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INTRODUCTION

his exhibition was conceived out of admiration of
)| Austin Osman Spare the Artist and its intention
is to help resurrect this neglected genius of the
twentieth Century.

The aim is to bring together those who know him
as a War Artist with those who admire his portraiture
with others who have so far only been aware of his
magical work. Each aspect was equally important to him
and the breadth of his skill is wasted without a
knowledge of all the areas in which he worked.

Spare was a compulsive recorder of life around
him and tried to capture the Essence of Life as he saw it.
Because of this he seems to have produced very little
other than figurative work.

He was a stylistic Chamelion and something of a
social one too. He came from a working class
background and yet was the darling of Maylair for
several years. He felt secure enough, even among that
ravening horde to reject them — and when still pursued,
when he wanted to, complied. His attltude to family and
friends was always generous.

Magic was the driving force in his life. He
encountered it early and forcefully in the form of Mrs.
Paterson and it was the facility that it gave him for
contact with other worlds that helped him tind it easy to
reject the trappings of the material world.

The three contributors to this appreciation are all
people whose contact with the work of Spare have led
them to investigate and study the man and his motives.
We are grateful to them for their interesting views so

eloquently expressed.
Geraldine Beskin & John Bonner, September 1987




C HE RO N 006-Y

1886 Born December 30th —son ot City of London
policeman.

1901 Apprentice in stained glass factory in South
London. Attending Lambeth School of Artand
later Royal College of Art in the evenings.

1905 Published Earth Inferno and exhibited at the Royal
Academy. Hailed as a genius by John Singer
Sargent.

1907 Published Book of Satyrs.

1911 Married Lily Gertrude Shaw, a Gaiety Girl.
[llustrated The Starlit Mire.

1913 Produced The Book of Pleasure.

1915 Became Sergeant in the Royal Army Medical
Corps. Worked as Otficial War Artist.

1916 Founded Form with Frederick Carter.

1919 Founded Golden Hind with J C Squire.

1921 Published Focus of Life. |

1941 Bombed out from his home, losing work and
possessions. Partially paralysed for a time, unable
to exhibit as he had done for the previous twenty
years.

1947 Large exhibition of new work at the Archer
Gallery.

1956 Died in May having had his last exhibition the
previous year. Produced a large body of work in
his last few months.




AUSTIN -OSMHAN "SEARE

Austin Osman Spare was born just betore midnight on
3oth December 1886 near Snow Hill, opposite Holborn
Viaduct Station, in what was then King Street. His father
was Philip Newton Spare, his mother being Martha
Spare née Osman. Today King Street no longer exists
having long since vanished with the redevelopment of
the area. Philip Spare was a City of London policeman.
He was in his thirties when Austin was born, the middle
child with two elder brothers and two younger sisters.

Although Austin apparently saw little of
his father, who spent much of his time on night
duty, he, nevertheless, seems to have maintained
a harmonious relationship with him throughout
his lifetime.

Although Spare seems to have formed a
certain dislike of his mother, he did, however,
develop a friendship with an elderly fortune
teller and hypnotist called Mrs Paterson who
claimed to be descended from the Witches of
Salem. Quite how this came about is not known
but Spare may well have turned to her, his
‘second’ or ‘witch’ mother, due to the fact that
his own mother had her hands occupied by his
younger sisters. What is known is that Spare’s
friendship with Mrs Paterson began when he was
very young. She taught him many of her powers
and these teachings were to have a profound
effect on the style and content of many of his
works, especially when, at the age of ten, Spare
began to do automatic drawings.

Certainly, the contents of his drawings
could well have been disturbing to Martha Spare
and her non-comprchension of them could also
have forced the mother and son further apart.
She claimed that Austin never cared much for
games or for mixing with children outside the
family. When he was four years old she is
reported as saying “All day long he would have a
pencil in his hand drawing anything that was
placed before him — his parents, his sisters, his
brothers. Nothing seemed to come amiss and we
made up our minds that if it was at all possible he
should be allowed to follow what was evidently
his vocation. Of course it has been expensive to

buy his board and paints, and all else that he

requires, for curiously enough he can never be
persuéded to sell any of his work. He is even
averse to showing it to anyone” Again in May
1904 Martha Spare said that Philip Spare, on his
retirement, wished to take a quiet p]ac:e in the
country, but she said they must remain in the
town, if Austin was to go on with his studies.
“] don't know what to do with him. Sometimes
I think I shall take him away from it altogether.
It is expensive and we are not rich. But I can
hardly do that” (Spare’s father had retired a short
while previously.) It would seem, therefore, that
Spare’s dislike of his mother was not wholly
justified.

On the other hand, his father appears to
have taken a different view, perhaps preferring to
let the boy ‘set on with it and get it out of his
system! Furthermore, his eldest brother also
appcars to have encouraged Austin in his teens
and to have taken some brotherly pride in his
work. Similarly, both his younger sisters were
supportive of him in their different ways.

Austin started school in the New Year of
1891. He attended St Sepulchre’s Church of
England School at the top of Snow Hill, here he
learned the three ‘Rs; a good deal of moralistic
Bible teaching and some rudimentary still life art
work. Later he went to St Agnes’ at Kennington
Park. As he was later to recall, “The first school
I went to was St. Sepulchre’s Snow Hill. That was
merely elementary. Next [ went to St Agnes, at
Kennington Park, where I first began to draw ...
But they really taught me very little there except
scripture and it was not until I went to the
Lambeth Evening Art School under Mr Macady
that | made any progress. There at the age of



fourteen I won a County Council Scholarship for
£10 and one of my drawings was selected for
inclusion in the British Art Section at the Paris
International Exhibition. That took me to South
Kensington Art School ..” The religious studies,
Spare later claimed, seemed to be basically
aimed at inducting a docile, unquestioning,
law-abiding attitude amongst his fellow working
class citizens. This was one of several facts that
helped to further an already deep seated
contempt for the trappings of orthodox religion
in Spare. Similarly, Spare heartily disliked
copying from still life and plaster casts, even at
this early age, preferring instead to draw from his
own vivid imagination whatever might come
bubbling forth. Spare speaking about his work, at
the age of sixteen: “Where did I get the ideas
from? How should T know? It comes to me by
inspiration and I write it down as I receive it”

Spare left St Agnes’ School at the age of
thirteen. However, during the previous yecar, he
had won a National Mathematics Award with a
treatise on solid geometry, which
illustrates his astonishing all-round
abilities and further pr-:::w'ed him to be
something of a polymath. This award
made Austin Osman Spare its youngest
recipient and, to date, the only artist to
have  achieved  this  particular
distinction.

On leaving school, Spare became
a Poster Designer for Caustons, a local firm, at a
wage of five shillings a week, a not
inconsiderable sum for those times given his age
and inexperience. Meanwhile, Spare had been
enrolled since the age of twelve at the Lambeth
Evening School of Art, which contributed to the
improvement of his already masterly drawing
talents.

After nine months at Caustons, Spare
changed direction and went to work for Messrs
Whitefriars Street, this

Specialising in tracings for stained g]ass worl. It

Powells in time
was whilst he was employed at Powells that Sparc
great which he

immediately. As he himsclflater related “...Some

got his chance, seized
glass that I had been designing in my dinner hour
came under the notice of Sir William
Richardson and Mr Jackson RA and they
recommended me for a scholarship at the South
Kensington Art School. Ever since, I have been

hard at work not only at the school in the

daytime, but here [in his parents’ home in
Kensington; this was in 1904| in my room at
night, with the result that at sixteen I had won
the silver medal in the National Cnmpetitiﬂn
and also the £40 scholarship. Some of my
drawings are at present in the British Art Section
at the St Louis Exhibition and I have some in
Paris, where they awarded me a diploma.”

Without doubt 1904 was Spare’s ‘annus
mirabilis,” his ‘wunderjahr, for it was then that
he became the youngest exhibitor at the Rﬂ}’al
Academy up until that time. Again there is
conflicting cvidence as to how this actually came
about. According to some newspaper reports of
the time, Spare himself submitted two black and
white drawings, both of which were accepted by
the Academy, but only one of which was finally
hung. Another version was that Philip Spare had
come across the two drawings by his son, had
been particularly impressed by them and had,
without Spare’s prior knowledge, submitted
them to the Royal Academy, where they had
been duly accepted. Either way, Spare
had ‘arrived’ and to crown his success
the then President of the Academy,
John Singer Sargent, pronounced the
young Spare to be a genius.

Spare’s only known formative
literary influences in his youth were
The Rubdiygt of Omar Khayydm
translated by Edward Fitzgerald and
the works of Homer. As he remarked in 1904 to
a newspaper reporter, “I am passionately fond of
that beautiful poem [the Rubdiydt| ...tor with the
exception of a copy of Homer I got hold of some
time ago, it forms almost the whole of my
literary education. I have read it sixteen times
and I am going through it again at night in bed,
marking the passages which are suitable for
illustration” However, February 1904 also saw
the publication of Spare’s first book, Earth
Inferno, a strange allegorical work full of odd and

often was

idiosyncratic symbolism. This
undoubtedly something of a forerunner to the
weird sigilism so prevalent in many of his later
works. Underlying the book’s outré thremes and
aphorisms was the further evidence of Spare’s
lifelong and profound occupation with the
occult. Herein, we may justly infer the shadowy
Mrs Paterson’s pervasive influence upon him
which was to last throughout his lifetime.

Between 1904 and 1909 Spare illustrated



several books by other authors in his own
inimitable style and he further published
another of his own works, The Book of Satyrs
(1909).

All manner of doors opened for young
Spa,rr.: at this pivma“}f important Peri{}d of his
life and he took full advantage of the situation;
during the course of which he met a good many
celebritics and important people of the day, in
the field of art and beyﬂnd. With his strong
occult propensities he became a frequenter of
seances and joined at least two major esoteric
groups active at the time.

It was whilst Spare was staying onc
weekend at the house of the then popular
novelist the Rev Robert Hugh Benson that he
chanced to encounter his first real ghost
“When I retired for the night T laid awake
reading for some time as I suffered badly from
insomnia. While lying there on the bed the
door opened. I looked round but no one was
there, so I got up and closed it. A few minutes
later it opened again and I felt something come
towards me. It passed right through
me and out of the window. | believe
that had the candle not been alight 1
would have seen it, but I did manage
to hold a short conversation with it
before it disappeared” This had a
profound effect upon him, though the
encounter was to be only the first of a
great many that his developing
psychic abilities would help him to discern over
the years, such that in time they were almost as
real for him as the living.

Writing in 1930, he noted that “I was in
the Walworth Road waiting for a tram when
suddenly I saw a ghost coming along the
pavement. Then came another and another
until - there was a whole coterie of ghosts
walking towards me. They were so vivid that I
confused them with passers-by and could not
tell one from the other. I soon knew though.
The ghosts walked right through me, but the
real people didn’t!” Spare also had a very similar
experience during World War Il when he again
saw a crowd of spirits walking towards him in
the Walworth Road. They were so vivid that
again the only way he would tell the difference
between them and the passers-by was that the
spirits walked through him. Psychically he
perceived that they were the victims of

bombing and that they were almost wholly
unaware that they were dead.

As late as 1953 Spare wrote in an
introduction (o one of his exhibitions, “Lifec is
haunted — I see the faces of the so-called dead
everywhere, etched and glyphographed on
things on roads, while their restless ghosts
wander in space; as if Charon demanded
payment of the facial imprint, as coined and
then scattered rtmghcast, sown by the wind.
They become sigilated, instigmated on time and
vaguely vanish as their flesh returns. They are
‘the awaiting’ and would foretell us. Perhaps
they are less dead than ourselves . . . the
unburied” His many psychic drawings amply
illustrate this, suffused as they are with myriad
faces and forms, some of demonic aspect,
others perceived as in some serene limbo.
Spare’s often controversial subject matter, no
doubt, disturbed many would-be admirers but
at the same time he certainly drew baleful
elements into his orbit, such as elementals.

The fact that Spare could so skilfully
convey in his art supra-mundane
realities was in itself an astonishing
achievement, especially in one so
comparatively young. Many people
were obviously much taken with the
youthful Spare, who was at this time a
tousled haired young Adonis, gifted
with a prodigious artistic talent. Yert,
despite all the outward trappings of
potential ~ worldly  success, there were
undeniable separatist elements in Spare’s nature
that set him apart from others. As the world
began to open up to him many influences bore
down upon him. Spare, despite this, was ever
his own man and right from the very beginning
was an uncompromising individualist. The need
to succeed, though on his own terms, was
cvidently paramount to his nature. He was
never seemingly averse to having patrons, but
loathed patronisation from that quarter or from
any other. However, according to at least one of
his biographers, he was an ardent womaniser
whose numerous amours led him into all
manner of tricky situations.

Sparc’s meteoric rise to fame had implica-
tions for him in more than one sense. His
natural energetic exuberance bubbled out in
innumerable works of art, often drawings or an
almost Diirer-like fineness of line, and his talent



undoubtedly helped to set him apart in addition
to his profound pre-disposition towards solitari-
ness. Whether this eventually cut him off from
most ol his [amily is uncertain, although it is
known that he was in haphazard contact with
some members of his family both immediately
before and after World War L In particular
Elizabeth, his youngest sister, who herself
espousced a modest talent for drawing. His two
elder brothers seem to have dropped out of the
picture altogether before World War I; it is
believed that they settled in either Canada or
Australia, most likely the former. Thus, so far as
we can tell, Spare lost contact with them,
though this remains to be finally verilied.

Spare was twnty-five when he met and
briefly courted Lily Gertrude Shaw, a one-time
Gaiety Girl. They were married on the 4th
September, 1911, in Hanover Square, W1. Lily
was evidently something of a spendthrift and
quickly exhausted Spare’s income at that time
and this, coupled with Spare’s subsequent
philanderings, brcmgh an end to the marriage in
a little less than a year. They had been tempera-
mentally unsuited for one another but had been
drawn together too hurriedly by Spare becausc
she was a ‘tempting morsel’ amongst the crowd
of young men Spare associated with and it was
his pride to make the conquest in the face of
opposition.

Notwithstanding these facts they evi-
dently parted on reasonably amicable terms.
There had been no children from the marriage.
Many years later, during the late ninetcen
eatly
Elizabeth, claimed that she had met Lily in
Ilford High Street. Lily had long ago re-married

sixties or seventies, Spare’s  sister,

and there had been several children from the
second marriage. After Spare had separated
from Lily he lived for the rest of his life, on and
off, with a long succession of women, some of
whom were his models.

In spite of the above, in November 1911
Spare exhibited at the Baillie gallery in Bruton
Street, Mayfair, which, so far as can be ascer-
tained, was his first exhibition in the West End.

Sometime during 1912, probably after his
separation from Lily, Spare visited Switzerland
under the auspices of a wealthy patron who had
commissioned some paintings from him. In the
nineteen sixties there was in existence at least

one small oil painting, a memento of this visit,

depicting a mountain scene (possibly the
Matterhorn). This was then in the private
collection of the late Ernest A Chapman of
Balham. Spare claimed to dislike working in
oils, preferring the media of pencil, crayon and
gouache.

The identity of the patron who commis-
sioned Spare to visit Switzerland is not entirely
clear, but certain evidence from indirect
sources suggests quite strongly that it is likely to
have been Aleister Crowley. On balance, it
appears that Crowley first sought out Spare
rather than the reverse. Knowing the predelec-
tions of both men they had considerable
interests in common when it came to matters
occult. We do know, for example, that Spare
joined Crowley’s esoteric organisation the AA
(Argentium Astrum) on the 1oth July, 1910,
and that later in 1911 he joined the Ordo
Templi Orientis with Crowley under the then
overall global headship of Theodor Reuss. The
AA was at that time, and remained, essentially a
derivative of the original Golden Dawn being
basically concerned with ceremonial magic
though with a grafting of tantracism. The OTO
was and is an international body of initiates
intent upon propagating the Law of Thelema.

Spare’s membership of the AA was short
lived although it would appear that he parted
from Crowley on reasonably friendly terms.
Crowley re:spt::t:tec] Spare’s strong, unmalleable
self-will and Spare, for his part, certainly appre-
ciated much of Crowley’s knowledge, if not his
actual methods.

It has been suggested very recently by
Timothy d’Arch Smith (sec his The Books of the
Beast — 1987) that the reason why Spare
abjured the whole cumbersome apparatus of
Ceremonial Magic (as did Crowley finally) was
for the very practical reason that there was not
the room — quite literally — available to carry
out the practices. Sheer physical limitations
imposed themselves upon Sparc; later, when his
fortunes declined, that also applied to Crowley.
Added to this was the acknowledged individual
preferences of both Sparc and Crowley for the
Tantric paths to Enlightenment. Although
Spare and Crowley remained aware of each
other’s activities, Spare preferred to uncom-
promisingly follow his own individual path in
all matters occult. Crowley had however been
able to persuade the young Sparc in 1911 to




contribute several drawings for use as illustra-
tions for his part-work The Equinox, notable
amongst which was The Death Posture.

From 1909 until 1913 Spare worked on
what is perhaps his single most important book,
The Book of Pleasure. Kenneth Grant (Spares
Literary Executor), in a number of his own
books, has given scholarly expositions con-
cerning the occult significance of this and other
works by Spare.

When Spare eventually published The
Book of Pleasure he was living at a studio in
Golders: Green and he was still in residence
there when in the July of 1914 he held his first
one-man exhibition at the Baillie Gallery,
Bruton Street, where he had exhibited, on and
off, with others since 1911. The modest but
promising response this exhibition evinced was
to be almost immediately extinguished by the
advent of World War I on 4th August. This did
not, however, overshadow a fresh endeavour
with the poet W H Davies (1871-1940) with
whom he co-edited a sumptuously produced
art periodical entitled Form but which only
managed to produce two issues before Spare
was called up for milit&r}r service during the
second half of 1916. One further issue of Form
_appeared in 1917, but by this time Spare was
occupied with matters military. The same fate
applied to a short lived later publication,
The Golden Hind, in which Spare had a guiding
hand and to which he contributed.

General conscription had commenced in
February 1916 and as a young, single, able-
bodied man Spare was caught up in the
burgeoning military machine of the time. It is
interesting to speculate as to why exactly Spare
joined the RAMC, being basically a non-
combatant regiment. Did this imply that Spare
was a covert pacifist? The answer to this
question, as with many others, will probably
never be satisfactorily known.

Spare’s actual movement during his mili-
tary service in World War I are not at all well
known. We have it from himself that he visited
Egypt brietly and almost certainly he was on or
near the Western Front for some of the War.
Nevertheless, the effects of the War were to
have a very profound effect upon him both as
an artist and as a man.

At the Imperial War Museum in South
London there is an astonishing collection of

paintings and drawings by Spare illustrating
some of the work of the RAMC field hospitals
during the conflict. The works display consider-
able sensitivity and insight into the human
suffering resulting from the harrowing carnage
of the war. The composure and absolute dedica-
tion of the medical staff is movingly conveyed
and there is no attempt at capturing anything
other than the starkly poignant portrayal of the
dignified suffering and patient endurance of the
wounded combatants. This work also shows

- what a superb draughtsman and artist Spare

Was

?

combining this with his compassionate
nature for human suffering which he had
hitherto not expressed so openly or so
magnificentl}f.

Strange to relate, almost everything that
has ever been written concerning Spare and his
work has, for some completely unknown
reason, ignored this particular body of work
from World War I. Some writers have men-
tioned it in passing that Spare had been a War
Artist but, so far as is known, none have ever
elaborated further upon this fact. No doubt,
concerted research might just piece together
the story of Spare’s War service which could
possibly show the background to this signally
unique body of work.

As a postscript it should be stated that
Spare quarrelled with the authorities at the
Imperial War Museum in May 1920 and, hence-
forth, as far as the evidence shows, had nothing
further to do with them as patrons. That was to
be Spare’s final connection with the Establish-
ment as an official artist.

However, Spare claimed that his brief visit
to Egypt during the War had made a deep and
lasting impression upon him both as artist and
occultist. From this period may be discerned
the origins of the Ancient Egyptian influence
often prominent in his later work. Having seen
and felt profoundly the aura of Egypt around
him, its influence was to permeate his works
throughout the rest of his life. It perhaps
reached its apotheosis in such late works as Isis
Unveiled and The Sky Goddess — Nuit.

Concerning the Egyptians and the nature
of prayer, Spare was later in 1932 to make
the following statement: “I believe that the
Egyptians were great masters of the occult ...

~ and as nothing in the world is lost their powers

still exist in the ether. This temple [Spare had
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pajnted an Eg}fptian temPIE on wund] is dedi-
cated to the Goddess Nuit and it represents my
prayer. Prayer is not going on your knees and
asking for something, but is work. This temple
was a prayer to save a dying friend, whom the
doctors said could not recover. He has
recovered and the doctors cannot understand
it” In this respect Spare was very much at one
with the controversial Russian occultist G 1
Gurdjieff when he stated that “Prayer is work?
By the end of the War had reached the
rank of Staff Sergeant, he could not rise higher
or accept a commission because he did not
possess a Medical Degree. An odd fact from this
period was that Spare was not actually finally
demobbed until mid-October 1919, almost a
year after the Armistice. What had tied Spare to
the military all this time? One can only guess.
However, Spare was not confined to barracks
during this period and was in fact running a
studio in the Fulham Road in the August of

1919; after his demob he occupied another

studio in Gilbert Street, just off Museum Street,

WCr, from December 1919, for several months.

In 1920 Spare published The Focus of Life:
the mutterings of AOS with an introduction by
Frances Marsden (a pseudonym of Frederick
Carter, author of The Dragon of Alchemists, a
book much admired by D H Lawrence).Then in
1927 Spare published his final extant work,
The Anathema of Zos: the sermon to the Hypocrytes
(in an edition of 100 copies) which he had been
working on since 1924 and in which one finds,
curiously enough, sentiments reminiscent of
those in his first book, Earth Inferno. In it he
mercilessly flays the myopic Art Establishment
of his day, as well as its pathetic retinue of
S}fCDphants. The tone of some of Spare’s rebukes
are tellingly akin at times to ‘the lofty
of Neitsche’s
in the Anathema that

PI'DI]i]llI]EEI'l’lEI'ltS Zﬂfﬂth[l.itf{?.

Sometimes it seems
Spare’s unbridled contempt for the spiritual and
artistic acedia he saw all around him (doubtless
tuelled by the madness of the World War he
had recently survived) induced feelings of
almost misanthropic proportions. The book’s
publication inevitably led to the loss of all but a
few remaining friends and it thus became a
highly signifi-::ant watershed in his life. Whether
one chooses to interpret it as a trough or a crest
in Sparc’s lite it is ditficult to judge objectively.
It certainly meant that he had crossed the

Rubicnn; his life fell natura]l}', therefore, into
two distinct halves, cast asunder by a furious
denunciation of the world’s evil hypocracy.
Henceforth, Spare turned his back upon suc-
cess and worldly status, preferring instead to
live humbly and to pursue his art and occult
investigations according to his own inclinations.
From the first Spare had been a proud and
immensely independent artist, not readily taken
in by all the pomp and panoply of mundane
wealth and power.

Spare’s latter day life until his death in
1956 falls yet again into two more or less
distinct vet similar periods, interspersed by
World War II. Both of these sub-periods are
characterised by Spare’s growing reclusion and
the almost total self-absorption with his art and
with his occult endeavours. But it must be
E:mphasiscd that in his ever}'da}-' dealings with
other people, his various models and neigh-
bourhood acquaintances for instance, he was
unfailingly helptul, polite and cheery and
this depite his often selt-chosen down-at-heel
existence.

He held exhibitions of his works from
time to time in the pubs and taverns of South
London. He sold his works for paltry sums of
money, claiming that they were not worth
more, at least not in his estimation. His portrait
subjects included costermongers, barrow boys,
layabouts and other urban denizens, few if any
of whom realised when they were sitting for
him just what manner of artist was at work. It
all provided him with a perfect anonymous
cover for his real interests and pursuits which
lay elsewhere.

At the beginning of World War II Spare
had a studio over Woolworth’s store at the
Elephant and Castle. It was here on 10th May
1940 whilst fire-watching on the roof that Spare
(he had been one of the earliest volunteers as an
air raid warden) was injured by a German
indendiary bomb which exploded, causing him
to lose the use of both of his arms, in particular
his right arm. He managed to regain the use of
his left arm fairly quickly, but it was almost
three years before he recovered the full use of
both his arms; this was sometime in mid 1943.
It has been claimed by some who knew him at
this time that, once having gained the use of his
left arm, he started producing artwork that was

hard to distinguish from that which he had




previously produced with his right hand!

Having been bombed out of a number of
cellar studios during the War, Spare was, like
many others, at a particularly low ebb by the
mid-nineteen forties. Such was his poverty and
deprivation at this time that there is an
apocryphal story concerning him, whereby it is
alleged that during the exceptionally cold
winter of 1946-1947, he subsisted for some five
months on a mere nine shillings!

Most of Spare’s final years were spent in
yet another basement, this time in Wynn Road,
Brixton. The area was redeveloped during the
carly nincteen seventies and, save for several
large public houses, there are scant remains left
that bear testament to Spare’s world of the
immediate post-World War II period. Here

Spare held court with a large collection of stray
cats, followed his artistic bent in whatecver
media were available to him and pursued his
various occult endeavours.

The end came for Spare on 15th May
1956. At 11am Miss Payne, his housekeeper and
model, had to send for the doctor as Spare was
complaining of severe stomach pains. By 9pm
his condition had deteriorated and he has
rushed to the South West London Hospital
close by, where he died shortly afterwards.
Spare was buried on 22nd May, alongside
his father, who had died in July 1928, at

Gﬂudnla}-'trﬁ in Esscx.

IMMand M E LAW
August 1987




TIME MIRRORS

“Since all phenomena (or phenomenally appearing
things) which arise present no reality in themselves,
they are said to be of the noumena (in other words,
they are of the Voidness, regarded as the noumenal
background or Source of the physical universe of the
phenomena). Though not formed into anything, yet
they give shape to everything. Thus it is that pheno-

mena and noumena are ever in union, and said to be ot
one nature. They are, like ice and water, retlection and

-

mirror, two aspects of a single thing.”

The Seven Books of Wisdom — Tibettan text

In the case ol a mirror there is a third aspect,
the subjec;l,;”viewer. Mirrors reveal and conceal.
Their mystery permanent, their hints at door-
ways, windows and thresholds out of reach of
most minds. Time. Image. Idea. There can be no
separation, scientifically or subjectively. The
atavistic face gazcs down into a cr}-'SLaI pnnl. Ice
cold water. Grunts. A hand shatters the image,
fear gaunt and haunting passes across, a
shadowy cloud, and through all Time that
moment can persist, be reclaimed.

“What is Time, but a variety of one
thing?” AOS

These moments of Time accumulate, are
listed under memory in our modern synapscs,
are posited as always retrievable, amorphous.
Nothing is forgotten, all is permitted. In a
stinking cave muttering babies scream and
scratch, [urs undulate in copulation. In one
corner, bright-eyed first marks are daubed on a
wall. They are marks to function, marks of
place, of Time. They are marks to draw results
and persist beyond one human lifetime. Instinct
has arisen, snake-like, coiling itsell into
intuition and suggested the very power of
suggestion. No-one noted down from a book
this process, it grew from watching the ele-
ments, closeness to life-forces, death-forces that
modern persons are divorced from. On this
damp stone there is a curve, it is land, horizon,
¢jaculation, movement.

“Magic consists in seeing and willing

beyond the next horizon” The Sar.

Mrs Paterson stares down. Pencilled into
existence. It is her as she was when she took
Austin Osman Spare at 14 years old and
initiated him into the art of sexual magic and a
powerlul system ot sorcery that she had re-
discovered through communion across time
with systems and techniques that grew from
and most animalistic and pure union of instinct.
She knew, and she taught Spare, how to travel
through Time, and how to remain present in
Life after bodily death. She was a medium, but
her guides were not just ikons of the intuitive
tribes, American indians, tantric Tibettans,
aboriginals. she understood the most particular
secret. Her medium was herself. She was able to
travel through mirrors back in Time, and
[orward in Time. There is a drawing by Spare,
pencil and gouache, finished in 1928. The main
figure is Mrs Paterson. Coming from behind her
head making a blister in the shimmering green
aura, a half complete face. It belongs to no-one,
everyone. It is her, literally, it is a cavalier,
symbolically, it is Austin Osman Spare literally.
This onc picture contains all the secrets Spare
never wrote down. He appcars in the bottom
right-hand corner, an old man, eyes closed, con-
centrating, materialising. What Spare does is
trick us. All his Wwritings are 5}'mbnlic, t]lf.:}' were
never intended to be taken literally on any level,
despite modern infatuations to the contrary.
His writings arc purely decorative. They are



entertainment. His relaxation AFTER his real
work, His specia] trick was to convince every-
body that his drawings, paintings, images were
symbolic. They are in fact his only real work.
Like all great sorcerers he hid the real sccret
in apparently commonplace media. In the key
picture he is actually knecling. It is a photo-
graphic image of his prediction of both his own
bodily death, and his worship of Mrs Paterson
as his true Goddess. His usc of prostitutes and
scarlet. women of middle age in his sexual
magick was to return to his potency with his
only access point through Time into Timeless-
ness. They were closer to Mrs Paterson, so he
used them as a focussing visual image to
recharge his contact with her. When she died,
he took her energy and literally trapped i,
living, into this, and one or two other pictures.
He sinks into her chest, is absorbed, they rise
together, androgenous, both their faces, all
their ages superimposed. He has drawn himselfl
d}-'illg, conjuring himselt into the image in
advance, so he remains always able to return.

“Art is the truth we have realised of our
belief.” AOS

“Art can contradict science” AOS

Do you see those flowers growing on the
sides of the abyss whose beauty is so deadly and
whose scent is so disturbing? Beware ..7
de Guatia

In his images of sorcery, his purest incant-
ations through Art, Spare uses a graphic skill
and technique second to none. Yet his most
commonly seen works are excellent, but
obvious in their skill. Sometimes deliberately
fast and loose. The nearest modern parallel
would be Salvador Dali, who could suggest per-
fection in a few marks, or worship HIS goddess,
Gala, with a photographically pure technique
that is uncarly accurate. It seems o me that
Spare is equal in genius to Rembrandt in the
past, Dali in the present and Brion Gysin in
the future.

“The future is in the past, but it is not
wholly contained in the present” Hoene-
Wronski

Both Spare and Gysin lived to reach new
dimensions, they understood to pursue
Wisdom, not knowledge. This alone made
collaboration with most magickal groups
impossible. Where the nced for nostalgic
elitism and power by knowledge and length

ot bookshelt far too often camouflage self-
aggrandisement where sclf-improvement to
serve is the reality. Peladan was in fact a prophet
ot developments that later became possible, and
only now become likely. Spare was aware that
mystery and magin:k generate fascination and
attraction in human persons. He used his
books, his Beardsley-like graphics, his writings
to attract interest after his death. He knew that
this would reactivate his soul and animate his
psyche once more. He was also shrewd enough
to make ALL his secrets non-verbal. Not one is
contained in his writings. Only the atavistic
paintings, and the ‘Time Mirror’ drawings
explain his vision.

“The Universe is a creative process carried
on by man’s imagination, an operative power
capable of becoming more supple, more
animate.” Teilhard de Chardin.

What is happening in these certain key
pictures is this. All idcas have an image. There
arc no cxceptions. All materials that make a
piece of art are material. They are formed of
patterns of atoms and molecules, charged by
various energies. Modern psychology also
accepts that ldeas are material entities, like ani-
mals and plants. All mythological ideas, Jung
states are ESSENTIALLY REAL, and far older
than any philosophy. they originated in primal
perceptions, correspondences and experiences.
the catalytic element that regenerates a reaction
between Entitic Ideas and spectator (viewer of
painting} favours paraps_}*{:hﬁlﬂgicai events is the
presence of an active archetype. In the casc of
Spare’s Art this can be anything from an obvious
glyph, a non-decorative aesthetic arrangement,
or in the most intense works an invisible charge
of energy which calls the deeper, instinctual
layers of the psyche into action. The archetype
is a borderline phenomenom, an acausal con-
necting principle closest in explanation (o
deliberately controlled, SELF-conscious, syn-
cronicity. When Spare says Sclf-Love, he means
Self-Conscious, yet egoless. When he uses the
word Chaos, he is amusing himself, and leaving
a key clue. Austin Osman Spare’s Chaos is both
a signature and a sign-post to Future Time.
ChDVH (CH) = JOY = 23. AOS is simply his
name, his authorship within his secret sorceries.

“Art is the instinctive application of the
knowledge latent in the subconscious” A.O.S.

After Mrs Paterson died Spare was waiting




to be inside her again, tused with her energy.
The key picture is the actual moment of his
death, and the moment of her death overlaid.
His aim in all his magic was to reunite his spirit
and hers within his Art so that they might quite
literally live forever. They do live. Many
unprompted witnesses have seen Mrs Paterson's
eyes close, open, cry, her whole head turn, a
quite literally living portrait. Magic makes
dreams real, makes the impossible possible,
focusses the will. Throughout its history crys-
tals, water, polished metal, mirrors have been
used to oracular ends. Spare’s massive achieve-
ment is that he recognised the potential of Art,
of image, to be the most powerful mirror of all.
A window in Time, an Interface with death. In
his art he captures not just an image
but a life-form and energy. What hap-
pens is this lies dormant until it
comes into contact and reacts with
other energics, the viewer. Primal, ata-
vistic man knew this and invested his
ideas/ images with unrestricted
power: when you deal with image
only, as with most 2oth Century Art,
~you dont get anything back except
acsthetics. Spare has achieved the pre-
viously impossible, a two-way com-
munication where his image reacts to
and with us. It has a life of its own.
The nearest Pa,raﬂcl, a mirror in which
you can see another world, another
Time, another dimension, yet one you
cannot reach into like water, one your
hand reaching out cannot quite touch,
the glass remains solid and frustrates
us. What this energy held within his
images is doing is transcending the barriers of
Time so what we are dealing with is a four-
dimensional object or image. This form of
energy will have existed at all times and will
exist at all times.

An objective and critical survey ol the
available data would establish that pc‘:rcapl,iunns
occur as il in part there were no space, in part
no time. Space and Time are not only the most
immediate certaintics for us, they are also
empirically, since cverything observable hap-
| pens as though it occured in Space and Time. In
the face of this overwhelming certainty it is
understandable that reason should have the
greatest difficulty in granting validity to the

peculiar nature of ‘telepathic’ phenomena. But
anyone who does justice to the facts cannot but
admit that their apparent space-timelessness is
their most essential quality. The fact that we are
totally unable to imagine a form of existence
without Space and Time by no means proves
that such an existence is in itself, impossible.
And, therefore, just as we cannot draw from an
appcarance of space-timelessness, any absolute
conclusion about a space-timelessness form of
existence, so we are not entitled to conclude
from the apparent space-time quality of our
perception that there is NO FORM of existence
without Space and Time. Just as physics now
allows for ‘limitedness of space, a relitivization,
it is beginning with Catastrophe Theory to posit
a ‘limitedness” of both Time and Caus-
ality. In short nothing is fixed, the
possibilities ALONE are endless.
“Conscious looking is a search
for verification of the notions that
impel the scarch, and always has a cir-
cular mirroring clement in it.” TOPY
In Sparéfs best images it seems a
medium has been found whereby the
esscnce that survives death but it is
mostly beyond our communication
has been captured by, transmitted into
an object that we are familiar with i.e.
a painting, and we are therefore used
to trying to interpret or receive infor-
mation from. Because of the [amil-
iarity of painting we don’t put up bar-
riers. We expect to try and see what
the artist felt, wanted to say. If Sparc
said he was going to capture and dem-
onstratc the soul alter death, most
observers would switch off. There would be
interference with the transmission. Because
Spare seduces us by saying this is an artwork, a
picture, when in fact it is a photograph or
mirror of an actual rcality we remain open-
minded which means there is more chance that
the phenomenon of actual physical changes in
his picture will happen. We shall see in short,
that which many of us rightly chose not to
believe in, living, moving, changing images of
post-death life-force, or soul essence. You see it
reacting to you, it receives and transmits direct
into your conscious senses, but it must also be
transmitting direct into the subconscious also,

just as Sigilisation does. Presumably we transmit




back to what is there so what is there will
change over the years as it reacts with various
observers. All these cnergies mingle and
mutate. The soul, life-force, energy call it what
you will, is generally said to be visible through
the mirrors of the soul, the cyes. In the 1928
key works of Mrs Paterson the eyes are neither
open, nor shut, and this is true in much of
Spare’s works. They are neither rejecting the
possibility of seeing the captured soul, nor
openly inviting it. This half-shut, half-open
limbo suggests responsibility lies with the
viewer to choose to commune with the ele-
mental energies portrayed. By painting himself
old when he was young and young when he was
old Spare mirrors Rembrandt once more and
clearly directs us constantly to links backwards
and forwards thteugh time as he succeeds in
presenting an image of the apparently impos-
sible — IMMORTALITY.

“Accept nothing, assume nothing, always
look further, be open-eyed as well as open-
minded and don’t kid yourself” old TOPY
proverb.

The psyche in its dcepest reaches seems
well able to participate in an existence beyond
the web of Space and Time, this dimension is
often dubbed eternity, or infinity, yet it actually
behaves, it we take Sparc’s art as representative
lit is not symbolic], as cither a one-way or two-
way mirror dependent for its function upon the
translation of the unconscious, into a commu-
nicable image that bonds the actual molecules
of the graphic image with its driving forces,
unlocked tfrom the unconscious into a fixed or
mobile source of power dependent upon pre-
vious viewers, and with, more vitally, our own
abilities to interface directly with its energy. All
‘matter’ is formed of molecules and atoms,
therelore, at least in theory, we CAN potentially
walk through walls by correct vibration of our
own body corresponding with the vibration of
the wall. It is just as the-:?.~1'etiee]]3\,r pessible Lo
lock energy into the form of an image that has
the ability to move, change, alter and animate
its content. The only gap of credibility being
that of first-hand experience. We don'’t believe it
until it happens to us. We DH]}F know what we
have experienced, beliet is rooted in recognition.

Imagination opens to syntheses larger
than the sum total of reason. New images re-

flect more than logical synthesis can preduee

There is a radical dise{}ntinuit}f in every trul}-'
creative idea or diseever}r. Projection direct
from image to viewer involves more than the
logical mode of thinking that does the pro-
jecting. An idea cannot exist separate from an
image. For example the Virgin Mary image
embodies the idea of ‘compassion. “A Goddess
or God is a figurative image of an idea. Images
are the root language of social and sclf control.
Science attempts to explain the universe object-
ive]}f, without a viewer, thercefore it cannot
explain Art, or the .unique effects or pheno-
menon Spare generates by it. This is not a pos-
sible function of science, it cannot tell us why
Spare’s images can alter, why his faces change,
eyes open and close, colours vary. Photographs
are said (o steal souls, they certainly capture a
moment in Time. Freeze it. So do the images
and oracles of Art, true Art. For Art was origin-
all}* revelatur}-', shamanistic, fu]l}f integrated into
cvery moment of Life. Spare’s images capture
the process of creation, the thoughts of the
creator, and the memries of the viewer, which
are recalls of past events and feclings that are
more compact, briefer, than when they took
place originally. Memories are Past-time
brought into Present-Time. Time is not linear,
all Time exists simultancously and points in
every direction simultancously. It is quaqua-
versal, omnipresent. There is no reason why
Spare’s images should not capture Time,
thought and experience, then recreate and
expand it in the viewers mind. Subjective
experience is no less real than objective conjec-
ture. All roads lead to Rome in a mirror to
mirror function. This function ol mirroring is
found in the trance state in a simple, dircct way.
The lligher techniques of idea and artist’s illu-
sory skill makes active through Time and Space
ctfects and phenomena normally consigned to
the sceptical parking lot of modern existence.

Ycars of trying to rationalise ine}{p[ieeble
experiences adequately fall apart, and only a
unique re-assessment via Spare’s self-confessed
image sorcery begins to give answers to what we
see and feel. Time mirrors Time.

In the Mrs Paterson picture Spare depicts
her at the moment of death, but as she looked
when she was young. He depicts himself, then
quite young, as he would look, old at the
moments of death. He thus creates a situation

of contradiction. She is dead, yet alive and




young, he is alive and young, yet dead. This vis-
ualisation making the image energies circular,
not closed.

This is why the picture is a window,
mirror, threshold active and useable by them or
us. The illustration is a key to understanding the
entire situation and its implications. It is a
depiction of the real. Spare and Mrs Paterson
live on in his art, taking the concept of Art
being the Life and Soul of a culture further than
ever before before dreamed. The only question
remaining is, now they have cheated death, can

they, will they ever come back out?
“He  who
necessity” AOS
“All nature is a vast reflection of that

transcends Time escapes

which is within us, or else we could not know
it” AOS
“Lmbrace reality by imagination.” AOS
“What is death? A great mutation to your
next self” AOS
“The life-force is not blind, we are” AOS
Genesis P-Orridge
London 1987
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EXPLORING SPARE’S MAGIC

The Book of Pleasure describes Spare’s magical system and
its philosophical basis. In it he introduces an ultimate
called ‘Kia’ (analogous to the “Tao’, the cabalistic ‘Unmani-
fest, or Jungs ‘Pleroma’) from which all manifestation
stems via a process of refraction through the principle of
duality: we perceive, for example, black and white because
they are manifest as a polarised pair, in the Kia they exist
only in potential, being undistinguished and so unmani-
fest. It is clear from elsewhere in his writing that Spare was
acquainted with Boehme’s tract On the Supersensual Life,
where the disciple asks the master how he can come to

know the supersensual life and is told “when thou canst
throw thyself into THAT, where no creature dwelleth,

though it be but for a moment...

As humans we are caught up in dualities,
divided against ourselves and ever seeking com-
pletiun b}' ]iving in desire, our universe being ﬁ'ag—
mented by our beliefs. Spare advocates a turning
back to Kia and the end of all belief, denying all
the dualities by his ‘neither neither: think of a
manifestation, eg ‘white’; not white i.rnplies black;

neither white nor black implies what? say grey;

so on until our imagination is exhausted and con-
sciousness teeters on the brink of the void — as in
the Buddhist ‘not this, not that’ meditation. Thus
we get to know the Kia, and freedom.

To practice Spare’s magic one must disen-
tangle a conscious desire from one’s web of con-
scious and semi-conscious beliets, distilling the
essence of that desire into a simple sigil with no
conscious associations, then carrying that sigil
back into the Kia by exhausting oneself and col-
lapsing into what he describes as ‘the death pOs-
ture’ — a total flop-out with no consciousness
other than an awareness of the sigil, until that too
fades. For greatest effect this should be done at a
time of despair or disappointment, when some
other desire has been thwarted and there is a pool
of frustrated libido — ‘free belief” he calls it — to
fuel the operation.

Such a bare description of his magic doesn’t
do it great justice. It is best to read his original
works together with the commentaries listed at

”

the end of this essay. Rather than repeat existing
material, this essay suggests some further ideas for
research.

In 1904 Austin Spare wrote — or rather
‘created’ — his first book, which was published in
1905 as Earth fnjérﬁﬂ: ‘created’ because this book
contains more images than words, and half the
words in it are themselves quotation from other
sources. The result is pretty incomprehensible —
even with hindsight.

In the wake of fin de siécle decadence was this
incomprehensibility just a deliberate attempt by a
trendy young artist to create an aura of mystery
and glamour? Reading Earth Inferno 1 have the
impression of someone who has passed through
despair to receive a glimpse of mystical truth, and
who is now struggling to portray that realisation. It
looks like a revelation which fails to communicate
(to me) the essence of what the artist experienced.
The fact that nine years later he is still earnestly
trying to explain his discovery, and with slightly
greater success, in his Book of Pleasure does con-
firm a genuine desire to teach rather than to mystity.

In that case, what is Spare trying to commu-
nicate? Nothing less than an entire philosophy of
life and magic; but one so simply yet so difficult to
grasp that is is perhaps best approached by com-

‘parison and contrast with other better known Sys-

tems. I begin with some comparisons.
The opening words of Earth Inférnﬂ are a



picture caption (dated 1904) which ends with a
prophecy: ‘Hail! The convention of the age is

nearing its limit/And with it a resurrection of the

Primitive Woman, so Spare is announcing some -

sort of turning point in ]1i5tnr}f. In that same year
Aleister Crowley received his Book of the Law
which announced the birth of a new age. Interes-
tingly one clement of this revelation is a celebra-
tion of the ‘scarlet woman' - a [emale archetype
unchained and reminiscent of Spares ‘primitive
woman! This element is even more clearly present
in the work of Dion Fortune. In 1904 she too was
writing her first book: as a young girl she was
finding inspiration for her schoolgirl poctry on the
coast near Weston Super Mare, an inspiration
which later blossomed in the book The Sea Pries-
tess set in that place and concerned with a magical
operation to liberate society from the Victorian
straight-jacket and announce a new female arche-
type — the priestly woman of power.

These coincidences suggest that Spare might
have ‘tuned into’ what one could call, depending
on one’s own beliefs, a [erment of ideas, a new cur-
rent of thought, the spirit of the times, or the birth
of a new aeon. There is other evidence of this
surge ol revolutionary thinking around 1904: this
was the year when Jung became drawn to Freud
and his concept of the ‘unconscious’; it was the
ycar of another explorer of the unconscious — Sal-
vador Dali; it was the time of Steiner’s disenchant-
ment with theosophy which lead to the birth of
‘anthroposophy! Other works completed in 1904
to be published in 1905 include Einstein’s special
theory of relativity, and his paper on the photo-
clectric effect which won him the Nobel Prize in
1921 and which provided the first strong cvidence
to support the newly formulated quantum theory.

All in all 1904 was a most interesting year,
and this was put most clearly by Crowley when he
announced it as the year ol the birth of a new
aeon. So let us begin by comparing Spare’s revela-
tion with Crowley’s.

Disappointingly there is no obvious com-
parison between Crowley’s Book of the Law and
Spare’s Earth Inferno — one the work of a writer,
the other the work of an artist. The nearest thing
to the Book of the Law written by Spare is the first
part of his later Focus of Life. It consists of three
chapters of aphorisms dictated by three different
beings — Kia, Zos and Tkkah — which first appear
in Earth Inferno, and it therefore demands compar-
ison with the Book of the Law which also consists of

three chapters dictated by three beings. As the last
words from Kia are “I — infinite space” it is imme-
diate to identify Kia with Nuit and to try to see
parallels in the two texts.

The only obvious parallels arc in Spare’s
second chapter which contains some pretty the-
lemic utterances, such as:

“The mighty are rightcous for their morals
are arbitrar}'”;

“Judge without mercy, all this weakness is
thy self abuse”;

“There is only one sin — suffering”;

“..be surely what thou wilt” (an interesting
comparison with “do what thou wilt”);

“Fear nothing — strike at the highest”... and
SO On.

The Focus of Life was, however, written after
Spare had been in contact with Crowley, so these
similarities may well be due to Spare knowing the
Book of the Law; but remember that he had
rejected Crowley, so any influence would not be
slavish imitation but rather idcas chosen becausc
thL‘}’ were in accord with his own vision.

The conclusion I am suggesting is that one
way to view Spare’s magic is as his own interpreta-
tion of a new current which entered the group
mind around 1904. He was seeing one facet of the
whole; Crowley, Einstein, Jung, Fortune and prob-
ably many others were to pick up other facets of it.
Each tried to explain what they saw: some like
Crowley provided very full accounts, others like
Einstein provided very detailed accounts of
smaller parts of the whole. Spare was trying to give
a full account, an entire philosophy ol existence,
but did not communicate it very clcarly. So we can
understand his work better if we allow other
people’s ideas to cast light on it.

The first difference between Crowley and
Spare that strikes me is that Spares writing
provides a simple, coherent theory where
Crowley’s provides a detailed technology. It is pos-
sible to rcad Spare carefully and come up with the
response ‘yes, but what arc you supposed to DO?’
— therc is little practical instruction. Crowley, on
the other hand, has provided an enormous corpus
of ritual and other practices, more than any
person could ever master in a lifctime, but there
are times when one is hard put to find one
coherent theory behind all these practices — he
went  through  his Golden Dawn  phase, his
Buddhist phase, his Thelemic phase and so on. By

way of analogy you could compare Spare’s writing




to Einstein’s — it may be hard to undersiand, but
behind it lies a very simple model ol reality. To
obtain great energy, according to Einstein, it is
only necessary to split the atom; to obtain a desire,
says Spare, it is only necessary to remove it to the
unconscious, organic level and consciously forget
it. But in practice the simp]r:: sp]itting of an aLﬂDm
requires a vast investment in technology; similarly,
most people cannot follow Spare’s simple instruc-
tions unless they have previously donce a lot of self
devlopment along the lines of, say, Crowley’s mag-
ical technology (there may be some with innate
magical sense, but most ol us are still adrift on a
sea of beliefs and desires). So one approach to
Spare is to use his world-view to help clear one’s
mind of a surfeit of gods, while actually practicing
thelemic techniques to strengthen one for Spare’s
magical methods.

I like the contrast between Crowley’s “do
what thou wilt” and Spare’s “be what thou wilt”
because it illustrates my feeling that Crowley and
Spare represent, as it were, the yang and yin of the
new aeon. Though Crowley recognises that exist-
ence is pure joy, his magic reflects the will to
power where Spare’s reflects the will to pleasure.
There is much of taoism in Spare’s writings. Parad-
oxically, however, although female forms abound
in his art, ‘the feminine’ plays little part in his
apparently misogynist writings. It is the spirit of
his ideas which is so yin — as if the Feminine was
working at the unconscious level in Spare whereas
the Masculine was driving Crowley’s unconscious.

Onec example of the ‘yin’ nature of Sparc’s
system is his emphasis on the importance ol for-
getting. In his system you have a desire, you devise
an apparently meaningless sigil to encapsulate that
desire, you exhaust yourself in a frenzy of activity
until the only object remaining in consciousness is
that sigil, you hold on to it until it has become
charged with ‘free belief; then you must do all you
can subsequently to forget the original desire —
for conscious desiring will impede the realisation
of the sigil_ This is the difficult bit. It is also rather
puzzling because we find a big divide here in mag-
ical theory: those systems which Emphasise. the
not desiring’ (eg Spare, taoism, zen) and those
which advocate enflaming oneself with desirc — as

in Crowley’s instructions for devotion to a deity, or

as in the ‘self help’ systems which demand a con- -

stant affirmation ol one’s objectives (I recall sceing

an American lady doing Swedish drill while

chanting “I MUST, I MUST, I MUST increase my

BUST™). Both these extremes have a ring of truth,
how can they be reconciled? It is not enough just
to split the operation in two and say one needs to
cnflame oneself before it, and forget after — in tra-
ditional conjurations of the Holy Guardian Angel
one goes on enflaming until success happens.

One pﬂssible e:{p]anatiun is that the distinc-
tion may retlect the difference between introver-
sion and extraversion. The extravert is positive to
the outside world, and negative to the inner world.
When the extravert attempts ‘inner’ work he finds
it a crazy place like Alice’s looking glass world —
vou have to metaphorically walk backwards in
order to move forwards. The introvert is much
more at home in his inner world, but is more
likely to be perplexed by the outer world: here the
introvert finds that he has so often to go back-
wards in order to move forward. The introvert
feels desire as such a vivid tangible force — per-
haps more tangible than the actual object of desire
— that the desire really does serve to block and
render him impotent; thus the introvert is more
often driven to using paradoxical methods in the
outer world. This is in keeping with Eysenck’s idea
of the extravert as someone who neds greater sti-
mulation to be effective, while the introvert needs
to avoid overstimulation. If an extravert wants his

record in the charts he should plug it like crazy,

but if the introvert wants to do the same he would

do better to try to get the record banned! It the
extravert wants to become successful he should
hang up Tm the greatest’ posters and constantly
affirm his desire, while the introvert would do
better to blow his desire on a sigil and then try so
hard to fail that he eventually becomes an under-
ground cult figure. Thus it seems that the magic of
taoism and SParf.: is magic for introverts, while the
out and out invocatory stuft is better suited to the
extravert.

This is, of course, a gross oversimplification:
Nno-one is pure cxtravert or introvert; we are a mix-
ture and so need to blend our magics. But it does
suggest a uscful concept to experiment with, and a
possible answer to the problem that magic so
often fails when the operator is too personally
involved: if you wish to practice magic in a situa-
tion which seems very extraverted and ‘other’ (like
hcaling an unknown person at a distance), then
you would do well to ‘enflame yourself with
prayer. But it the matter is one which involves you
very personally, then you would do better to
follow Spare’s approach. Or perhaps the introvert




would use Spare’s magic to operate on the outside
world, and Crowley’s magic for inner working;
while the extravert needs Crowley’s magic for the

and

In either case, of course, the long-term object is to

outer Spare’s on the inner?
grow out of this slavery to the concept of intro/
extraversion and start living!

Another interesting point is the distinction
between the magic and the man. Anyone studying
Spare’s magic books would expect the writer to be
a sort of ascetic zen master: “simplicity I hold
most precious” He advocates simplicity, ascetism:
“Bed, a hard surface; clothes of camel hair; diet,
sour milk and roots of the earth. All morality and
love of women should be ignored” He rants
against ritual magicians and all their parade and
pa.raphemalia, but later in life he painted an altar
picce for Grant’s Nuit Isis Lodge and was prepared
to do work for Gerald Gardner as described in
Grant’s Images and Oracles. |

One answer is that many years had passed
since his books were written — the man had
changed. Another is that perhaps Spare was pri-
marily just a channel for his magical ideas:
someone to whom they were revealed but who
never succeeded in fully realising them. Perhaps
he too had difficulty if practicing what he
preached, being a man ahead of his time? His final
chapter of the Book of Pleasure contains these
purity

(of self-love) — but I dare not claim its service!

words:  “I ... am impervious  In
I am in eternal want of realisation ... An opin-
ionist, I fear to advocate an argument, or compro-
mise myself by believing my own doctrines as such
..J and so on.

The Austin Spare described by Kenneth
Grant in his Images and Oracles sounds much more
like a tribal shaman than a zen master. Some
people have asked “which is the true Spare? Grant
acmall}f knew Spare in his later years, so it is rea-
sonable to assume that Spare was as he describes
at that time, and we hear of Spare co-operating
with ritual magicians, using such elaborations as
an ‘earthenware virgin’ for sex magic, and mut-
tering incantations as part of his procedure — ele-
ments which play no part in the system as
described in the Book of Pleasure.

So do we conclude that he was a changed

That he

man? had degenerated (or even

advanced?) from the pure system he described to a
form of shamanistic sorcery? Personally I prefer to
accept Grant’s overall view of him as a master
shaman, and believe that through his innate skills
he obtained an early vision of a new system of
magic, a magic for the coming age. Rather than
debating as to which was the true Spare, we
should therefore look to him as a prophet rather
than a perfect practitioner of his own system, and
we should instead concentrate on developing the
technology of that system for ourselves and for
future generations. Is this not basically what the
new school of magic known as ‘chaos magic’ is all
about?

If 1904 was indeed a revolutionary year, it is
reasonable to ask il there are any astrological
phenomena to support this. The most obvious one
to strike me is the entry of Uranus {planet of
upheaval) into Capricorn (sign of structures).

Once before since its discovery Uranus had
cntered Capricorn, in about 1820. This was the
Oersted demonstrated the link
a revelation

ycar when
between clectricity and magnetism -
which was to have a profound effect on conven-
tional ideas of physical reality.

Although I'm not aware of any great occult
crisis at that time, James Webb (in The Flight from
Reason) did choose 1820 to mark the beginning of
what he called ‘the Age of the Irrational! I suspect
that the new electromagnetic theories of the time
inspired the ‘etheric’ occult terminology ot the
last century, just as Einstein’s theories inspire the
occultists of this century to talk of ‘other dimen-
sions! But if the entry of Uranus into Capricorn
was less significent in 1820 it could mean we are
looking at a minor cycle which had exaggerated
impact in 1904 because of an impending Aquarian
age, or the transition to Crowley’s ‘Aeon of Horus’?

Anyway, in late 1987 we are now at the end
of the final or ‘twelfth house’ phase of this Uranus
in Capricorn cycle, making it a very suitable time
for a major exhibition and re-evaluation of Spare’s
work before Uranus enters Capricnrn again next
February.

Is the convention of the age once more
reaching its limit? And will 1988 be as fruittul as
1904 was’?

LIONEL SNELL, 1987
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