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This article looks at Arthur Machen"s baffling but defining work The Great God Pan from a completely new angle. Contrary to the text's conspicuously pagan character, the essay argues that there is a calculated Judeo-Christian scheme beneath the surface. With the detection of this scheme, the peculiarities of Machen"s narrative make sense. By making intertextual connections and comparisons, and utilizing psychoanalytic ideas, the essay argues that the main character, Helen Vaughan, is the (re)incarnation of both an antichrist and Lilith. By employing a sophisticated esoteric narrative, the text updates the Judeo-Christian myth to fin-de-siècle London. The analysis attempts to illuminate the workings of Machen"s esoteric narration, observe its effects, and comprehend its purpose. It argues that the Judeo-Christian scheme in disguise is not only a proof of Machen"s personal theory of literature, but it is also chaotic and personal: Machen"s mystical vision and narrative obscurantism involves recombination, integration, and manipulation of the Judeo-Christian tradition.

mother"s name, Mary, is the direct analogy of the biblical Virgin Mary. She is "a girl of about seventeen, dressed all in white. She was so beautiful". 1 Youthful innocence marked by the white clothes and beauty compose the angelic portrait of Mary, which along with her blind compliance to the scientist evokes the Virgin Mary and the latter"s absolute faith in God. When Dr. Raymond asks her for her full obedience, her reply is dutifully laconic: "Yes, dear" (67). Raymond could be a twisted version of Jesus"s foster father Joseph, who assists the execution of Pan"s/Devil"s Plan. His role corresponds to a sexual instrument of the Devil employed in order to achieve the divine impregnation of Mary in the biblical fashion of the Immaculate Conception. In Machen"s loosened arcane imagination, the name Raymond could be a linguistic corruption, or rather a rhyme, of the word daemon.

Raymond is a ruthlessly ambitious scientist who exploits Mary. The surgical operation in which she would "see the god Pan" ( 64) is a procedure of exploitation akin to rape. It symbolizes the phallic aspect of the divine impregnation: "Clarke saw him cutting away a circle, like a tonsure, from her hair, and the lamp was moved nearer. Raymond took a small glittering instrument from a little case, and Clarke turned away shuddering. When he looked again the doctor was binding up the wound he had made" (68). The scene of the scalpel penetrating Mary"s cranium is an emphatic metaphor for sexual penetration. The "seeing" of Pan on the operating table suggests sexual intercourse between Mary and the ancient, goat-like Pan/Devil. Science, which violates the human body, is perceived as evil. Thus, the scene can be interpreted as the coupling of Science with the susceptible and innocent human body 1 Arthur Machen (1949) Tales of Horror and the Supernatural, London: Richards, p. 67. All subsequent quotations from the novella, as well as quotations from Machen"s short stories, are taken from this edition.

(nature); Helen, the progeny of such a union, is the Evil of the uncontrollability of the violation of nature. This mingling of religion and science echoes James Frazer"s highly influential study The Golden Bough (1890) in which "religion, regarded as an explanation of nature, is displaced by science" (Frazer 1998, p. 805). 2 Immediately the biblical drama is disguised as the terrain of scientific discourse.

Mary"s operation and subsequent supernatural pregnancy emphatically mimics the Virgin"s miraculous conception assisted by the Holy Ghost. The twofold manifestation of the divinity apropos the impregnation of the Virgin, that is, the pair Pan-Raymond (daemon), is a distortion of the pair God-Holy Ghost. The Gospel of Matthew verifies: "Now the birth of Jesus Christ was on this wise: When as his mother Mary was espoused to Joseph, before they came together, she was found with child of the Holy Ghost" (Matt 1:18). 3 The conception, resulting from the insertion of the scalpel in the brain, is also a variant of the idea of the divine conception through an unlikely body orifice. The psychoanalyst Ernest Jones systematically studied the myth in which "the conception of Jesus in the Virgin Mary was brought about by the introduction into her ear of the breath of the Holy Ghost" (Jones 1974, p. 268). 4 Machen appropriates the supernatural conception through the ear, from the spiritual sphere to the sphere of organic matter; the Victorian scalpel replaces the holy breath.

The fact that the first chapter, "The Experiment", features the parody of the divine impregnation is corroborated at the end of the novella, with the disclosure that Mary "was the mother of Helen Vaughan, who was born nine months after that night" (114). Helen is the anti-Messiah, a poisonous force of sin and inconceivable evil. Her role as the antichrist becomes evident in the devastated lives of a succession of characters (Rachel, Herbert, Meyrick, Argentine, Crashaw). The healing powers of Jesus are here reversed; they are destructive. The traumatized and "haunted" (78) Herbert, for instance, photographs indirectly Helen as the embodiment of the Devil: "Only human beings have names" (78); she "had corrupted him body and soul" (79).

Mary"s supernatural pregnancy and her daughter"s career of evil shape the framework of the Machean version of the Divine Plan.

Machen enriches this distorted model of the elementary Christian myth with fragmented biblical motifs and images. Clarke"s daydream is interpolated in Dr.

Raymond"s surgery and so it falls into context: it foreshadows, or rather prophesies, the event of the warped conception and its calamitous result. On a different level, his hallucination resembles the scenario of the Fall. In his reverie, Clarke comes upon a landscape which entails biblical vegetation: "a vine climbed from bough to bough, and sent up waving tendrils and drooped with purple grapes, and the sparse greygreen leaves of a wild olive-tree stood out against the dark shadows of the ilex" (66).

The sensuousness of the description brings to mind the prelapsarian Paradise.

Simultaneously, the combined imagery of the vine and the olive-tree evoke iconography from the New Testament and in particular the gospel of Matthew: "I will not drink henceforth of this fruit of the vine, until that day when I drink it new with you in my Father"s Kingdom […] they went out into the mount of olives" (Matt 26:29-30). 5 Yet, the sensual representation of the grapes is associated with the god Pan, and this is subtly juxtaposed with the Christian symbolism of the olive tree. The daydream proceeds with Clarke suggestively facing the figure of Pan, who was "neither man nor beast, neither the living nor the dead, but all things mingled, the form of all things but devoid of all form. And in that moment, the sacrament of body and soul was dissolved, and a voice seemed to cry "Let us go hence," and then the darkness of darkness beyond the stars, the darkness of everlasting" (66-7). This abstract hyperbolic perception of Pan or anti-Miltonic Satan 6 , in which all forms are embodied, and yet there is no confinement into any of them, shares similar qualities with the supreme Judeo-Christian Being. These qualities also prefigure Helen Vaughan"s final shape-shifting and dissolution in the account of Dr. Matheson. By attributing the property of shifting dissolution both to Pan, in Clarke"s daydream, and to Helen, in the chapter titled "The Fragments", Machen mystically aligns the two characters with a sacrosanct-familial bond, which echoes the Father-Jesus bond. What is more, Machen points to the refashioning of the Christian myth palpably with the use of theological terminology: "the sacrament of body and soul" clearly designates the presence of an underlying Divine Plan through imagery of the Eucharist.

In his analysis of Clarke"s dream, Dale Nelson interprets the disembodied voice, which calls "let us go hence", with the help of Flavius Josephus"s Classical writings about the destruction of the Jewish Temple built by Herod. 7 On the other hand, the Fall and the loss of innocence are also encoded in the passage. The phrase could stand for Eve"s allurement by the Devil; it is an invitation to the Forbidden Tree of Eden and the source could be Paradise Lost. Satan says to Eve: "I can bring thee thither soon" (IX.630) and Eve: "Serpent, we might have spar"d our coming hither" (IX.647) (Milton 1989, p. 211). Clarke"s dream is then a foreshadowing of Mary"s loss of her prelapsarian innocence in the "darkness of everlasting". In his mystical narrative, Machen has craftily conflated Madonna with biblical Eve, who pays the price of acquiring forbidden knowledge as, after the operation, she becomes "a hopeless idiot" (68). The difference between Eve and Machen"s Mary is that the Devil"s method of enticement is replaced by the inhumanity of Victorian science; Eve is lured by way of argument, Mary is clinically raped. "The Experiment" reflects Machen"s anxiety of the fact that supernatural mysteries are demystified and penetrated by nineteenth-century progress boosted by the advances of science. In quoting Machen, Susan Navarette accurately appropriates the author"s own idea of the Fall in his fiction: "Death or madness await those doomed characters who, either by accident or in a misguided attempt to obtain "something which was never" theirs, repeat a "Fall" into damning knowledge" (Navarette 1998, p. 181). 8 Is not the result of Raymond"s medical operation the obtaining of the biblical Forbidden Fruit? In this light, the novella is no less a grand parable of the Fall, with the Miltonic condition updated in the Victorian age of scientific materialism.

The text features short cryptic passages whose ambiguity is largely challenging. One of them occurs in the conversation between Austin and Villiers, in their reference to Mrs Beaumont"s (Helen Vaughan"s) wine: "she has some wonderful claret, really marvellous wine" (91) and "Lord Argentine […] was there last Sunday evening" (91); the wine is "about a thousand years" old (91). The puzzling wine, which is also presented to Argentine on a "Sunday", is suggestive of the Holy Communion misapplied. In mythmaking the antichrist here, Machen evokes the Book of Revelation. The sexually promiscuous Helen, in the guise of Mrs Beaumont, echoes the so-called "Daughter of Babylon" "With whom the kings of the earth have committed fornication, and the inhabitants of the earth have been made drunk with the wine of her fornication" (Rev. 17:2). 9 In the context of the narrative, Babylon is late Victorian London and the "inhabitants of the earth" are Helen Vaughan"s victims. The fact that the wine is "a thousand years old" most likely alludes to Rev. 20: "And he laid hold on the dragon, that old serpent, which is the Devil, and Satan, and bound him a thousand years, and cast him into the bottomless pit, and shut him up, and set a seal upon him, that he should deceive the nations no more, till the thousand years should be fulfilled: and after that he must be loosed a little season" (Rev. 20:2-3). 10 The wine has matured for a thousand years because the Devil is imprisoned for this length of time. Helen is the Devil"s manifestation in London and in her short through scientific materialism. See pp. 180-1 and endnote 7 on p. 265. 9 See also Rev. 18:3.

10 See also Rev. 20:7. existence she is "loosed a little season" as an anti-Christ figure. Thus, The Great God Pan subtly attains apocalyptic symbolism. Machen presents the wine as an inexplicable item, emphasizing its missing information. It deliberately obscures the narrative; it is a cryptic sign, an extraneous, yet esoteric, object, which has impinged on the storyline, endorsing Helen"s apocalyptic dimensions.

In another perplexing passage, in "The Encounter in Soho", Villiers confides to Austin in regard to the manuscript containing information about Helen"s life: "it is an old story, an old mystery played in our day, and in dim London streets instead of amidst the vineyards and the olive gardens" (107). It would seem that this remark refers to the shocking rites of Pan in Arcadian settings. Yet, the "olive gardens" also strongly suggest Jesus on the Mount of Olives or the Garden of Gethsemane. The "dim London streets" reinforce a diametrical comparison of Helen with Jesus at his nocturnal moment in the Mount of Olives. By pairing this updating of topography from biblical to Victorian with the image of Mrs. Beaumont"s apocalyptic "wine", one realizes that Helen is both suggestive of an anti-Christ and the Antichrist respectively.

The subtextual Judeo-Christian models are not stiff; Machen toys with his material in order to maximize the mystifying effect. The process is highly conscious. In the same speech to Austin, Villiers drops an illuminating metafictional comment. He speaks of "forces" that can "be imagined" "under a veil and a symbol" (107). The verb "imagine" indicates a range of possibilities of loose patterns and esoteric trajectories under the surface.

The analogy of "vineyards olive gardens" and "London" supports the idea that the anti-Messiah invades not the cityscape of biblical Jerusalem but that of fin-desiècle London. 11 Hence, the movement from Helen"s weird conduct in Caermaen, the 11 Helen is portrayed in strong religious iconography when Villiers shows "village on the borders of Wales" (70), to her devastating presence in London strikingly corresponds to Jesus moving from the countryside of Judaea to the big city of Jerusalem. The parallelism between biblical and late Victorian London settings is also restated by Machen in "The Novel of the White Powder". Regarding Francis"s horrific death, Dr. Chambers writes in his report: "And then, in the hour of midnight, the primal fall was repeated and re-presented, and the awful thing veiled in the mythos of the Tree in the Garden was done anew. Such was the nuptiae Sabbati" (59).

The repetition of the Fall, here, takes place in a suburban London surrounding instead of the Garden of Eden, in the same way Helen"s life is an "old mystery played in our day". It is worth noticing that in Machen"s mystical text, the surface is not a mere symbol of the religious subtext but a repetition of situations which involves narrative continuity, from biblical territory to Machen"s mythological universe. The esoteric power of The Great God Pan is due not to symbolization but to the actuality by which the condition of myth is perceived, updated and re-enacted.

The jumbled plot subtly harbours an esoteric storyline under its surface, and this can be worked out from certain narrative clues. As it is established in "The Experiment", Helen is Pan"s daughter. In "Mr. Clarke"s Memoirs" a boy witnesses in horror what could be the sexual act between Helen and Pan, who is perceived as a "strange naked man". This is clearly a sign of an incestuous relationship:

He was suddenly awakened, as he stated, by a peculiar noise, a sort of singing he Clarke "a small pen-and-ink sketch of the woman"s head" (87), "the glance that came from those eyes, the smile on the full lips" was "the most vivid presentment of evil I have ever seen" (87-8). Clarke"s sense of evil emanated from a portrait echoes Pater"s duplicitous face of Mona Lisa. called it, and on peeping through the branches he saw Helen V. playing on the grass with a "strange naked man," who he seemed unable to describe more fully. He said he felt dreadfully frightened, and ran away crying for his father. Joseph W. On a second level, the sceneas well as a series of other hintspoints to the perception of Helen as Lilith, the Judaic figure and archetype of feminine horror. In a similar manner, the sorceress Ayesha with her ancientness and demonic nature is a disguised Lilith in Rider Haggard"s She (1886-87). Possibly, Ayesha is Helen Vaughan"s precursor since She was published a few years before The Great God Pan.

Stories and numerous variations of Lilith feature in ancient Mesopotamian and

Hebrew texts such as The Alphabet of Ben Sira, the Dead Sea Scrolls, the Zohar and the Talmud. 12 Lilith"s familial bond with the Devil and the incestuous, sexual relationship with him consist of a vogue in the subversive literary output of the fin de siècle. The sexual animalism in the congress between the Devil and Lilith is described in explicit terms and with an oedipal tint in Remy de Gourmont"s monodrama Lilith (1892). Upon their lustful encounter, Lilith comments: "Je donnerai la becquée à ton sexe comme à un petit oiseau" (Gourmont 1892, p. 34). 13 And Satan declares: "je me cache dans ton ventre" (Gourmont 1892, p. 52) 14 and "ouvre-toi, ventre de Lilith!" (Gourmont 1892, p. 98). 15 The ritualistic impact of the "charcoal burners", whereby the grass is violated in Helen"s postcoital moment, connotes infertility. This is a distinctive trait of Lilith. De Gourmont has Lilith requesting: "Ne m"appelle pa Hé, appelle-moi Sterilité. Ne suis-je pas l"Inféconde?" (Gourmont 1892, p. 36). 16 The "charcoal burners" indicate that Machen"s refusal to provide definite descriptions is his distinguishing narrative device for conveying a sense of horror by the suggestiveness of half-concealments.

In a more legitimate variation of the Devil-Lilith incest, the two are siblings. This fact is most evidently represented in a poem titled "Queen Lilith" found in The Candle and the Flame (1912), a collection of verse by George Sylvester Viereck (1884-1962), a German-American writer of some notoriety at the time who is outspokenly influenced by the subversive Nineties. The piece is in the form of versified dialogue:

"By the love of a love that is strange as myrrh, By the kiss that kills and the doom that smileth, By my cloven hoof and my fiery spur, Thou art my sister, the Lady Lilith, I am ---"

13 "And I shall satisfy the cravings of thy manhood as the mother bird brings food to her young." Gourmont (1945, p. 36).

14 "I"ll hop in and hide in your belly." Gourmont (1945, p. 47).

15 "Open thy womb, O Lilith!" Gourmont (1945, p. 76).

16 "Call me not HER; call me rather Sterility, for sterile I am." Gourmont (1945, p. 37).

"My brother Lucifer!"

"I am thy lover; I am thy brother, Time cannot prison us, space cannot smother, Proudest of Jahveh"s kindred we, Whom Chaos, the terrific mother, Begot from stark Eternity Viereck (1912, p. 42) In Viereck"s poem, the rhythm is Swinburnian, yet incest is portrayed as a Miltonic or Romantic, heroic defiance. Its explicit and epic nature is a stark contrast to the implicit and genuinely sinister nature of the same theme in The Great God Pan. The idea of the two being brother and sister is hinted in Rossetti"s "Eden Bower" (1869), where, concerning Lilith, "Not a drop of her blood was human" (3) (Rossetti 1898, p. 308). The poem is ridden with images of sexual activity: "In thy sweet folds bind me and bend me, / And let me feel the shape thou shalt lend me" (91-2) (Rossetti 1898, p. 311). Not only Rossetti"s Lilith copulates with her brother Satan, but she also transforms into his serpentine frame. In other words, she becomes him, imitating the hypostatic state of the God-Son model.

The identity of the "strange naked man" and the perverse familial dimension become evident when in the boy"s eyes "the man in the wood" (73), congressing with Helen, resembled a head of a "faun or satyr" (73). In the final chapter titled "The Fragments", Helen"s copulation with the Devil is corroborated when Matheson"s letter relates that she was "several times with a playmate, you may guess of what kind

[…] You know now what frightened the boy in the wood" (115). Machen"s religious evil is simply a force of difference, alienation and otherness, always threatening to invade through the text itself, which functions as a portal of its emergence. Machen writes in an attaching footnote to the chapter of "Dr. Clarke"s Memoirs" that Dr.

Philips "has never received such a vivid presentment of intense evil" (73). This sentence shocks from the bottom of the page, from the textual margin in the literal sense. Evil is not glamorized in an elevated and identifiable universe of classical myth as Satan"s "cloven hoof" in Viereck"s poem suggests. The Devil"s resemblance to a "faun or satyr" in Machen"s story has the depth of religious ancientness, with incest being terrifying because its abnormality represents the inexplicable.

The boy is "peeping through the branches" at Helen congressing with Pan (father) and this consists of the primal scene. According to Henry Edelheit, in the "primary form" of the "primal scene schema", "the oedipal configuration represents the child"s identification with the parents in the act of copulation" (Edelheit 1971, p. 213). The insinuations of oedipal connections are strong. The boy witnesses "the combined image of the copulating parents", that is, "the Theban Sphinx" (Edelheit 1971, p. 229). Undoubtedly, in the final climactic moment, at the end of the story, when Helen is shape-shifting she represents the conjoined and copulating parents of the primal scene, which drives the little boy into a shock. The spectacle in the woods carries also the dimension of the Freudian "phallic woman". Freud maintains about little girls that "with their entry into the phallic phase the differences between the sexes are completely eclipsed by their agreements. We are now obliged to recognise that the little girl is a little man" (Freud 1964, p. 118). The insinuated androgynous and hypostatic Helen-Pan in sexual activity is close to occult Hebraism. It recalls the image of Baphomet or the "Sabbatic Goat", a devil-like creature with breasts, featured in Dogme et Rituel de la Haute Magie (1854) by Eliphas Lévi. Machen was naturally familiar with the work of Lévi and this image. In The Hill of Dreams, as regards to the girl of his obsession, Lucian was "abased and yet rejoicing as a Templar before the image of the Baphomet" (Machen 1967, p.59). The image of the shocking conjoined sex partners is consistent with Rossetti"s idea of Lilith transformed into her lover, the Snake, in "Eden Bower".

Lilith is traditionally associated with the sexual dominance of men"s dreams.

For Lilith the phallic woman, the power of lust is her greatest power. 17 Austin describes his "dim far-off memory" of Mrs. Beaumont (Helen) to Villiers: "The only sensation I can compare it to, is that odd feeling one sometimes has in a dream" (98).

This comment represents the nocturnal emission, or wet dream, of the Victorian male world caused by Lilith, the ultimate succubus or the archetypal femme fatale. Lilith"s erotic haunting of men"s dreams dates from the Zohar and after. Clarke"s daydream in "The Experiment" also prefigures this sort of visitation. Indeed, Helen is represented through the confounded male characters, as a vague collective dream; she is a female version of Dracula, who also seduces by means of dreams. This element of female ravishment through dreaming gender-reverses the scenario in Paradise Lost, in which Satan endeavours to corrupt Eve in her dream in IV. 801-9: Satan raises "Vain hopes, vain aims, inordinate desires / Blown up with high conceits engend"ring pride" (IV.

808-9) (Milton 1989, p.100). 18 Possibly, the passage in Milton"s poem opens a new dimension towards the reading of Helen as the conflation of Lilith and Eve. Another of Lilith"s demonic properties is that she kills the men she is entangled with by means of asphyxiation. This feature has evolved from ancient Hebrew sources, and sustained in Goethe"s Faust (1808-1832) and D. G. Rossetti. In the latter"s sonnet "Body"s

Beauty" (1868), for instance, Lilith ensnares a man as her "spell" "left his straight neck bent / And round his heart one strangling golden hair" (13-4) (Rossetti 1898, p. 17 See Schwartz (1998, p. 57).

18 See also the related insightful footnote by Christopher Ricks (p. 100).

216).

In "The Suicides", Helen"s victims have strangled themselves to death. Lord Argentine, for instance, "had tied a cord securely to one of the short bed-posts, and, after making a running noose and slipping it round his neck, the unfortunate man must have resolutely fallen forward, to die by slow strangulation" (96). Lord Swanleigh, Sidney Crashaw, Mr. Collier-Stuart and Mr. Herries are all reported strangled (see 96). Like an urban Lilith, Helen"s sexuality is a primordial force which has a horrific impact when it invades the tissue of London"s male civility and propriety.

In the last chapter of The Great God Pan, the Christian and Judaic subtexts are integrated and diffused, like the spectacle of Helen"s physical meltdown itself, bringing the esoteric narrative towards closure. The author engages in narrative confusion; his esoteric subtexts are synthesized intertextually pointing to infinite possibilities, combinations and permutations of canonical Christianity, apocryphal literature, Jewish lore, or medieval occultism. The reasserted facts of Helen as Mary"s daughter, and Helen"s interaction with a "playmate" are confirmations of two plot conundrums that, as observed already, initiate the warping of the Divine Plan and the anti-Christ"s/Lilith"s sexual act with the Devil respectively. These clues appear spaced out in doubles. This is a strategy by which suggestive clues are produced in the beginning and are validated later on or in the end. The amalgamation of the two traditions is inscribed in the dissolution of Helen in Dr. Matheson"s account: "I saw the form waver from sex to sex, dividing itself from itself, and then again reunited.

[…] for one instant I saw a Form […] the symbol of this form may be seen in ancient sculptures, and in paintings which survived beneath the lava, too foul to be spoken of…" (110, 111). Machen is often preoccupied with primal and elemental viscous substances as in "The Novel of the White Powder". 19 The ancientness and foulness of 19 Interestingly, according to the theme of dissolution the figure of Lilith dies the capitalized "Form" specifically suggest the "Devil". The division "from sex to sex", "from itself"", along with the reunification, on one level, insinuates a travesty of the Trinity: The Father, Son, and Holy Ghost pattern is reduced to the dyad of the Devil and his daughter (anti-Christ). It additionally connotes a simulation of copulation between the Devil and Helen (Lilith), or incest in its most extreme version, as an interaction between two hypostases of the same entity, similar to autoeroticism.

And of course, Helen wavers "from sex to sex" as if to evoke Lilith"s mythical metamorphosis into the Snake of Rossetti"s ballad.

Helen"s death is demarcated both by the scheme of incest, or hypostatic representation, and as the equivalent of the Crucifixion. According to Edelheit, "in crucifixion fantasies the crucified Christ represents the parents locked or nailed together in intercourse […] the figure of Christ on the cross […] is such a hybrid, half man, and half tree, representing the fused image of man and woman, mother and child" (Edelheit 1971, pp. 212, 232). 20 Helen Vaughan"s metamorphosis, or in the same way she is created. In The Alphabet of Ben Sira "Lilith was created from slime." Schwartz (1998, p. 58). Slime is what Machen explicitly describes in "The Novel of the White Powder": "a dark and putrid mass seething with corruption and rottenness" (55). 20 Edelheit draws a parallel between the story of Christ and Oedipus. While Christ, for example, ascends to heaven, Oedipus "descends bodily into (mother)

earth" (1998, p. 228). Likewise, Helen"s body "began to melt and dissolve" (110) just like Francis"s. Also Helen is executed by humankind just like Jesus. In the same way Jesus willingly lets himself to be lead and die on the cross, Helen Vaughan makes the choice to hang with the cord presented to her by Villiers who acts like a Pontius Pilate: "I shall offer a choice, and leave Helen Vaughan alone with this cord in a transfiguration, to use a Christian expression, is the site in which both schemes mingle generating an indefinite number of esoteric readings. One reading, for example, is that the Christian Trinity, with the property of three beings contained in one, meets its perverted version as incest. The event of Helen"s spectacular protean transmogrification is in fact the endorsement of the inscription with which "Mr

Clarke"s Memoirs" ends: "ET DIABOLUS INCARNATUS EST. ET HOMO FACTUS EST" (75) ("And the devil has become incarnate. And has become man").

This is a striking deformation of the Nicene Creed (Symbolum Nicaenum) (325 A.D.)

and its later versions. Correspondingly, the Latin version of the Nicene Creed declares that "Deum verum de Deo vero" "incarnatus est, / homo factus est" (Burn 1909, p. 109). 21 Machen"s inscription is a clever pun on esoteric or doctrinal semantics. The implication is that the Devil is incarnated in the human being. Father and daughter are one in the same way God assumes his human nature in His Son.

Mysticism for Machen serves as a literary method of representation just as W.

B. Yeats"s mystical universe of heavy-laden symbols does. 22 His attraction to Judaeo-Christian occultism is exhibited throughout his writings as in his autobiographical locked room for fifteen minutes" (109). 21 The English translation: "very God of very God" "was incarnate, was made Man" (Burn 1909, p. 2, 3). There is a number of variations of the Creed that illumine Machen"s text from different angles. One interesting example is the "Constantinopolitanum" version (381 A.D.) which professes about Jesus: "et incarnatus est de Spiritu sancto et Maria uirgine, homo factus" (Burn 1909, p. 112);

"and was incarnate by the Holy Ghost and the Virgin Mary, and was made man" (my translation). This doctrinal pattern could be the analogical basis of Machen"s Devil"s humanized manifestation, where Helen becomes incarnate by the Mary-Pan union.

22 Both Yeats and Machen were deeply interested in the occult, as they were both members of the Order of the Golden Dawn.

Things Near and Far (1923) where he picks out an allusion to The Great God Pan, the name of Osvald Kroll, to spark a discussion on occult issues. He writes about "that matter of Lilith and Samael and the Shells or Cortices, the husks of spirits from a ruined world that brought about the Fall of Man; the strange mystery of that place "which is called Zion and Jerusalem"" (Machen 1923b, pp. 21-2). This sentence, if nothing else, is a broad hint for the deliberate encoding of the specific Judeo-Christian nuances in the novella.

His strategy of the occult narrative is supported by his fascination with Cabbalism: "The Tree of Lifeas the Sephiroth arranged in a certain scheme are calledis, in fact, I would point out, at once an account of how all things came into being and a map and an analysis of all things as they now are" (Machen 1923b, p. 23).

The Machean narrative is a cover for an archetypal template. Yet, Machen manipulates the means of esotericism as literary technique: "Dip then, and read and wander in the Kabbala, but do not become a kabbalist" (Machen 1923b, p. 23). The author connotes that "Kabbala" is a universal and a potentially all-purpose platform.

His aphoristic sentence encapsulates the classic Nineties conflict of the Aesthetes" and Decadents" playfulness with religion against its strict factuality typified by English bourgeois philistine society.

The esoteric narrative is a semi-opaque surface in which Machen transforms the mystical traditions of the West to serve his novelistic idiosyncrasies. In Hieroglyphics Machen avers that "fine literature means the expression of the eternal human ecstasy in the medium of words." The word "ecstasy" is not only one of Machen"s favourites, but it also represents powerful religious trance. It is hidden in the craftsman"s "words", the ciphers of a text which resists conventional explanation, requiring an occult insight instead. The masking of Christian lore in paganism in The

  proceeded in the direction indicated by his son, and found Helen V. sitting on the grass in the middle of a glade or open space left by charcoal burners. (72)Of course, unbridled sexuality is characteristic of Pan; but here it is also sinister and terrifying. Christian evil is also implicit. It seems that Machen bends the Christian myth towards a unifying flux of mystical elements. The Pan-Helen sex scene could be a twisted variation of the two-in-one manifestation of the divinity: the communion of God-Son is by means of prayer whilst that of the Devil-Daughter is by means of incestuous sex.

See pp. 804-7. Suggestively, as The Golden Bough was published four years earlier than The Great God Pan, Frazer"s radical proposition of the connection between religion and science could be partly an influence on Machen"s amalgamation of science and the occult.

The Bible: Authorized King James Version with Apocrypha (Oxford: Oxford UniversityPress, 1997Press, , rpt. 1998)). All subsequent biblical quotations are taken from this edition. See also Matt 1:20. Another variation occurs in Luke: "The Holy Ghost shall come upon thee, and the power of the Highest shall overshadow thee: therefore also that holy thing which shall be born of thee shall be called the Son of God" (Luke 1:35).

See chapter titled, "The Madonna"s Conception Through the Ear", pp. 266-357.

This succession of images represents the shift of the scene of the Last Supper (see Matt 26:27-8) to the Mount of Olives.

Satan in Paradise Lost is starkly defined and outlined as an epic character, a deity modelled on those of the Classical world. Machen"s Pan/Devil is, on the contrary, abstractly defined, versatile, existing beyond the notion of space and time; his evil is mystically associated with psychological horror.

See Nelson (1991, pp. 20-21).

Navarette refers to Machen"s essay "A Secret Language" (publ. 1924). Specifically, on discussing "The Novel of the White Powder", she touches upon the emergence of Catholic mysticism

Many scholars disputably detect a reference of Lilith also in Isa. 34:14-15.

Great God Pan is effective; it amplifies the feeling of the uncanny by evoking a familiar pattern and inviting its detection on a textual level in the same way Helen

Vaughan"s true nature is detected by the male characters. For Machen, literature cannot be written "unless you have assimilated the final dogmasthe eternal truths", that is, the "Catholic dogma" (Machen 1923a, p. 164). When The Great God Pan is stripped down to the bone, the "final dogmas" are what remain.