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JOHN DEE AS A CULTURAL HERO

John Dee, ‘Queen Elizabeth’s conjuror’, as a recent biography has called him, has attracted considerable attention during the twentieth and twenty-first centuries among intellectual historians of the English Renaissance, including historians of science. During the last two decades especially there has been a steady flow of publications.
 Dee has also featured in a growing body of literary and popular fiction, films, plays, multimedia performances, graphic novels, and operas. The present paper reviews a range of this material and demonstrates that, particularly since the 1960s, the figure of Dee has performed a number of different cultural functions, sometimes appearing more as vulnerable human being than magus, but appealing particularly to those artists who, like Derek Jarman, see him as epitomising a dream of transformative and visionary power with close analogies to the way the creative imagination itself works.
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Early Cultural Representations of John Dee

John Dee first appeared in literature during his own lifetime. Most modern editions of Christopher Marlowe’s Doctor Faustus or William Shakespeare’s The Tempest refer to the possibility, strongly argued by Frances Yates (1979), that Dee was one of the models for Faustus and Prospero. However, although he continued to be highly respected in scholarly circles both in England and on the Continent,
 Dee’s literary image could hardly be described as positive. Indeed, the tone was set by the first literary reference to him by name. This appears in Ben Jonson’s The Alchemist (1610), performed just one year after Dee’s death. In Act 2, the fraudster Subtle describes the shop-sign he has devised for Abel Drugger as follows:

SUBTLE  He first shall have a bell, that’s Abell; 

And by it standing one whose name is Dee, 

In a rug gown; There’s D and rug, that’s Drug: 

And right anenst him a dog snarling, ‘er’; 

There’s Drugger, Abel Drugger. That’s his sign.

And here’s now mystery and hieroglyphic!

FACE  Abel, thou art made. (Jonson: 2.6.19-25)

Besides the reference to the initial that is also his name, the phrase, ‘mystery and hieroglyphic’ would be understood as referring to the Doctor’s Monas hieroglyphica, that mysterious work of alchemy, occult philosophy, and speculation about the origin of language that provided Dee with international fame since its publication in 1564. But this Dee is neither the magus of The Tempest nor a Faust figure, but an advertising image; moreover, linked as he is here with Subtle, he becomes associated with fraud.

The transformation of Dee’s reputation was advanced a few years later by two publications adding to the association with fraud seen above. Dee was now considered someone who could easily be duped, or, alternatively, a sorcerer – a character picked up by writers of Romantic and fin-de-siècle fiction. The ‘literary Dee’ was famous for his spiritual diaries, the protocols of his long practised scrying sessions through which he intended to learn the language of Adam from the angels and thus be able to converse directly with God. In the 1650s his secret diaries fell into the possession of Sir Thomas Cotton (1594-1662), son of Sir Robert, the famous antiquarian. ‘[V]ery studious to purchase and procure such Records and Monuments as may advantage the truth of God’ (Casaubon: [26]), Cotton commissioned the Späthumanist Meric Casaubon to compile a manageable edition from the mass of manuscript material. In the lengthy preface to A True and Faithful Relation of What Passed between Doctor John Dee and Some Spirits... (1659), Casaubon presented Dee as a gullible person deceived by devils. 


In addition to the images of magus, fraudster and gull, a further dimension to Dee’s reputation had earlier been set in motion by John Weever’s massive Ancient Funerall Monuments (1631). In this Mannerist cultural history of customs and traditions relating to the dead, Weever told a horrifying story regarding Dee’s scryer (crystal-gazer, who actually saw the angels in the ball) and long-time associate, the alchemist Edward Kelly. Kelly, with a certain Paul Waring, was supposed to have violated sepulchres and called up the dead in a cemetery in order to extract information from them (Weever: 45-6). Although Weever’s anecdote did not mention Dee, the Casaubon publication subsequently conjoined the names of Dee and Kelly so inseparably in this context that by the late seventeenth century a well-known popular broadsheet established what became a longstanding tradition of ‘Dee and Kelly Raising the Dead’.


The influence of these publications on Dee’s fate as a cultural hero can be seen already in Margaret Cavendish’s The Blazing World (1668), published less than a decade after Casaubon’s True and Faithful Relation. Here, seeking the assistance of ‘Immaterial Spirits’ in order to return home from the parallel world in which she has found herself, Cavendish engages in her own ‘angelic conversation’ about Dee – only to find that the Spirits were all too familiar with the Dr Dee of Jonson, Weever and Casaubon: 

At last, after a great many conferences and particular intelligences, which the Spirits gave the Empress, to her great satisfaction and content; she enquired after the most famous Students, Writers, and Experimental Philosophers in that World, which they gave her a full relation of: amongst the rest she enquired, Whether there were none that had found out yet the Jews Cabbala? Several have endeavoured it, answered the Spirits, but those that came nearest (although themselves denied it) were one Dr. Dee, and one Edward Kelly, the one representing Moses, and the other Aaron; for Kelly was to Dr. Dee, as Aaron to Moses; but yet they proved at last but meer Cheats; and were described by one of their own Country-men, a famous Poet, named Ben. Johnson, in a Play call’d, The Alchymist, where he expressed Kelly by Capt. Face, and Dee by Dr. Subtle. (Cavendish, 1668: 66-7 – emphasis added)


In the same vein, one of the most popular satires of the seventeenth and eighteenth centuries, Samuel Butler’s Hudibras (first published in its entirety in 1684) also presented a less than positive image of the famous Doctor. The main anti-hero, Sir Hudibras, a knight-errant, decides to consult an astrologer, Sidrophel, who not only resembles Dee, but is also well-versed in the works of the English magus:

He had been long t'wards Mathematicks, 

Opticks, Philosophy, and Staticks, 

Magick, Horoscopy, Astrology, 

And was old Dog at Physiology ... 

So cut, so color'd, and so curl'd, 

As those are, in th' Inferior World, 

H'had read Dee's Prefaces before 

The Dev'l, and Euclide o'er and o'er. 

And all th' Intrigues, ‘twixt him and Kelly, 

Lescus, and th' Emperor, would not tell ye. (Butler, 1684: 387-8)

The reference to Dee was glossed in great detail in the 1744 edition by the editor, a certain Zachary Grey. Grey’s detailed notes (Butler, 1744: 176-8) were filled with historical and philological blunders. Nevertheless, his sensationalist intimations about Dee’s use of the shew-stone (the crystal ball) and his adventures on the Continent emphasised the necromancer image and could well have contributed to Horace Walpole’s fascination with the English magus. In particular, among the paraphernalia from the Middle Ages or belonging to mysterious magical practices Walpole collected at Strawberry Hill were a black obsidian mirror  (a shining object, used as an alternative to  the shew-stone), probably of Mexican origin, which was believed to have belonged to Dee. Walpole described the item as follows: ‘Among other odd things [the Lord Frederick Campbell] produced a round piece of shining black marble in leathern case, as big as the crown of a hat, and asked me what that could possibly be; I screamed out, “Oh, Lord, I am the only man in England that can tell you! it is Dr. Dee’s black stone” ’ (Tait, 1967: 200). In 1842, the item was put up at the Strawberry Hill sale with the following description: ‘A singularly interesting and curious relic of the superstitions of our ancestors – the speculum of kennel coal, highly polished, in a leathern case. It is remarkable for having been used to deceive the mob, by the celebrated Dr. Dee, the conjuror, in the reign of Queen Elizabeth’ (Tait: 200).


While Dee’s reputation remained associated with (self-)deception in England, in Germany and East-Central Europe during the seventeenth and eighteenth centuries, he and Kelly gained legendary status.
 One example of this is the eighteenth-century account by a Hungarian medical historian, Stephanus Weszprémi:

[In 1584] Laski invited Kelly and Dee to Hungary, who were pleased to accept the offer, especially Dee who had already practised his craft of alchemy in Hungary earlier in 1563 for a long time and to the great admiration of a number of people ... The chemical college was opened in Laski’s castle in 1584 where the landlord received a thorough instruction in the chemical arts and he tortured the mineral world day and night with fire ... (Weszprémi, 1960: 186-7, our translation from the Latin)


To  sum up: in early modern Europe the reception of Dee produced a double image: on the one hand he was still remembered as a great scientist and mathematician, on the other, however, he grew into a legendary and/or anecdotal figure whose characteristics bore less and less resemblance to the historical original. This English version of the legendary, or literary Dee was seemingly damaged by the publication of the spiritual diaries, whereas in other parts of Europe he was admired as a great magus.


The two images that came to be associated with this figure – one combining deception or gullibility, the other relating to the transformative capacities of alchemic experimentation – arguably encompass the conflicting approaches to the occult as a whole in British culture. As historical interest in Dee grew during the nineteenth and twentieth centuries, the first gave way to the latter, and the Doctor reappeared in a more positive light in both popular culture and experimental literary fiction. 


The publication of Dee’s  private diaries
 and other related materials, such as the newly available Elizabethan state papers, was of great value to historians at the same time as it further fuelled the imagination of Occultists like Francis Barrett (fl. 1780–1814), the members of the Golden Dawn, and Aleister Crowley (1875-1947),  raised Dee’s public profile, especially when after 1900 Crowley founded his own ‘Enochian magick’ using Dee’s angelic conversations as models (DuQuette 2003). Charlotte Fell Smith produced a relatively accurate but novelistically coloured monograph in 1909; while a more sensationalist account was produced by Richard Deacon in 1968 – the latter being responsible for the notion that Dee was Queen Elizabeth’s secret agent.
 On the other hand, Frances Yates’s enthusiastic but scholarly works sought to establish Dee’s reputation as a major and paradigmatic Renaissance hero. More recently, Michael Wilding’s Raising Spirits, Making Gold and Swapping Wives: The True Adventures of Dr John Dee and Sir Edward Kelly (1999), which focuses on Dee’s travels in Central Europe, has helped to give popular access to material from Dee’s diaries. As a result of these various developments, and against the backdrop of a flourishing academic Dee industry,
 the Doctor has emerged as a frequently recurring character in contemporary historical metafiction, much of which touches upon themes of the esoteric. He has also appeared in a range of other artistic media since 1970, including popular novels, films, plays, graphic novels, and operas. We now turn to some of the more significant of these texts to explore the attraction this Renaissance man exercises for the (post)modern imagination.

From a Modern to a Postmodern Hero

The first important modern novel featuring Dee and exploiting the 1659 Casaubon edition of his diaries was The Angel of the West Window, published in 1927 by the Prague-based Austrian-German writer, Gustav Meyrink (best known for his other, also esoterically informed novel, The Golem (1915)). The Angel of the West Window anticipates a number of the characteristic features of the later postmodern metafiction, most importantly the association of Dee with parallel narratives unfolding in two parallel planes of time, the Renaissance, and the present. The two time lines become mystically connected, and in the end conflated. Dream and reality, psychological delusion and mystical truth are dauntingly and ambiguously intertwined and in Meyrink’s interpretation the two traditional images of Dee – the necromancer and the magus – are synthesised.


The main character of The Angel of the West Window, Baron Muller, is a late descendant of John Dee, now living in Central Europe. While studying and translating his ancestor’s spiritual diaries, he finds himself re-living the Doctor’s whole life in an increasingly psychotic trance. The fictitious story of Dee – based on historical facts but at the same time radically altered – is amalgamated with that of Baron Muller, who is connected to his ancestor’s world not only through family ties but through a system of reincarnations. In this there are two types of creatures: those who are born again but do not remember their former lives and those who are eternal, bringing their accumulating consciousness from body to body. Muller belongs to the first category but, by the end of the novel, is gradually transmuted into the second. At the heart of the novel is a Gothic and Freudian fascination with the figure of ‘the double’.


This 'double' features very powerfully in Peter Ackroyd’s postmodern novel, The House of Doctor Dee (1993), which is one of the strangest contemporary works with an occultist bent.
 Although rich in historical detail, and advertising its familiarity with relevant works of intellectual history available at the time of writing (Peter French, Yates, Nicholas Clulee), Ackroyd’s many anomalies and anachronisms destabilise the strict scientific record, as the author refigures the historical Dee to his own present purposes. Thus, for example, John Dee does not live in his historical Mortlake and he is less a theosophist than a researcher of the homunculus (that is, the artificial creation of human beings, a concept developed by the German Renaissance doctor-magician, Paracelsus). According to historical evidence this was not something that interested Dee. In keeping with Ackroyd’s fascination with the city that he interprets as a supernatural, living organism, it is the house, it would appear, that is the transformative agent, rather than the alchemist. That is to say, it is the house that performs the transition between worlds and imaginations.


The plot structure is familiar: a contemporary storyline is complemented by a sixteenth-century chain of events. Both plots are narrated in the first person, one by Dee himself, the other by 29-year-old Matthew Palmer, who inherits a strange old house in London’s Clerkenwell district. He is lonely, his life is empty of love and he hardly remembers anything from his childhood. As soon as he occupies the house, his life changes. He becomes psychologically unstable: he sees visions, hears voices, and encounters strange characters; nevertheless, until the final chapters Ackroyd maintains an atmosphere of uncertainty about these happenings. As the other plot unfolds, these apparitions become more and more of a reality, and the reader gains the impression that a passage has opened between the two time frames.


It turns out that Dee had lived in the same house, where he had conducted his experiments with alchemy, angelic conversations, and the Faustian/Frankensteinian project of the homunculus. According to Ackroyd’s fiction, a homunculus ‘can be taught like any other child; it will grow and prosper with all its intellect and faculties, until its thirtieth year when it will fall asleep and return to its first unformed state. One of the generation of the Inspirati must then cherish it, and place it again within glass, so that this secret and wonderful being may grow once again and walk upon the world. If you speak to it the sacred words it will prophesy about future events most cunningly, but its chief glory is that with proper care and reverence it will be constantly regenerated and so live forever’ (123). Slowly Matthew regains some of his memories, and from other pieces of evidence – for example he learns from his mother that he was a foundling – he realises that he is the homunculus, made by Dee, and retrieved by his father. As is known from Hawksmoor (1985) and his other gothic novels, Ackroyd is deeply concerned with the nature of time and thinks that particular places (just like postmodern historiographical metafiction) can open time channels through which past and present can become curiously conflated. This is what happens in this work, too: because of the significance of the space – it is the same house where Dee had lived and where Matthew has been staying since the sixteenth century as a homunculus – their lives can connect with each other through the time-continuum. The house, Clerkenwell, and London itself are, in the end, more important characters than the Doctor, and the novel could be said to anticipate in some respects Iain Sinclair’s work of occultist psychogeography, Lights Out for the Territory: 9 Excursions in the Secret History of London (1997), which has numerous references to Dee. 


Dee’s interest for writers of postmodern fiction does not rely on a commitment to magical and holistic thinking of the kind which we see, however ambiguously, in Meyrink and Ackroyd. Umberto Eco’s satire of systems of Western occultism and secret societies, Foucault’s Pendulum (1987), for example, gives Dee a minor, but important role. As one would expect, the work operates with an intricate system of multiple plots and planes of time. The primary storyline involves three editors of the distinguished but eccentric publishing house, Garamond, who, after reading a crackpot manuscript, concoct a fictional conspiracy whereby the Templars were not completely destroyed in the early fourteenth century but reorganised themselves as a secret society and forged a Plan to take over the world. They set up a schedule of meetings every 120 years organised by different secret groups: Portugal (1344), England (1464), France (1584), Germany (1704), Bulgaria (1824), Jerusalem (1944). 


Although he only appears in one episode, John Dee’s importance is both functional and metafictional. According to the metahistorical fiction – the fiction of the editors within the fiction of the novel – Dee was supposed to take secret documents from England to France in 1584. He missed the meeting, however, thereby disturbing the Plan for ever. In this, we should note, Dee himself was a victim of the non-coincidence of parallel planes of time: it was the calendar difference between the Isles and the Continent that made him miss the plot (as it were):

So you see what happened. France abolished ten days at the end of 1583, and by June 1584 the French were all accustomed to it. But when it was June 23, 1584, in France, in England it was still June 13, and ask yourself, whether a good Englishman, Templar though he may have been, would have taken this into account. They drive on the left even today, and ignored the decimal system for ages ... So then, the English show up at the Refuge on what for them is June 23, except that for the French it’s already July 3 ... The two grand masters have missed each other. (Eco, 1989: 399)

This, of course, is in fictional metahistorical time. In another narrative dimension – that of the historical record – in 1584 Dee was already in Poland. The final irony is that the Doctor was highly familiar with the problems of the calendar since he had himself earlier elaborated a proposal for the Queen how to adopt Gregorian time-keeping in Britain.
 Eco inverts this historical sequence to make his point:

Toward 1584, John Dee, mage and cabalist, astrologer to the queen of England, was assigned to study the reform of the Julian calendar ... Dee, the grand master of the English group that suffered the failure of the missed appointment, wants to discover what happened, where the error lay. Since he is also a good astronomer, he slaps himself on the brow and says: ‘What an idiot I was!’ He starts studying the Gregorian reform, but he realizes it’s too late. He doesn’t know whom to get in touch with in France. He has contacts, however, in the Mitteleuropäische area. The Prague of Rudolf II is one big alchemist laboratory; so Dee goes to Prague ... (Eco, 1989: 399-400)

In short, Dee, the expert on time, caught up in temporal fictions between parallel chronologies, misses his time. 


The complex metafictional and metahistorical potency offered by the figure and traditions of John Dee also feature in the Ægypt tetralogy written, over a period of twenty years, by the American novelist, John Crowley: (The Solitudes (originally published as Ægypt in 1987); Love and Sleep (1995);  Daemonomania (2000) and Endless Things – A Part of Ægypt (2007). The novels have been compared to an ars memoriae building in which the main character, Pierce Moffett,  stores his personal and cultural memories, inviting the reader to visit the endless and intricate labyrinth of its rooms and passages.
 Moffett, abandoned by his father, brought up in rural Kentucky and Indiana, and struggling vainly for a settled life and love in New York, is a professor of history who has a growing conviction that history is not simply the one we are familiar with. The more he reads Frances Yates and other scholars of the esoteric-hermetic tradition, the more he is convinced that there must be an alternative, phantom history he calls ‘Ægypt’: 

Once the world was not as it has since become. Once it worked in a way different from the way it works now: its very flesh and bones, the physical laws that governed it, were ever so slightly different from the ones we know. It had a different history, too, from the history we know the world to have had, a history that implied a different future from the one that has actually come to be, our present. (Crowley, 1995: 9-10)

A publisher becomes interested in this idea and offers a contract for a book – just at the point when Moffett decides to abandon his career as a professor of history. He moves to a small town in upstate New York, rents a decrepit house and starts working on his book. Encountering small-town life and its rural community brings a number of surprises, chief among them being his acquaintance with the literary bequest of a recently deceased historical novelist, Fellowes Kraft. Pierce receives a commission from the Kraft estate to tidy up his remaining papers, among which he finds an unfinished novel, called, precisely, Ægypt.


From now on the experiences of Moffett and Kraft become ominously entangled with the fictions of Kraft and the scholarly readings of Pierce. Moffett starts studying Kraft’s literary heroes, who are at the same time historical characters: Giordano Bruno (one of the practitioners of the ars memoriae) and John Dee (the researcher of alternative history through the angelic conversations). The volumes of Ægypt thus become a labyrinth of metafiction. The reader navigates among texts supposed to have been written by Kraft and then revised by Moffett, who is trying to complete Kraft’s unfinished novel. At some points, quite naturally, we are also reminded that the whole discourse is created by Crowley, the author of the tetralogy. An important climax occurs towards the end of the first volume when we read a Kraft-text, which appears to be paraphrasing John Dee’s spiritual diaries. Here we encounter a cryptic sentence which seems to have come from one of the angels of the True and Faithful Relation: ‘IF EVER SOM POWR WITH 3 WISHES TO GRANT ...’ These are in fact the starting words of  the first chapter of the novel, spoken there by an impersonal third-person narrator: ‘If ever some power with three wishes to grant were to appear before Pierce Moffett, he or she or it would find him not entirely unprepared, but not entirely ready either’ (Crowley, 1987: 17). This authorial device encapsulates all the problematics of the modern reception of Dee demonstrated above in other novels: philosophising on the paradoxical perception of time, the conflation of past and present, the relation of history and story, the possibility of alternative worlds and histories – and the vexing question as to whether there is a hidden hand which pulls all the strings.

Aegypt is one of the most complex modern novels to feature John Dee in a key role, however numerous other novels, often aimed at a mass market, deserve at least a brief mention in this survey. These include Dorothy Dunnett, The Ringed Castle (1971), the fifth volume in her ‘Lymond Chronicles’ about the sixteenth-century soldier Francis Crawford of Lymond; Michael Moorcock, Gloriana, or The Unfulfill’d Queen (1978), in which Dee is the only historical character to be transplanted directly into this Spenserian re-imagining of the Elizabethan court; Simon Rees, The Devil’s Looking Glass (1985), an academic thriller involving Dee’s obsidian mirror mentioned above in connection with Horace Walpole; Michael Scott Rohan, Maxie’s Demon (1997), part of his ‘Spiral Universe’ sequence; Phil Rickman, The Bones of Avalon (2010), in which Dee is sent by William Cecil on a quest to Glastonbury with the aim of recovering the lost bones of King Arthur and lifting a curse on the Tudors; and Michael Scott’s series of novels for ‘Young Adults’, ‘The Secrets of the Immortal Nicholas Flamel’, which are set in a fantastical version of the present in which Dee (rather absurdly) plays the role of the evil opponent of the medieval alchemist Nicholas Flamel who has discovered the secret of longevity.
 Considered collectively, they demonstrate that from the early 1970s onwards Dee has become one of the stock figures, like Sir Walter Raleigh or Sir Francis Drake, whom a popular novelist will use to represent the Elizabethan period, whether or not there is any specific interest in his occult activities, and has also become a convenient, because immediately recognisable, reference point and catalyst for any fantasy which seeks to mix together the past and the present, the magical and the real.   

It was also in the early 1970s, a critical moment in the cultural history of John Dee, that he first began to appear in popular television and film representations of the Elizabethan period which gestured towards historical ‘realism’. In episode 4 of the 1971 BBC television series Elizabeth R, he and Kelly are shown in private audience with the Queen and Dee  interprets Kelly’s ambiguous vision of a mutilated man as a prophecy of the impending ‘death of some great personage’. The meaning of the vision is shortly confirmed by the exposure of the Babington plot, the death of Mary Queen of Scots, and the evisceration of Babington for treason. Dee also appears as a character in Shekhar Kapur’s Elizabeth: The Golden Age (2007), the middle film in his projected trilogy which began with Elizabeth (1998). It would have been inconceivable in the 1940s or 50s for a film about the Armada years to leave out William Cecil but include Dee. However, in this film, Kapur elides Cecil’s role with that of Francis Walsingham and twice shows Dee in private, candle-lit audience with the Queen at his house in Mortlake, once on the eve of the Babington plot and again on the eve of the Armada. As in Elizabeth R, he is immediately identifiable by the cap, beard, white ruff, and dark gown which feature in the sixteenth-century portrait held by the Ashmolean Museum. However, the emphasis shifts from his ability to predict the future (‘I am no prophet’) to his reading of Elizabeth’s character, as he detects both strength and fear in her face. In both the television episode and the film the associations that made Dee a figure of suspicion or mockery are abandoned; he is clearly trusted by Elizabeth and, in the latter, a deep bond of affection is also evident. There is no hint of any rationalist mockery of him, as there is of the ‘Dr Moth’ whom Shakespeare consults in Shakespeare in Love (1999). This character is described in the published script as an ‘apothecary, alchemist, astrologer, seer, interpreter of dreams, and priest of psyche’ (Norman and Stoppard: 9) and, as the last phrases suggest, is also a joke version of a psychoanalyst.
 

Two rather more complex attempts to engage sympathetically but critically with Dee’s magical aspirations are the opera Angel Magick (1997) by John Harle and the play The Alchemical Wedding (1998) by Stephen Lowe. Harle’s opera, with a libretto by David Pountney), was commissioned by the BBC for the 1998 Proms Season and is divided into seven symbolically significant parts, each one given the name of an appropriate Planet and Angel. It reaches a climax in the ‘Covenant’ made between Dee and his assistant when the spirit guides accessed by Kelly through the crystal ball (or ‘shew-stone’) proposed that they swap wives. A disenchanted Dee subsequently dismisses Kelly and expresses his decision to turn away from celestial delusions by naming the final Planet ‘Earth’ and its Angel ‘Man’. Unusually (though not without precedent), Dee has a non-singing part, despite being the opera’s central character, something which serves to ground him more firmly in ‘the very world, which is the world / Of all of us, – the place where, in the end, / We find our happiness, or not at all’ (Wordsworth, 1936: XI, 142-4).
  

 
The painful descent from the celestial to the human level (quite different from the games played with the occult in postmodernist metafictions) is also seen in Stephen Lowe’s play The Alchemical Wedding, first performed at the Salisbury Playhouse in May 1998. The Alchemical Wedding is set in 1586-7 in the Bohemian castle of Trebona during the period when Dee and Kelly were pursuing their alchemical experiments as guests of the Bohemian magnate, Vilém Rozmberk. Like Harle’s opera, the play is centrally concerned with the agreement between Dee and Kelly to exchange wives and its human consequences. Lowe had, in the late 1960s and early 1970s, carried out postgraduate research on the Order of the Golden Dawn and its influence on twentieth-century art and, in parallel, had himself ‘practiced ritual magic, attempting to reach the highest state of human consciousness’ (Lowe, 2004: 2). So he writes in a way which is both scholarly and sympathetic to the grandiose ambitions of Dee. According to Lowe’s Dee, alchemy ‘will transform the death-like consciousness of man into the divine – and through its flame, the wasteland will be watered and Jerusalem Regained . . . the only hope lies in new thought, new vision that will pierce through the dark of night, like shimmering gold. We must become as Gods in our consciousness’ (Lowe, 1997: 4, 19). In the play, this intoxicating vision blinds Dee to the fact that his wife has for years felt neglected by him and that she and Kelly have developed sexual feelings for each other. At one level, the ‘Covenant’ which the angels, and Christ himself, demanded between Dee, Kelly, Jane, and Joan, is nothing more than a trick by Kelly to have sex with Jane Dee. At another level, it is a way of investigating and expressing the complicated tangle of motives which drive all four characters, all of whom – even Kelly – are presented very sympathetically. The barren Joan’s desperate need for a child, the unhappy Jane’s attempt to remain faithful to a husband who neglects her, the painful self-division of Kelly whose trickery first sets up the possibility of the ‘Covenant’ but who then tries to resist it on conventional moral and religious grounds – all these are given as much weight as ‘the Holy Quest’ on which Dee has set his heart.  

In the end, it is the human level which most concerns Lowe and, in those terms, Dee is initially found wanting: ‘And you see nothing. Never did, and never will’, Kelly tells him (57). By the end of the play, however, he has renounced his dream of absolute knowledge and accepted his wife and the love-child she has conceived with Kelly: ‘I surrender all deceit of knowledge, all desire for power. I want no more fool’s gold, no more false powder. Look at me, my love. I can no more translate the play. Each must read in their own fashion. Love is what it is. I accept yours as well as my own’ (68). A brief epilogue then shows Dee talking about this child. Born from an ‘alchemical wedding’ of four people, he is neither the Messiah, as Dee had once hoped, nor the Anti-Christ (the spawn of that ‘devil’ Kelly), but simply a child, whom they have christened Theodore, the lover of God. He is the only gold ever to have been produced by the experiments with alchemy and angel magic. Lowe has used the wife-swapping episode to move away from the dreams of knowledge and power which are normally so central to the myth of the ‘magus’ in order to celebrate instead the simple generosity of spirit necessary to make any human relationships work, particularly the kind of ‘open’ marriage with which some late twentieth-century couples experimented and which Dee could be interpreted as anticipating.
  

Many of the previous ideas discussed in connection with the cultural representation of John Dee, such as the relationship between the present and the past or that between art, magic and the world, can be found in some of the films of Derek Jarman, particularly in his bold interweaving of parallel Elizabethan worlds, Jubilee (1977).
 Like Harle and Lowe, Jarman also tried to express the simultaneous power and vulnerability of the magus/artist, though the sexual side of Dee’s cultural reputation did not interest him at all, having no connection to the long and often forgotten history of homosexual artists and thinkers which he wished to reconstruct.   

Dr. Dee and Derek Jarman: An Art of Mirrors

Jarman’s interest in Dee was part of a more general fascination with the art and thought of the Renaissance (six of his eleven feature-length films have a connection with the Renaissance) and a sustained creative engagement with occult philosophical ideas and images, particularly those related to alchemy.
 He came to this material initially through the psychological interpretations of the occult developed by C. G. Jung (Jarman 1995: 75) and Jarman’s varied artistic output (which includes paintings, autobiographical writings, and garden designs, as well as films) can be seen as part of a quest to achieve and express the ‘unity of being’ which Jung saw as the goal of individuation. 

Jarman’s relationship to Dee could be described as a strong form of self-identification and its first concrete manifestation was a series of draft film scripts he wrote in the mid-1970s entitled Dr. Dee – The Art of Mirrors and the Angelic Conversations. These consist mainly of a three-way dialogue between Dee, Elizabeth I, and the angel Ariel (Jarman’s Shakespearean amendment of ‘Uriel’, one of the angels actually named in Dee’s diaries). Dee was to appear in a ‘Black Titianesque gown with white ruff, black small skull cap and long white pointed beard’, very much as in the Ashmolean portrait, and the script ends with Elizabeth and Dee walking along a beach in search of ‘the still point of the world / that gateway which man seeks’ which is both ‘everywhere and no where’.

The Dee film was never made but much of the material appeared in other films. Despite its title, The Angelic Conversation (1985) has relatively little connection with the Dee material, apart from a frequent recourse to crystals to suggest access to a higher plane of existence. However, Jarman’s adaptation of Shakespeare’s The Tempest (1979) was shaped from the very beginning by Frances Yates’s contention that Dee was a possible model for Prospero. Jarman’s short list of research material includes ‘Any book on John Dee’
 and in an unpublished section of what was to become Kicking the Pricks he wrote:  

I was interested in Dee, I discovered that he had been at the intellectual centre of Elizabethan London. After that I started to make connections, he probably met Giordano Bruno. Shakespeare must have heard of him even if he didn’t actually meet him, maybe Prospero was modelled on him. This gave me a lead into The Tempest, my interpretation of The Tempest came about through Jung and Dee. The basis of the sympathetic magic in The Tempest was Dee.

The press kit for the film featured Dee’s hieroglyphic monad on the front cover, with Heathcote Williams, the actor playing Prospero, in the centre of the circle. In keeping with Jarman’s arguable self-identification with Dee, Prospero appears in the film as a man about the director’s own age rather than the venerable, bearded figure which the link with Dee might suggest. The simplified form of the monad which tops Prospero’s staff contains a ‘glass’ which could function as either a mirror or a lens. This is an ambiguity which is central to all of Jarman’s films, since mirrors can either blind the viewer and become a narcissistic trap or, like Dee’s obsidian mirror and his scrying glass, act as gateways to another, higher, existence, or alternatively as portals, like Ackroyd’s Clerkenwell house or, indeed, the lens of the camera itself, through which past and present can meet and merge. The link made by Jarman’s Tempest between Prospero, Dee, and the film-maker himself rests on a broadly sympathetic representation of the protagonist as a psychologically troubled white magician which was not unusual in critical readings of the 1950s, 60s, and 70s. By contrast, Jarman’s exploitation of Dee in his earlier film Jubilee (1978) is wholly original.


In Jubilee, Jarman uses characters and speeches from the Dr. Dee scripts to frame the punk culture of 1977, the year of Elizabeth II’s Silver Jubilee. This frame serves to establish a critical distance from a world in which he was himself an ambivalent participant. Jarman’s film is both part of the sceptical punk response to the official celebrations of the monarchy and a sceptical response to punk itself, with Dee opening up a passage between the worlds of the two Elizabeths. The film’s representation of a violent subculture arising from a broken society is a prophetic vision which, through the medium of the angel Ariel, John Dee reveals to Elizabeth I at his house in Mortlake in 1597. Ariel takes the place of the figure of Kelly as the channel of the angelic communication, and the shew-stone is supplemented by a flashing mirror worn by the angel. Dee has the beard, gown and cap which one would expect but looks much younger than the 70 he would have been in 1597 and wears a white cap rather than a black one, underlining, along with his white staff, that his summoning procedures have no relation to black magic. 


Nothwithstanding its subversive energies, Jarman’s film rejects the traditional image of Dee as charlatan or fool and avoids mocking its sixteenth-century characters in the way it treats the many twentieth-century targets it picks out. As Steve Dillon (2004: 77) puts it: ‘In costume and speech, Queen Elizabeth and John Dee stand potentially at the edge of parody and comedy, but the film somewhat surprisingly wants us to appreciate them as figures of tragic and even aristocratic dignity.’ The primary effect is one of a stark contrast between an idealised Elizabethan past and the urban wasteland of the present, birdsong set against machine-gun fire, the crystal glass and flashing mirror which promise to reveal everything against the mirrored dark glasses worn in 1977 which deliberately reveal nothing. This contrast between past and present is complicated from the beginning by the presence in the Elizabethan world of a punk icon, Malcolm McLaren’s friend Helen Wallington-Lloyd, as Elizabeth’s dwarf serving-woman. When Elizabeth and Dee enter the world of 1977 and begin to interact with it, this figure steals a pair of dark glasses from a corpse (which is in fact the corpse of Elizabeth II) and begins to wear them, while peering myopically at a crystalline jewel which has fallen from the royal crown: the boundary between the two worlds becomes blurred as the lenses through which they are viewed become interchanged.


Although Dee and Ariel have provided the first Elizabeth with a vision of the future, and even transported her there, they cannot in the end give her the knowledge she seeks. Confronted with the corpse of the murdered transvestite singer Lounge Lizard, she asks plaintively ‘Spirit Ariel, we would have knowledge of God’ and is told to ‘gaze deep into the crystal’. Nothing she sees there seems to be of any help, however, and she asks again, ‘Where is God? Is God dead?’, to which there is no reply.
 The emptiness and desolation at the heart of the film is transformed into a gentle melancholy in its final scene, which recreates the ending of the Dr. Dee scripts by showing Elizabeth and Dee walking along the seashore as light begins to fade. The date for the Elizabethan framing scenes had been given as 1577 in earlier versions of the Jubilee script but through changing it to 1597, by which point Elizabeth was in her sixties and Dee in his seventies, Jarman was able to express something of his nostalgia for the lost Elizabethan age through the regrets of Elizabeth and Dee for their own vanished youth. 


John Dee is crucial to Jarman’s film but he is not, finally, its centre. Notwithstanding Jarman’s interest in Dee and occultism, the magus’s crystal ball cannot offer the kind of knowledge which would redeem or transform a brutal and chaotic world. It can, however, prefigure a new kind of art, the art of film, which Jarman called a ‘wedding of light and matter – an alchemical conjunction’ (Jarman, 1984: 188). He saw this ‘art of mirrors’ (the title of his own favourite among his super-8 films) in direct descent from the optical and alchemical experiments through which Dee had tried to attain a higher wisdom. Although such experiments have traditionally been labeled ‘occult’, their goal was an opening up and unveiling of the world as it truly is, the same goal that a poetic film-maker like Jarman would have set for himself: ‘It is through transparency that the world is discovered. The camera lens’ (Jarman, 1993: 64). ‘Invisible worlds [are] brought into focus’ (66).

The Why and the How

There is no single or simple explanation why novelists and artists in other media have shown an increased interest in John Dee during the twentieth and twenty-first centuries.  Scholars like Frances Yates and Peter French played an important part in making esoteric ideas available to a wider readership but much depends on the degree of emotional and imaginative (or, in some cases, even literal and ritualistic) commitment to an occult-magical world view possessed by the individual artist. At one extreme, then, as we saw from his use in popular Elizabethan TV drama and film, Dee is simply a moderately well-known character who can add some period colouring. At the other extreme, he can embody a dream of occult knowledge and power which can be as challenging and fascinating to modern readers and audiences as those of Faustus and Prospero. 

However, there may be a broader reason for Dee’s recent popularity. His turning away from mathematics towards alchemy and angel magic in the 1570s can be seen as anticipating the rejection of the Enlightenment which began with Blake and which was a particular characteristic of the counter-culture of the 1960s and early 1970s. As the director of The Alchemical Dream – Rebirth of the Great Work (2008), Terence McKenna, put it: ‘the house of constipated reason must be infiltrated by art, by dream, by vision’.
 In this highly personal dramatised documentary on Frederick V of Bohemia, McKenna not only provided the script and narration but played the part of John Dee himself. Following Yates’s (1972: 30-41) suggestion, the author-narrator-actor regarded Dee as the precursor of Frederick’s grandiose alchemical ambitions. Despite the crushing of the King’s hopes at the Battle of the White Mountain in 1620, McKenna’s film argues for an unbroken thread stretching from Dee through William Blake and other visionaries to the drug-fuelled, consciousness-raising experiments of the 1960s and the practices of modern shamans.  

As Blake’s own poetry proclaims, behind the rejection of analytic reason is often a holistic visionary dream of the essential unity of all things – spirit and matter, male and female, man and God. This dream is emblematised by Dee’s hieroglyphic monad, which is also a dream of psychological unity and wholeness – in Jung’s terminology, the achievement of an individuated Self. Indeed, Jung quotes from the Monas hieroglyphica several times in his published works and an interest in Jung’s psychology, as Jarman shows, is one of the routes by which a modern writer or artist might come to be fascinated by Dee. 


Although Dee himself was a highly pious, devout Christian, whose esoteric philosophy and experiments were intended to bring him closer to his Creator, he has sometimes been cast in a counter-cultural role not unlike that of ‘the Great Beast’ and libertine Aleister Crowley, who was inspirational for the American underground film-maker Kenneth Anger (1927-). Although Derek Jarman, for one, was very clear about the distinction between Dee’s white magic and Crowley’s more sinister practices (Jarman, 1984: 190), it is sometimes difficult to separate out the different strands of Dee’s influence on contemporary culture. The avant-garde band Throbbing Gristle, one of whose concerts was filmed by Jarman, used Dee’s Enochian language, the language of the ‘angelic conversations’, in their taboo-breaking stage performances, which also included deliberately discordant noise, sexual displays, and self-mutilation. According to the band, the point of the Enochian language was not just to increase the general level of provocation and transgression but to integrate the conscious and unconscious mental levels, a project which is perhaps not so very far from Dee’s own project of ‘exaltation’.

What is clear from the preceding survey of the varied artistic uses to which John Dee has been put is that all the many traditional and postmodern novels, films, and performances have not exhausted his creative potential. He has featured primarily as a prophet, magician, or participant in unusual marital arrangements, though often taken far more seriously in these roles than he was in the three hundred years after his death when he was normally seen as either a sinister ‘conjurer’ or a dupe. Deeply concerned with the transformational potential of alchemy, he has himself become endlessly transformable by others. The mathematician, expert on navigation, imperial geographer, desperately self-fashioning courtier, and owner of one of the greatest libraries in Europe, whose sixteenth-century reputation and importance have been painstakingly reconstructed by modern scholars, has become raw and mutable prima materia for others’ fantasies. Even those activities, such as the angel magic, which have been a fairly consistent source of inspiration to writers and artists, are sometimes interpreted in a radically different manner by today’s intellectual and cultural historians. Although the latter would normally reject a Jungian interpretation of an early modern phenomenon as ahistorical, the creators of Dee as a cultural hero continue to perceive the magus as the epitome of a dream of transformation with close analogies to the way the creative imagination itself operates. As Stephen Lowe points out (Lowe, 2004: 11), the constituents of ‘Image’ are ‘I, Mage’. 

Coda: Damon Albarn’s Opera Dr Dee

This essay had already been completed when a new opera composed by Damon Albarn (most famous for his work with the popular bands Blur and Gorillaz) and directed by Rufus Norris, had its premiere on July 1, 2011, at the Palace Theatre, Manchester. This ambitious piece, which will be restaged in 2012 as part of London’s Cultural Olympiad, narrates some of the key events of Dee’s life in the form of a series of spectacular and innovatively staged pageants accompanied by immensely varied music, using sixteenth-century instruments like the viola de gamba, theorbo, shawm, and dulcian, and including both African rhythms and more conventional operatic styles. 

Dee’s involvement with Edward Kelley (the spelling preferred by Albarn and Norris) is presented as a tragic, life-changing miscalculation and the wife-swapping covenant as something close to the rape of Jane Dee by Kelley, a sinister figure who sings in an eerily high-pitched countertenor. Much of the surrounding publicity and many of the (mainly favourable) reviews gave the impression that this was a highly personal and rather eccentric project rather than an exemplary instance of the increased importance of John Dee within contemporary culture. Dee was described in the Guardian as ‘a character from 400 years ago, who was barely known outside academic circles before this unusual platform’ (Simpson, 2011: 19). There was no reference to Jarman, Lowe, or Harle as important influences or analogues, yet the connections were certainly there. 

The subtitle of Dr Dee is An English Opera and Albarn and Norris follow Jarman in using Dee as a way of articulating an ‘alternative’ history of England and Englishness centred on a lost Elizabethan age in which science, religion, magic, and art were not necessarily separate and conflicting discourses. The relationship of this lost world to subsequent phases of English history is foregrounded from the beginning by a parade of social and historical figures who strut across the upper acting level before toppling backwards into oblivion. The referencing of Jubilee is implicit in the first of these figures, a young punk with a spectacular mohican haircut, and the final tone of the opera, as in Jarman’s film, is one of loss and melancholy. 

The tragic centrality given to the wife-swapping episode is a bitter variant of the stories told by Lowe and Harle rather than Jarman, and the blindfold worn by Dee during the scrying scenes suggests delusion rather than transformative powers. In choosing to make Dee a non-singing part, Albarn and Norris were repeating one of the most distinctive features of Harle’s opera but also laying themselves open to the criticism that there is a potential vacuum at the heart of their work. The actor playing Dee, Bertie Carvel, was in danger of being overshadowed by Albarn, the play’s musical commentator and narrator. When Albarn himself falls backwards into nothingness at the close of the opera, we may wonder whose ‘tragedy’ we have actually been watching.

It is clear from the above that some contemporary artists remain fascinated by John Dee to the point of self-identification. His turning away from science and mathematics towards magical practices in order to access different kinds of truth seems to them a close analogue for their own artistic endeavours. His human vulnerability and the sense of failure and melancholy which accompanied his final years speak equally strongly to them. In the end, it is the weaknesses as much as the powers of this magus which make him a ‘cultural hero’ for Albarn and Norris.  
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�   A list of the most important recent monographs include the following: Clulee, 1988; Sherman, 1994; Harkness, 1999; Håkansson, 2001; Szönyi, 2004; Clucas ed., 2006.





�   According to a count in EEBO, between 1578 and 1700, 51 works were published with references to Dee in various contexts. Among these, four literary mentions are negative, five out of the eight references to the angelic experiments are condemnatory with three apologetic, and among 31 explicit references to the scholar none criticises or ridicules his achievement.  





�   Compare the original and  its nineteenth-century romantic version, both popular on internet sites: the seventeenth-century copperplate was reproduced in Ebenezer Sibly's 1806  New and Complete Illustration of the Occult Sciences,  <� HYPERLINK http://en.wikipedia.org/wiki/Ebenezer_Sibly��http://en.wikipedia.org/wiki/Ebenezer_Sibly�>. The nineteenth-century version was published in Robert Cross Smith's he Astrologer of the Nineteenth Century (London, 1825), facing p. 229, <ttp://en.wikipedia.org/wiki/Robert_Cross_Smith, both accessed 10 July, 2011. 





�   The obsidian mirror, together with Dee's scrying balls, is now in the possession of the British Museum and can be seen at the special permanent exhibition, Enlightenment: Discovering the World in the Eighteenth Century.





�   See the chapter ‘Dee and the Interpretive Community’ in Szönyi (2004), especially 269-70. John Dee's reception in Germany has been the subject of several publications. Recently Peter Forshaw (2005) looked at a number of important and interesting seventeenth-century publications and his article may only be eclipsed by Joachim Telle's magisterial survey (2010).





�   Dee's Private Diaries were entries written in printed almanacs as opposed to the spiritual diaries or angelic conversations which were entirely handwritten volumes.





�   To be precise, the secret agent theory was not Deacon's invention. Already in the above-quoted 1744 Hudibras edition we read Zachary Grey's note: ‘Lilly saith, that he was Queen Elizabeth's intelligencer, and had a salary for his maintainance from the secretaries of state; That he was the most ambitious man living’ (Butler, 1744: 177). Richard Deacon was one of the pen names of Donald McCormick who, in his later biography of Ian Fleming, mentioned the possibility that the novelist may have taken James Bond’s number 007 from the cipher with which Dee signed his letters to Elizabeth I. Fleming had been introduced to the works of John Dee by Aleister Crowley (McCormick, 1993: 203).





�   See Yates, 1972 and 1979, French, 1972, Evans, 1973, and the more recent scholarly works mentioned in Note 1.





�   For more detailed analyses of Meyrink’s novel, see Smit, 1988; Podgurski, 1994; Lembert, 2002; and Szönyi, 2007.





�   See a more detailed treatment in Szönyi, 2006 and Szönyi, 2007.





�  See his  Playne Discourse ... concerning y needful reformation of ye vulgar kallender Oxford, Bodleian, MS Ashmole 1789, fols. 1-40. For comments on this, see Clulee, 1988: 178, 229. Dee delivered his proposal on February 26, 1583; see Roberts and Watson, 1990: 77.





�   Jed Hartman (senior fiction editor), ‘Books within Books: John Crowley's Aegypt, Strange Horizons25 March, 2002 <ttp://www.strangehorizons.com/2002/20020325/aegypt.shtml, access: 11 September 2009.





�   The novels are The Alchemyst (2007), The Magician (2008), The Sorceress (2009), The Necromancer (2010), The Warlock (2011), and will be completed by The Enchantress  (2012).





�   Brett Usher has claimed that ‘Dr. Moth’ is a representation of Dee (Usher: 283 n.20) but the scene with Shakespeare seems much closer to the kind of commercial consultations offered at that time by the self-styled alchemist and physician, Simon Forman.





�   For Harle's opera, see the Chester Novello website under John Harle: Angel Magick. <� HYPERLINK http://www.chesternovello.com/Default.aspx?tabld+2432&State_3041+2&workId_3041=13350��http://www.chesternovello.com/Default.aspx?tabld+2432&State_3041+2&workId_3041=13350�>, access: 5 December 2010. A second opera about Dee, co-created by Damon Albarn and Rufus Norris, had its premiere at the Manchester International Festival on July 1, 2011, after this essay had been completed. For details of this opera see <� HYPERLINK http://mif.co.uk/event/doctor-dee-damon-albarn-rufus-norris/��http://mif.co.uk/event/doctor-dee-damon-albarn-rufus-norris/�>, access: 7 May 2011, and the Coda to this essay. Albarn originally planned to collaborate with the graphic novelist Alan Moore, who has used Dee in several of his works and who admits to being himself a practitioner of ceremonial magic (for instance in the film documentary The Mindscape of Alan Moore (2003), directed by Dez Vylenz). A second major graphic novelist, Neil Gaiman, has also had a strong interest in Dee and reinvented him as 'Doctor Destiny' in his 'Sandman' sequence.





�   Dee has since appeared in a play by Richard Byrne, entitled Burn Your Bookes, directed by Marcus Kyd, which was performed in May 2010 by the Taffety Punk Theatre Company at the Capitol Hill Arts Workshop in Washington DC. The play dramatised the relationship between Dee, Kelly, and Edward Dyer and its publicity not surprisingly emphasised the most sensational aspects of the situation: 'Notorious English alchemist Edward Kelley pursues the elusive Philosopher's Stone through sex (wife swapping), drugs (gold elixir), and a baroque'n'roll lifestyle of back stabbing, espionage, poetry and proto-science' (Burn your Bookes (Capital [sic] Hill Arts Workshop): Theatre in DC. <� HYPERLINK http://www.theatreindc.com/playdetail.php?playID=58��http://www.theatreindc.com/playdetail.php?playID=58�>, access: 5 December 2010). A performance piece which attempted a more balanced overview of Dee's career was Alistair Gentry's 'Magickal Realism' which toured the UK in 2009-10 and which used 'live integration of video, animation, readings and performance to recreate the life and work of Dr John Dee'. Material relating to these performances is available on Alistair Gentry's website: <�HYPERLINK "C:\\Users\\rw9\\AppData\\Local\\Microsoft\\Windows\\AppData\\Local\\Microsoft\\Windows\\Temporary Internet Files\\Low\\Content.IE5\\4HUXMPN9\\www.gentry-a.co.uk\\MagickalRealism.htm"��www.gentry-a.co.uk/MagickalRealism.htm�>, access: 10 November 2010.


�   For accounts of Jarman’s films, including their relationship to John Dee and Renaissance Occult Philosophy, see Oray, 1996 Lippard, ed., 1996; Peake, 1999; Dillon, 2004; Wymer, 2005; Ellis, 2009.


�   See Wymer, 2005, Ch.1 "Renaissance Man in Search of a Soul".


�   British Film Institute Derek Jarman Collection II, Box 39, Item 1: 2, 39. Other versions of the script are catalogued at BFI Jarman Collection I, Box 3 Jubilee, Items 1b), 2, and 3. Quotations from Jarman's unpublished papers are with the kind permission of Keith Collins and the Jarman estate.


�   BFI Jarman Collection I, Box 5, Item 4, Appendix 1.


�   BFI Jarman Collection II, Box 21.


�  In the published script Elizabeth asks the last two questions before she looks into the crystal (Jarman, 1996: 67).


�  The Achemical Dream was filmed in Prague and Heidelberg in the mid-1990s but not released until 2008 (as a DVD). It was directed by Sheldon and Maxine Rochlin and Morgan Harris for Mystic Fire Productions. The complete film is currently accessible online at <� HYPERLINK http://video.google.com/videoplay?docid=-1594923458222660515��http://video.google.com/videoplay?docid=-1594923458222660515#�>, last accessed 9 April 2011.


�   See the sleeve notes of their 1984 LP Psychic Rally in Heaven, the recording of the concert which Jarman made a short film about in 1981.









