A DICTIONARY
OF SYMBOLS

J. E.Cirlot. |



A DICTIONARY OF SYMBOLS

Symbolism was an essential part of the
ancient art of the Orient and of the
medieval tradition in the West. It has
been lately revived in the study of the
unconscious, both directly in the field of
dreams, visions and psycho-analysis,
and indirectly in art and poetry. At the
same time, the Gestalt theory of Kohler
and Koffka, in pointing out the auto-
nomy of ‘facts and expression’ and the
parallel between the physical and the
spiritual, has given renewed significance
to the ancient principle of the Tabula
smaragdina, ‘What is above is what is
below’. The basic aim of this work is to
create a ‘centre’ of general reference for
symbological studies by clarifying the
unvarying essential meaning of every
symbol. The author uses the compara-
tive method, specifying the precise
sources of information taken from a
great number of widely varying fields.
This new edition of J. E. Cirlot’s book
incorporates extensive revisions from
the first edition of 1g62.



















Translated from the Spanish
DICCIONARIO DE SIMBOLOS TRADICIONALES

English Translation
© Routledge & Kegan Paul Ltd., London, 1962
Published by Philosophical Library, Inc.
200 West 57th Street, New York, N.Y. 10019

Second Impression 1967
Second Edition 1971
Reprinted 1974, 1976, 1978 and 1981

No part of this book may be reproduced
in any form without permission from the
publisher, except for the quotation of
brief passages in criticism

ISBN 0 8022-2083-5

Printed in the United States of America by
Vail-Ballou Press, Inc., New York










PLAVES

Between pages 104 and 105
I. Roman sculpture incorporating symbolic motifs
I1. Modesto Cuixart. Painting, 1958
III. Portal of the church of San Pablo del Campo, Barcelona
IV. Silver chalice, from Ardagh, Co. Longford
V. Tenth-century monument at Clonmacnois
VI. Chinese version of the cosmic dragon
VII. A renaissance relief, from the Doge’s Palace at Venice
VIII. Capitals, monastery of Santo Domingo de Silos
IX. Early Christian Symbol—thirteenth-century gravestone
X. Gothic fountain—Casa del Arcediano, Barcelona
XI. Giorgione, The Storm
XII. Roman statue of the Twins
XIII. Gothic Miniature of The Apparition of the Holy Grail
XIV. Bosch, Garden of Delights
XYV. Portal of the Romanesque cathedral at Clonfert, Co. Galway
XVI. Chinese symbol of heaven

Between pages 296 and 297
XVIIL. Archetypal image of the Archangel
XVIII. Celtic candelabra incorporating symbolic horse and solar wheel
XIX. Antonio Tapies. A painting, 1958
XX. Door to the sanctuary of the church of San Placido, Madrid
XXI. Libra and other signs of the Zodiac
XXII. Gothic miniature of ship and whale
XXIII. ‘Bird-woman’—relief in Barcelona cathedral
XXIV. Roman painting of twin-tailed siren
XXV. Greek sphinx, fifth century B.C.
XXVI. Jacob’s dream (after an old engraving)
XXVII. Heraldic supporters—College of San Gregorio, Valladolid
XXVIII. Tetramorph. Romanesque painting






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 to me is to present the author himself, who
has been familiar to me for some years as the leading protagonist
of a very vital group of painters and poets in Barcelona. Juan
Eduardo Cirlot was born in Barcelona in 1916, and after matriculat-
ing from the College of the Jesuits there, studied music. From 1943
onwards he was active as a poet, and published four volumes of
verse between 1946 and 1953. Meanwhile the group of painters and
poets already mentioned had been formed (Dau al Set), and Cirlot
became its leading theoretician. For historical or political reasons,
Spain had been slow to develop a contemporary movement in the
arts comparable to those in other European countries; its greatest
artists, Picasso and Miré, had identified themselves with the School
of Paris. But now a vigorous and independent ‘School of Barcelona’
was to emerge, with Antonio Tapies and Modesto Cuixart as its
outstanding representatives. In a series of books and brochures
Cirlot not only presented the individual artists of this group, 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
element is present in all art, in so far as art is subject to psychological
interpretation. But in so far as art has evolved in our time away
from the representation of an objective reality towards the expression
of subjective states of feeling, to that extent it has become a wholly
symbolic art, and it was perhaps the necessity for a clarification of
this function in art which led Sefior Cirlot to his profound study of
symbolism in all 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 entries in this dictionary—those on Architecture, Colour,
Cross, Graphics, Mandala, Numbers, Serpent, Water, Zodiac, to
give a few examples—which can be read as independent essays.
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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 the field 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 is necessary to be on one’s guard against this
danger, even if full compliance with the ideals of scholarship is not
always feasible; for we believe with Marius Schneider that there
is no such thing as ‘ideas or beliefs’, only ‘ideas and 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 con-
cerned, other phenomena of a spiritual kind play an important part.

When a critic 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 be that nothing approaching
a complete evaluation of symbolism has yet appeared. He says:
‘When they seek to convince us that Mars is the symbol of War,
and Hercules of Strength, we can roundly refute them. All this may
once have been true for rhetoricians, for idealist philosophers or
for a group of more or less pedantic graeculi. But, for those who
really believed in ancient deities and heroes, Mars had an objective
reality, even if this reality was quite different from that which we
are groping for today. Symbolism occurs when natural religions are
degenerating.’ In point of fact, the mere equation of Mars with War
and of Hercules with Labour has never been characteristic of the
symbolist ethos, which always eschews the categorical and re-
strictive. This comes about through allegory, a mechanical and
restricting derivative of the symbol, whereas the symbol proper is a
dynamic and polysymbolic reality, imbued with emotive and con-
ceptual values: in other words, with true life.
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However, the above quotation is extremely helpful in enabling
us to mark out the limits of the symbolic. If there is or if there may
be a symbolic function in everything, a ‘communicating tension’,
nevertheless 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 intc a vehicle for
impalpable ‘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
thesis that ‘everything is disposed according to numbers’, as well
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, is
false; but all life and all reality cannot be forced to conform with
either one theory or the other, simply because of its certitude, for
it is certain only within the limits of theory. In the same way, the
symbolic is true and active on one plane of reality, but it is almost
unthinkable to apply it systematically and consistently on the plane
of existence. The consequent scepticism concerning this plane of
reality—the magnetic life-source of symbols and their concom-
itants—explains the widespread reluctance to admit symbolical
values; but such an attitude is 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. This worthy judgement does not, however,
in any way alter the fact that such affinities of thought do exist and
that they have been playing an important role for centuries.
Psychology has a duty to recognize these facts; it should léave it
to the profane to denigrate them as absurdities or as obscurantism’
(32). Elsewhere Jung observes that all the energy and interest devoted
today by western Man to science and technology were, by ancient
Man, once dedicated io mythology (31). And not only his energy
and interest but also his speculative and theorizing propensities,
creating the immeasurable wealth of Hindu, Chinese and Islamic
philosophy, the Cabbala itself and the painstaking investigaticns 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 soothsayers and magicians of Mesopotamia could not



xiii SYMBOLISM AND HISTORICITY

have continued to flourish without a definite proportion of correct
prognostications; and again by Gaston Bachelard (1), posing the
question: ‘How could a legend be kept alive and perpetuated if
each generation had not ““intimate reasons” for believing in it?” The
symbolist meaning of a phenomenon helps to explain these
‘intimate reasons’, since it 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, a dismembered
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 precisely the aims of this work, let us consider how, on the
fagade of a monastery, for example, we may note: (@) the beauty of
the whole; (b) the constructional technique; (c) its period-styling,
bearing in mind the geographical and historical implications;
(d) the implicit or explicit cultural and religious values, etc.; and
also (x) the symbolic meaning of the forms. In this instance, the
appreciation of the symbolical implications of an ogival arch
beneath a rose window could constitute an item of knowledge
different in kind from the other items we have enumerated. To
facilitate analyses of this kind without, let us repeat, confusing
the symbolic essence of an object—the transitory symbolic function
which heightens it at any given moment—with its total signifi-
cance as a real 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—Ilike sutratma (silver thread),
linking a phenomenon by way of its centre to its origin—does not
invalidate or even modify the architectural and utilitarian reality
of this cloister; it enriches its significance by identifying it with an
‘inner form’.

SYMBOLISM AND HISTORICITY

One of the most deplorable errors of symbolist theory, in its
‘spontaneous’ as well as in its occult and even its dogmatic inter-
pretations, lies in opposing the symbolical to the historical. Arguing
from the premisc that there are symbols—and, indeed, there are
many—which exist only within their own symbolic structure, the
false conclusion is then 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 transformed 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 annuls the material and specific validity of an
object or action. Symbolism adds a new value to an object or an act,
without thereby violating its immediate or ‘“‘historical” validity.
Once it 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 is linked by a system of correspondences
and assimilations. Man in early society became aware of himself in a
world wide open and rich in meaning. It remains to be seen whether
these “openings” 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 also see the ever-
present possibility of a bridge linking both forms of reality in a
cosmic synthesis. The hint of scepticism in the concluding words
of this Rumanian scholar should be ascribed to his predominantly
scientific training at a time when science, with its emphasis upon the
analytical approach, has achieved admirable results in every sphere
of realilty without showing itself capable of grasping the overall
organic pattern, that is: as ‘multiplicity in unity’. This scientific
disaffection has been well defined by Martin Buber: Imago mundi
nova, imago nulla. In other words, the world today lacks its own
image, because this image can be formulated only by means of a
universal synthesis of knowledge—a synthesis which, since the
Renaissance and the de omni re scibili of Pico della Mirandola, has
daily become more difficult.

In connexion with this question of the relationship between the
historical and the symbolic, René Guénon has observed: ‘There is
indeed over-eager acceptance of the belief that to allow a symbolic
meaning must imply the rejection of the literal or historical meaning;
such a view shows an ignorance of the law of correspondences.
This law is the foundation of all symbolism and by virtue of it
every thing proceeding essentially from a metaphysical principle,
which is the source of its reality, translates and expresses this
principle in its own way and according to its own level of existence,
so that all things are related and joined together in total, universal
harmony which is, in its many guises, a reflection, as it were, of its
own fundamental unity . . . One result of this is the range of meaning
contained in every symbol: any one thing may, indeed, be regarded



Xv SYMBOLISM AND HISTORICITY

as an illustration not only of metaphysical principles but also of
higher levels of reality’ (25).

The above considerations make it clear that the symbolic in no
way excludes the historical, since both forms may be seen—from
the ideological point of view—as functional aspects of a third: the
metaphysical principle, the platonic ‘idea’; or all three may be seen
as reciprocal 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 Guénon in his
belief 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 does it deny that he exists’
(31); yet although this is, strictly speaking, unquestionable, it must
surely be agreed—if only in theory—that the universality of an
archetype affirms rather than denies the reality of the principle in
question. Consequently the symbolic, being independent of the
historical, not only does not exclude it but, on the contrary, tends to
root it firmly in reality, because of the parallelism between the
collective or individual 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 in time and space
as a primeval focal point, or whether it stems from the ‘collective
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 un-
conscious—and the coherence of a system, as much in the dimension
of space as in that of time. Some writers favour the doctrine of a
spontaneous growth of historically unrelated ideas, while others
believe only in the spread of ideasthrough culture. Loeffler, for
example, comments upon the importance of proving that the creation
of the storm-myth belongs neither to race nor tribe, since it occurred
simultaneously in Asia, Europe, Oceania and America (38); this
is akin to the contention of Rank that: ‘The myth is the collective
dream of the people’, a concept substantiated by Rudolf Steiner.
Bayley, following Max Miiller, believes in 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 com-
parative 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’;
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further evidence has been forthcoming from the psychic and also
from physiological bases common to us all on account of the
importance of the human body—its shape as well as its postures—
in relation to the simplest elements of symbolist dialectic.

ORIGIN AND CONTINUITY OF THE SYMBOL

The Development of Symbolism Diel rightly asserts that the symbol
is a vehicle at 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 symbolist
thought to prehistoric times—to the latter part of the Palaeolithic
Age. Our present knowledge of primitive thought and the deductions
which 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’
(Romans i, 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 also be seen, with the dawning of history, in the
transition of the pictograph into the ideograph, as well as in the
origins of art.

We could adduce an immense weight of testimony offered by
human faith and wisdom proving that the invisible ur spiritual
order is analogous to the material order. We shall come back to this
later when we define ‘analogy’. Let us recall the saying of Plato,
taken up later by the pseudo-Dionysius the Areopagite: ‘What is
perceptible to the senses is the reflection of what is intelligible
to the mind’; and echoed in the Tabula Smaragdina: ‘What is below
is like what is above; what is above is like what is below’, and also
in the remark of Goethe: ‘What is within is also without.” However
it may be, symbolism is organized in its vast explanatory and
creative function as a system of highly complex relations, one in
which the dominant factor is always a polarity, linking the physical
and metaphysical worlds. What palaeolithic Man evolved out of
this process is impossible to know except through indirect deductions.
Our knowledge about the latter part of the Neolithic Age is consider-
ably 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
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the gifts of creation and organization, qualities which distinguish
him from the merely natural world. Berthelot, who has studied this
process in the Near East, has given the name of ‘astrobiology’ to the
religious and intellectual cultures of 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, arithmetic and alchemy
of Chaldean origin, a contention which points conclusively to a
single focal point in time and space.

He defines the value and significance of astrobiology in the
following terms: ‘Between on the one hand the world-vision—in
many other respects variable and complex—of primitive races,
and the vision of modern science and Western Europe on the other,
an intermediary view has long held sway in Asia and the Mediter-
ranean. It is what may be termed “astrobiology” or the interplay of
astronomic law (the mathematical order) and vegetable and animal
life (the biological order). All things form at cne and the same time
an organic whole and a precise order. The domestication of animals
and the care of plants (agriculture) had become a reality long before
history began, both in Chaldaea and in Egypt—that is, before
3,000 B.C. Agriculture ensures the regular production of precisely
determined species of vegetable, and also 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 phenomena were measured by reference to the
moon before they came to be measured by the sun. ... Astrobiology
hovers between a biology of the heavenly bodigs and an astronomy
of human beings; beginning with the former, it tends towards the
latter’ (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), the relation between heaven
and earth, the cardinal 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). Berthelot believes in the slow spread
of these ideas, rather than in their spontaneous and independent
appearance. He points to their probable dissemination through
either the northern or southern areas of the Pacific, mentioning
in passing that America may well have been, in spirit, a colony
of Asia before that of Europe (7); and another stream may have
been flowing in the opposite direction: from the Near East into
Central Europe.
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The argument about whether European megalithic culture came
before or after the great oriental civilizations is far from settled.
Here questions of symbolism arise. The importance of the Franco-
Cantabrian zone in the Palaeolithic Age is well known; it is also
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 says in
connexion with the symbolic forms studied by him (50): ‘In the
sixth chapter I shall try to summarize this esoteric doctrine, the
systemization of which seems to have been originally the work of
megalithic cultures.” And his attitude towards the zone of origin
leaves little room for doubt for he states that ‘the megalithic must
have spread from Europe to 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 regions as
far apart as America, New Guinea, Indonesia, Western Europe,
Central Asia and the Far East, that is to say, of areas in 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’s opinion the
final stage of neolithic development differed from the earlier stage
‘in the preference it showed for static and geometric forms, in its
organizing and creative genius (evolving fabulous animals, musical
instruments, 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 the
new mystique. . . . The entire cosmos comes to be conceived after
the human pattern. As the essence of all phenomena is, in the last
resort, a vibrant rhythm, thc 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-ideas
are a cruder form of imitation.” Schneider then observes that
according to Speiser and Heine-Geldern, ‘the outstanding cultural
elements of megalithic culture are: cyclopean buildings, com-
memorative stones, stones as the dwelling-places of souls, cultural
stone-circles, palafittes, head-hunting, the sacrifice of oxen, eye-
shaped ornaments, death-ships, family-trees, signal-drums, the
sacrificial 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
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in megalithic times, the very essence of human life, bursting from
the unconscious in the shape of a constructive and configurating
longing? Or was it, rather, the ever-present, primary forms of life,
sacrifice and intellection of the world which found everlasting
expression in these cultural creations, making an ineradicable im-
pression 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 awareness of the material and spiritual, natural and cultural
duality of the world. Either independently or together, the various
civilizations of Mesopotamia developed their own particular
systems; yet these systems were but outward variations of the one
true, innermost, universal pattern. There are differences of opinion
about dating the first appearance—or at any rate the final crystal-
lization—of some of the most important and complex symbols.
Some writers argue strongly in favour of remote origins. Krappe
(35) holds that the scientific study of the planets and their identi-
fication 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 inscrip-
tions, were the discoverers of the movements 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 appears in the form in 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 mythologies of the Mediterranean peoples were characterized
by a vivid, dramatic vitality which came to 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



SYMBOLISM IN THE WEST XX

human life. Frazer points out that ‘under the names of Osiris,
Tammuz, Adonis and Attis, the peoples of Egypt and Western
Asia represented the yearly decay and revival of life, especially of
vegetable life’ (21). The tasks of Hercules, the legend of Jason, the
‘histories’ of the heroic age of Greece which provided the inspiration
for the classical tragedies, have such great archetypal power that
they constitute timeless lessons for mankind. But beneath this mytho-
logical and literary symbolism and ailegory, a subterranean stream
of oriental influence was beginning to flow in from the East.

Principally during the Lower Roman Empire, when the cohesion
of the classical world was beginning to dissolve, Hebraic, Chaldean
and Egyptian elements 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 innumerable
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 symbolism. Aristotelian
thought also contained a strong element of symbolism. In Syria,
Mesopotamia, Transcaucasia and Egypt, oriental Christianity had
absorbed 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 Reévélation d’Hermés
Trismégiste, one of the currents which were most able to contribute
to the formation of the symbolist and alchemic ‘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 centuries in a virtually unbroken tradition by Pseudo-
Manetno, Nigidius Figulus, Demetrius, Apollodorus, etc., cul-
minating in the 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 its own 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 stirs
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the fires of love, enabling Man to excel himself; he also alludes to the
value of all things in nature—organic and inorganic—as bearers of
spiritual messages by virtue of their distinctive forms and character-
istics. All the mediaeval lapidaries, herbals and bestiaries owe their
origin to this concept. Most of the classical 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 came to be so deeply experienced, loved
and understood, as Davy emphasizes (14). Pinedo mentions the
immense cultural value, particularly during the Middle Ages,
of the Clavis Melitoniae—an orthodox version of ancient symbolism.
According to Cardinal Pitra—quoted by Pinedo—an awareness
of this ‘Key’ is to be found in most mediaeval authors. This is not
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,; Hilde-
gard of Bingen, Scivias Domini, Liber Divinorum Operum Simplicis
Hominis,; Bernard Silvestris, De Re Mundi Universitate; Hugh of
St. Victor, Didascalion, Commentarium in Hierarchiam Coelestem,
etc. The Key of St. Melito, 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 St. 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 a logical figure as a secret
identity’, that is to say, a continuation of primitive, animistic
thought (32).

The Renaissance alsoshowed great interest in symbolism, although
in a manner more individualistic and cultured, more profane,
literary and aesthetic. Dante had fashioned his Commedia upon
a basis of oriental symbols. In the I5th century particular use
was made of two Greek writers of the 2nd and 3rd centuries A.D.
They are Horapollo, with his Hieroglyphica; and the anonymous
compiler of the Physiologus. Horapollo, inspired by the Egyptian
hieroglyphic system, the key to which had been lost by his time,
tried to reconstruct its meaning upon the basis of its configuration
and elemental symbolism. In 1467, an ltalian writer, Francesco
Colonna, wrote a work, Hypnerotomachia Poliphili (published in
Venice in 1499). which enjoyed widespread success and in which
the symbol had now acquired the particular, mobile significance
which has come to characterize it in modern times. In 1505,
Colonna’s editor published Horapollo’s work,which in turn in-
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fluenced two other important writers at the same time: Andrea
Alciati, author of Emblemata (1531), which was to arouse a dis-
proportionate taste for profane symbolism throughout Europe
(Henry Green in his Andrea Alciati and his Books of Emblems,
London, 1872, names more than three thousand titles of books
dealing with emblems); and Giampietro Valeriano, author of the
compendious Hieroglyphica (1556). In 15th-century painting there is
abundant evidence of this interest in symbolism: Botticelli, Mantegna,
Pinturicchio, Giovanni Bellini, Leonardo, for example; later,
during the 16th, 17th and 18th centuries, this interest 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
existence is offered by the occasional revelation of diverse aspects
in the work of poets, artists and writers, from Giovanni da Udine
to Antonio Gaudi, from Bosch to Max Ernst. In German Roman-
ticism, 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 a system with a rigid 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 hieroglyphics are beings and forms.” Most of the
literature 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 as well as of Amfortas in Parsifal), ‘he finds 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 a
similar class are the distinctive marks used by mediaeval and
Renaissance paper-manufacturers. In this connexion, Bayley says
that, from their first appearance in 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 symbols. One only has to
glance through a work like that of Helmuth Th. Bossert in order to
find amongst the images such well-known subjects as the cosmic
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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, lines and
zigzags, etc. Furthermore, legends and folktales, when their editors
have been faithful, as in the case of Perrault and the Grimm brothers,
have retained their mythical and archetypal structure (38). In the
same way, 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 particular and the subjective,
we find ourselves in the realm of augury and prophecy; symbolic
laws can explain both phenomena, but the latter may be a revelation
of the supernatural.

Given our contemporary psychoanalytic concept of the ‘uncon-
scious’, we must accept the placing within it of all those dynamic
forms which give rise to symbols; for, according to Jung’s way of
thinking, the unconscious is ‘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 acquired knowledge merely showed to be internal what had
formerly been thought to be external to Man. For example, Greek
seers believed that dreams came from ‘without’, that is, from the
domain of the gods. Now, esoteric tradition, in accordance with the
Hindu doctrine of the three planes of consciousness, had always
been aware that the vertical division of thought could also be seen
on three levels: the subconscious (instinctive and affective thought);
consciousness (ideological and reflexive thought); and super-
consciousness (intuitive thought and the higher truths). Hence, by
way of simplification, we shall adopt the Jungian term ‘unconscious’
instead of ‘subconscious’, since one rightly asks oneself when
dealing with many authors: ‘How can they be so certain that the
unconscious is ‘“‘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 was implied that the phenomenon could be considered
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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 interpretative
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 psyche and, more rarely, about
external and objective facts. The mechanism of oneiromancy,
like that of other divinatory or prophetic techniques, is a universal
phenomenon; for such techniques are based upon the higher
activity of the unconscious in response to certain stimuli, and upon
the automatic acquisition of unconscious stores of knowledge
remaining unperceived until ‘read’ in accordance with the principles
of numbers, orientation, form and space. We must again underline
the way in which Jung approaches this 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 a fact,
not as a judgement or an opinion, and he considers that careful
demonstration and corroboration are evidence enough for this
(BI):

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
in dreams all layers of the psyche are revealed, including the
deepest. And just as the embryo passes through the evolutionary
animal stages, so we carry with us archaic ‘memories’ which can
be brought to light (56). On the other hand, Carus believed that the
sou] was in communijon 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 is usually 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
physiological—merely memories—or which may also possess a
symbolism related to the material and primary forms from which
they originate. In this dictionary we have kept to traditional symbols
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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 form, although this must
always be a question of similar symbols, not of the same symbol
nor of the same order of meaning.

There is another problem which we cannot ignore: not all human
beings are on 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
authentically moral education) bring about essentially different
levels of thought, whether it be logical 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 a similar distinction;
the Elgonyi tribe in the Elgon jungle explained to him that they
recognized two types of dream: the ordinary dream of the unim-
portant man, and the ‘great vision’, generally the exclusive privilege
of outstanding men (34). Hence interpretative 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 psychoanalysts is accounted for
by the nature of their sources of information. On the other hand,
the symbology of philosophers, founders of religions and poets is
wholly idealist and cosmic in direction, embracing all objects,
seeking after the- infinite and pointing to the mysteries of the
mystical ‘centre’. This is verified by Jung, who shows that accounts
of fantasy or of dreams always 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 is this ‘importance’
which fixes the plane upon which any system of interpretation must
exist. Freud’s definition (‘Every dream is a repressed desire’) points
to 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
appears in the psyche as an instinct, indeed as a real passion. . . It is
not 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
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to the assumption that science is necessarily materialistic, its
importance lies in that it takes up the essential platonic doctrine of
the soul, which we here equate with the Jungian principle of
spirituality, even though at times it may be necessary to treat the
two principles separately. Plato in Timaeus, Plotinus in the Enneads,
elaborate the idea that the soul is a stranger on earth, that it
has descended from the spaceless and timeless universe, or that
it has ‘fallen’ on account of sin into 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 recalls that its origin is beyond
space and time, beyond living creatures and the world of objects,
even beyond images; it then tends towards the annihilation of the
corporeal and begins to ascend towards its Origin. lamblichus
explains this as follows: ‘A principle of the soul is that 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 exchanges 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 transcendent 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
alchemists. The idea of the world as a labyrinth or of life as a
pilgrimage leads to the idea of the ‘centre’ as a symbol of the absolute
goal of Man—Paradise regained, heavenly Jerusalem. Pictorially,
this central point is sometimes identified with the geometric centre
of the symbolic circle; sometimes it is placed above it; and at other
times, as in the oriental Shri Yantra, it is not portrayed at all,
so that the contemplator has to 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
developed 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 materialize 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 a simple revelation of
esoteric truths, nor was it materialistic: both purposes coalesced,
however, to achieve something which for them had the significance
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of the absolute. Each operation, each detail, every subject, every
fustrument was a source of intellectual and spiritual 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
completeness of its meaning, at once poetic, religious and scientific.

Bachelard points out that alchemy ‘possesses a quality of
psychological precision’ (33) and that, far from being a description
of objective phenomena, it is an attempt to project human love
into the ‘heart’ of things (1). Jung insists that the experiments of the
alchemists 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 projections in material things, or in other words, of
experiencing material phenomena as symbols which point to a
complete theory of the universe and the destiny of the soul. For
this reason, he cays that ‘the investigator had certain psychic ex-
periences 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
material’, a remark which he rounds 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 illuminate it. To explain the
mystery of matter, he projected another mystery into what was to be
explained’ (32). The summa of this mystery, the deepest of secret
aspirations, was the coincidentia oppositorum, of which ‘the alchemists
are as it were the empiricists, whereas Nicholas of Cusa is its phil-
osopher’ (33). But the alchemist did not merely pretend to carry out
his experiments; he was, indeed, profoundly and pathetically
engrossed in his search for gold. It was this interest, 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 divine favour. Jung interprets the
process psychologically as the gradual elimination 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
alchemists themselves: Michael Maier, in Symbola Aureae Mensae
(1617), says that ‘chemistry encourages the investigator to meditate
upon celestial blessings’. Dorn, in Physica (1661), alludes 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
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fixing the mind upon what is ‘higher’ and eternal. Famous indeed is
the maxim of the alchemists: Aurum nostrum non est aurum vulgi.
This assertion—that their gold was not 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 as if the varied work of so many researchers with such differing
backgrounds was all of a piece. 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’s oven
like the light of salvation within the depths of the soul, no matter
whether this salvation is considered to be the product of religious
faith or of that hypothetical ‘process of individuation’ into which
Jung seems to 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, perhaps in 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 anthropology and psychoanalysis have shown
—is limited to consciousness and not to the ‘unconscious’, which,
to compensate, is perhaps now overloaded with symbolic
material.

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

Marc Saunier, in his literary and pseudomystical styfe, points to an
important characteristic of symbols when he states that they are
‘the synthesizing expression of a marvellous science, now forgotten
by men’, but that ‘they show us all that has been and will be, in one
immutable form’ (49). He thereby assigns to symbols—or recognizes,
rather—their didactic function as timeless objects per se, at 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. Jules Le Béle recalls that ‘every created object is,
as it were, a reflection of divine.perfection, a natural 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, lays down 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. The third kind is that
which we are now studying and is defined, according 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, as we 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) as well as within him
(thought, the moral order of things, psychic evolution, the destiny
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of the soul); furthermore, it possesses a quality which, according to
Schneider, increases its dynamism and gives it a truly dramatic
character. This quality, the essence of the symbol, is its ability to
express simultaneously the various aspects (thesis and antithesis)
of the idea it represents (51). Let us give a provisional 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 eannot
resolve by itself.

For psychologlsts 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 this reason René Guénon points
out that: ‘The true basis of symbolism is, as we have said, the
correspondence linking together all orders of reality, biziding them
one to the other, and consequently extending from the natural
order as a whole to the supernatural order. By virtue of this corres-
pondence, the whole of Nature is but a symbol. that is, its true
significance becomes apparent only when it is seen as a pointer which
can make us aware of supernatural or ‘“‘metaphysical” truths—meta-
physical in the proper and true sense of the word, which is nothing
less than the essential function of symbolism. . . . The symbol must
always beinferior to the thing symbolized, whichdestroys all naturalist
concepts of symbolism’ (29). This latter idea is repeatedly stressed
by Guénon, declaring that ‘what is superior can never symbolize
what is inferior, although the converse is true’ (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 is inferior.

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 ‘fragment’ which is Man (or any one of his
concerns) 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
possessed by the symbolic function—tends to unite with the All . . .
this union is not the same as a confusion, 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 restates the All: ‘A tree, by virtue of the power it
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manifests, may become a blessed haven, without ceasing to be a
tree; and if it becomes a cosmic tree it 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 reality, it consists
of the essential relationship 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 is founded upon the
existence in both of a ‘common rhythm’. By rhythm we mean here
not ‘perceptible order in time’, 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 certain vitality or from a given ‘number’. It shows itself as a
characteristic expression or formal crystallization. Thus, between
the live snake, with its sinuous movement, and the snake appearing
in inanimate relief, there may be an analogy which is not only
formal (in the design, disposition, or in the specific shape of the
animal) but also rhythmic—that is, of tone, of modality, of accent,
and of expression.

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 sees every night; for what he retains is not the image
of a wandering, luminous disc, nor that of an associated demonic
being, but that of the immediate emotive image, 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 a wave 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 this context, the
same ‘vital aspect’—can mutually transform and interchange
themselves (14). Rhythm may be understood as a grouping 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
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Man’s identification of 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 considerably according
to the culture in question. Primitive beings found related 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 cultures think of them
as abstract values and order them according to a reasoned classi-
fication of a static and geometric kind. . . . Whereas Primitive
Man saw that forms and phenomena are essentially 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, a plant or a colour. According to Schneider, this idea of
correspondences comes from belief in the indissoluble unity of the
universe. Thus, in megalithic and astrobiological cultures, the most
disparate phenomena are brought together, by virtue of their
having a ‘common rhythm’; ‘hence one finds that such elements as
the following are correlated: musical or cultural instruments and
implements of work; animals, gods, and heavenly bodies; the
seasons, the points of the compass, 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 phenomena which have the same rhythm and even
allowing them to interchange. Schneider deduces some important
ontological conclusions from this: ‘The apparent multiplicity of
outward forms spreading out over concentric planes is deceptive,
for, in the last resort, all the phenomena of the universe can be
reduced to a few basic rhythmic forms, grouped and ordered by the
passage of time’ (51). He also draws gnostical conclusions: ‘The
symbol is the 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 is demonstrated by Schneider’s affirming
that Primitive Man and his animal-totem—though different beings
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—are joined in a common rhythm, whose basic element is the
cry-symbol (51). Jung has amplified the 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 scem to take on, there is a lack of clearly independent
forms in the universe. Indeed, morphology in its systematic analysis
of forms has found that only a few are fundamental: this is particu-
larly true of biology, in which the ovoid is a basic form from which
the sphere, its segment and many intermediate forms are derived.
In fact, symbolegical analyses often seem to offset a certain narrow-
ing 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 ‘original’ numbers are the first decade of
the Greek system or the numbers up to twelve in the oriental system.
The rest come under the rule of ‘multiplicity’, which is merely a
reordering 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
transmutes all that might appear to be separate; so that, to give an
example, not only do all dragons stand for The Dragon, but any
symbolic daub resembling a dragon is also The Dragon. And we
shall see that this is a consequence of the principle of ‘sufficient
identity’.

JUNG’S ARCHETYPE

In the equation macrocosm=microcosm there is the implied
possibility of explaining the former by the latter, or vice versa.
The ‘common rhythm’ of Schneider belongs rather to the tendency
to explain Man by reference to the world, while Jung’s ‘archetype’
tends to explain the world by reference to Man. This is logical,
since the archetype does not stem from forms or from figures or
objective beings, but from images within the human spirit, within
the turbulent depths of the unconscious. The archetype is, in the
first place, an epiphany, that is, the revelation 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 effigics; they are the fruits of the inner life perpetually
flowing out from the unconscious, in a way which can be compared
with the gradual unfolding of creation. Just as creation determines
the burgeoning of beings and objects, so psychic energy flowers into
an image, an entity marking the true borders between the informal
and the conceptual, between darkness and light.
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Jung uses the word ‘archetype’ to designate those universal
symbols which possess the greatest constancy and efficiency, the
greatest potentiality for psychic evolution, and which point away
from the inferior towards the superior. In On Psychic Energy, he
specifically says: ‘The psychological mechanism that transforms
energy is the symbol.” But, in addition, he appears to give a different
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 autonomy 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 all men,
which I later called the archetypes of the collective unconscious.
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 concretencss of
their imagery to impressions received from without. Rather, in-
dependently of, and sometimes in direct contrast to, the outward
forms they may take, they represent the life and essence of a non-
individual psyche' (33). That is to say, there is an 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 is the 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 psychic aspect. They are, on the
one hand, the most powerful of instinctive prejudices, and on the
other, the most efficient aids imaginable towards instinctive adapta-
tions. 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), says that Jung took the expression from St. Augustine, who
used it in a sense which is very similar to the platonic ‘idea’, that is,
the primordial reality from which the realities of existence arise as
echoes and fragments. Archetypes are like all-embracing parables:
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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 as examples of
the latter: 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 psychological 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 is the 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 in the 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:

(a) Nothing is meaningless or neutral: everything is significant.
(b) Nothing is independent, everything is in some way related to
something else. (¢) The quantitative becomes the qualitative in
certain essentials which, in fact, precisely constitute the meaning
of the quantity. (d) Everything is serial. (¢) Series are related one
to another as to position, and the components of each series are
related as to meaning. This serial characteristic is a basic phenomenon
which is as true of the physical world (in its range of colours, of
sounds, of textures, of landscapes, etc.) as of the spiritual world
(in its virtues, vices, humours, feelings, etc.). Factors which account
for serial arrangement are: limitation; the integration of discontin-
uity and continuity; proper order; graduation; numbering; the
inner dynamism of the component elements; polarity; symmetrical
or asymmetrical equilibrium; and the concept as a whole.

If we take any ‘symbol'—for example, the sword, or the colour
red—and analyse its 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 second place we find the object
linked to its utilitarian function, to its concrete or factual reality
in the three-dimensional world—directly, in the case of the sword;
or indirectly, giving colour, for example to a cloak, in the case of
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the colour red; in the third place, we find what enables the object
to be considered as a symbol: that structure which we have termed
‘symbolic function’, or the dynamic tendency of the object to link
up with its corresponding equivalents in all analogous series,
nevertheless principally tending to show the particular metaphysical
meaning. In this symbolic function we can still distinguish between
the symbolic meaning and the general meaning, the latter being
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with the important symbols of the primordial waters,
ship, woman, bees and phoenix.

frequently ambivalent and charged with allusions whose variety,
however, is never chaotic, for it is marshalled along the co-ordinate
line of a ‘common rhythm’.

Thus, the sword, iron, fire, the colour red, the god Mars, the rocky
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mountain, are all interrelated because they are oriented along one
‘symbolic line’. They all imply the longing for ‘spiritual determina-
tion and physical annihilation’, which is the profoundest meaning
of their symbolic functions; but in addition they are joined together
—they beckon to each other, one might say—by virtue of the inner
affinity that binds all these phenomena, which are, in truth, con-
comitants of one essential cosmic modality.

In consequence, apart from this network of relations linking 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 a general 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 the latter an ambivalent symbol is produced. Schneider
mentions the flute as an example (50). The flute in form is phallic
and masculine, whereas its sound is feminine. It is an instrument
which stands in curious, inverse relation to the drum, with its deep
masculine tones and its rounded, feminine shapes. One indispensable
aspect of the relationship between abstract forms (geometric or
biomorphic, intellectual or artistic) and objects is the mutual
influence they have upon each other. Let us analyse another symbol:
water, for example. Its predominant characteristics are: (i) it
fertilizes; (ii) it purifies; (iii) it dissolves. These three qualities have
so much in common that their relationship can be expressed in a
variety 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 purification
or regeneration of the spiritual world on the other. It is this 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
confirms the words of the Psalm: ‘I 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 symbolic order of things. Jung, however, working within the
framework of his symbolic logic, does not accord them the same
priority. Speaking of the libido, or vital energy, he says that we
have the following possibilities of symbolization: (i) Analogous
comparison (that is, a comparison between two objects or forces on
the same co-ordinatc of a ‘common rhythm’), as, for example,
fire and the sun. (ii) The objective, causative comparison (which is
based upon the properties of the symbolic object itself), as, for
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example, the sun as life-giver. (iii) The subjective, causative comparison
(which functions like the second group, except that it immediately
identifies the inner force with some symbol or some object possessing
a relevant symbolic function), as, for example, the phallus or snake.
(iv) The functional comparison, based not upon symbolic objects them-
selves but upon their activity, informing the image with dynamism
and drama; for example, the libidc fecundates like the bull, is
dangerous like the boar, etc. The relevance to myth of this last
group is self-evident (31).

SYMBOLIC ANALGGY

According to the Tabula Smaragdina, the threefold principle of the
analogy between the outer and the inner world is: (i) the common
source of both worlds; (i) 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 the inner and
the outer world, but also in the relation between the various
phenomena of the physical world. Material or formal resemblance
is only one of the many possible analogies, for analogy can also
exist in connexion with function. At times, the act of choosing
reveals a basic analogy between the inner motives and the ultimate
goal. Let us quote some examples of analogy by way of clarification.
From religious literature we learn that the Order of St. Bruno
preferred 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 foundations 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 communities.

The Pigmies of Equatorial Africa believe that, 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
atit. . . . (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 seen in certain superstitions, such as the
belief of many races that by undoing the bolts, locks and latches of
the 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 explain as both progressive multiplication
and as division, since all things derive from unity—has its analogous
counterpart in the related myths of the carving up of the body of
Osiris in Egypt, of Prajapati in India and of Dionysos in Greece (40).
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As examples of formal analogy or resemblance, we quote four
symbolic ways of referring to the Centre: the Hindu Wheel of
Transformations in 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 a hole in the centre; or the
idea that the Pole star, piercing the sky, points the 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 see
in all these very different objects an almost obsessive repetition of the
image of a duality: the centre contrasted with the circumference, as
a twofold image of the ineffable origin of the world of phenomena.
But there is one legend which opens up great possibilities in analogy,
for it contains both formal analogy (resemblance) and functional
analogy. It is the myth 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).

Analogy, 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 reunite what has been dispersed. Let us quote
two cases—one of art criticism, the other literary but bearing upon
the first—which have analogy as their sole foundation. Cohn-Wiener
says ‘Reliefs enable us to appreciate that there (in Babylon) clothes
do not emphasize the shape of the body, as in Egypt: they hide it, in
the way that murals conceal the rough marks of a building.’
Théophile Gautier characterized Burgos cathedral as: ‘Vast as astone
pyramid and delicate as a woman’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 the whole symbolic edifice. If we take two parallel
actions, as expressed in the phrases: ‘The sun overcomes the
darkness’, and ‘The hero slays the monster’, there is a correspondence
between the two phrases (and the two actions). We have to conceive
of each one as a three-part series: subject, verb, predicate. There is
an analogy in function: both subjects, both verbs, both predicates
are interrelated. 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 shines with golden brilliance’ and ‘Gold
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shines with golden brilliance’, the common predicate allows not
only the interchange but also the identical equation of subject.
From the intermediate phrase: ‘The sun shines like gold’ or ‘Gold
shines ltke the sun’, comes the irrefutable conclusion: ‘The sun—
in so far as its brilliance is golden—is gold.” This equation 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 allegiance to one essence, both objects,
although different on the existential plane, become one on the
symbolic plane and therefore interchangeable; they are now—
to use the scholastic terms—the coniunctio (integrating conjunction)
of what was formerly distzinctio. This is why 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

As a general rule, writers on the subject distinguish in essence
between the symbol and the allegory. Bachelard (3) defines the latter
as ‘a lifeless image, a concept which has become over-rationalized’.
For Jung (30), allegory is a limited kind of symbol reduced to the
role of a pointer, designating only one of the many potential series
of dynamic meanings. Again, the difference between allegory and
symbol may be understood by reference to the hypothesis of Wirth,
for whom the essential function of the symbol is to explore the
unknown and—paradoxically—to communicate with the incom-
municable, the partial discovery of these unfathomable truths
being achieved through symbols (59). Diel illustrates the difference
between allegory and symbol with a vivid example: ‘Zeus hurls a
thunderbolt, which on the meteorological plane is a straightforward
allegory. This allegory 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 is a semeiotic expression, a conven-
tional abbreviation for a known constant. Allegory is seen therefore
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as the mechanism of the symbol, in which the chief characteristic
of the latter is devitalized 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 literary ends in mind. Cesare Ripa’s /conologia is a vast
thesaurus of personifications and allegories. Mythological diction-
aries provide many examples in which realistic portrayal deprives
them of symbolic value. Thus, according to Cochin, Cruelty is
depicted as a fearful hag smothering a child in its cradle and laughing
in the firelight; and Dusk as a youth with a star on his forehead and
the black wings of a bat, fleeing beneath a veil representing night.
Even more mechanical are the allegories representing science, the
arts or industry. Cosmography is usually shown as an old woman;
she wears a blue cape studded with stars while 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
prove that the elements of allegory are symbols which are in no way
distinguishable from true symbols. Their function alone is modified
and inverted, for, instead of indicating metaphysical and spiritual
principles—instead of possessing an emotional content—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 intermediate zone of images consciously
created, even if calling upon ancestral memories, perhaps through
the medium of dreams or visions. We find an example of this in the
playing-cards of -the Tarot, the compositions of which seem to be
carried out according to a criterion analogous to that of many
allegories or mythical figures. The only difference is that 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 rhythin is conveyed to the observer
who is moved by it according to his nature, but it is rare for even the
suspicion of a psychological or cosmic significance to rise to the
surface of his consciousness, although he may perceive its dynamic
essence. We have read with interest René Alleau’s recent work,
De la Nature des symboles, and find the distinctions he draws
between symbol and synthema interesting from a formalistic stand-
point but of less help than hindrance towards the proper understand-
ing of the spiritual and psychological meaning of symbols.
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The same thing occurs with artistic expression, which may be
related to symbolization but must not be confused with it. Artistic
expression is a continuous, 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 in which it is
enshrined. 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 factors in some general
artistic tendencies. Thus expressionism, confronted with the material
world of objects, tends to destroy them and to submerge them in a
swirling stream of psychic forces, overwhelming the expressive
figures and, with its power, obliging them to become part of a system
of free rhythms. Symbolism, on the other hand, while isolating each
form and each figure, attracts, as if 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. Concerning 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 a figure, if he
cannot become that figure, cannot portray it.” This is a further
affirmation of ‘common rhythm’, like the earlier observation of
Plotinus that the eye could not see the sun unless it became to some
degree a sun itself and vice versa. In symbolist doctrine, there is
never any question of mere relation between cause and effect but
rather of ‘mutual causality’. In symbolism, everything has some
meaning, everything has a purpose which at times is obvious, and
at others less so, and everything leaves some trace or ‘signature’
which is open to investigation and interpretation.

Perhaps a deeper conception than the scientific ones is that of
Sufic mysticism. 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 a method of symbolic
understanding of the world, based on the transmutation of every-
thing visible into symbols. He adds that this is practicable 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 signifying what is to be signified’. Sufism admits
an intermediate kingdom (an ‘interworld’, as it is called) between
phenomenic reality and logical or ideal reality. This interworld is
the pure truth of all things, but elevated to a magicomystic, angelic
position. In other words, according to this doctrine, the Oneness,
before reaching material realities, multiplies itself into other realities,
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which must perforce be objects of amazed contemplation. (These
other realities are material realities which have been transformed and
appear in the function of their dominant 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 interpretation. Max Miiller derived the majority of
myths from solar phenomena, in particular Dawn representing
victory over Darkness, while Schwartz and his school gave pride of
place to the storm (35). Soon another interpretative approach came
into being, in which all celestial and meteorological images came to
be considered as seCondary to mental and spiritual symbols. So, for
example, Karl O. Miiller, in his Kleine deutsche Schriften, remarked
that, essentially, the myth of Orion had nothing astral about it,
and that only subsequently did it come to 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
psychological thesis, however, did not invalidate the arguments for
celestial provenance—such as those put forward by Dupuis in 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
importance. From the point of view of symbolist tradition, there is
no question of priority, only of simultaneity: all phenomena are
parallel and related. Interpretations only indicate the starting-point
of the interpreter, not the causal or prior condition within the
system itself.

These inevitable qualifications inherent in symbolic interpretation
are underlined by Gaston Bachelard in his prologue to Diel (15),
when he says, not without irony: ‘Are you a rationalist historian?
You will find in myth an account of famous dynasties. Are you a
linguist? Words tell all, and all legends are formed around sayings.
One more corrupted word—one more god! Olympus is a grammar
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 is turned into a god.” The only all-embracing interpretation
which would seem to fit the original meaning of myths and symbols
is the one that takes this 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’,
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which is to say, his fidelity to his subject, an approach embracing
both the philosophical and the religious aspects (60). But argument
about all the possible interpretations dates not from our times, nor
from recent times, but from Antiquity. Seznec recalls that the
ancients evolved theories about the origins of the gods, based upon
interpretations which can be summed up as expressions of three
essential attitudes: (@) 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 expres-
sion of philosophical or moral ideas. We would rather say that myths,
and a great number of other archetypal symbols, are all three
things at once. Or better still, that they are concrete, historical
realities, that they are at once cosmic and natural; moral and
psychological realities 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 have already said, the simultaneous
occurrence of an abstract and general manifestation 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.

In the world of symbols, totemistic interpretation does no more
than demonstrate relationships, without elucidating meanings:
it forges connecting-links between beings endowed with ‘common
rhythm’, but it does not indicate the meaning of these beings. To
say that Athena was the nocturnal owl, the Magna Mater a lioness 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 sees in a fable
merely a different 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 the raison d’étre
of the entity. To say that the image of the bat gave birth to the idea
of the hippogryph, the chimaera and the dragon, is to give the minimal
idea of the expressive and symbolic 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 realism when he says that the well-known tradition of associating
the tree with the serpent can be traced ‘quite simply to the fact
(easily verifiable in all countries where snakes live) that these reptiles
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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
Biblical temptation? Clearly, symbolism is something quite different.
It is the magnetism which reality—whether it be simple (the object) or
complex (the relationship)—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 a tree, and in the relationship between the tree and
the erect snake on the one hand, and the columns of Boaz and
Jachin on the other: a binary 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 a tree. What is more, applying the tradi-
tional 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 this inner 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 microcosm, a relationship which philosophy
has verified by presenting Man as the ‘messenger of being’ (Heideg-
ger): given this, then it follows that every symbol can be interpreted
psychologically. So, for example, the secret room of Bluebeard,
which he forbids his wife to enter, is his mind. The dead wives which
she encounters in defying his orders are the wives whom he has
once loved, that is, who are now dead to his love. Jung emphasizes the
twofold value of psychological interpretation; 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 interpretation of the unconscious: what the symbol
represents in itself (objective interpretation), and what it signifies
as a projection or as an individualized ‘case’ (subjective interpreta-
tion). 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 a symbol in any one
given moment and-applies it to certain given examples.
Psychological interpretation points the middle way between the
objective truth of the symbol and the particular circumstances
influencing the individual who experiences the symbol. The pre-
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judices of the interpreter must, in varying degrees, also 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,
accidental 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 accurs in
the mind of a soldier, a priest, a collector of swords or a poet. And
this is to mention only one limiting factor, in itself extensive enough,
embracing, as it does, character-study. The symbol, then, like water,
finds its own level, which is the level of the interpreting mind. The
difficulties of interpretation are therefore enormous, whereas the
difficulties in the way of appreciating the symbol are almost
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 superimposed by an individual mind prejudiced
by circumstantial or psychological factors. 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 objects and 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 the world of phenomena according to generic principles,
including the sexual division. Nevertheless, no matter how an
object might be classified, it would never lose its potential signi-
ficance; for its grouping constitutes only one of its symbolic
representaticns and not, of course, the most impertant. The Talmud,
furthermore, had discovered the interesting method of interpreting
sexual dreams not always as immediately meaningful but often as
indirectly significant or portentous (Fromm, 23). To dream of
sexual relations with, for example, one’s mother signified the attain-
ment of the highest degree of wisdom. That Roman divines were
also aware of this is proved by the interpretation given to a similar
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 interpretations which point to sexual ends. When a
man, in the Talmud, ‘sprinkles an olive tree with olive oil’, he
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betrays symbolically an incestuous desire. The distortion of symbols
inherent 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 symbols arises
from 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 as possible: the tree is
no longer the cosmic tree, but a projection 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 con-
notations are investigated: such is the construction put upon
flowers and animals, for example. In the same way, this kind of
interpretation overruns the object, altering it wherever 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 ambivalent meaning of both destruction and of fecundation
and regeneration, are here limited to negative and destructive
functions. One can understand that symbology built upon interpreta-
tion at this level can lay no claim to objectivity: it is no longer
metaphysical but psychological.

On the other hand, to limit symbolic interpretation to the
analysis of meaning, or to enumerating the qualities of the thing
and its spiritual counterparts, is not enough. Not because the
method is inherently deficient, but because in practice 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.

LEVELS OF MEANING

Corresponding to the multiplicity of symbolic objects linked by a
‘common rhythm’ is the multivalency of their meanings, each one
distributed analogously on a separate level of reality. This power
of the symbol to evince a meaning not only on one level but at all
levels is borne 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
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of its different 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 gives a vivid
example of this kind of progressive ordering of meaning, with its
separate patterns on each plane of reality. He notes that if we take
three fundamental planes: (i) vegetable and meteorological life;
(i1) 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 on these three levels: (i) drought
and rain; (ii) illness and cure; and (iii) fossilization and flux (51).

Schneider goes on to suggest that the symbol is the inner link
between all that is analogous or associated, rather than the dynamic
potential of each separate object. He suggests that ‘every symbol is a
rhythmic whole embracing the essential, common rhythms of a
series of phenomena, which are scattered over different planes by
virtue of their secondary rhythms. They spread out from a spiritual
centre and their clarity and intensity decrease as they approach the
periphery. The reality of the symbol is founded upon the idea that
the ultimate reality of an object lies in its spiritual rhythm—which it
incarnates—and not in its material aspect’ (50), or its functional
aspect. Diel shares this view, applying it to myths, such as that of
Demeter and her daughter Persephone, where he points out that the
Eleusinian Mysteries imply three levels of meaning: the agrarian,
the psychological 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.

From the Freudian school onwards, the level of a great many
symbolic interpretations has been that of sexual activity. The swan,
for example, has come to be seen simply as a symbol of herma-
phroditism; yet on the mystical plane it has always alluded to the
androgynous god of many primitive and astrobiological religions,
as well as to the rebis of the alchemists and to the bisexual Man of
Plato. Confining the symbol in this way within the narrow limits of
allegory, restricting it to a lower plane in the pattern of the universe,
1s known in symbology as the ‘degradation of the symbol’. And
this degraded meaning may not only affect the interpretation it
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receives, but also the symbol itself. At times, degradation is brought
about by trivial vulgarization: thus, arising from the myth of
Mercury and Perseus flying through space with the aid 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 turn into reality; out of the mythical battles between Osiris and
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 symbol. Other forms of
degradation are: over-particularized interpretation, leading to
lengthy and arbitrary descriptions of ‘the language of flowers’
and so on. Over-intellectualized, allegorical interpretations are
another aspect of the same thing—-for example, asserting that ‘the
union of Leda and the swan signifies the pairing of Power and
Injustice’; similarly, ‘identifications’ through so-called analogy.
This dangerous tendency is what led to the decadence of symbolist
movements during the Renaissance. In all the examples of deforma-
tion we have given, one finds the same basic falsification: the creative
drive of the symbol—its tendency to revert to its Origin—is restricted,
and 1t is made to bear labels which are over-concrete, too material-
ized or inferior. Its metaphysical function is arrested, and con-
sequently a single plane of reality comes to be mistaken for the sum
of all possible levels of symbolic meaning. If this use of symbols is
recognized as deformation, then—as we suggested earlier when
commenting upon Caro Baroja—-a general distrust of ready-made
symbolic meanings and the attempt to use them to explain myth,
would seem to be justified. The influence of the symbol must be
allowed to pervade all levels of reality; only then can it be seen in all
its spiritual grandeur and fecundity.

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 drawn rigid dividing-lines between the separate meanings
of each particular symbol on its various 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 as interpreters of symbols. For example, Loeffler says that
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in oriental and Nordic mythology, each symbol, myth or legend
contains ‘four superimposed moral lessons: (i) an historical lesson,
that is, an epic narration dealing with real facts and people and
serving as a kind of ‘“‘material backing” for the symbolic teaching
involved; (ii) a psychological lesscn, depicting the struggle between
spirit and matter on the human plane; (iii) a lesson bearing upon
life on our planet; and (iv) a lesson 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, it is
not the meaning itself which changes but the way it is adapted or
applied. Finally, we have not favoured this kind 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 symbols are primarily
concerned with psychology, others with 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 this is that of the mandala, and all
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 symbols in positions determined by
the law of correspondences. Another essential idea of symbolist
doctrine is that of the cycle, either as a series of possibles—expressed
particularly through the septenary and all its associated or derived
symbolic forms—or as a process which closes up some of the possibi-
lities once the cycle is completed. Zodiacal symbolism is a perfect
illustration of this cosmic structure. The relation of destiny with the
cyclic process is implied in the figures of the legendary Tarot pack;
the wealth of symbolic knowledge which is contained in each and
every one of its cards is not to be despised, even if their symbolic signi-
ficance 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 struggle tc come to grips
with truth and the spiritual centre appears in the form 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
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sky; those of the imagination and the darker side of the unconscious,
are the moon and night. The sea symbolizes the mysterious immensity
from which everything comes and to which everything returns’ (15).
All natural and cultural objects may be invested with a symbolic
function which emphasizes their’ essential qualities in such a way
that they lend themselves to spiritual interpretation. So, for example,
rocks, mountains and all topographical features; trees and vegetables,
flowers and fruit, animals, 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, as it were, along one line of meaning.
For example, within the symbolism of levels and of the relation
between heaven and earth, the mountain, the tree, 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 is for this reason that Mircea Eliade can say
that ‘the intuitive 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, analogies and communion
between phenomena of infinite variety. . . . We have, for example,
the series: Moon, rain, fertility, woman, snake, death, periodic
regeneration; but at times only a part of the series is 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 most straightforward of symbological
analyses based upon simple enumeration of the qualitative
meanings of the object, sometimes, while the ‘mode of existence’ is
being investigated, will reveal a sudden opening which illuminates its
meaning through an association of ideas. This association should
never be thought of as a mere external idea in the mind of the
investigator, outside the symbol itself, but rather as a revelation
of the inner link—the ‘common rhythm’—joining two realities to
the mutual benefit of both. For this reason, when one reads in
Picinelli’s work: ‘Sapphire:—Arouses pity. In colour similar to
the sky: it shares its colour. It gladdens the heart. A symbol of
heavenly reward. Contemplative’, then one must agree that, within
the limits of his implicit analysis, the writer is right as far as he gocs,
although the terms implying anticipation (‘arouses pity’) and moral
effect (it gladdens the heart’), are not strictly explanations of the
symbol but of a reaction arising from its contemplation.
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Symbols, in whatever form they may appear, are not usually isolated;
they appear in clusters, giving rise to symbolic compositions which
may be evolved in 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 erotic life; while, pointing towards
the sky, it expresses purification. Schneider mentions also the
importance of the location of the object: a basket changes its
meaning when placed on the head, for ‘any given object changes in
significance according to the *‘common rhythm” it is made to respond
to’ (50). Combinations of symbols evidence a cumulative meaning.
Thus, a crowned snake signifies the crowning of instinctive or telluric
forces. Emblems are very often based upon a conjunction of various
simple symbols in any given sphere. At times they are concordant
symbols, at times discordant. An example of the former is the
frequent mediaeval emblem of the heart enclosed within a circle from
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 represents eternity and the flames, irradi-
ation and purification. On other occasions the symbol is formally
simple yet structurally 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
leafless tree—a symbol which also occurs in mediaeval emblematic
designs. An example cited by Bachelard falls within this class of
confederate symbol: appearing in a dream of Jean-Paul are ‘white
swans with wings outspread like arms’ (2). This kind of symbolic
syntax is found most frequently in allegories and attributes. 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,
destructive character—placed in the centre of a symbolic space,
signifies destructiveness (15). Very important, too, is the vertical
positioning of the symbol. Higher elevation along a given vertical
axis always indicates spiritual superiority—by analogy of physical
with metaphysical ‘height’. For this reason, the urageus of Egyptian
sovereigns expressed the spiritualization of the inner force (symbol-
ized by the snake) when it was positioned on the forehead, on a
spot the importance of which is well known to Tantrist Yoga.
Symbolic syntax, in respect of the relationship between its
individual elements, may function in four different ways: (a) the
successive manner, one symbol being placed alongside another;
their meanings, however, do not combine and are not even inter-
related; (b) the progressive manner, in which the meanings of the
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symbols do not interact but represent different stages in the symbolic
process; (c) the composite manner, in which the proximity of the
symbols brings about change and creates complex meanings: a
synthesis, that is, and not merely a mixture of their meanings;
(d) the dramatic manner, in which there is an interaction 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 symbel can be enriched by the application of the law of
correspondences and its corcllaries. In other words, objects posses-
sing ‘common rhythm’ barter some of their properties. 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 its meaning or its
ultimate implications; for in truth, its deepest meaning is un-
equivocal since, in the infinite, the apparent diversity of meaning
merges into Oneness.

If we take 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 works
of art which portray the immediate projection of inner forces and
fantasies not in the figurative world but in the material. Jt could
here be objected that abstract—geometric, biomorphic or textural
—painting, or surrealist visions, do not call for conscious dis-
crimination, since the aim of the creator—as Richard Wagner said
of his music—is to forget all about the psychological mechanism
and let the unconscious speak to the unconscious. This is as true
as it is to note that the implications of symbology are sometimes
disturbing and even sinister. For this reason, and others already
mentioned, we have not given analytical descriptions 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 bonds to which we allude or to ignore them as he sees fit.
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 conly 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 reriarius and
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Abandonment The symbolism of abandonment has a similar
range of reference 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. This
imparts to the individual’s existence a sense of estrangement—to
which the labyrinth theme is also related.

Ablution To quote Oswald Wirth: ‘In alchemy, the subject,
having undergone nigredo (blackness) followed by death and putre-
faction, 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 serve to
bring about the progressive washing of the material, which changes
from black to grey and then gradually to white. The whiteness is
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 agitates it’ (59). Washing, then, symbolizes the purifica-
tion not so much of objective and external evil as of subjective and
inner evils, which we might call ‘private’. It is hardly 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 existence itself with all its vital urges. The
principle involved in this alchemic process is that implied in the
maxim ‘Deny thyself . . .’, and an indispensable precept for true
moral progress.

Abnormality In primitive cultures, maimed beings, as well as
madmen, were believed to possess supernatural powers—the
shamans, for example. In primitive magico-religious thinking, the
outstanding ability of physically abnormal individuals is not regarded,
as it is in modern psychology, as having been developed in compensa-
tion for the abnormality, but rather the other way round: the
maiming, the abnormality, the tragic destiny were the price the
individual 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 moon and its phases; there
are mythic lunar beings, with only one hand or one foot, who have
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the magic power to cure disease, bring rain, and so on (17). This
conception of abnormality is not restricted to animate beings, but
applies equally to objects. According to Cola Alberich, abnormal
objects have always been considered as particularly useful in warding
off malignant influences. Such objects are: stones with embedded
fossils; amulets shaped like a six-fingered or a four-fingered hand;
double almonds in one shell; unusually shaped grains of corn,
etc. (12). There is an interesting parallel to be drawn between the
spontaneous interest evinced by Primitive Man in strange or
abnormal objects, and the more deliberate, ‘poetic’ treatmeni be-
stowed by surrealists upon such objects as elements in the symbolic
process. The belief in the magic powers of abnormal objects is
connected with the symbolism of the jester (that is, the inverted
king, the sacrificial 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 them-
selves or in the way they are used, which is expressed either phoneti-
cally or, more frequently, graphically. This word was in frequent
use during the Middle Ages as a magic formula. It is derived from
the Hebrew phrase abreg ad hdbra, meaning ‘hurl your thunderbolt
even unto death’. It was usually inscribed inside an inverted triangle,
or was set out so that it formed a triangle (39) thus:

ABRACADABRA
ABRACADABR
ABRACADAB
ABRACADA
ABRACAD
ABRACA
ABRAC
ABKA
A B R
A B
A

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

Abyss The abyss in any form has a fascinating dual significance.
On the one hand, it is a symbol of depth in general; on the other,
a symbol 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, Japan and the South Sea islands, it was at
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the bottom of seas and lakes; among Mediterranean peoples it
was just beyond the horizon; for the Australian aborigines, the
Milky Way is the abyss par excellence. The abyss is usually identified
with the ‘land of the dead’, the underworld, and is hence, though
not always, associated with the Great Mother and earth-god
cults (35). The asscciation between the nether world and the bottom
of seas or lakes expliains 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 This shrub, which bears white or pink blooms, was
considered sacred by the Egyptians, partly, no doubt, because of
its dual coloration and also because of the great mystic importance
of the white-red principle (8). In Hermetic doctrine, according to
Gérard de Nerval in his Voyage en QOrient (9), it symbolizes the
testament of Hiram which teaches that ‘one must know how to die
in order to live again in eternity’. It occurs with this particular
symbolic meaning (that is, the soul and immortality) in Christian
art, especially the Romanesque (20).

Acanthus The acanthus leaf, a very common ornamental motif
in architecture, 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, there is no difference between guilt and punish-
ment. 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 principles
and of salvation) fell amongst thorns and was choked. And in the
Old Testament (Genesis iii, 18) the Lord tells man that the earth
will yield to him thorns and thistles (46).

Acrobat Because of his acrobatics, which often involve reversing
the normal position of the human body by standing on his hands,
the acrobat is a living symbol of inversion or reversal, that is to say,
of that need which always arises in time of crisis (personal, social or
collective historical crises) to upset and reverse the established order:
idealism turns into materialism; meekness into aggressiveness;
serenity into tragedy; order into disorder, or vice versa. Acrobats
are related to other aspects of the circus and, in particular, to the
mystery of the Hanged Man in the Tarot pack, which has a similar
significance.

Activity In the mystic sense, there is no activity other than
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spiritual movement towards evolution and salvation; any other form
of activity is merely agitation and not true activity. On this point, the
West is tn 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 activé subjugation of the lower impulses
and their subsequent sublimation). Thus, it is not surprising that
Cesare Ripa, in his Iconologia, through a process of assimilation
with the exalted images of the Archangel St. Michael and of St.
George, represents ‘Virtuous Action’ as a warrior armed in a gilt
cuirass, holding a book in one hand and in the other a lance poised
ready to be thrust into the head of a huge serpent which he has
just vanquished. The head of Vice, crushed under his left foot,
completes the allegory. Hence, every struggle or victory on the
material plane has its counterpart in the realm of the spirit. Thus,
according to Islamic tradition, the ‘Holy War’ (the struggle against
the infidel, depicted with weapons held at the ready) is simply 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 Sym-
bolism (London, 1965), states that, initially, Adam is conceived as ‘a
vast representation of the power of the universe’, which is concen-
trated 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 con-
tained in the first human couple, which is the symbol of the internal
and external excision of the living being ? Eve, in the réle of persuader,
appears as a mediator 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 fire in its creative aspect, i.e. as seed. Tradition
has it that, just as there are ‘upper waters’, there is also ‘upper fire’.
The stars symbolize the unattainable aspect of this fire; aerolites
and meteorites are its messengers, and hence they are sometimes
associated with angels and other heavenly hierarchies (37). It must
be remembered that the iron 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 as the tangential relationship, between the antithetical worlds
of heaven and earth.

Ages, The For the purposes of the morphology of symbols, an age
is 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 seasons as well as with the spatial arrangement
of the four points of the compass on the conceptual 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, also called Mahd-Yuga (or the Great Cycle), comprises
four yuga or secondary periods, which were said to be the same as
the four ages in Greco-Roman antiquity. In India, these same ages
are called after four throws in the game of dice: krita, tretd, dvdpara
and kali. In classical times, the ages are associated with the symbol-
ism of metals, giving the ‘golden age’, ‘silver age’, ‘bronze age’ and
‘iron age’. The same symbolic pattern—which in itself is an inter-
pretation—is found in the famous dream of Nebuchadnezzar
(Daniel ii) as well as in the figure of the ‘Old Man of Crete’ in
Dante’s Commedia (Inferno, X1V, 1. 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 materialization (28). And for this reason,
too, William Blake observed that ‘Progress is the punishment of
God’. So that progress in life—in an individual’s existence—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 gets all he wants. But in addition, and in a deeper sense,
the Golden Age stands for life in unconsciousness, for unawareness
of death and of all the problems of existence, for the ‘Centre’ which
precedes time, or which, within the limitations of existence, seems
to bear the closest resemblance to paradise. Ignorance of the world
of existence creates a kind 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 sur-
realism are nothing short of reintegrating, as far as is practicable, this
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state of emotional 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 its first blossom. Sometimes,
the allegorical figure carries a cornucopia full of fruits and flowers,
or has both hands leaning on a spade or a hoe. The Zodiac is
also 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 the four Elements, air and fire are regarded as active and
male; water and earth as passive and female. In some elemental
cosmogonies, fire is given pride of place and considered the origin
of all things, but the more 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, finally, space as a medium for movement and for the
emergence of life-processes. Light, flight, lightness, as well as scent
and smell, are all 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 distinguishing characteristic of aerial
nature is that it is based on the dynamics of dematerialization.
Thoughis, feelings and memories concerning heat and cold, dry-
ness and humidity and, in general, all aspects of climate and
atmosphere, are also closely related to the concept of air. According
to Nietzsche, air should be cold and aggressive like the air of
mountain tops. Bachelard relates scent to memory, and by way of
example points to Shelley’s characteristic lingering over reminiscences
of 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 in-
volving 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’ (a symbol of the soul in its original con-
dition); white (minor work, first transmutation, quicksilver); red
(sulphur, passion); and, finally, gold. Piobb analyses the symbolic
meaning of the various operations. 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
consequence 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
elenients 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 suffering
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 malefinvariable with the
female/‘saved’ variable). Alchemical evolution is epitomized, then,
in the formula Solve et Coagula (that is to say: ‘analyse all the
elements in yourself, dissolve all that is inferior in you, even though
you may break in doing so; then, with the strength acquired from
the preceding operation, congeal’) (48). In addition 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
(Iniroduccién a la vida angélica) writes: ‘That which failed to
“become two in one flesh” (love) will succeed in ‘“becoming two in
one spirit” (individuation).’

Alcohol Alcohol, or life-water (aqua vitae) is fire-water, i.e. a
symbol 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 seems as if the “female” water, losing all shame, frenziedly
gives herself to her master, fire’ (1, 2).

Almond Tree Traditionally, a symbol of sweetness and delicacy.
As it is one 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 artificial allegories.

Alpha and Omega The first and last letters of the Greek alphabet,
standing, therefore, for the beginning and end of all things. They
are very frequently used in this sense in Romanesque art. Because
of its shape, alpha is related to the pair of compasses, an attribute
of god the creator; while omega is similar to a torch, i.e. to the fire




9 ANGEL

of apocalyptic destruction. Animal figures have also been associated
with this symbolism. In the frontispiece of a 12th-century manu-
script of Paulus Orosius (Bibl. Laon, 137) alpha and omega appear
respectively as a bird and a fish, i.e. the upper and the lower abyss.

Amphisbaena A fabulous animal, keeper of the ‘Great Secret’,
according to a 16th-century Italian manuscript which belonged to
Count Pierre V. Piobb. It is a symbol which occurs with some
frequency in heraldic images, marks and signs. It was known to the
Greeks, and it owes its name to the belief that, having a head at
both ends, it could move forward or backward with equal ease.
Sometimes it is depicted with the claws of a bird and the pointed
wings of a bat (48). According to Diel (15), it was probably intended
to express the horror and anguish associated with ambivalent
situations. Like all fabulous animals, it instances the ability of the
human mind to reorder aspects of the real 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 Epistle to the Hebrews says: ‘Which
hope we have as the anchor of our soul’ (4).

O

s Anchor of Salvation, an
early Christian symbol.

Angel A symbol of invisible forces, of the powers ascending and
descending between the Source-of-Life and the world of phenomena
(50). Here, as in other cases (such as the Cross), the symbolic fact
does not modify the real fact. In alchemy, the angel symbolizes
sublimation, i.e. the ascension of a volatile (spiritual) principle, as
in the figures of the Viatorium spagyricum. The parallelism 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 hicrarchies by the Pseudo-Dionysius. From
the earliest days of culture, angels figure 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 remarkable 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 the reversal of those symbolic meanings
associated with the same animal when wild. In the struggle between
a knight and a wild or fabulous animal—one of the most frequent
themes in 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 a lion. In the
legend of St. George, the conquered dragon serves its conqueror.
In the West, some of the earliest references 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.p. 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 Fournmival’s Bestiaire d’Amour (l14th century). The
primitives’ view of animals, as analysed by Schneider (50), is
mirrored 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 generally, the different
stages of animal evolution, as manifested by the varying degrees of
biological complexity, ranging from the insect and the reptile to the
mammal, reflect the hierarchy of the instincts. In Assyrian and
Persian bas-reliefs, the victory of a higher over a lower 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. The victory of
the lion over the bull usually signifies the victory 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 Elements. Animals such as the duck, the frog and the
fish, however much they may differ one from the 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
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origin of things and of the powers of rebirth (37, 9). On the other
hand, some animals, such as dragons and snakes, are sometimes
assigned to water, sometimes to earth and sometimes even to fire (17).
However, the most generally accepted classification—which is also
the most fundamentally correct—associates aquatic and amphibious
animals with water; reptiles with earth; birds with air; and mammals
(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, the latter 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 beings
which, though natural, are ambiguous in appearance (carnivorous
plants, sea urchins, flying fish, bats), and thus stand for flux and
transformism, and also for purposeful evolution towards new forms.
In any event, fabulous animals are powerful instruments of psycho-
logical 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 positive in
character—such as Pegasus’ wings (the spiritualization of a lower
force)—but more often the symbol is a consequence of a more
complex and ambiguous process of the imagination. The result is a
range of highly ambivalent symbols, whose significance is heightened
by the ingrained belief in the great powers exercised by such beings
as well as in the magic importance of abnormality and deformity.
In addition, there are animals which, while hardly or not at all
fabulous in appearance, are credited with non-existential or super-
natural qualities as the result of a symbolic projection (for example,
the pelican, phoenix, salamander). There is a fragment by Calli-
machus on the 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 extra-
ordinary and exalted qualities). Hebrew and Islamic traditions also
include references to ‘speaking animals’ (35). Another interesting
classification is that of ‘lunar animals’, embracing all those animals
whose life-span includes some kind of cyclic alternation, with
periodic appearances and disappearances (18). The symbolism of
such animals includes, in addition to the animal’s specific symbolic
significance, a whole range of lunar meanings. Schneider also
mentions a very curious primitive belief: namely, that the voice of
those animals which can be said to serve as symbols of heaven is
high-pitched if the animal is large (the elephant, for example),
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but low-pitched if the animal is small (as the bee); while the converse
is true of earth-symbol animals. Some animals, in particular the
eagle and the lion, seem to embody certain qualities, such as beauty
and the fighting spirit, to such an extent that they have come to be
universally accepted as the 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 arrangement is always highly significant, implying
either hierarchical precedence or relative position in space. In
alchemy, the descending order of precedence is symbolized 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, as found in the Bible, are a fundamental example;
another example would be the Chinese series of the four benevolent
animals: the unicorn, .phoenix, turtle and dragon. The following
animals occur particularly in Romanesque 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 analogy,
such as that between cruelty and the leopard, are immediately
obvious (20). The importance in Christianity of the symbols of the
dove, the lamb and the fish is well known. The significance of the
attitudes in which symbolic animals are depicted is usually self-
evident: the counterbalancing of two identical—or two different—
animals, 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 a shield or surmounting
the crest of a helmet. Jung supports this interpretation 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 counter-
balancing of the male and the female of the same species (lion/lioness,
dog bitch) signifies the essential contrast between sulphur and
mercury, the fixed and the volatile elements. This is also the case
when a winged animal is opposed to a wingless one. The ancient
interest in animals as vehicles of cosmic meanings, over and above
the mere fact of their physical existence, persisted from the ecarliest
beginnings of the Neolithic Age up to as late as 1767, with the
publication of such works as Jubile van den Heyligen Macarius.
This treatise describes processions in which each symbolic chariot
has a characteristic animal (the peacock, phoenix, pelican, unicorn,
lion, eagle, stag, ostrich, dragon, crocodile, wild boar, goat, swan,
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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, 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 symbolic in origin, spread throughout the
Western world from the end of the 13th century onwards. All the
above particular symbolic uses rest on a general symbolism of
animals, in which they are related to three main ideas: the animal
as a mount (i.e. as a means of transport); as an object of sacrifice;
and as an inferior form of life (4). The appearance of animals in
dreams or visions, as in Fuseli’s famous painting, expresses an
energy still undifferentiated and not yet rationalized, nor yet
mastered by the will (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 unconscious
areas of the psyche. The more primitive the animal, the deeper the
stratum of which it is an expression. As in all symbolism, the greater
the number of objects depicted, the baser and the more primitive
is the meaning (56). Identifying oneself with animals represents
integration of the unconscious and sometimes—like immersion in the
primal waters—rejuvenation through bathing in the sources of life
itself (32). It is obvious that, for pre-Christian man (as well as in
amoral cults), the animal signifies exaltation rather than opposition.
This is clearly seen in 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 the force of
an instinct. With regard to mythic animals, a more extensive
treatment of this subject is to be found in the Manual de zoologia
fantdstica of Borges y Guerrero (Mexico and Buenos Aires, 1957), in
which such creatures are characterized as basically symbolic and,
in most cases, expressive of ‘cosmic terror’.

Anjana A type of witch in Hispanic folklore, the name perhaps
being derived from Jana or Diana. These witches take on the form
of old women to test out the charity of human beings. In their true
form they are beautiful young women, fair haired and blue-eyed,
clothed in tunics made of flowers and silver stars. They carry a
gold staff and wear green stockings. They watch over animals and
have underground palaces full of jewels and other treasure. The
touch of their staff turns everything into riches (10). Symbolism of
this kind reveals ancestral memories of druidesses; at a deeper
level it also signifies the soul renewed by fusion with the ‘mana
personality’. The staff, a sigmoid symbol, is the emblem of those
relationships linking apparently unrelated things. The green stock-
ings allude to the primitive forces of virgin nature. The treasures and
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riches signify the spiritual powers harboured by the unconscious.

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. The significance of antiquity
is derived from the following considerations: (i) Whatever is old is
authentic, unadulterated, true, a link with the other world; old
things do not deceive, therefore they stand for truth itself; (i1)) What-
ever is old is primitive, closer to that ‘primigenial era’ which boasted
the ‘Golden Age’ of humanity; (iii) By analogy, whatever is old is
related to the primitive stages in the individual’s life, i.e. to the
carefree life of the child, the ‘paradise lost’ of childhood.

Ants An attribute of Ceres, ants were utilized in soothsaying (8).
There 1s an Indian myth in which they symbolize the pettiness of all
things living—the fragile character and impotence of existence;
but they also represent the life which is superior to human life
(60). On account-of their multiplicity, their symbolic significance is
unfavourable.

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 in-
volution: a snake or a dragon, for example, in so far as they are
enemies of the spirit and a perversion of higher qualities (9). It has
sometimes been equated with the feminine principle, in so far as
this is a source of temptation and corruption, and particularly of
stagnation in the process of evolution. Myths such as those of
Calypso or the sirens are related to this theme.

Apollo In mythology and alchemy, his spiritual and symbolic
significance is identical with that of the sun (15). The spreading
golden hairs which crown the god’s head have the same meaning
as the bow and arrow (sunrays) (8). The Greek name for Apollo is,
of course, Apollon, which means ‘from the depths of the lion’
and expresses the meaningful relationship of the sun with the fifth
sign of the Zodiac, Leo (48).

Apple Being almost 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 a warning against the
exaltation of materialistic desire (15). The intellect, the thirst for
knowledge—as Nietzsche realized—is only an intermediate zone
between earthly desire and pure spirituality.

Aquarius The eleventh archetypal sign of the Zodiac. Its
allegorical representation is a figure of a man pouring water from
an amphora. In the Egyptian Zodiac of Denderah, Aquarius carries
two amphorae. This version merely affects the numerical symbolism;
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it affords clearer proof of the dual force of the symbol (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 cvcle by the destruction of the power which held
its components together. When this power ceases to function, the

- - h Zodiacal Sign of Aquarius
L i T

components return to the Akasha—the universal solvent—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, is to reabsorb into Oneness all those
elements which originally seceded from it to lead separate individual
existences. Thus, each end carries the 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 the agricultural, economic and spiritual life of the country.
Consequently, Aquarius symbolizes the dissolution and decomposi-
tion 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 appears to imply,
apart from the cultural context of its proper name (Arabia, Islamic
art), the idea of repetition, of turning back on oneself, of inter-
twining. To a certain extent, this idea relates it 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 its labyrinthine, sinuous form.
There is more freedom in the Nordic plaits than in the oriental
arabesques, which sometimes assume a circular shape, forming a
kind of mandala.

Architecture The symbolism of architecture is, of course, complex
and wide-ranging. It is founded 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, second-
ary symbolic meanings are derived from the appropriate selection
of individual forms, colours and materials, and by the relative
importance given to the various elements forming the architectural
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whole (function, height, etc.). The most profound and fundamental
architectural symbol is the ‘mountain-temple’ (the Babylonian
ziggurat, Egyptian pyramid, American feocalli or stepped pyramid,
Buddhist stupa). It is based on a complex geometrical symbolism
including both the pyramid and the ladder or staircase, as well as
the mountain itself. Some of this symbolism can also be found in
Western religious building, particularly Gothic cathedrals. Such
temples often include essential elements from 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, as we have seen, is of great importance
as the link between 4 (or the square) and the circle. The Tower of
the Winds, in Athens, was octagonal in plan. The eight pillars of
the Temple of Heaven in Peking are another instance (6). As the
cave inside the mountain is an essential element in mountain
symbolism, it follows that the ‘mountain-temple’ would not be
complete without some form of cave. In this sense, Indian rock-cut
temples are a literal expression of the mountain-cave symbol: the
temple actually is the cave cut into the side of the mountain. The
cave stands for the spiritual Centre, the heart or the hearth (cf. the
cave in Ithaca, or the Cave of the Nymphs in Porphyry). This
symbolism implies a displacement of the symbolic centre, that is,
the mountain peak of the world ‘outside’ is transferred to the
‘inside’ (of the mountain, and so of the world and of Man). The
primary belief in the fundamental significance of an external form
(such as the menhir, omphalos or pillar) is replaced by an interest
in the space at the centre of things’, identified as the ancient symbol
of the ‘world egg’. One of the specific symbols of this is the dome,
symbolizing also the vault of heaven (which is why domes in ancient
Persia were always painted blue or black). In this connexion, it is
important to note that, in the geometrical symbolism of the cosmos,
all circular forms relate to the sky or heaven, all squares to the earth,
and all triangles (with the apex at the top) to fire and to the urge
towards ascension inherent in human nature. Hence, the triangle also
symbolizes the communication between earth (the material world)
and heaven (the spiritual world). The squarc corresponds to.the
cross formed by the four Cardinal Points (6). And, of course, the
pyramid is square in plan and triangular in section. This general
symbolism, however, can be profoundly modified in certain direc-
tions by the addition of powerful secondary meanings or associations.
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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
contrast between heaven and earth—though the primary meaning
can by no means be ignored. Already in Greek, Etruscan and Roman
temple-building, this symbolic contrast, as well as the symbolism of
gradual ascent (as in Babylonian ziggurats) had become subservient
to the concept of a temple mirroring on earth the division of the
heavens into an ordered pattern, and resting on supports (pillars,
columns) which—since they originate from primitive lake-dwelling
structures—relate the earth’s surface to the ‘primordial waters’ of
the ocean. The typical Romanesque 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 a man lying prostrate
with his arms outstretched whereby the centre becomes not man’s
navel (a merely symmetrical division) but his heart (at the inter-
section of nave and transept), while the main apse represents the
head. As indicated above, each architectural element contributes
to the general symbolism. Thus, in Gothic architecture, 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 all the specific implications of triangle-
symbolism outlined above (14, 46). The flammigerous arch, as
the name indicates, is a symbol 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 ‘guardians’ 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 a period 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—January March ; South-West—April June; South-East
—July September. The four divisions of the year (or of the human
life-span of which it is an analogical image) are further correlated
to the four phases of a ritual cycle of healing (or salvation): the
first 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, pertains to the Holy
Spirit, inspiring the soul with the fire of charity and divine love; the
North side, exposed to the cold winds, pertains to the devil and his
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insinuations that freeze the soul (46). As regards 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 its related 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 sub-
divide 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 (somectimes it also stands for heaven, towards
which the apex of the triangular ogive points) (50). Attempts have
also 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 various
architectural elements. Two further facts should also be mentioned:
the ‘degraded’ interpretation suggested by psychoanalysts whereby
every building is seen as a human 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 a number of symbolic principles. Kubler,
in his Baroque Architecture, analyses the case of Fr. Giovanni Ricci
who, following the example of his mannerist forerunners Giacomo
Soldati and Vincenzo Scamozzi, endeavoured to develop a new
‘harmonic’—or ideal—architectural order, by integrating the
existing systems (Tuscan, Doric, Ionic, 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 its inception (4). The first sign of the Zodiac.
In Hindu symbolism it stands for Parabrahman, that is, for the
undifferentiated whole. Because the Zodiac is the symbol of the
cycle of existence, Aries, its first sign, stands for 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
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of any cycle, process or creation. In Egypt the ram was the symbol
of Amon-Ra, and the god was depicted with ram’s horns. As
regards human physiology, Aries controls the head and the brain,
that is to say, the organs which are the centre of the individual’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 speaking, it can be regarded as a symbol of
the womb (9) or of the heart (14), there being 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 is the belief
that the essences of the physical and spiritual life can be extracted
and contained within a minute seed until such time as a rebirth
creates the conditions necessary for the re-emergence of these
essences into external life (14). Guénon has found subtle analogies,
of great symbolic interest, between the ark and the rainbow. The
ark, during the cosmic pralaya, floats on the waters of the lower
ocean; the rainbow, in the realm of the ‘upper waters’, is a sign of
the restoration of the order which is preserved below in the ark.
Both figures together, being complementary, complete the circle of
Oneness. They therefore correspond to the two halves of the ancient
symbol of the ‘world egg’ (28). As a symbol of the heart (or of the
mind, or of thought) the image of the ark is similar 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 special kinds of activity, such as working, offering,
protecting, donating, etc. The hieroglyph depicting two raised arms
is a symbol of invocation and of self-dcfence (19), a meaning which
is universally recognized. A frequent motif in heraldic and emble-
matic devices is that of a weapon held by an arm emerging from a
cloud, or from the surround of a picture. This is the avenging arm
of the Lord of Hosts, or a call from the heavens for vengeance (39).

Arrow The weapon of Apollo and Diana, signifying the light
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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 when
it is shown in emblems balanced against the symbol of the ‘mystic
Centre’, feminine in character, such as the heart. The heart pierced
with an arrow is a symbol of ‘Conjunction’.

Arthur, King The hero, king or penteyrn of the Silures of Caer-
leon in Wales. Around him are built the legends of the Round Table,
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, he is an avatar of the
Gallic god Mercurius Arterius, king of the fabled country Oberon.
He is the archetype of the ‘mythical king” who synthesizes the hopes
of a race and who reflects ‘primordial man’. Tradition refuses to
accept his death and affirms’that he will reappear in the specific shape
of Arthur when the English have need of him to triumph over their
enemies. Symbols closely connected with King Arthur are such as
these: magic or miraculous swords and shields; the ‘holy war’ or the
struggle between good and evil; the twelve knights with 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 a higher level in space signifies a higher value by
virtue of its connexion 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 levels are being attained. The
mere fact of “levitation” is equivalent to a consecration. . . .” (17).
But, according to a more straightforward interpretation based upon
the concept of energy, the action of rising (as, in music, going from
bass to 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-
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porating the ashlar (or squared stone) symbolizes material which has
been worked upon, or the results of creative activity. By analogy, it
refers to the trials necessitated by the spiritual evolution which Man
must undergo (19) before he can attain to the essential conditions of
regularity, order, coherence and continuity. The idea here is the
same as that expressed in the alchemic dialectic of the fixed and the
volatile principles. The connexion between the ashlar and the human
spirit arises from the general symbolism of the stone combined with
the notion of humanity as a perfect structure which ensures that
every ‘saved’ man is whole and firm as rock.

Ass This symbolic animal appears as an attribute of Saturn, in
his capacity as the ‘second sun’. It is always 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. Sometimes there is a wheel or a solar symbol
between the ass’s ears. This symbol, also found on the heads of oxen,
always denotes that the animal is a sacrificial victim (4). But the
symbolism of the ass involves still further complexities: Jung
defines it as daemon triunus—a chthonian trinity which in Latin
alchemy was depicted as a three-headed monster, one head represent-
ing 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, is usually a messenger of
death or appears in connexion with a death, as destroyer of a life-
span.

Aureole A circular or oblong halo surrounding bodies in glory.
According to a I2th-century text, attributed to the abbey of St.
Victor, the oblong shape derives from the symbolism of the almond,
which is identified with Christ. This, however, does not change the
general sense of the aureole (6) as a relic of solar cults, and as a
fire-symbol expressive of irradiating, supernatural energy (31), or
as a manifestation of the emanation of spiritual light (which plays
such an important part in Hindu doctrine) (26). The almond-shaped
aureole, which usually surrounds 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 a
significance which is equivalent to that of the sword, the hammer
and the cross. But much more important and complex is the signifi-
cance of the twin-bladed axe, related to the sign tau (4). This double-
headed axe is to be found in a host of works of art from India to
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England, and specially in the Mediterranean countries—in Africa
and Crete. Very often it is located over the head of an ox, just
between its horns, 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’s thunderbolt, becoming, therefore, a
symbol of celestial illumination. Nowadays the double-bladed axe
(the labrys) is associated with the labyrinth, both being symbols in
the Cretan cult. The labyrinth denotes the world of existence—the
pilgrimage in quest of the ‘Centre’ (6). In some paintings in Crete,
such as that on a sarcophagus from Hagia Triada, we see a symbol
made up of a cone, a double-bladed axe and a bird. The cone
alludes to the deity; the axe, like all 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.

3

Babylon This is a symbol of considerable interest, even if
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 as
fire, the sun and the oak (21); he is also 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 swaddling-clothes of the newborn babe and the
winding-sheet of the corpse in the tomb. They constitute a deter-
minative sign corresponding to the letter S (a letter which has
subsequently been construed as a snake) (19).

Basilisk A fabulous animal with a snake’s body, pointed head
and a three-pointed crest. In mediaeval descriptions it was said to be
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born of a yolkless egg laid by a cock and hatched by a toad on a
bed of dung, and to have a three-pointed tail, glittering eyes and a
crown on its head. Its glance was believed to be lethal, so that it
could only be destroyed while its assailant was watching it in a
mirror. This belief is related to the myth of the Gorgon’s head. In
the East, its body was supposed to be a mixture of cock, snake and
toad. According to Diel, this projected image of the human psyche
is clearly infernal in character, as is shown by its threefold attributes
(its three-pointed crest and trifurcated tail) since they are an inversion
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’ mentioned in legend.

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 its ambiguous nature, the bat is contradictory
in implication. In China, for example, it is emblematic of happiness
and long life (5). In Western alchemy it had a meaning which was
not far removed from that of the dragon and that of the hermaphro-
dite. Its wings, nevertheless, are an infernal attribute (32).

Bath The symbolism of immersion in water derives from that
of water itself, and signifies not only purification (a secondary
symbolism taken from the general concept of water as a clear,
cleansing liquid) but, more fundamentally, regeneration 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 dissolution and also the purification of
gold and silver.

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

Bear In alchemy, the bear corresponds to the nigredo of prime
matter, and hence it is related to all initial stages and to the instincts.
It has consequently been considered a symbol of the perilous aspect
of the unconscious and as an attribute of the man who is eruel and
crude. Since it is found in the company of Diana it is regarded as a
lunar animal (31).

Bee In Egyptian hieroglyphic language, the sign of the bee was a
determinative in royal nomenclature, partly by analogy with the
monarchic organization of these insects, but more especially because
of the ideas of industry, creative activity and wealth which are
associated with the production of honey (19). In the parable of
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Samson (Judges xiv, 8) the bee appears in this same sense. In Greece
it 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 teaching, 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 eloquence (20). In the Indo-Aryan and Moslem
traditions they have the same purely spiritual significance as in
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 objects
which are suspended between heaven and earth. It is related, by its
shape, to the vault and, consequently, to the heavens.

Belly The interior of the belly is invariably equated symbolically
with the alchemic 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 The belt or girdle is a symbol of the protection of the body
and, being an allegory 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 is a basic quality of all natural processes in
so far as they comprise two opposite phases or aspects. When
integrated within a higher context, this duality generates a binary
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 diastole; 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, corresponding 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 symbolize a
binary system. This is also the case with the King and Queen in
alchemy (28). Whether the opposition is one of successive phases or
of simultaneous movements of tension, does not affect the nature of
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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 status with

good. Evil and matter, according to Neo-Pythagorean doctrine,

generate the dyas (duality), which is female in nature, and depicted in

the Gnosis of Justin as a dual being, with a woman’s torso and a

snake’s tail. 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 Yseult (15). The mystery of
duality, which is at the root of all action, is manifest in any opposi-
tion of forces, whether spatial, physical or spiritual. The primordial
pairing of heaven and earth appears in most traditions as an image
of primal opposition, the binary essence of natural life (17). As
Schneider has observed, the eternal duality of Nature means that no
phenomenon can ever represent a complete reality, but only one
half of a reality. Each form has its analogous counterpart: man/
woman; movement/rest; evolution/involution; right/left-—and
total reality embraces both. A synthesis is the result of a thesis and
an antithesis. And true reality resides only in the synthesis (50).
This is why, in many individuals, there is a psychological tendency
towards ambivalence, towards the breaking down of the unitary
aspects of things, even though it may prove to be a source of most
intense suffering. Before Freud, Eliphas Lévi had already suggested
that ‘Human equilibrium consists of two tendencies—an impulse
towards death, and one towards life’. The death-wish is therefore as
natural and as spiritual as the life or erotic impulse. The integration
of these symbols within 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);
psychologically speaking, these correspond respectively to the
conscious and unconscious components of the personality; and,
from the point of view of Man’s destiny, they correspond to in-
volution and evolution (25). These symbolic figures are therefore
hot so much an expression of the duality of the forces involved, but
rather of their complementary character within the binary system.
Hindu doctrine asserts that Brahma is sat and non-sat, what-is and
what-is-not: satyam and asatyam (reality and non-reality). In the
Upanishads this synthesis is 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 anti-
thesis is the complement, not the negation, of the thesis (50). It is
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in this sense that one should interpret the saying of Lao-Tse that
‘he who knows his masculinity and preserves his femininity, is the
abyss of the world” (58). Nevertheless, the tendency of opposites to
unite in a synthesis is always 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’, the blue rose, the golden flower, the way out of the
labyrinth—all these can allude to the meeting and ‘conjunction’ of
the conscious and the unconscious, as of the union of the lover
and the beloved. Mectaphors such as ‘The wolf also shall dwell
with the lamb, and the leopard shall lie down with the kid; and the
calf and the young lion and the fatling together; and a little child
shall lead them' (Isaiah xi, 6), are references to the final coming of the
Heavenly Jerusalem (25), where the binary synthesis is no longer
dualistic severance or otherness, difference or separation, nor a
balancing of opposing powers, but the assimilation of the lower
by the higher, of darkness by 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, a hero or a thinker, but also
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 mayd, or illusion. In the world of maya—the
world of phenomena—opposites cancel each other out, one opposite
being balanced by another through the ceaseless interplay and
transmutation of existencc—the alternation of creation and destruc-
tion (60). The figure of the goddess Kali, for instance, whose ritual
required human sacrifice, is an example of symbolic counterpoise
transcending the mere duality of opposing forces. The moral level
reached by any religion can in fact be measured by its capacity to
show, by means of dogma and imagery, how duality is transcended.
One of the most powerfully poetic myths expressing the wish for
cosmic unity is that in which it is said that the sun and the moon
must be ‘united’ so that they are made to form a single being (17).

Bird Every winged being is symbolic of spiritualization. The
bird, according 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 the tree, the second regards it but does not eat. The
first bird is Jivdrmd, and the second is Armd or purc knowledge,
frec and unconditioned; and when they are joined inseparably,
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then the one is indistinguishable from the other except in an illusory
sense’ (26). This interpretation of the bird as symbolic of the soul is
very commonly found in folklore all over the world. There is a
Hindu tale retold by Frazer in which an ogre explains to his daughter
where he keeps his soul: ‘Sixteen miles away from this place’, he
says, ‘is a tree. Round the tree are tigers, and bears, and scorpions,
and snakes; on the top of the tree is a very great fat snake; on his
head is a little cage; in the cage is a bird; and my soul is in that
bird’ (21). This was given precise expression in ancient Egyptian
symbolism by supplying the bird with a human head; in their
system of hieroglyphs it was a sign corresponding to the determina-
tive Ba (the soul), or the idea that the soul flies away from the body
after death (19). This androcephalous bird appears also in Greek
and Romanesque art, and always in this same sense (50). But the
idea of the soul as a bird—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 a cage of every unclean and hateful bird’. According to
Loeffler, the bird, like the fish, was originally a phallic symbol,
endowed however with the power of heightening—suggesting sub-
limation 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 meta-
morphosis of a lover. Loeffler adds that birds are universally
recognized as intelligent 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 a bird is a factor which
determines its secondary symbolisms. 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, although this may well have
been its origin, its ultimate aim is something quite different-—to
provide a symbol of the impossible (like the blue rose). In alchemy,
birds stand for forces in process of activation; here the precise scnse
is determined by the location of the bird: soaring skywards it
expresses volatilization or sublimation, and swooping earthwards it
expresses precipitation and condensation ; these two symbolic move-
ments joined to form a single figure are expressive of distillation.
Winged beings contrasted with others that are wingless constitute a
symbol of air, of the volatile principle as opposed to the fixed. Never-
theless, as Diel has pointed out, birds, and particularly flocks of birds
—for multiplicity is ever a sign of the negative—may take on evil
implications; for example, swarms of insects symbolize forces in
process of dissolution—forces which are tceming, restless, indeter-
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minate, shattered. Thus, birds, in the Hercules legend, rising 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 a creative deity. The Hindus of
Vedic times used to depict the sun in the form of a huge bird—an
eagle or a swan. Germanic tradition affords further examples of
a solar bird (35). It is also symbolic of storms; in Scandinavian
mythology there are references to a gigantic 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, it is only in the West that
this carries a moral 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 this solar bird is Garuda,
the ‘slayer of the ndgas or serpents’ (60). Kiihn, in The Rock Pictures
of Europe, considers a Lascaux cave picture of a wounded bison,
a man stricken to death and a bird on a pole, and suggests that, by
the late Palaeolithic, the bird may have come to symbolize the soul
or a trance-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, as in
Hellenic iconography. In the Mirach it is written that, when
Mohammed went to heaven, he found, standing in the middle of a
great square, the Tree of Life whose fruit restores youth to all
those who eat of it. This Tree of Life is surrounded by groves and
avenues of leafy trees on 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, as noted
in connexion with the eagle, they denote ‘height’ and—con-
sequently—‘loftiness’ of spirit. This general symbolism has some-
times been narrowed down excessively to the particular, as often
happens in traditional symbolism. Thus, Odo of Tusculum, in
his sermon XCII, describes different kinds of spirituality in men in
terms of the characteristics of different kinds of birds. Some birds,
he says, are guileless, such as the dove; others, cunning like the
partridge; some come to the hand, like the hawk, others flee from it,
like the hen; some enjoy the company of men, like the swallow;
others prefer solitude and the desert, like the turtle-dove. . . .
Low-flying birds symbolize an earth-bound attitude; high-flying
birds, spiritual longing (46).
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Bite This, like the great majority of symbols, has a double
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 (since the teeth
are the fortress-walls of the ‘inner’ or spiritual man). On the psycho-
logical level, and especially where animal-bites are concerned, it is
symbolic, according to Jung, of the sudden and dangerous action of
the instincts upon the psyche (32).

Blacksmith On some cultural levels, the position of blacksmith
is considered to be held under the king’s prerogative, and to be
sacred (21). There is a close connexion between metallurgy and
alchemy: According to Alleau, 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 begins with sunlight and the colour yellow, the
intermediate stage being the colour green and vegetable life. The
development from yellow to green and red appears in relation
with a corresponding increase of iron. In cases of rclationships as
close as that between blood and the colour red, it is evident that
both are reciprocally expressive: the passionate quality characteristic
of red pervades the symbolism of blood, and the vital character of
blood informs the significance of the colour red. In spilt blood we
have a perfect symbol of sacrifice. All liquid substances (milk, honey
and wine, that is to 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. Sacrilicial blood was obtained from the sheep, the
hog and the bull in classical times, and from human sacrifice among
Asians, Africans and aboriginal Americans (as well as among the
Europeans in prehistoric days). The Arabic saying, ‘Blood has
flowed, the danger is past’, expresses succinctly the central idea of all
sacrifice: that the offering appcases the powers and wards off the
most scevere chastisements which might otherwise befall. The
driving-force behind the mechanism of sacrifice, the most character-
istic of the symbolic inferences of blood, is the zodiacal symbol of
Libra, representing divine legality, the inner conscience of man
with its ability to inflict terrible self-chastisement. Wounds, by
association, and for the same reason, have a similar function.
Similarly with the colour red when its use appears irrational—when
it mysteriously invades the object: for example, in alchemy, when
matter passes from the white stage (albedo) to the red (rubedo); or
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the legendary ‘red knight’ who expresses the ever-passionate state
of him who 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 the whole of the
passage: ‘A slab of red marble is floating on the water 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 meets a knight whose red armour turns all
eyes that regard it red. His axe is red, his shield 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 supplied 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? . . .
Wherefore art thou red in thine apparcl?’). Pinedo comments:
‘Edom and Bozrah—its capital—stand for all the nations of the
Gentiles. The word Edom means “‘red” and Bozrah means ‘‘wine-
press””, which explains why the Holy Fathers say that he who
comes ‘“‘red” from the “wine-press’ is none other than Our Lord
Jesus Christ, for, according to them, this is the question which the
angels put to him on the day of his triumphal ascension’ (46).

Blow, To For primitives, blowing is a creative act which infuses
or enlivens life, increases the force of something or changes its
course. Shamans include 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 the lion.

Boat In the most general sense, a ‘vehicle’. Bachelard notes
that there are a great many references in literature testifying that
the boat is the cradle rediscovered (and the mother’s womb) (2).
There is also a connexion 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 free itself from the body. must cross seven spheres.

Bolt (or Latch) In Egyptian hieroglyphics. this sign represents
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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 life as seen in the character of a seed. The
Hebrew word luz stands for the mandorla, embracing both the
tree and its inner, hidden and inviolable 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 is one of the eight Chinese common emblems,
symbolizing the power to ward off evil spirits (5). The book
‘written inside and out’ is an allegory of the esoteric and exoteric,
cognate with the double-edged sword projecting from the mouth
(37). Broadly speaking, the book is related—as Guénon has
suggested—to the symbolism of weaving. The doctrine of Mohiddin
ibn Arabi in this respect may be summarized as follows: ‘The
universe is an immense book ; the characters of this book are written,
in principle, with the same ink 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 letters, 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 bottle is 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’s bow is, like the lingam, the emblem of the god’s
power (60). Basic to this symbolism is the concept of ‘tension’,
clearly defined by Heraclitus and closely related to the life-force and
to spiritual force. Benoist remarks that the bow and arrow, as
attributes of Apollo, stand for the sun’s energy, its rays and 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 Like the tower, the well and the door, it is a common
emblem of the Virgin Mary. That powerful painter of female
nature, John of Flanders (15th-16th centuries), frequently brings
these themes to bcar upon his works. Generally speaking, the
bower is a feminine symbol (32).

Box Like all receptacles whose basic use is keeping or containing,
the box 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 symbols of Oneness and of the spiritual
principle. The myth of ‘Pandora’s box’ appears to allude to the
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significance of the unconscious, particularly in the 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’ which figures in so many
legends. The first and second contain goods and riches; the third
discharges storms, devastation, death. This is clearly an example of
a symbol of human life (of the cycle of the year), which is divided
into three stages, consisting of two favourable thirds and one adverse.
A superb elaboration upon the Pandora theme is to be found in
Dora and Erwin Panofsky’s Pandora’s Box (London, 1956). Particu-
larly 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 virginal purity consumed in its own

flame (20). The Biblical burning bush, on the other hand, is sym-
bolically related to the myth of Semele.

Branch When bearing blooms or fruit, it has the same significance
as the garland. In the Egyptian system of hieroglyphs it means ‘to
give way’ or ‘bend’ (19).

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
deepest significance is connected with the symbolism of scars as
the marks ‘of the tecth 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 wishes to ‘belong’ accepts the
distinctive mark of the group he seeks to belong to; or if he wishes
to express his own individuality, he can do so by means of deter-
minative, unrevealed signs. Artistic or spiritual creation of any
kind, the development of the personality, the mask, idiosyncrasies
of dress or behaviour, are all derived from the essence of mark-
symbolism.

Breathing Symbolically, to breathe is to assimilate spiritual
power. Yoga exercises place particular emphasis upon breathing,
since it enables man to absorb not only air but also the light of the
sun. Concerning solar light, the alchemists had this to say: ‘It is a
fiery substance, a continuous emanation of solar corpuscles which,
owing to the movement of the sun and the astral bodies, is in a
perpetual state of flux and change, filling all the universe. . . . We
breathe this astral gold continuously.” The two movements—
positive and negative—of breathing are connected with the circula-
tion of the blood and with the important symbolic paths of involution
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and evolution (3). Difficulty in breathing may therefore symbolize
difficulty in assimilating the principles of the spirit and of the
cosmos. The ‘proper rhythm’ of Yoga-breathing is associated with
the ‘proper voice’ demanded 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 was literally
a ‘builder of bridges’, that is, of that which bridges two separate
worlds. St. Bernard has said that the Roman Pontiff, as the
etymology of his name suggests, is a kind of bridge between God
and Man (Tractatus de Moribus et Officio Episcoporum, 111, 9). For
this reason, the rainbow is a natural symbol of the pontificate. For
the Israelites, it was the 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 perception (28). Even when it lacks this mystic sense, the
bridge is always symbolic of a transition from onc 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, this mythic animal is symbolic of
the essential duality of man, but, in this case, stressing the baser—
or animal—part. Hercules’ struggle with the bucentaur is the arche-
type of all mythic combat: Theseus and the Minotaur, Siegfried and
the dragon, etc. (8).

Buckle The buckle implies self-defence and protection, like the
fibula on the one hand (which is the shield reduced to its minimal
form), and the belt on the other (4). To undo one’s belt is symboli-
cally the same as ‘letting one’s hair down’.

Bucraneum A decorative motif deriving from the appearance
of the remains of the head of the bull or ox, after it had been
sacrificed by fire in ancient ritual (41).

Bull The bull is associated with the symbolism of Taurus (q.v.).
It is a highly complex symbol, both from the historical and psycho-
logical point of view. In esoteric tradition it is an emblem used by
the Hyperboreans as a totem against the dragon of the Negroes,
and is 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 the reptile, or of the Aryan over the Negro.
The basic dilemma lics between the interpretation of the bull as a
symbol of the earth, of the mother, and of the ‘wetness’ principle
(11); and the view that it represents heaven and the father. Mithraic
ritual seems to have been founded on the former: the sacrifice of
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the bull was expressive of the penetration of the feminine principle
by the masculine, of the humid by-the igniferous (the rays of the sun,
the origin and cause of all fecundity). Krappe, investigating these
paradoxes, has pointed to the fact that the bull is the commonest
tame animal of the Near East and relates this to 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 a Mesopotamian lunar god and he often took the
form of a bull; Osiris, also a lunar god, was supposedly represented
by the bull Apis. On the other hand, the Vedic god Siirya is a solar
bull. According to the Assyrians, the bull was born of the sun.
Krappe explains this disparity not as an internal contradiction but
as a consequence of the way in which the lunar and the solar cults
succeed one another. The lunar bull becomes solar when the solar
cult supplants the more ancient cult of the moon (35). But it may
well be that the bull is first and foremost a lunar symbol because it is
equated with the moon morphologically by virtue of the resemblance
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 the rolling of thunder. In all palaeo-oriental
cultures, it was the bull which expressed the idea of power. In
Accadian, ‘to break 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 as remote ‘as Java and Bali which fell under the influence of
Indian culture, it was the custom to burn the bodies of princes in
coffins shaped like bulls. There are Egyptian paintings of a black
bull bearing the corpse of Osiris on its back (22). This interpretation
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 seems to symbolize the communicating link
between heaver and earth, a significance which could also apply to
the bull of the royal tombs of Ur, which has a head of gold (represent-
ing fire) and a jowl 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, with its fecundating powers. If we accept
that the bull is Uranian in implication, however, then the contradic-
tion is resolved and the bull may be linked with the active, masculine
principle, although only in so far as its maternal aspect has been
superseded—supplanted, that is, by the son (the Sun or the lion).
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This, at least, is what Jung has suggested, together with the idea that
the bull, like the he-goat, is a symbol for the father (31).

Bunch In Christian art, a bunch or cluster always symbolizes
Christ and sacrifice. So, in the book of Numbers (xiii, 23), one
reads: ‘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, is visually portrayed on
a small Mattei urn by means of an image of love holding a butterfly
close to a flame (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 is implied by the hood covering their head. They
were conceived to be deities watching over shipwrecked men. In
all probability they are symbols of 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 thereupon curled themselves round his
wand. For the Romans, the caduceus served as a symbol of moral
equilibrium and of good conduct. The wand represents power;
the two snakes wisdom; the wings diligence (8); and the helmet is
an emblem of lofty thoughts. To-day the caduceus is 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 wings to air, the serpents to fire and water (by analogy with the
undulating movement of waves and flames) (56). This symbol is
very ancient, and is to be found for example in India engraved upon
stone tablets called ndgakals, a kind of votive offering placed at the
entrance to temples. Heinrich Zimmer traces the caduceus back tc
Mesopotamia, detecting it in the design of the sacrificial cup of
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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, a meaning which passed into Greek
culture and is still preserved in emblems of our day (60). According
to esoteric Buddhism, the wand of the caduceus corresponds to the

Caduceus (Swiss, 1515).

axis of the world and the serpents refer to the force called 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 convalescence (51). In reality, what defines the essence
of the caduceus is the nature and meaning not so much of its in-
dividual elements as of the composite whole. The precisely sym-
metrical and bilateral arrangement, as in the balance of Libra, or
in the tri-unity of heraldry (a shield between two supporters), is
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always expressive of the same idea of active equilibrium, of opppsing
forces balancing one another in such a way as to create a higher,
static form. In the caduceus, this balanced duality 1s 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 on the lower plane of the instincts (symbolized
by the serpents) and on the higher level of the spirit (represented by
the wings).

Camel Traditionally considered in curious relation with the
dragon and with winged serpents, for, according to the Zohar, the
serpent in the Garden of Eden was a kind of ‘flying camel’. Similar
allusions are to be found in the Persian Zend-Avesta (9).

Cancer The fourth sign of the Zodiac. Orphic teaching sees it
as the threshold through which the soul enters upon its incarnation.
It is governed by the Moon in the performance of its symbolic role
as mediator between the formal and the informal worlds (40).

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 seven-branched candelabra corresponds
to the scven heavens and the seven planets (4).
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Hebraic
seven-
branched

Zodiacal sign of candelabra.
Cancer.

Candle, Lighted Like the lamp, it is a symbol of individuated
light, and consequently of the life of an individual 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 a symbol of
protection (5). If it is square, it alludes 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.

Capricorr  The tenth sign of the Zodiac. Its dual nature, expressed
allegorically in the form of a goat whose body terminates in a fish’s
tail, refers to the dual 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, the in-
volutive and evolutive possibilities: the return to or the departure
from the ‘wheel of rebirth’ (that is, the Zodiac).

Zodiacal sign of Capricorn.

Cask, Bottomless A famous Greek symbol which, as in the
legend of the Danaides, symbolizes useless labour and, on another
level, the apparent futility of all existence (8).

Castle This is a complex symbol, derived at once from that of
the house and that of the enclosure or walled city. Walled cities
figure in mediaeval art as a symbol of the transcendent soul and of
the heavenly Jerusalem. Generally speaking, the castle is located on
the top of a mountain or hill, which suggests an additional and im-
portant meaning derived from the symbolism of level. Its shape,
form and colour, its dark and light shades, all play an important
part in defining the symbolic meaning of the castle as a whole, which,
in the broadest sense, is an embattled, spiritual power, ever on the
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watch. The ‘black castle’ has been interpreted as the alchemists’
lair, as well as a rain cloud poised above a mountain-top (50). Its
significance as the Mansion of the Beyond, or as the entrance to the
Other World, would scem obvious enough. In a great 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 inacces-
sible to living men (the ‘castle of no return’ of folktales). In the
legendary heaven of Nordic tradition, the same meaning is to be
found. Melwas, the abducter of Guinevere, dwells in a castle sur-
rounded by a deep moat, thc only means of access being two bridges
difficult to negotiate. According to Krappe, it is very possible that
the underlying symbolism of all mediaeval tales and legends about a
castle owned by a ‘wicked knight' who holds captive all who
approach his domain may well be that 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 appearance of a castle in the path of a wanderer
is like the sudden awareness of a spiritual pattern. ‘Before this
fascinating vision, all fatigue disappears. One has the clear im-
pression 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 anima in the
Jungian sense) and the purified knight, make up a synthesis expressive
of the will to salvation.

Cat The Egyptians associated the cat with the moon, and it was
sacred to the goddesses Isis and Bast, the latter being the guardian
of marriage (57). A secondary symbolism is derived from its colour;
the black cat is associated with darkness and death.

Catastrophe A general symbol for a change wrought by mutation
in a single process, and a frequent sign for the beginnings of psychic
transformation (56). A secondary shade of meaning is added by the
particular character of the catastrophe: that is, the predominant
element, which will be air in the case of a hurricane, fire in the case
of conflagrations, water in floods and deluges, and earth in earth-
quakes. Whether the catastropne is, in the symbolic sense, positive
or negative is, of course, entirely dependent upon the nature of the
change wrought in the agent affected by it.

Cauldron Like the skull, a symbol of the receptacle of the
forces of transmutation and germination. But whereas the skull,
because of its vaulted shape, signifies the higher, sublimated and
spiritual aspects of this process, the cauldron, being open at the
top, has the opposite meaning of the baser forces of nature. Most of
the mythic cauldrons which figure in Celtic tradition are located



CAVE 40

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 is the receptacle for the ‘upper ocean’ or the
reflection of it in Man, whereas the cauldron—the inversion of the
skull—is the vessel for the ‘lower ocean’. This is why pots and
cauldrons figure 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 IV).

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 certain images such as the
mediaeval cave which symbolizes the human heart as the spiritual
‘centre’ (14). For Jung, it stands for the security and the impregna-
bility of the unconscious. It appears fairly often in emblematic and
mythological iconography as the meeting-place for figures of
deities, forebears or archetypes, becoming therefore an objective
image of Hades, although still expressive of the psychological
unconscious (32). Cult sites in prehistory—some caves showing
traces of the Ice Age were later made into Christian shrines. Lourdes
is a religious cave of the Quaternary. Kiihn has found traces of
recent offerings in North African sites with prehistoric indications.
Caves, with their darkness, are womb-symbols. That the German
Hohle (cave) and Holle (hell) are related is not without significance.
(See Herbert Kiihn, The Rock Pictures of Europe.)

Centaur A fabulous being, half-man, half-horse, supposed by
some to be the fruit of the union of Centaurus and the Magnesian
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.

Centre To leave the circumference for the centre is equivalent
to moving from the exterior to the interior, from form to contempla-
tion, from multiplicity to unity, from space to spacelessness, from
time to timelessness. Inall symbols expressive of the mystic Centre, the
intention is to 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 ‘unmoved
mover’ and Dante’s ‘L’Amore che muove il sole a I’altre stelle’ (27).
Similarly, Hindu doctrine declares that God resides in the centre,
at that point where the radii of a wheel 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 surrounded by a circular or almond-
shaped halo (formed by the intersection of the circle of heaven
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with the circle of the earth), surrounded by concentric circles
spreading outwards, and by the wheel of the Zodiac, the twelve-
monthly cycle of labour upon the land, and a four-part division
corresponding both to the seasons and to the tetramorph. Among
the Chinese, the infinite being is frequently symbolized as a point of
light with concentric circles spreading outwards from it. In Western
emblems, an eagle’s head sometimes carries the 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 is a ‘form in expansion’ (and a
symbol, therefore, of the creation), composed of nine intersecting
triangles circumscribed by a lotus flower and a square. 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 the world’. There are
also many legends which tell of pilgrimages to places with character-
istics which relate them to Paradise. This Chinese tale, for example,
retold by the orientalist Wilhelm in his work on Lao-Tse: ‘King
Huangti had a dream. He crossed into the kingdom of the Hua Hsii.
The kingdom of the Hua Hsu is west of the far West and north of
the far North. It is not known how many hundreds of thousands of
leagues it 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: everycne 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’s fellows: so there is no love
and no hate. Revulsion from what 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 has any dislike. They enter the water
and are not drowned, walk through fire and are not scorched. . . They
rise up into the air as others walk on the face of the earth; they rest
in space as others sleep in 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 ravine impedes
their 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
comes to signify not so much ‘opposition’ as neutralization, in the
characteristically oriental sense. The Centre is located 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
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forms and beings, as well as the dimensions of space itself. In some
liturgical crosses, as for example that of Cong in Ireland, the centre
is marked by a precious stone.

Centre, Spiritual In Le Roi du Morde, René Guénon speaks of
the ‘spiritual centre’ which was established in the terrestrial world
to conserve intact a treasure of ‘non-human’ knowledge. This, he
suggests, is no less than the origin of the concept of ‘tradition’ from
which are derived all the religious, mythical and philosophical
customs and explanations of the world. Guénon points out that
Saint-Yves d’Alveydre, in a posthumous work (La Mission de I’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 a symbol of the evil
genius. Later he camle to be interpreted 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 Cerberus are—like the trident—the infernal replica of
divine triunity. 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 the three
vital ‘urges’ (of conservation, reproduction and spiritualization),
bringing about the death of the soul, which is why Cerberus, the
guardian of dead souls in 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 vertical
chain of three links formed by two lines intertwining (with a fourth
link, left open, at the bottom) holds a dual symbolism: on the one
hand, that of the caduceus of Mercury, standing for the dual streams
—involution and evolution—of the universe (19); and on the other,
implying the general symbolism of the chain, that is, bonds and
communication. Cn the cosmic plane it is the symbol of the marriage
of heaven and earth, similar to other symbols such as the cry of pain,
the whistle of the stone hurled skywards by the sling, and the arrow
(50). On the plane of earthly existence it is the symbol of matrimony:
cach link actually or potentially corresponding to a blood-relation-
ship: 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 one
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died, his companion was bound to fall too. A saying that is power-
fully evocative of the spiritual significance of the chain symbol
is attributed to Louis XI of France: presenting a golden 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 I do not wish to lose thee lest I need
thy hélp once more’.

Chelice 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 symbolicaily.
The chalice has a tertain affinity with the Celtic symbolism of the
cauldron.

Chaos Realistic philosophy sees chaos as the earliest state of
disorganized creation, biindly 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 all forms and all beings, all the seeds of universal
creation?’ Plato and the Pythagoreans maintained that this ‘primor-
dial substance’ was the soul of the world, called prorohyle by the
alchemists. Thus, chaos is seen as that which embraces all opposing
forces in a state of undifferentiated dissolution. In primordial
chaos, according to Hindu tradition, one also meets Amrita—
immortality—and Visha—evil and death (9). In alchemy, chaos was
identified with prime matter and thought te be a massa confusa
from which the lapis would arise (32); i1t was related to the colour
black. It has alsc been identified with the unconscious. But it is
better to regard chaos as the state preceding the condition of the
unconscious.

Chariot One of the basic analogies in the universal tradition of
symbolism is 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 the
reins denote intelligence and will-power. This is a meaning which
also appears in Cabalistic writing, where it is given the name
ascribed to the chariot itself—AMerkabah (40, 55). The ‘Sun Chariot’
is the 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 gods or fairies travelling in chariots across land, sea
or sky are very 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 a whole.
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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 onwards in 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 has it that the Sun Chariot
is drawn by three horses, one silver, one gold and one made of
diamonds (38). This threefold aspect comes from the well-known
significance of the number 3, as in the triple mandorlas and other
comparable symbols and emblems.

Chariot, The The seventh enigma of the Tarot pack. It depicts
a youth clad in a cuirass, bearing a sceptre, and riding in a symbolic
chariot. He incarnates the 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 its evolutive motion.
Furthermore, the chariot has red wheels, which are to be related to
the whirlwinds of fire in 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 the
relative. The allegory of this image is reflected in its smallest details.
So, for example, the cuirass of the charioteer represents his defence
against the baser forces of life; it is secured 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 is in fact a two-headed amphisbaena, symbolizing the hostile
forces which one must subjugate in order to go forward (in the
same way as the two serpents counterbalance one another in the
caduceus). 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 extremities bearing the likeness of a lion and
an eagle. This Tarot mystery, then, is associated with concepts of
self-control, progress and victory (59).

Chequers Any pattern consisting of squares, lozenges or rect-
angles, in alternating white and black colours (that is, positive and
negative), or, for that matter, in other pairs of colours, stands in
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symbolic relation to the duality of elements inherent in the extension
of time and hence in destiny. Thus, the Romans would mark a
happy or an unhappy day with a white or a black stone respectively.
The colour of chequer-work changes its meaning according to the
particular symbolism of the colours. The significance of chequers,
then, embraces concepts of combination, demonstration, chance or
potentiality (48), as well as the effort to control irrational impulses
by containing them within a given order. All orthogonal forms are
symbols of the reason and the intellect, but not of the spirit, because
the latter is content par excellence, whereas the rational never
manages to be more than a system of apprehending things, that is,
a container. The heraldic lozenge is a development of the chequer-
board, the form of which is such that it represents the dynamic
interaction of the two elements which, in all 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 is related to the gods of destiny.

Cherubim The cherubim 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 ‘keepers of the threshold’—a function which in
China was fulfilled by griffins and dragons (39). The Egyptian
cherub was a figure with many wings, and covered with eyes; it
was an 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 conception of the child as
symbolic of the ‘mystic Centre’ and as the ‘youthful, re-awakening
force’ (56). In Christian iconography, children often appear as
angels; on the aesthetic plane they are found as putsi in Baroque
grotesque and ornamentations; and in traditional symbology they
are dwarfs or Cabiri. In every case, Jung argues, they symbolize
formative forces of the unconscious of a beneficent and protective
kind (32). Psychologically speaking, the child is of the soul—
the product of the coniunctio between the unconscious and con-
sciousness: one dreams of a child when some great spiritual change
is about to take place under favourable circumstances (33). The
mystic child who solves riddles and teaches wisdom is an archetypal
figure having the same significance, but on the mythic plane of the
general and collective, and is an aspect of the heroic child who
liberates the world from monsters (60). In alchemy, the child
wearing a crown or regal garments is a symbol of the philosopher’s
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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 repre-
sented as having a lion’s head, the body of a goat and the tail of a
dragon. Flames flicker from out of its mouth. Like other teratological
beings, the chimaera is 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 aliegory of choice shows a woman dressed in
violet (signifying indecision, according to Gtto Weininger, because
as a colour it is neither blue nor red), standing at a cross-roads,
with a snake crawling along one of the paths; and she is pointing
to a verdant tree growing in the other path (8).

Chrism The signographic emblem of Christ, based on the com-
bination of the first two letters of the word Xpworos, X and P.
Attention has been drawn to the similarity between this sign, which
figured on the Roman labarum (banner) from the time of Constan-
tine, and the Egyptian anserated cross.

Chrysalis In the words 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’s view, the
mystic function of such a transformation presupposes qualities of
balance, regeneration and valour (51). The ritual mask, as well as
the theatre-mask, is probably closely connected with the idea of the
chrysalis and metamorphosis. For, behind this mask, the trans-
formation of an individual’s personality is hidden from view.

Chthonian Demons Various beings mentioned in mythologies
come under this heading, such as the Greek harpies and Erinyes,
the Hindu Rakshasas, the Arabic djinns, the Germanic elves and
vaikyries, etc. They arc symbols of thanatic forces, of the death-wish
in various guises: the subtle fascination of dreams, or the heroic
thrill experienced by the man who answers the call to battle (35).
The quest for death—extremes meet (because of the curve of the
conceptual line)—is apparent in limit-situations, not only in the
negative aspect but also—and principally—at the peak of the
affirmative. That is, vital optimism and perfect happiness of
necessity imply the other extreme, that is, the presence of death.

Circle At times it is synonymous with the circumference, just as
the circumference is often equated with circular movement. But
although its general meaning embraces both aspects, there are
some further details which it is important to emphasize. The circle
or disk is, very frequently, an emblem of the sun (and indisputably
so when it is surrounded by rays). It also bears a certain relationship
to the number ten {symbolizing the return to unity from multiplicity)
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(49), when it comes to stand for heaven and perfection (4) and
sometimes eternity as well (20). There are profound psychological
implications in this particular concept of perfection. As Jung
observes, the square, representing the lowest of the composite and
factorial numbers, symbolizes the pluralist state of man who has not
achieved inner unity (perfection) whilst the circle would correspond
to this ultimate state of Oneness. The octagon is the intermediate
state between the square and the circle. Representations of the
relationship between the circle and the square are very common in

Chinese Yang-Yin, surrounded by the eight trigrams.

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 a white circle (depicting heaven), whereas
passivity, the feminine principle (Yin) is denoted by a black square
(portraying earth). The white circle stands for energy and celestial
influences and the black square for telluric forces. The interaction
implicit in dualism is represented by the famous symbol of the
Yang-Yin, a circle 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) a white 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 polarity has been the subject of much thought among
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Chinese philosophers, who have deduced from this bipolar symbol
a series of principles of unquestionable value, which we here
transcribe: (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 active in 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 in their
creation. In the twelve months of the year, for example, there is a
given quantity of energy drawn from six parts of Yang and six of Yin,
in varying proportions (13). We must also point to the relationship
between the circle and the sphere, which is a symbol of the All

Circumference A symbol of adequate limitation, of the manifest
world, of the precise and the regular (25), as well as of the inner
unity of all matter and all universal harmony, as understood by the
alchemists. Enclosing beings, objects or figures within a circum-
ference 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 threatening it from without, these dangers being, in a way,
tantamount to chaos, but more particularly to illimitation and
disintegration (32). Circumferential movement, which the Gnostics
turned into one of their basic emblems by means of the figure of the
dragon, the serpent or the fish biting its tail, is a representation of
time. The Ouroboros (the circle formed by a dragon biting its
own tail) is to be found 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 alchemists took 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 the further signifi-
cance of that which brings into being, activates and animates all
the forces involved in any given process, sweeping them along with
it, including those forces which would otherwise act against each
other. As we have seen, this meaning is basic in the Chinese Yang-
Yin emblem (30). Almost all representations of time have some
bearing upon the circle, as for example the mediaeval representations
of the year.

Cithara (or Cithern) A symbol of the cosmos, its strings corre-
sponding to the levels of the universe. Being rounded on one side
and flat on the other (like the turtle), it comes to signify the synthesis
of heaven and earth (14, 50).

City Up to a certain point it corresponds to landscape-symbolism
in general, of which it forms one representational aspect, embracing
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the important symbols of level and space, that is, height and situa-
tion. With the dawning of history there arose, according to René
Guénon, a true, ‘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 explains
and justifies Romulus’s fratricide. Ornamental reliefs on capitals,
lintels, and tympana of the Middle Ages often depict the outlines
of a walled city, although in a way which is more emblematic than
symbolic. These ornaments are a kind of prefiguration of the
heavenly Jerusalem. An angel armed with a sword is sometimes to
be seen at the city gate (46). Jung sees the city as a mother-symbol
and as a symbol of the feminine principle in general: that is, he
interprets the City as a woman who shelters her inhabitants as if
they were her children; that is why the two mother-gods Rhea and
Cybele-—as well as other allegorical figures derived from them—
wear a crown after the pattern of a wall. The Old Testament speaks
of cities as women (31).

Climate The analogy between a state of mind and a given climate,
as expressed by the interplay between space, situation, the elements
and temperature, as well as level-symbolism, is one of the most
frequent of all analogies in literature. Nietzsche, for example,
cmbarked upon a passionate quest for the true climate—for the
exact geographic location—corresponding to the inner ‘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 gar:nents, the cloak is, on the
one hand, the sign of superior dignity, and, on the other, of a veil
cutting off a person from the world (48). The cloak of Apollonius
is an expression of the complete self-possession of the sage, isolating
him from the instinctive currents that move the generality of
mankind (37). The actual position of the cloak is of great importance
in determining the secondary symbolic meanings. For example,
the Heddernheim 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 celebrated alchemic marriage of the volatile with the
fixed (31). The material, adornments, colour and shape of the cloak
add further shades of meaning. The two colours of the outside and
the inside always correspond to a dual significance arising directly
out of the symbolism of colours.
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Clock Like all circular forms incorporating a number of internal
elements, the clock may be interpreted as a kind of mandala. Since
the essence of the clock is to tell the time, the predominant sym-
bolism is that of number. As a machine, the clock is related to the
notions of ‘perpetual motion’, automata, mechanism and to 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 between a Sacher-Masoch’s concept of ‘skins’
and their habitual use by women, this possibility must not be for-
gotten. The spotted skin of an animal (such as a panther) or a
multicoloured or shot fabric are symbols of the Whole (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
mecadows grew green again and the flowers and plants sprang up
over the carth at the touch of her feet.” In another passage, Nerval
causes the drapery and designs of his beloved’s dress to become so
confused with the flowers and plants in a garden that they grow
indistinguishable.

Clouds Therc are two principal aspects to cloud-symbolism:
on the one hand they are related to the symbolism of mist, signifying
the intermediate world between the formal and the non-formal;
and on the other hand they are associated with the ‘Upper Waters’—
the rcalm of the antique Neptune. The former aspect of the cloud
is symbolic of forms as phenomena and appearance, always in a
state of metamorphosis, which obscure the immutable quality of
higher truth (37). The second aspect of clouds reveals their family
connexion with fertility-symbolism and their analogous relationship
with all that is 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 fertiliza-
tion, celestial in origin (46). Hence also the conclusion of Bachelard
that the cloud should be taken as a symbolic messenger (3).

Trefoil.

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

Clown Like the buffoon, the clown is a mythic figure, and the
inversion of the king—the inversion, that is to say, of the possessor
of supreme powers; hence the clown is the victim chosen as a
substitute for the king, in accord with the familiar astrobiological
and primitive ideas of the ritual assassination of the king. 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, mentioned by Frazer, in which village youths,
during Spring festivals, would race on horseback up to the tallest
mast (symbolizing the world-axis); he who came first was elected
Easter king, and the !ast to arrive was made a clown and beaten (21).

Coal Like charred wood, the symbolism of coal is closely linked
with that of fire. There is a certain ambivalence about it, since it
sometimes appcars as a concentrated expression of fire, and some-
times as the negative (black, repressed or occult) side of energy. The
chromatic re.ationship between black and red—between coal and
flames—<car. be seen in myths and legends as recounted by Krappe.
According to an Austraiian tradition, the fire-bearing bird (the
demiurge® had a red spot on its black back. Similar beliefs existed
amongst the Celts, and in America and Asia (35).

Cobw:b 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 embraces the idea of creation and development
—of (he wheel and its centre. But in this case death and destruction
lurk at the centre, so that the web with the spider in the middle
cories to symbolize what Medusa the Gorgon represents when
located in the centre of certain mosaics: the consuming whirlwind.
It is probably a symbol of the negative aspect of the universe,
representing the Cnostic 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 As the bird of dawn, the cock is a sun-symbol (4), and an
emblem of wvigilance and activity. Immolated to Priapus and
Acsculapius, it was supposed to cure the sick (8). During the Middle
Ages it became a highly important Christian image, nearly always
appearing on the highest weathervane, on cathedral towers and
domes, and was rcgarded as an allegory of vigilance and resur-
rection. Davy comments that vigilance in this context must be taken
i the sense of “tending towards eternity and taking carc to grant
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first place to the things of the spirit, to be wakeful and to greet the
Sun—Christ—even before 1t rises in the East’—illumination (14).

Coffer Like all objects whose essential quality is that of con-
taining, 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 a broader sense, receptacles which can be closed up have, from the
earliest times, represented all things that may hold secrets, such as
the Ark of the Covenant of the Hebrews, or Pandora’s box (48).

Cold In Bachelard’s opinion, supported by literary analysis,
cold corresponds symbolically to being in the situation of, or longing
for, solitude or cxaltation. Nictzsche, in his Human, All Too Human,
makes a call for ‘the cold, wild Alpine lands scarce warmed by the
Autumn sun and Jloveless’. ‘Thanks to the cold, the air gains in
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 in the liturgy, in
heraldry, alchemy, art and literature. There are a great many
considerations bearing upon the meaning of colour which we can
here do little more than summarize. To begin with, there is the
superficial classification suggested by optics and experimental
psychology. The first group embraces warm ‘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 processes 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 ¢olour may
be put in emblematic designs. The serial order of the colour-range
is basic, comprising as it docs (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, points to a basic analogy
between these three scales and also between them and the division
of the heavens, according to ancient astrobiological thought, into
seven parts (although in fact thers were sometimes said to be nine).
Colour-symbolism usually derives from one of the following
sources: (1) the inherent characteristic of each colour, perceived
intuitively as objective fact; (2) the relationship between a colour
and the planetary symbol traditionally linked with it; or (3) the
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relationship which elementary, primitive logic perceives. Modern
psychology and psychoanalysis seem to place more weight upon the
third of these formulas than even upon the first (the second formula
acting 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 functions varies
with different cultures and groups and even among individuals;
as a 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 in-
scrutable darkness only to disappear again into the darkness, for
intuition, the function which grasps as in a flash 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 sensation’ (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 the
light of the sun, illumination, dissemination and comprehensive
generalization; green with vegetation, but also with death and
lividness (green is therefore the connecting-link between black—
mineral life—and red—blood and animal life—as well as between
animal life and discomposition and death); light blue with the sky
and the day, and with the calm sea; dark blue with the sky and the
night, and with the stormy sea; brown and ochre with the earth;
and black with the fertilized land. Gold corresponds to 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 elements
and natural appearances, and of feelings and reactions) are the
outcome of a single, simultaneous cause working at the deepest
levels of reality. It is for this reason that Ely Star, and others,
maintains that the seven colours are severally 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 this is a concept which pertains more to the ‘theory of
correspondences’ than to the symbolism of colour proper. Many
primitive peoples intuitively sense that close links exist between
all the different aspects of the real world: the Zuni Indians of
Western America, for example, make a yearly offering to their priests
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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. Time is usually symbolized by a
sheen as of shot silk. About the various shades of blue, ranging
from near black to clear sapphire, there has been a great deal of
speculation. The most relevant comments in our opinion are the
following: ‘Blue, standing for the vertical’—and the spatial, or the
symbolism of levels—‘means height and depth (the blue sky above,
the blue sea below)’ (32). ‘Colour symbolizes an upward-tending
force in the pattern of dark (or gloom and evil) and light (or illumina-
tion, 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 ‘varies with the tone’ (3). The belief
that colours may be grouped in respect of their basic essentials, and
within the general tendency to place phenomena in 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 as the
indirect transition between these two colours (the stages being:
yellow, orange, red, violet, blue) and green as the direct (or summa-
tional) transition, this being the view of Kandinsky and Herbin.
To sum up, those interpretations 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
adaptability (59); violet represents nostalgia and memories, because
it is made up from blue (signifying devotion) and red (passion)
(59); yellow (the attribute of Apollo, the sun-god) indicates
magnanimity, intuition and inteilect (56, 59); orange, pride and
ambition (56, 59); red (the attribute of Mars), passion, sentiment
and the life-giving principle (56, 59); grey, neutralization, egoism,
depression, incrtia and indifference—meanings derived from
the colour of ashes (56, 55); purple (the colour of the imperial
Roman paludament, as well as the Cardinal’s) provides a synthesis
comparable with, yet the inverse of, violet, representing power,
spirituality 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 more and more exact meanings
to more and more precise shades of colour, but to do so would be
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to fall into one of the traps of symbolism, that is, the temptation tc
evolve a hard-and-fast system of allegories. It is important, never-
theless, to bear in mind the analogy between the tone (that is, the
intensity of a colour, 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 borne in 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 primary emotions, whilst the secondary or
tertiary colours will express symbols of like complexity. Children
instinctively 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 us now consider some of
the practical applications of colour-symbolism, by way of clarifica-
tion of the above. According to Beaumont, colour has a very
special 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
predominates in 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 also 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 is for this
reason too that when a Roman general was received in triumph
he was 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 alchemic processes, concludes that it is to be
related to fire and purification (51). Interesting evidence of the
ominous and tragic character of orange—a colour which in the
view of Oswald Wirth is actually a symbol for flames, ferocity,
cruelty and egoism—is forthcoming in the following passage taken
from Heinrich Zimmer, the orientalist: ‘After the Future Buddha
had severed his hair and exchanged his royal garments for the
orange-yellow robe of the ascetic beggar (those outside the pale
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 corre-
spondences with alchemy. The three main phases of the ‘Great
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Work®” (a 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 pertains
to the state of fermentation, putrefaction, occultation and penitence;
white to that of illumination, ascension, revelation and pardcn;
red to that of suffering, sublimation and love. And gold is the
state of glory. So that the series black—white—red—gold, denotes
the path of spiritual ascension. The opposite or descending series
can be scen 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 expres-
sion 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 to the significant
fact that Dante, wHo knew his traditional symbology, has Beatrice
appear in clothes coloured green, white and red, expressive of hope,
faith and charity and corresponding to the three (alchemic) planes
which we have already mentioned (27). The complex symbolism of
mixed colours is derived from the primary colours of which they
are composed. So, for example, greys and ochres are related to earth
and vegetation. It is impossible to give any idea here 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 explanation of some allegorical figures in the
alchemic Abraham the Jew contains a reference to orange as the
‘colour of desperation’, and goes on: ‘A man and a woman coloured
orange and seen against the background of a field coloured sky-blue,
signifies that they must not place their hopes in this world, for
orange denotes desperation and the blue background is a sign of hope
in heaven.” And finally, to revert to green, this is a colour of anti-
thetical 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 as
diametrically opposed symbols of the positive and the negative,
either in simultaneous, in successive or alternating 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 applications
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
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is white and the other black (59). Again: there is a Catalan tale
which relates how some blackbirds which grew up near a magic
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 one white and one black horse (50). The ‘water-
maidens’ of Hispanic folklore wear white rings on the fingers of their
right hand and on their left wrist a gold, black-banded bracelet (10).
In Tibet, there are rites in which a man is chosen as the sacrificial
victim, and his face is painted half white and half black (21). Jung
recounts a dream of a man who saw himself as the pupil of a white
magician clothed in black who instructed him up to a certain point
beyond which—he was told in his dream—he would have to be
taught by a black magician dressed in white (34). Struggles between
black and white knights occur often in legends and folktales. There
is a Persian song which tells how a black knight defends a castle
against a white knight who fights valiantly 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 a wood. Each New Year’s Eve a
white knight riding upon a white horse comes to cut down the
young shoot. At the same time a black knight arrives and engages
him in combat. After a lengthy battle the white knight overcomes
the black knight and cuts down the tree. But one day the white
knight will be unsuccessful, then the ash will grow, and when it is
big enough for a horse to be tethered under if, a mighty king will
come and a tremendous. battle will begin’ (implying the destruc-
tion of time and the world). Black, in fairly generalized terms, seems
to represent the initial, germinal stage of all processes, as it does in
alchemy. In this connexion, Blavatsky points out that Noah released
a black crow from the ark before he sent out the white dove. Black
crows, black doves and black flames figure in a great many legends.
They are all symbols closely related to the primal (black, occult or
unconscious) wisdom which stems from the Hidden Source (9).
Here, Jung points to 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 also
points out in this connexion that carbon—the predominant chemical
component in Man’s organism—is black in so far as it is charcoal or
graphite, but that, in so far as it is a diamond (that is, crystallized
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carbon), it is ‘crystal-clear water’ (32), thus underlining the fact
that the profoundest meaning of black is occultation and germination
in darkness (32). In this he is supported by Guénon, who maintains
that black stands for all preliminary stages, representing the ‘descent
into hell’, which is a recapitulation 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 a black woman, such as the one who appears in
the Welsh tale of Peredur (Parsifal), impiving the same sense of
inferiority as in the case of the black man or the ‘ethiops’. Amongst
primitive peoples, black is the colour associated with inner or sub-
terranean zones (9, 21). Black also sometimes comes to symbolize
time (60), ir contrast to white which represents timelessness and
ecstasy. The function of white is derived from that of the sun: from
mystic illumination—symbolically of the East; when it is regarded as
purified yellow (that is, when it stands in the same relation to yellow
as does black to the blue of the deep sea), it comes to signify in-
tuition in general, and, in its affirmative and spiritual aspect,
intuition of the Beyond. That is why the sacr.d 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—allude to this shining light of the
supernatural (16). According to Guénon, in Le Roi du Monde, the
colour white represents the spiritual centre, Tula (Thule), the so-
called ‘white island’, which, in India, is identified with the ‘land
of the living’ or paradise. This is the same as mount Meru. Guénon
believes that it also explains the etymology of the many geographical
names containing albo (Alba Longa, the original city of Rome;
Albion, Albano, Albany, Albania, etc.). In Greek, Argos has a
similar meaning; and from it is derived argentum, silver-white.
Nevertheless, the colour white, symbolically, does not relate to
silver but to gold. Conversely, white, in so far as its negative
quality of lividness goes, is (like green and greenish yellow)
symbolic also of death (50) and the moon, the latter being the
symbolic source of a number of rites and customs. Eliade men-
tions moonlight dances performed by women with faces painted
white (17). This principle of antithetical dualism is illustrated in
a great number of allegories and symbols. The night, as the mother
of all things, has been portrayed with a veil 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
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white and the black god respectively (35), closely related to the
Gemini. The Ouroboros of the Codex Marcianus (of the 2nd century
A.D.) has its top half black and the lower white; this inversion of the
expected order imparts a sense of cyclic movement to the figure,
further emphasized by the circular impulse suggested by thefact of its
biting its tail. It is 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 opposites (32). This,
then, is a question of an inversion-symbol—one of the basic strands
in traditional symbolism—which helps to explain the ceaseless
alternations of life/death, light/darkness and appearance/disappear-
ance which make possible the continued existence of phenomena.
There is a beautiful, double, complex symbol in the Rigveda (111, 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 is a charred object). Rain, although black in the sky
(as rain-clouds), becomes clear on earth (50). This weaving and
upravelling of the strands of all the pairs of opposites is precisely
the import of the positive/negative aspects of white/black, which we
have sought to explain abeve. The Gemini, a symbol 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 the terrible circle divided into two
sections by a sigmoid line (such as that symbolized by the Yang-Yin)
and this way is that indicated by the axis white/red or red/gold.
Here we would again recall that the ascending scale of colours is
black—white—red. Loefller, in his examination of mythic birds in
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 emphasize that in symbolism of
mediaeval Christian art, black stands for penitence, white for
purity and red for charity and love. Through love, then, man can
find the way out of the closed, double circle. Pinedo recounts that
St. Bernard’s mother, while she was pregnant, dreamed of a white
dog with a red back. A similar case to this is that of Blessed
Juana of Aza, the mother of St. Dominic Guzman, who went on
a pilgrimage to the tomb of St. Dominic of Silos to beg of him the
favour of a son. The saint appeared to her and promised her that
her wish would be granted, and she looked down and saw at her feet
a whitc dog with a flaming torch in its mouth (46). In alchemy,
white/red is the conjunction of opposites, or the cosniunctio solis et
lunae. Two-headed ecagles and rcpresentations 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 alchcmy is the curious white and red rose, symboliz-
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ing the union of water with fire. ‘My beloved is white and ruddy’, so
sings the Song of Songs (v. 10), and the lily 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, the inferior
colour is feminine in character dnd the superior is masculine. By
‘inferior’ we mean that which is lower within the alchemic order or
series, which runs as follows: yellow, blue, green, black, white, red,
gold. So, to take the black/white relationship, black is inferior and
feminine; or, in the case of red/gold, gold is superior and masculine
(or celestial, as against the terrestrial implications of the feminine
principle). Any symbolic composition that, spatially, does not
conform with this order presents us with a clear-cut example of
Symbolic Inversion (g.v.). For example, in the normal symbolic
pattern, white will be placed above black, red above white, and
so on.

Column The single column pertains to the cosmic group of
symbols representing the ‘world-axis’ (such as the tree, the ladder,
the sacrificial stake, the mast, the cross), but also it may have a
merely endopathic sense deriving from its vertical nature, implying
an upward impulse of self-affirmation. Of course, there is a phallic
implication too; for this reason. the ancients ascribed a column
and a dolphin to Ceres as emblems of love and the sea respectively
(8). The isolated column is, in short, as closely related to the symbolic
tree as to the ritual 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 a similar significance when they act as
the supports of a lintel. In a cosmic sense, the two pillars or columns
are symbolic of eternal stability, and the space between them is the
entrance to eternity. They also allude to Solomon’s temple (the
image of the absolute and essential principles of building) (4).
Variants of this symbol—or rather of its significance—are to be
found in 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 corresponds to
the masculine, affirmative and evolutive principle, whereas the
second represents the feminine, negative, passive or involutive. It is {or
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 (comparable with the Tree of Life
and the Tree of Death—or Knowledge—in the Gardcn of Eden).
On occasion, this abstract duality goes hand in hand with the
physical duality of the material; thus, in the legendary temple of
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Hercules at Tyre, one of the columns was made of gold and the
other of a semi-precious stone (49). In Hebrew tradition, the two
columns are known as Mercy and Severity (9). To return now to the
single column, we cannot fail to see in it a projection of—or an
analogous correspondence with—the spinal column; the same kind
of correspondence is to be seen in all forms of bilateral symmetry in
art, as well as in such organs of the human body as the kidneys or the
lungs. The vertebral column may be equated also with the world-
axis, in the same way as the skull-image is equated with the sky,
within the general relationship of the microcosm and the macrocosm.

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, there is in consequence a relation-
ship 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 its shape, it is related to the letter A, signifying the beginning of
all things (4). It also symbolizes the power of measurement, of

delimitation. . =i
Concord Concord expresses conformity, reconciliation and

harmony in diversity, or the state of peace reached between beings
or between the various forces and urges of being; its symbol is the
linking of hands or arms, an embrace, or interlacing lines. It is an
essential concept in the 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 expressions in music, as in Varése’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 symbols touch upon the great myth
of coniunctio or unification, representing the coincidentia oppositorum
and, more particularly, the reconciliation of the separate sexes in
an eternal synthesis, after the platonic legend. In Jungian psychology,
this conjunction has a purely psychological meaning within the
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psyche of one individual, as a counterpart of and a substitute for
the synthesis achieved through platonic love between two different
beings. Mystic longing has its being in the profound yearning for
absolute unity of all that is particularized and separate. In con-
junction, then, lies the only possibility of supreme peace and rest.
The union of heaven and eartl in primitive, astrobiological religions
is a symbol of conjunction, as is also the legendary marriage of the
princess with the prince who has rescued her (33, 38).

Constellation In Chinese symbolism, it i1s the third Element.
The first is the active, bright force called Yang, and the second the
passive, dark force called Yin. The constellation signifies the con-
nexion between the Upper and the Lower Worlds, or what binds
together all that is different. It is one of the imperial emblems (5).

Coral Coral is the aquatic tree. It therefore partakes of and
blends together the symbolism on the one hand of the tree as the
world-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; hence
it has, besides its abyssal connotation, a visceral significance which
is well captured in aichemic 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) endows it with a complex symbolism (including that of the
lingam, or symbol of generation), it is easy to understand its alle-
gorical use as the horn of abundance. P_obb points out also that the
cornucopia is an expression of prosperity deriving from its associa-
tion with the zodiacal sign of Capricorn (48).

Correspondences The theory of ‘correspondences’ is basic to
symbolist tradition. The implications and scope of this theory are
beyond measure, and any valid study into the ultimate nature of the
universe must take it into account. But here we can give little more
than a bricf 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 onc series are linked with those of another in their essence and
in their ultimate significance. It is possible to marshal correspon-
dences by forcing the components of any given scale or scales into
a common numerical pattern: for example, it is not difficult to
adapt the colour-scale from seven to eight colours, should one wish
to equaic it with the scale of temperaments laid down by modern
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character-study, or, for that matter, to reduce it from seven to six
colours for some other camparable reason. 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 gods were really
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. There is also a psychological
basis for the theory of correspondences, related to synaesthesia.
Louis-Claude de St. Martin comments in his L’'Homme du désir:
‘Things were not as they are in our gloomy dwelling, where sounds
can be likened only to other sounds, colours to other colours, one
substance to another; there everything was of a kind. Light gave out
sounds, melody brought forth light, colours had movement because
they were alive; objects were at once sonorous, diaphanous and
mobile enough to intermix and flow in a line through all space” (3).
In Schneider’s view, the key to all systems of correspondences is
music. He points to a treatise by Sdrngadeva in the Indian Samgita
Ratnékara (1, iii, 48) of the 13th century which expounds the mystic
relationship between music and animals. He comments that nothing
similar 1s to be found in the West, although he suggests that the
capitals of San Cugat del Vallés and those at Gerona (of the
12th century) portray a scries of animals which, being disposed in
a kind of scale, are somewhat comparable. He points likewise to
Jakob Bohme and Athanasius Kircher, both of whom sought to
incorporate all these ideas into their systems of mystic correspond-
ences (Musurgia universalis) (50). Ely Star offers a somewhat crude
explanation of correspondences: ‘Each of the colours of the prism is
analogous to one of the seven faculties of the human soul, to the
seven virtues and the seven vices, to geometric forms and to the
planets, etc.” (55). Clearly there are certain correspondences 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 demonstrable correspondence.
Taking the septenary system, Star suggests some correspondences
between colours and musical notes, which we find exact enough:
violet (the leading-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
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moon; epsilon to Mercury; cta to Venus; iota to the sun; omicron
to Mars; upsilon to Jupiter; and omega to Saturn. 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, scents and animals is often based upon the theory of corre-
spondences or derivations of it. To mention a few: the oak (by
association with the sun), the walnut (with the moon), the olive 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 correspondences is the
Zodiac; corresponding to the twelve signs of the Zodiac, one finds
the montks of the year, the tribes of Israel, the labours of Hercules,
and the colour-scale adapted to include twelve colours. Vital also
is that 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, lungs
and liver), Virgo (the belly and intestines), Libra (the backbone and
marrow), Scorpio (the kidneys and genitals), Sagittarius (the thighs),
Capricorn (the knees), Aquarius (the legs) and Pisces (the feet) (54).
The first 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 corre-
sponds to the ‘ascending’ metamorphosis from black, through
white and red, up to gold. Schneider, who has made a very useful
study of correspondences, refers to Alberuni’s The Book of Instruc-
tions in the Elements of the Art of Astrology, 1934, where the author
relates the signs of the Zodiac with the principal elements of land-
scape: Aries corrcsponds to the desert, Taurus to 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 pro-
cesses of the alchemists (48).

Cosmogony The basis of most cosmogonies is the ‘cosmic
sacrifice’, expressing the idea that the creation of forms and matter
can take place only by modifying primordial energy. Such a modi-
fication, so far as most primitive and protohistoric peoples are con-
cerned, was seen to exist in such painful forms as mutilation,
struggle or sacrifice. In Babylonian cosmogony it assumed the form
of the killing of the original mother Tiamat (the dragon), whose
body was used in the creation of heaven and earth (31). Hindu
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tradition links the struggle of the gods with a tribe of devils called
Asuras, or with monsters of some other kind. According to the
Rigveda, the gods would sacrifice a primeval being—the giant
Purusha. In Persia it was a bull which was sacrificed by Ahriman or
Mithras. In Scandinavia it was the giant Ymir 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 a psychological
implication because they express the central idea that 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 all the bloody sacrifices of the world’s religions. It is to the
Chinese writer Huai-nan-tzi that we owe a more advanced cosmogony
which, while incorporating certain of the above ideas, takes its
inspiration mainly from the conception of the cosmos as a new order
imposed upon primigenial chaos. Here is Wilhelm’s version of this
interesting passage of Huai-nan-tzi (58): ‘The collapse of heaven had
still taken no definite form. It was floating and swimming and was
known as the great 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
coagulated below to form earth. . . . The seed of heaven and earth is
the 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, engenders fire. The seed of fiery force is the sun.
The cold strength of the dark, when concentrated, is water. 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 process is a 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 goddesses wear the horns of a cow on their head. When
linked with the primigenial goddess Neith, the cow is a mother-
symbol, representing the primal principle of humidity and endowed
with certain androgynous—or gynandrous, rather—characteristics
(31). In Egypt it was linked with the idea of vital heat (39). Vac, the
feminine aspect of Brahma, is known as the ‘melodious Cow’ and
as the ‘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 function of nourishing the
world with its milk, the fine dust of the Milky Way. In this we can
see also the idea of heaven as a fecundating bull, with its sex in-
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verted; in Hindu belief, the bull and the cow represent the active
and the passive aspects of the generating forces of the universe (40).

Crane In cultures ranging from the Chinese to those of the
Mediterranean, the crane is an allegory of justice, longevity and the
good and diligent soul (51).

Creation In the Egyptian system of hieroglyphics, the whole
process of creation is expressed by four signs: the spiral, as the
symbol of cosmic energy; the squared spiral, as the symbol of the
workings of this energy within the heart of matter; a formless mass,
of self-evident meaning; and the square, as a symbol of organized
matter (19). There is, then, a duality of the greatest theoretical
importance—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 a given order. Here lies the
explanation of the process of all creation in its two 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 crema-
tion, are all symbois 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 the
alchemists. For example, the 24th emblem in Michael Maier’s
Scrutinium Chymicum (1687) shows a wolf-—representing prime
matter—burning in the furnace (32).

Crescent There is a dual significance to this symboel. In so far
as it pertains tc 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 emblems of the Western world, and
especially when associated with a star, it is a 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 displays as a token of his beloved (that is, his anima)
and so giving tangible expression to his adventures and his combats.
The encaged bird of Walicer 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 strecam of life (cither the stream within him
of his feclings and passions, his abnormal urges or sense of in-
adequacy, or that flowing outside him—the flood of obstacles and
failures in communication) goes against him or carrics him along
farther than he would wish. There is, then, a primordial desire in
Man to experience ‘inversion’, that is, to find the technique whereby
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everything of a kind can be transmuted into its opposite. So, for
example, illness inverted becomes health, hate becomes love,
loneliness company, ignorance wisdom, dissension 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—idea that in
every negative situation there is a direct or an indirect sense of guilt.
Then, finally, come the symbcls of Inversion proper and of rebirth.

Crocodile Two basically different aspects of the crocodile are
blended in its symbolic meaning, representing the influence upon the
animal of two of the four Elements. In the first place, because of its
viciousness and dcstructive power, the crocodile came to signify
fury and evil in Egyptian hieroglyphics (19); in the second place,
since it inhabits a realm 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 crocodiles 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 corresponds to the general symbolism of stone-
monuments and is related to fertility cults. Eliade mentions that, in
popular European beliefs even 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 healih rites. The cromlech is
regarded as a symbol 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 as if he were about to take flight, and two are
lowered as if he were resting; this is 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; this is 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 a rigid, human figure, and sometimes is bi-somatic:
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a human body with the head of a lion. 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 time intertwining with eternity—which,
according to Macrobius, represents the path of the god along the
celestial ecliptic. The lion, which is generally associated with sun-
cults, is here a particular emblem of destructive and all-consuming
time. It occurs in this sense in many representations of Roman as
well as mediaeval funerals.

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

Cross The complex symbolism of the cross neither denies nor
supplants the historical meaning in Christianity. But in addition to

Simple, primordial figure denoting orientation on a
plane surface.

St. Andrew’s cross: union of the Upper and Lower
Worlds.

Arrow-headed cross denoting centrifugal forces.

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

Doubled cross, expressive of parallel forces.

Maltese cross (or cross of eight points), expressive
of centripetal forces.

Feob <+

the realities of Christianity there are two other essential factors:
that of the symbolism of the cross as such and that of the crucifixion
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or of ‘suffering upon the cross’. In the first place, the cross is
dramatic in derivation, an inversion, as it were, of the Tree of
Paradise. Hence, the cross is oflen iepresented in mediaeval allegory
as a Y-shaped tree, depicted with knots and even with branches,
and sometimes with thorns. Like the Tree of Life, the cross stands
for the ‘world-axis’. Placed in the mystic Centre of the cosmos, it
becomes the bridge or ladder by means of which the soul may reach
God. Therc are some versions which depict the cross with seven
steps, comparable with the cosmic trees which symbolize the seven
heavens (17). The cross, consequently, affirms the primary relation-
ship between the two worlds of the cclestial 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
axis of the world), it stands for the conjunction of opposites, wedding

Cross of the Templars: forces disposed around a
circumference.

Teutonic cross: four triangles denoting a centripetal
tendency.

Cross of ovals, composed of one continuous line
representative of the direction of movement of
forces.

Cross with knobbed extremities representing the
four Cardinal Points of space.

Lunate cross, representing (according to Piobb) the
four tangential circumferences and the phases of
the moon.
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the spiritual (or vertical) principle with the principle of the world of
phenomena. Hence 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 due to the fact
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that the two arms were associated with the kindling sticks which
primitive man rubbed together 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-symbolism of the cross, and explains that all the words for
‘cross’ (crux, cruz, crowz, croaz, krois, krouz) have a common
etymological basis in -ak, -ur or -os, signifying ‘light of the Great
Fire’ (4). The cross has been widely used as a graphic emblem, very
largely as a result of Christian influence but equally on account of
the basic significance of the sign; for it is clear that all basic notions,
whether they are ideas or signs, have come about without the
prompting of any cultural influence. 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 swastika is a very common type of cross (q.v. Swastika).
The Egyptian, anserated cross is particularly interesting in view of
its antiquity. In Egyptian hieroglyphics it stands for life or living
(Nem Ankh) and forms part of such words as ‘health’ and ‘happi-
ness’. Its upper arm is a curve, sometimes almost closed to
form a circle. Enel analyses this hieroglyphic as follows: ‘The
phonelic significance of this sign is a combination of the signs for
activity and passivity and of a mixture of the two, and conforms
with the symbolism of the cross in general as the 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 Origin and falling upon the surface (that is,
upon the passivity of existence which it then animates) as well as
soaring up towards the infinite. It may also be seen as a magic knot
binding together some particular combination of elements to form
one individual, a view which would confirm its characteristic life-
symbolism. It may also signify destiny. Judged from the macro-
cosmic point of view, that is of its analogy with the world, the
Ankh-cross may represent the sun, the sky and the earth (by
reference to the circle, the upright and the horizontal lines). As a
microcosmic sign, that is by analogy with man, the circle would
represent the human head or reason (or the ‘sun’ which gives him
life), the horizontal arm his arms, and the upright his body (19). In
sum, the most general significance of the cross is that of the conjunc-
tion 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 crucifixion is that of experiencing the
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essence of antagonism, an idea which lies at the root of existence,
expressing as it does life’s agonizing pain, its cross-roads of possi-
bilities and impossibilities, of construction and destruction. Evola
suggests that the cross is a synthesis of the seven aspects of space
and time, because its form is such that it both maintains and
destroys free movement; hence, the cross is the antithesis of the
Ouroboros, the serpent or dragon denoting the primeval, anarchic
dynamism which preceded the creation of the cosmos and the
emergence of order. There is, thus, a close relationship between the
cross and the sword, since both of them are wielded against the
primordial monster (Plate V).

Cross-roads According to Jung, it is a mother-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 principles 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 crossways that 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 as thc maternal
night, primigenial darkness, the fertilizing earth). Because it is also
associated with the atmosphere, it is a symbol 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 America it is the great civilizer and the
creator of the visible world. It has a similar meaning for the Celts
and the Germanic tribes, as well as in Siberia (35). In the classical
cultures it no longer possesses such wide implications, but it does
still retain certain mystic powers and in particular the ability to
foresee the future; hence its caw played a special part in rites of
divination (8). In Christian symbolism it is an allegory of solitude.
Amongst the alchemists it recovers some of the original character-
istics 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 three legs drawn within a
solar disk. In this form it is the first of the Chinese imperial emblems,
and represents Yang or the active life 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
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view, the crow in itself signifies the isolation of him who lives on a
superior plane (5), this being the symbolism in general of all solitary
birds.

Crowd The idea of the ‘crowd’ is symbolically superior to that
of ‘multiplicity’, since it implies a new concept of the numerous as a
totality, or of Oneness as a fragmented whole. Thus, Jung’s inter-
pretation of the multitude or crowd is well judged; he asserts that,
especially when moving or restless, it corresponds to an analogous
movement in the unconscious (31). Homer has a well-known simile
in which he likens a crowd of warriors in the agora (or in battle) 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 utilitar- .

lan but in a strictly emblematic manner. By reference to level-
symbolism, we may conclude that the crown does not merely
surmount the top of the body (and of the human being as a whole),
but rises above it and therefore symbolizes, in the broadest and
deepest sense, the very idea of pre-eminence. That is why a super-
latively successful achievement is spoken of as a ‘crowning achieve-
ment’. Hence, the crown is the visible sign of success, of ‘crowning’,
whose significance reaches beyond the act to the person who per-
formed 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 some trees in particular. They were the attributes of
the gods; and they also were once a funeral-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,
the sun (32). The light they received from him is not equal in in-
tensity but graded, as it were, 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
conquers himself wins the crown of eternal life (31). Secondary or
more particular meanings sometimes arise from the shape or the
material of the crown, on occasion differing considerably from the
basic meaning outlined above. The ancient crown of the Egyptian
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pharaohs is a typical example of unusually shaped crowns with
exceptional meanings. Marqués-Riviére here points to the emblematic
and near-figurative source of its two basic components: a white and
a red crown. The former is similar to the mitre-like bonnets worn in
the East through the ages. The latter ‘according to de Rochemonteix,
is probably a pattern evolved from adapted hieroglyphs. The coif is
probably a glass, the curved stem of which represents vegetation and
the upright stem the ideogram of the earth. . . . M. E. Soldi sees the
curved stem as a ‘“‘projection of the solar disk, a spiralling 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 be related to the suffering which is at
the root of all contradiction and ambivalence, especially if one bears
in mind the practice in mediaeval iconography of showing Jesus on
the cross surrounded by symmetrical pairs of objects or beings.
These paired items are sometimes, but not always, based upon the
actual witnesses 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 sometimes
a stick and the sponge soaked in vinegar), and, of course, between
heaven and earth. On occasion, there is the added symbol of the
Holy Spirit balancing Adam’s skull. These pairs of opposites, then,
only serve to emphasize the essential binary system underlying the
cross itself. 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
from its literal sense: the invisible, moral or economic means of
supporting any other form of existence that may ‘lean’ upon it. In
this sense it has often appeared in Salvador Dali’s paintings. It
forms one of the Chinese emblems, again with the same significance
(5). Frequently the crutch stands for an immoral, hidden or shameful
support; this is 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, in legends and adventure-stories, the
common appearance of sinister characters, pirates, thieves and
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immoral hypocrites with crutches that bespeak 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 he will endure until he has been vindicated.
This is the 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, it is a symbol of the spirit and of
the intellect associated with the spirit (56). It is interesting to note
that mystic and surrealist alike share the same veneration for
crystal. The ‘state of transparency’ is defined as one of the most
effective and beautiful conjunctions of opposites: matter ‘exists’
but it is as if 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 is the equivalent of the square.
Hence it stands for earth, or the material world of the four Elements.
Denis the Carthusian pointed out that cubic objects are not
capable of rotation as are spheres, and that therefore they represent
stability (14). This explains why the cube frequently forms part of
allegories illustrating the solidity and the persistence of the virtues
(8). It also explains why, in symbols and emblems, thrones or
chariots are sometimes given cubical form.

Curl (or Loop) In the Egyptian system of hieroglyphs, the loop is
a determinative sign defining the ideas of either binding or unbinding,
depending upon the position of the loose ends (19). It corresponds to
the general symbolism of bonds and knots. The hair-curl takes its
meaning from the symbolism of the hair.

Curtain A symbol of separation, as in the ‘veil of the Temple’ in
Jerusalem. According to Gershom Scholem, ‘curtains hanging before
the celestial realms of the worlds of the aeons play an important rdle
in the Gnostic Pistis Sophia, apparently as a result of Jewish in-
fluence’. The succession of curtains is related to that of cloaks or
veils, or even elements of dress and adornment, as they 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, signifies a move towards an arcanum or the
penetration of a mystery. Scholem, in Les Origines de la Kabbale,
says that, among the emanations, similar curtains appear personified
in the fountains of Isaac Cohen.

Cybele This goddess, the wife of Saturn, is the personification of
the energy animating the earth. The lions drawing her chariot
represent the controlled energies necessary for evolution; the
chariot in which she is riding is cubic in shape, thc cube being a
symbol of the earth. Her crown is shaped like a battlemented wall,
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and this, like the cube, also conveys a sense of building. Associated
on occasions with this allegory, is a seven-pointed star {(a symbol
of cyclic progression) and a lunar crescent (a symbol of the world of
phenomena, of the appearance and disappearance of earthly forms
in the sublunary world).

Cycle The cyclic character of phenomena—cyclic, that is,
because of the tendency of the final stage tc curve back towards the
initial stage of the process in question—leads to its being symbolized
by figures such as the circle, 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 a man, a culture or a race. The symbolism of the Zodiac and
the division into twelve (four times three and vice versa) are inex-
tricably linked with the symtolic meaning of the cycle (40, 51).
Graphically, the completed cycle is represented 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 as having
a single eye in the middle of his forehead. This eye does not have
the usual symbolism of the ‘third’ eye, but in this case, appears to
symbolize the primary forces of nature.

Cydippe A man with one leg and one foot, found in Romanesque
decoration. It is the antithesis of the figure of the two-tailed siren.
If the latter is a symbol of femininity, arising out of the number two,
the cydippe is symbolic of masculinity arising out of the uneven
number one. It may also have some connexion with the figures of
Hermes, and perhaps has a phallic significance.

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

)

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

Daena In the ancient Iranian religion, the Daena symbolized
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the feminine principle (4nima) of the human spirit, while at the same
time identifying it with the sum of the actions—good and bad—that
man performs during his life. On the 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 Cabbala needed to give reality to the principle of the eternal
feminine and gave the name of Shekhinah to the ‘feminine aspect of
God’. The Shekhinah is a complex entity-—possibly one of Jehovah’s
angels or Jehovah himself; in every case it is the Loved One referred
to in the Song of Solomon. A. E. Waite, in Secret Doctrine in Israel
(1913), points out that this spiritual 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 Shek-
hinah is the angel who comes to the aid of those just men who are
suffering, above all 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
hierarchy and should rather be identified with the Jungian anima.

Dance The corporeal image of a given process, or of becoming,
or of the passage of time. In Hindu doctrine, the dance of Shiva in
his réle as Natardja (the King of the Cosmic Dance, symbolizing
the union of space and time within evolution) clearly has this
meaning (6). There is a universal belief that, in so far as it is a
rhythmic art-form, it is a symbol of the act of creation (56). This is
why the dance is one of the most ancient forms of magic. Every
dance is a pantomime of metamorphosis (and so calls for a mask to
facilitate and conceal the transformation), which seeks to change the
dancer into a god, a demon or some other chosen form of existence.
Its function is, in consequence, cosmogonic. The dance is the incar-
nation of eternal energy: this is the meaning of the circle of flames
surrounding the ‘dancing Shiva’ (60). Dances performed by people
with linked arms symbolize cosmic matrimony, or the union of
heaven and earth—the chain-symbol—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 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
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order. The gloom which preceded the Fiar Lux always, in traditional
symbolism, represents the state of undeveloped potentialities which
give rise to chaos (29). Hence, the darkness introduced 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 a week
—a day which, by virtue of the analogy between time and cosmic
space, corresponds to the idea of the centre implicit in 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, perfect harmony of man in Nature. By not working,
the human being can break away from the order of change which
gives rise to 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 the world
as it appears to the senses.

Death Symbolically, death represents the 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 the king’ in which the possibility of his survival was
sometimes left open, should he prove victor in combat. As an example
of this rite, Frazer cites a festival called ‘The Great Sacrifice’ in
which the king of Calicut was made to hazard his crown and his
life. It took place every twelve years, at the time 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 cnigma 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 skeleton are not grey but pink.
The ground is strewn with human remains, but these remains, like
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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 in this enigma-
card tends to ambivalence, underlining the fact that if life is, in
itself, closely bound up with death (as Heraclitus pointed out and as
mediaevalists and modern scientists have corroborated), 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 a
dark prison in order to find rebirth in light and clarity. In the same
manner as Saturn pruned the tree in order to rejuvenate it, so Siva
(or Shiva) transforms beings by destroying their form without
annihilating their essence. On the other hand, death is the supreme
liberation. In the positive sense, then, this enigma symbolizes the
transformation of all things, the progress of evolution, dematerial-
ization; in the negative, 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 wings and a net for snaring his victims (8), a net which is
identical 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
colours from 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 separate 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
mediaeval 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 alchemy.

Defile (or Gorge) Within the symbolism of landscape as a whole,
the gorge corresponds to the lower regions and is therefore closely
related to the maternal, the unconscious and, ultimately, to the
forces of evil. If the cavern, or the hollow interior of a mountain,
are authentic illustrations of the unconscious, which remains un-
known or enigmatic or is experienced 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 world-
soul, may be glimpsed (32). Because of its associations with strategy,
or with other derived ideas, the gorge also incorporates thc notion
of danger. By its shape, it implies a sense of inferiority in the face of
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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 symbolism implicit in the fact that water often runs along the
bed of the gorge—and water is always related to birth, regeneration
and purification; this is further proof that the gorge has a maternal
symbolism.

Deluge The tradition of the deluge, or of several deluges, is to
be found in all parts of the world, with the exception of Africa (35).
Science appears to have verified its historical reality. Within the
symbolic relationship 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 a cycle, coinciding with
the zodiacal sign Pisces (9). Torrential rains always retain some of
the great symbolic content of the deluge; every fall of rain is tanta-
mount 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 (related, according to Eliade, ta
orgies), never ceased to describe theirs as the purest religion of the
Israelites ‘when they were in the wilderness’. This confirms the
specific symbolism of the desert as the most propitious place for
divine revelation, for which reason it has been said that ‘monothe-
ism is the religion of the desert’ (7). This is because the desert, in so
far as it is in a way 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 in its manifestation. Again: if water is associated with the
ideas 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 Hebrews, captivity in Egypt was a life held in opprobium,
and to go out into the desert was ‘to go out from Egypt’ (48).
Finally, let us point to the emblematic rclationship of the desert
with the lion, which is a sun-symbol, verifying what we have said
about the solar symbolism of the desert.
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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 is a beginning, just
as every beginning contains an end; this is the essential idea of the
symbols of mystic ‘Inversion’ which Schneider has subjected to
such careful study. All this, then, should be borne in mind when we
read such observations as the following 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 the
world. The process of the universe is a perpetual 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 alchemic process— concerns only
phenomena, or what is separate in space (the disjunct or the remote)
and in time (the transitory). This is why Steiner entitled a collection
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 a woman.
Like the Greek sphinx, it incorporates the four Elements: its black
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 arc membranous); and the rcd head 1s related 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 desire in
all its passionate forms, the magic arts, disorder and perversion (59).

Devouring This symbol, which finds its literal expression in the
act, or the fear, of being devoured. is to be found in modified form
in the notion of Entanglement, and also, according to Diel, in that
of sinking into mud or a swamp. Jung, in connexion with this,
quotes the Biblical passage about Jonah and the whale. but Jonah
is really 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 this is then disguised by the imagination in
such forms as the witch who swallows up children, the wolf. the
ogre, the dragon, etc. On the cosmic plane, the symbol doubtless
relates to the final 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, all those stories
which ‘have a happy cnding’, in which children who have been
swallowed whole still live inside the animal and eventually escape,
refer no doubt to the Christian dogma of the hope of resurrection
in the flesh.
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Dew All that comes down from the heavens (the thunderbolt,
the aerolite, the meteorite, rain or dew) has a sacred character.
But dew has a double significance, alluding also to spiritual illumina-
tion, since it'is the true forerunner of dawn and of the approaching
day (33). The clear, pure water of dew is, according to some tradi-
tions, closely connected with the idea of light. There are occasional
references in the Far East to the ‘trec of sweet dew’ situated on
mount Kuen-Lun, the equivalent of the Hindu Meru and other
sacred mountains symbolizing the world-axis. Light spreads out-
wards from this tree (25), and, through the process of synaesthesia,
it has come to be known as the ‘singing tre¢’ of legend and folklore.

Diamond Etymologically, it comes from the Sanskrit dyu,
meaning ‘luminous being’. It is a symbol of light and of brilliance.
The word ‘adamantine’ i1s 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, moral and
intellectual knowledge.

Diana The goddess of woods, related to nature in general and
to fertility and wild animals (21). She bears the Greek name of
Hecate, meaning ‘She who succeeds from-afar’, and she is therefore
linked with the ‘Accursed Hunter’ (such as Wotan). Accompanied
by dogs, she becomes a night-huntress, in turn linked with the demons
of chthonian cults (31). It has been pointed out that her characteristics
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—like the trident or the
three heads of Cerberus—is the infernal inversion of the trinitarian
form of the upper world. According to Diel, these threefold symbolic
forms of the underworld allude also to the perversion of the three
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 as opposed to that
of Venus, as can be seen in the 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 conquered 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 extraordinary number of monsters swallowing
or carrying in their belly or vomiting up animals, both real and
fabulous, which they have devoured whole. The symbolism here
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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 his enemy 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 extreme views 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 eternal life, or self-annthilation. The insatiable
character of the Greek god—who is supposed to have come
from Asia Minor or from Scythia—is apparent in the attributes
commonly ascribed to him, such as the thyrsus surmounted by a
phallic pine-cone, or the serpent, the horse, the bull, the panther, the
he-goat and the hog. According 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 from time into ‘pre-time’, characteristic of the
orgy; the myth is therefore representative-of an unconscious urge (32).

Disappearance In many folktales, mediaeval legends and myths,
sudden ‘disappearances’ occur. Sometimes this is as a result of the
translation of the vanished object to a distant place, and sometimes
as a result of pure and simple annihilation or destruction. Psycho-
logicaily, this is a symbol of repression, particularly if the vanished
object is malign or dangerous. In reality, it is a form of enchantment.

Disk An emblem of the sun and also of the heavens. In China,
the ‘sacred disk’ is a symbol of celestial perfection (5), and the disk
that actually represents the sky (the jade disk called Pi) has a hole in
the centre. The ‘winged disk’ is one of the most widespread of ancient
symbols, which is still in use today in signs and emblems; in the
profoundest sense, it represents matter in a state of sublimation and
transfiguration. The two small serpents which are often to be seen
next to the disk are those of the caduceus, alluding te the equipoise
of opposing forces (59). But in 2 more esoteric sense, the winged
disk signifies the disk in movement—in flight; it is therefore
correctly used today in emblems created by an age which has
learnt how to dominate the air and space.

Disguise Disguise—or rather, ‘transvestism’—finds its basis in
the wearing of clothes belonging to the opposite sex. According to
Eliade, this is a rite which is analogous to the symbolism of the
orgy and frequently practised in it. Its purport is to resuscitate the
hypothetical, primordial, androgynous being referred to by Plato in
his Dialogues (17). Zimmer corroborates this symbolism, despite
certain discrepancics, pointing out that in India there is a rite
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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 maternal 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 centuries), the cross of certain crucifixes

is sometimes represented in the form of a Y.
Dismemberment An important symbol lies beneath the act of

tearing to pieces, or tearing limb from limb. Let us begin with some
examples of the way the symbol is used. The best known is the
myth of Osiris torn to pieces by Set, who scattered the fragments
which Isis then diligently sought out and pieced together again, cne
piece excepted. There are a great many legends and folktales which
tell much the same story: giants’ bodies are cut to pieces and then
magically put together again. Siegmund’s sword, in the Niebelungen
saga, is broken in various places beyond repair; only Siegfried, his
son, is capable of reforging it. According to Heinrich Zimmer, the
dismemberment of the formiess dragon Vritra, in Indian mythology,
reveals the process whereby multiplicity sprang out of primigenial
unity. Indian mythology also maintains that the creation of multi-
plicity was the outcome of the sin of Indra, whose expiation implies
the reintegration of all existence into unity. Coomaraswamy
maintains that the meaning of sacrifice is actually this creative and
destructive movement—the systole and diastole of reality; present-
day theories of cosmogony support this view (60). From the view-
point of the individual and his spiritual life, it is interesting to note
that the Graeco-Russian philosopher Gurdjieff (according to
Ouspensky in his In 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. In their time, the alchemists had already
found a way 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 some-
times in such emblems as personal sacrifices or mutilations of the
body, such as cutting off the hands of the mother, or the claws of the
lion, etc. (33). For Origen, the goal of Christianity was nothing less
than the transformation of man into a being of inner Oneness.
Conversely, for Jung, to be possessed by the unconscious (that is, by
whims, manias and obsessions) is nothing short of being torn up
into chaotic multiplicity. He also points out that the idea of dis-
placement or disiunctio is the counterfoil to the growth of the child
in the maternal womb (as well as to mystic coniunctio). In this way,
then, every symbol which stands for an involutive, degenerating or
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destructive process is based upon the changing of unity into multi-
plicity, as, for example, the breaking of a rock 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 a sexual significance. They are the attributes of the Parcae,
who spin the thread of life, and cut it short (56, 38).

Dog An emblem of faithfulness, and it is in this sense that 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, symbolizes
valour (20). In Christian symbolism, the dog has another sense,
deriving from the function of the sheep-dog: that of guarding and
guiding the flocks, which at times becomes an allegory of the priest
(46). In a more profound sense, though still related to the foregoing,
the dog is—Ilike the vulture—the companion of the dead on their
‘Night Sea-Crossing’, which is associated with the symbolisms of
the mother and of resurrection. It has a similar significance when it
appears in scenes depicting the Mithraic sacrifice of the bull (31). In
alchemy, it was used as a sign rather than as a symbol. A dog
devoured by a wolf represents the purification of gold by means of
antimony.

Doll or Puppet The doll, as a symbol, appears more often in
psychopathology than in the main stream of traditional symbolism.
It is well 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 projected into the
toy. In other cases it has been interpreted as a form of erotomania
or deviation of the maternal instinct: in short, a hangover from, or
regression to an infantile state. Recently, in so-called ‘Pop-art’,
dolls have been included in ‘informal’ pictorial images. In Spain
Modesto Cuixart has produced the most dramatic and profound
work of this kind, the obvious symbolism of which is related to the
‘putti’ of Renaissance art, but, by a reversal 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 cmblems, sometimes duplicated. When the two dolphins—or
even figures representing an indeterminate fish—are pointing in the
same direction, the duplication may be obeying the dictates of the
law of bilateral symmetry for merely ornamental reasons, or it may
be a simple symbol of equipoise. But the inverted arrangement, that
is, with onc dolphin pointing upwards and the other downwards,
always symbolizes the dual cosmic streams of involution and
evolution; this is what the 17th-century Spanish writer Saavedra
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Fajardo meant by ‘Either up or down’. The dolphin by itselt is an
allegory of salvation, inspired in the ancient legends which show it
as the friend of man. Its figure is associated 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, it'is shown twined round an anchor, it comes to
signify arrested speed, that is, prudence.

Door A feminine symbol (32) which, notwithstanding, contains
all the implications of the symbolic hole, since it is the door which
gives access to the hole; its significance is therefore the antithesis of
the wall. There is the same relationship 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 as if it were an altar-piece.

Double Every case of duplication concerns duality, balanced
symmetry and the active equipoise of opposite forces. Double
images, the symmetrical duplication of forms or figures—such as the
supporters in heraldry—symbolize precisely that. But any case of
duplication based upon a horizontal axis, in which the upper figure
is the inverse of the lower, has a deeper meaning arising from the
symbolism of level. A dual being is often found in cabbalistic
emblems, the upper figure being known as Metatron and the lower
Samael; it is said of them that they are inseparable companions for
life (57). It may well be that beneath this image there lies a symbol of
the essential ambivalence of all phenomena, or, rather, that it refers
to the great myth of the Gemini.

Dove The Slavs believe that, at death, the soul turns into a dove
(4). This bird 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, although 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 as well as classical. A morphological study of the legendary
dragon would lead to the conclusion that it is a kind of amalgam of
elements taken from various animals that are particularly aggressive
and dangerous, such as serpents, crocodiles, lions as well as pre-
historic animals (38). Krappe believes that the amazement occasioned
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by the discovery of the remains of antediluvian monsters may have
been a contributory factor in the genesis of the mythic dragon. The
dragon, in consequence, stands for ‘things animal’ par excellence,
and here we have a first 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. Nevertheless, the
dragon—Iike 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 a great 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 the dragon. In.numerous masterpieces of
hagiography, the patron saints of knighthood—St. George and
St. Michael the Archangel—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 Tous by Bermejo.
For Dontenville (16), who tends to favour an historicist and socio-
logical approach to the symbolism of legends, dragons signify
plagues which beset the country (or the individual if the symbol
takes on a psychological implication). The worm, the snake and the
crocodile are all closely linked with the concept of the dragon in
their own particular way. In France, the dragon is also related to the
ogre as well as to Gargantua and giants in general. In Schneider’s
view, the dragon is a symbol of sickness (51). But before going further
into its meaning, let us quote some examples to show how wide:
spread 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 several kinds of dragon, as Pinedo has noted:
‘Some give it the form of a winged serpent; it lives in the air and
the water, its jaws are immense, it swallows men and animals having
first killed them with its enormous tail. Conversely, others make it a
terrestrial 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 it kills; there are writers who consider it
to be amphibious, in which case its 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 references
to the dragon: Daniel xiv, 22, 27; Micah i, 8; Jeremiah xiv, 6;
Revelation xii, 3, 7; Isaiah xxxiv, 13, and xliii, 20. There are further
mentions by Rabanus Maurus (Opera, 111), Pliny (VIII, 12),
Galen, Pascal (De Coronis, 1X), and among other characteristics
which these writers ascribe to the dragon are the following particu-
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larly interesting points: that it is strong and vigilant, it has exception-
ally keen eyesight, and it seems that its name comes from the Greek
word derkein (‘seeing’). Hence it was given the function, in clear
opposition to its terrible implications, of guarding temples and
treasures (like the griffin), as well 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 is interesting 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 his heads’, in the words of Revelation (xii, 3).
On other occasions, the dragon is used in emblems, in which case it
1s the symbolism of the form or shape which takes precedence over
that of the animal, as for example, the dragon biting its tail—the
Gnostic Ouroboros, a symbol of all cyclic processes and of time in
particular. The dragon figured quite frequently in alchemy; for the
alchemists, a number of dragons fighting with cach other illustrated
the state of putrefactio (separating out the Elements, or psychic
disintegration). And the winged dragon represented the volatile
element, while the wingless creature stood for the fixed element
(according to Albert Poison). it is perhaps in China that this monster
has been most utilized and has achieved its greatest degree of trans-
figuration. Here it becomes an emblem of imperial power. Whereas
the Emperor numbered the five-clawed dragon among his ornaments,
the officials of his court had the right to keep only the four-clawed (5).
According to Diel, the generic dragon of China symbolizes the
mastering and sublimation of wickedness (15), because the implica-
tion is that of a ‘dragon conquered’, iike 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-tzi 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 is very common in
archaic Chinese texts (17), for which reason the fabulous animal
becomes the connecting-link between the Upper Waters and earth.
However, it is impossible to generalize about the dragon of Chinese
mythology, for there are subterranean, aerial and aquatic dragons.
‘The earth joins up with the dragon’ means that it is raining. It plays
an important part as an intermediary, then, between the two extremes
of the cosmic forces associated with the essential characteristics of
the three-level symbolism, that is: the highest level of spirituality;
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the intermediary plane of the phenomenal life; and the lower level
of inferior and telluric forces. A related and powerful part of its
meaning is that of strength and speed. The oldest Chinese images
of the dragon are very similar to those of the horse (13). In esoteric
Chinese thought, there are dragons which are linked with colour-
symbolism: the red dragon is the guardian of higher science, the
white dragon is a lunar dragon. These colours derive from the
planets and the signs of the Zodiac. In the Middle Ages in the
Western world, dragons make their appearance with the throat and
legs of an eagle, the body of a huge serpent, the wings of a bat and
with a tail culminating in an arrow twisted back upon itself. This,
according to Count Pierre Vincenti Piobb, signifies the 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, the wings for intellectual elevation,
and the tail (because the form is that of the zodiacal sign for Leo) for
submission to reason (48). But, broadly speaking, present-day
psychology defines the dragon-symbol as ‘something terrible to
overcome’, for only he who conquers the dragon becomes a hero (56).
Jung goes as far as to say that the dragon is a mother-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 suggests that it quite simply
represents evil (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 Gnostics is the
‘way through all things’. It is related to the concept of chaos (‘our
Chaos or Spirit is a fiery dragon which conquers all things’—
Philaletha, Introitus) and of dissolution (‘The dragon is the dissolu-
tion of bodies’). (The quotations are taken from the Pseudo-
Democritus.) Regarding symbols of dissolution, Hermetic doctrine
uses the fellowing terms: Poison, viper, universal solvent, philo-
sophical vinegar=the potential of the undifferentiated (or the
Solve), according to Evola. He adds that dragons and bulls are the
animals fought by sun-heroes (such as Mithras, Siegfried, Hercules,
Jason, Horus, or Apollo) and—bearing in mind the equations
woman=dragon, mercury and water; and green=‘what is un-
digested’—that ‘if the dragon reappears in the centre of the ““Citadel
of Philosophers’” of Khunrath, it is still a dragon which has to be
conquered and slain: it is that which everlastingly devours its own
self, it is 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 as opposed to the world of immutable



89 DUALISM

being governed by Uranus. Bohme, in De Signatura rerum, defines
a will which desires and yet has nothing capable of satisfying it
except its own self, as ‘the ability of hunger to feed itself” (Plate VI).

Drum A symbol of primordial sound, and a vehicle for the word,
for tradition and for magic (60). With the aid of drums, shamans
can induce a state of ecstasy. It is not only the rhythm and the
timbre which are important 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 adheres to it (18). According to
Schneider, the drum is, of all 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 altar 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 secondary
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 signifi-
cance. The three essential shapes are: the drum in the form 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 Dryness is 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’. It is a sign of virility, of passion, of the
predominance of the Element of fire (2). The symbol of the ‘sea
king’ as a spirit immersed in the deeps of the unconscious is a
clear example, with his cry: ‘The man who rescues me from the
waters of the ocean and leads me to dry land will be rewarded with
everlasting riches.” The waters here symbolize debased existence,
subject to time and to things transitory, behaving in 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 hence the fact that a man with a ‘dry’
personality is, contrary to appearances and common belief, really
intensely passionate. Eliade observes that to aspire to be dry is to
express the longing for the fleshless, spiritual life, and he quotes
Heraclitus’ maxim that ‘Death, for the soul, is to become as water’.
And to quote a fragment of Orphic teaching: ‘Water is the death of
the soul’ (Clement, Strom. VI, 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 desire for reincarnation (17).

Dualism Dualism is defined as any system which implies a
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binary pattern, but which is characterized less by a complementary
thesis and antithesis tending 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
passive and malign forces prevail—are binary systems rather than
dualisms, because the double, contradictory aspects are synthesized
within a system 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 always something extra—a
third term which prevents the two opposing terms from 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 stability, 1’ai-chi,
combine to form in effect a ternary system, the Tao.” However, this
solution by means of the ‘third term’ serves less to ‘resolve’ the problem
than to prolong it indefinitely, since it encourages the persistence of
the dualist state by virtue of the inner equilibrium which it implies.
1t is as if, in the symbolism of alchemy, the twin currents—ascending
and descending—of solution and coagulation were kept in perpetual
rotation. But this is in 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 a curved sword symbolize the ‘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 punishment for grave sins (which themselves imply
just such a regression) (9).

Dummy Like the homuncule and the mandragora, the dummy is
an image 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 In symbolism, this is as common as Inversion. It
may appear in the form of a double 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 reflects the ambivalence of the
form or being in question, since the symbol is able to indicate
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whether tris form or being is located above or below the median
level. Duplication is, furthermore, like the reflection in the mirror, a
symbol of consciousness—an echo of reality. It corresponds to
the symbolism of the number two (31).

Dwarf A symbol of ambivalent meaning. Like dactyls, elves and
gnomes, the dwarf is the personification of those forces which remain
virtually outside the orbit of consciousness. In folklore and myth-
ology, the dwarf appears as a mischievous being, with certain childish
characteristics befitting its small size, but also as a protector like
the Cabiri—this being the case with the ‘woodland dwarfs’in the tale
of Sleeping Beauty. For Jung, they may be regarded as the guardians
of the threshold of the unconscious (32). Now, smallness may be
taken also as a sign of deformity, of the abnormal and inferior; this
is the explanation, then, of the ‘dancing Shiva’ appearing as an image
of a deity dancing upon the prostrate body of a demon-dwarf who
symbolizes the ‘blindness of life’, or the ignorance of man (his
‘pettiness’). Victory over this demon signifies true wisdom (60). It is
probable that some such idea as this was in the mind of the Renais-
sance sculptor Leon Leoni when he fashioned the effigy of Charles I

subduing Fury.

Eagle A symbol of height, of the spirit as the sun, and of the
spiritual principle in general. In the Egyptian hieroglyphic system,
the letter A is represented by the figure of an eagle, standing for the
warmth of life, the Origin, the day. The eagle is a bird living in the
full light of the sun and it is therefore considered to be luminous in
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 is identified with
the sun and with the idea of male activity which fertilizes female
nature, the eagle also symbolizes the father (19). It is further char-
acterized by its daring flight, its speed, its close association with
thunder and fire. It signifies, thercfore, the ‘rhythm’ of heroic
nobility. From the Far East to Northern Europe, the eagle is the
bird associated with the gods of power and war. It is the equivalent in
the air 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 a messenger, being the bearer of the
soma from Indra. In Sarmatian art, the eagle is the emblem of the
thunderbolt and of warlike endeavour. In all Oriental art it is often
shown fighting; either as the bird Imdugud, who ties the terrestrial
and the celestial deer together by their tails, or as Garuda attacking
the serpent. In pre-Columbian America, the eagle had a similar
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symbolism, signifying the struggle between the spiritual and celestial
principle and the lower world. This symbolism occurs also in
Romanesque art. In ancient Syria, in an identification rite, the eagle
with human arms symbolized sun-worship. It also conducted souls
to immortality. Similarly, in Christianity, the eagle plays the réle
of a messenger from heaven. Theodoret compared the eagle to the
spirit of prophecy; in general, it has also been identified (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 eagle is the 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.
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was regarded as the most apt expression of divine majesty. The
connexion between the eagle and the thunderbolt, already mentioned
above, is confirmed in Macedonian coinage and in the Roman
sigaum. 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 alchemic mystique:
it becomes the symbol of volatilization. An cagle devouring a lion
is the symbol of the volatilization of the fixed by the volatile (i.e.
according to alchemical equations: wings=spirit; flight=imagina-
tion, or the victory of spiritualizing and sublimating activity over in-
volutive, materializing tendencies). Like other animals, when in
the sign of the Gemini, the eagle undergoes total or partial
duplication. Thus arises the two-headed cagle (related to the Janus
symbol) which is usually depicted in two colours of great mystical
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significance: red and white. In many emblems, symbols and
allegories, the eagle is depicted carrying a victim. This is always an
allusion to the sacrifice of lower beings, forces, instincts and to the
victory of the higher powers (i.e. father principle, /ogos) (50). Dante
even calls the eagle the bird of God (4). Jung, ignoring the multiple
significance of its symbolism, defines it simply as ‘height’, with all
the consequences that flow from a specific location 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 move-
ment so closely that he seems to be drawn after it by unseen bonds.
From this it has been inferred that Aquarius is to be identified with
Ganymede, and also with ‘the fact that even the gods themselves
need the water of the Uranian forces of 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 the individual 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 VII).

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 a theriomorphic demon. In Japan, the
earth is supposed to be supported by a huge fish; in Sanskrit literature
by a turtle; in North America by a serpent. The earthquake partakes
of the general significance of all catastrophes—the sudden change
in a given process, which may be either for the better or for the
worse. On occasion the earthquake is thought to promote fertility.
Basically it is an application of the universal symbolism of sacrifice
and of cosmic Inversion (35).

Effigy Every effigy, as an image of a being, 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 effigies in 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 spite of one
who is unable to attack the real person—although this may well be a
secondary consideration—but is an act against the image of that
person, that is, against the impression that he has made in the minds
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of others—against his memory and his spiritual presence. One can
explain kecpsakes and portraits on a similar basis, for they are
linked in the mind not so much with the real person they pertain to,
as with the imago or projection of that person within us. The effigy,
consequently, is a symbol of an image rather than of a being.

Effulgence According to Evola, is a symbol of the force of the
undifferentiated, or of dissolution.

Egg A great many prchistoric tombs in Russia and Sweden
have revealed clay eggs which had been left there as emblems of
immortality (17). In the language of Egyptian hieroglyphs, the
determinative sign of the egg represents potentiality, the seed of
generation, the mystery of life (19). This meaning persisted among the
alchemists, who added explicitly the idea that it was the container
for matter and for thought (57). In this way 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 symbolic traditions—
Indian, Druidic, etc. (26). The vault of space came to be known as an
Egg, and this Egg consisted of seven enfolding layers—betokening
the seven hcavens 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 is
an emblem of immortality which conveys the essence of these beliefs.
The golden egg from which Brahma burst 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 realization that a secret
animal-growth comes about inside the closed shell, whence they
derived the idea, by analogy, that hidden things (the occult, or what
appears to be non-existent) may actively exist. In the Egyprian
Ritual, the universe is termed the ‘egg conceived in the hour of the
Great One of the dual force’. The god Ra is displayed resplendent in
his egg. An illustration on a papyrus, in the Edipus A£gyptiacus of
Kircher (111, 124), shows the image of an egg floating above a
mumimy, signifying hope of life hereafter. The winged globe and the
beetle pushing its ball along have similar implications (9). The
Easter-time custom of the ‘dancing egg’, which is placed in the jet
of a fountain, owes its origin, 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 a mountain of silver; he is wearing
silver boots on his feet’(35).

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 across the Red Sea and the
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desert: to progress towards a superior, 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 often illustrated 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 con-
ceived in the West from pre-Socratic days onwards as the ‘Cardinal
Points’ of material existence, and, by a close parallel, also of spiritual
life. It is for this reason that Gaston Bachelard observes (3):
‘Earthly joy is riches and impediment; aquatic joy is softness and
repose; fiery pleasure is desirc and love; airy delight is liberty and
movement.” Jung stresses the traditional aspects: ‘Of the elements,
two are active—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 ordcr of importance
or priority has varied from age to age and writer to writer; one of
the factors influencing this has been the question of whether or not
to admit a ‘fifth Element’, sometimes called ‘ether’, sometimes
freely designated ‘spirit’ or ‘quintessence’ in the sense of ‘the soul
of things’. It will readily be understood that the hierarchical progres-
sion must proceed from the most spiritual down to the most material,
since creation is involution or materialization. Beginning, then,
with the fifth Element at the Origin, identifying it with the power of
the demiurge, next comes air (or wind) and fire, next water and
lastly earth; or, in other words, deriving from the igniferous or
aerial state comes the liquid 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 tne equation: sound
equals breath, wind, the principle of life, language and heat (or
fire)’ (50). Now, Schneider goes on to say—and his criterion is here
mainly psychological—that the orientation of the Elements is an
important factor always to 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
miystic beings of Chinese mythology who express the fusion of two
Elements: the phoenix combining fire and 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
inspiration), no image is capable of accommodating the four
Elements, since such an amalgamation would be tantamount to
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neutralization or insufferable contradiction. 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 a certain
point, with the four ages and the points of the compass.

Elephant Elephant-symbolism 1s somewhat complex for it
embraces certain secondary implications of a mythic character. In
the broadest and universal sense, it is a symbol of strength and of
the power of the libido (42). Indian tradition has it that elephants
are the caryatids of the universe. In processions, they are the
bearers of kings and queens. It is interesting 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, elephant-
like in outline, could represent an axis of the universe (60). and this
idea—clearly primitive in origin—is probably what lies bchind the
use of the elephant in the Middle Ages as an emblem of wisdom (49).
of moderation, of eternity, and also 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 allegorical form of a figure seated upon a throne 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, embiems of the four
Elements. The predominantly red colour of his garments signifies
invigorating fire, or intense activity. This Tarot mystery is closely
related to the image of Hercules holding his club and the golden
apples which he has taken from the garden of the Hesperides. The
golden cube of the throne represents the sublimation of the con-
structive and material principle, and the fleur-de-lis on the sceptre,
illumination. In sum, then, the symbolism of this card concerns
magnificence, energy, power, law and scverity; and, on the
negative side, domination and subjection (59).

Empress, The The third enigma of the Tarot. She is shown full
face, drawing herself up with hieratic stiffness. A smile plays upon
her face, framed by fair hair. Her attributes are the sceptre, the
fleur-de-lis and a shield with a silver cagle upon a purple background
(an emblem of the sublimated soul in the bosom of spirituality). In
the positive sense, this playing-card denotes the ideal, sweetness,
domination by affective persuasion. In the negative sense, it
stands for vanity and seduction (59).
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Emptiness This is an abstract idea, the antithesis to the mystic
concept of ‘Nothingness’ (which is reality without objects and.
without forms yet nurturing the seed of all things). In the Egyptian
system of hieroglyphs, the hollow is defined as ‘that place which is
created out of the loss of the substance required for the building of
heaven’, and is thus related to space. On the sarcophagus of Seti I,
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 metamorphosis in a descending direction, appearing in myths,
legends and stories as a punishment or as the work of a malign
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
a plant or a stone, as occurs in many folktales. The enchantment
of the earth takes the form of a loss of fertility, as in 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, translation to a distant place,
or illness (generally: paralysis, dumbness, blindness). In such cases,
it represents self-punishment or a punishment from above, as we
stated earlier. In ‘traditional’ 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 a hero 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 his image 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 symbolism goes, the enigmatic aspect of a
thing 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 origins in primitive societies—-
and also, we might add, in the All (17). But, more than this, since
the enigma is in a way synonymous with the symbol, it also confirms
the metaphysical nature of all symbolism. The enigma is also a
literary genre (frequently with an esoteric meaning), especially
cultivated—along with hieroglyphics and emblems—in the 16th
to 18th centuries. Some enigmas that enjoyed great standing in
England and Ireland in the 7th and 8th centuries must be considered
as antecedents, as Marguerite M. Dubois has shown in La Littérature
anglaise du Moyen Age (Paris, 1962).

Entanglement A symbol which is related to that of the net and
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that of bonds. It has been used as an ornamental motif right from
prehistoric times, either in the form of entanglement or of a bunch
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, as it were, in a cage. Entanglement-symbolism takes its
place in legends, folklore and myths alongside primitive and
Romanesque art. Thus a giant 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 Osiris is brought up lying in the branches
of a tree which completely cover him. There is also the Grimm tale
of a girl imprisoned between the wood and the bark of a tree. Again:
while he is travelling by night, Ra’s ship is engulfed by the serpent of
night, this giving rise to a number of later mediaeval miniatures and
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 Frobenius
in connexion with sun-heroes (31). In the key to dreams of the
Hindu Yagaddeva, one reads: ‘He who while dreaming twines
round his body lianas, creepers, cords or snakeskins, string or
fabrics, dies’, or, in gther words, he returns to the maternal bosom
(31). According tc Loeffler, a thing which, on the psychic plane, is
entangled, represents the unconscious, the repressed, the forgotten,
the past. On the plane of cosmic evolution, it is the collective
dream which separates one cycle of life from the other (38) (Plate
VIHI).

Erinyes, The In the classical 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 in the figure of a girl holding the sun and the
moon in her hands. And, in alchemy, there are comparable images,
alluding to the opus as a ‘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 as infinite time, both
in the ‘Mithraic Cronos’ and in the Ouroboros (the serpent or
dragon which bites i:s own tail). The phoenix is another symbol of
cternity (8).

Ethiops An alchcmic symbol representing the nigredo or the
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initial 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, etc—whom he considers as symbols for the shadow
or the darker side of the personality—does not contradict the first
meaning, for, within the moral approach of alchemy, the nigredo is
a precise illustration of the initial state of the soul before embarking
upon its path of evolution and self-perfection (32).

Euphrates Specific geographical features sometimes form part of
traditional symbols; the river Euphrates is an example. It is the
equivalent of the fluid cosmos passing across the material world (or
Babylon) in the two directions of involution and evolution (57).
In a broad sense, the river, and indeed every river in the opinion of
Heraclitus—without going into esoteric doctrine—is a symbol of
time or of the irrcversible 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, Eve is the inversion of the Virgin Mary, or the mother-
of-souls. Inversions of this order have sometimes found a parallel
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 Sousa de Macedo in his Eva y Ave o Maria triunfante.

Excrement Gubernatis in his research into folklore, and Freud
in his work 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 folktales the surprising associa-
tion between excrement and gold (31), a relationship which occurs
also 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 here is contained in
the saying of Plotinus that the cye would not be able to sce the sun
if, in a manner, it were not itself a sun. Given that the sun is the
source of light and that light is symbolic of the intelligence 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 the iris with the pupil as
centre—as the ‘sun in the mouth’ (or the creative Word) (8). René
Magritte, the surrealist painter, has illustrated this same relationship
between the sun and the mouth in one of his most fascinating



EYE 100
paintings. The possession of two eyes conveys physical normality
and its spiritual equivalent, and it follows that the third eye is
symbolic of the superhuman or the divine. As for the single eye, its
significance is ambivalent: on the one hand it implies the subhuman
because it is less than two (two eyes being equated with the norm);
but on the other hand, given its location in the forehead, above the
place designated for the eyes by nature, it seems to allude to extra-
human powers which are in 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 applies when there is a third eye in 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. Hetero-
topic eyes are the spiritual equivalent of sight, that is, of clairvoyance.
(Heterotopic eyes are those which have been transferred anatomically
to various parts of the body, such as the hands, wings, torso, arms,
and different parts of the head, in figures of fantastic beings, angels,
deities and 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 is important 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 is always a sign of inferiority.
Such ambivalences are common in the realm of the unconscious and
its projected images. Instructive in this connexion is the 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, as a being with many eyes. A Tarot card in the Cabinet des
Estampes in Paris (Kh. 34d), for instance, depicts the devil as Argus
with many eyes all over his body. Another comparable symbolic
device is also found commonly in demonic 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 the demoniacal idea of rending apart (59). Finally, to
come back to the pure meaning of the eye in itself, Jung considers
it to be the maternal bosom, and the pupil its “child".* Thus the great

! The Jungian idea is expressed as a pun.  *Nina® means both ‘daughter” and

‘pupil (of the eye)’. The phrase *Nina de los ojos’ is like the Enghsh ‘apple of
one’s eye’, which gives something of the feel of the pun.—Translator.
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solar god becomes a child again, seeking renovation at his mother’s
bosom (a symbol, for the Egyptians, of the mouth) (31).

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 nature is 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 are rather the sudden
revelation of latent possibilities. Because of this, it has been possible
to link the legendary ‘forgotten fairy’ with the Freudian ‘frustrated
act’ (38). In a more traditional sense, fairies are, objectively, spinners
of thread like the Parcae; they also appear as washerwomen. They
have been variously called: White Ladies, Green Ladies, Black
Ladies; these are terms which tie up with the epithets applied to
mediaeval knights—and for the same reason. 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
Lady of the Water (or Damgalnunna). They are pronc to sudden
and complete transformations, and they bear a certain resemblance
to other mystic beings such as sirens and lamias (in their evil
aspects) (16).

Fall, The The Fall signifies the incarnation of the spirit. ‘Man’,
observes Jakob Bohme, 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 towards external and temporary
birth.” Thus (in Evola’s transcription), the divine essence or ‘inner
corporeity’ (which nevertheless persists within Man) suffers physical
‘death’.

Fan Its symbolic significance depends on the shape and size.
The large flabellate fan is related to air and wind, and is the 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 sometimes decorated with
feathers. The feathers stress the association with aerial and celestial
symbolism as a whole. It is an attribute of rank among several Asian
and African peoples, and is still so uscd—with a cosmic significance
—by the Pope (41). The characteristic Western fan is of the folding
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type, and hence associated with the phases of the moon, so that its
symbolism relates to imagination, change and femininity. The chang-
ing pattern of phenomena, as shown in the rhythm of moon-phases
(non-being, appearance, increase, full being, decrease), is expressed
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 a very special
significance, not only because its activities take place in the sacred
world of sceds, buds, flowers and fruits, but also because it follows
the cosmic order as illustrated in the calendar. Cyclic sequences of
terrestrial events following the pattern of celestial motions express a
correlation which is fundamental to astrobiological thought. The
farmer is therefore the guardian of agricuitural rites, secing out the
‘old vear’ and seeing in the ‘new’. In spiritual terms, this means that
the farmer appears as the catalyst of the forces of regencration and
salvation, forces which join cvery 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 ecconomy 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 raught 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 life in a different form’ (17).

Farming Scc Agriculture.

Father The father-image, closcly linked with the symbolism of
the masculine principle, corresponds to consciousness as opposed to
the maternal implications of the unconscious. The symbolic repre-
sentation of the father is based upon the Eiements of air and fire,
and also heaven, light, thunderbolts and weapons (56). Just as
heroism is a spiritual activity proper to the son, so dominion is
the 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 symbolizes
the wind 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, for the same reason,
cultures in which aerial myths predominate, such as those of the
American aborigines, make use of feathers as an essential feature
of their personal adornment. The feather head-dress of the Indian
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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 ‘emptiness’, ‘dryness’, ‘lightness’,
‘height’, “flight’ (19). According to St. Gregory, feathers symbolize
faith and contemplation, and the quill denotes the Word (50). The
Egyptian sign for the quill signifies ‘delineator of all things’ (19),
though it may be that this sign really represents a cane-leaf; how-
ever, the meaning turns upon the function rather than the material.

Fecundity In allegories, fecundity is usually represented by the
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Symbol of the fecundity of sacrifice: the cross bears fruit
(after 2n engraving dated 1512).
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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 recounts that, 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 maintains that
the respective rites pertaining to forecbears, 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 The fibula—or clasp—is a minimal form of shield, and,
like the belt, a symbol of virginity. In this sense it has found its way
into many legends, especially in the Kalevala (38).

Fields In the widest sense, they signify spaciousness or limitless
potentialities. 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 combats are the expression of a conflict 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 arc enacted on horseback by two sets of riders
personifying winter and summer. Usener ascribed a similar 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
primordial, cosmogonic sacrifice, such as the 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 cvil (Ahura-
mazda and Ahriman or Angramainyu, for example) modify the plane
of conflict accordingly. Broadly speaking, the struggle is 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 counterpart of Neptune and Pisces
(symbolic of the celestial ocean, and the all-embracing 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 figures is always of a
picce with the object, or being, to which they allude. Symbolically
speaking, a cock is the same thing as its figure whether painted,
engraved or sculpted. When the figure is that of a living 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 is




I. Roman sculpture incorporating symbolic motifs, throne, lions and
cornucopia.
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II. Modesto Cuixart. Painting, 1958.
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111. Architecture. Portal of the church of San Pablo del Campo, Barcelona
—two columns and tetramorphs.
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V. Cross. 10th-century monument at Clonmacno
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IX. Fish. Early Christian symbol—I13th-century gravestone, Lérida
Museum, Spain.



X. Fountain. Gothic fountain—Casa del Arcediano (Archdeacon’s
House), Barcelona.



XI. Fracture. Giorgione, The Storm: symbolic elements include shattered
columns, lightning, bridge, road, etc.
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XII. Gemini. Roman statue of the Twins (Prado, Madrid).




XIII. Grail. Apparition of the Holy Grail over the Round Table (after a
Gothic miniature—detail).
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XI1V. Harp. Detail of Garden of Delights by Bosch, in which the dramatic
symbolism of the harp may be intuited.



XYV. Head. Portal of the Romanesque cathedral at Clonfert, Co. Galway,
Ireland, decorated with geometric symbols and human heads.




XVI. Heaven. Chinese symbol of heaven: the hole in this circular image
of space signifies the path of transcendence.
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again the symbolism of form which comes into play. Schematic
figures—marks, signs, tattoos, engravings, prehistoric or primitive
inscriptions, magic alphabets, etc—are all related to graphic symbol-
ism, which is founded in the main upon space, number and geometric
form. Given the analogy, the possible similarity or inner con-
nexion between Man’s works and those of his Creator, invented
figures—cultural symbols or instruments—are always related to the
natural figures which resemble them. Symbolic or mythic ideas
which reveal some influence, resemblance or reminiscence of a
natural form or figure, acquire thereby powerful symbolic implica-
tions. 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 a tablet of red jade,
which they call Chang; it symbolizes the Element of fire (39). In
Egyptian hieroglyphics, fire is also 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 allied 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 all things derive from, and
return to, fire. It is the seed which is reproduced in each successive
life (and is thereby linked with the libido and fecundity) (57). In
this sense as a mediator HBetween forms which vanish and forms in
creation, fire is, like water, a symbol of transformation and regenera-
tion. For most primitives, fire was a demiurge emanating from the
sun, whose earthly representative it was; hence it is related on the
one hand with the ray of light and the lightning (35), and, on the
other, with gold. Frazer lists many rites in which torches, bonfires,
burning embers and even ashes are considered capable of stimulating
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 is imitative 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); how-
ever, these two hypotheses are not opposing but complementary.
The triumphant power and the vitality of the sun—by analogy, the
spirit of the shining Origin—is tantamount to victory over the
power of evil (the forces of darkness); purification is the necessary
sacrificial means of achieving the sun’s triumph. Marius Schneider,
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however, distinguishes between two kinds of fire, depending upon
their direstion (or their function): fire as in the axis fire-earth
(representing eroticism, solar heat and physical energy), and fire of
the axis fire-air (linked with mysticism, purification or sublimation,
and spiritual energy). There is an exact parallel here with the
ambivalent symbolism of the sword (denoting both physical destruc-
tion and determination of spirit) (50). Fire, in consequence, is an
image of energy which may be found at the level of animal passion
as well as on the plane of spiritual strength (56). The Heraclitean
idea of fire as the agent of destruction and regeneration is reproduced
in the Indian Puranas and in the Apocalypse (27). Gaston Backelard
recalls the alchemists’ concept of fire as ‘an Element which cperates
in the centre of all things’, as a unifying and stabilizing factor.
Paracelsus demonstrated the parallel between fire and life,
pointing out that-both must feed upon other lives in order to keep
alive. To steal fire like Prometheus, or to give oneself up to fire like
Empedocles, are twé concepts which point to the basic dualism of
the human predicament. The middle way lies in the coinfortable
solution of simply making material use of the benefits of fire. But
fire is ultra-life. It embraces both good (vital heat) and bad (destruc-
tion and conflagration). It implies the desire to annihilate time and
to bring all things to their end. Fire is the archetypal image of
phenomena in themselves (1). To pass through fire is symbolic of
transcending the human condition, according to Eliade in Myths,
Dreams and Mysteries (London, 1960).

Fire-water Fire-water, like other alcoholic liquors, is a coinci-
dentia oppositorum (water and fire) and is therefore related to nou-
mena and to the hermaphrodite. Alcoholism, therefore, may be
reckoned 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 sea and 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 Ichthys (31). Schneider notes that the fish is the mystic Ship
of Life, sometimes a whale, sometimes a bird, and at other times
simply a fish or a flying fish, ‘but at all times it is the 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
many essential facets of its nature. Schneider also mentions that for
some people the fish has a phallic meaning, whereas for others it
has a purely spiritual symbolism. In essence, the character of the
fish is twofold: by reason of its bobbin-like shape, it becomes a
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kind of ‘bird of the nether regions’, symbolic of sacrifice and 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 this last sense
it is found 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 instance,
the sword-fish is associated with the unicorn (32). The Chaldaic
peoples used to portray the figure of a fish 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)
(Plate IX). The fish became a primitive Christian symbol, principally
on the basis of the anagram drawn from the name for fish: ichthys,
the initials standing for ’I-yoovs X-pioros @-eov Y-1os Z-wryp. Then
it came to be taken as a symbol of profound life, of the spiritual
world that lies under the world 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 example 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 a heavily marked horizontal line, are
four beings of the ‘superior stage’—mammals (apparently they are a
stag, a horse, a boar 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 there is an eagle spreading out its wings to form
an analogous shape. Its eye comes to resemble an octopus, as much
in its shape as in the implied comparison between the ‘grasping’
tentacles and the potentiality for ‘grasping’ objects apparent in its
gaze. This golden fish, then, is a symbol of the progress of the world
across the sea of ‘unformed’ realities (or of worlds dissolved or yet
unformed, or of the primordial seas).

Fisher King He belongs to the legend of the Grail. According to
Marx, in Nouvelles Recherches sur la Littérature Arthurienne, this
rOle of the mythical monarch relates him to the apostles or fisher-
men 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
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‘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’ because he had succeeded in catching a fish
with which he had satisfied the hunger of all round him. Peter is
called “‘the fisher of men” and the fish becomes a symbol of Christ.’
This fragment 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 amounts to extracting
the unconscious elements from deep-lying sources—the ‘elusive
treasure’ of legend, or, in other words, wisdom. To fish for souls is
quite simply a matter of knowing how to fish in the soul. The fish is
a mystic and psychic animal that lives in water (and water is symbolic
of dissolution and, at the same time, of renovation and regeneration).
The fisherman 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 a fisherman.

Flag Historically speaking, the flag or banner derives from
totemistic insignia as found in Egypt and, indeed, in most countries.
The Persians carried gilded eagles with outstretched wings on top
of long poles; the Medes, three crowns; the Parthians, a sword-
blade; the Greeks and Romans had signa, standards and banners.
The important point about all these symbols is not the kind of figure
used, but the fact that it is always placed at the top of a pole or mast.
This raised position is expressive of a kind of imperious exaltation,
or the will to ‘heighten’ the spiritual significance of the figure or
animal by raising it above the normal level. From this is derived
the general symbolism of the banner as a sign of victory and self-
assertion (22).

Flame There are certain significant points of contact between
the flame and light. For Bachelard, the flame symbolizes transcend-
ence itself (1), whereas light signifies the effect of the transcendental
upon the environment. He adds that ‘The alchemist attributed the
value of gold to the fact of its being a receptacle for the Element of
fire (the sun); the quintessence of gold is fire. The Greeks represented
the spirit as a gust of incandescent air’ (1).

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; above it
is a cross (expressing ‘Conjunction’ and spiritual achievement),
with two additional and symmetrical leaves wrapped round the
horizontal arm; the central arm is straight and reaches up heaven-
wards, the symbolism being self-evident (59). During the Middle
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Ages the lis was regarded 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 is therefore
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 Icarus in 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 every-
thing.” 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
as the bird flies through the air’ (3). Flight is related to space and
light; psychologically it is a symbol of thought and of imagina-
tion.

Flocks A traditional symbol for the forces of the cosmos,
expressive of a state which is neither chaotic nor yet completely
ordered (the ordering of chaos is 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, this is
true of some mythologies. But, at the same time, a flock implies
multiplicity—which is a negative quality (40)—and the collapse of a
force or an objective.

Flogging In 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 bewitched
individuals and, in general, to deal with all situations implying
physical or spiritual impotence (51).

Flower Different flowers usually have separate meanings, but,
as so often happens, flower-symbolism is broadly characterized by
two essentially different considerations: the flower in its essence,
and the flower in its shape. By its very nature it is symbolic of
transitorincess, of Spring and of beauty. The sixth of the ‘Eight
Immortals” of China, Lan Tsai-ho, is generally depicted clad in
blue and carrying a basket of flowers; it is said that he was given to
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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’ is the name given to a
meteorite or a shooting 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 yeliow-coloured flowers represent a reinforce-
ment of the basic sun-symbolism; red flowers emphasize the
relationship with animal life, blood and passion. The ‘blue flower’ is a
legendary symbol of the impossible, and is probably an allusion to the
‘mystic Centre’ as represented by the Grail and other such symbols.
The ‘golden flower’ is a famous parallel in Chinese mysticism, a
non-existent flower which is also spoken of in alchemy; 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
funereal anguish. The complexity of its symbolism derives from the
fact that, if, by virtue of its shape, it seems to have a phallic signifi-
cance, its tone is nevertheless related to inner, feminine intuitive
fecling (that is, to the anima) (50). It is also 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 this is that the Fool is to be found on
the fringe of all orders and systems in the same way as the Centre
of the Wheel of Transformations is ‘outside’ movement, becoming
and change. This very fact is in itself a pointer to the mystic
symbolism of the Fool, as it is touched upon in 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 colour tends to orange, indicating—
and this 1s unequivocal—the colour of the essential fire within
him. He carries a bag at the end of his staff, this being symbolic of
the mind and its burden. A white lynx is shown in the act of biting
his left calf (left being the unconscious side), signifying what remains
of his lucidity—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
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the Logos—and a crocodile about to devour what must be returned
to chaos. There is 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 a small, purple-coloured tulip (expressive
of active spirituality) and a gold belt adorned with twelve plaques
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 is closely 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. The logic of the process is
clear enough: when the normal or conscious appears to become
infirm or perverted, in order to regain health and goodness it 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 the ritual sacrifice of
humans.

Foot In all probability, the foot is to be taken as an ambivalent
symbol. For Jung, it is what 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’s entire person;
she recalls that in the mythology of a number 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 Blacksmith and Mani
all had deformed feet (31). May it not be that certain talents are
given to men to compensate for some physical defect? Schneider has
indicated 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 implica-
tion. In a sense, a dying man *‘is going away”’. There is no 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
also, 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 are footprints of Buddha and Vishnu
all over India. Kiihn, in The Rock Pictures of Europe, says that the
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footprints of the Virgin Mary may be seen in a chapel in Wiirzburg;
and the footprints of Christ in a hermitage in Rosenstein, Swabia.

Footwear A sign of liberty amongst the ancients, since slaves
walked barefoot (46). Its symbolic meaning is linked with that of the
foot, from which it acquires its general symbolic characteristics.
Given the triple symbolism of the foot—(1) phallic according to the
Freudians, (2) symbolic of the soul according to Diel, 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 This is an 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, his victims are nearly always in the water or close to it.
Every animal that rises out of a ford is a representation of the forces
of the unconscious, like some demonic being or metamorphosed
magician (31).

Forest Within the general symbolism of landscape, forests
occupy a notable 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 principle or of the Great
Mother. The forest is the place where vegetable life thrives and
luxuriates, free from any control or cultivation. And since its
foliage obscures the light of the sun, it is therefore 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 harbours all
kinds of dangers and demons, enemies and diseases (60). This is why
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 a sacrificial
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 cternity, life and death, the evolution of species,
and their petrification.

Fountain (or Source) In the image of the terrestrial Paradise,
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four rivers are shown emerging from the centre, that is, from the
foot of the Tree of Life itself, to branch out in the four directions of
the Cardinal Points. They well up, in other words, from a common
source, which therefore becomes symbolic of the ‘Centre’ and of the
‘Origin’ in action. Tradition has it that this fount is the 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 a symbol of the life-force of Man and of all things (57). For
this reason, artistic iconography very frequently uses the motif of
the mystic fount; it is also to be found in Mithraism—a Pannonian
votive inscription reads: fonti perenni (31). There can be no doubt
that its significance as the mystic ‘Centre’ is confirmed and reinforced
when it is 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, as in 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 forms the basin of the
fountain; this basin is usually shaped, again, like a circle or an
octagon, and sometimes there is a double basin. Jung has devoted
much time to the study of fountain-symbolism, specially in so far
as it concerns alchemy, and, in view of how much lies behind it, he
is inclined to the conclusion that it is an image of the soul as the
source of inner life and of spiritual energy. He links it also with the
‘land of infancy’, the recipient of the precepts of the unconscious,
pointing out that the need for this fount arises principally when the
individual’s life is inhibited and dried up (32). The Jungian interpreta-
tion 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 exampies: the ‘fountain
of life’ of the Florentine Codex Spherae, and the Garden of Delight
painted by Hieronymus van Aecken (Bosch). He observes that the
fountain, in the enclosed garden in the Ars Symbolica of Bosch (1702),
signifies strength in adversity, and that the central area may be
regarded as a remenos (a hallowed area) (32) (Plate X).

Fox A common symbol for the devil during the Middle Ages,
expressive of base attitudes and of the wiles of the adversary (20).

Fracture In general, any state of matter or of form carries a
literal symbolism which simply transposes to the mental, spiritual or
psychic world the corresponding physical phenomenon. One can
see a clear illustration here of the parallel between the two realms of
the visible and the invisible. Naturally, the symbolic significance
of the object is broadened in consequence. So, for example, a broken
column takes its significance from the idca of fracture rather than
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the notion of the column as such—symbolically, 1t 1s the precise
equivalent of the stunted tree. Charred wood, rusty iron, lichen-
covered rocks are repellent 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
the interplay of positive and negative forces. A fracture may reach
the stage of absolute destruction when it becomes symbolic of
spiritual ruin or death, as in the 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, according to the
Freudian interpretation, would signify a critical sexual conflict.
But we would rather interpret the picture as an illustration of the
break-up of a unified whole (as symbolized by the number two), and
this interpretation would seem to be confirmed by the fact that the
man is separated spatially from the woman: he is in the left fore-
ground 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. Never-
theless, there are instances when the break-up may be positive in
character in that it symbolizes a possible way of escape. The Roman
Flamen Diulis 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 XI).

Frog The frog represents the transition from the Element of
earth to that of water, and vice versa. This connexion with natural
fecundity is an attribute derived from its amphibious character (50),
and for the same reason it is also a lunar animal; there are many
legends which tell of a frog on the moon, and it figures in many
rites invoking rainfall (17). In Egypt, it was an attribute of Herit,
the goddess who assisted Isis in her ritual 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 was one of the principal beings
associated with the idea of creation and resurrection, not only
because it was amphibious but because of its alternating periods of
appearance and disappearance (phases which likewise characterise
all lunar animals). Frog-gods were once placed upon mummies
and the early Christians incorporated them into their symboiic
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 Ania Teillard recalls that in the centre of his
picture of The Temptation of St. Anthony, Bosch places a frog, with
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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 into frog’ in
legends and folktales (56).

Fruit Equivalent to the egg, in traditional symbolism, for in the
centre of the fruit is the seed which represents the Origin (29). It is a
symbol of earthly desires.

G

Garden The garden is the place where Nature is subdued,
ordered, selected and enclosed. Hence, it is a symbol of consciousness
as opposed to the forest, which is the unconscious, in the same way
as the island is opposed to the ocean. At the same time, it is a
feminine attribute because of its character as a precinct (32). A
garden is often the scene of processes of ‘Conjunction’ or treasure-
hunts—connotations which are clearly in accord with the general
symbolic function we have outlined. A more subtle meaning, depend-
ing upon the shape and disposition, or the levels and orientation,
of the garden, is one which corresponds to the basic symbolism
of landscape (q.v.).

Gargoyles Fabulous animals and monsters make their appear-
ance in mediaeval religious art as symbols of the forces of the
cosmos, or as images of the demoniacal and dragon-infested under-
world; in the latter case they are captive animals—prisoners under
the sway of a superior spirituality. This is shown by their position
in the hierarchy of the ornamentation: they are always subordinated
to angelic, celestial images (16). They never occupy the centre.

Garland It has been said (37) that everything in the universe is
linked as in a garland; the observation may serve as a pointer to the
actual symbolic significance of the garland. It is related 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 captives with them (8).
Here, as also in the case of the crowns worn by the guests at
Egyptiar,, Greek and Roman banquets, it is the symbolism of the
flower which prevails (signifying ephemeral beauty and the dualism
or life and death).

Gazelle This animal is an emblem of the soul. From Primitive
times it has been depicted in iconography in flight from—or in
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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 As the 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 Transformations:
the moment, that is to say, in which pure creative force (Aries and
Taurus) is severed into two parts, in such a way that one side of the
dualism is elevated but the other descends into 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 is that of the objectivized and
reflected intellect (40). Marius Schneider has made a profound study
of the Gemini-myth in megalithic culture, showing that it has two
tendencies, one white and the other black; one creates, the other
destroys; both these characteristics are indicated by the arms of

Zodiacal sign of
the Gemini.

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 duality is sometimes illustrated in tales by a
being that wears a mask, or by a Protean being capable of turning
into a giant, a man 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 alluded 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 distinguished (as in the parallel
myth of the primordial and androgynous being): the ‘Heavenly
Twin’, expressive of opposites, fused togetier 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, which is that of the
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individuation or splitting of the ‘double being’, but this has to 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 become day, the evil man aspires to goodness, life
leads to death), the world of phenomena becomes a system of
perpetual inversions, illustrated, for example, in the hour-glass
which turns upon its own axis in order to maintain its inner 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, a symbol of Inversion.
According to the megalithic conception—and here we are following
Schneider—the mountain of Mars (or Janus) which rises up as a
mandorla of the Gemini is the locale of Inversion—the mountain of
death and resurrection; the mandorla is another sign of Inversion
and of interlinking, for it is 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-hcaded cagles and
cocks are also 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 waters
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 becomc the threshold of unifying
and unified mysticism. This would explain the abundance of contra-
dictory epithets in the most sublime poetry, and the extraordinary
richness of paradox in the deepest thinkers, such as Lao-Tse. Also
corresponding to the mystery of the Gemini is the morphological
fact that in every individual object there are two formal components,
one varying, the other unvarying. In other words, one of its faces
bespeaks its individuality, the other links it with its species
(Plate XII).

Giant The deepest and most ancient meaning of the myth of the
giant alludes to the supposed existence of an immense, primordial
being, by whose sacrifice creation was brought forth. This cosmo-
gonic myth was very common among primitive and ancient peoples,
and it shows how rites involving the sacrifice of humans are an
attempt to revive the initial sacrifice and to resuscitate the cosmic
forces or to reawaken, at least, their favourable proclivitics (17).
Now, the giant is, in himself, neither good nor bad, but mercly a
quantitative amplification of the ordinary; hence, as the case may be,
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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
indicative of the broad significance of the giant. He may be an
image of the ‘Terrible Father’, arising from childhood memories—
children see their parents as giants—or an image of the unconscious,
the ‘dark side’ of the personality menacing the Jungian Selbst (21),
etc. It is interesting to note that in folklore the giant is tutelar in
character: he is usually the defender of the common people against
the overlord, upholding their liberties and rights. Without generaliz-
ing, one implication of the giant may be said to be the personification
of collective Man—as implied in the maxim ‘united we stand’—or
of the life of a community (16). But the general myth of the giant is
far from being confined to this specialized meaning. In nearly all
symbolic traditions, he tends to appear as an outcropping of the
marvellous and the terrible, even though he always has a certain
quality of the inferior or the subordinate about him. The Bible refers
to Goliath and to Og, king of Bashan at the time of the exodus (46).
Samson has certain characteristics of the giant. In the West, Bodo,
Riibezahl, Geryon, Gargantua and Hercules are the most signifi-
cant in gigantomachy; in Greek tradition, there are the Titans and
the Cyclops. Christian tradition has often seen Satan as a giant (50).
The tragic hero is intimately linked with the giant, although, at
times, in inverse relation as his adversary (60). Frazer describes the
numerous cases in which giant figures in wood or wickerwork were
set fire to during midsummer festivals, comparable with 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 representatives 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 is to say, be a symbol of the Universal Man (Adam Kadmon,
21). Now, according to Jungian psychology, the giant’s essence—
or his appearance, rather—seems to coriespond to the father-
symbol, representing the spirit that withstands the instincts, or as
the guardian of the treasurc (that is, the mother—the unconscious),
in which case it is identical with the dragon-symbol. Reviewing all
this, Jung quotes the example of Humbaba, the guardian of the
garden of Ishtar in the Gilgamesh cpic (31).

Globe The sphere is a whole, and hence it underlies the 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 neo-
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platonic 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, the
globe, when it is black in colour, is a symbol of prime matter, or it
may be depicted with wings to imply spiritual movement or evolution
—as, for example, in the Philosophia Reformata of Mylius (1622) (32).
Another important association is that of perfection and felicity.
The absence of corners and edges is analogous to the absence of
inconveniences, difficulties and obstacles.

Gloves Gloves, since they are worn on the hands, derive their
symbolism from them. Of special interest is the right-hand glove,
on account of the ceremonial custom of removing it when one
approaches a person of higher rank, or an altar, or the Lord. This
customn has twin symbolic roots: in so far as it implies a glove of
mail, it signifies disarming oneself before one’s superior; at the
same time, since the right hand pertains to the voice and to the
rational side of Man, it is a custom which suggests candour and the
frank disclosure of one’s mind.

Goblet (or Drinking-cup) In Romanesque times, and especially
when, as a chalice, it was furnished with a lid, it was a symbol of
the human heart (14). In a broader sense it 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
addition 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). This is the 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, as in Ezekiel, where the people of the North-East of Asia
Minor are specifically called the enemies of God. This meaning still
persists among the Moslems (46).

Gold 1In Hindu doctrine, gold is the ‘mineral light’. According
to Guénon, the Latin word for gold—aurum—is the same as the
Hebrew for light—aor (26). Jung quotes the 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 all round it.
Gold is the image of solar light and hence of the divine intelligence.
If the heart 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
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sin and penitence), white (remission and innocence) and red (sub-
limation and passion). Everything golden or made of gold tends to
pass on this quality ot superiority to its utilitarian function. Chrysaor,
the magic sword of gold, symbolizes supreme spiritual determination.
Gold is also 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-reasonable (32). Since the sheep is
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 mediaeval
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 is very often found in folktales (Mother Goose, Grimm’s
tales, etc.). It is linked with destiny as is proven 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 immobility (as in the swastika), beauty and horror (22).
Hence it is symbolic of conditions beyond the endurance of the
conscious mind, slaying him who contemplates it. Like other
fabulous entities, it is also symbolic of the infinite number of forms
in which creation can manifest itself.

Grafting A symbol for artificial interference in the realm of
natural order (4). It also has a sexual significance.

Grail, The The Grail is one of the most beautiful and complex
of legendary symbols. Basically, it embraces two different symbols,
but it involves others too. 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 (symbolic, like that 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 is wilting like the peccant King himself (this being the
theme of Poe’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 knights tend the
ailing monarch. Sir Parsifal questions the king forthrightly: Where is
the Grail? Instantly, the king rises and Nature is regenerated (18).
The Swiss Knight Templar, Wolfram von Eschenbach, the author of
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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 came from
the East and there it must return (32), which is a clear allusion to its
significance as the ‘source of illumination’. The cup itself has its own
symbolism, but there is a legend which tells how it was fashioned
by angels from an emerald that dropped from Lucifer’s forehead
when he was hurled into the abyss. Thus, just as the Virgin Mary
redeems the sin of Eve, so the blood of the Redeemer redeems
through the Grail the sin of Lucifer. This emerald, as Guénon has
shown, is reminiscent of the urnd, the pearl fixed to the forehead
which, in Hindu symbolism, is the third eye of Siva (or Shiva),
representing the ‘sense of eternity’. The loss of the Grail is tanta-
mount to the loss of one’s inner adhesions, whether they are religious
ties or—in the degraded (that is, the psychological) forms of the
mystery—some other ‘source of happiness’. Hence, this lapse of
memory entails the loss of the primordial or paradisical state, as
well as the death and withering up of Nature (that is, of one’s own
spiritual life). The Grail signifies at once a vessel (grasale) and a
book (gradale). The quest, on the 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 forms in 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 a circle with a hole (analogous with
cup or chalice) in the middle. Ms. Fr. 112 of the Bibliothéque
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 XIII). 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 the idea of castration) are associated
with the symbolism of the Grail, as A. E. Waite demonstrates in
The Holy Grail (London, 1933). It is obvious that sublimation of
such sacrifice is also connected with the Grail, as in the legends of
Parsifal and Sir Galahad.

Grapes Grapes, frequently depicted in bunches, symbolize at
once fertility (from their character as a fruit) and sacrifice (because
they give wine—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 catalogue an immense 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

Unity: the Origin.

©
e Passive, static principle.
I 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.

>D

contemporary scholar, Ernst Lehner, tells us that he himself
collected 60,000 symbols, signs and marks of different kinds, from
varying sources, cultures and periods. The graphic symbol (whether
engraved, etched or drawn, or contrived in the form of a diagram,
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