves with patterns of ivy leaves (21). It is a feminine symbol
denoting aforcein need of protection.

J

Jade Thetraditional Chinese symbolism of jade with its peculiar character-
isticsisderived from the broader universal symbolism of lithophanies. According
to the Chinese tradition, jade possesses an essential quality of immortality as of
right. Hence, it figured in ritesand invocations from the 3rd millennium before our
era in figures of dragons and tigers, for example, which were intended to repre-
sent the cycle of decrease and increasein natural forces. Thissymbolismisdesalt
with in the Chou Li, dating from the 12th century B.C. It lists six ritual imple-
ments of jade: Pi, T ‘'ung, Hu, Huan, Kuei, Chang. The Pi-symbol isa disk with
acentral holesignifying heaven, whichis, asit were, azone of perfect emptiness.
Hu isajadetiger. Huan islike aPi, but is of black jade broken into two or three
pieces; it is used in Chinese magic, particularly in the practices of necromancy.
T3 'ung isthe symbol of the earth; rounded inside and square outside, it isusually
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made of yellow jade (39). Generally speaking, jade correspondsto the masculine,
Yang principle and to the dry Element.

Janus A Roman deity who isrepresented with two facesjoined along theline
from ear to jaw, the two faces looking in opposite directions. Like all symbols
facing right and left at the same time, Janus is a symbol of wholeness—of the
desire to master all things. Because of its duality, it may be taken to signify all
pairs of opposites—that is, to be equivalent to the myth of the Gemini. It seems
that the Romans associated Janus essentially with destiny, time and war. His
faces were turned towards the past and the future, denoting both awareness of
history and foreknowledge (the two-headed eagle has acomparabl e significance).
But, as Guénon hasrightly pointed out, two heads are, in fact, hindrances to the
knowledge of true destiny, which liesin the ‘ eternal present’ (25). Thisexplains
why many peoples (those of Northern Europe for example) invented similar
symbols but with three heads arranged in the form of arotating triangle, after the
fashion of Janus, but with athird head facing forward. Triform Hecateis repre-
sented in thisway (59). Janus also symbolizes the union of the powers of priest
and monarch (28). Marius Schneider has suggested to us that Janus may also be
identified with the two-peaked Mountain of Mars and, consequently, with all
symbols of Inversion and mutual sacrifice.

Jerusalem, The Celestial ‘And (the city) had awall great and high, and had
twelve gates, and at the gatestwelve angel's, and nameswritten thereon, which are
the names of thetwelvetribes of the children of Isragl. On the east three gates; on
the north three gates; on the south three gates; and on the west three gates. And
thewall of the city had twelve foundations, and in them the names of the twelve
apostlesof theLamb’ (Revelation xxi, 12-14). * And he shewed me apureriver of
water of life, clear as crystal, proceeding out of the throne of God and of the
Lamb. Inthe midst of the street of it, and on either side of theriver, wasthere the
tree of life, which bare twelve manner of fruits, and yielded her fruit every month:
and the leaves of the tree werefor the healing of the nations' (Revelation xxii, 1-
2). The celestial Jerusalem is usually described as a city in which the mineral
element is predominant, whereasthelost Paradiseis portrayed asagarden which
is mostly vegetable in composition. Guénon, in noting this, has posed the ques-
tion of whether we should ‘ say that the vegetation represents the proliferation of
the seeds in the sphere of vital assimilation, whereas the minerals represent the
results definitively “fixed”—"crystallized” as it were—at the close of a cyclic
process of growth’ (27). He links the twelve gates with the signs of the Zodiac,
deducing that in this symbol atemporal cycle is transformed into a spatial one,
upon theworld’s ceasing to rotate (28). St. John's apocalyptic vision, then, apart
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from its prophetic value, is a description, in terms of symbolic logic, of the all-
embracing, unifying, ‘saved’ character of the paradise-to-be, seenasa‘new city’.

Jester Thejester isthe symbolic inversion of the king, and hence, in certain
rites of the period immediately preceding history, it appears in association with
the sacrificial victim. According to Schneider, he isthe terrestrial counterpart of
the Gemini, that is to say that the jester is an expression of duality and not a
comicfigure. Thejester or clown says pleasant things harshly and terrible things
jokingly (50). Certain deformed or abnormal beings, such as dwarfs, are closely
related to, and even identical with, the figure of the jester. Frazer relates of Asia
Minor in the 6th century B.C. how ‘when acity suffered from plague, famine, or
other public calamity, an ugly or deformed person was chosen to take upon
himself al the evilswhich afflicted the community. He was brought to asuitable
place, wheredried figs, abarley loaf and cheese were put into hishand. These he
ate. Then he was beaten seven times upon his genital organs with squills and
branches of the wild fig and other wild trees while the flutes played a particular
tune. Afterwards he was burned on a pyre built of the wood of forest trees; and
his ashes were cast into the sea’ (21). This passage illustrates the ‘inverted’
function of the victim and shows how, by way of suffering and sacrifice, the
inferior creature could be sublimated into a superior being.

Jewels and Gems In most symboalic traditions, jewels signify spiritual
truths (4); the precious stones in the garments of princesses, or in necklaces and
bracelets, as well as gems shut away in hidden rooms, are symbols of superior
knowledge (38). In the case of jewelsbelonging to princesses or |adies-in-waiting,
they are clearly asymbol closely connected with the Jungian *anima’. Treasures
guarded by dragons allude to the difficulties of the struggle for knowledge—
knowledge not as science in the sense of an impersonal erudition, but asthe sum
of experiences, and inextricably bound up with living and with evolution. Gems
hidden in caves refer to the intuitive knowledge harboured in the unconscious.
Another interesting connotation sometimes appearing in mythic form and still
alivetoday in superstitionsisthat which associates the gem, symbolic of knowl-
edge as such, with the snake, representing energy which tends towards a given
end. The best example is the legend of the ‘snake’s stone'. There are many
folklore traditions which illustrate the belief that precious stones once fell from
the head of snakes or dragons. This gave rise to the idea that the diamond is
poisonous and that it was once to be found in the jaws of serpents (according to
the Hindu, Hellenistic and Arabic belief), or that al precious stonesoriginated in
their saliva (according to a belief widespread in primitive cultures from the Far
East to England). These myths express the maximum degree of proximity pos-
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sible between ‘ protector’ and ‘ adversary’ —between, that is, the guarding ‘ mon-
ster’ and the guarded ‘treasure’. They constitute a synthesis of opposites, an
amalgam in which the antitheses become all but identical within an ambivalent
psychological zone marking out a common fund of significance between the
antithetical meanings. Eliade notesthat metaphysical emblems, watched over by
serpents or dragons, come to be represented by specific objects located in the
forehead, the eyes or mouth of these ophidia (17). At the same time, precious
stones incorporate the general symbolism of lithophanies, sublimated in the per-
fection and beauty of the gems. This is why Gougenot des Mousseaux, in his
Dieu et les Dieux, emphasizes the important part always played by stones. The
aerolite, in particular, because of its connexion with the celestial sphere, repre-
sents the mansion and the vestments of a god descended upon earth. Shooting
stars are related to angels. There is another tradition which imparts an infernal
shade of meaning to the precious stone, by reason of the ‘ obscure’ nature of the
knowledge which it connotes. Plainly, in this case it is the feeling of aversion
towards the material richness of the stone that prevails over—or isallied with—
admiration for its hardness, colour and transparency. In this connexion, Baron
Guiraud, in La Philosophie de I’histoire, commentsthat, when Lucifer fell, angelic
light was given corporeal forminthe shining starsand glittering gems. Jewelshave
a so been equated with metal's, asakind of ‘ subterranean astronomy’, and in fact,
through the application of the theory of correspondences, with every other order
of existence. All kinds of glistening specksof colour, too, may contain someof the
symbolic sense of particular precious stones, but only as secondary meanings
and by association with the essential symbolism of the stoneitself. The Hebrews
werewell aware of the symbolic significance of jewelsand made use of it in their
liturgy. Lévi, in Les Mystéres du Rational d’Aaron, recalls that The Rational,
consisting of twelve precious stones (representing the twelve months of the year,
and the signs of the Zodiac), was arranged as four lineswith three stonesin each,
and the type and colour of the stones, from left to right and from top to bottom
were: sardonyx (red), emerald (green), topaz (yellow), ruby (red tending to or-
ange), jasper (deep green), sapphire (deep blue), jacinth (lilac), amethyst (violet),
agate (milky), chrysolite (golden blue), beryl (darkish blue), and onyx (pink).
Each one of these stoneshad agiven magic ability. The order in which they appear
is based upon their colour and luminosity, decreasing, as in a tongue of flame,
from top to bottom and from the outside to the centre’ (59).

Journey From the spiritual point of view, the journey is never merely a
passage through space, but rather an expression of the urgent desirefor discovery
and changethat underliesthe actual movement and experience of travelling. Hence,
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to study, to inquire, to seek or to live with intensity through new and profound
experiences are al modes of travelling or, to put it another way, spiritual and
symbolic equivalentsof thejourney. Heroes are dlwaystravellers, inthat they are
restless. Travelling, Jung observes, is an image of aspiration, of an unsatisfied
longing that never findsits goal, seek whereit may (31). He goes on to point out
that this goal is in fact the lost Mother; but this is a moot point, for we might
equally well say that, on the contrary, its journey is a flight from the Mother.
Flying, swimming and running are other activities which may be equated with
travelling; and so a so are dreaming, day-dreaming and imagining. Crossing aford
marks the decisive stage in the passage from one state to another (56). Thereisa
connexion between the symbolism of the journey, in its cosmic sense, and the
symbolism of the essential landscape of megalithic cults (or that seen by the
shamansintheir visions). Travelling may also berelated to the complete cycle of
the year or to the attempt to escape from it, depending upon certain secondary
characteristics of the journey. But the true Journey is neither acquiescence nor
escape—it is evolution. For this reason Guénon has suggested that ordeals of
initiation frequently take the form of ‘symbolic journeys' representing a quest
that starts in the darkness of the profane world (or of the unconscious—the
mother) and gropes towards the light. Such ordeals or trials—like the stagesin a
journey—are rites of purification (29). The archetype of the journey is the pil-
grimageto the‘ Centre’ or the holy land—or the way out of the maze. The Night
Sea-Crossing, equivalent to the Journey into Hell, illustrates certain basic aspects
of journey-symbolism which still call for elucidation. Primarily, to travel is to
seek. The Turkish Kalenderi sect requiretheir initiatesto travel ceaselessly, since,
as we have suggested, travelling is often invested with a higher, sublimatory
significance.

Journey into Hell Dante's descent into the inferno was anticipated by that
of Aeneas in the Aeneid of Virgil, as well as by the journey of Orpheus. Asin
Palacios, in his Escatologia musulmana de la Divina Comedia (Madrid, 1919)—
quoted by Guénon—nhas suggested that the Florentine poet based the path which
he traced, as well as the pattern of the three worlds that he draws, upon the two
works of Mohiddin ibn Arabi (who preceded him by more than eighty years),
entitled The Book of the Journey by Night and Revelations of Mecca (27). From
the symbolic point of view, and leaving aside the otherworldly implications of the
two complementary universes—the ‘central level of manifestation’ and the ter-
restrial—the Journey into Hell symbolizes the descent into the unconscious, or
the awareness of all the potentialities of being—cosmic and psychol ogi cal—that
are needed in order to reach the Paradisiac heights, except, that is, the divinely
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chosen few who attain to these heights by the path of innocence. Hell fuses
together the ideas of ‘crime and punishment’, just as purgatory embraces the
notions of penitence and forgiveness.

Journey of the Soul According to Hindu belief, theindividual, upon freeing
himself from the shackles of the manifest world, follows a route which is the
inverse of that path which he took when entering into it. Within this system of
thought there are two possible paths which he may take: either that of the
liberated (déva-ydna or the‘way of the gods’) or elsethat followed by those who
still have further states of individuation to passthrough (pitri-ydna or the‘ way of
the ancestors’). As the Bhagavad-Gitd observes: ‘At this juncture, those who
tend towards union, without having actually achieved it, leave manifest existence
behind them, someto returnto it later, others never to return. . . . Fire, light, day,
the crescent moon, the half-year of the sun’s ascendence and itsnortherly course—
thesearetheluminous signswhich lead to Brahmathosewho acknowledge Brahma.
Smoke, night, thewaning moon, the half-year when the sun descendstowardsthe
south—such arethe signsthat lead to lunar light and immediately to thereturnto
states of manifestation’ (26).

Judgement, The Day of The twentieth enigmaof the Tarot pack, represent-
ing theresurrection of thedead in thevalley of Jehoshaphat, when the angel of the
Apocalypse sounds the last trump. Thisangel has a sun-symbol on his forehead
and his golden hair further emphasizes his sun-symbolism. Death, in the sym-
bolic sense, is equivalent to the death of the soul—to ignoring the transcendental
aim of Man. Thetomb isthe body and fleshly desires. The angel, by means both
of hislight and of histrumpet-call, ‘awakens' thelatent desirefor resurrectionin
the man who has fallen into iniquity. The constellation which shows the closest
affinity with thisenigmaisthe Swan of Leda, the harbinger of thefinal * Conjunc-
tion’. Onthe positiveside, this card standsfor illumination, regeneration, healing
and resurrection. On the negative side, for hot-headedness and Dionysiac ecstasy
(59).

Juice Juice or sap represents life-giving liquid. It is a sacrificial symbol
connected with blood and also with light as the distillation of igniferous bodies,
suns and stars.

Jupiter Among the Graeco-Roman gods, he corresponds to the supreme
virtues of the judgement and the will. Asthelord of the sky, hisinfernal counter-
parts are Pluto, the lord of the chthonian world, and Neptune as the lord of the
deeps (symbolizing the unconscious). Jupiter’s attributes are the thunderbolt,
the crown, the eagle and the throne (8).
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Justice The eighth enigma of the Tarot, thisis an alegory of the idea of
justice personified as an image rather like that of the Empress, depicted full-face
and symmetrical (this being symbolic of exact, bilateral equilibrium) with ared
tunic and ablue cloak. In one hand, she holds up apair of scales (symbolic of the
equilibrium of good and evil), and in the other asword (for psychic decisiveness,
and the Word of God). Her throne is like the Emperor’s, massively stable. A
crown with fleurons shaped like iron lances surmounts the headdress of this
alegorical figure. Theenigmaisrelated to Libra, the sign of the Zodiac, and, like
it, represents not so much external justice or social legality as inner judgement
setting in motion the entire psychic (or psychosomatic) mechanism involved in
the process of determining guilt; the idea behind this is basically the same as
Weininger’s concept of sin as intrinsically indistinct from punishment. Astro-
nomically speaking, Justice isAstrea. In the positive sense, this enigma denotes
harmony, a strict code of behaviour and firmness; in the negative sense, restric-
tion, pettiness and craft (59).

K

Key Asanattribute, it pertainsto several mythic characters, including Hecate
(31). It issymbolic of mystery or enigma, or of atask to be performed, and the
means of carrying it out. It sometimes refers to the threshold of the unconscious
(32). The key to knowledge corresponds, within the cycle of the year, to the
month of June (healing). The conjunction of the symbols of the male dove and the
key signifies the spirit opening the gates of heaven (4). The emblem formed by
two keys, sometimes placed over a heart, relates to Janus (4). In legend and
folklore, three keysare often used to symbolize alike number of secret chambers
full of precious objects. They are symbolic representations of initiation and
knowledge. Thefirst key, of silver, concernswhat can bereveal ed by psychologi-
cal understanding; the second is made of gold, and pertains to philosophical
wisdom; thethird and last, of diamond, confersthe power to act (38). Thefinding
of akey signifies the stage prior to the actual discovery of the treasure, found
only after great difficulties. Clearly thereisamorphological relationship between
the key and the Nem Ankh sign (or ‘Eternal Life')—the anserated cross of the
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Egyptians; their gods are sometimes shown holding this cross by the top asif it
were akey, especially in ceremonies concerning the dead. But it should perhaps
be pointed out that, inthiscase, it isthe keysthat derive from the anserated cross,
the archetype of the key of Eternal Life that opens up the gates of death on to
immortality.

King Inthebroadest and most abstract sense, the king symbolizes universal
and archetypal Man. As such, according to animistic and astrobiological ways of
thought widespread from India to Ireland (21), he possesses magic and super-
natural powers. He also expresses the ruling or governing principle, supreme
consciousness, and the virtues of sound judgement and self-control (56). At the
sametime, acoronation isequivalent to achievement, victory and consummation
(33). Hence any man may properly be called a king when he achievesthe culmi-
nating point in the unfolding of hisindividual life. Deriving from, and equated
with the king-symbolism are the symbols for gold, the sun and Jupiter. These
symbols imply in essence the idea that the king is Man transposed to the solar
plane, to theideal or ‘golden’ situation—that is, ‘saved’ and made eternal. The
idea of immortality was passed from god to monarch, and only later was it
vouchsafed to the hero and later still to ordinary mortalsin so far asthey merited
the *crown’ of success, having overcome certain obstacles (usually of a moral
order). Theking, quite apart from all this, may also symbolize the ‘royalty’—'or
grandeur—of Man. In this case, he may be subjected to aperiod of unfavourable
or painful circumstances; when thisis so, the particular symbol becomes that of
the ‘sick king' (like Amfortas in Parsifal), or of the ‘sea-king’' (signifying the
negative aspect of humanity) (32). Love also playsahighly important part in the
symbolism of royalty, since loveis held to be one of the most obvious of culmi-
nating points in the life of Man. This is why the bride and bridegroom in the
Greek marriage-ceremony wear crowns made of some precious metal. The king
and queen together comprise the perfect image of the Aieros gamos, of the union
of heaven and earth, sun and moon, gold and silver, sulphur and mercury; and—
according to Jung—they also signify the spiritual ‘ conjunction’ that takes place
when the process of individuation is complete, with the harmonious union of the
unconscious and consciousness. The title of king is bestowed upon the most
outstanding specimen in every species or type: so, the lion isthe king of beasts,
as is the eagle of birds or gold among the metals (57). To come back to the
symbolism of the ‘sick king’, he—like such &fflicted heroes as Philoctetes—
signifies, on the one hand, the punishment which pursues sin as the shadow
follows the body (given the existence of the light of consciousness), and, on the
other, sterility of spirit. A particularly significant instance of the symbolic pro-
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cessisimplied by theking's projecting his spiritual state on to nature around him,
as happens with Amfortas in Parsifal, in the Waste Land of Eliot, and, to some
extent, the Fall of the House of Usher by Poe. Asfor the‘ sea-king’, heissymboalic
of the ocean (another version of Neptune) and therefore personifies the deeps of
the unconsciousin their regressive and evil form as opposed to the waters of the
‘Upper Ocean’ (the clouds, rain or fresh water) which arefecund (32). The ‘ aged
king'—such as Dhritarashtra, the aged monarch of Vedic epics, or king Lesr, or all
those aged kings of legends and folktales—is symbolic of the world-memory, or
the collective unconsciousin its widest and most all-embracing sense (38). The
king often exhibits, in concentrated form, the characteristics of the father and the
hero, and thereis atouch of the Messianic about him; by inversion of the tempo-
ral order of things, what is past becomes ‘what is to pass' and the dead king is
supposed by his subjectsto beliving astrange existence asaghogt, later to return
to hiscountry when it isin great danger. Thislegend tendsto accrue to the names
of historical monarchs,who havefallenin strange or unhappy circumstances, asin
the case of the Portuguese dom Sebastian or that of don Rodrigo, the last of the
Gothic kings. The supreme exampl e is the mythic king Arthur, called by Malory
Arthurus, rex quondam, rexque futurus (Q.V.) (16).

Knife A symbol which istheinversion of sword-symbolism. It isassociated
with vengeance and death, but also with sacrifice (8). The short blade of the knife
represents, by analogy, the primacy of theinstinctive forcesin the man wielding
it, whereas the long blade of the sword illustrates the spiritual height of the
swordsman.

Knight A symbol which confirms what we have suggested concerning the
steed. He is the master, the logos, the spirit which prevails over the mount (that
is, over matter). But this is possible only after a lengthy period of apprentice-
ship, which may be seen, historically speaking, asareal attempt to createin the
knight ahuman type superior to all others. Asaconsequence, the education of the
knight was directed in part to strengthening him physically, but in particular to
developing his soul and spirit, his affections (that is, his morals) and his mind
(that is, his reason) in order to prepare him adequately for the task of directing
and controlling the real world, so that he might take his proper place in the
hierarchies of the universe (that is, in the feudal hierarchy, ordered after the
celestial pattern, ranging from the baron up to the king). We also find mounted
monks, priests and laymen skilfully controlling their steed, thereby demonstrat-
ing their allegianceto the spiritual (or symbolic) order of knighthood in deliberate
competition with the historico-social order of knights. This is why in the bas-
reliefs on the capitalsin the cloister at Silos, knights are shown bestriding goats.
Now, goats are symbolic of superiority, because of their association with high
peaks, and Rabanus Maurus points out that knights mounted on goats must
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Knight Errant, after an early 16th-century engraving.

therefore be interpreted as saints (46). Of course, the purpose of the assimilation
of saint with knight isto magnify the symbolic worth of the knight, asin the case
of St. Ignatius Loyola. More profound examples of such assimilation are to be
seeninthat of theking and knight (King Arthur), or theking, knight and saint (St.
Ferdinand 111 of Spain or St. Louis IX of France). This knight-symbolism is
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common in all symbalic traditions. Ananda Coomaraswamy observes that ‘the
“horse” isasymbol of the bodily vehicle, and the “rider” is the Spirit: when the
latter has come to the end of its incarnations, the saddle is unoccupied, and the
vehicle necessarily dies' (60). By taking account of certain other orders of things
analogous with chivalry, including (particularly) alchemy (which wasin fact a
mediaeval technique of spiritualization) and also certain aspects of colour-sym-
bolism, we have been ableto arrive at a system of anal ogies which webelieveto
be very helpful in explaining some of the more recondite aspects of the symbol-
ism of knighthood. Mediaeval tales and legends often refer to agreen, white or red
knight, but most frequently of al to a black knight. Should we regard this as
merely amatter of aesthetic appreciation of the colour in aliteral and decorative
sense? Or does the choi ce of colour proceed necessarily from ahighly significant
cause? The latter, we think. In alchemy, the rising scale of colours (the progres-
sive, evolutive scal€) is: black, white, red (corresponding to prime matter, mer-
cury, sulphur), with gold representing the hypothetical, final stage. Conversely, it
can be said that the descending scalewould befrom blueto green, that is, descend-
ing from heaven to earth. Thesetwo colours stand for the celestial, and the natural

or terrestrial factors. Furthermore, black is associated with sin, penitence, the
withdrawal of the recluse, the hidden, rebirth in seclusion, and sorrow; whitewith
innocence (natural as well as that regained through expiation), illumination,
openheartedness, gladness; and red with passion (mora or material—love or
pain), blood, wounds, sublimation and ecstasy. We may therefore surmise that
the Green Knight is the pre-knight, the squire, the apprentice sworn to knight-
hood; the Black Knight stands for him who undergoes the tribulations of sin,
expiation and obscurity in order to attain to immortality by way of earthly glory
and heavenly beatitude; the White Knight (Sir Gal ahad) isthe natural conqueror,
the ‘chosen one' of the Evangelists, or the ‘illuminated one' reemerging from a
period of nigredo; the Red Knight is the knight sublimated by every possible
trial, bloodied from every possible sacrifice, supremely virile, the conqueror of all

that isbase, who, having completed hislife’'swork, isfully deserving of goldinits
ultimate transmutation—glorification. Knighthood should be seen, then, as a
superior kind of pedagogy helping to bring about the transmutation of natural

man (steedless) into spiritual man. An important part was played in this sym-
bolic tradition by prototypes such as the famous, mythical knights of the court of
King Arthur or patron saints such as St. George, Santiago of Compostela, or the
archangel Michael. The practical means of achieving the knight’s ultimate goal

consisted of corporeal exertions, which were, in effect, not merely physical or
material since the knight practised with a// kinds of arms, and these arms stood
for symbolic potentialities; these practical exertions, then, led eventually to the
inversion of theworld of desire through the ascetic denial of physical pleasure—
the very essence of knighthood—and the almost mystic cult of the beloved. The
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knight's relative shortcomings while carrying out his sworn duties provide the
explanation of the colour black which we have just examined. Nevertheless, other
explanations have al so been advanced, asfor examplethat theknight isthe‘ guard-
ian of the treasure’, supplanting the monster he has conquered (the serpent or
dragon). Clearly this symbolism is not opposed to that which we have proposed,
rather does it support it by emphasizing the essential mission of the knight's
service. Another interesting aspect of knight-symbolism—though, in away, a
negative one—can be seen in the use of the epithets ‘wandering’ and ‘errant’ in
mediaeval tales, legendsand folklore. At times, the adjective has a precise mean-
ing, at other times it is much more imprecise. In every case, the wandering (or
“errantry”) of the knight implies an intermediate position between the ‘ saved’
knight and the accursed hunter, with the difference that the knight errant, so far
from being caught up in the pursuit of hisdesires, is of course striving to master
them—and thisis what we had in mind when we observed that this aspect ‘in a
way, is a negative one'. Needless to say, this symbolism of one who takes the
dark and lonely path of expiation, verifies our observation that the Black Knight
isasymbol of withdrawal, penitence and sacrifice.

Heraldic knot.

Knot A complex symbol embracing several important meaningsall of which
arerelated to the central ideaof atightly closed link. Itimpliesa so the symbolism
of thespiral and thesigmoid line (41). Thesign for infinity—the horizontal figure
8—aswell asthe number 8itself, are at onceinterlacing and also knotted, and this
emphasi zes the rel ationship of the knot with the idea of infinity—or, rather, with
the manifestation of the infinite. It is comparable with the net, the loop and the
plait, in that it expresses the concept of binding and fettering—a concept which
isgenerally expressive of an unchanging psychic situation, however unaware of
his predicament the individual may be: for example, that of the unliberated man
who is ‘tied down’ by the Uranian god. This is why the Flamen Dialis of the
ancient Romans could not wear knots in his habits; and this is also true of the
Moslems on their pilgrimages to Mecca (21). These magic associations of bind-
ing, which form part of the symbolism of the knot, are sometimes given literal
expressionin magical practices, such asthose of fishermenin the Shetland Islands
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who still believe that they can control the winds by the magic use of knots (21).
A knotted cord forms a kind of closed ring, or a circumference, and hence it
possesses the general significance of an enclosure, and of protection. The ‘slip-
knot’ isadeterminative sign inthe Egyptian language, entering into the composi-
tion of words such as calumny, oaths, or a journey. The meaning must have
originated intheideaof keeping in touch with someonewho isfar away, and there
is unquestionably some connexion with the enigma of the Hanged Man in the
Tarot pack (19). The ‘endless knot’ is one of the eight Emblems of Good L uck of
Chinese Buddhism, representing longevity (5); the symbolism here hastaken one
aspect of the concept of the knot—that of pure connexion—and applied it to the
biological and phenomenal planes. Finally, the famous ‘ Gordian knot’ cut by
Alexander the Great, by virtue of his determination and his sword, is a long-
standing symbol of thelabyrinth, arising out of the chaotic and inextricabletangle
of the cords with which it was tied. To undo the knot was equivalent to finding
the* Centre’ which forms such animportant part of all mystic thought. And to cut
the knot was to transfer the pure idea of achievement and victory to the plane of
war and of existence.

L

Labyrinth An architectonic structure, apparently aimless, and of a pattern
so complex that, onceinside, itisimpossible or very difficult to escape. Or it may
taketheform of agarden similarly patterned. Ancient writings mention five great
mazes: that of Egypt, which Pliny located in lake Moeris; the two Cretan laby-
rinths of Cnossus (or Gnossus) and Gortyna; the Greek maze on the island of
Lemnos; and the Etruscan at Clusium. It islikely that certain initiatory temples
were labyrinthine in construction for doctrinal reasons. Ground-plans, sketches
and emblems of mazes appear fairly frequently over avery wide area, but princi-
pally in Asia and Europe. Some are believed to have been conceived with the
purpose of luring devils into them so that they might never escape. It is to be
supposed, therefore, that, for the Primitive, the maze had a certain fascination
comparable with the abyss, the whirlpool and other phenomena (8). Neverthe-
less, Waldemar Fenn suggeststhat some circular or elliptical labyrinthsin prehis-
toric engravings—those at Pefiade Mogor, for example—should beinterpreted as
diagrams of heaven, that is, asimages of the apparent motions of the astral bodies.
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This notion is not opposed to the previous one: it isindependent of it and, up to
apoint, complementary, because the terrestrial maze, as a structure or a pattern,
is capable of reproducing the celestial, and because both allude to the same basic
idea—the loss of the spirit in the process of creation—that is, the ‘fall’ in the

Labyrinth—the clock implies juxtaposition of time and space.
(After an old engraving.)

neoplatonic sense—and the consequent need to seek out the way through the
‘Centre’, back to the spirit. There is an illustration in De Groene Leeuw, by
Goosse van Wreeswyk (Amsterdam, 1672), which depicts the sanctuary of the
alchemists' lapis, encircled by the orbits of the planets, aswalls, suggesting inthis
way a cosmic labyrinth (32). The emblem of the labyrinth was widely used by
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mediaeval architects. To trace through the labyrinthic path of a mosaic patterned
on the ground was once considered a symbolic substitute for a pilgrimage to the
Holy Land (28). Somelabyrinths shaped likeacross, knowninltaly as* Solomon’s
knot’, and featured in Celtic, Germanic and Romanesque decoration, areasynthe-
sisof the dual symbolism of the cross and the labyrinth; they are known, for this
reason, asthe ‘emblem of divineinscrutability’. It isnot difficult to make out, in
the centre of the pattern, the figure of the swastika, which adds to the basic
symbolism asuggestion of rotating, generating and unifying motion (4). For Diel,
the maze signifiesthe unconscious, and also error and remoteness from the fount
of life (15). Eliade notes that the essential mission of the maze wasto defend the
‘Centre'—that it was, in fact, an initiation into sanctity, immortality and absolute
reality and, as such, equivalent to other ‘trials’ such asthe fight with the dragon.
At the same time, the labyrinth may be interpreted as an apprenticeship for the
neophyte who would learn to distinguish the proper path leading to the Land of
the Dead (17).

Lake In the Egyptian system of hieroglyphs, the schematic figure of alake
expressesthe occult and the mysterious, probably by allusion to the underground
lake which the sun hasto passover during its* night-crossing’ (but also simply by
associating it with the symbolism of level, given that water always alludesto the
‘connexion between the superficial and the profound’; a lake becomes, then, a
fluid mass of transparency). In thetemple of the god Amon, at Karnak, there was
an artificial lake symbolizing hyle—or the ‘lower waters' of protomatter. And, at
certain times during the year, a procession of priests would cross the lake in
boats, in this way re-enacting the ‘night-crossing’ of the sun mentioned above
(19). The symbolism here is the same, broadly speaking, as that of the watery
deeps. The Irish and Breton belief that the Land of the Dead is at the bottom of
the ocean or of lakes may be derived from watching the sun setting over thewater;
and the death of human beings, and therefore by analogy the setting of the sun,
wasinterpreted as passing over into the nether world. But, aswe have suggested,
the structure of lake-symbolism may have arisen directly out of the symbolism of
level; for thislatter symbolism, so deeply rooted in the psyche of man, equatesall
that ison alow level spatially with what islow in a spiritual, negative, destruc-
tive, and hence fatal, sense. The fact that water-symbolism is closely connected
with the symbolism of the abyss serves to corroborate the fatal implications of
the lake-symbol, for the part played by the liquid Element is to provide the
transition between life and death, between the solid and the gaseous, the formal
and theinformal. At the sametime, the lake—or, rather, its surface alone—holds
thesignificance of amirror, presenting animage of self-contemplation, conscious-
ness and revelation.
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Lamb The origins of the symbolism of thelamb are to be found in the Book
of Enoch (32). It signifies purity, innocence, meekness (as well as unwarranted
sacrifice). Inallegories, it liesat theroot of representations of either purethought,
or ajust man, or the Lamb of God (4). Pinedo, however, pointsto theinteresting
relationship between the lamb and the lion, by inversion of their respective
symbolic meanings. Examples of thisare common in Christian symbolism, espe-
cialy during the Romanesgue period; agood instanceisthat of atympanuminthe
church at Armentia, where the Agnus Dei is shown inside a circle (symbolizing
the All, or perfection) accompanied by the epigraph: ‘Mors ego sum mortis.
Vocor Agnus, sum Leo fortis’ (I am the death of death. | ancalledalamb, | ana
strong lion) (46) (Plate XX). Its etymology suggests other symbolic meanings:
Alleau, in De la Nature des symboles (Paris, 1958), proposesthat agnus isrelated
to the Greek agnos and therefore symbolizes the unknown; and that it is also
related to agni (fire) and soisasacrificial symbol of the periodic renovation of the
world.

Lamia The mythic queen Lamia, celebrated for her beauty, was turned into
awild beast because of her cruelty. Ancient writingsrefer tolamias, intheplural,
asheingssimilar to sirens, found in the company of dragonsin caves and deserts.
In 1577, Johann Wier published an entire treatise upon these beings, entitled De
Lamiis Liber. According to Caro Baroja, this belief in lamias till persists in
Gascony. Their attributeisthe gold comb—afish skeleton perhaps?—with which
they comb their hair (10). Legend hasit that lamias are devourers of children (8).
Jung has pointed out that the fact that ‘ lamia’ isalso theword used for ahugeand
very voraciousfish (from ‘lamos —an abyss) verifiesthe connexion between the
devouring lamias and the dragon-whal e of the kind studied by Frobeniusin Zeitalter
des Sonnengottes (31).

Lamp A symbol of intelligence and the spirit (56). It appearsin thissensein
the Greek myth of Psyche, in thelegend of Diogenes and in the hermit (the ninth
enigma) of the Tarot pack (40). Thelamps of the ancients were shaped according
totheir function—profane, religious or funereal—and to suit the nature of the god
towhom they were dedicated. There were lampswith twelve wicks, symbolizing
the Wheel of the Zodiac. And there were perpetually burning lamps such as that
kept alight by the vestal virgins, or that of the temple of Venus noted by St.
Augustine (8).

Lance A symbol of war, and also a phallic symbol (8). It is a weapon of
earthly character, in contrast to the celestial implications of the sword. It is
connected with the symbolism of the cup or chalice. Generally speaking, the
lance is comparable from the symbological point of view with the branch, the
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tree, the cross, and all symbols pertaining to the valley-mountain axis. In the
Libro del orden de caballeria, Raymond Lull expressesthebelief that thelanceis
givento aknight asasymbol of rectitude. The*bleeding lance’, which appearsin
thelegend of the Grail, has sometimes been interpreted asthe lance of Longinus,
relating it to that of the Passion. There are authors who reject thisinterpretation
and seeit rather asageneral sacrificial symbol.

Landscape Logically spesking it may be deduced that the countryside—
landscapes of all kinds—is the mundane manifestation of a dynamic complex
which in origin was non-spatial. Inner forces are liberated to unfold as forms
which disclose in themselves the qualitative and quantitative order of their inner
tensions. Thus a mountain crest becomes a graphic sign. Let us take, by way of
illustration, landscapes asthey appear in dreams. L eaving aside the phenomenon
of memory, reminiscence, or the complex association of various sense-data, the
scenes and towns which figure in dreams are neither arbitrary and indeterminate
nor objective: they are symbolic—that is, they well up in order to illuminate
certain momentary experiences called forth by varying combinations of influ-
encesin varying degreesof intensity. L andscape-scenes arising in theimagination
in this way are sustained solely by the validity, duration and intensity of the
feelings which aroused them. Form—just as in physical morphology—is the
diagram of force. Now, what we have said about landscapes in dreams can be
applied alsoto an actual landscape, seen and sel ected by an automatic response of
the unconscious, which detectsin it an affinity that gives us pause and makes us
returntoit again and again. This, then, isaquestion not of aprojection of themind
but of an analogy whereby the landscape is adopted by the spirit in consequence
of theinner bond linking the character of the scene with the spirit of the observer
himself. Subjectivism concerns only the act of choosing. The intellection of the
significance of alandscape is, then, wholly objective, asis the grasping of the
symbolic values of colours and numbers. The Chinese saw this with the utmost
clarity: asLuc Benoist has observed, Chinese art has always placed more empha-
sis upon landscape than upon man (as a figure, that is to say), and upon the
macrocosm rather than the microcosm. ‘If the superior man loves the country-
side,” to quote the words of Kuo Hsi, ‘why is this so? Hills and gardens will
aways be the haunts of him who seeksto cultivate hisoriginal nature; fountains
and rocks are a constant joy to him who wanders whistling among them. . .” (6).
Itisawell-established tradition of symbology that the different worlds (or zones)
are strictly only different states of being. Hence the fact that the ‘ chosen site’ is
the enshrining image which arises out of it. The ‘trysting place’, when it truly
possesses that character, and is not merely arbitrary or fortuitous, signifies a
meeting or ‘conjoining’ in precisely this same sense—that is, transposed into
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topographical or spatial terms (26). However revol utionary these assertions may
seem, they are neverthel ess confirmed by the findings of the psychology of form
and by isomorphism, sinceit has been shown that it is not possible to distinguish
between psychic and physical formal processes—other than externally. In sup-
port of al this, there isthe comment of Mircea Eliade that ‘ In point of fact, man
never choosesasite, hesimply “discoversit”. . . . One of themeansof discovering
one'ssituation is by orientation’ (17). Now, in order to grasp the symbolic sense
of alandscape it is necessary to distinguish between the predominant elements
and themerely incidental, and between the character of the whole and the charac-
ter of the component elements. When the predominant element is a cosmic one,
its effect is to bind all the other components together, and it is this cosmic
ingredient which makes its influence felt over and above that of the individual
features of the landscape. Instances of such cosmic features are the sea, the
desert, theicy wastes, the mountain-peak, clouds and sky. It iswhen the ingredi-
entsof landscape-symbolism are varied and evenly balanced that symbolicinter-
pretation is most needed. The interpreter must, then, look for the following: ()
aspatial pattern organized within particular limits which endow it with a struc-
ture after the manner of a building or a work of art. By spatial symbolism we
mean, in the first place, the symbolism of level, that is, the disposition of the
zones of the landscape according to the three levels of the normal, the lower and
the higher; and secondly the symbolism of orientation, that is, the position of the
accidental elementsin relation to the north-south and the east-west axes. Hemust
then bear in mind (b) the form—the pattern or the shape of the terrain, whether
it isundulating or broken, steeply sloped or flat, soft or hard; (¢) the positional
relationship of the particular area chosen to the region as awhole or to the zone
surrounding it—whether it islower or higher, more open or more enclosed; and
finally (<) the natural and artificial elements which make up the organized pat-
tern: trees, shrubs, plants, lakes, springs, wells, rocks, sandy shores, houses,
steps, benches, grottoes, gardens, fences, doors and gates. Also important is the
predominating colour, or the clash of colours, or the general feeling of fecundity or
barrenness, of brightness or gloom, of order or disorder. Roads and cross-roads
areof great significance, and so are streams. About the objective meaning of each
of the factors we have listed above there is much that we could say; however,
since the more important factors—such as the symbolism of level—are dealt
with under separate headings, we will here add no more than afew notes. Steep-
nessindicates primitiveness and regression; flat country denotesthe apocalyptic
end, the longing for power and for death. Thereis a Persian tradition that, when
the end of the world has come—when Ahriman isvanquished for ever, the moun-
tainswill belevelled and all the earth will become one great plain. |deas cognate
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with this are to be found in certain traditions of Israel and France (35). It would
not be hard to point to the history of architecture and town-planning as evidence
of the subconscious application of these principles. Furthermore, there are some
aspects of landscapes which have asymbolic air about them that isvery difficult
to analyse intellectually. For instance, the following descriptive passage from
Dante's Commedia has always seemed to usto evoke an atmosphere of profound
mystery: ‘ Around thislittleisland, in itslowest reaches, there, whereit islashed
by thewaves, reedsgrow in the soft mud’ (Purgatorio 1, 100). Independent of the
cosmic significance of landscape, there may also beasexual implication. Itisalso
essential to bear in mind that thisis not strictly a matter of symbols as such but
of complex, symbolic functions. For instance, in scenes depicting low-lying to-
pographical features, the following factors may be at work: (@) depthinthe sense
of what is base, comparable therefore with the wicked and infernal; () depthin
the sense of what is symbolically profound; (c¢) depth asit pertains to the mate-
rial earthitself, implying a chthonian and maternal symbolism. Only the context
can help us to tell the essence from the accessory—as is true also of the vast
majority of symbols. Here we must bear in mind the primitive concept of the
archetypal ‘ideal countryside’ . Schneider has observed that thefact of there being
so many identical namesfor rivers and mountainsin different parts of the world,
suggests that megalithic ways of thought must have led to the custom of nhaming
thetopographical featuresof different regionsafter someideal model. Thismodel,
it may be argued, could be the product of the lasting impression made upon the
mind of Primitive Man by aparticular environment endowed with such unity and
variety as to prevent him from ever wishing to leave it; but it could also be
explained as the projection of a psychic order founded upon laws comparable
with those governing quaternary petterns, or the mandala, etc. Man's attention
was first drawn to the contraposition of heaven and earth by topographical
features, and he gave expression to thisin the struggle between gods and Titans,
angelsand demons, and in the opposition of mountain and valley. Next, he set out
to explain the earth’s surface by means of the laws of orientation, taking the four
points of the compass from the apparent orbit of the sun as well as from the
human anatomy, and identifying them as ambivalent forces—ambival ent because
they are at once hostile to things external and the defenders of their limits. As
Schneider adds: ‘ To preserve cosmic order, the gods fought with the giants and
the monsters which had from the very beginning of creation sought to devour the
sun. They stationed the heroic lion on the celestial mountain. Four archers' —the
tetramorphs—’are continuously on guard day and night against anyone who
attempts to disrupt the order of the cosmos' (50). The stockade, thewall or stone
enclosure, comments Eliade, are among the ol dest known parts of the structure of
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temples, appearing asearly asin proto-Indian civilizations such asthat of Mohenjo-
Daroand also in Crete (17). They owetheir originsto the same basic, primordial
idea of the symbolism of landscape—its representation of cosmic order. The
mountain with one peak is symbolic of the One—of transcendent purpose; the
two-peaked Mountain of Mars stands for the Gemini, the world of appearances
and the dualism of all forms of life. Both these symbolic mountains find their
symbolic complement in the general pattern of archetypal landscape—also, inci-
dentally, animage of the year; this patternis composed of theriver of life (denot-
ing the positive phase) and theriver of oblivion (the negative phase) which flow
through the sea of flames (expressing infirmity) and well up from asingle source
(birth or the Origin). According to this scheme, every landscape has a disastrous
and a felicitous tendency, corresponding on the temporal plane with the self-
evident distinction between ‘ coming’ and ‘ going’ whichin turnisanalogousto the
two halves of human existence. But, quite apart from all this, the symbolic
interpretation of alandscape may be determined according to thelaws governing
diverseandindividual correspondences, aswell asthe overall significance derived
from the complex of meanings afforded by its separate features. By way of an
illustration of the many possibilities of interpreting the significance of aland-
scape, we will conclude with some comments on Vallcarcawith its characteristic
low-lying features. The gardens are a a lower level than the city proper, and
screened from it by the vegetation, which has something of the archaic and orien-
tal about it. The main street leads north towards an open plain, signifying the
process of disintegration. On the other hand, those streetswhich lead towardsthe
mountain are on the favourable axis. In this case, the interpretation is obvious
enough, as it isin all instances of scenes where it is possible to identify the
essential features of archetypal landscape.

Lantern Likeal ‘lights' that are independent of the Light—that which, in
other words, is severed—the lantern symbolizes individual life in the face of
cosmic existence, transitory fact in the face of eternal truth, ‘distraction’ in the
face of essence. This explains the magic use of lanterns. Because of its psycho-
logical interest, we quote here a passage taken from a Chinese work of the Tang
dynasty: ‘On the mid-Autumn feast-day, the devil turned himself into a man,
ingratiated himself with women and children and led them off to secret places
whence they could not escape (a death-symbol). Seeing that this demon was
greatly persecuting the people, the jurisconsult Bao-Cong informed the king of
the matter and persuaded him to issue a decree to the effect that paper lanterns,
shaped like fishes, should be hung at the entrances of the houses. In thisfashion
would the carp-demon, deceived by these images, leave the Hundred Familiesin
peace’ (13).
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Laurel A treesacredtoApollo and expressive of victory. Laurel leaveswere
used to weave festive garlands and crowns. The crowning of the poet, the artist or
conqueror with laurel leaves was meant to represent not the external and visible
consecration of an act, but the recognition that that act, by its very existence,
presupposes a series of inner victories over the negative and dissipative influence
of the base forces. Thereis no achievement without struggle and triumph. Hence
the laurel expresses, the progressive identification of the hero with the motives
and aimsof hisvictory. An associated ideaisthe generic implication of fecundity
pertaining to all vegetation-symbols.

Lead A metal associated with Saturn. The al chemists employed the image of
awhite dove contained in lead to express their central idea that matter was the
receptacle of the spirit (32). The specific symbolism of lead isthe transference of
the idea of weight and density on to the spiritual plane.

Leaf One of the eight ‘common emblems’ of Chinese symbolism, it is an
alegory of happiness. When several leaves appear together as a motif, they
represent people; in this senseit is closely related to the significance of herbs as
symbols of human beings (5).

Leg Inthe Egyptian system of hieroglyphs, thefigure of alegissymbolic of
erecting, lifting and founding (19). The symbolic significanceisrelated to that of
the foot, and both symbols emphasize the fundamental difference, from the
merely bhiological point of view, of the human form as compared with other
animals, inthat humans stand erect. Thelegisalso equivaent to the pedestal, and
in Cabbalistic thought it denotes qualities of firmness and splendour.

Lemures The Romans gave this name to disembodied spirits. According to
Ovid, thefestival of the Lemuraliawas acommemoration of thedead. Itislikely
that the umbra—the ghost or apparition—is closely linked with the lemur, and
that both are symbolic of certain states of psychic dissociation (47).

Zodiacal sign of Leo.

Leo Thefifthsign of the Zodiac. It correspondsto solar power, thewill, fire,
and the clear, penetrating light which passes from the threshold of the Gemini
into the realm of Cancer. It is connected with feglings and emotions (40).
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Leopard An attribute of Dionysos, theleopard has been equated with Argus-
of-the-thousand-eyes (4). It isa symbol of ferocity and of valour (5). The leop-
ard, like the tiger and panther, expresses the aggressive and powerful aspects of
thelion without his solar significance.

Letters of the Alphabet Letters, inal cultures, haveasymbolic significance,
sometimesin atwofold sense corresponding to both their shape and their sound.
L etter-symbolism probably derivesfrom Primitive pictograms and ideographs—
quite apart, that is, from the theory of cosmic ‘correspondences’ which pre-
scribesthat each component of aseries must correspond to another given compo-
nent of aparallel series. Enel, in La Langue sacrée, has subjected the Egyptian
a phabet to aprofound and scrupul ous study, selecting those that have aphonetic
value from the vast repertory of syllabic and ideographic signs. He recalls that
Horapollo Niliacus in antiquity, and Kircher and Valeriano in the Renaissance,
tried unsuccessfully to analyse the meaning of these symbolic signs; itisonly the
work of Champollion, Maspero, Mariette, etc., which has made a true under-
standing possible. The significance of many Egyptian signs can best be under-
stood by grasping the import of the so-called ‘determinative’ signs, governing
groups of phonetic signs. We cannot here give any idea of this complex Egyptian
system, which was a mixture of ideographic signs and phonetic signs, abstract
allusions and concrete pictogramsin the form of visual patterns, such asthe sign
for combat (two armsholding an axe and ashield) or figures denoting geographical
places (Lower Egypt was represented by plants characteristic of the Delta). We
must limit ourselves, then, to the so-called Egyptian a phabet, which Enel sees
closely linked, in its development, with the idea of creation itself. Here is his
explanation: ‘Thus the divine principle, the essence of life and the reason for
creation, is represented by the eagle, but, within the microcosm, this same sign
expresses reason—the faculty which brings Man into proximity with the godhead,
raising him above all other created beings. The creative manifestation of the
reason-principleisaction, depicted by an arm, asign which is symbolic of activ-
ity in al its aspects, and is opposed to that for passivity—represented by a
broken line astheimage of the primary element. The nature of the action, and the
vital movement, convey the divine word—represented as a schematic image of a
mouth—as the first manifestation of the world's beginning. . . . The creative
action irradiated by the word continues and developsinto all the varied manifes-
tations of life; itssign isacurving spiral—a pattern of the universe, representing
the cosmic forces in action. From the point of view of the microcosm, as an
expression, that is, of man’slabours, the sign corresponding to the cosmic spira
isthe squared spiral—asign of construction. By hisown efforts, and by utilizing
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the forces of nature susceptible to his will, Man can transform brute matter—
denoted by akind of irregularly formed rectangle—into organized matter: arect-
angle, or astone, with which hebuildshishome or atemplefor hisgod (thisbeing
a schematic sign also pertaining to the temple). But the development of the
creative forces of the macrocosmos, like that of human labour, is subject to the
law of equilibrium (expressed by asemicircle based upon itsdiameter). Thereare
two aspects to this equilibrium: (1) the swing of the needle of the scales through
180 degrees, and (2) the daily trajectory of the sun across the sky from East to
West—the alpha and omega of St. John—represented by the bird of day (the
eagle) and the night-bird (the owl), and corresponding respectively to life and
death, dawn and sunset. . . . The connexion between the two opposite poles of
these constant alternations is symbolized by the distinction between the “ upper
waters’ and the “lower waters’, and represented by asign whichisequivalent to
the Hebrew mem. Through this connexion, day istransformed into night and life
isborn of death. This ceaseless flux formsthe cycle of life which is symbolized
by a snake which ceaselessly rears and undulates. The bonds uniting life with
death, where man is concerned, are represented by swaddling clothes (echoed by
the bandagesthat swaddleacorpse). . . . Theforceswhich animate every manifes-
tation of lifearethe dual streams of the evolutive/involutive principle, or descent
and ascent, represented by theleg asasign of upward movement. Thishieroglyph
has the same meaning, also, in relation to man’s activities, sinceit is by means of
hislegsthat he can go where he will: towards failure aswell astowards success.
The relationship between the dual streamsis symbolized by a plaited cord. . . .’
Other signs follow the same pattern: the tie or loop signifies the connexion
between the Elements; the bolt, the fixed state of amixture; the cane-leaf, human
thought, etc. (19).

Thelettersof the Hebrew al phabet are characterized by asimilar systemwith
symbolic and semantic meanings; the system has two aspects: the Cabbalistic,
and that which corresponds to figures on the cards of the Tarot. For example, the
letter aleph denotes will-power, man, the magician; beth, science, the mouth, the
temple door; ghimel, action, the grasping hand; etc. (48). In achemy, too, letters
aresignificant: A expressesthe beginning of all things; B, therelation between the
four Elements; C, calcination; G putrefaction; M, the androgynous nature of
water initsorigina state asthe Great Abyss, etc. (57). But thisisreally a case of
the fusing of true symbolism with purely conventional connotations—although
the significance of the letter M is symbolic in the true sense. As Blavatsky
observes, M isthe most sacred of letters, for it isat once masculine and feminine
and also symbolic of water initsoriginal state (or the Great Abyss) (9). Itisalso
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interesting to note the relationship of the letter S with the moon by virtue of the
symbolism of form; the S can be said to consist of awaxing and awaning moon
counterbal ancing each other.

Letters of the al phabet played a very important part among the Gnostics and
in the mysteries of Mithraic cults; equivalents ascribed to them were taken from
the symbolism of numbers, as well as from the signs of the Zodiac, the hours of
the day, etc. One of the early Fathers of the church, Hippolytus, quotes the
remark attributed to Marcus the Pythagorean that: The seven heavens. . . pro-
nounced severally their vowels and all these vowels together formed a single
doxology, the sound of which, transmitted below, became the creator. . .’ (9).
Similarly, each vowel was related to a colour (11). The seven letters also corre-
sponded to the seven Directions of space (that is, the six extremities of the three-
dimensional cross plus the centre) (39).

Among theArabs, too, |etters had anumerical value: the number of theletters
in the alphabet was twenty-eight, like the days of the lunar month. Given the
importance traditionally attached to the word—the Element of air—it is easy to
understand why Man, in every system ever formulated, has always tried to
prove the divine power of letters by making them dependent upon mystic and
cosmic orders. Saint-Yves d'Alveydre, in L’Archéometre (1911), has made a
broad study of letter-symbolism, although, in our opinion, he comes to some-
what arbitrary conclusions concerning the relationship between the aphabet,
colour, sound, planets, the signs of the Zodiac, virtue, the element of nature, and
so on. As an example, here iswhat he says about the letter M: ‘It corresponds to
thenatural Origin, which givesriseto al temporal formsof existence. Its number
is 40. Its colour, sea-green; its sign, Scorpio; its planet, Mars; its musical note,
Re.’ Of greater symbolic authenticity is the summary which Bayley makes,
drawing upon avariety of sources of information to arrive at a synthesis of the
intrinsic significance of the letters which now comprise our Western al phabet.
Clearly, there are someletter-symbol s of more obvious meaning than others. Here
are some of the less obvious suggested by Bayley: A isrelated to the cone, the
mountain, the pyramid, thefirst cause; B, (?); C, the crescent moon, the sea, the
Magna Mater; D, thebrilliant, the diamond, the day; Eisasolar letter; F signifies
thefireof life; G, the Creator; H, Gemini, thethreshold; I, number one, the axis of
theuniverse; L, power; M and N, the waves of the sea and the undulations of the
snake; Oisasolar disk, denoting perfection; P, R, the shepherd’s crook, the staff;
S, the snake or serpent; T, the hammer, the double-headed axe, the cross; U, the
chain of Jupiter; V, areceptacle, convergence, twin radii; X, the cross of light, the
union of the two worlds—the superior and theinferior; Y, threein one, the cross-



185 LEVEL

ways, and Z, the zigzag of lightning (4). As an interesting sidelight, here are
Bayley’s conclusions concerning theideas—merely conventiond inthisinstance—
related to initials most commonly figuring in mediaeval and 16th-century em-
blems: A (combined with V) signifies Ave; M is the initial letter of the Virgin
Mary, and also asign of the Millennium, that is, of theend of thisworld; R stands
for Regeneratio or Redemptio; Z for Zion; Sfor Spiritus; SSfor Sanctus Spiritus,
T for Theos, €tc.

Any study of letter-symbolism must be closely related to the examination of
words. Loeffler recallsthat, anong the Aryansand al so among the Semites, M has
always been theinitial letter of words related to water and to birth of beings and
the worlds (Mantras, Manu, Maya, Madhava, Mahat, etc.) (38). Concerning the
connexion between M and N, we believe that the latter is the antithesis of the
former, that is: if M corresponds to the regenerating aspect of water, N pertains
to its destructive side, or to the annihilation of forms. Letters, because of their
associations, were one of the techniques used by the Cabbalists.

We cannot here do more than mention the study of the ‘tifinars’; or prehis-
toric symbolic signs, made by R. M. Gattefossé in Les Sages Ecritures (Lyon,
1945). Also very interesting is the philosophy of letters—and of grammar—in
their symbolic context worked out by M. Court de Gebelin in his Du Génie
allégorique et symbolique de I’antiquité (Paris, 1777). Basing his study upon a
primitive tongue, he draws conclusions concerning the mental attitudes which
inspired the symbolism of proper names, linguistic roots, sacred fables, cos-
mogonies, symbolic pictures, escutcheons, hieroglyphs, etc., aswell asof letters.
For example, A, he suggests, can be: a cry, averb, a preposition, an article, an
initial letter—apart from its character in oriental tongues, etc. For a profound
analysis of the Cabbalistic significance of the symbolism of Ietters, the work of
Knorr de Rosenroth, Le Symbolisme des lettres hébraiques . . . selon la Kabbala
Denudata (Paris, 1958), may be consulted. An important general review of the
symbolism of |etters and graphic signsisgiven by Alfred Kallir in hisbook, Sign
and Design (London, 1961).

Level Thisisaterm which refersto that aspect of the symbolism of space
which is concerned with the ssimple moral pattern deriving from the notions of
height and—ultimately—of centre. Hindu doctrine describes the three fundamen-
tal states of the human spirit as sattva, which is ‘loftiness’ of spirit; rajas—
manifestation, struggle and dynamism; and famas, or obscurity and brute in-
stinct; and these three states arelocated on three vertical levels. Strictly speaking,
there are five zones or levels: the absolute low level and the absolute high level,
plus the central area divided into three zones merging into each other and at the
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same time bringing the outer extremes into progressive relationship. When the
baser levels concern not the intellectual but the moral—which isin essenceinfi-
nitely more complex and mysterious—then the precise significance of the sym-
bolismisnot nearly so hard-and-fast. Thereis alwaysthe possibility of symbolic
Inversion, in which case the two opposing directions have something in common
in that both partake of the idea of depth. Hence the saying: ‘ Deep callsto deep.’
The temptations endured by the chosen few find their counterpart in the abysses
of salvation which may be opened up for the reprobate. Dostoievski has spoken
eloguently about this. Finaly, here is a quotation from L’Art chinois by M.
Paléologue, written in 1888: ‘Under the Chinese Chou dynasty (11th century
B.C.), thedead of the lower classeswere buried in the plains; princes, on hills of
moderate height; and emperorsin tombs built on amountain-top. The head of the
corpse would be turned to face North.” In virtually every work of art whose
composition is of anideological rather than anaturalistic character, the vertical-
line locates the Three Worlds of the infernal, terrestrial (with its own, internal
orders—the marine, the animal and the human) and celestial. Thus, in the
Mesopotamian stele (or Kudurru), theillustrations are arranged on several levels,
divided off by linesto suggest their relative values: the most primitive beingsare
placed at the lowest level (since they are closest to the ‘primordial monster’)
while astral bodies and symbols of the godhead are situated on the highest plane.
The same principles are true of Romanesque art.

Leviathan A huge, fabulous fish which bears the weight of the waters upon
its back and which the Rabbis claimed was destined for the Supper of the Mes-
siah (8). In Scandinavian mythol ogy, the oceans are the creation of agreat serpent
or dragon which swallowsthewaters only to regurgitate them; thisbeingiscalled
Midgardorm (35). The Leviathan is an archetype of things inferior—of the pri-
mordial monster connected with the cosmogonic sacrifice, such as the
Mesopotamian Tiamat (or Tiawath). Sometimesitisinall respectsidentical with
the world—or, rather, with the force which preserves and vitalizes the world.

Liberation of the Damsel Of mythological origin (Siegfried waking Brunhild,
the story of the Sleeping Beauty), it appearsin pagan and Christian legends, and
in books of knight-errantry. Perseus liberating Andromedais possibly the arche-
type, though we must not forget St. George and the princess. In the ‘matiére de
Bretagne', there are numerous instances of knights liberating damsels, and this
could almost beregarded astheir essential mission. Asasymbol of the search for
theanima anditsliberation from the subjugation inwhichitisheld by malign and
inferior powers, it seemsto be of mystical origin.
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Libra Theseventhsign of theZodiac, Libra, is, like the cross and the sword,
related to the symbolism of the number seven, and the sign for equilibrium, on
both the cosmic and the psychic planes, and concerning both social and inward
legality and justice. It is said, therefore, that the balance or scales designates the
equilibrium between the solar world and planetary manifestation, or between the
spiritual ego of Man (the Selbst of Jungian psychology) and the external ego (or
the personadlity). It likewiseindicates the equilibrium between good and evil; for,
like Man, the scales has two tendencies, symbolized by the two symmetrically
disposed pans, one tending towards the Scorpion (denoting the world of desires)
and the other towards the sign of Virgo (sublimation). Man must, after the model
of the scales, balance out hisinner tendencies. According to traditional astrology,
the sign of the balance rules the kidneys. The seventh sign pertains to human
relations and to the union of the spirit within itself, that is to say, to spiritual and
mental health. As an allegory of justice, it refers to the intimate and moderating
influence of self-chastisement (40). Asasymbol of inner harmony and of inter-
communication between the left side (the unconscious, or matter) and the right
(the consciousness or spirit), it represents ‘ Conjunction’ (Plate X X1).

ﬁ Zodiacal sign of Libra.

Life All thingsthat flow and grow wereregardedin early religionsasasymbol
of life: firerepresented thevital craving for nourishment, water was chosen for its
fertilizing powers, plants because of their verdure in spring-time. Now, all—or
very nearly all—symbols of life are also symbolic of death. Media vita in morte
sumus, observed themediaeval monk, to which modern science hasreplied La vie
c¢’est la mort (Claude Bernard). Thus, fire is the destroyer, while water in its
various forms signifies dissolution, as suggested in the Psalms. In legend and
folklore, the Origin of life—or the source of the renewal of thelife forces—takes
theform of caves and cavernswhere wondroustorrents and springswell up (38).

Light Light, traditionally, is equated with the spirit (9). Ely Star asserts that
the superiority of the spirit is immediately recognizable by its luminous inten-
sity. Light is the manifestation of morality, of the intellect and the seven virtues
(54). Itswhiteness alludes to just such a synthesis of the All. Light of any given
colour possesses asymbolism corresponding to that colour, plusthe significance
of emanation fromthe‘ Centre’, for light isal so the creative force, cosmic energy,
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irradiation (57). Symbolically, illumination comesfrom the East. Psychologically
speaking, to becomeilluminated isto become aware of a source of light, and, in
consequence, of spiritual strength (32).

Lightness The sonorous, the transparent and the mobile constitute a trilogy
whichisrelated to the sensation of lightnesswithin (3). Air isthe Element which
corresponds primarily to this sensation. From the oneirocritic and literary points
of view, the desire for lightness is depicted by the symbol of the dance—as in
Nietzsche—rather than by flight. If the latter isin essence expressive of the will
to rise above oneself and above others, the former concerns the urge to escape.

Lilith Lilith, in Hebrew legend, wasthefirst wife of Adam. Shewasanight-
phantom and the enemy of childbirth and of the newborn. In mythic tradition she
was regarded as a satellite invisible from the earth (8). In Israelite tradition, she
corresponds to the Greek and Roman Lamia. She may also be equated with
Brunhildin the saga of the Niebelungen, in opposition to Kriemhild (or Grimhild,
or Eve). Sheissymbolic of the Terrible Mother. All these characteristicsrelate her
closely to the Greek figure of Hecate, with her demandsfor human sacrifice. Lilith
personifiesthe maternal imago in so far as she denotes the vengeful mother who
reappearsin order to harry the son and hiswife (athemewhich, in some respects,
is transferred to the Stepmother and to the Mother-in-Law). Lilith is not to be
related literally to the Mother, but with the idea of the mother venerated (that is,
loved and feared) during childhood. Sometimes she also takes the form of the
despised mistress, or the ‘long forgotten’ mistress, as in the case of Brunhild
mentioned above, or of the temptress who, in the name of the maternal imago,
seeks and brings about the destruction of the son and hiswife. Thereisacertain
quality of the virile about her, asthere is about Hecate, the ‘ accursed huntress'.
The overcoming of the threat which Lilith constitutes finds its symbolic expres-
sioninthetria of Herculesin which he triumphs over the Amazons.

loannisda Sylveira, Comentariorum
in Textum Evangelicum.
Lugduni, 1670.

Lily Anemblem of purity, used in Christian—and particularly mediagval—
iconography as a symbol and attribute of the Virgin Mary (46). It is often de-
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picted standing in a vase or jar, which is, in its turn, a symbol of the female
principle. Félix de Rosnay, in Le Chrisme, les lys et le symbolisme de Paray
(Lyon, 1900), points to the connexion between the fleur-de-lis, in respect of the
symbolism of its form, and the chrism or cross of St. Andrew intersected by the
rho, and the ancient cross of the Aeduan Gauls (acrosswith avertical line traced
through the centre), which is quite clearly asymbol of inversion; it wasworn on
the sword-guard. The lily, in Byzantium and among the Christianized Franks,
was asign of royalty.

Lingam Thelingam s not just asign for the phallus, but for the integration
of both sexes, symbolizing the generating power of the universe (8). It is very
commonly found in Hindu temples. A comparable symbol isthat of the Tree of
Life of the Persians whose seeds when mixed with water preserve the fertility of
the earth (31). All symbols of ‘conjunction’ of this kind alude to the hieros
gamos, without which the continuous process of creation and preservation of the
universe would be inconceivable; hence they find their way into fecundity and
fertility rites. In China, the lingam is called Kuei; it is an oblong piece of jade
terminating in atriangle. The seven stars of the Great Bear are often engraved on
the Kuei (39), probably symbolizing space and time (that is, the Seven Directions
and the seven days of the week).

Lion Thelion corresponds principally to gold or the ‘ subterranean sun’, and
tothe sunitself, and hence it is found as a symbol of sun-gods such as Mithras.
In Egypt, it used to be believed that the lion presided over the annual floods of the
Nile, because they coincided with the entry of the sun into the zodiacal sign of

Heraldiclion,
18th century.

Leo during the dog-days. Thelion-skinisasolar attribute (8). The equation of the
sun and the lion, borne out by primitive and astrobiological cultures, persisted
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into the MiddleAgesand found itsway into Chris'tian symbolism (14), although
the significance of thelionis enriched by avariety of secondary symbolisms. In
alchemy, it corresponds to the ‘fixed’ element—to sulphur. When counter-bal-
anced by three other animals, it represents earth (although elsewhereit has been
said that it stands for * philosophical fire') (57), while gold is given the name of
‘lion of metals’; thered-coloured lionismoresstrictly applicableto thelatter (56).
But, apart from these considerations, which liemorein the province of thetheory
of correspondences than in symbology proper, the lion, the ‘king of beasts',
symbolizes the earthly opponent of the eagle in the sky and the ‘ natural lord and
master’ —or the possessor of strength and of the masculine principle. As Frobenius
notes, the motif of the solar lion which tears out the throat of the lunar bull is
repeated interminably in Asiatic and African ornamentation (22). According to
Schneider, the lion pertains to the Element of earth and the winged lion to the
Element of fire. Both are symbolic of continual struggle, solar light, morning, regal
dignity and victory. Asasymbol of the Evangelists, thelion cameto be associated
with St. Mark in particular. Naturally, other meanings may be derived from the
location or the context in which the lion appears. The young lion corresponds to
therising sun, the old or infirm lion to the setting sun. Thelion victorious repre-
sents the exaltation of virility; the lion tamed carries, on the symbalic plane, the
obvious significance which it hasin red life (50). For Jung, thelion, initswild
state, isbroadly speaking anindex of |atent passions; it may also take theform of
asignindicating the danger of being devoured by the unconscious (32). But this
latter sense goes beyond lion-symbolism as such, being related to the general
symbolism of devouring (whichin turnisrelated to the symbolism of time). The
wild lioness is a symbol of the Magna Mater (35).

Loaves of Bread Aswithgrainsof corn, loavesare symbolsof fecundity and
perpetuation, which is why they sometimes take on forms that are sexual in
implication.

Locusts |n Christian symbolism, locusts represent the forces of destruction
(20), a symbolism which can be traced back to the Hebrew tradition of the
‘plagues of Pharaoh’. To quotethewords of the Bible (Revelationix, 1-10): ‘And
thefifthangel sounded, and | saw astar fall from heaven unto the earth: and to him
was given the key of the bottomless pit. And he opened the bottomless pit; and
there arose asmoke out of the pit, asthe smoke of agreat furnace; and the sun and
theair were darkened by reason of the smoke of the pit. And there came out of the
smoke locusts upon the earth; and unto them was given power, as the scorpions
of the earth have power. And it was commanded them that they should not hurt
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thegrassof the earth, neither any green thing, neither any tree; but only those men
which have not the seal of God in their foreheads. And to them it was given that
they should not kill them, but they should be tormented five months: and their
torment was as the torment of a scorpion, when he striketh aman. And in those
days shall men seek death, and shall not find it; and shall desireto die, and death
shall flee from them. And the shapes of the locustswerelike unto horses prepared
unto battle; and on their heads were as it were crowns like gold, and their faces
were asthe faces of men. And they had hair asthe hair of women, and their teeth
were as the teeth of lions. And they had breastplates, as it were breastplates of
iron; and the sound of their wings was as the sound of chariots of many horses
running to battle. And they had tails like unto scorpions, and there were stingsin
their tails: and their power was to hurt men five months.’

Logos TheLogosisthelight andthelife, at once spiritual and material, which
combats both death and night (7). It isthe antithesis of disorder and chaos, of evil
and darkness. It is also cognate with the word and with thought.

Loops and Bonds In mythology and iconography, the symbolism of loops
and knots has an endless number of variants, both asimages of connexion and as
forms of ornamental art, appearing as plaited links, rosettes, knots or ties, rib-
bons, cords or string, ligaments, nets and whips. In the broadest sense, loops and
knots represent theidea of binding. It would seem that, if modern man—accord-
ing to the ‘existentialist’ approach—feels himself to be ‘thrown’ into the world,
the primitive, oriental and astrobiological man perceived that he was ‘bound' to
the world, to the creator, to the order and society of which he was part. Jurgis
Baltrusaitis, in his Etudes sur I’art mediéval en Géorgie et en Arménie, distin-
guished the following types of rosette in Romanesque ornamentation: intersect-
ing, intertwining, connecting and linking. He comments that intertwining plaits
pertain to the most ancient of forms created by man, for they cannot be accounted
aproduct of either barbarian art or of any particular Asiatic influence. Entangled
intheknots, netsor cords, very commonly one finds monsters, animals or human
figures. In the Egyptian system of hieroglyphs, the loop or tie was a sign corre-
sponding to the letter T, and equivalent grammatically to the possessive (such as
‘to bind’, ‘to dominate’ or ‘to possess') (19). A related symbol is that of En-
tanglement (q.v.). But there are particular aspects of this symbol which present it
in afavourable light: the ‘golden thread', for example, identical with the ‘silver
cord’ in Hindu tradition, and with ‘ Ariadne's thread’, and symbolic of the path
leading to the creator. The mystic sense comes about by inversion: instead of the
symbol representing external bonds, it comes to stand for inner links. The cor-
dons which are such a constant feature of heraldry also pertain to these ‘inner
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links', sometimesin theform of knots, or of ribbons bunched together to form the
letter S or the number 8 (4), representing linkage or dependence in the feudal
system of hierarchies (ratified in the oath of allegiance), or the sublimation of the
ideaof being ‘in bondage’ to one's superior (36). On the other hand, the external
net which envel ops and immobilizes should be related in significanceto thewords
of the Bible (quoted by Pinedo): ‘ Upon the wicked he shall rain snares’ (Psalms
Xi, 6) (46). MirceaEliade has made aspecial study of the symbolism of knotsand
ties as they concern the tangle of thread which has to be unravelled in order to
solve the essential basis of aproblem. Some gods, such asVarunaor Uranus, are
shown holding alength of rope, signifying their prerogative of supreme power.
Eliade notesthat thereisasymbolic relationship between loops and bonds on the
one hand and threads and |abyrinths on the other. The labyrinth may be regarded
as aknot to be untied, as in the mythic undertakings of Theseus and Alexander.
The ultimate aim of mankind isto free himself from bonds. The same thing isto
be found in Greek philosophy: in Plato’s ‘ cave’, men are fettered and unable to
move (Republic, VI1). For Plotinus, the soul ‘after its fall, is imprisoned and
fettered . . . but when it turns towards (the realm of) thought, it shakes off its
bonds' (Enneads 1V, 8). Eliade has also studied the morphology of bonds and
knots in magic cults, distinguishing two broad divisions: (a) those which are
beneficent and a protection against wild animals, illness and sorcery, and against
demons and death; (b) those which are employed as a form of ‘attack’ against
human enemies—symbolically the inverse of severing ropes or bonds (18). This
latter practice is carried to the extent of tying up dead bodies to prevent them
from performing theinjurious actswhich they were supposed to haveindulgedin
(17, 18). Sometimes symbolic loops and ropes appesar in vegetableform asfoliage
whichinextricably envelopsbodiesthat fal intoiit; thisisathemewhichisrelated
to the symbolism of devouring, aswell asto grotesgues.

Lorelei A sirenin Germanic mythology who appears on arock bearing her
name in the Rhine, and whose song is the perdition of mariners, for when they
hear her singing they forget to watch out for the reefs and are dashed to pieces.
The Lorelei isalso related to the legend of the treasure of the Niebelungen.

Loss On the one hand, the sense of lossis bound up with the feeling of guilt
together with a presentiment of ultimate purification or pilgrimage and journey-
ing. On the other hand, the idea of losing and of rediscovering oneself, or the
notion of the ‘lost object’ that is missed very painfully, are concepts parallel to
that of death and resurrection (31). To feel lost or neglected isto feel dead, and
hence, even though the blame for, or cause of, thisfeeling may be projected onto
circumstantial matters, the true cause always lies in forgetfulness of the Origin



193 LOVE

and severance of the individual’s attachment to it (as expressed in the thread of
Ariadne). Within the twofold structure of the spirit (symbolized by the Gemini
twins), loss corresponds to the equation of consciousness with the merely exis-
tential aspect of life, ignoring the eternal aspect of the spirit; and it isthiswhich
lies behind the ‘lost fedling’, or purposel essness, or the symbolic lost object.

Lotus Thereisacertain parallel between the symbolism of thelotus and that
of therosein Western culture. In Egypt, the lotus symbolizes nascent life, or first
appearance (19). Saunier regardsit asanatural symbol for all formsof evolution
(49). In the Middle Ages it was equated with the mystic ‘Centre’ and, conse-
quently, withthe heart (56, 14). Asan artistic creation it isrelated to the mandal a,
its significance varying according to the number of its petals: the eight-petalled
lotus-isconsidered in Indiaasthe Centre where Brahmadwellsand asthevisible
manifestation of hisoccult activity (26). The figure eight is like the mandorla of
Romanesque art, signifying theintersection of the earth (four, or the square) with
heaven (thecircle). The‘thousand-petalled’ lotus symbolizesthefinal revelation;
inthe centrethereisusualy atriangle and inside the triangle isthe ‘ great empti-
ness symbolic of formlessness. René Guénon has examined |otus-symbolism at
great length, observing that The potentialities of being are realized by meansof an
activity which isalwaysinterna’ (thisisthe ‘growth’ of Father Gratry) ‘sinceit
is exercised from the centre of each plane; furthermore, from the metaphysical
point of view, it isimpossible for external action to be brought to bear upon the
total being, for such action is possible only on arelative and a particular plane. .
.. This realization of potentialities is depicted in various symbolisms as the
unfolding of aflower on the surface of the “waters’; generally, in oriental tradi-
tions, it is alotus, and arose or lis in the West. There is a further relationship
between these flowers and the circumference as a symbol of the manifest world,
aswell aswith the cosmic Wheel. Thissymbol finds other forms of expressionin
many different ways, but always related to the symbolism of numbers, that is,
depending upon the number of petals’ (25). From the remotest days of antiquity,
the lotus was the unanimous choi ce of the Chinese, the Japanese, the Hindus, the
Egyptians and the Aryans. The lotus flower growing out of the navel of Vishnu,
symbolizes the universe growing out of the central sun—the central point or the
‘unmoved mover'. It isthe attribute of many deities (9). In lotus symbolism, the
ideaof emanation and of realization predominated over that of the hidden Centre,
which isaWestern accretion.

Love Traditiona symbolsof love always express aduality in which the two
antagonistic elements are, nevertheless, reconciled. Thus, the Indian lingam, the
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Yang-Yin, or eventhe Cross, wherethe upright beam istheworld-axisand
the cross-beam the world of phenomena. They are, in other words, symbols of a
conjunction, or the expression of the ultimate goal of truelove: the elimination of
dualism and separation, uniting theminthemystic ‘ centre’, the ‘ unvarying mean’
of Far Eastern philosophy. The rose, the lotus flower, the heart, the irradiating
point—these are the most frequent symbols of this hidden centre; ‘hidden’ be-
causeit doesnot exist in space, although it isimagined asdoing so, but denotesthe
state achieved through the elimination of separation. The biological act of love
itself expresses this desire to die in the object of the desire, to dissolve in that
which is already dissolved. According to the Book of Baruch: ‘Erotic desire and
its satisfaction is the key to the origin of the world. Disappointment in love and
therevengewhich followsinitswake aretheroot of all theevil and the selfishness
inthisworld. Thewhole of history isthework of love. Beings seek and find one
another; separate and hurt one another; and in the end, comes acute suffering
which leads to renunciation.” Or to put it another way: Maya as opposed to
Lilith, illusion balanced by the serpent.

Loved One, The The woman loved, in the light of the Gnostic idea of the
beloved as a mediator personified in Sophia (g.v.) and the Catharist view of
human love as aform of mysticism, ceasesto be avessel for the perpetuation of
the species and becomes a profoundly spiritual and spiritualizing entity, asin
Dante, the paintings of Rossetti, the most exalted of the romantics, or in André
Breton (L’Amour fou). The earliest and purest expression of this conception of
the beloved seems to have occurred in Persia.

Lover, The The sixth enigmaof the Tarot pack. It isrelated to the legend of
Herculeswhich tellshow he was given the choi ce of two women, the one personi-
fying Virtue (or decisive activity, vocation, sense of purpose, and struggle) and
the other Vice (passiveness, surrender to base impulses and to external pres-
sures). The Lover, faced like Hercules with these two opposite modes of con-
duct, hesitates. He has parti-coloured clothes divided vertically: one half is red
(for activity) and the other green (neutral—for indecision). On the positive side,
this mystery-card implies the making of the right choice and represents moral
beauty or integrity; on the negative sideit aludes to uncertainty and temptation
(59).

Lozenge One of the eight ‘common emblems’ of the Chinese, symbolic of
victory. In graphics, the lozenge is simply arhomb elongated along the vertical
axis (5). Therhomb isadynamic sign, asin St. Andrew’s cross, and denotes the
intercommuni cation between the inferior and the superior.
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Luz The Hebrew word /uz has a number of meanings: city-centre, like
Adgarttha; ‘mandorla, or place of the apparition; and, according to Guénon (Le
Roi du Monde), it dso means* an indestructible corporeal particle, symbolized by
an extremely hard bone to which apart of the soul remains attached from thetime
of death to that of resurrection’. In Le Mystére de la vie et de la mort d’aprés
’enseignement de I’ancienne Egypte, Enel agreeswith thisinterpretation.

Lycanthrope A legendary manwhom thedevil coverswith awolf’sskin and
forcesto roam howling over the countryside (8), and symbolic of theirrationality
latent in the baser part of man and the possibility of his awakening. Hence, itis
similar inmeaningto al evil monsters and fabulous beings.

Lyre A symbol of the harmonious union of the cosmic forces, aunion which,
inits chaotic aspect, is represented by aflock of sheep (40). The seven strings of
the lyre correspond to the seven planets. Timotheus of Miletus raised the num-
ber of strings to twelve (corresponding to the signs of the Zodiac). A seria
development of asimilar kind isthat effected by Arnold Schoenberg in our day by
giving the same vaue to chromatic notes as to the notes of the diatonic scale,
creating in place of the old scale of seven notes, anew one of twelve. Schneider
draws a parallel between the lyre and the fire, recalling that in the temple of
Jerusalem (according to Exodus xxxviii, 2) therewasan altar with horns‘ overlaid
with brass' on either side, and the smoke of sacrifice rose up between them. The
lyre, similarly, produces its sounds through the horns forming the sides of its
structure, and representing the relationship between earth and heaven (50).

Mace A determinativesigninthe Egyptian system of hieroglyphs, governing
the ideas of the creative Word and achievement (19). It isrelated to the oar, the
sceptre, the staff and the club, all of them symbolic instruments of one morpho-
logical family. In Egypt the oar was also linked with the idea of creating. Asa
weapon, the mace denotes a crushing blow or utter destruction and not simply
victory over the adversary; it istherefore used as the insignia denoting the anni-
hilation of the subjective, assertive tendency in Man, and also of the monsters
symbolizing thistendency; for the samereasonit isthe attribute of Hercules (15).
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Machines The symbolism of machines is founded upon the shape of their
components and the rhythm and direction of their movement. Broadly speaking,
this symbolism finds its inspiration in the obvious analogy with the physiologi-
cal functions of ingestion, digestion and reproduction.

Macrocosm—Microcosm This relationship is symbolic of the situation in
the universe of man asthe‘measure of al things' . The basis of thisrelationship—
which has occupied the minds of thinkersand mysticsof al kindsin all ages—is
the symbolism of man himself, particularly asthe ‘universal man’ together with
his ‘ correspondences’ with the Zodiac, the planets and the Elements. As Origen
observed: ‘ Understand that you are another world in miniature and that in you are
the sun, the moon and also the stars’ (33).

Maize One of the eight ‘common emblems’ of China, maize is symbolic of
prosperity and is widely used in ornamental art (5). Almost all cereals have a
common meaning in that they are spermatic images. Peruviansrepresent fertility
by means of the figure of awoman made out of stalks of maize which they call
‘the mother of the maize’ (17).

Makara An Indian mythic monster, part-fish and part-crocodile. Itisalso to
be found in the ornamental art of the Indonesians.

Man Man comesto see himself asasymbol in sofar asheisconsciousof his
being. Hallstatt art, in Austria, shows fine examples of animal-headswith human
figures appearing above them. In India, in New Guinea, in the West aswell, the
bull’s or ox’ shead with ahuman form drawn between the hornsisavery common
motif. Sincethe bull isasymbol for the father-heaven, man comesto be seen as
both hisand the earth’s son (22), also, asathird possibility, the son of the sun and
the moon (49). The implications of Origen’s remark: ‘Understand that you are
another world in miniature and that in you are the sun, the moon and also the
stars', areto befound in all symbolic traditions. In Moslem esoteric thought, man
is the symbol of universal existence (29), an idea which has found its way into
contemporary philosophy in the definition of man as ‘the messenger of being’;
however, in symbolic theory, man is not defined by function alone (that of
appropriating the consciousness of the cosmos), but rather by analogy, whereby
heis seen as an image of the universe. Thisanalogical relationship is sometimes
expressed explicitly, asin some of the more ancient sections of the Upanishads—
the Brihadaranyaka and the Chandogya for instance—where the analogy be-
tween the human organism and the macrocosmosis drawn step by step by means
of correspondences with the organs of the body and the senses (7). So, for
example, the components of the nervous system are derived from fiery sub-
stance, and blood from watery substance (26). These oriental concepts first
appear in the West during the Romanesque period: Honorius of Autun, in his
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Elucidarium (12th century) states that the flesh (and the bones) of man are
derived from the earth, blood from water, hisbreath from air, and body-heat from

Man the microcosm (after Agrippa of Nettesheim).

fire. Each part of the body relates to a corresponding part of the universe: the
head corresponds to the heavens, the breath to air, the belly to the sea, the lower
extremities to earth. The five senses were given analogies in accordance with a
system which came to Europe, perhaps, from the Hebrews and the Greeks (14).
Thus, Hildegard of Bingen, living in the same period, states that man is disposed
according to the number five: heisof fiveequal partsin height and fivein girth; he
hasfive senses, and five members, echoed in the hand asfive fingers. Hence the
pentagram is asign of the microcosmos. Agrippa of Nettesheim represented this
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graphically, after Valeriano, who drew the analogy between the five-pointed star
and the five wounds of Christ. Thereis arelationship, too, between the organic
laws of Man and the Cistercian temple (14). Fabred' Olivet, following the Cabala,
maintai nsthat another number closely associated with the human beingisnine—
thetriple ternary. He divides human potentialitiesinto three planes: those of the
body, of the soul or life and of the spirit. Each of these planesis characterized by
three modes: the active, the passive and the neutral (43). In the Far East, also,
speculation about the symbolism of man began very early. The same kind of
triple ternary organization is to be seen in the ancient teachings of the Taoists
(13). It isaso interesting to note that there is a relationship between the human
being and the essential or archetypal animals (the turtle, the phoenix, the dragon
and the unicorn) who appear to bear the same relation to man—who is central—
as the tetramorphs do to the Pantokrator. Now, between man as a concrete
individual and the universe there is a medial term—a mesocosmos. And this
mesocosmos is the ‘Universal Man', the King (Wang) in Far Eastern tradition,
and the Adam Kadmon of the Cabala. He symbolizes the whole pattern of the
world of manifestation, that is, the complete range of possibilities open to man-
kind. In away, the concept corresponds to Jung'’s * collective unconscious' . Ac-
cording to Guénon, L eibniz—perhaps influenced by Raymond L ull—conceded
that every ‘individual substance’ must contain withinitself anintegral reproduc-
tion of the universe, evenif only asanimage, just asthe seed containsthetotality
of thebeingintowhichit will develop (25). In Indian symbolism, Vaishvénara, or
the ‘Universal Man’, is divided into seven principal sections: (1) The superior,
luminous spheres as awhole, or the supreme states of being; (2) the sun and the
moon—or rather, the principlesto which they pertain—as expressed in the right
and theleft eyerespectively; (3) thefire-principle—the mouth; (4) the directions
of space—the ears; (5) the atmosphere—the lungs; (6) the intermediary zone
between earth and heaven—the stomach; (7) the earth—the natural functions or
thelower part of the body. The heart isnot mentioned, because, being the* centre’
or dwelling-place of Brahma, it isregarded as being beyond the‘whedl’ of things
(26). Now, this concept of the Universal Man’ implies hermaphroditism, though
never specifically. For the concrete, existential human being, in so far as he is
either aman or awoman, represents the dissected ‘human’ whole, not only inthe
physical sense but also spiritually. Thus, to quote the Upanishads: ‘He was, in
truth, as big as a man and awoman embracing. He divided this atman into two
parts; from them sprang husband and wife.” In Western iconography one some-
timesfindsimages which would seem to be echoes of thisconcept (32). A human
couple, by their very nature, must always symbolize the urge to unite what isin
fact discrete. Figureswhich are shown embracing one another, or joining hands, or
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growing out of roots which bind them together, and so on, symbolize ‘ conjunc-
tion’, that is, coincidentia oppositorum. ThereisaHindu image representing the
‘joining of the unjoinable’ (analogous to the marriage of fire and water) by the
interlinking of Man and Woman, which may be taken to symbolize thejoining of
al opposites: good and bad, high and low, cold and hot, wet and dry, and so on
(32). In alchemy, Man and Woman symbolize sulphur and mercury (the metal).
In psychology, level-symbolismis often brought to bear upon the membersof the
body, so that the right side corresponds to the conscious level and the left to the
unconscious. The shapes of the parts of the body, depending upon whether they
are positive or negative—whether they are protuberances or cavities—should be
seen not only as sex-symbolsbut also in thelight of the symbolism of levels. The
head is almost universally regarded as a symbol of virility (56). The attitudes
which the body may take up are of great symbolic importance, because they are
both theinstrument and the expression of the human tendency towards ascendence
and evolution. A position with the arms wide open pertains to the symbolism of
the cross. And a posturein theform of theletter * X’ refersto the union of thetwo
worlds, asymbol whichisrelated to the hour-glass, the* X’ and all other symbols
of intersection (50). Another important posture is that of Buddha in the tradi-
tional iconography of the Orient, aposture characteristic al so of some Celtic gods
such as the so-called ‘Bouray god' or the famous Roquepertuse figure. This
sguatting position expresses the renunciation of the ‘baser part’ and of ambula-
tory movement and symbolizes identification with the mystic centre.

Mandala ThisisaHinduterm for acircle. Itisakind of yantra (instrument,
means or emblem), in the form of aritual geometric diagram, sometimes corre-
sponding to aspecific, divine attribute or to some form of enchantment (mantra)
whichisthusgiven visual expression (6). Cammann suggeststhat mandalaswere
first brought to Tibet from India by the great guru Padma Sambhava in the 8th
century A.D. They are to be found all over the Orient, and always as a means
towards contemplation and concentration—as an aid in inducing certain mental
states and in encouraging the spirit to move forward along its path of evolution
from the biological to the geometric, from the realm of corporeal forms to the
spiritual . According to Heinrich Zimmer, mandal as are not only painted or drawn,
but are also actualy built in three dimensions for some festivals. One of the
members of the Lamaist convent of Bhutia Busty, Lingdam Gomchen, described
themandalato Carl Gustav Jung as‘amental image which may bebuilt upinthe
imagination only by atrained lama’. He maintained that ‘no one mandalaisthe
same as another’: all are different because each is a projected image of the
psychic condition of its author, or in other words, an expression of the modifi-
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cation brought by this psychic content to the traditional idea of the mandala.
Thus, the mandalais a synthesis of atraditional structure plus freeinterpreta-
tion. Its basic components are geometric figures, counterbal anced and concen-
tric. Henceit has been said that ‘ the mandalais always asquaring of thecircle'.
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The expanding centre
—aconcept exemplified inthe Shri-Yantramandala

.There are some works—the Shri-Chakra-Sambhara-Tantra is one—which pre-
scriberulesfor the better imagining of thisimage. Coinciding in essencewith the
mandalaare such figuresasthe Wheel of the Universe, theMexican‘ Great Calen-
dar Stone', the lotus flower, the mythic flower of gold, therose, and soon. Ina
purely psychological senseit is feasible to identify the mandalawith all figures




201 MANDALA

composed of various elements enclosed in asquare or acircle—for instance, the
horoscope, the labyrinth, the zodiacal circle, figuresrepresenting ‘ The Year’ and
aso the clock. Groundplans of circular, square or octagonal buildings are also
mandalas. As for the three-dimensional form, there are temples built after the
pattern of the mandala with its essential counterbalancing of elements, its geo-
metric form and significant number of component elements. Thestupain Indiais
the most characteristic of thesetemples. Again, according to Cammann, thereare
some Chinese shieldsand mirror-backs which aremandalas. In short, the mandala
is, above all, an image and a synthesis of the dualistic aspects of differentiation
and unification, of variety and unity, the external and theinternal, the diffuseand
the concentrated (32). It excludes disorder and al related symbolisms, because,
by its very nature, it must surmount disorder. It is, then, the visual, plastic
expression of the struggle to achieve order—even within diversity—and of the
longing to be reunited with the pristine, non-spatial and non-temporal ‘ Centre’,
asitis conceived in al symbolic traditions. However, since the preoccupation
with ornamentation—that is, with unconscious symbolism—is in effect a con-
cernfor ordering acertain area—that is, for bringing order into chaos—it follows
that this struggle has two aspects: firstly, the possibility that some would-be
mandal as are the product of the simple (aesthetic or utilitarian) desire for order,
and secondly, the consideration that the mandala proper takes its inspiration
fromthe mysticlonging for supremeintegration. In Jung’'sview, mandalasand all
concomitant images—prior, parallel or consequent—of thekind mentioned above,
are derived from dreams and visions corresponding to the most basic of religious
symbols known to mankind—symbols which are known to have existed as far
back as the Palaeolithic Age (asis proved, for example, by the Rhodesian rock
engravings). Many cultural, artistic or allegorical works, and many of theimages
used in numismatics, must have sprung from this same primordial interest in the
psychic or inner structure (with its external counterpart to which so many rites
pertaining to the founding of cities and temples, to the divisions of heavens, to
orientation and the space-time rel ationship, bear el oquent testimony). Thejuxta-
position of the circle, the triangle and the square (numerically the equivalents of
the numbers one and ten; three; and four and seven) plays afundamental rélein
themost ‘classic’ and authentic of oriental mandalas. Even though the mandala
aways alludes to the concept of the Centre—never actually depicting it visually
but suggesting it by means of the concentricity of the figures—at the sametimeit
exemplifiesthe obstaclesin theway of achieving and assimilating the Centre. In
thisway, the mandalafulfilsitsfunction asan aid to man in his effortsto regroup
al that is dispersed around a single axis—the Jungian Se/bst. It is of interest to
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note that the same problem occupied the alchemists, except that avery different
aspect of being was under investigation. Jung suggests that the mandala repre-
sents an autonomous psychic fact, or ‘a kind of nucleus about whose intimate
structure and ultimate meaning we have no direct knowledge' (32). MirceaEliade,
speaking as an historian of religions and not as a psychologist, sees the mandala
chiefly as an objective symbol, an imago mundi rather than a projection of the
mind, without, however, discrediting the latter interpretation. The structure of a
temple—the Borobudur temple for instance—in the form of amandalahas asits
aimthe creation of amonumental image of lifeand the‘ distortion’ of theworld to
make it a suitable vehicle for the expression of the concept of supreme order
which man—the neophyte or initiate—might then enter as he would enter into
his own spirit. The same istrue of the great mandalas traced on the ground with
coloured threads or coloured dust. Here, rather than serving the purposes of
contemplation, they have aritual function in which a man may move gradually
towards the inner area, identifying himself with each stage and each zone as he
goes. Thisrite is analogous to that of entering into the labyrinth (denoting the
quest for the Centre) (18), and the psychological and spiritual implications are
self-evident. There are some mandal aswhich counterbal ance not enclosed figures
but numbers arranged in geometric discontinuity (for instance: four points, then
five, then three), and are then identified with the Cardinal Points, the Elements,
colours, and so on, the significance of the mandalabeing wonderfully enriched by
these additional symbolisms. Mirrors of the Han dynasty depict the numbers
four and eight balancing each other and disposed round the centre in five zones
which c