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Abstract 

The Qabalah played an important role to a number of esoteric and cultural groups in Paris 

from the 1840s through to the end of the 19th century.  This Qabalistic brand of esotericism 

was spearheaded by Eliphas Lévi who combined facets of the Cabala of the Renaissance that 

held a Christian view of ancient Jewish Kabbalah, with Gnostic, Hermetic, Pythagorean, and 

Neoplatonic sources.  Initiates sought the hidden and cryptographic meaning of Qabalistic 

texts and were attracted to the concept of a Divine language and its evocatory potential.  This 

thesis shows how esoteric ideas were circulated though networks and clubs, including Le 

Chat Noir, Librairie de l'Art indépendant, and Mallarmé’s Tuesday salons.  It argues that the 

Qabalah was especially important in these circles through the influence of Lévi, Gérard 

Encausse (Papus), and Joséphin Péladan.  Baudelaire, Mallarmé, Verlaine, and Debussy, 

along with other Symbolist poets and composers such as Villiers de l’Isle Adam, J.-K. 

Huysmans, André Gide, Pierre Louys, Paul Adam, and Erik Satie, frequented these clubs and 

were confidants of Levi, Péladan, and Papus.  While their interests in the Qabalah have been 

well documented, its doctrine and symbolic systems have not been used as the basis for the 

analysis of their poetry or music.  This thesis offers the first detailed and extended analysis of 

poetry by Charles Baudelaire, Stéphane Mallarmé, and Paul Verlaine, and music by Claude 

Debussy, based on their deep immersion in Qabalistic knowledge.   

The Qabalah assigns numerical and symbolic value to the letters of the Hebrew 

alphabet and employs cryptographic methods in order to both encrypt and decipher its 

wisdom in texts.  The thesis develops a methodology for reading poetry in this Qabalistic 

context by transliterating French letters into Hebrew and their designated numbers.  For 

example, the Latin script letter u translates to the Hebrew letter vav with a numerical value of 

6. Similarly, a method for transliterating Debussy’s music is developed according to the

ouroboros, an esoteric symbol customary to 19th-century esotericists.  Using methods

employed by Qabalists, the thesis then calculates the Qabalistic “meaning” of words, lines,

and poems, in three Symbolist poems, and in the music notation and structural components in

two of Debussy’s works.  The thesis then illustrates how each work’s “Qabalistic signature”

relates to the broad symbolic meaning of the poetry and music as interpreted by critics.  In

demonstrating this, it takes up the Symbolist argument about the correspondence between

language and the Divine and shows how this actually works in terms of the Qabalistic

themes.
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The poems examined are Baudelaire’s “Correspondances”, Verlaine’s “Clair de 

lune”, and Mallarmé’s L'après-midi d'un faune; the music scores are Debussy’s “Clair de 

lune” and Prélude à l'après-midi d'un faune.  Baudelaire’s poem was chosen given his 

determinative influence on later Symbolists, and both Debussy’s “Clair de lune” and Prélude 

were selected as they were composed following his awareness of Verlaine and Mallarmé’s 

poems.  The thesis illustrates how the language itself “manifests” the themes, once it is 

understood in Qabalistic terms.  The results reveal symbolic and synchronistic consistencies 

among the numerical calculations and thematic content that go beyond the realm of 

coincidence.  Although no archival evidence has yet come to light to show that the poets and 

composers actually wrote according to the principles of the Qabalah, the textual evidence 

revealed by the thesis indicates that such a possibility needs to be explored in further 

research. 
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CHAPTER ONE 

Introduction 

During the second half of the 19th century, a number of intellectual and artistic 

groups in Paris became part of a revival of interest in esotericism not seen since the 

Renaissance.  The revival was initiated by several key figures who renewed this interest 

through commentaries on occult doctrine and literature from antiquity to the medieval period.  

Integral to this esoteric activity was the Qabalah.  This Qabalistic brand of esotericism was 

spearheaded by Eliphas Lévi who combined facets of the Cabala of the Renaissance that held 

a Christian view of ancient Jewish Kabbalah, with Gnostic, Hermetic, Pythagorean, and 

Neoplatonic sources.  Initiates pursued the hidden and cryptographic meaning of Qabalistic 

texts and were attracted to the concept of a Divine language capable of influencing reality by 

evocatory means.  Lévi's Dogme et rituel de la haute magie [Transcendental Magic: Its 

Doctrine and Ritual] (1854) expounded on the Qabalah and became the cornerstone of the 

movement and guide for the initiate.  Lévi reintroduced the notion of the scholar magus and 

believed the Qabalah to be the principal framework of esotericism (Granholm, 2014, p. 44).  

Qabalists sought to answer questions “regarding the nature of God, His creation, and the 

place of man in His divine plan” (Bonner, 2002, pp. 1-3).  Lévi claimed this wisdom had 

been passed down through the ages “from ancient masters by means of faithful oral 

transmission” (Green, 2004, p. 15).   

The movement influenced Symbolist writers who congregated in Montmartre, the 

bohemian district and “mystical” quarter of Paris.  They were drawn to the Qabalah’s 

prophetic visionary aspect and its concept of achieving transcendence through altered states 

of consciousness (J. Kaplan, 1982).  Led by Stéphane Mallarmé, Symbolists were 

knowledgeable in Qabalistic wisdom and the allegoric facets of its doctrine that were in 

alignment with their pursuits.  They were followers of Lévi who, in addition to his anthology 

of esoteric literature, also published a significant body of poetry (Williams, 2003, p. 67).   

 Situated within this Symbolist network was the composer Claude Debussy.  With 

literature rivalling music as his passion, the composer's collaborative association and 

camaraderie with Symbolist writers is well documented and much of his music is based on 

their poetry (Fulcher, 2001, p. 143).  Described by those closest to him as “très secret” 

(Howat, 1986, p. 174), Debussy was enigmatic by nature, with an inherent predisposition 

toward esotericism and the clandestine.  A follower of Lévi (Orledge, 1990, p. 41), he wished 
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to form a Society of Musical Esotericism and was fascinated by nature’s mysteries (Code, 

2010, p. 101).  Visitors to Debussy’s music studio claim the composer went to extreme 

lengths to prevent any evidence of his compositional process being observed by guests.  He is 

known to have destroyed the majority of his music sketches, with the only surviving drafts 

being the final versions given to the engraver (Howat, 1986, p. 6).  If these preliminary 

manuscripts had contained notes or markings indicative of some Qabalistic design, Debussy 

ensured their secrets remained undisclosed to the uninitiated.   

This dissertation will provide a Qabalistic analysis and interpretation of selected 

Symbolist poetry and music of Claude Debussy.  Given the Qabalah's principal role in the 

French occult revival and in the esotericism among the Symbolist network to which Debussy 

belonged, the thesis aims to show how interpreting their work in light of its doctrine can add 

a new depth to our understanding of their work.  Building on this premise, the research offers 

a “deciphering” of Symbolist poetry and Debussy’s music according to Qabalistic principles 

and postulates that given his close association with the Symbolists, a comparative analysis 

will assist in verifying the hypothesis.  It is worth noting that although not part of this thesis, 

the titles of numerous works and the names of their writers not known to have Qabalistic 

associations were analysed, the results of which did not convey any significant correlation or 

synchronicity between the numerical values that lend to symbolic significances. 

The analysis begins with a Qabalistic reading of Baudelaire’s “Correspondances” 

from Les Fleurs du mal (1857), the poem’s concept serving as “one of the most powerful 

catchwords” of the Symbolist movement (Donchin, 1958, p. 93).  Following, are Verlaine’s 

“Clair de lune” from the collection Fêtes galantes (1869), Mallarmé’s L'après-midi d'un 

faune (1876), Debussy’s “Clair de lune” from Suite bergamasque (1905), and 

Prélude à l'après-midi d'un faune (1894), the latter two written following the composer’s 

awareness of Verlaine and Mallarmé’s poems.  Baudelaire’s poem is selected given his 

determinative influence on Debussy and later Symbolists and his close association with Lévi, 

the two collaborating on a book in 1844 titled Mystères galants des théâtres de Paris 

[Mysteries of the theaters of Paris].  Lévi also wrote a poem titled “Les Correspondances”, 

from his anthology, Les trois harmonies: chansons & poésies (1845), published 12 years 

before Baudelaire’s poem.  Moreover, Baudelaire’s declaration of the poet as a “Kabbalist” 

(sic) (Rexroth, 1986, p. 175) and definition of poetry as “une sorcellerie évocatoire” 

(Baudelaire, 1961, p. 385) indicate a Qabalistic undercurrent in Symbolism. 

The research is driven by the supposition that despite repeated acknowledgement of 

esoteric interest among Debussy and the Symbolists, a method of analysing their work in 



3 

light of the Qabalah has not yet been developed.  It argues that despite repeated scholarly 

declarations of Debussy’s “occult pedigree” (Lachman, 2001, p. 136) and his “veneration” of 

Lévi and his Dogme et rituel (Orledge 1990, p. 41), there has been a tendency to dismiss this 

knowledge as trivial.  This has occurred despite Louise Liebich's assertion of the composer as 

“a magician with a keen knowledge of Nature’s cryptic secrets” (1907, p. 2) and Henry 

Prunieres' acknowledgment of the “mysterious analogies” in Debussy’s transposition of 

Mallarmé’s L’apres-midi d’un faune (Prunieres & Baker, 1933, p. 27).  Roy Howat crosses 

the barrier of tradition with his Debussy in Proportion (1986).  This important study 

examines the composer’s music in relation to the golden ratio, a geometric equation found in 

nature and used by numerous painters throughout history.  The golden ratio is also embodied 

in the pentagram, a Qabalistic symbol revered by Lévi who describes it as “the sign of 

intellectual omnipotence and autocracy” and “star of the Magi” employed in evocation for its 

ability to influence spirits (Lévi, 1854/1998, p. 237).  However, despite Howat’s 

acknowledgement of Lévi’s “preoccupation with the Pentagram” and description of it as the 

“geometric manifestation of the Golden Section” (1986, p. 169), he does not investigate 

whether its presence in Debussy’s music is part of a wider Qabalistic method.  Similarly, 

Siglind Bruhn's Images and Ideas in Modern French Piano Music: The Extra-Musical 

Subtext in the Piano Works by Ravel, Debussy, and Messiaen (1997) presents a metaphoric 

interpretation of Debussy’s music, but like Howat, she does not examine it in relation to 

esotericism.   

Similar gaps appear in accounts of Symbolist poetry.  John Senior in The Way Down 

and Out: The Occult in Symbolist Literature (1959) affirms that any scholarly attempt to 

grasp the nature of Symbolist poetry has, by and large, evaded practical and analytical occult 

examination.  This has occurred despite Auguste Viatte’s declaration in Les Sources occultes 

du romantisme (1969), of the "indebtedness" Symbolist writers held to mystical traditions (in 

Gibbons, 2003, p. 2), and Guy Michaud’s assertion that occultism was “the driving nerve and 

the key of the Symbolist movement” (in Jeffares, 1989, pp. 54-55).  Mallarmé himself states, 

“Il doit y avoir quelque chose d'occulte au fond de tous” [There must be something of the 

occult at the bottom of all things] (Mallarmé, 1896, p. 383).  Anna Balakian further affirms 

that Symbolist poetry "is related to certain occultist and esoteric doctrines" (1984, p. 213).  

However, observations in the field have predominantly been restricted to the influence of 

esotericism in a sociocultural context. 

Given the mutual regard between Debussy and the Symbolists, there also exists a 

need to examine “the nature and extent of the cross-fertilisation” of their work (McCombie, 
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2003, p. xix).  In Mallarmé and Debussy: Unheard Music, Unseen Text (2003), Elizabeth 

McCombie asserts there is a “degree of indecision" and "lack of commentary” on examining 

Debussy’s music in relation to other arts (p. xix).  Similarly, Peter Palmer in his article “Lost 

Paradise: Music and the Aesthetics of Symbolism” (2007) affirms, “there has been little 

investigation of whether musical construction ever appropriated features of Symbolist poetry 

and aesthetics” despite the widespread affinity between the two (2007, pp. 37-38).   

 This thesis adopts a multidisciplinary approach as it cannot rely solely on 

musicological and literary scholarship to elucidate the complexities of Qabalistic 

epistemology relevant to the topic.  To clarify, the inquiry is predominantly focused on the 

Qabalah relevant to 19th-century esotericists.  While this draws from aspects of the ancient 

Jewish tradition or Kabbalah and the Cabala of the Renaissance, the research is concerned 

with the Qabalah as the representation of the “magical system of religious theosophy” 

(Cabalis, 2014, p. 62).  This incorporates the Tree of Life and its sephirotic system, the 72 

Divine names of God, and the tetragrammaton, in addition to the Key of Solomon.  While 

Lévi integrated the tarot into his doctrine, he did not produce a manual for its use (Cavendish, 

1975, p. 30).  Thus, for the purpose of the research, the tarot will not be used in the analyses 

of Symbolist poetry and Debussy’s music.   

 Given the Judaic nature of the Qabalah, it is important to address the possibility of 

whether Baudelaire, Mallarmé, Verlaine, and Debussy would have been able to read Hebrew 

as a means of understanding its doctrine and ritual.  It is important to note that Lévi’s books 

are laced with Hebrew with each chapter of his Dogme et ritual assigned to a letter of its 

alphabet.  Similarly, the Hebraic language occurs throughout the work of other 19th-century 

occultists -- Alexandre Saint-Yves d’Alvedyre, Joseph Marie Hoene-Wronski, Papus (Gérard 

Encausse), Stanislas de Guiata, Joséphin Péladan -- to the extent that the premise of 

esotericism of this period was based on it.  La Langue hébraique réstitué (1816), by author 

and poet Fabre d’Olivet, provided an instructional foundation for the Hebrew alphabet.  The 

book would have been known by those interested in the Qabalah as it was widely popular 

throughout esoteric circles.  Baudelaire’s knowledge of the Hebraic alphabet is confirmed by 

his literary prodigy Léon Cladel, who, in his article “Chez feu mon maitre” (1876), recounts 

an occasion: 

 

when neither of them could think of the correct French word to express the idea that 
Cladel wished to set forth in a certain passage, they looked in dictionaries to discover 
a foreign counterpart which might furnish them with a neologism.  Baudelaire, even 
… consulted a dictionary of Hebrew. (A. Rosenthal, 1972, p. 73)   
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Mallarmé is known to have had “academic interest” in Hebrew studies and the Qabalah 

(Larangé, 2015, p. 77).  He was a follower of d’Olivet’s work (Larangé, 2015, p. 72) and, 

according to Mallarmé scholar Bertrand Marchal, he spoke Hebrew (Marchal, 1998, p. 13).   

 Chapter 2 will examine the leading figures of the French occult revival in order to 

locate Debussy and the Symbolist network in a specific sociocultural context that is central to 

the dissertation’s overall argument.  It is divided into four sections, each devoted to a key 

figure or place around which the network formed, gathered, and exchanged ideas about 

aspects of esotericism and its relation to artistic endeavour: (a) Le Chat Noir; (b) Edmond 

Bailly and the  Librairie de l'Art indépendant; (c) Les Salons de la Rose+Croix; and (d) 

Mallarmé, Les Mardistes, and Debussy. 

Following this, Chapter 3 investigates the Qabalistic and social proclivities of the 

Symbolist network in which Debussy was situated.  It explores the concept of “poet as 

initiate” and the Kabbalistic Law of Analogies outlined in Lévi's Dogme et rituel, as relevant 

to the Symbolist aesthetic.  The chapter is organized around the following five sections:  the 

emergence of the Qabalah in France, the Symbolist immersion in Qabalistic ideology, poet as 

initiate, the origin and practice of poetic incantation, and Qabalistic principles and paradigms, 

including the initiatory principle of the Tree of Life, Qabalistic law of analogies, Tzeruf, 

Gematria, and Notarikon. 

 Chapter 4 outlines the methodology, which is multifaceted in its stages and 

procedures.  Initially, it will examine Qabalistic theory and the devices, paradigms, and 

symbolic tools customarily used by Qabalists in their ritual and practice, and which will be 

used in the analysis and interpretation of Symbolist poetry and Debussy’s music.  They are as 

follows: 

1. Hebrew alphabet; 
2. Gematria, Notarikon, Temurah, and Tzeruf; 
3. Tetragrammaton and Pythagorean Tetractys; 
4. 72 Divine names of God (Shemhamphorash); 
5. Tree of Life and Sephiroth; and 
6. Key of Solomon. 
 

Following this, the chapter will discuss the research method in the analysis and interpretation 

of Symbolist poetry.  The methodology is based on a system of transliterating Latin script 

text and music notation into Hebrew letters and their subsequent reduced numerical values.  

In the Qabalah, each letter of the Hebraic alphabet is assigned a symbol and number, with 

words deciphered and constructed in lieu of their numerical representations.  Using several 
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cryptographic methods employed by Qabalists and in a calculative manner, these 

transliterated values are combined to arrive at a series of numerical statistics.  The statistics 

are then analysed for symbolic significations associated with Qabalistic doctrine and its 

ritualistic tools, namely the Tree of Life, the tetragrammaton, the 72 Divine names of God, 

and the Key of Solomon.  This begins by determining the poet's Qabalistic representation 

following the transliteration of his name from Latin script into Hebrew and the numerical 

representation of each of its letters.  Using gematria, notarikon, atbash, and the tetractys, 

various numerical calculations are collected and analysed for their symbolic significances 

associated with the tools previously mentioned.  The results become the poet’s “Qabalistic 

signature”.  Like the magician’s sigil, the signature is a form of esoteric identification that is 

used in ritual to summon Divine energies for spiritual protection and guidance.   

In a corresponding manner of transliteration and analysis, the Qabalistic signature for 

the work’s title is acquired and compared with the poet’s for numerical consistencies and 

figurative correlations.  They are then combined to ascertain any symbolic significances that 

may arise with the view that this “macro-cosmic” perspective might be a defining feature 

from work to work.  The Qabalistic signature of the poem’s title is then established and 

measured against previous signatures.   

The verse itself is transliterated and its gematria value calculated in addition to the 

symbolic assessment of its structural components.  The poem’s signature is established and 

compared with its title, the work’s title, and the poet’s.  The research will convey in detail 

how the poem’s Qabalistic signature relates to the broad symbolic meaning of the poetic text 

as interpreted by critics.  In particular, it will show the correspondence between language and 

the Divine and illustrate how this actually works in terms of the Qabalistic themes.  In 

demonstrating the methodology, the introductory stanza from Lévi’s poem, “Les 

Correspondances”, is transliterated and analysed.  The findings are compared with signatures 

associated with his name (Alphonse Constant at the time of writing the work) and the title 

Les trois harmonies: chansons & poésies. 

 The methodology chapter will then discuss the research method in the analysis of 

Debussy’s music.  Qabalistic signatures for Debussy and the work’s title are acquired in the 

same manner as with the Symbolists.  Using serpent symbology indicative of the ouroboros, a 

popular symbol revered by Qabalists, music notation is transliterated into Hebrew letters and 

their reduced numerical values by means of a meticulous system.  The ouroboros illustrates a 

snake devouring his own tail and is a symbol of creation, rebirth, and infinity.  Both the 

Symbolists and Debussy would have been keenly aware of the ouroboros, in part due to their 
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interest in esotericism and also as it was a dominating feature of Lévi’s Great Symbol of 

Solomon, located on the front cover of his Dogma et ritual de la haute magie.   

 Following transliteration, the gematria value for the work will be calculated in 

addition to symbolic assessment of its structural components.  The next step in acquiring the 

work’s Qabalistic signature involves calculating the tonal spaces between the music notes, 

reasoned by means of Debussy’s statement regarding “music [as] the space between the 

notes” (Pettit, 1996, p. 183).  These calculations are then synthesized with the transliterated 

statistics to arrive at the work’s Qabalistic signature and measured against those for Debussy 

and the work’s title.  The method is demonstrated using the opening bars of “Clair de lune” 

as an example.  

 Chapters 5 to 9 constitute the analysis of key works using the methods outlined in 

the methodology chapter and involve a comparative analysis between the Qabalistic 

signatures and investigative results of each poem and the musical work on which it is based.  

As previously discussed, the poems and musical works to be analysed and interpreted are 

Baudelaire's poem, “Correspondances”, Verlaine's “Clair de lune”, Debussy's piano piece of 

the same name, in addition to Mallarmé's L'après-midi d'un faune and the composer's 

orchestral Prélude à l’après-midi d'un faune.  Correlating with the methodological outline, 

both Verlaine and Mallarmé’s poetry will be analysed before Debussy’s respective works.  

 Chapter 5 focusses on Baudelaire’s “Correspondances” and his Les Fleurs du mal, 

the seminal work for later Symbolists who viewed him as the “Father of Symbolism” 

(Hughes, 1972, p. 5).  The chapter is organized into the following sections: calculating 

Baudelaire's numerical statistics and Qabalistic signature, determining the Qabalistic statistics 

and signature for titles associated with Les Fleurs du mal, and determining the Qabalistic 

statistics and signature for "Correspondances".   

Chapters 6 to 9 specifically compare each of the two poems noted above with the 

music Debussy wrote in response to them.  Verlaine’s “Clair de lune” is the subject of 

Chapter 6 which follows the same analytical format as the previous chapter: calculating 

Verlaine's numerical statistics and Qabalistic signature, determining the Qabalistic statistics 

and signature for titles associated with Fête galantes, and determining the Qabalistic statistics 

and signature for "Clair de lune". 

Chapter 7 then moves to an analysis of Debussy’s music based on Verlaine’s poem.  

The chapter is organized as follows: calculating Debussy’s numerical statistics and Qabalistic 

signature, determining the Qabalistic statistics and signature for titles associated with Suite 
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bergamasque, and determining the Qabalistic statistics and signature for "Clair de lune" 

incorporating analysis of each of its six sections. 

The same method is employed in comparing L'après-midi d'un faune in Chapters 8 

and 9.  Chapter 8 analyses Mallarmé’s poem and is organized into the following sections and 

subsections: calculating Mallarmé's numerical statistics and Qabalistic signature, determining 

the Qabalistic statistics and signature for L’après-midi d’un faune, and determining the 

Qabalistic statistics and signature for the poem L'après-midi d'un  faune. 

Chapter 9 examines Debussy’s music for L'après-midi d’un faune and is analysed in 

the same format as his “Clair de Lune” in Chapter 7: determining the Qabalistic statistics and 

signature for the title Prélude à l’après-midi d’un faune, and determining the Qabalistic 

statistics and signature for the orchestral work Prélude à l'après-midi d'un faune 

incorporating analysis of each of its three sections. The inquiry will provide a detailed 

historical account of the centrality of esotericism in general, and the Qabalah in particular, to 

the Symbolist network of which Debussy was a part.  The dissertation will then conduct a 

Qabalistic analysis of key Symbolist poems and Debussy’s music, seeking to expand our 

understanding of both by revealing new layers of meaning and correspondences in their 

work, and illustrating how this works in terms of the Qabalah.  Although their attraction to 

such a “muse of secrecy” has been long acknowledged, the research offers the first fully 

developed study of how to “decode” their work via Qabalistic doctrine and ritual, arguing 

that much of this work is initiatory and talismanic in nature.   

 While it cannot be proved that their actual compositional process was directed by 

Qabalistic formulae, the research argues that undertaking Qabalistic study of their writing 

adds value to our understanding of their work by adding a layer of knowledge to the spiritual 

aspect of the Symbolist movement. 
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CHAPTER TWO 

Debussy, the Symbolists, and the Occult Network in Paris  

This chapter examines the leading figures and literature of the esoteric revival in Paris 

in the second half of the 19th century in order to establish the avenues through which 

Debussy and the Symbolists were exposed to Qabalistic knowledge.  It does this by 

examining the associations that Debussy and the Symbolists held within the occult network.  

The chapter also explores the manner and frequency with which their dialogue and work 

references esotericism as a means of determining the extent to which the Qabalah was 

influential within their network.  A primary objective of the chapter is to demonstrate that, 

based on the survey of historical and biographical data associating Debussy and the 

Symbolists with the Qabalah, a Qabalistic analysis and interpretation of Symbolist poetry and 

Debussy’s music is a relevant and constructive method of examining their work.   

Leading Figures of the French Occult Revival 

The surge of esoteric publications that emerged during the 19th century focused on a 

range of Qabalistic subjects.  At the core of this corpus of literature were works by the 

revered hierophant, Eliphas Lévi, whose Dogme et rituel de la haute magie (1854) was 

profoundly influential (Cicero & Cicero, 2006, p. 37).  Born in 1810, Lévi first trained as a 

priest at Saint-Sulpice before his immersion in the writings of Hermes Trismegistus, 

Paracelsus, and Fabre d’Olivet prompted him to abandon the Church (Williams, 2003, p. 18).  

He was instructed in the Qabalah by his friend and mentor Józef Maria Hoene-Wronski and 

produced a significant body of literature that left an impressionable mark on esoteric 

devotees.  This output included La Clef des grands mystères [The Key of the Great 

Mysteries] (1859), Les Mystères de la Kabbale [The Mysteries of the Qabalah] (1861), La 

Science des esprits [The Science of Spirits] (1865), and Le grand arcane, ou l'occultisme 

Dévoilé [The Great Secret, or Occultism Unveiled] (1868).  Through his detailed and 

illustrated works, Lévi initiated the reintroduction of the “Renaissance scholar magi” 

(Goodrick-Clarke, 2008, p. 195).  Leading esoteric figures carried on his legacy through their 

own publications, their literature often regarded as a “voluminous commentary upon Lévi’s 

writings” (Waite, 1886/1993, p. xiii).  Lévi’s ability to decipher arcane symbolism embedded 

in ancient doctrines attracted the attention of Symbolist writers, many of whom were in close 

association with esoteric figures in Paris (Senior, 1959, p. 36). 
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 Driving the occult revival was the art critic, playwright, and esotericist, Joséphin 

Péladan, a follower of Lévi’s writings.  His 1884 novel, Le Vice supreme, controversially 

cross-fertilized occultism and the Qabalistic-founded Rosicrucian philosophy with elements 

adhering to the Catholic ideal.  That same year, he collaborated with fellow Qabalist Stanislas 

de Guaita to form L’Ordre de la Rose+Croix et Kabbalistique [Qabalistic Order of the Rose 

Cross] (Orledge, 1990, p. 41).  De Guaita sought to restore the occult to the superior science 

of scholarship he believed it to be, following its apparent demise since antiquity.  He was also 

a follower of Lévi and was introduced to Dogme et rituel by the occultist Catulle Mendés 

(who later became Debussy’s librettist) (Orledge, 1990, p. 41).  In 1891, Péladan severed ties 

with de Guaita and launched the Ordre de la Rose-Croix Catholique et Esthétique du Temple 

et du Graal [Order of the Temple & the Graal and of the Catholic Order of the Rose Cross] 

and elevated his title from Rosicrucian magi to self-appointed “Sâr” (Potter, 2016, p. xxviii).  

Péladan sought to transform the Order’s secrecy into one that harnessed creativity, religious 

reform, Qabalism, and the will to influence the masses.  He wished to alter the image of the 

occultist as “impenetrable sage” to affable mentor and teacher (Zielger, 2012, p. 22).  

Fundamental to his class of Rosicrucianism was his reverent promotion of the arts, his 

support viewed favourably by Symbolists. 

 Like Péladan, Gérard Encausse (Papus) believed himself to be ordained with 

Qabalistic wisdom passed down through Lévi’s doctrine and literature.  Papus was a Spanish-

born physician and an authority on the Qabalah and the tarot (Steiner & Bamford, 2002, p. 

294).  Consistently active during the occult revival, he not only assisted Péladan in creating 

L’Ordre de la Rose+Croix et Kabbalistique but was also the head of several secret societies 

throughout his life and fundamental in establishing Madame H. P. Blavatsky's Theosophical 

Society in France (Quinn, 1997, p. 111).  He was deeply inspired by his “spiritual master” 

and Qabalist, Alexandre Saint-Yves d’Alveydre (Faivre, 1994, p. 89), and by Fabre d’Olivet 

(Papus, 1892/2000, p. 17).  Papus credits both Lévi and d’Olivet with teaching him the secret 

wisdom of arcane symbolism and is known to have saturated his own magic with complex 

allegory so as to deter the occult amateur from disseminating its knowledge (Ziegler, 2012, p. 

199).  In 1889, he founded the Groupe Indépendant d'Etudes Esotériques [Independent Group 

of Esoteric Studies] with fellow occultist Lucien Chamuel.  With its adjoining bookshop, 

Librairie du Merveilleux [Bookshop of the Marvellous], and its two esoteric journals, 

L’Initiation [The Initiation] and the Martinist Le Voile d’Isis [The Veil of Isis], it rivalled 

publisher and Theosophist Edmond Bailly’s (pseudonym of Henri Edmond Lime) well-

regarded Librairie de l'Art indépendant [Bookshop of Independent Art] as an esoteric 
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 Opening its doors for the first time in December 1881 at 84 Boulevard 

Rochechouart, owner Rodolphe Salis secured Le Chat Noir’s reputation as an iconic cabaret 

house by promoting it as the performance space for Symbolist poets, artists, and composers 

(Adams, 2004, p. 79).  Described as the “unofficial headquarters of Parisian bohemianism”, 

the salon’s success was largely attributed to several factors, foremost being its clientele and 

artistic performers, both of whom represented the height of Montmartre social status 

(Gillmore, 1988, p. 59).  It presented a platform on which creative works were introduced and 

provided an opportunity for performers to network with their contemporaries and potential 

patrons of the bourgeois elite.  

 The division of the venue, made by a velvet curtain, created a front half used by 

occasional customers and a back room known as “L’Institut” (The Institute), reserved for 

Symbolist habitués and distinguished friends of Salis.  L’Institut made Le Chat Noir’s 

exclusivity even more appealing, and was decorated with Louis XIII furniture, medieval 

arms, old doors, and iron candelabras.  Green academician robes were worn by waiters who 

addressed clientele with titles of archaic nobility, emphasizing the elitist and closed nature of 

the club’s gatherings (Appagnanesi, 2004, p. 13).  The gothic-mystical culture of L’Institut 

not only provided a sanctuary for the hedonistic inclinations of the bohemian artists of 

Montmartre, but also attracted occultists Péladan and Papus, both of whom were frequent 

visitors (Beaufils, 1993, p. 133; Whiting, 1999, p. 136). 

 Le Chat Noir’s reputation as the meeting place of “disparate literary groups” 

encouraged the showcasing of many works by Symbolist writers, including Stéphane 

Mallarmé, Maurice Maeterlinck, Paul Verlaine, J.-K. Huysmans, Villiers de l’Isle-Adam, 

Théodore de Banville, and Emile Goudeau (Adams, 2004, p. 79; Lowrie, 1974, p. 103).  Like 

many other venues, the salon published a journal of the same name to advocate its support of 

Symbolist literature and elevate its status and fashionable profile in Paris (Adams, 2004, p. 

78). 

 As a means of cleverly ensuring the credibility of the club’s avant-garde status, Salis 

enticed performers by offering complimentary drinks to those who “earned their thirst 

artistically” (Appignanesi, 2004, p. 12).  Every Wednesday, “literary absinthe nights” took 

place presenting a program of singing, reading, recitals, and plays, with Debussy attending as 

a regular pianist at these soirées (Adams, 2004, p. 79).  The composer’s immersion in Le 

Chat Noir extended to Friday evenings with his frequent attendance at the literary gatherings 
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led by Hydropathes founder, Émile Goudeau (Chanan, 1999, p. 193).  The primary concern 

of this circle of “avant-garde artists” (Howat, 1986, p. 164) was the promotion of Symbolist 

talent and to showcase the work of the occult historian and poet, Jules Michelet.  Goudeau’s 

meetings received patronage from Charles Cros, an esotericist, writer, and poet-inventor with 

a deep interest in ancient secret traditions of art (Howat, 1986, p. 166; Weber, 1986, p. 252).  

Prior to Le Chat Noir, Debussy had met Cros at the Paris Conservatoire with the composer 

setting to music his “macabre poem” L’Archet (The Bow) in 1881 (Whiting, 1999, p. 214).  It 

is possible that Debussy’s place in Le Chat Noir’s network was secured through his wealthy 

confidante, Symbolist Pierre Louys, renowned for lavishly entertaining friends and associates 

at the club (Niederauer, 1981, p. 87).  Debussy’s association with the club may also have 

been initiated by several of his Conservatoire comrades who were also frequent attendees:  

Erik Satie, Paul Dukas, Raymond Bonheur, and Ernest Chausson (Whiting, 1999, p. 92).  

Regardless of how Debussy came to be a part of the network, his esoteric leanings were 

reinforced by his immersion in the group. 

Edmond Bailly and the Librairie de l'Art indépendant 

 
Edmond Bailly’s mystical bookshop, Librairie de l'Art indépendant, attracted 

members of the esoteric and Symbolist network.  Established in 1889 and located at 11, rue 

de la Chaussee d’Antin, the Librairie was a prominent destination during the French occult 

revival.  Here poets, writers, musicians, artists, and esotericists assembled to discuss literature 

and to participate in séances (P. Roberts, 2008, p. 88; Smith, 1997, p. 109).  Hosted by Bailly, 

the Librairie supported occult and Symbolist literature through its publishing house and 

accompanying journal La Haute Science [The High Science] (see Figure 2) first published in 

1893 (McAuliffe, 2011, p. 224).  Though its circle was exclusively “closed”, the bookshop 

made no secret of its esoteric leanings.  La Haute Science discussed esoteric traditions and 

religious symbolism, and contained articles on the Qabalah, alchemy, and magic:  
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How exactly Debussy was introduced to Bailly is unknown.  There is speculation they 

either met at Le Chat Noir or through Satie who met Bailly at the Paris Conservatoire in 1886 

(Whiting, 1999, p. 112).  What is known is that their acquaintance was made by the late 

1880s – Bailly published Debussy’s Cinq poèmes de Baudelaire in 1890.  In 1892, Debussy 

wrote of Bailly in a letter to his patron Prince André Poniatowski, “Now there’s someone I 

can recommend to you … if you only knew what erudition this little man hides within, what 

truly artistic ideas” (in P. Roberts, 2008, p. 88).  Their regard for each other was reciprocal 

with Bailly saying of Debussy, “This marvellous artist is kind enough to honour me with his 

friendship; he is one of the greatest and noblest, and he will be the most famous of them all” 

(in Nichols, 1992, p. 133).   

By 1892, the Librairie de l'Art indépendant “served as Debussy’s headquarters” with 

Poniatowski addressing his letters, intended for the composer, to Bailly (Nichols, 1992, p. 

39).  According to Victor-Émile Michelet, Debussy arrived at the Librairie almost every day 

in the late afternoon, either alone, or with Satie (Smith, 1997, p. 162).  He immersed himself 

in Qabalistic doctrine, participated in esoteric discussions, and could often be found playing 

his latest compositions on the piano located in the back room (Michelet, 1937, p. 75).  In 
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1893, the Librairie de l'Art indépendant published Debussy’s La Damoiselle élue with the 

composer making the following dedication to Bailly: 

 

This manuscript is offered to Bailly in remembrance of so many 5 to 7 O’clocks, 
which were and will always be precious for me too for reasons of aesthetics and 
sincere friendship. (in Herlin, 2012) 

 
Satie recounts his encounters with Debussy at the occult bookshop fondly: 

 
 Fréquentée par la “jeune littérature” d'alors, quelques musiciens y venaient bavarder 
 amicalement:  Debussy, Chausson - entre autres. Nous étions sûrs d'y trouver 
l'accueil  le plus délicat  qui soit; et jamais je n'oublierai cette intime résidence du livre 
(Satie,  1981, p. 41) 

 
[It was frequented by the “jeune literature” of yesteryear, and several musicians came 
there to chat amiably – Debussy and Chausson, among others.  We were sure to find 
there the most delicate welcome possible, and I shall never forget this intimate home 
of books] (Whiting, 1999, p. 112) 

 

 The importance of the esoteric associations made in Bailly’s bookshop and the 

Qabalistic knowledge acquired within its book-lined shelves cannot be underestimated.  

Given the frequency of Symbolist attendance at the Librairie, it is reasonable to postulate that 

a considerable amount of Qabalistic knowledge was acquired there.  Bailly’s appreciation of 

the Symbolists is evidenced by his publishing of works by Auguste Villiers de l’Isle-Adam, 

Henri de Régnier, André Gide, and Pierre Louys, all of whom frequented the bookshop 

(Whiting, 1999, p. 112). During the final month of the 1889 Exposition Universelle, Bailly 

wrote a series of esoteric articles titled Le Monde sonore [The Sonorous World] and subtitled 

“Le son” [The Sound], “Harmonie des spheres, Voix de la nature” [Harmony of the Spheres, 

Voice of Nature] (Pasler, 2008, p. 85).  He is also known to have printed Blavatsky’s 

Theosophical Review in 1889 and was active in establishing her secret society in Paris.  

Bailly later became the editor of the review, Le Lotus bleu [The Blue Lotus], described by 

Blavatsky as “the only organ of the Theosophical Society in France” and directed at those 

who wished “to know the direct teaching of Occult Science” (Blavatsky & Besant, 2003, p. 

73).  

 Adding to the Librairie’s spiritual interests was its printing of Bernard Lazare’s La 

Télépathie et le Néo-spiritualisme [Telepathy and Neo-spiritualism], which examined 

Hiroyoshi Kuwahara's psychical research involving the union of Japanese and British 

Spiritualism (Wilson, 1978, p. 15).  Bailly also published René Bassett’s Les Apocryphes 
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Éthiopiens [The Ethiopian Apocrypha] that provided a translation of the apocryphal books of 

the Bible that do not appear in the Hebrew version due to their reference to, and support of, 

Chaldean-Assyrian magical incantation (S. Kaplan, 1995, p. 212).  Additionally, between 

1894 and 1898, Bailly published and promoted the Theosophical Glossary by Herbert 

Burrows and Annie Besant, A. Laurent’s La Magie et la divination chez les Chaldéo-

Assyriens [Magic and Divination Among the Chaldéo-Assyrians], Louis Ménard’s Poèmes et 

Rêveries d'un païen mystique [Poems and Dreams of a Mystic Pagan], Falconnier’s Les XXII 

lames hermétiques du tarot divinatoire [The XXII Hermetic Blades of the Divination Tarot], 

and Dr. Pascal’s A.B.C. de la Théosophie [ABC of Theosophy].  These works reflect the 

esoteric and Theosophical momentum that was building in these small circles in Paris and 

culminated in the 1899 formation of the first division of the Theosophical Society and 

Bailly’s printing of Blavatsky’s The Secret Doctrine: The Synthesis of Science, Religion and 

Philosophy.  Her theosophy blended Qabalistic, Christian, and Hellenistic canons with 

Oriental religions (Hammer & Rothstein, 2013, p. 295).  This account of works published by 

the Librairie reflects the literature Debussy and the Symbolists would have been regularly 

exposed to and further supports an understanding of the nature of their esoteric and Qabalistic 

knowledge.   

Les Salons de la Rose+Croix 

As previously mentioned, the Symbolist network in which Debussy was situated also 

gravitated toward Péladan, whose desire to synthesize art and spirituality was central to his 

life objective (Ziegler, 2012, p. 105).  His Ordre de la Rose-Croix Catholique et Esthetique 

du Temple et du Graal was an artistic movement based on the Qabalistic and Hermetic 

inspired Rosicrucian philosophy which advocated an amalgamation of metaphysics and 

aesthetics.  Péladan produced a doctrine released as an accompaniment to the Ordre’s 

formation that conveyed his Qabalistic view of the artist as initiate and his conviction that 

esoteric wisdom held the key to manifesting artistic beauty (Partridge, 2014, p. 434).  This 

concept provided a platform on which Symbolists could align their aesthetic ideal with their 

esoteric ontology.  The notion of the “poet as initiate” will be explored in detail in Chapter 3.   

 Péladan’s doctrine emphasized his wish to create a school of spiritual aestheticism 

reflecting his admiration for “primordial” art sourced in myth, legend, mysticism, theology, 

and dream states (Tobin, 2005, p. 124).  An annual series of salon exhibitions (see Figure 4) 

held between 1892 and 1897 featured creative works embracing “an idealist spiritual revival 
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in art”, designed to promote all Symbolists adhering to his aesthetic (Dorra, 1994, p. 261).  

Adopting Wagner’s vision of gestes esthétiques, the salons synthesized literature, music, and 

the visual arts for the purpose of restoring a spiritual essence in society which Péladan felt 

had disintegrated through decadence, materialism, and realism (Whiting, 1999, p. 156).   

 Péladan’s view of art as the manifestation of spiritual wisdom with the ability to 

impart Qabalistic knowledge is expressed in the preface of the Salon’s accompanying 

catalogue: 

 

 Artiste, tu es prêtre: l’Art est le grand mystère … Artiste, tu es roi: l’Art est l’empire 
 véritable … Artiste, tu es mage: l’Art est le grand miracle et prouve notre 
immortalité.  (Péladan, 1892, pp. 7-8) 

 
[Artist you are priest: Art is the great mystery … Artist you are king: Art is the true 
empire … Artist you are magician: Art is the great miracle and proves our 
immortality.] (in Bundy, 2017, p. 245) 
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The Salon de la Rose+Croix ethos reflected Péladan's penchant for paintings that 

personified legend, myth, the dream world, allegory, Oriental theogony, ethereal nudes, 

murals, and those works imitating the Pre-Raphaelites (Zielger, 2012, p. 114).  He banished 

all works depicting landscapes “except for those in the style of Poussin” (in D. Roberts, 2011, 

pp. 126-127).  Sheila McTighe claims that Poussin purposefully infused his landscape 

paintings with symbolic obscurity, the meaning of which was only decipherable by a 

knowledgeable few.  In the chapter titled “L'Enseignement de Poussin” [The Teaching of 

Poussin] contained in André Gide’s memoir, the writer describes the painter's art as “a sort of 

picture-puzzle” in which it is “necessary to find the key to be able really to admire it” (Gide, 

1950, p. 172). 

 The salons were not purely confined to exhibiting art, with musical and theatrical 

performances also strongly encouraged.  Debussy's comrade, Erik Satie, was the official 

composer of Péladan’s Ordre de la Rose-Croix Catholique et Esthetique du Temple et du 

Graal, and frequently performed in addition to writing music for the esotericist's play, Le Fils 

des étoiles [The Sons of the Stars] (1895) (D. Roberts, 2011, p. 127).  It is likely that through 

Satie, Debussy became acquainted with Péladan, with the esotericist claiming the composer 

was a “Salon d'Automne musician” [Autumn Salon Musician] (in Rubin, 2017, p. 297).  It is 

also reasonable to assume that this connection nurtured Debussy's already growing 

knowledge of Rosicrucian doctrine (that drew from the Cabala of the Renaissance), with his 

frequent requests for its literature made to bookseller Emile Baron during his stay at the Villa 

Medici in 1885 (Orledge, 1990, p. 41).  Records of his correspondence with Baron reveal his 

desire for “anything” Rose-Croix by writers Albert Jounet or Percy Bysshe Shelley to be sent 

to him in Rome (in Seroff, 1956, p. 73).  Debussy is also known to have written two esoteric 

works during the Salons de la Rose+Croix period: Les noces de Sathan [Satan’s Wedding] 

(1892) and the Rosicrucian pantomime, Le Chevalier d’or [The Golden Knight] (1897), both 

of which were left incomplete.  

 Through Péladan, Debussy met the occultist and paleographer, Emile Hoffet, a 

former student of the priesthood frequently credited in literature for his involvement with 

Bérenger Saunière.  Hoffet is alleged to have interpreted the parchments found by Saunière at 

Rennes-le-Chateau that were rumoured to contain evidence associated with the survival of 

the Merovingian bloodline.  His connection to the event was made through his uncle who was 

the director of the Seminary of Saint Sulpice, the church where Eliphas Lévi had formerly 

trained, and where Saunière was sent by his bishop to have the parchments assessed (Picknett 

& Prince, 2004, p. 245).  Hoffet also introduced Saunière to Emma Calve, an occultist, opera 
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singer, and musical associate of Debussy.  It is not known exactly which of the two 

introduced Debussy to Saunière but the composer is known to have entertained the priest at 

his home during his trip to Paris and was later a guest at Rennes-le-Chateau (Chaplin, 2010, 

p. 2; Orledge, 1990, p. 340).  All of the above suggests that Debussy’s personal and 

professional affairs were also interwoven with the Péladan occult network, reinforcing the 

claim that he had significant knowledge of esoteric and Qabalistic doctrine.   

Mallarmé, Les Mardistes, and Debussy 

While Wednesdays and Fridays were associated with Le Chat Noir, Tuesday was 

recognized as the evening Mallarmé held his legendary and prestigious Symbolist gatherings, 

with Debussy in attendance as an invited guest (Howat, 1986, p. 168; McCombie, 2003, p. 

xii).  Here, writers, poets, painters, and critics gathered in the small sitting-dining room of 

Mallarmé's modest family apartment on the Rue de Rome (Kotynek & Cohassey, 2008, p. 

41).  From 9pm to 12am attendees, or “les Mardistes” as they came to be known, explored 

aesthetics through discussions on philosophy, politics, literature, poetry, music, and art 

(Lloyd, 2005a, p. 6).  Mallarmé often stood “next to the stove” giving “impromptu lectures”, 

his voice “soft, musical, [and] unforgettable”, while his audience assembled “around the 

table” (Sheridan, 1999, p. 68).   

 A “deeply committed follower of Lévi’s doctrine” (Szulakowska, 2011, p. 34), 

Mallarmé was introduced to his Dogme et rituel by Villiers de L’isle-Adam, who expressed 

to him in a letter, “je vous indiquerai les dogmes et rituels de la haute magie d'Eliphas Levi ... 

Ils sont l'etonnement même” [I will show you the dogmas and rituals of Eliphas Lévi’s high 

magic … They are an absolute wonder] (L’Isle-Adam, 1986, p. 205; my translation).  

Mallarmé advocated the unification of poetry with occultism, evidenced in his assertion, “I 

say that a secret parity exists between the old practices [of magic] and the sorcery that is and 

will be poetry” (in Michaud, 1971, p. 167).  This aim is further substantiated in a letter to 

Jules Michelet in which the poet comments, “Occultism is the commentary of pure signs 

which all literature obeys” (in Jeffares, 1989, pp. 54-55).  Mallarmé is also documented as 

having greatly admired Eduard Schuré’s Les grand initiés (The Great Initiates) that depicts 

the chronicles of initiatory sects (Reynolds, 1995, p. 31; Surette, 1994, p. 200).  Sadakicki 

Hartmann, a contemporary of Mallarmé, offers the following comments in “A Tuesday 

Evening at Stephane Mallarmé’s” published in The Art Critic (1893): 

 



21 

He speaks as the other Symbolists write.  He utters any amount of mysterious and 
harmonious words and his listeners … [leave] with the impression that they have 
received incomprehensible revelations.  I never saw so many poets assembled in so 
small a space before … the assembly consisted of about twenty poets. (in Hartmann, 
1893, p. 20) 

 

 In the preface to his autobiography, The Trembling of the Veil (1927) W. B. Yeats 

recalls the mystical acuity held by Mallarmé: “I have found in an old diary a quotation from 

Stephane Mallarmé, saying that his epoch was troubled by the trembling of the veil of the 

Temple (p. 135).  This echoes Lévi’s assertion that at the moment of Christ’s crucifixion, 

“the veil of the Temple was rent, that is, the most secret mysteries of the Jewish religion were 

revealed” and emphasizes the ontological association Mallarmé held with Lévi (qtd in Waite, 

1886/1993, p. 322).  Early indications of Mallarmé’s predilection for esotericism are evident 

in his 1862 article “Hérésies artistiques: L'Art pour tous” (Artistic Heresies: Art for All) 

written when he was just 20 years old, in which he states:  

 

Everything that is sacred and that wants to remain sacred shrouds itself in mystery.  
Religions take refuge behind arcana disclosed solely to the elect: art has its own (in 
Austin, 1987, p. 52) 

 

In the article, Mallarmé laments poetry’s predicament in the sharing of its “language” with 

popular forms of writing (such as fiction, news articles) and calls for a “hieratic formulae 

whose arid study blinds the uninitiated” (in Austin, 1987, p. 52).  According to Michaud, the 

poet’s passionate plea, “O Golden clasps of ancient missals! O inviolate hieroglyphs of 

papyrus scrolls” holds the key to assessing his entire work (in Austin, 1987, p. 52).  Mallarmé 

is further known to have been intrigued by cipher, hieroglyph, and cryptology (Bruns, 19764, 

p.111).  An example of his reference to the Occult Sciences is found in Prose pour des 

Esseintes (Prose for Esseintes) (1884) in which he pays tribute to Duc Jean Floressas 

Des Esseintes, the decadent hero from J.-K. Huysmans’ revered novel, À rebours (Against 

the Grain) (1884): 

 

   ‘Hyperbole! de ma mémoire              ‘Hyperbole! from my memory 
  Triomphalement ne sais-tu  Triumphantly can’t you 
  Te lever, aujourd’hui grimoire Rise, today old gramarye 
  Dans un livre de fer vetu:  Cloaked in a book of iron 
 
  Car j’installe, par la science,    For I install, through science 
  L’hymnes des coeurs spirituels The hymn of spiritual hearts 
  En l’oeuvre de ma patience,   In the work of my patience 
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  Atlas, herbiers et rituels.’  Atlases, herbals, and rituals.’ 
      (in Cohn, 1965, p. 241) 
 

 In its entirety, Mallarmé’s les Mardistes filled a significant portion of the Symbolist 

roster: Paul Verlaine, Marcel Proust, Paul Valéry (Jeannin, 2017, p. 188); Paul Adam, Pierre 

Quillard, Henry de Régnier (Lloyd, 2005a, p. 211), Paul Claudel, André Gide, Jules Laforgue 

(Peschel, 1981, p. 55), Villiers de l’Isle Adam, Camille Mauclair, Pierre Louys (Pearson, 

2010, p. 199), J.-K. Huysmans, Félicien Rops, Odilon Redon (Facos, 2009, p. 169), and 

Gustave Moreau (Everdell, 2009, p. 89).  Debussy was also a part of this group (Facos, 2009, 

p. 169) along with close companion and fellow musician, Ernest Chausson (Kerman, 1990. p. 

153).  The following paragraphs will explore the esoteric and Qabalistic tendencies among 

each of the group’s members and consider the manner in which they may have contributed to 

Debussy’s Qabalistic awareness.      

 Verlaine, for example, whose eighteen poems the composer set to music, was 

influenced by occultism, antiquity, and cosmology (Campbell et al., 1978, p. 88).  As a 

member of les Mardistes, Debussy would have also associated with the novelist and Qabalist 

Paul Adam, whose knowledge of esoteric and Rosicrucian philosophy was acquired as a 

member of the Supreme Council of the Rosy Cross that brought him in close association with 

Péladan, Papus, and Guiata (McIntosh, 1998, p. 94).  At Mallarmé’s gatherings, the composer 

also met Paul Claudel who held a metaphysical perception of poetry with his unifying view 

of cosmology and Christian mysticism (Linden et al., 2013, pp. 254-255).  Pierre Quillard 

was a long-standing member of Mallarme’s circle and founder of the journal, La pléiade (The 

Pleiad).  He received acclaim through its publication of his La fille aux mains coupées (The 

Girl Without Hands) (1886), a medieval play infused with mystical journeys, resurrections, 

and Hermetic symbolism (Grossman, 2001, p. 182; Schumacher, 1996, p. 91).  In a similar 

medieval vein, Villiers de L’Isle Adam’s drama Axël (1890) was based on the main 

character’s initiation into the occult mysteries.  It tells the tale of Count Axël who resides in a 

gothic castle deep within the Black Forest as he pursues Rosicrucian studies, practices magic, 

and attempts the “Grand Œuvre” of alchemy (Orledge, 1982, p. 17).  Axël’s impression on 

Debussy is marked by the incidental music the composer wrote as a dedication to the work, 

though it remains one of his unfinished music projects (Bruhn, 1997, p. xxv).   

 Camille Mauclair, the poet, art critic, and biographer whose novel Le Soleil des 

morts (1898) depicted “fictional portraits” of avant-garde artists and writers who held arcane 

affinities, was also a friend of Debussy.  J.-K. Husymans was also a friend of the composer 
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and was widely recognized as a writer and esotericist in Parisian circles.  He was an avid 

follower of Lévi, his alchemically infused work expressing principles pertaining to the occult 

movement somewhat “clearer than that of the poets” (Senior, 1959, p. 117).  The Symbolist 

generation admired Huysman’s A Rebours (Against the Grain) (1884) and En Rade (And a 

Council) (1887), as did Debussy, who later set his poems to music (Zielger, 2012, p. 2).   

 As previously mentioned, Pierre Louys was an attendee of both Le Chat Noir and 

Mallarmé’s Tuesday meetings, and was a member of Debussy’s inner social circle, acting as 

a witness, with Satie, at the composer’s marriage to Rosalie (Lilly) Texier in 1899 (Code, 

2010, p. 89).  The composer’s affection for Louys is articulated in a letter he wrote in 1903 in 

which he states, “Among my friends you are certainly the one I have loved the most” (in 

Lockspeiser, 1978, p. 160).  Author of Chansons de bilitis (Song of Bilitis) (1894), Louys is 

recognized for his fascination with esotericism and eroticism.  From this association, it is 

reasonable to assume that their nearly 12-year “inseparable” companionship (Wenk, 1976, p. 

180) would have nurtured Debussy’s occult erudition.  The composer’s knowledge of the 

Qabalah would have been further developed by his close association with Gide and Valéry, 

both of whom held knowledge of esotericism (Howat, 1986, pp. 168-172).  Gide’s essay 

titled Saint Mallarmé l'ésotérique (Saint Mallarmé the Esoteric) alludes to the "coded 

messages" contained within the poet's work (Van Tuyl, 2012, p. 70-71).  Valéry’s role as a 

follower of esoteric wisdom was acknowledged by H. P. Blavatsky in her article Paul Valéry 

and the Universal Man published in the Theosophical Quarterly Magazine (1927-1928), in 

which she describes him as “a student of Theosophy" (Blavatsky, 2003b, p. 319). 

 Equally influential, Gustave Moreau was listed as one of Debussy’s favourite 

painters in an 1889 questionnaire (Lockspeiser, 1978, p. 119).  Moreau was influenced by 

Lévi, mysticism, mythology, Buddhism, and Theosophy (Szulakowska, 2011, p. 24).  His 

paintings eloquently express occult and mythological subject matter, exemplified in 

L'Apparition (The Apparition) (1876), depicting the Biblical Salomé dancing before Herod, 

and based on the final text of Mallarmé's poem of the same name, written in 1863.  Moreau 

confesses that the idea for Salomé's costume had manifested out of "mysterious tracings and 

Cabalistic meanderings" he had "retrieved ... from the realm of the invisible" (Pal-Lapinski, 

2005, p. 15).  In 1884, Debussy wrote a song titled L’Apparition (The Apparition), inspired 

by the work of both Mallarmé and Moreau.  The composer was also attracted to the painting 

and printmaking of his friend, Odilon Redon, whose work reflected his avid interest in 

esotericism and Theosophy (Lockspeiser, 1862, p. 109; Szulakowska, 2011, p. 24).  He 

received fame after becoming one of two painters (with Moreau) favored by Des Esseintes, 



24 

the main character in Huysmans, A Rebours (Fowlie, 2010, p. 6).  Speaking in Qabalistic 

terms, Redon describes the Symbolist pursuit as the method of applying “la logique du visible 

au service de l'invisible” [the logic of the visible at the service of the invisible] (Redon, 1922, 

p. 29).   

 As with Bailly’s Librairie de l’Art indépendant, Mallarmé’s Tuesday gatherings 

would have influenced those Symbolists who attended, amplifying their knowledge of 

esoteric subject matter.  By situating himself among these networks, Debussy was equally 

exposed to the Qabalistic literature and trends of the period.  The influence of this wisdom in 

Debussy’s aesthetic is evidenced in a letter written in 1893 to Ernest Chausson in which he 

declares:  

 

 Vraiment la musique aurait dû être une science hermétique, gardée par des textes 
 d'une interpretation tellement longue et difficile qu’elle aurait certainement 
 découragé le troupeau de gens qui s’en servent avec la désinvolture que l’on met à se 
 server d’un mounchoir de poche! Or, et en outre, au lieu de chercher à répandre l'art 
 dans le  public, je propose la fondation d'une Société d'ésotérisme musical. 
 (Debussy, 1980,  p.51) 

 
 [Music should really be a hermetic science, guarded by texts that require such 
 lengthy and difficult interpretation that the hordes of people who use music as 
 casually as one uses a handkerchief would become discouraged instead of making 
 efforts to disseminate art to the public; I propose the foundation of a “Society of 
 Musical Esotericism”.] (Debussy, Lesure, & Nichols, 1987, p. 52) 

Conclusion 

The occult revival predominantly flourished underground, removed from mainstream 

society, drawing on several mystical derivatives and heavily sourced in the Qabalah.  

Independent publishing houses emerged, dispersing this Qabalistic wisdom by way of the 

literature of key esoteric figures.  A primary focus of its doctrine and practice was uncovering 

the hidden and cryptographic meaning of its texts and the symbolic combination of Hebrew 

letters believed to be fundamental to spirituality and evocation (Ziegler, 2012, p. 199).  

Qabalistic doctrine disseminated knowledge pertaining to the acquisition of alchemical 

purification, regeneration, prophecy, and revelation.   

 The Symbolist network mixed with esotericists through various associations, 

exposing them to Qabalistic literature relevant to the revival, most notably Lévi’s venerated 

Dogme et rituel de la haute magie.  Debussy's place within this network was formed through 

his camaraderie and collaboration with the Symbolists.  This group met regularly at Le Chat 



25 

Noir, Bailly's Librairie de l'Art indépendant and Mallarmé's Tuesday evening gatherings, and 

held a close association with Péladan and his Salons de la Rose+Croix.     

 Both Debussy and members of the Symbolist network evidence knowledge of 

Qabalistic wisdom through their discourse that suggests the influence of the Qabalah in their 

creative ideal.  This is initiated by Baudelaire, the “founder” of French Symbolism who 

declares every poet a “Kabbalist” (sic) and continues through to Mallarmé and later 

Symbolists.  Given historical data that emphasizes the Qabalah's role in the revival, and based 

on biographical data that places Debussy and the Symbolists among the occult network, the 

likelihood these artists were versed in its doctrine is expected, and a Qabalistic analysis and 

interpretation of their work appears both logical and relevant. 

 While 19th century occultism also drew from Egyptology, Hermeticism, alchemy, 

and other mystical traditions, the influence of Qabalistic tradition is the focus of this inquiry 

given its centrality to the movement.  The following chapter will investigate how the Qabalah 

evolved to become an important facet of 19th century occultism. This will be investigated 

through its primary texts, commentaries on its theology, and those works published during 

this period.  In order to provide an appropriate historical and intellectual context for this, the 

chapter will first discuss the heritage of the Qabalah in France.  It will then examine the 

concept of “poet as initiate”, drawing on the historical origins of poetry as incantation as a 

means of determining the degree to which this notion underpinned the Symbolist ideal.   
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CHAPTER THREE 

The Qabalistic Tradition in France and its Assimilation Within the Symbolist Ideal 

This chapter investigates the emergence of the Qabalah in France and examines the 

ways in which Debussy and the Symbolists became familiar with its doctrine through the 

increased publication of commentaries on its literature leading up to and during the 19th 

century.  The progression and extent to which the Qabalah appeared in 19th century Paris is 

relevant to the dissertation as it provides evidence to support the hypothesis that Debussy and 

the Symbolists were well versed in its doctrine and knowledgeable of the foundation on 

which it is based.  Following on from this, the chapter will examine evidence of the Qabalah 

in the ideology of the Symbolist movement.  It will explore the concept of “poet as initiate” 

as a key premise informing their identity, and enquire into the origins of poetry as 

incantation, as both incantation and initiation are important aspects of the Qabalah.  The 

chapter will further explore the principles and paradigms used by initiates that reflect 

Qabalistic doctrine and ritual.  

The Emergence of the Qabalah in France 

According to Gershom Scholem, Jewish Kabbalah emerged in Southern France 

during the 11th century (1991, p. 12).  Here, the Sefer ha-Bahir (Book of Illumination) and 

the Sefer Yetzirah (Book of Creation) appeared, both believed to have come from anonymous 

sources though there are attributions made to Rabbi Nehunuya ben HaKanah and Abraham 

ben David respectively.  Published in 1176, the Bahir “takes the form of ancient rabbinic 

Midrash” and expounds “on Biblical phrases, tying one verse of Scripture to another, and 

constructing units of its own thought around what it offers as scriptural exegesis” (Green, 

2004, p. 16).  It presents the universe as an emanation of Divine being, elaborating on the 

Tree of Life as the key “to advanced spiritual exploration” (Goldberg, 2011, p. 122).  As one 

of the earliest labyrinths, the Tree of Life is a diagram consisting of 10 circular centres 

(sephiroth) connected by a series of 22 paths, each representing a letter of the Hebrew 

alphabet.  The 10 inter-connected sephiroth, commonly referred to as emanations, represent 

the descent of God into the physical world, with each indicative of a Divine attribute and 

fundamental life principle.  The specification, wisdom, and evocative power of each sephira 

is marked by its symbolic association with a Divine name, Archangel, and Angelic choir.  

The sephiroth define the "level of being between the infinite and the finite ... the unknowable 
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and the knowable" and are the keys "to advanced spiritual exploration" (Goldberg, 2011, p. 

122).  Symbolically, the Tree of Life represents the manner in which the universe came into 

being through a process of Divine manifestation (Regardie et al., 2000, p. 96).  Exemplifying 

the maxim, “as above, so below”, it forms the basis of the initiatory system adopted by 19th 

century Qabalists (Miller & Miller, 1990, p. xii).   

 The Sefer Yetzirah, the second of these two key texts, was considered by Jewish 

mystics as the supreme manual for practical magic and creation.  With its elaborate 

description of the 22 letters of the Hebrew alphabet, it suggests students of the Qabalah use 

meditative exercises and incantation during ritual in order to invoke spiritual forces.  The 

Sefer Yetzirah claims that creation is made through the various combinations and 

permutations of Hebrew letters (tzeruf), and upholds the tetragrammaton, the "ineffable four 

letter name of God” spelled YHVH (yod - hey - vav - hey) as the supreme vessel for 

manifestation (Sherwin, 1990, p. 195). These arrangements are perceived as holding immense 

power, as Lévi explains: 

 
 chaque lettre reproduit un nombre, une idée et une forme, en sorte que les 
 mathématiques s'appliquent aux idées et aux formes, non moins rigoureusement 
 qu'aux nombres par une proportion exacte et une correspondance parfait.  Par la 
 science du Sépher Jézirah, l’esprit humain est fixé dans la vérité et dans la raison 
 (Lévi, 1860, p.54) 
 

[each letter produces a number, an idea and a form, so that mathematics are applicable 
to forms and ideas, even as to numbers, in virtue of an exact proportion and a perfect 
correspondence.  By the science of the Sepher Yetzirah, the human mind is rooted in 
truth and in reason] (Lévi, 1860/1999, p. 64) 
 

During the late Middle Ages, the Sefer ha-Zohar (Book of Splendor) emerged in Spain 

published by Moses de Leon (Scholem, 2011, p. xv).  The Zohar provides a cryptic and 

mystical commentary on the Torah (five books of Moses) and expounds in significant detail 

on the structure of the Universe and the sephirotic emanations of God.  With its 2,000 pages 

and rich arcane symbolism, its central theme is focused on the “interplay of human and 

Divine realities” (Matt, 1983, p. xv).  Described by Lévi as “une genèse de lumière” [the 

genesis of light] (Lévi, 1860, p. 54), the Zohar makes clear the manifesting power of the Tree 

of Life.  He refers to the Sepher Yetzirah as “une échelle de vérités” [a ladder of truths] and 

the Zohar, as “la vérité absolue” [absolute truth] (Lévi, 1860, p. 54).  Latin translations of the 

Zohar began to emerge in Italy during the 15th century by "Christian devotees of esoteric 

lore" who sought to reinterpret Christianity through the Jewish Kabbalah and magic (Green, 
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2004, p. xii).  Renaissance philosophers, Pico della Mirandola and Marsilio Ficino were 

among those who translated the Zohar (Faivre, 1994, p. 61), both belonging to a group of 

Christian Cabalists who merged its theology with Hermetic principles.  Mirandola claimed 

that “no science can better convince us of the Divinity of Jesus Christ than magic and the 

Kabbalah” (Davison, 2004, p. 67).  In France, Jacques Lefevre’s De magia naturali (On 

Natural Magic) written between 1492 and 1494 explored the link between the Qabalah and 

magic (Faivre, 1994, p. 60), while Cornelius Agrippa established a secret society in Paris 

devoted to the study of the correlation between religion, ritual magic, and the Kabbalah 

(Mackey, 1874, p. 44).  Agrippa's works, De incertitudine et vanitate scientiarum et artium 

(On the Uncertainty and Vanity of the Sciences and Arts) (1531) and La philosophie occulte 

ou la magie (The Philosophy of Natural Magic) (1533) examine the acquisition of Divine 

wisdom through the Tree of Life and the search for “Self”.  It was through these works and 

that of John Dee, Robert Fludd, and Jakob Böhme, that the Qabalah, a synthesized form of 

Western esotericism, was developed, asserting the Tree of Life necessary for the initiate 

wishing “to work with God’s power” (Böhme & Erb, 1978, p. 78). 

 During the 17th century, further literary interpretations emerged in France.  Both 

Jacques Gaffarel's Abdita divinae cabalae mysteria (The Hidden Mystery of the Divine 

Cabala) (1625), and Christian Knorr von Rosenroth's Kabbalah denudata (The Kabbalah 

Unveiled) (1684) were revered by Qabalists for centuries following their publication.  By the 

second half of the 18th century, the Qabalah was integral to esotericism with Martinists 

Martinez de Pasqually, Louis Claude de Saint-Martin, and Jean-Baptiste Willermoz 

incorporating its doctrine and symbolism into the French Masonic degree system and 

initiatory rituals (Stavish, 2007a, pp. 149-150).  The increasing popularity and circulation of 

Qabalistic doctrine during this period was in part due to the widespread rejection of Catholic 

dogma as an effect of the perceived moral depravity within its institutions and the lack of 

faith held for eternal sanctions (Iriye & Saunier, 2016, p. 48).  As Lévi was to assert in 1860, 

as the Church’s command weakened, its attempt to tighten its diminishing hold manifested in 

the legal forbidding of individuals “to consult oracles and to violate by indiscreet curiosity 

the secrets of futurity” (Lévi, 1860/1999, p. 339).  As a result, the occult revival, with its 

Qabalistic undercurrent, took on an underground quality.  Both Rosicrucian and Freemason 

philosophy revered the Qabalah with the Tree of Life evoked in much of their symbolism.  

As an initiate into Freemasonry in 1861, Lévi went to great lengths to prove the Qabalah as 

the source of Masonic symbolism (Lévi, 2000, p. 16).    
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 In the early part of the 19th century, Fabre d’Olivet’s La langue hébraïque restituée 

(The Hebraic Language Restored) (1816) was published and became widely popular with 

Lévi later modelling his Qabalism on the work (Szulakoswka, 2017, p. 34).  Numerous 

French commentaries on the Zohar emerged throughout the 19th century.  This was 

accompanied by many Latin variations accessible to esotericists and Symbolists.  Significant 

among these was Adolphe Franck’s La Kabbale ou la philosophie religieuse des Hebreux 

(The Kabbalah, or the Religious Philosophy of the Hebrews), printed in 1843 in Paris and 

receiving a second edition in 1892 (Idel, 1990, p. 8).  Hugely influential, the book was hailed 

by Jules Michelet as a model of criticism and Franck became the first French Jew to be 

awarded an agrégation in philosophy (Hus et al., 2010, p. 111).  Franck inspired a generation 

of mystical research led by Lévi and Papus, contributing a preface to the latter’s Traité 

méthodique de science occulte (The Elementary Treatise on Occult Science) (1891) (Hus et 

al., 2010, p. 112).  Lévi openly honoured the Zohar, describing it as “le grand livre sacré de 

la haute Kabbale” [the great sacred book of the high Kabbalah] (Lévi, 1861a, p. 322).  He 

translated portions of it into French: the Idra Raba in the 1870s, and Les livre des splendeurs 

(The Book of Splendours) published posthumously in 1894.  Henri Chateau expanded this in 

1895 with a complete French translation of the entire Zoharic texts included in Rosenroth's 

Kabbalah denudata (Hus et al., 2010, p. 186).  

 The Sepher Yetzirah was translated into French by Papus in 1887 and by Mayer 

Lambert in 1891, with Lévi’s treatise, Les Éléments de la Kabbale en dix lecons (The 

Elements of the Qabalah in Ten Lessons) appearing in Papus’s La Cabbale: Tradition 

secrète de l'Occident (The Qabalah: Secret Tradition of the West) published in 1892.  Lévi 

affirms in his monumental statement: 

 

 Toutes les religions vraiment dogmatiques sont sorties de la cabale et y 
 retournent; tout ce qu'il y a de scientifique et de grandiose dans les rêves 
 religieux de tous les illuminés, Jacob Bœhme, Swedenborg, Saint- Martin, etc., est 
 emprunté à la cabale; toutes les associations maçonniques lui doivent leurs 
 secrets et leurs symbols.  La cabale consacre seule l’alliance de la raison universelle 
 et du Verbe divin (Lévi, 1861b, p. 95) 
 

 [All truly dogmatic religions have issued from the Kabbalah … whatsoever is grand 
 or scientific in the religious dreams of all the illuminated, Jacob Boehme, 
 Swedenborg, Saint Martin, &c., is borrowed from the Kabbalah; all masonic  
 associations owe to it their secrets and their symbols.  The Kabbalah alone 
 consecrates the alliance of universal reason and the Divine Word] (Lévi, 1854/1998, 
 p. 20) 
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The Symbolist Immersion in Qabalism 

During the 1850s, the period of Baudelaire’s writing, the Qabalah was becoming increasingly 

popular among esoteric circles in France with Lévi declaring the Sepher Yetzirah and the 

Zohar “les chefs-d'œuvre de l'occultisme” [masterpieces of occultism] (Lévi, 1860, p. 51).  

The Symbolist attraction to Qabalistic doctrine was in part due to Lévi’s assertion that the 

Qabalah's allegorical expression aligned it with poetry (Lévi, 1860/1999, p. 61).  He was a 

friend of Baudelaire’s with the two collaborating on a scandalous book titled Mystères 

galants des théâtres de Paris (Gallant Mysteries of Paris Theatres) (1844), published 13 

years before the first edition of Les Fleurs du mal (Senior, 1969, p. 162).  Baudelaire 

venerated magicians and was fascinated by clairvoyance and those with the ability to 

converse with spirits (Baudelaire, 1919, p. 218).  His declaration of the poet as “a decipherer, 

a Kabbalist of reality, a decoder” and his view of life as “a message in code … a cryptogram” 

(in Rexroth, 1968, p. 175) suggests a Qabalistic facet to his Symbolist ideal.  His assertion of 

poetry as “the means of perfecting conscious” with the “final result” being the raising of 

“man above the level of vulgar interests” echoes the Qabalistic objective (Baudelaire, 1964, 

pp. 126-131).  He further endorses poetic verse as “la sorcellerie evocatoire” (Baudelaire, 

1869, p. 207) but affirms the poet must be resistant in revealing its "formula" (Baudelaire & 

Charvet, 1981, p. 120).  Baudelaire further alludes to knowledge of esoteric doctrine in a 

letter written in 1860 to the publisher Auguste Poulet-Malassis, in which he recalls a recent 

meeting with the etching artist Charles Méryon.  A champion of the engraver’s work, 

Baudelaire remarks that “Une de ses grandes préoccupations, c'est la science cabalistique, 

mais il l'interprète d'une façon étrange” [One of the subjects that most preoccupies him is 

cabalistic science.  But he interprets it in a very strange way] (Baudelaire, 1915, p. 229).  

 As Michell Facos argues in Symbolist Art in Context (2009), Baudelaire was a 

determinative influence for the majority of Symbolist writers (p. 46), his Les Fleurs du mal 

(The Flowers of Evil) (1857) providing an esoteric foundation for Symbolism (Prideaux & 

Munch, 2007, p. 163).  With its introductory “Au Lecteur” referencing the legendary founder 

of magic, Hermes Trismegistus, this voluminous collection of poetry became a formative 

work for Symbolists.  In his commentaries, Russian poet and critic, Konstantin Balmont, 

describes Baudelaire as a “magician … sorcerer” and the sovereign of the “bewitched 

kingdom” (in Wanner, 1996, p. 78).  Baudelaire is also known to have translated five 

volumes of Edgar Allen Poe’s poetry, acclaimed for their gothic and mystical elements.  This 

contribution made it possible for those in France to have access to Poe’s work, with Debussy 
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and the Symbolists sharing Baudelaire’s reverence for him.  Papus claims that Poe's poem 

Eureka (1848) echoes the Qabalistic Laws of Unity and Multiplicity with its cosmological 

and astronomical connection between the soul of the individual and the mind of God (Papus, 

1892/2000, p. 175).  Indeed, as Ana Castillo asserts, Poe was one of the "main models" of 

"occult symbolism" for the Symbolists (1981, p. 74).   

 Honoré de Balzac, a friend of Baudelaire’s, and admired by Debussy and later 

Symbolists, was closely acquainted with Lévi, mentioning his wife, the sculptress Marie-

Noémi Cadiot, in his novel Un Grand homme de province à Paris (A Distinguished 

Provincial at Paris) (1839).  Lévi is also known to have been a regular guest at the Balzac 

household following the writer’s death, and frequently gave lessons in the Qabalah to his son-

in-law, the Comte de Mniszech.   

 Self-titled “Enchanteur de lettres” [Enchanter of Letters] (Mallarmé, 1970, p. 400), 

Mallarmé believed the poet should “evoke, in a deliberate obscurity, the unspoken object” (in 

Landy, 2012, p. 78).  His Qabalistic inclination is evidenced in many of his expressions and 

dialogue.  His affinity for “le mystère dans les lettres” [the mystery in the letters] (Mallarmé, 

1998, p. 382) and view of the poet's creative process as “la divine transposition” (Mallarmé, 

1998, p. 789) reflects the Qabalah, in which words and their letter combinations are believed 

to hold power for their ability to manifest Divine forces.  This objective is further indicated 

by Paul Claudel who believed in upholding “the revelatory power of the word” as a means of 

accessing the “key to the great mystery of Creation” (in Chiari, 1969, p. 152).  This is echoed 

in Mallarmé’s comment to Henri Cazalis in 1868 in reference to his “La nuit approbatrice” 

[The approving night] that “En se laissant aller à le murmurer plusieurs fois, on éprouve 

une sensation assez cabalistique” [If you murmur it to yourself a couple of times, you get a 

fairly Kabbalistic sensation] (Mallarmé, 1998, p. 504).  Moreover, Jacques Derrida claims 

that he himself was attracted to the Qabalah as a result of his interest in Mallarmé’s writings 

and asserts the influence of the doctrine on the poet's work (Idel, 2010, p. 245).  In his 

Dissémination, Derrida refers to the Qabalah as “La science de la combinaison des 

lettres est la science de la logique intérieure supérieure” [The science of the combination of 

letters [and] the higher science of inner logic] (Derrida, 1994, p. 382). 

 Louys’ work Aphrodite, conveys a scene in which the female character etches the 

letters of the Hebrew alphabet, exposing her knowledge of “la Cabbale qu'elle avait appris en 

Galilée” [the Cabala which she had learned in Galilee] (Louys, 1896, p. 108).  Further 

indications among members of the Symbolist network are found with the composer Paul 

Dukas, one of Debussy’s longest standing friends.  His widely recognized symphonic poem, 
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L’apprenti sorcier (The Sorcerer’s Apprentice) (1896) - based on Goethe’s poem, 

Zauberlehrling (1797) - illustrates the predicament faced by an apprentice who, using 

Qabalistic words employed by his master, abuses the power of magic and alchemy.   

 Strong echoes of Qabalistic principles can also be found in Debussy’s comments on 

the mysteries of Nature.  Echoing Mallarmé, he describes music as a “transposition 

sentimentale de ce qui est invisible dans la nature” [sentimental transposition of what is 

‘invisible’ in nature] (Debussy, 1927b, p. 94) and believes it holds the secrets of Nature 

(Short, 2009, p. 23).  Qabalistic doctrine is frequently referred to as the "theology of Nature”, 

with the Natural world considered a reflection of God in which all wisdom is derived.  This is 

reiterated in Debussy's statement, “Je me suis fait une religion de la mystérieuse nature” [I 

have made mysterious Nature my religion] (Debussy, 1927b, p.302).  In Qabalistic manner, 

he believed that Nature was the realm where his soul found both knowledge and expression.  

This is emphasized in his statement: “N'écoute les conseils de personne, sinon du vent qui 

passe et nous raconte les histoires du monde” [Listen to no one’s advice except that of the 

wind in the trees.  That can recount the whole history of mankind] (Debussy, 1927b, p. 19).   

 An aspect of 19th-century Qabalah was Egyptology and hieroglyphs, both of which 

were of interest to the Symbolists (Facos, 2009, p. 47).  The notion of the poem as hieroglyph 

was prevalent and the term “hieroglyphic” appears frequently throughout Symbolist writing 

(Howe, 1982, p. 50) with Baudelaire claiming, "tout est hiéroglyphique” [All is hieroglyphic] 

(Baudelaire, 1961, p. 705).  With a link between Egyptology and the Qabalah established in 

1835 by the English academic and Anglican priest John Lamb, who discovered that the origin 

of the Hebrew alphabet was derived from Egyptian hieroglyphics (Lamb, 1835, p. 3), it is not 

surprising that the Symbolists were fascinated with both Egyptology and Qabalistic doctrine.   

The Poet as Initiate 

According to Bernice Rosenthal, “the poet-magician” was “one of the central images 

of Symbolist mythologized self-perception”, their work used to “conjure up realities 

inaccessible through common everyday language” (B. Rosenthal, 1997, pp. 227-231). The 

poet Aleksandr Blok states: 

 

The Symbolist from the very beginning is already a theurgist, that is to say the 
possessor of a secret knowledge behind which stands a secret act. (B. Rosenthal, 
1997, p. 226) 
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Given the 19th century "fascination for grimoires and talismans", the association of poetry 

with incantation, magic, and ritual was widely accepted among 19th-century Symbolists 

(Pryor, 2013, pp. 53, 59).  Qabalistic doctrine and its initiatory aspects were aligned in 

principle with their artistic aesthetic and the search for liberation through truth and beauty 

(Papus, 1889, p. 254).  The Qabalah reconciled metaphysics with science through the 

development of transcendental faculties of perception aiming to extend the boundaries of 

knowledge.  These aptitudes were based on intuition, "of which observation and experience 

[were] only instruments" (Papus, 1889, pp. 254-255).    

 The connection between Qabalistic principles and poetry is indicated by Michaud’s 

assertion that Symbolists sought an ideal reality representative of the essence of the universe 

and whose cosmology was dependent on aesthetic principles (in Braun, 1986, p. 38).  This is 

supported by Mallarmé’s definition of poetry as “sens mystérieux des aspects de l'existence” 

[mysterious meaning of the aspects of existence] representing “la seule tâche spirituelle” [the 

only spiritual task] (Mallarmé, 1965, p. 266) and reinforced by his claim that there exists a  

“secret equivalence” between poetry and magical evocation, “its very source and substance” 

(in Landy, 2012, p. 78).  Mallarmé’s reference to his Le Livre: instrument spirituel as his 

“Grand Oeuvre” (Idel, 2002, p. 516) aligns with Lévi’s claim that at the core of all Qabalistic 

doctrine is “le rêve … de l'accomplissement du grand œuvre” [the dream … of accomplishing 

the Great Work] (Lévi, 1860, p.365).  Le Livre draws from and unifies concepts pertaining to 

music, theatre, science, religion, esotericism, and linguistics in a self-allegorical and 

alchemical manner, its manuscript left with his posthumous papers containing cryptic and 

somewhat preparatory notes (Shaw, 2010, p. 187).  In a letter to Théodore Aubanel dated July 

16, 1866, Mallarmé discusses the planning of the work, the outline of which indicates an 

initiatory process: “I died, and I have risen from the dead with the key to the jewelled 

treasure of my last spiritual casket” (Mallarmé & Caws, 1982, p. 85).  In a letter to Aubanel 

two weeks later, the ritualistic details are elaborated further: 

 

I had found the key to myself, the crown, or the center … the center of myself where, 
like a sacred spider, I hang on the main threads which I have already spun from my 
mind.  With these – and at their intersections – I shall make the miraculous laces 
which I foresee and which already exist in Beauty’s bosom. (Mallarmé & Caws, 
1982, p. 85; original emphasis) 

 

 This statement could be interpreted as a direct reference to the Tree of Life with its 

spider web structure.  Mallarmé’s expression suggests an experiential journey through its 10 



34 

sephiroth (“main threads”) and their connecting paths (“intersections").  Both the first and 

sixth sephiroth, those of Kether or “Crown”, and Tiferet signifying “Beauty”, are highly 

coveted by Qabalistic initiates (Crowley, 1909/1970, p. 89).  As one of its “magical animals”, 

the spider (Bonner, 2002, p. 131) corresponds to Tiferet located in the centre of the Tree of 

Life, and symbolizes harmony and balance (Ho, 2013, p. 357).   

 In an 1866 letter to Villiers de l’Isle Adam, Mallarmé expounds further on the 

structural outline of Le Livre.  He appears to reference Kether in his plan to compose three 

poems on the concept of purity, followed by “quatre poèmes en prose, sur la 

conception spirituelle du Néant” [four prose-poems on the spiritual idea of Nothingness] 

(Mallarmé, 1998, p. 714).  As the source of all purity and with its Hebrew name Ain 

translating to Nothingness, Qabalists believe the Universe came into being from the point of 

Kether (Bergen & Knight, 2010).  Mallarmé further aligns his aesthetic with the Qabalistic 

emphasis on initiation in the following statement: “After I found Nothingness, I found Beauty 

– and you cannot imagine the lucid heights I explore” (Taylor, 1992, p. 441).  Additional 

references to Tiferet and Kether are found in his "dream" of compiling two books, the first 

whose essence was to be “eternal … a perfect absolute called ‘Beauty’”, and the other to be 

titled, “Sumptuous Allegories of Nothingness” (Mallarmé & Caws, 1982, p. 86).   

 Mallarmé's further implies an initiatory process as the basis for Le Livre in his 

reference to the Tree of Life's hidden sephira known as Da’at (The Abyss), the symbol of 

Knowledge: 

 

 But I confess that the Knowledge I have acquired (or rediscovered in the depths of the 
man I was) would seem insufficient to me-that my entrance into the last Abyss would 
be a truly crushing blow-if I were not able to finish my work; I mean the Work, the 
‘Great Work,’ as our ancestors the alchemists used to call it. (Mallarmé, 1982, p. 88) 

 

 Furthermore, in Mallarmé's preface to Un coup de dés jamais n'abolira le hasard [A 

Throw of the Dice Will Never Abolish Chance] (1897), he confesses to using “sujets 

d'imagination pure et complexe ou intellect” [subjects of pure and complex imagination or 

intellect] (Mallarmé, 1998, p. 392).  He asserts that these subjects will appeal to “the 

knowledgeable reader … but may confuse the uninitiated” (Mallarmé, 2011, p. 265).  As he 

laments against poetry's popularization in ‘Heresies artistiques: L'Art pour tous’ [Artistic 

Heresies: Art for All] appearing in L’Artiste (1862) he further calls for “une langue 

immaculée, — des formules hiératiques dont l'étude aride aveugle le profane” [an immaculate 
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language – [a] hieratic formulae whose study blinds the uninitiated] (Mallarmé, 1862, p. 

127).   

Poetic Incantation: Its Origin and Practice 

The late Victorian poet and critic Arthur Symons describes the Symbolist movement 

as "an attempt to spiritualize literature" (Symons, 2003, p. 83), with verse possessing "all the 

duties and responsibilities of the sacred ritual" (p. 20).  Similarly, Aldous Huxley regards 

Symbolist poetry as "a 'summoning' or 'evoking’ of a world that our senses have filtered out, 

and that only poets can bring to awareness" (Pryor, 2013, p. 60) while Henry Goddard Leach 

proclaims the Symbolists “brought poetry back to its beginning as the magical incantation” 

(Leach, 1937, p. 48).  Playwright Viacheslav Ivanov further asserts that with the "sacerdotal 

speech" of antiquity, Symbolist poets spoke “the sacred language of pagan priests and 

sorcerers” with "correspondences, known only to them” (B. Rosenthal, 1997, p. 233).   

The origin of verse can be traced to the incantations of ancient prophets and sages.  

Throughout history, the written word has been intimately connected with the human pursuit 

of revelation and Divinity.  In antiquity, this process was practiced through poetic tales 

expressed in the form of incantation (Chandos, 2009, p. 126).  Ancient civilizations carried 

magic “to great perfection” (White, 1868, p. 197) believing poetry to possess “the Divine 

authority necessary to express fundamental truths” (Aslan, 2008, p. 156).   

Qabalists believe "the incantation of language" to be "the secret of the Garden of 

Eden" (Idel, 2011, p. 15).  Revered 16th-century Kabbalist, Isaac Luria, developed a "complex 

system of hermetic practices that extended to amulets, incantations, and intricate 

permutations of names and numbers" (Goldberg, 2011, p. 122).  Luria employed the 

calculative system of numerology referred to as gematria that emphasized the symbolism of a 

phrase or passage as significant by the various combined numerical values and Divine 

attributions that aligned with its statistical components.  These were then chanted and 

permuted (tzeruf) in a meditative manner of incantation in order to influence or alter natural 

reality.   

Customary among ancient literary forms of incantation was the use of a labyrinth for 

spiritual enlightenment.  The labyrinth presented a model by which Divinity was sought and 

Universal wisdom acquired through initiatory paths, trials, and lessons.  Incantation poetry 

explored and expressed the “working through” of this labyrinth, with the Divine portrayed as 
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“a co-actor in a narrative”, challenging and instructing man “through the dangerous mental 

and spiritual paths” (Chandos, 2009, p. 129).  While this process notably increased the 

initiate’s intuitive faculties, there was also the awareness that they “might not return” or 

survive the temptations and adversities of the journey.  Thus, exit from the labyrinth was 

viewed as a triumph, the successful conquering of its challenges proving the initiate worthy 

of service to the wider community (Findlay, 2005, p. 42). Incantation was crucial to the 

initiatory process to the extent that poetry was viewed as “a hand pointing the way into some 

Divine labyrinth” (O’Driscoll, 1975, p. 13).   

 Lévi wrote countless incantations and claimed the secret source and objective of 

evocation is "that of Nature herself … of angels and worlds … of God’s own omnipotence” 

(Lévi, 1860/1999, p. 358).   He alleged, “Magic ought to will whatever the Mage wants” 

(Lévi, 1883/1996, p. 88), and affirmed the summoning of Universal energies through 

incantation to be “the chief attraction” in all Qabalistic practices (Lévi, 1860/1999, p. 49).  

Given evidence for Symbolist interest in the Qabalah and the importance of incantation in 

Qabalistic practice, it is reasonable to assume that their interest in incantation arose from 

study of the Qabalah.  Mallarmé himself states: 

 

 Le vers, trait incantatoire! et, on ne déniera au cercle que perpétuellement 
 ferme, ouvre la rime une similitude avec les ronds, parmi l'herbe, de la fée ou du 
 magician? (Mallarmé, 1893, p. 251) 
 
    
 [The line of verse, that incantatory stroke!  Who will deny me a similarity between 

the circle perpetually opened and closed by rhyme and the rings in the grass made by 
a fairy or magician?] (Landy, 2012, p. 78) 

 
 The following section will examine the fundamental constituents employed by 

Qabalistic initiates, namely the Tree of Life, the Qabalistic Law of Analogies, and the 

methods gematria, notarikon, and tzeruf.   

Qabalistic Principles and Paradigms  

The Initiatory Principle of the Tree of Life. 

As one of the earliest labyrinths, the Tree of Life represents the manner in which the 

universe came into being through a process of Divine manifestation.  It maps the “descent of 

spirit into matter” and endeavours to trace, reduce and correlate, through illustration, every 

facet of Creation (Luhrmann, 1991, p. 61).  Exemplifying the maxim, “as above, so below”, 
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represented by both a number and Hebrew letter and signifies a different level of universal 

and human consciousness.  Connecting the sephiroth are the Tree of Life’s 22 paths, also 

identified with Hebrew characters.  The 10 emanations with the addition of the 11th “hidden” 

sephira (Da’at) are as follows: 

 

 

 1. Keter, Crown 
 2. Chokhmah, Wisdom 
 3. Binah, Understanding 
 4. Chesed, Mercy 
 5. Gevurah, Strength 
 6. Tiferet, Beauty 
 7. Netzach, Victory 
 8. Hod, Splendour 
 9. Yesod, Foundation 
 10. Malkhut, Kingdom 
 11. Da’at/Abyss, Knowledge (hidden sephira) 
 

 Kether (Crown), the first sephira, is the first point of crystallization in the process of 

cosmic creation.  Also referred to as Hidden Intelligence, it represents Divine Truth and 

Purity.  Situated in the upper realm of the Tree of Life, Kether is the highest emanation, 

existing before time and space and containing limitless light.  The light of Kether extends to 

the second sephira, Chokmah (Wisdom), a symbol of the Divine masculine Illuminating 

Intelligence.  The Divine trinity is fulfilled with its female aspect, Binah (Understanding), the 

creator of faith and the Sanctifying Intelligence.  Space and time begin in the realm of spirit 

with the fourth and fifth sephiroth, Chesed (Mercy) as Loving Kindness and Geburah 

signifying Strength. Tiferet (Beauty) is a significant point on the Tree as it harmonizes the 

sephiroth (unites the macrocosm with the microcosm), and acts as a channel through which 

the higher Heavenly energies flow into manifestation.  In the Qabalah, Tiferet's symbol of 

beauty translates as truth.  It holds the hidden secrets of life, reconciles all things, and denotes 

devotion to the “Great Work”.  The seventh sephirah, Netzach, represents Eternity and 

Victory.  Referred to as the Lamp of Occult Knowledge, it represents all forms of art and the 

realization of sensual desires.  Both Netzach and its counterpart Hod (Splendour), signifying 

Perfect Consciousness, are located in the sphere of magic.  Yesod, the ninth sephira, is the 

Foundation of life and spiritual development.  It also reflects the power of imagination, 

temptation and sexual energy.  Known also as Pure Intelligence, it assists in the purification 

of other emanations during adversity due to its ability to connect to the higher powers of 
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Tiphareth and Kether, located directly above it.  The tenth emanation, Malkuth (Kingdom), 

represents human physical nature and the earthly realm, completing the flow of manifested 

creation from Kether.  Da’at, the Abyss, is a hidden emanation and is frequently considered 

to contain aspects of all 10 sephiroth.  Symbolizing Knowledge, the depths of Da’at embody 

the underworld and the occult, in addition to the obscure and dualistic aspects of 

consciousness (Fortune, 2000, pp. 73-76). 

 Each sephira on the Tree of Life possesses a Divine name and is associated with an 

Archangel, Angelic Choir, colour, scent, planet, metal, stone creature, tool, and plant.  The 

initiate follows a chosen Tree of Life course moving from sephira to sephira, experiencing 

and learning about each, with regeneration and unity with the Divine through the evocation of 

spiritual forces as his primary objective (Kraig, 2010, p. 77).  Each level of consciousness 

contained within the sephiroth indicates a degree of initiation to be mastered (Penczak, 

2007a, p. 395).  Dion Fortune expands further: 

 

Each sephira upon the Tree represents a cosmic force or factor.  When the mind 
concentrates upon it, it comes into touch with that force; in other words, a surface 
channel, a channel in consciousness, has been made … this results in a tremendous 
access of energy to the individual soul; it is this which endows it with magical 
powers. (Fortune, 2000, p. 16) 

  

 Through this practice, the initiate aligns his aspirations with the mysterious 

manifesting Divine imagination, the act of which amplifies the power of the initiate’s will 

tenfold (Lévi, 1883/1996, p. 11).  It is then understood that he has been gifted with the 

magical authority to evoke particular realities.  Thus, the Tree of Life is a fundamental 

initiatory tool as it holds the initiate’s genius, granting him access to universal forces and the 

power to influence Nature and Man (White, 1868, p. 187).  

Qabalistic Law of Analogies. 

Lévi declares analogy to be “la racine de l'arbre de vie” [the root of the Tree of Life] 

(Lévi, 1861b, p. 364).  He claims it holds the key to “les secrets de la nature” [all secrets of 

Nature] (Lévi, 1861b, p. 157) and is “la seule raison d'être de toutes les révélations” [sole 

fundamental reason of all revelations] with the power to “donne au mage toutes les forces de 

la nature” [yield all forces of Nature to the Magus] (Lévi, 1861b, p. 364).  He further asserts 

that Qabalistic inquiry and symbolic ritual proceeds with analogy, the “sole dogma of the 

ancient Magi” (Lévi, 1861/1969, p. 23).  On the path to Divinity and through the system of 
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the sephiroth, initiates immerse themselves in the "endlessly complicated systems of 

analogies and correspondences" (Williams, 2003, p. 120).  Papus further affirms: 

 

 La methode principale de la Science occulte c'est l'Analogie. Nous savons qu'il 
 existe un rapport constant entre le signe et l'idee qu'il represente, c'est-a-dire entre le  
 visible et l'invisible. (Papus, 1891, p. 70) 
 

 [The principal method of Occult Science is Analogy.  We know that there exists a 
 constant connection between the Sign and the Idea which it represents, meaning 
 between the visible and the invisible.] (in Moffitt, 2003, p. 39) 

 

 In La clef des grand mystères, Lévi outlines the Law of Analogies adopted by 

Qabalists, describing it as “un principe et une formule rigoureuse … le grand arcane” 

[principle and rigorous formula … the Great Arcanum] (Lévi, 1861b, p. 364).  Central to the 

Law of Analogies is the power of the symbol and speech, with the following principles: 

 

 1.  The sign expresses a thing 
 2.  A thing is the virtue of a sign 

  3.  There is an analogical correspondence between the sign and the thing        
  signified 

 4.  The more perfect the sign, the more complete is the correspondence 
 5.  To utter a word is to evoke a thought and make it present: e.g., to name        
  God is to manifest God 
 6.  Speech acts on souls, and these react on bodies, whence it is possible to  
  intimidate, console, make ill, cure, even kill and resuscitate by the  
  power of words 
 7.  To pronounce a name is to create or invoke a being 
 8.  The name contains the verbal or spiritual doctrine of the being 
 9.  When the soul evokes a thought the sign of that thought inscribes itself in the 
  (Astral) Light 
 10.  To invoke is to adjure, or swear by a name: it is to make an act of faith  
  in such name and communicate with the virtue which it represents 
 11.  It follows that words are of themselves either good or bad, poisonous or  
  healthful 
 12.  The most dangerous of all are vain and inconsiderate words, because  
  they are voluntary abortions of thought 
 13.  A useless word is a crime against the spirit of intelligence, and   
  intellectual infanticide 
 14.  For every person things are that which he makes them by naming   
  them: each man’s word is an imprecation or a habitual prayer 
 15.  To speak well is to live well 
 16.  A beautiful style is an aureole of sanctity.   
      (Lévi, 1861/1969, pp. 205-206) 
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Principles 1 – 4 focus on the sign's ability to express what H. P. Blavatsky refers to as 

the “hidden or occult virtue” and the correspondence between them (Blavatsky, 1888/2003a, 

p. 93).  The evocative power of word and its ability to manifest is illuminated in principle 5 – 

8.  The ninth principle initiates the elucidation of magical authority bestowed upon an idea 

brought forth from the soul’s will, projected as a symbol that “inscribes itself in the Astral 

Light” (Lévi, 1861/1969, pp. 205-206).  The potency of the Law of Analogies is represented 

in the tenth principle: to summon the energetic force of an entity and communicate with the 

virtue of that field.  The remaining principles are concerned with the moral considerations of 

the incantation, as fundamental to the evocative quality and nature of the manifestation.  Lévi 

asserts Qabalists use the Law of Analogies to acquire “absolute confidence" in evocations 

and enchantments (Lévi, 1861/1969, pp. 205-206). 

 The claim that "analogy [was] the religion of Mallarmé – his vision of the world, his 

method of knowledge, and his doctrine of redemption” (Cohn et al., 1998, p. 129) – aligns 

with the Qabalah and the process equated with its Law of Analogies.  Similarly, Baudelaire 

believed poetry to be "essentially analogy" (Honig, 1985, p. 157).  Lévi also draws a number 

of comparisons between poetry and the Qabalah, most notably in his analogy of God, as 

“poet” and the assertion that poetry reveals “ce qu'on appelle le vrai en philosophie” [what is 

true in philosophy] (Lévi, p. 67).  He further claims that the Occult Sciences have received 

from God “les secrets de la poésie” [the secrets of poetry], within which are “les clefs de 

l'harmonie” [the keys of harmony] (Levi, 1861b, p. 51).   

Gematria, Notarikon, and Tzeruf. 

While the Law of Analogies encapsulates the ethical essence and objective of 

Qabalistic dogma - being the ability to command Nature at one's will for the purpose of 

evocation - its ritual was conducted through the contemplation, meditation, and permutation 

of Divine names and sacred words.  As previously mentioned, Qabalists ascribe the letters of 

the Hebrew alphabet with numerical, symbolic, and universal meaning.  In combination with 

each other, they possess an energetic force capable of influencing reality and are considered 

to be "abstract symbols" (Duncan, 2012, p. 29).  The ritualistic practice of tzeruf is centred on 

the meditative process of chanting permutations of letter combinations and Divine names in 

order to achieve altered states of consciousness and to "channel extremely powerful spiritual 

forces" (A. Kaplan, 1986, p. 113).  Through this, a Qabalist "may arrive at the highest level 

of consciousness: prophecy, or mystical experience" (Idel, 2012, p. 21).  One manner in 
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which transcendence is achieved is through the permutation of the most sacred word in the 

Qabalah, the Tetragrammaton spelt YHVH and translating to Jehovah.  Considered the most 

revered of Divine names, it is derived from letters belonging to three verses in Exodus 14:19-

21 that comprise seventy-two letters.  By re-arranging the letters, seventy-two permutations 

are produced, and thus, YHVH is regarded as the “72 Names of God” (Lévi, 1860/1999, p. 

99).  

 Lévi describes Qabalistic doctrine as "the ciphered formula of the Divine 

hypothesis" (Lévi, 1854/1998, p. 97) with the Sefer-Yetzirah discussing in detail tzeruf and 

gematria, the elaborate sacred science of “numerical manipulation”. Qabalists use gematria to 

unlock mystical and hidden meaning within sacred texts (Amendola, 2013, p. 54). Deriving 

from the Greek word “geometria”, the system predominantly consists of elucidating the 

symbolic meaning of a word or phrase according to the numerical value of its letters (Smoley 

& Kinney, 2012, p. 90).  It is believed that words with similar values correlate in their 

symbolic significance and that hidden messages were encoded in the Bible through the 

employment of gematria, discovered through its analysis and interpretation.  Qabalists further 

employ gematria and notarikon (the method of deriving a word through letter initials) as a 

cryptographical cipher to conceal secret messages in their own writings meant only for 

initiates (Terry, 2013, p. 457). 

 Central to the Sefer Yetzirah is the analogy of "poetic creation" and the method of 

combining and rearranging the letters of a word to give rise to "the power of sound and its 

magical capacity for 'making' and 'world building'" (Cole & Dykman, 2012, p. 37).  In the 

Qabalah, both poetry and music are believed to be incantations for "movement towards 

mystical experience" and the technical means through which devekut, or union with the 

Divine, is achieved (Afterman, 2005, p. 75).  According to 13th-century Qabalist, Abraham 

Abulafia, both the act of music composition and letter/word combination “operate by means 

of the harmony” (Idel, 2012, p. 54).  This gives Qabalistic context to a statement made by 

Symbolist Paul Adam who alludes to the practice of symbolic multiplicity and permutation in 

his account of Symbolism in the first issue of Le Symboliste (1886):   

 
 Nous demandons aux écrivains qui adoptent nos théories une science complète de la 
 langue et des langues mères, la recherche du mot exact qui. sous sa forme unique, 
 réunira la matière de trois ou quatre phrases actuelles.  S'ils Æettent de la lumière 
 dans leurs livres, il faut qu'elle éclate, qu'elle vibre, qu'elle se tamise, qu'elle brille 
 (Adam, 1886, unpaginated) 
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[We ask of the writers who will adopt our theories a complete science of the language 
and of the mother languages, the search for the exact word that, in its single form, will 
combine the material of three or four actual sentences.  If they put light in their books, 
it is necessary that it bursts, that it vibrates, that it is filtered, that it shines] (Rider, 
2002, p. 28) 

 

Similarly, Debussy's description of music as experiments in “chimie harmonique” [harmonic 

chemistry] (Debussy, 1980, p. 141) and his demand for "absolute accuracy and fidelity to his 

written instructions" (Halford, 1984, p. 8) is allied with the creative ethos reflected in Adam's 

statement.  The meticulous nature of his music notation and the complex rhythmic structures 

and patterns contained within it are apparent and parallel this mysterious Symbolist code.   

 Adam's affirmation also echoes Baudelaire's statement, “Une lettre me coûte plus à 

écrire qu'un volume” [To write a letter costs me more time than in writing a volume] 

(Baudelaire, 1947, p. 98). Lévi's claim that “Les grands poêtes sont des mathématiciens” 

[Great poets are mathematicians] (Lévi, 1851, p. 67) resonates in Valéry’s Qabalistic 

assertion of the poet's creative intention: “à surmonter, par l'analyse et la construction 

combinée des formes, toutes les relations possibles de l'univers des idées, ou 

de celui des nombres et des grandeurs” (Valéry, 1957, p. 642) [To master by means of the 

combined analysis and construction of forms all possible relations of the universe of ideas, or 

that of numbers and magnitudes] (D. Roberts, 2011, p. 86).  Qabalistic practice is echoed in 

Mallarmé's assertion: "There is nothing fortuitous in all this, even though ideas may seem to 

be the slaves of chance.  The system guarantees them” (Mallarmé & Caws, 1982, p. 82).   

Conclusion 

The Qabalah is believed to be the key to Divine intuition, revelation, and regeneration 

through a process of evocation (Papus, 1892/2000, p. 61).  Evolving through the secret 

exchange of its wisdom among initiates, the prominent texts of the Kabbalah first appeared in 

France during the Medieval period, namely the Sefer ha-Bahir, the Sefer Yetzirah, and the 

Sefer ha-Zohar.  The 15th century witnessed Latin translations of these texts by Ficino and 

Mirandola, followed by numerous commentaries on its doctrine.  This period also saw the 

establishment of a secret society in Paris led by Agrippa and dedicated to the Kabbalah and 

magic.  Numerous French translations and commentaries on Qabalistic texts expounding on 

its doctrine circulated throughout the 19th century and contributed to an unprecedented 
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culmination of esoteric activity in Paris.  In their ritual, initiates employed the erudition of 

these texts in conjunction with the Key of Solomon, a 14th century grimoire attributed to King 

Solomon, containing a series of pentacles commonly used in magical operations during the 

Renaissance.   

 From its inception, Symbolism took on evocatory facets of the Qabalah, initiated by 

Baudelaire who was both versed in its doctrine and an acquaintance of Lévi.  The Qabalah is 

referenced throughout the Symbolist network in dialogue and in the works of its writers.  

Adam’s coded declaration pertaining to the principle of Symbolism as the science of 

language from which light "vibrates" through the "rhythm according to the pace" of an idea 

(in Rider, 2002, p. 28) appears extracted from the canon of Qabalistic literature and its 

teaching on chant and ritual.  Given their immersion in the Qabalah, it is reasonable to 

consider the Symbolist ideal as sourced in the concept of poet as initiate with French writer 

and poet, Charles Morice declaring, “Tout vrai poète est d'instinct un Initié” [Every true poet 

is instinctively an initiate] (Morice, 1889, p. 364).  Mallarmé himself frequently alludes to an 

initiatory aspect in his work, most notably in his Le Livre.  Symbolist knowledge of the 

incantatory origins of poetry and its magical derivatives was almost assured given their acuity 

for antiquity and Qabalism.  Lévi provided numerous examples of this through his 

incantations, all of which were written in poetic form.  With his celebrated Dogme et rituel 

acting as a guide for the initiate, he claimed the Qabalah held the most “complète et 

plus parfaite initiation” [complete and perfect initiation] (Lévi, 1860, p. 368).  His teachings 

advocate the development of spiritual wisdom through initiatory practice conducted via the 

Tree of Life labyrinth, in addition to analogy, the creative tool of Symbolism.   

 In conclusion, Qabalistic doctrine and its practice fulfilled the Symbolist ideal in its 

capacity for elevating the poet to the mystical and otherworldly facets of existence, to the 

prospect of transcendence, and to the role of magi.  It provided Symbolists with a 'symbolic 

science' through which they could connect to the spiritual forces of Nature and fulfil their 

desire for regeneration, sentiments shared by Debussy.  His connection to the Symbolists and 

his many Qabalistic expressions also situate him in a position of having been exposed to the 

doctrine.  From these foundations, it is argued that the work of both the Symbolists and 

Debussy may be analysed and interpreted with respect to the doctrine and ritual of the 

Qabalah, given the relevance of it in their aesthetic and ideal.  The following chapter will 

present the methodology employed in a Qabalistic analysis of Symbolist poetry and 

Debussy’s music, presenting first an overview of initiatory tools and symbolic devices used 
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in the Qabalah followed by an explanation and demonstration of the research method for 

each.   
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CHAPTER FOUR 

Methodology: Qabalistic Theory in the Analysis of Poetic Text and Musical Notation   

The research methodology is based on the premise that the Qabalah provided a 

philosophy and set of practices that articulated with the creative practices of Debussy and the 

Symbolists.  It therefore proceeds by interpreting a selection of their work in terms of the 

symbolic language involved in Qabalistic doctrine and ritual, seeking to establish the ways in 

which their creative intent in these particular works reflected evocative ritual.  Thus, the 

methodology will employ esoteric tools and symbolic systems commonly used by Qabalists 

in the analysis of Symbolist poetry and Debussy’s music.   

 The chapter first examines in detail the tools and systems traditionally used in 

Qabalistic theory and practice that will be used throughout the analyses to decode poetic text 

and music notation.  While many of these were discussed in the previous chapter, it is 

necessary to examine them in greater detail here in order to explain how they are used by 

Qabalists. Following on from this section, the chapter will discuss the research method that 

will be employed in the analysis of Symbolist poetry.  This is accompanied by a detailed 

discussion of the method that will be used in analysing music notation in reference to 

Debussy’s work.   

Qabalistic Devices and Systems 

The research analysis will utilize the following Qabalistic tools and systems in the 

examination of poetry and music notation. By explaining the workings of each, greater 

context will be given to the methodological procedures elaborated on later in the chapter.  

 

1. Hebrew alphabet 
2. Gematria, Notarikon, Temurah, and Tzeruf 
3. Tetragrammaton and the Pythagorean Tetractys 
4. 72 Divine names of God (Shemhamphorash) 
5. Tree of Life and Sephiroth 
6. Key of Solomon  

 

The following sub-sections will provide an explanation of each for the purpose of providing 

an overview of the framework that will be used throughout the analyses.  
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The Sefer-Yetzirah discusses in detail the science of gematria and tzeruf that are 

integral to ceremonial ritual.  Together, these involve the combining and permutation of 

Hebrew letters and their numerical representations into Divine names and other sacred 

attributions.  Qabalistic principles and secrets are revealed to the initiated "by the application 

of definite hermeneutical rules" that affect the letters creating the words (Ginsburg, 1865, pp. 

49-56).  The practical measure of this system involves both encoding wisdom and extracting 

meaning from literary texts through various methods that include: 

 

1. Calculating the numerical sum of a word (gematria); 
2. Using the initial of several words to form another word (notarikon); 
3. Arranging the letters of words within verses in squares (graph format) and 

reading text in either a vertical or boustrophedon (snake-like) manner; and  
4. Altering the letter order of words by way of anagram to form new words. 

(Ginsburg, 1865, pp. 49-56) 
 

Gematria is an aspect of the Literal Qabalah whose mechanics involve deciphering 

the numerical value of Hebrew text and calculating words, phrases, and passages, following 

the transliteration from letter to number.  The sum of a word or phrase is interpreted by both 

its ordinal and reduced values.  For example, the Hebrew word for poem, being sheer, is spelt 

in Hebrew using the letters shin, yod, and resh.  The ordinal value of shin is 21, and its 

reduced value is 3 (2 + 1 = 3).  Similarly, the ordinal and reduced value of yod is 10 and 1 

respectively, while the letter resh receives and ordinal value of 20 and a reduced value of 2.  

Thus, the reduced gematria value of sheer is 6 (3 + 1 + 2 = 6) and the ordinal value of is 51 

(21 + 10 + 20).  This gematria value becomes an aspect of the “Qabalistic signature” of the 

word, phrase or passage, acting as a form of esoteric identification and used to perceive its 

symbolic meaning.  In the case of sheer, its reduced and ordinal values – 6 (51) – convey the 

numerical series associated with the sacred Tetragrammaton spelled in reduced number form 

as yod/1 – hey/5 – vav/6 – hey/5.  Symbolically and according to the Tree of Life, a gematria 

reduced number of 6 signifies Tiferet, the sixth sephira signifying “Beauty”.  Should this 

dominate the Qabalist’s signature following the transliteration of their name, the initiate 

might evoke its Archangel Raphael and Angelic choir, Melekim, for guidance and protection 

as the Divine energies associated with Tiferet become their governing spiritual guides.  

Qabalists also believe that words sharing similar gematria values bear symbolic relation to 

each other.  

 Additional symbolic value of words and passages can be obtained through atbash, a 

form of temurah (a part of the Literal Qabalah), in which the alphabet is laid out twice in an 



 

 

 

 

The numerical values of the letters are then added vertically to arrive at a series of 

numerical sums that are then combined horizontally to achieve an overall value, as seen in 

Table 2 using the word sheer.  The word is written twice: first spelt forward then backward 

(rows 1 and 2) and secondly, in reduced numerical form forward and backward (rows 3 and 

4).  The reduced numerical value is seen in row 5 and the ordinal, in row 6: 

 
Table 2: 
 
Example of Atbash Calculation 

1) s h e e r   

2) r e e h s   

3) 3 5 5 5 2   

4) 2 5 5 5 3   
5) 5 1 1 1 5 Reduced sum 4 (13) 

6) 41 10 10 10 41 Ordinal sum 4 (112) 

 

 An essential aspect of the Qabalah involves tzeruf, the method of combining and 

permuting Hebrew letters and their numerical values for the purpose of generating new 

combinations (A. Kaplan, 1986, p. 135).  Rabbi Aryeh Kaplan states: 

 
Everything in the universe, and every Merkava, was created through permutations of 
the letters of the [Hebrew] alphabet.  This is the Kabbalah tradition found in the Sefer 
Yetzirah, which speaks of the permutation and cycling of the letters. (A. Kaplan, 
1986, p. 135) 
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Tzeruf (permutation) can be defined as the method in which a word can be altered and re-

created into another word by rearranging its letters.  As each letter possesses its own essence, 

its relationship to others in close proximity magnify its signification in a multi-dimensional 

manner.  Words are permuted into complex patterns and written, recited, chanted, and 

visualized in a meditative manner for the purpose of inducing altered states of consciousness, 

transcendence, and to "channel extremely powerful spiritual forces” (A. Kaplan, 1986, p. 

113), in the belief that prophecy and mystical transformation might be induced (Idel, 1989, p. 

1-28).  Through this practice, a Qabalist "may arrive at the highest level of consciousness: 

prophecy, or mystical experience” (Idel, 2012, p. 21), influence reality, and manifest the 

will’s intention through meditative enlightenment (Zucker, 2017, p. 137).  Notable masters of 

this practice were Abraham ben Samuel Abulafia (13th century), and Rabbi Isaac (ben 

Solomon) Luria Ashkenazi, also known as “The Holy Ari” (Lion of God), born in the 16th 

century.   

 Abulafia is credited with developing the cyclical “practice of combining and 

permuting the letters of the alphabet" by "deconstructing words in order to generate new 

permutations of letters that yield new words" (Idel, 1989, pp. 1-28).  Referred to as Prophetic 

or Ecstatic Kabbalah (Kabbalah Nevu'it), this process allowed the initiate to access higher 

states of consciousness through a process of cycling letters and their numerical values in a 

prescribed manner (Idel, 1989, p. xi; A. Kaplan, 1986, p. 83).  Abulafia states: 

 

Now I will tell you the mystery of the true discipline, through which you can alter the 
laws of nature ... Take in your hand a scribe's pen.  Write speedily, letting your tongue 
utter the words with a pleasant melody, very slowly ... When you think of something, 
uttering it in your heart with specific letters, also express it with your mouth ... Write 
each expression down immediately.  Manipulate the letters, and seek out other words 
having the same numerical value ... Meditate in a state of rapture so as to receive the 
Divine influx. (in A. Kaplan, 1986, p. 85) 

 

This exercise was viewed as the highest act of devotion, with the initiate making use "of both 

the path of the body and that of the intellect" (A. Kaplan, 1986, p. 83).  Kaplan asserts:  

 

Here we see an entirely new method of meditation. Instead of chanting a word over 
and over, as in mantra meditation, one writes a word, permuting and cycling the 
letters in every possible manner. As the initiate progresses to higher and higher states, 
he no longer needs to actually write the letters, but can permute them verbally or 
mentally. All this is an initiation to the higher levels (A. Kaplan, 1986, pp. 77-78) 
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 The premise of the Ari's Lurianic Kabbalah is based on the doctrine of Tzimtzum, 

that is the theory that God began the creation process by contracting and concealing his 

Divine light (Ain Sof) in order to allow space for the finite to be created, to manifest and co-

exist with it (Pinson, 2000, p. 152).  Developing Abulafia's system further, the Ari's 

meditative practice known as Kavanot (prayer techniques) utilises combinations of Divine 

names associated with the sephirotic emanations contained within the Tree of Life.  Every 

syllable and word of Lurianic meditative prayer contained hidden names of God associated 

with these.  It is worth noting that the 13th chapter of Lévi’s Dogme et rituel is dedicated to 

an analysis of the Ari's work.  Here Lévi states that to practice permutation is "to dream 

awake", a concept inherently significant to Symbolist writers (Lévi, 1854/1998, p. 101). 

 The methods discussed in this sub-section may be used singularly or in combination 

with others and are essential to Qabalistic practice.  Both will be used in the analysis of 

Symbolist poetry and Debussy’s music as this was essential to 19th century Qabalistic theory 

and practice. 

Tetragrammaton and Pythagorean Tetractys. 

Sacred to Qabalists is the Tetragrammaton or YHVH (see Figure 7), referred to as the 

Divine Name of God (“Yahweh”) mentioned earlier.  Reading traditionally from left to right, 

Table 3 illustrates the Hebrew letter characters, accompanied by the letter name and the 

reduced numerical value of each:  

 

 
Table 3: 
 
Numerical Transliteration of the Tetragrammaton 

Yod Hey Vav Hey 
1 5 6 5 
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 Lévi dedicates several chapters throughout his literary anthology to the 

Tetragrammaton (YHVH), what he called an “emblem of the sublime” (Lévi, 2015, p. 128).  

This name was considered sacrosanct to the extent that Qabalists were forbidden to say it 

aloud as a singular word.  It was customary to substitute and permute the letters of the 

Tetragrammaton with other letters, words, and phrases.  However, most honoured was the 

arrangement of YHVH in the form of the mystical Pythagorean tetractys: a triangular 

arrangement of 10 dots that Manly P. Hall describes as "the supreme symbol of universal 

forces and processes" (Hall, 1928, p. 211) (see Figure 8): 

 

 

 The tetractys was revered for its depiction of the mystical theory of creation.  

Similar to the Tree of Life, it symbolizes the downward flow of Divine emanation in 

progressive stages from the supreme spiritual force into the corporeal world - from the upper 

triangle through to the lower (Kutash, 2013, p. 83; Leet, 1999, p. 86).  Figure 9 depicts the 

arrangement of the Tetragrammaton (YHVH) in the form of a tetractys: 
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 When the numerical values of the letters are calculated in horizontal and vertical 

succession, it produces a series of sums Qabalists believe hold profound Divine influence.  

Below are the horizontal calculations with both the reduced and the ordinal values (in 

brackets).  Previously mentioned, the reduced numbers are considered symbolic for the fact 

they correspond with the Tree of Life sephiroth and are therefore placed first in the 

calculations: 

 

 Y (yod)    = 10  = 1 (10) 
 HY (yod + hey)   =         5+10  = 6 (15) 
 VHY (yod + hey + vav)  =       6+5+10  = 3 (21) 
 HVHY (yod + hey + vav + hey) =     10+5+6+5 = 8 (26) 
         
 _______ 
        Sum = 9 
(72) 
 

Calculated vertically, the following numerical series is conveyed: 

 

 Y+Y+Y+Y =  10+10+10+10  = 4 (40) 
 H+H+H+  =  5+5+5   = 6 (15) 
 V+V      =  6+6   = 3 (12) 
 H      =  5   = 5 (5) 
       _______ 
     Sum  = 9 (72) 
 

 Qabalists consider the reduced sum (9), extended sum (72), and the number series 

belonging to both the horizontal (1638) and vertical (4635) calculations as symbolic. The 

“bilateral sum” – 9 (18 and 144) – derived from adding the vertical and horizontal sums is 

also notable as it reflects the symmetry and harmony of the universe.  

 Another sacred aspect of the Tetragrammaton is its connection to the Divine 

Proportion, or Golden Ratio.  The relationships between the letters in its name create various 

ratios as seen in Table 4: 

 
Table 4: 
 
Tetragrammaton’s Relationship to the Golden Ratio 
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Hebrew letters Letter value ratio Decimal 
Yod/Vav 10/6 1.666 
Vav/Yod 6/10 0.600 
(Yod+Vav)/(Hey+H

 
16/10 1.600 

(Hey+Hey)/(Yod+V
 

10/16 0.625 
 

As Phi and its reciprocal are 1.618 and 0.618 respectively, the Tetragrammaton was 

considered intrinsically representative of this Divine set of ratios found throughout creation.   

 

72 Divine names of God (Shemhamphorash). 

Of paramount importance in Qabalistic ritual are the 72 Divine Names of God, known 

as the Shemhamphorash (Levi, 1998, p. 24).  Composed of 72 triads of Hebrew letters, the 

Shemhamphorash is derived from Exodus 14:19-21 read in boustrophedon (snake-like) 

manner.  Cornelius Agrippa explains: 

 

The first verse is written in the ordinary fashion right to left; the second, left to right 
beneath the first; and the third, right to left beneath the second.  Each column of three 
letters, reading downwards on the column, yields one of the 72 names of God. 
(1533/1993, p. 769)   

 

 Figure 10 conveys the letters and symbolic meaning of each Divine name.  As 

previously mentioned, it is customary to read from right to left in Jewish tradition, and thus, 

the first Divine name is found in the top right-hand corner of the table and the name is also 

pronounced from right to left: 
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 Each name is rendered additionally sacred when paired with the Divine prefix “El” 

(letters aleph - lamed), and possesses its own angel, attribute, function, and energetic force.  

The “El” prefix is the Hebrew word for God and increases the Divine meaning of any word it 

is affixed to.  It is customary during ritual or meditative practice to combine the letters of a 

Divine name with those of the Tetragrammaton (YHVH).  Divine names are employed in the 

construction of amulets, talismans, and pentacles as Qabalists believe that evoking the angel 

associated with each name enhances the power of the evocation or initiatory task.  Both the 
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72 Divine names and the Tetragrammaton will be integral to the Qabalistic interpretation of 

poetry and music in the following chapters.   

Tree of Life and sephiroth. 

Also discussed in Chapter 3, the Tree of Life symbol and its sephiroth play a 

fundamental role in the Qabalah as a depiction of the universe and its Divine creation.  It is 

believed that through the process of contemplating the sephiroth in addition to chanting and 

permuting its Divine names using tzeruf discussed prior, the initiate will receive prophecy 

and revelation.  Lévi claims Qabalists associate the following sephiroth with the principles 

outlined below: 

 

 1   Kether - The Crown, the equilibrating power, 
 2    Chokmah - Wisdom, equilibrated by intelligence, 
 3    Binah -Understanding, equilibrated by Wisdom, 
 4    Chesed - Loving-kindness,  
 5    Geburah - Severity,  
 6    Tiphereth - Beauty, intermediary between the Crown and the   
  Kingdom, mediating principle between Creator and creation - a  
   sublime conception of poetry and its sovereign priesthood, 
 7    Netzach - Eternity, eternal triumph of intelligence and justice, 
 8   Hod - Splendor, eternal order, 
 9    Yesod - Foundation, the basis of all belief and all truth, 
 10   Malkuth - Kingdom, meaning entire creation, the work and    
   mirror of God  
            (11) Da'at - Knowledge, a hidden sephira located between Tiferet and  
   Kether (Lévi, 1854/1998, p. 97). 
 

The 22 paths connecting the Tree of Life sephiroth each represent one of the 22 Hebrew 

letters (Fortune, 2000, p. 291).  The scope of this research will focus on Hebrew letters in 

relation to Divine names and symbolic attributes associated with the sephiroth.  These will be 

considered and analysed following the transliteration of poetry and music notation in the 

following chapters. 

Key of Solomon. 

Profoundly significant to Qabalistic practice is the art of making talismans and 

pentacles used in ceremonial ritual.  A talisman is defined as "any physical object that stores 

and radiates a magical energy" (Farrell, 2001, p. 1).  A pentacle is a created amulet [worn 

object] used in magical evocation and is described by Lévi as “une synthèse 
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complète et parfaite, exprimée par un seul signe” [a perfect synthesis expressed by a single 

sign] (Lévi, 1861b, p. 150).  It was customary for Qabalists to craft talismans and pentacles 

used in rituals specific to their individual will and purpose, or to employ those previously 

constructed by an esoteric master.  Each talisman created by the individual contained his/her 

Qabalistic “signature”:  a series of symbols and Hebrew letters chosen by and specific to the 

individual, encoded on the pentacle as a manner of spiritual “identity”.  In line with the 

research hypothesis, this inquiry postulates that poems and pieces of music held talismanic 

potential for the Symbolists and Debussy and possessed their creator’s “signature”.  The Key 

of Solomon is a 14th-century grimoire attributed to King Solomon, containing a series of 

pentacles commonly used in magical operations during the Renaissance and later revered by 

19th-century Qabalistis.  Each pentacle is associated with a planet and Tree of Life sephira, 

and is marked by a sigil, or pictorial signature, of the angel to be summoned, accompanied by 

Divine names written in Hebrew.  They are employed in ceremonial ritual to conjure angels 

and spiritual entities for the purpose of protection and manifesting the Qabalist’s will. 

 The Key of Solomon is described by S.L. Macgregor Mathers, as "the fountainhead 

and storehouse of Kabbalistic Magic ... a work of the highest authority" (Mathers, 1889/1976, 

p. ix).  It is a series of thirty-six talismans used in Kabbalistic procedure - ritual, invocation, 

evocation - and contains instructions, conjurations, and prayers pertaining to each of the 

pentacles (Drury, 2004, p. 169).  The pentacles are divided into groups with each 

representing a planet and Tree of Life sephira.  Additionally, they include Divine names and 

angels associated with each, with all text written in Hebrew.  The presence of the 

Tetragrammaton (YHVH) is prevalent throughout the Keys as all magical operations begin 

by addressing and requesting protection from God.  Mathers asserts that the Key of Solomon 

was Lévi's "textbook of study" and "the model on which his celebrated Dogme et rituel was 

based" (Mathers, 1889/1976, p. 15).  Lévi validates this assertion in his declaration: 

 

 Les traditions populaires de la magie disaient que le possesseur des clavicules de 
 Salomon peut converser avec les esprits de tous les ordres et se faire obéir par toutes 
 les puissances naturelles. (Lévi, 1860, p. 109) 
 
 [The popular traditions of Magic affirm that he who possesses the Keys of Solomon   
 can communicate with spirits of all grades and can exact obedience on the part of    
 all natural forces.] (Lévi, 1860/1999, p. 99) 

Research Method 
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As this research hypothesizes that the Qabalah provided a congenial context for the 

aesthetics of Debussy and the Symbolists, the methodology is centred on analysing and 

interpreting examples of their poetry and music through the use of its doctrine and ritual.  The 

research method is divided into two sections, both of which are multidimensional in their 

approach, containing several stages and utilizing the Qabalistic devices and systems 

previously discussed in this chapter.  The method is exemplified in the next two sections of 

this chapter through two case studies.  The first example presents a model used to analyse 

Symbolist poetry, while the second discusses the method that will be employed in the 

analysis of Debussy's music.   

 The primary method from which all others proceed involves the transliteration of 

Latin script (standard class of letters associated with the French alphabet) and of music 

notation, to Hebrew text, and then to the reduced numbers associated with each of its letters.  

A series of cryptographic methods used by Qabalists is then applied to the transliterated 

text/music notation, the results of which are analysed for numerical consistencies and 

symbolic significances associated with the Qabalah.   

 Discussed earlier in the chapter regarding the transliteration of Latin script to 

Hebrew, it is important to note that when “c” is accompanied by an “h” in the text, it will be 

interpreted as the letter chet (“ch”) as it is the only means by which to differentiate chet from 

the letters tzadik (“c”) and hey (“h”).  In the same way, the letter teth will be assumed when 

“th” is written but considered tav when only “t” presents.  While both tav and teth have 

evolved to be pronounced “t”, the Latins adopted the transliteration of teth as “th” from the 

Greek Pelasgi and this interpretation will therefore be employed in the analysis (Bernard, 

1825, p. xvii).  It is important to note than transliterated words and Divine names will depict 

each of its letters in reduced number format as this is integral to the analysis of sephirotic 

significations.  

Section One: Methodological Procedure in the Analysis of Symbolist Poetry 

As the premise of this inquiry is based on the Qabalah as fundamental to the 

Symbolist compositional process and the extent to which their poetry was potentially active 

as a talisman, the methodology will follow a system of Qabalistic calculation through the 

transliteration of all text.  This includes the poet's name, the poem's title, the title of the work 

to which the poem belongs (if applicable), and the verse itself.  The analysis will employ 

several Qabalistic methods that include gematria, atbash, and notarikon, in addition to the 
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tetractys in the analysis of numerical and symbolic attributes pertaining to Hebrew letters, 

words and text.  The methodological stages in the analysis of Symbolist poetry consist of: 

 

 1. Calculating the poet's numerical statistics and Qabalistic signature, 
 2.   Calculating the numerical statistics and Qabalistic signature for  
   titles belonging to the overall work (if applicable) and poem,  
 3.   Calculating the poem's statistics and signature following   
   transliteration from Latin script to Hebrew to each letter’s  
   numerical representation and compare its signature with those 
   previous  
 4. Interpret the poem’s Qabalistic signature in relation to the broad symbolic 
   meaning of the poetic text as interpreted by critics 
 

 As a means of demonstrating each stage of the methodology, the following sub-

sections will present a brief analysis of the introductory stanza of Lévi's poem, “Les 

correspondances”, from his poetic anthology, Les trois harmonies, chansons & poésies (The 

Three Harmonies, Song and Poems) published in 1845 under the name M.A. Constant de 

Baucour.  Discussed in a previous chapter, Lévi was a prolific writer with an affinity for 

poetry and was profoundly influential to the Symbolists and Debussy.  Given this, it is 

reasonable to consider that if a tradition of encoding Qabalistic knowledge was prevalent 

among these artists, an indication of this esoteric method might be found in Lévi's poetry.  It 

must be noted however that the analysis here will be concise, used only to illustrate the 

research method.   

Calculating the Poet's Numerical Statistics and Qabalistic Signature. 

Given the esoteric practice of making and employing talismans in ceremonial ritual, 

the research endeavours to determine the Symbolist’s Qabalistic signature (“sigil”) and assess 

the degree to which it, and Divine attributes associated with Qabalistic doctrine, are encoded 

in his poetry.  Investigation into this involves the transliteration of the poet's own name into 

Hebrew letters and their associated reduced numbers.  These will then be analysed for 

numerical consistencies and symbolic attributions associated with the Qabalah, with the 

emerging significances used to formulate the poet's Qabalistic signature.  Thus, the letter 

characters are fundamental to the signature outcome as their numerical representation and 

mathematical calculation will be used in conjunction with later transliterations to provide 

evidence to support the hypothesis. 
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The tendency to modify or alter one's name was prevalent among Symbolist writers, 

esotericists, and music composers, including Debussy, suggesting there was more to this than 

arbitrary inclination.  For example, Charles Baudelaire was known to have experimented with 

using Ch. Baudelaire, Baudelaire-Dufays, Charles Baudelaire Defayis, and Charles Pierre 

Baudelaire (Salines, 2004, p. 145).  Mallarmé changed his name from Etienne to Stéphane 

(Lloyd & Mallarmé, 1988, p. viii), while Joris-Karl Huysmans shortened his to J.-K. 

Huysmans.  Paul Verlaine's full name was Paul-Marie Verlaine, though he omitted Marie, 

and was also known to have used the pseudonym Pablo de Herlagnez (Young, 1991, p. 411).  

Gerard Encausse used the pseudonym Papus, while Le Salons de la Rose+Croix founder, 

Joséphin Péladan, was born Joseph, later changing his name.  Moreover, Debussy was born 

Achille-Claude Debussy, later swapping the first and second, giving rise to Claude-Achille 

Debussy, then later dropping Achille altogether, while his comrade and fellow composer, 

Satie, was born “Eric” though he signed his name “Erik”.   

Born Alphonse-Louis Constant, Lévi changed his name in 1853 to Eliphas Lévi 

Zahed, alleging that the latter was a translation of the former (Wilkinson, 1996, p. 21).  

However, while a vague visible similarity exists between the two names, Eliphas Lévi Zahed 

is not the direct Hebrew translation of Alphonse-Louis Constant.  Lévi omitted “Zahed” 

throughout his publications with the name Eliphas Lévi first appearing in his Dogme et rituel 

de la haute magie.  Prior to the change from Constant to Lévi, he frequently altered his 

authorship mark on the title page of his many publications, signing L'abbé Alphonse Constant 

in, La Bible de la liberté (The Bible of Freedom) (1841) and La Mère de dieu (The Mother of 

God) (1844), A. Constant in La Dernière incarnation (The Last Incarnation) (1846), Les trois 

malfaiteurs (The Three Sinners) (1847), and Le Testament de la liberté (The Testament of 

Freedom) (1848), and M.A. Constant de Baucour in his poetic anthology, Les trois harmonies 

(1845) as previously mentioned.  From this, it would appear that the consistent omitting of 

Louis might hold Qabalistic significance.   It will thus be necessary to explore the name 

Alphonse Constant as it forms the basis of his identity prior to his name change.   

Determining Constant’s Qabalistic signature involves collecting the numerical 

statistics of his name employing the following methods: 

i. Calculating the gematria sum following transliteration of his name from
Latin script to each Hebrew letter's reduced numerical value, 

ii. Calculating the sum and numerical value of his name using atbash cipher,
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Qabalistic signature would have appealed to Constant as it correlates with both his previous 

position as priest and his magical aspirations.   

 The Qabalist desires to permute numbers that correlate with his spiritual intention 

and initiatory goal and applies these to his method of tzeruf (permutation) (Lachman, 2015).  

In this way, the Magical Triangle sephirotic numbers 7, 8, and 9 representing Netzach, Hod, 

and Yesod are relevant to the initiatory work of 19th-century Qabalists as the evocation of 

these spiritual energies aligns with the aim of magus.  As “Sephiroth” are believed to be 

Divine vessels (Cicero & Cicero, 1995, p. 59), combining and permuting the numbers 7, 8, 

and 9 with other numerical representations of Qabalistic names and words reinforces the 

energetic influence of the Triangle.  Therefore, throughout the analysis, these numbers will 

be interpreted both in light of their function in the spelling of specific names and words, and 

as a permuting member of the Magical Triangle in line with tzeruf.  The Magical Triangle 

(Priesthood) is seen in Figure 11: 

 

 

 
 Returning again to the Hebrew transliteration and gematria values of Alphonse 

Constant’s name, the reduced number’s sum of 70 and his ordinal sum of 214 could be 

perceived as echoing the 70th Divine name, that in reduced number form is spelled yod/1 - 
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bet/2 - mem/4, and symbolizes the “Design beneath the disorder” of life, adding further 

symbolic meaning to his signature.     
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a 

a l 

a l ph 

a l ph ay 

a l ph ay n 

a l ph ay n s 

a l ph ay n s h 

a l ph ay n s h tz 

a l ph ay n s h tz ay 

a l ph ay n s h tz ay n 

a l ph ay n s h tz ay n s 

a l ph ay n s h tz ay n s t 

a l ph ay n s h tz ay n s t a 

a l ph ay n s h tz ay n s t a n 

a l ph ay n s h tz ay n s t a n t 
 

Figure 12.  Alphonse Constant’s name in tetractys form. 

 

 For example, speaking in ordinal values, the horizontal calculation begins with aleph 

(a/1) at the top of the tetractys. The second row adds aleph (a/1) with lamed (l/12) to arrive at 

the sum of 13.  The third row adds aleph (1) and lamed (12) with pei (ph/17) to produce 30, 

and so on.  Each row is added and reduced to a single digit (reduced value).  Thus, the 

reduced value for row 1 is 1, the reduced value for row 2 is 4 (1 + 3), the reduced value for 

row 3 is 3 (3 + 0) and so on.   

 The vertical calculation begins by multiplying aleph (1) by 15 - the number of 

alephs displayed sloping vertically.  This is the number of letters in the name and follows in a 

Kabbalistic manner as each slope contains the same letter.  The result (1 x 15) is 15.  This is 

followed by the multiplication of lamed (12) by 14 (the next sloping vertical), resulting in 

168, pei (17) by 13, and so on.  Each column is then added and reduced to a single digit.  

Both the horizontal and vertical calculations with their reduced and ordinal values are spelled 

out in Table 7: 
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Table 7: 
 
Tetractys Calculation of Alphonse Constant 

                 Horizontal calculation               Vertical calculation 

 Reduced Ordinal  Reduced Ordinal 
a 1 1  6 15 
l 4 13  6 168 

ph 3 30  5 221 
ay 1 46  3 192 
n 6 60  1 154 
s 9 81  3 210 
h 5 86  9 45 
tz 5 104  9 144 
ay 3 120  4 112 
n 8 134  3 84 
s 2 155  6 105 
t 6 177  7 88 
a 7 178  3 3 
n 3 192  1 28 
t 7 214  4 22 

Sum: 7 (70) 1591  7 (70) 1591 
 

 Discussed previously, the Magical Triangle sephiroth - Netzach, Hod, and Yesod - 

would have been fundamental to 19th-century Qabalists, their numbers employed throughout 

initiatory work and permuted with other Divine attributes for the purpose of increasing the 

spiritual potency of the evocation.  Thus, as previously mentioned, throughout the analysis 

the numbers 7, 8, and 9 will be considered in light of their role in the permutation of the 

Magical Triangle sephiroth and as part of the numerical spelling of a word.   

 From this, we can see that the Magical Triangle appears once again with the reduced 

number 7 signifying Netzach, echoing the gematria value of Constant’s name.  The numerical 

series derived from the reduced and ordinal sums is 1,5,7,9.  This could be interpreted as the 

the 9th Divine name (hey/5 - zayin/7 - yod/1) signifying “Angelic influences”, emphasized by 

the presence of the number 9 in the series.   

 The final step of this process is to calculate the bilateral sum by adding the 

horizontal and vertical sums, thus creating a symbolic representation of Qabalistic symmetry:  

  

7 (70/1591) + 7 (70/1591) = 5 (140/3182) 
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When the reduced number of 5 is united with its reduced sum of 140, the numerical 

representation of the Divine name for God, Adonai, emerges between the reduced number 

and sum, spelt aleph/1 - dalet/4 - nun/5 - yod/1.  Adonai is associated with the sixth sephira, 

Tiferet, signifying beauty, and is often used as a substitute for the tetragrammaton (YHVH) 

in Qabalistic ritual (Miller & Guenzburg, 1874, p. 10).     

 A Qabalistic correlation also occurs when the reduced number is combined with its 

ordinal sum to create the numerical series 1,2,3,5,8.  Consistent with previous interpretation, 

the number 8 could be conceived as indicative of Hod, and the remaining numbers attributed 

to the numerical representation of the two angelic names inscribed on the Hod’s First 

Pentacle of Mercury from the Key of Solomon.  These numbers are Yekahel (spelt yod/1 - 

kaf/2 - aleph/1 - hey/5 - lamed/3) located on the outer ring and Agiel (aleph/1 - gimel/3 - 

yod/1 - aleph/1 - lamed/3) written in the corners of the pentagram.  The angels, Yekahel and 

Agiel, hold knowledge of the magical arts, evocation, and serve to invoke "Spirits who are 

under the Firmament" (Mathers, 1889/1976, p. 75).  Thus, the complete series - 1,2,3,5,8 - 

contains the energy of Hod reflected in its number and pentacle seen in Figure 13: 

 

Integration of numerical statistics. 

Additional Qabalistic methods applied to the name Alphonse Constant involve 

calculating the number of letters characters and initials (see Appendix B for full Qabalistic 

statistics).  Table 8 presents the numerical statistics for all methods incorporating the reduced 
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numbers in addition to the reduced and ordinal sums.  The tetractys column contains both the 

horizontal and vertical sums delineated by an “H” and “V” respectively.  The methodology 

derives a Qabalistic signature from these statistics by exploring the synchronistic and 

symbolic possibilities that exist between the number combinations in relation to each other 

and their significance associated with the Qabalah:  

 
Table 8: 
 
Qabalistic Statistics for Alphonse Constant 

Name Gematria 
value 

Atbash Tetractys sum 
- horizontal 
(H) and 
vertical (V) 
calculations 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials sum 

Alphonse 
Constant 

7  
(70)(214) 

5  
(95)(428) 

7  
(H 70/1591) 
(V - 70/1591) 

5  
(140)(3182) 

6  
(15) 

1  
(10)(19) 

 

Among the overall reduced numbers is the presence of the Tetragrammaton, YHVH, whose 

numerical representation is 1565 and whose name is widely used in Qabalistic ritual.  This is 

coupled with a prevalent Netzach (7) aspect, frequently appearing throughout the analysis of 

Constant’s name.   

 It is important to note that the tetractys reduced and ordinal bilateral sums pertaining 

to the name Eliphas Lévi - 8 (116)(755) - contain each of the reduced numbers in the overall 

series for Alphonse Constant (1,5,6,7), with the addition of the reduced number 8, signifying 

Hod (8) seen previously.  From this, it could be reasoned that Netzach, the First Pentacle of 

Mercury attributed to Hod (“home of the magician”), and the Tetragrammaton all play a 

fundamental role in the Qabalistic signature for the name Alphonse Constant.  The correlation 

of numbers 1,5,6,7 between the name Eliphas Lévi and Alphonse Constant suggest that these 

attributes also form the basis for the Qabalistic signature of Eliphas Lévi and reveal a 

significant parallel.   

 Further correlation is found with the Hebrew transliteration of Eliphas Lévi that 

produces the numbers 5,3,1,8,1,3,3,5,6,1.  Among these are a clear representation of the 

Divine prefix and Tetragrammation, El YHVH (aleph/1 - lamed/3 - yod/1 - hey/5 - vav/6 - 

hey/5), coupled with the number of Hod (8), suggesting that the Tetragrammaton and the 

eighth sephira are integral to the Qabalistic signatures of both Alphonse Constant and Eliphas 

Lévi.  These aspects also suggest the reason for Constant choosing to eliminate “Louis” from 
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his authorship, and to formulate the name Eliphas Lévi may have been sourced in a Qabalistic 

outcome.  As previously mentioned, the Qabalistic signature for Alphonse Constant holds 

Netzach as a dominating influence, in addition to the First Pentacle of Mercury/Hod and the 

Tetragrammaton.  Further reflected are Divine names associated with angelic influences and 

the design beneath the disorder of life.  The following section will evaluate signatures for 

titles associated with Les trois harmonies and “Les Correspondances” to assess the degree to 

which Constant’s signature is reflected in these.   

Calculating the Qabalistic Statistics and Signature for Titles of the Overall 

Work, Its Sections, and Poem. 

The quantitative method of ascertaining the statistics, or Qabalistic signature, for titles 

of the overall work and the poem follow an identical path to that of the poet's name.  

Attention is given to those numerical results that reflect Constant’s signature as they provide 

supporting evidence of the integration of his esoteric sigil in his work.   

 Interpretation of the title of Constant's work, Les trois harmonies, chansons & 

poésies, involves consideration of the cover page belonging to the first edition, in which an 

“&” clearly separates chansons from poésies.  From a Qabalistic perspective this is 

significant, implying that the two words are in themselves, their own symbolic “identity”.  

Similarly, Les trois harmonies is separated from chansons & poésies with a comma 

indicating the title's own division and dominance.  Thus, the Qabalistic methods are applied 

to Les trois harmonies, chansons, and poésies separately before combining their statistics, 

“unifying” the whole. 

 The synchronicity among the numerical results of chansons and poésies can be seen 

in Table 9: 

 
Table 9: 
 
Qabalistic Statistics for Chanson and Poésies 

Title Gematria 
value 

Atbash -  Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of letter 
characters 

Initials 
sum  

chansons 5 
(32)(95) 
 

1  
(28)(190) 
 

7  
(H 43/313) 
(V 25/313) 
 

5  
(68)(626) 

7 8 

poésies 5  
(32)(95) 
 

1  
(28)(190) 
 

7  
(H 34/385) 
(V 25/385) 
 

5  
(59)(770) 

7 8  
(17) 
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The identical nature of the numerical correlations and statistics between chansons and 

poésies is irrefutable to the extent that even the words are spelled using the same numerical 

series (1,3,5,7,8) revealed following their transliteration.  Further similarity occurs with the 

overall reduced numbers for each method - 5,1,7,5,7,8 - that are exact between the two 

subtitles.  A Qabalist might view among these, the 9th Divine name (hey/5 - zayin/7 - yod/1) 

signifying “Angelic influences” and Hod’s number 8 found in Alphonse Constant’s 

Qabalistic signature (see Appendix C for full Qabalistic statistics).     

 Table 10 contains the numerical statistics of the sums for all Qabalistic methods 

applied to M. A. Constant de Baucour, Les trois harmonies, chansons, and poésies as 

inscribed on the title page of the first edition of the work (see Appendix D for full Qabalistic 

statistics).  Ascribing to the “unity of all things” previously discussed, this includes their 

combined numerical total in the final row.  Given Constant's custom of altering his name 

frequently with his authorship, thus changing his own numerical outcome and Qabalistic 

signature, it is worth considering that this might be founded in the talismanic potential of the 

work and his wish to alter its overall numerical results and Qabalistic symbolism.  It must be 

noted that while the “&” sign is not translatable to Hebrew, it is interpreted as a character as 

it is a substitute for the word “and” or “et” as in French.  It is therefore calculated in the 

number of letter characters category.   

 
Table 10: 
 
Qabalistic Statistics for M.A. Constant de Baucour and Les Trois Harmonies: Chansons & Poésies 

Name/title Gematria 
value 

Atbash Tetractys sum - 
horizontal (H) and 
vertical (V) 

 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials 
sum 

Number 
of poems 

M. A. 
Constant de 
Baucour  

4 
(22)(220) 

8  
(26)(440) 

4  
(H 94/2281)(V 
94/2281) 

8 
(188)(4562) 

1  
(19) 

2  
(20)(38) 

- 

Les trois 
harmonies 

7  
(61)(232) 

5  
(77)(464) 

5  
(H 95/2147)(V 
86/2147) 

1  
(181)(4294) 

8  
(17) 

3  
(12)(39) 

3  
(21) 

chansons 5  
(32)(95) 

1  
(28)(190) 

7  
(H 43/313)(V 25/313) 

5  
(68)(626) 

7 8 - 

poésies 5  
(32)(95) 

1  
(28)(190) 

7  
(H 34/385)(V 25/385) 

5  
(59)(770) 

7 8  
(17) 

- 

Combined 
total 

3  
(147)(642) 

6  
(189)(1284) 

5  
(H 266/5126)(V 
230/5126) 

1 (496)(10252) 5 (50) 
Including 
“&” 

3 
(48)(102) 

3  
(21) 
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Looking first at Table 10’s combined total overall reduced number series - 3,6,5,1,5,3,3 - a 

representation of the sacred Tetragrammaton and its Divine prefix: El YHVH (131565) is 

found.  This corresponds with the appearance of the Tetragrammaton in both the overall 

reduced number series for Alphonse Constant and in the numerical representation of Hebrew 

letters that spell Eliphas Lévi.  This mark of his Qabalistic signature is reflected in the 

combined total tetractys calculations - 5 (H 266/5126)(V 230/5126) - in which both EL 

YHVH (131565) and the First Pentacle of Mercury attributed to Hod (1,2,3,5) emerge.   

 A parallel occurs between the first four methods of Les trois harmonies, chansons, 

and poésies, all of which hold the reduced numbers 1,5,7 representing the 9th Divine name 

signifying “Angelic influences” seen also in the tetractys results for Alphonse Constant and 

as the overall reduced number series for both chansons and poésies.   

 The overall reduced numbers for M.A. Constant de Baucour - 1,2,4,4,8,8 - reflect the 

reduced numbers that spell Tiferet (tav/4 - pei/8 - aleph/1 - resh/2 - tav/4), the sixth sephira 

symbolizing beauty and truth.  This is also found in his tetractys calculations - 4 (H 

94/2281)(V 94/2281) - permuting the number of Yesod (9), and further in the combined total 

atbash ordinal sum (1284) and initials calculations: (48)(102).  Within this series is also the 

number of Hod (8) and the 70th Divine name (yod/1 - bet/2 - mem/4) meaning “Design 

beneath disorder” found in Alphonse Constant’s gematria ordinal value and whose name 

number reduces to 7, echoing Netzach.  The Hebrew transliteration of M. A. Constant de 

Baucour presents the number series - 1,2,4,9,6 - that spells Tzabaoth (tzadik/9 - bet/2 - 

aleph/1 - vav/6 - tav/4), the Divine army of both Hod and Netzach.  Thematically, these 

findings indicate that beauty and truth (Tiferet), knowledge of eternal concepts (Netzach), the 

splendour of perfect consciousness (Hod), and the design beneath the disorder of life (124) 

are integral aspects of Les Trois Harmonies and significant facets of its Qabalistic signature.   

 Reiterating M.A. Constant de Baucour’s Qabalistic statistics, the bilateral results for 

Les trois harmonies - 1 (181)(4294) - reinforce the influence of Tiferet with the numerical 

spelling of its name (48124) permuting Yesod’s number 9, found throughout the statistics.  

Thus, with a prevalent Tiferet influence, the added number 3 in the overall reduced numbers 

of Les trois harmonies references the 51st Divine name (hey/5 - chet/8 - shin/3) signifying 

“Power of repentance to repair past sins” whose name number reduces to that of Tiferet (6).  

The numerical representation of the 51st Divine name also appears in the poetic structure of 

Les trois harmonies, chansons & poésies, with the number of poems contained within each of 
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its three sections, the breakdown of which can be seen below reflecting the series 3,5,8 with 

the addition of the number of Yesod (9) in the total: 

 

Chansons   8 (35)   
Le Rève de Prométhée 5 
Hymnes   8 (53) 
Total:    3 (93) 
 

 Turning attention to the poem title “Les Correspondances” from which the 

introductory stanza that is to be analysed is sourced (see Table 11), the overall reduced 

numbers reiterate El YHVH (13 1565) permuting the number of Yesod (9) observed 

throughout the analysis (see Appendix E for full Qabalistic statistics): 

 
Table 11: 
 
Qabalistic Statistics for the Title “Les Correspondances” 

Title Gematria value Atbash Tetractys sum - horizontal 
(H) and vertical (V) 
calculations  

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials 
sum 

Les 
Correspondances 

5  
(86)(248) 

1  
(82)(496) 

6  
(H 96/2445)(V 96/2445) 

3  
(192)(4890) 

9  
(18) 

3  
(12)(30) 

 
 

 The atbash numerical number series - 1,2,4,6,8,9 - repeats Hod’s sephirotic number 

(8) and Tzabaoth, the Divine army of Hod and Netzach, found in the gematria values of the 

Hebrew transliteration for M. A. Constant de Baucour.  The bilateral reduced and ordinal 

sums spell Tiferet (48124) permuting Hod (8) and Yesod (9), all of which have had a 

prevalent role in the analysis.  Within this also is the 70th Divine (yod/1 - bet/2 - mem/4) 

signifying “Design beneath disorder” frequently appearing throughout the analysis.  

Thematically, these findings suggest that the Qabalistis signature for “Les Correspondances” 

is concerned with evoking beauty and truth through Tiferet, Hod’s perfect consciousness and 

Netzach’s knowledge of eternal concepts.  The poem also holds the essence of Constant’s 

Qabalistic signature that embodies the Tetragrammaton (YHVH).  Coupled with the findings 

correlating with the work’s title, the Qabalistic objective of the poetic anthology appears as 

the acquisition of Tiferet’s beauty and truth with the Divine guidance of the Tetragrammaton 

and angelic influences (9th Divine name/First Pentacle of Mercury).  The following sub-
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section will examine the degree to which the transliterated introductory stanza of “Les 

Correspondances” reflects these Qabalistic signatures.     

Calculating the Poem's Statistics and Signature. 

As previously discussed, it is a customary practice among initiates to interpret 

Qabalistic texts according to the cryptic combination of letters and words contained within 

them.  Thus, the following methods will be applied to poetic text in order to ascertain the 

numerical and Qabalistic statistics and signature of the poem:  

  
 i.   Transliterate poetic text to Hebrew letters/numbers and place in graph 
  format with each letter assigned to a cell, 
 ii.     Calculate the gematria sum for the poem, adding both the graph’s vertical 
   columns and horizontal rows to achieve both a tetractys and  
   bilateral total, 
 iii. Calculate the gematria value for each word and verse in the poem, 
 iv. Calculate the structural components of the poem that includes the number 
   of words, punctuation marks, letter characters, columns, rows, 
   stanzas, and first letter of each line to arrive at a series of statistics 
   for the poem. 
 
The introduction to Lévi's poem “Les Correspondances” will be analysed in order to 

demonstrate the methodological procedure.  In the first edition of Les trois harmonies, it is 

indented to the right of the book's page in an introductory manner and reads in the following 

format.  Figure 14 is a copy of the stanza from Les trois harmonies: 
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Another significant feature is Constant's decision to allow each sentence to “over-

flow” to the next line rather than placing an equal approximation of words on each line.  

From a Qabalistic perspective, this suggests the stanza is to be considered as two lines rather 

than four and will thus be analysed in the following format:   

 

Le sentiment des harmonies extérieures fait les poésies.  
L’intelligence des harmonies intérieures fait les prophètes.  
 
(Feeling of external harmonies makes poetry. 
Intelligence of inner harmonies makes prophets.) 
 

 The first two rows in Table 12 depict the Hebrew transliteration of these two lines 

while line 3 and 4 convey each letter’s reduced numerical value: 
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open and close ceremonial ritual with the tetragrammaton as previously mentioned.  As the 

introductory stanza of the poem, this interpretation is justified and reasonable to deduce.  

 Table 14 depicts the statistics of the introductory stanza that includes sums related to 

the number of sections, lines/rows, columns, words, letter characters, punctuation marks, first 

letter of each line, with the inclusion of the tetractys and bilateral sums: 

 
Table 14: 
 
Structural Statistics Belonging to the Introductory Stanza for “Les Correspondances” 

 Number of 
sections/verses 

Number of 
rows/lines 
 including 
spaces 

Number of 
columns 

Number 
of 

words 
Number 
of letter 

characters 
Number of 
punctuation 

marks 
First letter of 

each line 
Word 

gematria 
- 

tetractys 
and 

bilateral 
sums 

Introductory 
stanza 

1 2 6  
(51) 

6  
(15)  

9  
(99) 

2 6  
(24) 

6 (78) 
3 (156) 

 

The Tetragrammaton (YHVH 1565) emerges once again in both the number of 

columns and number of letter characters categories.  The statistics overall reduced numbers - 

1,2,2,3,6,6,6,6,9 - reiterate the gematria value reduced and ordinal sum for Les trois 

harmonies - (61)(232) - with the addition of Yesod’s sephirotic number (9).  The prevalence 

of the number 6 four times suggests that Tiferet’s beauty and truth play a dominant role in the 

poem and the Divine names derived from the series would likely include the number 6 

following the transliteration of the letters that spell the name.  Tiferet is additionally 

significant as the number 6 represents the tetractys or complete gematria reduced number 

sum for the stanza.  Given this, from the overall reduced number series emerges the 32nd 

Divine name (vav/6 - shin/3 - resh/2) signifying “Memories, breaking the cycle of repetitive 

mistakes”.  Also, within this series is the 3rd Divine name (samech/6 - yod/1 - teth/9) 

symbolizing “Miracle making”.   

 Analysis of the stanza’s Qabalistic statistics conveys a direct correlation with EL 

YHVH, the influence of Tiferet, in addition to the thematic emergence of Divine names 

associated with evoking miracles to assist in overcoming negative patterns.   

Qabalistic Synthesis.   

A synthesis of the analytical results reveal several synchronicities between Qabalistic 

signatures for Alphonse Constant and Les trois harmonies, chanson & poésies.  The analysis 
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shows that the foundation of Constant's signature embodies Netzach, the tetragrammaton 

(YHVH), the name of God known as Adonai, and the First Pentacle of Mercury attributed to 

Hod, in addition to Divine names associated with angelic influences and the design beneath 

the disorder of life.  These form the basis for the title, Les trois harmonies, chansons, and 

poésies, though a dominant focus on Tiferet is introduced, suggesting the work is both a 

reflection of Constant's Qabalistic signature and an evocation of Tiferet's beauty and truth. 

Other correlations take the form of the consistent reiteration of El YHVH (Tetragrammaton) 

throughout the analytical results, notably as the overall reduced numbers for the combined 

total of M.A. Constant de Baucour and the various aspects of Les trois harmonies, in addition 

to the overall reduced numbers for the title “Les Correspondances”, and as the reduced Word 

Gematria Horizontal reduced numbers and bilateral calculations following the introductory 

stanza’s transliteration and gematria calculation.  The frequent emergence of EL YHVH 

adheres to Qabalistic ritual and indicates a talismanic aspect to Lévi’s work.  The overall 

statistics of the stanza convey the series associated with Les trois harmonies’ gematria values 

that reflect the breaking the cycle of repetitive mistakes in addition to the Divine name that 

evokes the provision of miracles.  Further analysis of the entire poem would be necessary to 

verify this and as the intent and scope of this section is to demonstrate the methodology, the 

entire poem will not be analysed at this time.   

Section Two: Methodological Procedure in the Analysis of Debussy's Music 

The analysis of music notation is similar to the method used to analyse Symbolist 

poetry.  It involves a process of transliterating music notation into Hebrew text and the 

reduced numerical values of its letters, followed by Qabalistic analysis and interpretation of 

these results.  Below is an outline of the research method and its various procedures: 

 

 1. Calculating Debussy's numerical statistics and Qabalistic signature,  
 2.   Determining the Qabalistic statistics and signature for titles belonging to 
   the overall work (if applicable) and musical piece, 
 3.   Calculating the musical piece's statistics and signature following its  
  transliteration from music notation to Hebrew, 
 4. Qabalistic synthesis of all signatures and statistics. 
 

 The methodological procedure leading up to the transliteration of music notation is 

similar to that of the poetic method.  This involves calculating the statistics and determining 

the Qabalistic signature of Debussy's name, the overall work's title (if applicable), and the 
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title of the musical piece.  As they are conducted in exactly the same manner as illustrated in 

Section One, they do not require elaboration here.  Thus, the methodical discussion will begin 

with transliterating music notation and calculating its gematria value in addition to collection 

of its structural statistics in order to ascertain its Qabalistic signature.   

Calculating the Musical’s Work’s Statistics and Signature Following 

Transliteration. 

As with the method used to analyse poetry, the analysis of Debussy's music will be 

conducted through a series of stages involving a method of transliterating music notation into 

Hebrew letters and their associated reduced numbers, followed by the application of further 

Qabalistic methods to arrive at a series of statistics.  The methodological steps will progress 

as follows: 

 

 i. Transliterate music notation into Hebrew letters and their reduced numbers 
  and placed in graph format, 
 ii. Calculate the spaces between the transliterated music notes, 
 iii. Synthesize the spaces with the gematria value of the transliterated notes to 
   arrive a tetractys and bilateral sum for each section that will later 
   be added to achieve the overall gematria value of the work, 
 iv. Formulating the reduced numbers for the gematria value of transliterated 
   notes and spaces into an extended numerical series that may be 
   analysed for its Qabalistic significance, 
 v. Formulating the reduced numbers representing the gematria sum for each 
   bar of each section into a numerical series and analysed for its 
   Qabalistic significance. 
 

 The paradigm for the transliteration of music notation can be explained in terms of 

the ouroboros, the ancient symbol denoting a serpent eating its own tail, signifying creation, 

rebirth, and infinity.  The snake-head involvement reflects both a clockwise and counter-

clockwise aspect of the circular symbol.  In other words, the snake's head connects the 

motion of both its forward and retrograde body.  The ouroboros was popular among 19th 

century esotericists and is seen on the cover of Lévi's Dogme et rituel as his “Great Seal of 

Solomon”, and as part of The World tarot card seen in Figure 15 in the deck designed by 

Papus:  

 



80 

         
 Qabalists commonly employ serpent symbology in their boustrophedon reading of 

texts as they consider the serpent to be a symbol of transformation and spiritual progress.  It 

is frequently integrated into the Tree of Life model, as shown in Figure 16:  
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The methodology in the analysis of music notation assigns the snake's head to the 

tonic note of a scale, closest to the middle register.  For example, in the scale of C (major or 

minor), this note is Middle C.  From Middle C, the scale may ascend in a forward motion 

(clockwise) into the treble clef or descend in retrograde motion (counter-clockwise) into the 

bass (see Figure 17).  Thus, Middle C personifies the snake's head, as it is incorporated in 

both the forward and retrograde aspect of itself -- its scale.  

 

 

 The transliteration begins by interpreting Middle C, written as an upper stave note, 

as aleph (1), the first letter of the Hebrew alphabet.  As we move in a clockwise fashion 

around the ouroboros we both ascend the music scale and move forward in the Hebrew 

alphabet one note and one letter at a time respectively.  Thus, the note Middle C written in 

the upper register, is aleph, the note D is bet, E is gimel, F is dalet, G is hey, A is vav, B is 

zayin, and so on, for the 22 Hebrew letter alphabetic duration, at which time the cycle repeats 

from aleph, the first letter of the alphabet. 

 However, if Middle C is written as a lower stave note, it is interpreted as tav (22), 

the last letter of the Hebrew alphabet.  As the music scale descends into the lower register, it 

moves in a counter-clockwise motion around the ouroboros and subsequently moves 

backward in the Hebrew alphabet, one note and one letter at a time.  Thus, the tonic note 

Middle C written in the lower stave is tav, B below Middle C is shin, A is resh, G is qoph, F 

is tzadik, E is pei, and so on for the 22 Hebrew letter alphabetic duration, at which time the 

cycle repeats from tav, the last letter of the alphabet. 

Transliteration of music notation. 

Music notes will be transliterated quaver-by-quaver, adhering to Debussy's coded 

preference for this rhythmic value indicated by his alias, Monsieur Croche; the English 

translation of croche being quaver.  Thus, in Debussy's Clair de lune with its 9/8 time 

signature, each quaver beat will be transliterated one by one and placed in graph format with 

each translated note allocated a cell.  In the case of long note values, the note will be divided 



82 

into quavers and a Hebrew letter assigned to and repeated for each quaver beat that makes up 

the note.  Thus, the transliterated note will be represented in multiple cells according to the 

number of quaver beats contained within it.    

 The rhythm will be interpreted literally and exactly as notated with nothing implied.  

For example, in 9/8 time, all notes will be interpreted as triplet quavers unless otherwise 

given an above “2” indicating they are to be considered as a group of two quavers.   

 As an example, the first three bars of Clair de lune will be used in order to 

demonstrate the methodology (see Figure 18): 

 

 Table 15 depicts the transliteration of these three measures with the bars numbered 

in brackets in the top row.  Each letter contained in a cell represents a transliterated note and 

is accompanied by its associated reduced number in the following column.  Transliterated 

notes are collected vertically quaver by quaver, from highest to lowest in order of placement 

on the stave, regardless of flats or accidentals.  Each column, or quaver beat is added, in a 

gematria manner, and reduced to a single digit.   

 Clair de lune opens with F and Ab written on the lower stave, interpreted as F and A 

that translate to gimel (g/3) and hey (h/5) respectively.  As they are the first two notes in 

vertical order of their quaver beat, they are assigned the top two cells in the column, with 

their reduced number gematria sum written above in the highlighted cell: 
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previously established.  The direction - whether forward or backward - in the alphabet is 

determined by the closest proximity.  For example, if bet (b/2), the second letter of the 

alphabet, is given, then tav (t/22 reducing to 4), the last letter of the alphabet, the direction 

moves backward through the alphabet (in ouroboric manner) as this distance produces a 

space value of only 3, rather than 21 moving forward in the alphabet.  The reduced number 

sum of each “space between the notes” column is horizontally highlighted.  The numerical 

sums are added to arrive at a “sub-sum” for each section and a total for the entire work.   

Synthesis of notes and spaces. 

The final methodological step, following the Qabalistic analysis of the numerical 

statistics associated with the note values and space between the notes sums for each section 

and the entire work, involves synthesizing the reduced numbers derived from the sum of each 

transliterated vertical column and the sum of the spaces to arrive at an extended double 

reduced numerical series for each section of the piece.  These will be interpreted according to 

Qabalistic signatures associated with previous findings.  Lastly, the reduced numbers 

associated with the note values and spaces between the notes for each bar will be added and 

reduced to a single digit to arrive at a double numerical series.  Section by section, these too 

will be analysed and measured against previous findings and Qabalistic signatures belonging 

to Debussy, the work’s title, and the title of the musical piece, incorporating the devices 

discussed in the framework, namely, the Tree of Life, 72 Divine names of God, and the Keys 

of Solomon. 

Conclusion 

Qabalistic doctrine and ritual involve the evocation of Divine and spiritual forces 

through the permutation of sacred names, words, and phrases.  In this way, letters of the 

Hebrew alphabet and their numerical representations are considered to hold spiritual power, 

both on their own and in combination with each other.  While this practice allows the initiate 

access to higher levels of consciousness, the dominant focus of the evocation is the 

acquisition of revelation, prophecy, purification, and regeneration, in addition to the 

manifestation of desired phenomena.  In achieving these objectives, Qabalistic practice 

employs cipher methods to encode secret knowledge and extract esoteric meaning from texts.  

 The initiate’s journey utilizes the Qabalah’s primary initiatory tool - the Tree of Life 

- exploring and travelling through its sephiroth and connecting paths in a manner of 

observation, while meditating on its sacred names and symbolic attributes.  The Key of 
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Solomon pentacles are linked to the sephiroth through their planetary association and act as a 

means of increasing the effects of the ritual.  Additionally, the Tetragrammaton and the 72 

Divine names of God are employed in all aspects of Qabalistic ritual as a means of increasing 

the potency of the initiate’s will and for spiritual protection.   

 The research method in the analysis of Symbolist poetry is demonstrated using 

Lévi’s birth name, Alphonse Constant and the introductory verse to his poem “Les 

Correspondances” from Les trois harmonies, chansons & poésies, in order to establish 

“Qabalistic signatures” for both.  This is conducted through the application of a series of 

methods that involves transliterating Latin script to Hebrew and each letter’s numerical 

representation before calculating the gematria value of names, words, lines, and verses.  

Additional methods and devices used in the analysis are atbash cipher and the tetractys 

paradigm.  It must be emphasized that numerical consistencies correlating with Divine names 

associated with particular sephiroth guide the analysis and the interpretation of the statistics.  

Various methods are also used to ascertain the statistical structure of a poem by establishing 

the number of rows, columns, words, letter characters, and punctuation marks and analysing 

them for uniformity with previous results and symbolic representations.  The numerical value 

associated with the first letter of each line is also perceived as significant and analysed.  The 

objective of the methodology is based on the acquisition of Qabalistic signatures for the poet, 

titles associated with the overall work and poem, in addition to the poetic text itself, and 

comparing these for numerical synchronicities and symbolic consistencies.  In the following 

chapters, these will be further compared with the broad meaning of the poetic text and with 

critical commentaries on the poem to determine whether the symbolism revealed through the 

Qabalistic analysis reveals a deeper meaning.   

 Transliterating Debussy’s music notation into Hebrew letters and their reduced 

numerical values reflects the ouroboros, its concept employed as a means of correlating the 

music scale with the Hebrew alphabet.  In this way, the tonic note of the piece correlates with 

aleph, the first letter of the alphabet and cyclically moves forward through the scale 

ascending into the higher register until the system arrives at the final letter tav, at which point 

the alphabet begins again.  Descending into the bass clef from the tonic note involves moving 

in retrograde manner through the Hebrew alphabet. 

 The analysis progresses in a quaver-by-quaver format with the process of 

transliterating and collecting data taking place in a vertical manner from the highest note in a 

quaver beat to the lowest.  Both the gematria value of each vertical column and its “space 

between the notes” sum are added and reduced to a single digit.  This produces two extended 
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number series’ - representing the note values and the space between the notes - for each 

section of the piece that are added to arrive at a sum for each section, and later analysed for 

their Qabalistic significance.  These sums are then added to arrive at a tetractys result for 

each section of the piece, and then doubled to achieve its bilateral sum.  The results for each 

section are then combined to arrive at overall numerical statistics associated with the 

transliteration of the entire work.  They are examined in combination with the work’s 

structural statistics:  number of sections, bar structure, and so on.  From this, the work’s 

Qabalistic signature is assigned and compared with Debussy’s and those associated with the 

title.    

 The following chapter will present an analysis of the poem, “Correspondances”, 

from Les Fleurs du mal by Charles Baudelaire.  Using the methods and tools outlined in this 

chapter, the inquiry will establish and compare Qabalistic signatures for Baudelaire, titles 

belonging to both the poem and the overall work, in addition to a full Qabalistic analysis and 

interpretation of the poetic text.   
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CHAPTER FIVE 

Baudelaire: “Correspondances” 

In an 1861 letter to Alfred de Vigney, Charles Baudelaire claimed that Les Fleurs du 

mal (1857) was not merely a collection of randomly arranged poems, but one constructed 

according to what he termed as an “architecture secrète” [secret architecture] (Baudelaire, 

1948, p. 9).  Baudelaire further affirmed that in those editions that followed the first, 

“Tous les poèmes nouveaux ont été faits pour être adaptés au cadre singulier que j'avais 

choisi” [All the new poems were written to fit a singular frame I had chosen” (Baudelaire, 

1973, p. 196).  The secret architecture idiom was introduced by his friend, the literary critic 

Barbey d’Aurevilly, who claimed in his review of the first edition (1857), that the 

architectural plan was “calculé par le poète méditatif” [calculated by the meditative poet] and 

contained a unity that was incontestable (Baudelaire, 1934, p. 357).  He emphasized that its 

hidden design produced “tremendous intensification of meaning” (in Blood 1997, p. 10).  

According to Susan Blood, both Baudelaire and d’Aurevilly referred to the secret architecture 

with a “tone of high seriousness”, with the latter asserting this mysterious framework as the 

only means by which Les Fleurs du mal could be truly understood (Blood, 1997, p. 10).   

 Baudelaire’s Les Fleurs du mal was an initiating model for the Symbolists, and 

inspired the movement (Prideaux & Munch, 2005, p. 163).  However, there is a tendency to 

dismiss the notion of its architectural unity on the basis of what F.W. Leakey describes as the 

inconceivability that Baudelaire had “suddenly conceived and secretly nursed” a “highly 

integrated poetic scheme” reflecting nothing he had previously written (Lawler, 1997, p. 14).  

Walter Benjamin believes the secret architecture of Les Fleurs du mal is hidden in the 

allegory of “something that has been irretrievably lost” (in Osborne, 2005, p. 119).  

According to Benjamin, this emerges in the work’s first cycle of poems titled “Spleen et 

idéal, and is augmented in the poem “Correspondances”, that symbolically conveys “the data 

of remembrance - [the] data of prehistory” (Boscagli & Duffy, 2011, p. 198).    

 Baudelaire, with his many esoteric declarations, implies a link between Symbolism 

and the Qabalah.  His proclamation, “Tous est nombre” [All is number] (Baudelaire, 1947, p. 

649) is supported by Lévi’s claim that “Les grands poêtes sont des mathématiciens” [Great 

poets are mathematicians] (Lévi, 1851, p. 67).  As mentioned earlier, Baudelaire and Eliphas 

Lévi were closely acquainted, the two collaborating on the book, Mystères galants des 

théâtres de Paris (Gallant Mysteries of Paris Theatres) (1844), published 13 years before Les 
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Fleurs du mal (Lachman, 2003, p. 123).  Lévi’s mentor, Joseph Maria Hoene Wronski was 

also a friend of Baudelaire’s (Kosinski, 1989, p. 63), with the poet’s memoirs expressing his 

admiration for the mathematician and esotericist (Lloyd, 2002, p. 4).  In view of this 

connection and given that Lévi’s “Les Correspondances” was published in 1845, 12 years 

before Baudelaire’s “Correspondances”, it is likely that parallels exists between the two from 

a compositional perspective.  Moreover, in lieu of the Qabalistic correlations that arose in the 

analysis of Lévi’s introductory stanza to “Les Correspondances” as outlined in the 

methodology chapter, it is reasonable to infer an esoteric link in Baudelaire’s secret 

architecture.  Qabalists refer to God as “The Grand Architect” and his wisdom as “the hidden 

code built into the architecture of the universe” (Ariel, 2006, p. 121).  It is surely no 

coincidence then, that Baudelaire’s poetry was termed secret architecture by d’Aurevilly who 

would have certainly known the meaning of his many coded phrases and Qabalistic 

tendencies.   

 This chapter will examine and interpret Baudelaire’s work in relation to Qabalistic 

doctrine, focusing on his poem “Correspondances”, the fourth poem from his anthology, Les 

Fleurs du mal.  The analysis of Qabalistic signatures associated with Baudelaire and Les 

Fleurs du mal will form the basis of a thematic analysis of the text of the poem, with the aim 

of demonstrating how the Qabalistic coding of the poem aligns with and supports its poetic 

meaning. It will build on Baudelaire’s description of the poet as “a decipherer, a Kabbalist of 

reality, [and] decoder” (in Rexroth, 1968, p. 175) in support of his belief that life is “a 

message in code … a cryptogram” (Rexroth, 1968, p. 175).  “Correspondances” is the fourth 

poem in the extensive one hundred poem anthology first printed by his long-standing friend 

and publisher Auguste Poulet-Malassis.  Due to a court censoring of six poems alleged to 

contain obscene content, later editions fall somewhat short of the complete and original 

structure.  Thus, the first edition will be used as it is the most authentic from a Qabalistic 

perspective.   

Calculating Baudelaire’s Numerical Statistics and Qabalistic Signature  

As discussed in the methodology chapter, Baudelaire is known to have experimented 

with his name, habitually shortening his authoring signature to “Ch. Baudelaire”.  This 

abbreviating tendency indicates that the first two letters of his name are to be considered as 

one: as the first initial.  This predilection holds Qabalistic weight when transliterating his 

name into Hebrew as “ch” represents the eighth letter chet with its associated number 8.  On 
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the Tree of Life, eight represents Hod (“Splendour”) and is the place where the “poet-

magician” resides (Erasmus et al., 1993, p. 461).  Hod is the home of ceremonial magic and 

is referred to as Perfect Consciousness (Duncan, 2012, p. 100) and is echoed in Baudelaire’s 

view of poetry as “the means of perfecting conscious” (Baudelaire, 1964, pp. 126-131).  

Given that the numerical calculations of all statistical methods are dependent on the 

interpretation of each letter, Baudelaire’s marked “Ch” is significant as considering it as one 

letter instead of two (the letters chet and hey) affects the gematria sum of his name.   

 Table 18 is a summary of statistics following the application of Qabalistic methods 

to the name Charles Baudelaire as this version appears on the title page of the first edition of 

Les Fleurs du mal (see Appendix F for full Qabalistic statistics).  The reduced number is 

given with the reduced and ordinal sums presented in brackets.  The tetractys column 

contains both the horizontal and vertical sums, delineated by “H” and “V” respectively: 

 
Table 18: 
 
Qabalistic Statistics for Charles Baudelaire 

Name Gematria value Atbash Tetractys sum - 
horizontal (H) and 
vertical (V) 
calculations 

Tetractys 
bilateral sum  

Number of 
letter 
characters 

Initials 
sum 

Charles 
Baudelaire 

7  
(52)(133) 

5  
(86)(266) 

1  
(H 91/1234) 
(V 64/1144) 

2  
(155)(2378) 

7  
(16) 

1  
(10) 

 

 The overall reduced number series - 1,1,2,5,7,7 - suggest several Qabalistic associations.  

Regarding the sephiroth, the first four numbers in the series could be interpreted as the 

numerical spelling of Binah (bet/2 - yod/1 - nun/5 - hey/5), the third sephirah on the Tree of 

Life signifying intuitive “Understanding” and Universal Intellect.  This is supported by the 

last three numbers - 2,5,7 – that depict the 39th Divine name spelled resh/2 - hey/5 - ayin/7 

representing “Transform hardship into blessing”, whose name number reduces to 3 (3 + 9 = 

12; 1 + 2 = 3), the sephirotic number of Binah.  Further significance emerges in the series 

with the 9th Divine name (hey/5 - zayin/7 - yod/1) denoting the influence of “Angelic forces”, 

its number echoing the number of Yesod (9).   

It is highly probable that Baudelaire would have been aware of the gematria value of 

his name - given the prevalence of this method among Qabalists - with a reduced number 7 

representing Netzach, the seventh sephira on the Tree of Life.  Netzach represents both 

“Eternity” and the “Victory” to overcome obstacles and is the home of poetry (Regardie, 



91 

2000, pp. 74-75).  It holds YHVH Tzabaoth as its Divine name, Haniel as its 

Archangel, and Elohim as its Angelic choir.  Given the significance of poetry in 

Baudelaire’s life, these results suggest that Netzach plays an important and relevant 

role in Baudelaire’s Qabalistic signature.  

In its entirety, the gematria reduced number and sum - 7 (52) - reflects the 

39th Divine name signifying “Transform hardship into blessing” whose number 

reduces to the sephirotic number of Binah.  Binah is further symbolized in the 

tetractys bilateral reduced number and sum - 2 (155) – that depicts in exact form, the 

spelling of its name (bet/2 - yod/1 - nun/5 - hey/5). 

 The series derived from the gematria reduced and ordinal sums – 7 (52)(133) -  is 

1,2,3,5.  In this series can be found the numerical representation of the names of the angels 

associated with the First Pentacle of Mercury attributed to Hod from the Key of Solomon.  

Discussed in the methodology chapter, the Key of Solomon pentacles are employed in 

magical operation to conjure angels and spiritual entities for the purpose of protection and 

manifesting the Qabalist’s will.  The First Pentacle of Mercury, also the pentacle in Alphonse 

Constant’s Qabalistic signature, is governed by two angels: Yekahel and Agiel.  The 

numerical series derived from the union of these names is 1,2,3,5.  With Hod’s number (8) 

already symbolically active as the numerical representation of the first initial of Baudelaire’s 

name, a Qabalist would view its reiteration through the appearance of the First Pentacle as 

increasing the potency of the sephira’s spiritual force in Baudelaire’s Qabalistic signature.  

From a ritualistic perspective, this adds spiritual protection during ceremonial ritual and 

strengthens the esoteric “compass” from which he identified himself as a Qabalist.  To 

reiterate, Yekahel and Agiel hold knowledge of the magical arts, evocation, and serve to 

invoke “Spirits who are under the Firmament” (Mathers, 1889/1976, p. 75).  Markedly, the 

transliteration of Charles Baudelaire produces the following series: 

8,1,2,3,5,3,2,1,6,4,5,3,1,1,2,5.  The final six numbers of this series - 5,3,1,1,2,5 - reflect also 

the First Pentacle of Mercury while the remaining numbers - 8,1,2,3,5,3,2,1,6,4 - could be 

interpreted as a reflection of Hod’s Angelic choir, Beni Elohim (bet/2 - nun/5 - yod/1 - 

aleph/1 - lamed/3 - hey/5 - vav/6 - mem/4) with the sephira’s number 8 present as the first 

initial of his name previously discussed. 

 The atbash reduced and ordinal sums - (86)(266) - reflect the series associated with 

the 68th Divine name (chet/8 - bet/2 - vav/6) signifying “Contacting departed souls”.  The 

number 68 reduces to 5 echoing the fifth sephira, Gevurah (“Strength”), its sephirotic number 

reinforced by the atbash reduced number 5.   
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 The tetractys numerical series derived from the reduced number and vertical 

calculations - 1 (V - 64/1144) - conveys the numerical spelling of the ninth sephira Yesod 

(yod/1 - samech/6 - vav/6 - dalet/4) signifying “Foundation”, and in particular, the 

development of one’s spiritual foundation.  Given the previous account of Hod, the horizontal 

sum (H - 91/1234) might be interpreted as a permutation of Hod’s Archangel Michael 

(mem/4 - kaf/2 - aleph/1- lamed/3) with Yesod’s number 9.   

Section Summary 

Baudelaire’s choice to use the name Charles Baudelaire at the time of writing Les 

Fleurs du mal, as opposed to any of his previously employed adaptations, produces a series 

of Qabalistic statistics that are exclusive in their own right due to their numerical outcomes.  

An example of this occurs in the numerical series 1,2,5,7 derived from Baudelaire’s overall 

reduced number series, that is also contained within his gematria calculations - 1,2,3,5,7 - 

with the number 3 as the only difference.  Other examples take place with the reiteration of 

the angels from the First Pentacle of Mercury/Hod and of Binah’s name.   

 The numerical and symbolic consistencies affirm the influence of Binah 

(“Understanding”), Netzach (“Eternity”), Yesod (“Foundation”), and the First Pentacle of 

Mercury attributed to Hod, in Baudelaire’s Qabalistic signature, with secondary reference 

assigned to Gevurah (“Strength”).  Thematically, these sephiroth convey the acquisition of a 

spiritual foundation (Yesod) through the intuitive understanding (Binah) of eternal and 

universal concepts (Netzach).  Further Qabalistic attributions convey the strength (Gevurah) 

to transform adversity into opportunity, contacting departed souls, and Angelic influences.  

The repetition of these Qabalistic attributes solidify their influence in Baudelaire’s signature 

and will be interpreted as a mark of his esoteric identity throughout the remainder of the 

chapter.   

 Through the application of similar methods used to determine Baudelaire’s 

Qabalistic signature, the following section will examine the statistics associated with the title 

Les Fleurs du mal, and those titles belonging to each of its five sections, followed by an 

analysis of the title and poem “Correspondances”.  These statistics will be measured against 

Baudelaire’s with the recurrence of numerical consistencies associated with previous findings 

considered suggestive of Baudelaire’s integration of Qabalistic doctrine in his work.   
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Determining the Qabalistic Statistics and Signature for Titles Associated With Les 

Fleurs du Mal 

Analysis of the title, Les Fleurs du mal, reveals that the transliteration of its letters 

produces the same numerical series used to spell Charles Baudelaire (see Appendix G for 

full Qabalistic statistics).  His name emerges further using notarikon - the Qabalistic method 

where letter combinations and acronyms are created using the first initial of words. This 

occurs when the first letter of every word in each of Les Fleurs du mal’s section titles is 

transliterated to create the series associated with spelling his name.  This reiterates Hod’s 

sephirotic number (8) with its First Pentacle (1,2,3,5) and Angelic choir Beni Elohim 

(25113564).  Similarly, the series associated with the spelling of Baudelaire is, in its entirety, 

the title’s overall reduced numbers. 

 Qabalistic attributions of Les Fleurs du mal’s gematria calculations are first found 

between the reduced number and ordinal sum - 2 (155) - that together convey the numerical 

spelling of Binah (2155) and are identical to Baudelaire’s bilateral reduced number and sum - 

2 (155) - discussed in the previous section.  A symbolic feature of Les Fleurs du mal’s 

gematria reduced and ordinal sums - (56)(155) - is the presence of the sacred tetragrammaton 

(YHVH 1565).   

 The tetractys results for Les Fleurs du mal - 6 (H 69/1248)(V 69/1248) - convey the 

number of Hod (8) and Tzabaoth, the Divine army of Hod and Netzach, spelled in reduced 

form as tzadik/9 - bet/2 - aleph/1 - vav/6 - tav/4.  Tzabaoth is further found in Les Fleurs du 

mal’s bilateral results, this time, permuting the Divine name of Yesod, Shaddai El Chai 

(shin/3 - dalet/4 - yod/1, aleph/1 - lamed/3, chet/8 - yod/1).  The statistics derived by the sum 

of the initials in the title - 1 (49)(19) - presents the numerical spelling of Yesod (1664), 

emphasized by the presence of its sephirotic number (9), and reiterating Baudelaire’s 

tetractys reduced number and vertical calculations - 1 (V - 64/1144).   

 The results thus far in the analysis of Les Fleurs du mal articulate with Baudelaire’s 

Qabalistic signature to the effect that Binah and Yesod are directly referenced in addition to 

Netzach and Hod, suggesting these as fundamental to the Qabalistic foundation of the work.  

Thematically, these findings could be interpreted as having understanding (Binah) toward a 

spiritual foundation (Yesod) of eternal and universal concepts (Netzach) in addition to the 

advancement of consciousness (Hod).   
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 The statistics for Les Fleurs du mal are then combined with Baudelaire’s, resulting 

in combined total sums for each Qabalistic method.  They are combined in this way based on 

the assumption that a distinct feature that differentiates Les Fleurs du mal from all other 

works by Baudelaire is its Qabalistic relation to and union with, his signature, and symbolize 

a macrocosmic aspect fundamental to the Qabalah.   

 The combined total’s overall reduced number series - 1,2,3,5,7,9 - echo the series 

associated with Baudelaire’s gematria results and Qabalistic signature (1,2,3,5,7) discussed in 

the previous section, with the addition of Yesod’s number 9.  This conveys Netzach (7) and 

the governing angels from the First Pentacle of Mercury attributed to Hod.  This series 

(1,2,3,5,7) appears also in its entirety as the reduced numbers when the number of letters and 

initials categories for Charles Baudelaire and Les Fleurs du mal are united as seen in Table 

19: 

 
Table 19: 
 
Number of Letters and Initials Statistics for Charles Baudelaire and Les Fleurs du mal 

Name/title Number of letter characters Initials - gematria sum 

Charles Baudelaire 7 (16) 1 (10) 

Les Fleurs du mal 5 (14) 1 (19) 
Combined total 3 (30) 2 (29)  

 

 This aspect of Baudelaire’s signature (1,2,3,5,7) further emerges in the calculations 

associated with the number of poems within each of the five sections of Les Fleurs du mal as 

seen in Table 20:  

 
Table 20: 
 
Les Fleurs du mal’s Number of Poems Within Each Section 

Section Number of poems 

1 5 (77) 
2 3 (12) 
3 3 
4 5 
5 3 
Sum 1 (100) 
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 The cryptic nature of Baudelaire’s secret architecture is revealed when the gematria 

values for all five sections within the work are combined.  This results in the sum 8 

(170)(467), that at first holds questionable significance.  However, when the gematria values 

for all section and poem titles are combined, the numerical series belonging to Les Fleurs du 

mal’s gematria sum – 2 (56)(155) - is echoed with the resulting 5 (6125)(16619).  This series 

is also identical to the sum of all poem titles – 6 (5955)(16152) - reiterating the 

Tetragrammaton, YHVH (1565) and Binah (2155), with Yesod (9) further present.  When the 

numerical sum representing the gematria values for all section and poem titles is united with 

the gematria sum of Les Fleurs du mal to create a complete macrocosmic consolidation of 

values pertaining to all titles, the sum 7 (6181)(16774) emerges, mirroring, from a numerical 

series perspective, the combined total gematria values for all five sections: 8 (170)(467) seen 

earlier.  Qabalistically, the numerical series 1,4,6,7,8 reflects the numerical spelling of Yesod 

(1664) and both Netzach (7) and Hod (9).   

 To summarize, the analysis of the title, Les Fleurs du mal, elaborates on 

Baudelaire’s Qabalistic signature emphasizing Binah, Netzach, Yesod, the First Pentacle of 

Mercury/Hod, and the 39th Divine name associated with transforming hardship into blessing.  

Thematically, these signify intuitive understanding (Binah) of eternal and universal concepts 

(Netzach) by developing a foundation of knowledge between the physical and spiritual 

worlds (Yesod) via the invocation of, and communication with, spirits from the celestial 

sphere (First Pentacle of Mercury).  In Qabalistic terms, they express a Qabalistic objective to 

transform adversities into positive outcomes which resonates with Alberto Acereda and 

Rogoberto Guevara’s claim that Baudelaire was “a man in tremendous emotional pain” and 

his “poetry was a clamour of despair” (Acereda & Guevara, 2004, p. 34), and expands on 

Jean Paul Sartre’s assertion that his efforts were “to take possession of himself in his eternal 

‘difference,’[and] to realize his Otherness” (Sartre, 1950, pp. 178-179).   

 Directing focus now to the section title “Spleen et idéal of which the poem 

“Correspondances” is a part, the gematria sum for the section - 7 (52)(133) - presents in exact 

form, the gematria sum for Charles Baudelaire: 7 (52)(133). This reflects Netzach (7), the 

39th Divine name signifying “Transform hardship into blessing” and the First Pentacle of 

Mercury/Hod (1,2,3,5).   The identical reiteration of Baudelaire’s gematria series indicates 

that an aspect of the work’s Qabalistic intention is sourced in the thematic content of his 

signature, namely, eternal and universal knowledge (Netzach), accessing the Pentacle’s 

angels in the celestial sphere, and victory over adversity (Netzach and the 39th Divine name).   
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  Another parallel occurs in “Spleen et idéal’s” bilateral sum whose numerical series 

matches the gematria calculations for Les Fleurs du mal - 2 (56)(155) - containing both 

Binah’s name (2155) and the Tetragrammaton (1565).  As previously noted, this is reiterated 

in both the gematria values for all poem titles, and in the sum of all section and poem titles 

and repeats the poet’s signature and focus on understanding.   

 Notably, the tetractys sum for “Spleen et idéal” - 7 (H 52/1078)(V 70/1078) - 

contains the number of Hod (8) and Baudelaire’s overall reduced number series (1,2,5,7) that 

again evokes the name of Binah (2155) and the 39th Divine name associated with 

transforming hardship into blessing  

 Of further significance is the tetractys ordinal horizontal and vertical sums - 1078 - 

that convey the numerical series associated with the reduced sum of the Tetragrammaton.  

This is also the reduced number and sum for all sections when their gematria values are 

combined: 8 (170).  The Tetragrammaton sum in reduced form is as follows:  

 

YHVH 1 + 5 + 6 + 5 = 8 (17) 

 

 Of the 72 Divine names of God that might be drawn from “Spleen et idéal”’s overall 

reduced number series - 4,5,5,5,7,9 - the names that arise are those whose reduced name 

number corresponds with Baudelaire’s Qabalistic signature.  They are the 12th (hey/5 - hey/5 - 

ayin/7) and 57th (nun/5 - mem/4 - mem/4) Divine names that signify “Unconditional love” and 

“Listening to your soul” respectively and whose name numbers reduce to 3, echoing Binah, 

reflected in his signature.  Also, within the overall reduced series of “Spleen et idéal” are the 

25th (nun/5 - tav/4 - hey/5) and 52nd (ayin/7 - mem/4 - mem/4) Divine names that symbolize 

“Speak your mind” and “Passion”, and whose numbers reduce to 7, the number of Netzach.  

Lastly, the 36th Divine name (mem/4 - nun/5 - dalet/4) indicating “Fearless” whose number 

reduces to that for Yesod (9) is also among the series.  These Divine names indicate that the 

poems contained within “Spleen et idéal” thematically encompass love and passion, but there 

is a negative association to them that beckons listening to the soul and fearlessly speaking 

one’s mind as a means of acquiring self-esteem and as an extension of Baudelaire’s 

Qabalistic signature.  This coincides with William Thompson’s assertion that throughout 

“Spleen et idéal”, “we find a large central sequence of love poems” reflecting “idealized 

spiritual love” (Thompson, 1988, p. 56), and builds upon Rosemary Lloyd’s view that “self-

exploration” are underlying their meaning (Lloyd, 2005b, p. 40).   
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As previously discussed, the overall reduced numbers of “Spleen et idéal” are part of 

a unified whole when combined with statistics associated with the other sections and poems 

contained within the work.  While the scope of this thesis does not allow for a complete 

analysis of Les Fleurs du mal to include all section titles and poems, further investigation in 

this area would confirm the manner in which a Qabalistic interpretation of the work as a 

whole supports and adds to current literary critical interpretations. 

Section Summary 

The analysis of titles belonging to Les Fleurs du mal reveals Baudelaire’s Qabalistic 

signature as integral to each title examined to the extent that his signature’s attributes 

dominate the title’s statistics following application of the methods.  His Qabalistic signature 

is further reflected in “Spleen et idéal”’s tetractys sum that mirrors his overall reduced series 

(1,2,5,7) and reiterates Binah, in addition to Divine names signifying transforming hardship 

into blessing and Angelic influences.  The section’s bilateral sum number series – 1,2,5,6 – is 

exactly that for Les Fleurs du mal’s gematria value and evokes the guidance and protection of 

YHVH (Tetragrammaton) and once again, Binah’s understanding.   

Determining the Qabalistic Statistics and Signature for “Correspondances” 

As a focus of this chapter is on the analysis of the poem “Correspondances”, Table 22 

contains the statistics following application of the Qabalistic methods to its title (see 

Appendix J for full Qabalistic statistics): 

Table 22: 

Qabalistic Statistics for the Title “Correspondances” 

Title Gematria 
value

Atbash Tetractys sum - 
horizontal (H) 
and vertical (V) 
calculations

Tetractys 
bilateral sum 

Number of 
letter 
characters

Initials sum 

Correspondances 3 
(75)(210)

6 
(69)(420) 

8 
(H 89/1808) 
(V 80/1547)

7 
(169)(3616)

6 
(15)

9 
(18)

The gematria results here are significant as they once again present the series 1,2,3,5,7 

reinforcing Baudelaire’s Qabalistic signature.  Echoing his signature again, the first five 
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transliterated numerical letters of “Correspondances” - 9,7,2,2,5 - reflect the 39th Divine 

name representing transforming hardship into blessing and echoing his signature, with 

Yesod’s number 9 also present.  The overall reduced number series - 3,6,6,7,8,9 - emphasize 

each of the Magical Triangle sephiroth (Netzach/7, Hod/8, Yesod/9) and introduces the 43rd 

Divine name (vav/6 - vav/6 - lamed/3) expressing “Elevation of spiritual over physical 

controls destiny” and whose number reduces to the number of Netzach (7).  

 The atbash sums - 6 (69)(420) - echo Les Fleurs du mal’s bilateral ordinal sum 

(2496) with both containing the 60th Divine name (mem/4 - tzadik/9 - resh/2) symbolic of 

“Freedom” and whose number reduces to 6, the sephirotic number of Tiferet.  The emergence 

of Tiferet in the title’s statistics suggest beauty as an identifying theme in the poem’s 

Qabalistic signature.  Tiferet is referred to as the dimension of truth [Emet] and the quality of 

beauty is considered associated with truth in the Qabalah (Drob, 1999, p. 223).  This 

correlates with Baudelaire’s belief that the poetry is the “minutieux de pensées et 

d'expressions qui a pour objet la vérité” [detailed development of thoughts and expressions 

whose purpose is truth] (Baudelaire, 2015, p. 62).  Acereda and Guevara claim that he 

“worshipped beauty” and saw it as “the only source of redemption for the artist” (Acereda & 

Guevara, 2004, p. 47).   

 The Magical Triangle sephiroth (Netzach/7, Hod/8, Yesod/9) appear again in the 

tetractys number series - 8 (H 89/1808)(V 80/1547) permuting numbers that spell Adonai, the 

name of God associated with Tiferet spelled aleph/1 – dalet/4 – nun/5 – yod/1 customarily 

used in Qabalistic ritual.  This name is also found in the gematria sum for the work’s second 

section, Fleurs du mal - 9 (45)(117) -  permuting the number of Netzach (7) and Yesod (9).   

 The bilateral reduced and ordinal sums of “Correspondances” - (169)(3616) - 

convey both the 3rd Divine name (samech/6 - yod/1 - teth/9) signifying “Miracle making” 

reiterating the number of Binah (3), and the 45th (samech/6 - aleph/1 - lamed/3) indicating the 

“Power of prosperity” whose reduced number echoes Yesod (9).  The sum of the number of 

letter characters - 6 (15) - reflects the Tetragrammaton (YHVH 1565) seen prevalently 

throughout the analysis and fundamental to Qabalistic ritual. 

 Qabalistic analysis of the title, “Correspondances” reinforces the concept of 

“understanding” through Binah, both as a mark of Baudelaire’s signature and as a key 

underlying objective of the poem.  The evocation of Binah aligns with the intuitive 

knowledge and awareness reflected in the poem’s symbolic “correspondences”.  Yesod and 

Netzach, both of which recur throughout the statistics, further support this objective through 

the former’s ability to provide a spiritual foundation and the latter’s knowledge of eternal and 
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universal concepts.  The title’s statistics reiterate the 39th Divine name signifying the desire to 

transform adversity into positive opportunity, with the inclusion of summoning the forces of 

prosperity and the occurrence of miracles.  Further conveyed are Divine names associated 

with freedom and delivery from emotional bondages and negative patterns through the 

elevation of one’s spiritual Self over one’s physical limitations.  Benjamin states that the 

“devaluation of the world of things … is the foundation of Baudelaire’s allegorical intention” 

(Benjamin et al., 1996, p. 96).  Interpretation of the Qabalistic objectives across the statistics 

verify and expand on this devaluation by their very intention and personal expression to 

overcome the world of appearances and adversity toward personal fulfilment.  

Notably, both “Spleen et idéal”, and “Correspondances” have 1,2,3,5,7 in their 

gematria sums; that aspect of Baudelaire’s signature that reflects the First Pentacle of 

Mercury/Hod (1,2,3,5), Binah’s name (2155), and Netzach (7).  These three attributes signify 

the invocation of Heavenly spirits, and the understanding of eternal and universal concepts.  

This series (1,2,3,5,7) is additionally found in the work’s various structural components in 

addition to the analysis of its section and poem titles.  

 The analytical findings of the poem’s title further indicate the value of beauty in 

“Correspondances” with the emergence of Tiferet and emphasize the Divine influence 

through the appearance of the Tetragrammaton and Adonai.  The following statement made 

by Baudelaire appears as a direct reference to Tiferet and the Qabalah: 

 

 C'est cet admirable, cet immortel instinct du Beau qui nous fait 
 considérer la Terre et ses spectacles comme un aperçu, comme une correspondance 
 du Ciel. (Baudelaire, 2015, p. 90) 

 
 [It is admirable, this immortal sense of Beauty which makes us regard the Earth and 
 its sights as a glimpse, a correspondence of Heaven.] (in Sartre, 1950, p. 180) 

 

 The findings suggest that Nature in “Correspondances” symbolizes Divine 

understanding as a reflection of Binah, that communicates eternal truths (Netzach) through 

the earthly realm.  It indicates that the poem acts as an evocative exploration of these truths 

for the purpose of establishing a spiritual foundation (Yesod) and manifesting Divine beauty 

(Tiferet).  The next section will provide an analysis of the literary text for the poem 

“Correspondances” in the context of Baudelaire’s signature and those previously examined, 

in addition to providing a thematic analysis of the text of the poem in order to demonstrate 

the manner in which the Qabalistic statistics and symbolism of the poem aligns with and 

supports its poetic meaning. 
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mal.  The word gematria vertical series - 6,8,9,1,1,4,9,7,8 - shows a permutation of Yesod’s 

name (1664) and the sephiroth associated with the Magical Triangle (Netzach/7, Hod/8, 

Yesod/9). 

 Correlating with previous findings, the tetractrys and bilateral reduced numbers - 8,7 

- are identical to the tetractys and bilateral sums for the title “Correspondances”.  The 

transliterated poem’s complete tetractys calculation - 8 (71)(512)(17) - contains the numerical 

series 1,2,5,7,8 that correlates mirrors the series belonging to “Spleen et idéal’s” tetractys 

sum - 7 (H 52/1078)(V 70/1078).  Contained within this is the overall reduced numerical 

series for Charles Baudelaire: 1,2,5,7.  This is also the reduced and ordinal gematria 

calculations for the title “Correspondances”: (75)(210).   

 The poem’s word gematria vertical reduced sum - (53) – and word gematria 

horizontal bracketed tetractys sum - (71)(512) - create the series 1,2,3,5,7 echoing the series 

derived from Baudelaire’s gematria sum - 7 (52)(133).  Viewed as a mark of his Qabalistic 

signature, this is also conveyed as the gematria results for “Spleen et idéal” - 7 (52)(133) - 

and “Correspondances” - 3 (75)(210) - discussed previously.  It is additionally reflected in the 

combined total overall reduced series for Charles Baudelaire and Les Fleurs du mal: 

1,2,3,5,7,9,9. 

 Correlating with the first vertical column previously discussed are the bilateral sums 

- (142)(1024) - that convey 70th Divine name signifying “Design beneath disorder” whose 

reduced number reiterates Netzach (7).  The reduced numbers comprising the gematria values 

for each of the four verses - 1,4,5,7 – convey the number of Netzach (7) with Adonai, the 

name of God that has repeatedly presented throughout the analysis.  Thematically, these 

results suggest the expression and exploration of eternal and universal (Netzach) truths and 

beauty (Tiferet). 

 The gematria results of the first verse - 5 (23)(113) - reflect a fundamental aspect of 

Baudelaire’s signature as the governing angels from the First Pentacle of Mercury/Hod 

(1,2,3,5).  Referring now to the English translation of the poem, from a Qabalistic perspective 

and in light of previous findings, the poem’s opening line, “Nature is a temple where living 

pillars”, references Binah who is referred to as both Mother Nature (Halevi, 1991, p. 169) and 

“the Archetypal Temple” (Knight, 2002, p. 90).  Aligned with the poem’s title, Binah holds 

the “Principle of Correspondence - as above, so below” as its “guiding theme” (Penczak, 

2007b, p. 433).  This Qabalistic association supports Baudelaire’s assertion that 

“Correspondances” reflects his theory of “reciprocal analogy” (Holland, 2006, p. 76).  The 

first line’s “living pillars” reflect the Tree of Life that is customarily divided into three pillars 
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on which the sephiroth are located - the Pillar of Mercy, the Pillar of Severity, and the Pillar 

of Equilibrium - made even more relevant by the line’s Nature theme.  

 Théophile Gautier’s Qabalistic synopsis of Baudelaire’s poem views the poetic text 

of the first verse as conveying “worshippers” who travel through a “tangled wood of 

symbols” murmuring words “that man has never been able to understand” (Gautier, 2012, pp. 

183-184).  Gautier’s interpretation is relevant insofar as he both openly expressed his 

profound knowledge of the Qabalah (Gautier & Sumichrast, 1901, p. 125) and was a close 

confidante of Baudelaire’s to the extent that the poet inscribed the following dedication to 

him in Les Fleurs du mal:  

 

Au poète impeccable Au parfait magicien ès lettres françaises À mon très cher et très 
vénéré Maître et ami Théophile Gautier Avec les sentiments de la plus profonde 
humilité. (Gautier, 2004, p. xxii) 
 
[To the impeccable poet, to the perfect magician of French literature, to my dearest 
and most venerated master and friend Théophile Gautier, with sentiments of the most 
profound humility.] (Carter, 1977, p. 102) 

 

Gautier’s description and Baudelaire’s “confused words” on line two indicates the customary 

Qabalistic practice of meditative chanting and permutation of words into complex patterns 

for the purpose of transcendence and revelation.  The verse’s line, “Man passes there through 

forests of symbols” correlates to the Tree of Life.  The “familiar looks” that “observe him” 

convey the “knowing” and intuitive aspect of initiatory work where the initiate is guided by 

summoned spiritual entities that watch over and protect him.  

 The word gematria sum for the second verse conveys the 7th Divine name (aleph/1 - 

kaf/2 - aleph/1) signifying bringing order into one’s life by connecting to the soul, with 7 

once again, reiterate the number of Netzach.  The eternal aspect of the seventh sephira is 

heard in the verse’s first line, “Like long echoes which from far merge”, indicating the 

vibratory aspect of the spirit realm as a reverberating “echo”.  The following two lines reveal 

two allegorical sets between them, the first conveying Man as the “shadowy” and “night” 

aspect, and the Divine as “profound … luminosity.”  From a Qabalistic perspective and in 

light of the statistical findings throughout the analysis, these lines indicate human unity with 

the Divine:  

 
 In a shadowy and profound unity, 
 As vast as night and as luminosity, 
 



104 

This interpretation coincides with and explicates an assertion made by Ihab Hassan, that the 

poem conveys “unity and multiplicity, identity and analogy, association and dissociation” 

(Hassan, 1954, p. 439).  Similarly, Lloyd asserts that the poem “marks a powerful union of 

the physical and the non-physical” (Lloyd, 2005b, p. 33).  Robert Lawrence Beum argues this 

is sourced in Baudelaire’s “ambiguous relationship with the material world and 

his desire for another world” (Beum, 2000, p. 38).   

 Baudelaire’s employment of synaesthesia is expressed clearly in the second verse’s 

final line, “Smells, colours, and sounds answer each other”.  Rabbi Aryeh Kaplan asserts that 

in the Qabalah “an important experience in high meditative states is synaesthesia” (A. 

Kaplan, 1986, p. 22) providing evidence to support Baudelaire’s employment of synaesthesia 

as concurrent with Qabalistic practice.  Initiated by Abulafia and his meditative permutations, 

synaesthesia is linked to prophecy and revelation by its ability to affect heightened perception 

and consciousness (Boynton & Kavka, 2009, p. 139).  In this way, the poem’s line alludes to 

the Tree of Life sephiroth as each possess their own fragrance, colour, and musical tone as 

identifying symbolic attributes.   

 The reference to the sephiroth continues with the first line of verse three, “There are 

smells which are fresh like babies’ skin”.  This correlates with the eighth sephira Hod, with 

its signifying attributes of innocence and purity (Miller, 2000, p. 70).  This is further 

supported by the poem’s tetractys reduced number 8 indicative of Hod and the presence of 

the First Pentacle of Mercury/Hod (1,2,3,5) found as the first verse’s gematria sum as a mark 

of Baudelaire’s Qabalistic signature.  Moreover, Gautier’s interpretation of the third verse 

mentions “childhood itself” affirming the influence of Hod’s innocence and purity as a 

reflection of youth (Gautier, 2012, pp. 183-184).  The reiteration of Baudelaire’s Qabalistic 

signature continues in the following line, “Soft like oboes, green like meadows” as Netzach’s 

ascribed colour is emerald green.  In the Qabalah, Netzach is also the home of the Elemental 

Gods that include Pan, the fawn and God of Nature whose instrument is the oboe (Trobe, 

2001, p. 105).   

 The final line of verse three conveys the cause of “adversity” so frequently 

mentioned throughout the analysis with the words, “And others corrupt, rich, triumphant”.  

From a Qabalistic perspective, this is a direct reference to the tenth sephira, Malkuth 

(“Kingdom”), the physical realm of material wealth.  The word gematria sum for the third 

verse - 4 (13)(94) - conveys the 10th Divine name (aleph/1 - lamed/3 - dalet/4) signifying 

“Protection from the evil eye”, echoing Malkuth’s sephirotic number (10).  Baudelaire’s 

confidante Gautier unites the concepts of Netzach and Malkuth in his interpretation of the 
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third verse as “the sound of hautboys [oboes], and the sound itself is a colour which is like 

green corn” (Gautier, 2012, pp. 183-184).  In addition to the colour green, Netzach also 

corresponds with “harvest”.  Malkuth is associated with all Earth deities including Ceres and 

Demeter, the Goddesses of Corn (Bias, 1997, p. 22).  Gautier’s paraphrasing suggests an 

awareness of the Qabalistic dimensions of the poem in his apparent reference to both Netzach 

and Malkuth.   

 The gematria calculations of the final verse of “Correspondances” – 7 (16)(133) – 

reflect the 45th Divine name (samech/6-aleph/1-lamed/3) signifying the “Power of 

prosperity”, found also in the bilateral reduced and ordinal sums for the poem’s title.  

Netzach is indicated by the gematria reduced number 7, and is heard in the line, “With the 

expansion of things infinite”, that alludes to knowledge (“expansion”) of Netzach’s eternal 

and universal concepts.  The means by which it is acquired is expanded upon in the second 

last line of the poem, “Like amber, musk, resin, incense”, that presents a coded sephirotic list.  

Firstly, Frankincense (Olibanum) is an “amber” resin extracted from trees and is associated 

with Tiferet symbolizing beauty and truth (Kraig, 2010, p. 103).  Binah’s counterpart, 

Chokmah, signifies God’s “Wisdom” and correlates with the scent of “musk” (Regarde et al., 

1999, p. 49).  In his synopsis of the second line of the final verse of “Correspondances”, 

Richard Wilbur interprets “resin” as “myrrh” (Wilbur, 1982, p. 21), and in the Qabalah, 

myrrh is associated with Binah.  In this context, it is also worth noting that both myrrh and 

frankincense are commonly used in the Qabalah during ceremonial ritual (Miller & Miller, 

1990, p. 45).  The line’s reference to “incense” conveys Yesod, the symbol of 

perfume/incense (Kraft & Duquette, 2013, p. 130).  From a Qabalistic perspective, the line 

could be interpreted as expressing the “power of prosperity” sourced in a spiritual foundation 

(Yesod) and wisdom (Chokmah) acquired through an understanding (Binah) of beauty and 

truth (Tiferet).  Further reference to the Tree of Life is made in the final line, “Which sing the 

transports of the mind and senses” as the Tree reflects the spiritual landscape of both.   

 To summarize, a number of statistical consistencies confirm Baudelaire’s Qabalistic 

signature in the poem, appearing prominently as the vertical and horizontal gematria tetractys 

results that reveal the series 1,2,3,5,7.  Further parallels occur between the title 

“Correspondances” and the statistics derived from its word gematria statistics in addition to 

those reflecting its structural format. Thematically, intuitive understanding of eternal and 

universal concepts dominates the poem through the recurrence of both Binah and Netzach,  

 The emergence of the 70th Divine name signifying the “design beneath the disorder” 

of life reveals this as a prevalent theme of the poem.  With the Principle of Correspondences 
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as a guiding motive, Binah’s influence is secured as Nature’s temple in the opening line and 

throughout the poem.  The analogy of Tiferet’s beauty and truth are reciprocal and arrive in 

the form of knowledge of Netzach’s eternal and universal truths.  As with previous findings, 

the thematic pursuit of transcending adversity is prevalent though the answer is introduced 

through Divine names expressing self-liberation, and freedom, suggesting that through 

examination of these universal truths, prosperity is achieved, later symbolically reference in 

the final verse.  The emergence of the tenth sephira, Malkuth, and the 10th Divine name 

indicate the poem might further act as a talisman for protection from the “evil eye”  

Similarly, Baudelaire’s use of “amber” (Tiferet), “musk” (Chokmah), “resin” (Binah), and 

“incense” (Yesod), allude to the evocation of these sephiroth toward a Qabalistic intention.  

In this way and given these findings, much of the poetic text of “Correspondances” can be 

perceived as a “symbol of a symbol” reflecting a Qabalistic attribute.  

 Baudelaire’s use of synaesthesia references the meditative process associated with 

Qabalistic ritual: the “confusing” and complex permutation of the senses to promote their 

union for the purpose of transcendence and revelation.  Gautier’s interpretation of 

“Correspondances” supports this theory and much of his synopsis appears extracted from the 

canon of Qabalistic symbolism.  Moreover, Baudelaire’s description of Gautier as a “perfect 

magician” and “venerated master” suggests a mutual pursuit of esoteric doctrine between 

them (in Carter, 1977, p. 102). Table 24 sets out the structural statistics for 

“Correspondances”: 

 
Table 24: 
 
Structural Statistics for “Correspondances” 

Poem Number 
of 
sections 

Number of 
rows/lines 

Number 
of 
columns 

Number 
of words 

Number of 
letter 
characters 

Number of 
punctuation 
marks 

First 
letter of 
each 
line 

Word gematria - 
tetractys and 
bilateral sums 

Correspondances 4 5 
(14) 

5 
(41) 

8 
(107) 

2 
(515) 

8 
(17) 

8 
(53) 

T - 8  
(71)(512) 
B - 7  
(142)(1024) 

 

Several symbolic recurrences appear in the structural statistics of the poem, the first 

emerge in the results for the first 3 methods - 4, 5 (14), 5 (41) - that spell Adonai (1451), 

associated with Tiferet, a dominating feature of “Correspondances”.  The following five 

methods including the tetractys sum - 8 (107), 2 (515), 8 (17), 8 (53), 8 (71)(512) - present a 

clear depiction of the series that marks Baudelaire’s Qabalistic signature - 1,2,3,5,7 – that 
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embody the First Pentacle of Mercury/Hod, Binah, and the 39th Divine name indicating 

“Transform hardship into blessing”.  From a ritualistic perspective, it is worth noting that the 

number of words, number of punctuation marks, and the tetractys reduced number and sum 

all contain the series 1,7,8 first found as the reduced number and sum for Les Fleurs du mal’s 

sections when their gematria values are combined - 8 (170) - and as “Spleen et idéal”’s 

tetractys reduced number and ordinal sum - 7 (H 1078)(V 1078).  As discussed earlier, the 

importance of this series is sourced in its representation of the sum of the tetragrammaton - 8 

(17) - the sacred name of God employed in Qabalistic ritual for protection and guidance.  The 

number of letter characters presents a numerical depiction of Binah’s name (2155), and as 

previously mentioned the tetractys sum reflects Baudelaire’s overall reduced number series 

(1,2,5,7), while the bilateral results reflect the 70th Divine name indicating “Design beneath 

disorder”.   

 Significant to the overall reduced numbers is the presence of the 39th Divine name 

symbolizing “Transform hardship into blessing” reiterated throughout the analysis.  Also 

present in the overall reduced numbers are those associated with Netzach (7) and Hod (8) in 

addition to the introduction of the 8th Divine name (ka/2 - hey/5 – tav/4) signifying “Defusing 

negative energy”, its number reiterating Hod.   

 To summarize, the poem’s structural statistics affirm thematically that a spiritual 

foundation (Yesod) leads to an intuitive understanding (Binah) of eternal and universal truths 

(Netzach/Tiferet), beauty (Tiferet) is found, in addition to the wisdom to perceive the order 

beneath the chaos of life, the power to overcome negative energy and the ability transform 

hardship into opportunity toward self-liberation and freedom. 

Section Summary 

Statistics emerging from analysis of the title “Correspondances” reflect Binah 

(Mother Nature) and Yesod, with prevalent emphasis given to Netzach and the emergence of 

Tiferet.  Allegorically, this suggests the intention of the poem as the development of a 

spiritual foundation (Yesod) through understanding eternal and universal truths (Netzach).  

The analogy of Tiferet’s beauty and truth are reciprocal and arrive in the form of knowledge 

of these eternal and universal truths, that assist in a fearless approach to transcending 

adversity and lends to an additional emphasis on self-liberation and freedom in the poem’s 

title’s Qabalistic signature.  
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 Baudelaire was influenced by the Christian mystic Emmanuel Swedenborg, whose 

Doctrine of Correspondences signifies flowers as the rebirth and regeneration of man and 

death as the resurrection and renewal of life.  In this way, Baudelaire’s choice for the work’s 

title - Les Fleurs du mal – translates thematically to the “regeneration of humankind” and 

correlates with the Divine names that arise in each of the Qabalistic signatures.  While there 

is some disagreement in the field about the extent to which Swedenborg was influenced by 

the Qabalah, Moshe Idel affirms that the Christian-mystic studied Qabalistic doctrine while at 

Uppsala University (Idel, 1984, p. 66).  Similarly, Marsha Keith Schuchard has uncovered 

evidence to support the likelihood that Swedenborg was exposed to and held extensive 

knowledge of Qabalistic doctrine through numerous personal and professional connections 

(Schuchard, 2011, p. 357).  What is certain is that both Swedenborg and the Qabalah share a 

mystical view of Nature and its direct correspondence with the spirit realm as the premise for 

their belief systems. 

 The analytical results thus far provide evidence to support the hypothesis that given 

Baudelaire’s immersion in esotericism, interpreting his secret architecture in light of 

Qabalistic doctrine adds value to our understanding of the meaning of his work.  The findings  

also raise the question as to whether an aspect of his decision to use the name Charles 

Baudelaire at the time of writing Les Fleurs du mal was sourced in his will to manifest 

numerical statistics that represent his Qabalistic pursuit at the time and those Divine energies 

he wished to summon for guidance and protection.   

 Analysis of “Correspondances” reveals the presence of Baudelaire’s Qabalistic 

signature throughout the statistical findings that convey Netzach, Binah, Yesod, the First 

Pentacle of Mercury/Hod, in addition to the 39th Divine name (“Transform hardship into 

blessing”).  These appear to merge with other sephirotic representations and Qabalistic 

attributes that suggest the poem is an expansive exploration of aspects of his own signature.  

For example, Divine names associated with defusing negative energy, and the design beneath 

the disorder of life are present in the poem’s Qabalistic signature, both of which are 

complementary to transforming hardship into blessing and overcoming adversity.  Similarly, 

Tree of Life’s second sephira, Chokmah (“Wisdom”), emerges in the poem, the counterpart 

of Binah (“Understanding”).  Tiferet (“Beauty”), the sephira linking Binah with Netzach on 

the Tree, plays a fundamental role throughout the analysis of “Correspondances”.  With its 

dimension of truth, Tiferet aligns with the poem’s text that conveys, from a nostalgic and 

allegorical perspective, a “truth of all that is”.  Poetic analogies emerge that both reflect a 

philosophical narrative and are active as symbolic representations of the sephiroth with its 
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Divine attributes and universal analogies that express their own allegorical narrative, alluding 

to the poem’s role as a “symbol of a symbol”.  Both Baudelaire and Lévi objectified language 

to the extent of universal analogy (Wilkinson, 1996, p. 220) and what Moshe Idel describes 

as the Qabalistic “telling of two stories through one medium” (Idel, 2002, p. 316).   

 While previous interpretations of “Correspondances” acknowledge the poem’s 

historical essence through its symbolic exploration of Nature’s mysteries and universal 

allegory, Qabalistic analysis of the poem and its statistics reveal an exploration of Nature as a 

representation of eternal and universal analogies with the intuitive understanding of both seen 

as a means for the attainment of beauty and freedom over adversity.  The poem elucidates the 

design beneath the disorder of life as this allegorical representation and suggests that, if 

Baudelaire was consciously employing the Qabalah in his compositional process, he is doing 

so in the poem as a means of examining his own history with regeneration as his primary 

intent.  These correlative occurrences suggest that a facet of the poem’s esoteric intention is 

the pursuit of a deeper and more expansive understanding of Baudelaire’s Qabalistic 

signature in relation to his life, which supports and reflects initiatory practice.  From a 

Qabalistic perspective, “Correspondances” then acts as a talisman, marked with Baudelaire’s 

sigil and the evocative power to summon Divine energies to guide him through the pursuit.   

Conclusion 

Given the significant role of the Qabalah in 19th-century esotericism and given 

Baudelaire’s awareness of its knowledge, he would have known that Qabalists refer to God as 

“The Grand Architect” with his Divine wisdom considered “the hidden code built into the 

architecture of the universe” (Ariel, 2006, p. 121).  Architecture involves design and 

mathematical calculations in its process of creation, both of which are integral to the 

Qabalah.  This gives context to Lévi’s declaration, “Les grands poêtes sont des 

mathématiciens” [Great poets are mathematicians] (Lévi, 1851, p. 67) and correlates with 

d’Aurevilly’s description of Baudelaire’s secret architecture as “calculé” [calculated] 

(Baudelaire, 1934, p. 357). 

 Numerous parallels arise from the Qabalistic analysis of Baudelaire’s name in 

relation to titles associated with Les Fleurs du mal that suggest a clear correlation between 

signatures.  For example, the gematria series of his name (1,2,3,5,7) - reflecting Netzach, 

Binah, Hod’s First Pentacle of Mercury, 39th Divine (“Transform hardship into blessing”) - is 

found in exact form when Les Fleurs du mal and Baudelaire’s gematria values are combined, 



110 

and in the gematria values of both “Spleen et idéal” and “Correspondances”.  Thematically, 

Baudelaire’s Qabalistic signature embodies the acquisition of a spiritual foundation (Yesod) 

through intuitive understanding (Binah) of eternal and universal concepts (Netzach) toward 

the transformation of adversity into opportunity, with the protection and guidance of the 

angels that govern the Heavens (First Pentacle of Mercury/Hod). 

 The series 1,2,3,5,7 further appears in calculations pertaining to the number of 

poems within each of the work’s five sections, and in the combined Number of Letters and 

Initials columns for Charles Baudelaire and Les Fleurs du mal.  Moreover, the series 

1,2,3,5,7 emerges as the word gematria sum for the first verse of “Correspondances” and 

significantly as the united vertical and horizontal tetractys sums for the poem.  These 

consistencies suggest the incorporation of Baudelaire’s Qabalistic signature in the work in a 

manner indicative of initiatory practice.  Further indications of this occur with the frequent 

spelling of Binah, and Yesod’s name (also a mark of the poet’s Qabalistic signature), in 

addition to Baudelaire’s whose numerical name series notably appears as the transliteration 

of Les Fleurs du mal.  The element of ritual is perpetuated with the reiteration of the 

tetragrammaton (YHVH) customarily employed for protection in Qabalistic ceremony.   

 While these Qabalistic attributes and thematic ideas, representative of Baudelaire’s 

signature, appear in those signatures associated with Les Fleurs du mal, “Spleen et idéal”, 

and “Correspondances”, they are expanded upon in a manner that suggests the exploration of 

his Qabalistic sigil in relation to life circumstances and resolution of adversity toward 

success.  For example, the poem “Correspondances” has a prevalent symbolic and thematic 

focus on the Tree of Life sephiroth, beginning with Binah, the personification of Mother 

Nature that holds the Principle of Correspondences as its guiding theme as previously 

discussed.  This is exemplified with the opening, “Nature is a temple where living pillars”.  

Netzach, representative of eternal and universal knowledge, is also prevalent throughout the 

poem’s statistics and text that “observe him with familiar looks”.  However, Tiferet - 

signifying beauty and truth - emerges in both the Qabalistic analysis of the poem’s title and 

the transliterated poem’s statistics.  A Qabalistic interpretation of the poetic text reveals that 

the Binah and Netzach aspects of Baudelaire’s signature are being explored in relation to 

Tiferet.  In other words, intuitive understanding (Binah) of eternal and universal concepts 

(Netzach) being expressed correspondingly with beauty and truth (Tiferet) appear 

consolidated in the line, “Like amber, musk, resin, incense”.   

 A further example of the Qabalistic expansion of Baudelaire’s signature in his work 

arises with the 39th Divine name (“Transform hardship into blessing”), the adversity 
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indicative of his sigil and expressed in the line, “And others corrupt, rich, triumphant”.  This 

presents in the poem but does so in combination with other Divine names that correlate with 

personal transformation and overcoming adversity.  Thematically, they signify the design 

beneath the disorder of life, defusing negative energy, the power of prosperity, and freedom, 

signified in the poem’s line, “With the expansion of things infinite”.  Correlatively, these 

Divine name numbers reduce to numbers associated with sephiroth of Baudelaire’s Qabalistic 

signature (70th Divine name: Netzach/7; 8th Divine name: Hod/8; 45th Divine name: Yesod/9).   

 Kathryn Oliver Mills claims that Baudelaire attempts to escape reality through Les 

Fleurs du mal (Mills, 2012, p. 57).  While Mills’s assertion is compatible, to an extent, with 

the Qabalistic findings, the analysis here reveals that rather than escaping reality, Baudelaire 

is attempting to overcome it, to resolve and release his issues regarding it as a means of 

regeneration and reclaiming lost innocence.  This gives context to Benjamin’s assertion of 

Les Fleurs du mal as an allegory of “something that has been irretrievably lost” (in Osborne, 

2005, p. 119).  In short, a Qabalistic interpretation of Baudelaire’s work - both in relation to 

his signature’s statistics and thematic concurrences and correlating his poetic symbolism with 

the sephirotic symbolic significations and attributes - adds numerous layers of meaning to his 

poetry.  It becomes evident that there is a reciprocal concurrence between the Qabalistic 

attributions and the poetic text.  In this way, the poetic symbolism acts as a “symbol of a 

symbol”.  Was the intent of this reciprocity sourced in transforming each poem into a 

talisman with the power to summon and evoke spiritual entities for the purpose of 

manifesting a Qabalistic objective?  We may never know the answer to this question, but it is 

worth considering as insight into the potential synergies of esoteric and creative practices has 

the ability to provide a new method for interpreting Baudelaire’s work.   
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CHAPTER SIX 

Verlaine: “Clair de Lune” 

The channels through which Verlaine acquired esoteric knowledge are not exactly 

known.  It may have come through his brother-in-law, Charles de Sivry, a composer, writer, 

and Qabalist “passionately embroiled in occult science” (cited in Howat, 1983, pp. 163-164).  

De Sivry was listed as a principal editor and contributor to Papus’s monthly review, 

L’Initiation, dedicated to study of the Qabalah (Papus, 1892/2000, p. 332).  It may have also 

been a result of his tumultuous relationship with the poet Arthur Rimbaud, who was versed in 

alchemy and the Qabalah (Nielson, 2005, p. 34).  Rimbaud followed the work of Lévi and 

advocated his notion of the poet’s role as a visionary and prophet (Tindall, 1947, p. 253).  

Verlaine may have acquired Qabalistic knowledge from Baudelaire for whom he declares, 

“C'est à Baudelaire que je dois l'éveil du sentiment poétique, et ce qu'il y a chez 

moi de profond” [It is to Baudelaire that I owe the awakening of poetic feeling, and what is 

deep in me] (in Mondor, 1940, p. 21).  What is known about Verlaine’s mystical proclivity is 

that at some point in his life, he “turned to occult philosophy, magic and the cabala” 

(Richardson, 1971, p. 73).   

 Verlaine’s Fêtes galantes was written following his viewing of an exhibition of 

Fêtes galante paintings by Jean-Antoine Watteau.  Though published in 1869 by Alphonse 

Lemerre, the work first appeared in the 1867 February issue of The Rhyming Gazette.  Each 

of Fêtes galantes’ 22 poems depicts a seductive scene derived from the aristocratic world of 

commedia dell’arte, the 16th-century Italian theatrical form of improvisational art in which 

masked characters perform various comical sketches (Romanska & Ackerman, 2016, p. 52).  

This chapter will present a Qabalistic analysis and interpretation of Verlaine’s poem “Clair de 

lune” from Fêtes galantes to which Debussy wrote the music.  Verlaine’s poem has been 

chosen as it is significant in the canon of Symbolist poetry, and because Debussy based his 

piece on its title.  The chapter will analyse “Clair de lune” in the context of Verlaine’s 

esoteric signature and those associated with Fêtes galantes, in addition to providing a 

thematic analysis of the literary text in order to demonstrate the manner in which the 

Qabalistic statistics and symbolism of the poem align with and support the interpretation of 

poetic meaning.    
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Calculating Verlaine’s Numerical Statistics and Qabalistic Signature 

Born Paul-Marie Verlaine, the poet dropped Marie in the authoring of published 

works throughout the course of his career, replicating this seeming commonality among 

Symbolists.  From a Qabalistic perspective, Verlaine’s omission is significant as the 

numerical outcome of the analytical methods used to formulate his signature is dependent on 

the letters of his name.  Table 25 presents numerical results following the application of the 

Qabalistic methods to the name Paul Verlaine: 

 
Table 25: 
 
Qabalistic Statistics for Paul Verlaine 

Name Gematria 
value 

Atbash Tetractys sum -horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials 
sum 

Paul Verlaine 
 

1  
(46)(109) 

2  
(74)(218) 

2  
(H - 74/605)(V - 56/713) 

4  
(130)(1318) 

3  
(12) 

5  
(14)(23) 

 

Among the statistics are attributes associated with Yesod, the ninth sephira on the 

Tree of Life signifying “Foundation” and in particular, the development of one’s spiritual 

foundation (see Appendix L for full Qabalistic statistics).  The gematria calculations convey 

the reduced numerical spelling of its name (yod/1 - samekh/6 - vav/6 - dalet/4) accompanied 

by its sephirotic number 9.  Similarly, the tetractys bilateral results in their entirety spell 

Yesod’s Divine name, Shaddai El Chai (shin/3 - dalet/4 - yod/1 - aleph/1 - lamed/3 - chet/8 - 

yod/1).  Further reference to the ninth sephira occurs in the number of letters category whose 

reduced number and sum - 3 (12) - signifies its Archangel Gabriel (gimel/3 - bet/2 - resh/2 - 

yod/1 - aleph/1 - lamed/3).  Given these symbolic consistencies, Yesod is interpreted as 

significant in Verlaine’s Qabalistic signature.    

 The atbash results - 2 (74)(218) - convey the name Tiferet (tav/4 - pei/8 - aleph/1 - 

resh/2 - tav/4), the sixth sephirah signifying beauty and truth, with the addition of the number 

7 indicative of the seventh sephirah Netzach (“Eternity”).  In relation to Tiferet, the reduced 

and ordinal initials sum - (14)(23) – reveals the spelling of its Archangel Melekim (mem/4 - 

lamed/3 - kaf/2 - yod/1 - mem/4).  Melekim is present in Paul Verlaine’s overall reduced 

numbers - 1,2,2,3,4,5 – that also conveys Adonai (aleph/1 – dalet/4 – nun/5 – yod/1), the 

name of God associated with Tiferet.  Adonai is reflected further as the initials reduced 

number and sum: 5 (14).  The first four method’s reduced numbers – 1,2,2,4 - in the overall 

series could be additionally interpreted as the 27th Divine name (tav/4 - resh/2 - yod/1) 
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signifying “Choosing the light of the Creator” whose name number reduces to Yesod’s 

number 9, and the 70th Divine name (yod/1- bet/2 - mem/4) meaning “Design beneath the 

disorder of life”, its reduced number echoing Netzach (7).   

 The tetractys horizontal and vertical reduced and ordinal calculations - (H - 74/605) 

- convey Netzach’s sephirotic number (7) and the numerical spelling of its counterpart, the 

eight sephirah Hod (“Splendour”) (hey/5 - vav/6 - dalet/4) referred to as Perfect 

Consciousness.   

Given Yesod’s dominance in Verlaine’s Qabalistic signature, the tetractys vertical 

sums - (V - 56/713) – are interpreted as a numerical reflection of the Divine names and 

governing angels from the First Pentacle of the Moon attributed to Yesod (see below) with 

again, the inclusion of Netzach’s number 7.  The pentacle Divine names are YHV (yod/1 - 

hey/5 - vav/6), YHVH (yod/1 - hey/5 - vav/6 - hey/5), EL (aleph/1 - lamed/3), YHH (yod/1 - 

hey/5 - hey/5), and the governing angels are Schioel (shin/3 - yod/1 - vav/6 - aleph/1 

lamed/3), Vaol (vav/6 - aleph/1 - vav/6 - lamed/3), Yashiel (yod/1 - aleph/1 - shin/3 - yod/1 - 

aleph/1 - lamed/3), Vehiel (vav/6 - hey/5 - yod/1 - aleph/1 - lamed/3).  The numerical series 

derived from the union of names from the First Pentacle of the Moon is 1,3,5,6 and will be 

used throughout the chapter to identify the pentacle and this aspect of Verlaine’s Qabalistic 

signature.     

 The First Pentacle of the Moon is used in Qabalistic ritual to invoke the spirits of the 

Moon and serves to “open doors” in the manner that is required or requested by the initiate 

during ceremonial ritual.  Its image is a hieroglyphic gate or door with the Tetagrammaton 

(YHVH) contained in the middle and the Divine and angelic names surrounding it (see 

Figure 19).  The pentacle also contains the verse Psalm cvii. 16: - “He hath broken the Gates 

of brass, and smitten the bars of iron in sunder” (Mathers, 1889/1976, pp. 68-69): 
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Correspondingly, the transliteration of Paul Verlaine - 8,1,6,3,6,5,2,3,1,15,5 - reveals a 

permutation of the First Pentacle of Yesod, (1,3,5,6) and Tiferet’s Archangel Raphael (resh/2 

- pei/8 - aleph/ - lamed/3).   

Summary of Verlaine’s Qabalistic Signature 

Verlaine’s Qabalistic signature is dominated by Yesod, with the emergence of its 

name, Divine name Shaddai El Chai, Archangel Gabriel, and its First Pentacle of the Moon in 

the numerical statistics.  Tiferet also plays a central role in his signature with the presence of 

its name, Angelic choir Melekim, and the name of God associated with it (Adonai) conveyed 

in the statistics.  Secondary focus is given to Netzach and Hod with attributes belonging to 

each also present.  Thematically, these sephirotic combinations could be interpreted as the 

development of a spiritual foundation (Yesod) and the overcoming of darkness through 

knowledge of eternity (Netzach) toward the attainment of beauty, truth (Tiferet), and the 

splendour of perfect consciousness (Hod).  Supporting this framework are Divine names 

denoting the awareness of the design beneath the disorder of life and removing spiritual 

darkness by partnering with the light of the Creator.   

 The following section will explore Verlaine's Qabalistic signature in relation to the 

numerical statistics following application of the methods to the title Fête galantes and its 22 

poems, focusing on the title "Clair de lune" whose poem will be analysed and interpreted in 

detail later in the chapter.   

Determining the Qabalistic Statistics and Signature for Titles Associated with Fête 

galantes 

Analysis of the title Fêtes galantes reveals Verlaine’s complete overall reduced 

number series (1,2,3,4,5) and the series associated with the First Pentacle of the Moon/Yesod 

(1,3,5,6), a mark of the poet’s Qabalistic signature (see Appendix M for full Qabalistic 

statistics).  This coincides with Philip Stephan’s assertion, in Paul Verlaine and the 

Decadence (1974), that the poet conveys a “predilection for moonlight” in Fêtes galantes 

(Stephan, 1974, p. 180).  Similarly, the title’s gematria results - 5 (50)(149) - reflect 

Verlaine's initials sum - 5 (14) – and Adonai (1451) with the addition of Yesod's number (9).  

The entire transliterated number series of Fêtes galantes - 8,5,4,5,3,3,1,3,1,5,4,5,3 – appears 

as a permutation of Yesod's Divine name, Shaddai El Chai (3411381) - found in the poet’s 

bilateral sum - and Netzach's Angelic choir Elohim (aleph/1 - lamed/3 - hey/5 - yod/1 - 
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mem/4).  Further reference to Netzach is found in the word gematria sums for both Fêtes and 

galantes that reduce to 7, its sephirotic number.  Fêtes galantes’ atbash reduced number and 

sum - 1 (46) - mirrors Verlaine’s gematria reduced number and sum - 1 (46) - and conveys 

the numbers used to spell Yesod (1664).  In its entirety, the title’s atbash calculations - 1 

(46)(298) - depict the numerical series of its Angelic choir, Kerubim (kaf/2 - resh/2 - vav/6 - 

bet/2 - yod/1 - mem/4) and support the influence and integration of Yesod in Qabalistic 

signatures associated with the poet and work.  This is also the series used to spell the Divine 

army of Netzach and Hod, Tzabaoth (tzadik/9 - bet/2 - aleph/1 - vav/6 - tav/4).  The work’s 

tetractys reduced number and sums - 6 (H - 60/1023)(V - 69/1023) - echo Verlaine's number 

of letters statistics - 3 (12) - signifying Yesod’s Archangel Gabriel (322113) and convey the 

sephirotic numbers of Tiferet and Yesod, both dominating aspects of his Qabalistic signature.  

Tzabaoth is further reflected in the tetractys bilateral reduced and ordinal sums - (129)(1046) 

– with further reference to Netzach emerging in Fêtes galantes’ initials sum - 2 (11)(20) - 

that reflects the 7th Divine name (aleph/1 – kaf/2 – aleph/1) signifying “Bringing order to life 

by connecting to the soul”.   

The reiteration of Yesod throughout the title’s statistics reflects Verlaine’s Qabalistic 

signature and suggests that a central Qabalistic theme of Fêtes galantes is focused on the 

development of a spiritual foundation.  The emergence of Netzach symbolically correlates 

with the seductive parties of Fêtes galantes as it holds Venus as its planet and Goddess, 

represents love and pleasure.  Yesod, referred to as the “root of the emotions of sex”, 

(Bonner, 2002, p. 173), and Netzach, are connected in this way as Israel Regardie explains, 

“Netzach refers to the emotion and feelings which may bring about a union … but it is Yesod 

and the moon and its inner psychic tides that permit this coupling” (Regardie, 2015, p. 75).   

 Netzach’s integration continues in the combined total’s overall reduced number 

series for Paul Verlaine and Fêtes galantes - 3,4,6,7,7,7,8 – with its sephirotic number 7 

reiterated three times (see Appendix N).  Given this, the numbers 6 and 3 might be 

interpreted as the 43rd Divine name (vav/6 – vav/6 – lamed/3) signifying the “Elevation of 

spiritual over the physical” and whose name number reduces to 7, the number of Netzach.  

The overall reduced number series also contains the numerical spelling of Chesed (chet/8 - 

samech/6 - dalet/4), the fourth sephira on the Tree of Life signifying “Mercy” and “Loving-

kindness”, a theme coinciding with the love and amorous couples conveyed in Fêtes 

galantes.  Chesed is further suggested by the emergence of the 4th Divine name (mem/4 – 

lamed/3 – ayin/7) meaning “Eliminating negative thoughts” whose number reflects the fourth 

sephira.  
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 The combined total’s atbash reduced number and ordinal sum - 3 (516) - once again 

reiterates Verlaine’s Qabalistic signature with the series associated with the Divine names 

and governing angels from the First Pentacle of the Moon (1,3,5,6).  The reduced number and 

sum - 3 (120) – echoes his signature’s representation of Yesod’s Archangel Gabriel (322113).  

Yesod is repeated again in the tetractys horizontal reduced number and horizontal reduced 

sum – 8 (134) – that conveys its Divine name Shaddai El Chai (3411381) seen in Verlaine’s 

bilateral calculations.  The horizontal ordinal sum - 1628 – could be interpreted as the 35th 

Divine name (kaf/2 – vav/6 – kuf/1) signifying “Sexual energy” and whose number reduces to 

8, the number of Hod, its interpretation accentuated by the number 8 in the sum.  

Thematically, the 35th Divine name reflects the “world of commedia dell’arte” where 

characters enjoy “an endless orgy of desire and gallantry unmarred by sexual achievement” 

(Stephan, 1974, p. 125).  An additional marked feature of the combined total’s statistics is the 

emergence of the 39th Divine name (ayin/7 – hey/5 – resh/2) signifying “Transforming 

hardship into blessing”, conveyed in the bilateral reduced number and sum alongside the 

number of Yesod - 7 (259) – in addition to the number of letter characters and initials 

categories, both of which contain 7 (25) as their reduced number and sum.   

 The Qabalistic methods are then applied to each of the titles of Fêtes galantes’ 22 

poem titles and the statistics combined to arrive at a Qabalistic signature for the entire 

anthology in order to measure its significance against Verlaine and the work’s title (see 

Appendix O for full Qabalistic statistics).  Following this, several symbolic correlations 

emerge reflecting previous findings.  Firstly, the combined total overall reduced series - 

2,4,4,9,9,9 - repeats the number of Yesod (9) three times and presents, in its entirety, the 60th 

Divine name (resh/2 – tzadik/9 – mem/4) signifying the “Delivery from emotional bondage 

and negative patterns” whose name number reduces to the number of Tiferet (6).  Found also 

within this series is the 65th Divine name (mem/4 – dalet/4 – bet/2) symbolizing “Fear of 

God” and echoed in Fête galantes’ number of poems: 4 (22).  It is known that Verlaine held a 

“fear of unworthiness” that arose from his awareness of the “differences between him and 

God” (Sudlow, 2013, p. 87) to the extent that on his death bed he wrote the following to his 

estranged son Georges: “Crains Dieu, ne hais personne, et porte bien ton nom” [Fear God, 

hate none, bear well your name] (in Mondor, 1940, p. 106).   

These findings, reflecting the entire anthology’s combined statistics, reinforce the 

Qabalistic objective of Fêtes galantes as the development of a spiritual foundation in order to 

overcome adversity, restore balance, purify negative thoughts (Yesod), and manifest Beauty 
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name signifying “Sexual energy” suggest these issues correspond with love, emotion, and 

sexuality.  Fête galantes’ poetic subject matter corresponds with love and seduction, though 

the darker side of Netzach’s affliction is disguised as melancholy that lurks behind the 

commedia dell’arte characters and their amorous parties.  In this way, the Qabalistic signature 

of Fête galantes alludes to an emotional dichotomy that exists behind the appearances 

expressed throughout the poems.  It suggests that while the aristocratic parties are symbolic 

of prosperity and social transcendence, they also mask the melancholic despondence derived 

from an immoral succumbing to sexual tendencies in this context; that beneath the “love 

feast” (fêtes galante) is a longing for Divine guidance, purification, and resolve from 

obstacles and adversity.  The emergence of Tiferet and Chesed direct focus toward beauty, 

truth, and loving-kindness.  Addition Divine names indicate the path to regeneration is 

through the realisation that a design beneath the disorder of life exists and choosing to live in 

the “light of the Creator” by elevating one’s spiritual self over physical limitations.   

Determining the Qabalistic Statistics and Signature for "Clair de Lune" 

As the primary focus of this chapter is the analysis of the poem “Clair de lune”, Table 

28 contains the statistics following application of the Qabalistic methods to its title.  They are 

as follows: 

 
Table 28: 
 
Qabalistic Statistics for the Title “Clair de lune” 

Title Gematria 
value 

Atbash  Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of letter 
characters 

Initials 
sum 

Clair de 
lune 

8  
(44)(107) 

7 
(70)(214) 

2  
(H - 29/695)(V - 65/695) 

4 
(94)(1390) 

2  
(11) 

7  
(16)(34) 

 

Interpretation of the overall reduced numbers – 2,2,4,7,7,8 – in the context of previous 

findings associated with Verlaine and Fêtes galantes’ Qabalistic signatures indicate both the 

numbers of Netzach (repeated twice) and Hod, in addition to the series belonging to the 65th 

Divine name signifying “Fear of God” discussed earlier (See Appendix P).  The numerical 

representation of this Divine name (442) is reflected in the tetractys and bilateral reduced 

numbers – 2 and 4 respectively – that match Verlaine’s and the combined total for all 22 

poems and represents Fêtes galantes’ number of poems: 4 (22).  
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 From the gematria reduced number and ordinal calculations - 8 (107) - emerges the 

series associated with the Tetragrammaton’s sum: 8 (17).  Given previous findings, the 

transliteration of  “Clair de lune” - 9,3,1,1,2,4,5,3,6,5,5 – is interpreted as a permutation of 

the First Pentacle of the Moon/Yesod (1,3,5,6) and the series belonging to both the 27th 

(tav/4 – resh/2 – yod/1) and 70th (124)(mem/4 – bet/2 – yod1) Divine names signifying 

“Choosing the light of the Creator” and “Design beneath disorder”.  The reference to the First 

Pentacle of the Moon is reinforced by the first letter of the title that transliterates to 9 (tzadik) 

the sephirotic number of Yesod.  Markedly, the Divine name numbers reduce to 9 (27th) and 

7 (70th), echoing Yesod and Netzach, both fundamental aspects of Fêtes galantes’ Qabalistic 

signature.  These Divine names are found also as the atbash ordinal sum – (214) – and as 

previously discussed, are reflected in the overall reduced number series for Paul Verlaine and 

as the combined total’s overall reduced numbers for the five poems that contain the First 

Pentacle of the Moon in the overall numbers.  The “Clair de lune” transliteration series - 

1,2,3,4,5,6,9 - emerges again when the tetractys - 2 (H - 29/695)(V - 65/695) - and bilateral 

results - 4 (94)(1390) - are combined to create the series 1,2,3,4,5,6,9.   

These findings indicate a Divine aspect to the title’s “light of the moon” and that 

reflected in this “light” is knowledge of the spiritual design of life and perfect consciousness, 

acquired by “opening the doors” of Yesod’s First Pentacle of the Moon.  The results show 

that respecting and choosing to live in the “light of the Creator” is the means by which the 

darker side of Netzach – discussed in the analysis of Fêtes galantes – might be transformed.  

This expands upon Barbara Cooper and Mary Donaldson-Evans’ assertion that Verlaine’s 

objective in “Clair de lune” was to “use the transformative effect of moonlight to gain access 

to hidden emotions” (Cooper & Donalson-Evans, 1992, p. 122). 

 Table 29 contains the gematria value of each word in the poem following 

transliteration from French script to Hebrew and to each letter’s reduced numerical value (see 

Appendix Q).  The horizontal sum of each line is marked Word Gematria Horizontal while 

the vertical sum of each of column is labelled Word Gematria Vertical.  The sum of each of 

the four verses is marked Verse Sum.  The gematria sum for the whole poem is conveyed as 

the tetractys calculation accompanied by the bilateral sum:  
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 The poem’s complete tetractys sum - 3 (57)(408)(12) –manifests the spelling of 

Tiferet’s name (48124) with Netzach’s Elohim (13514) with its sephirotic number (7) and 

Hod’s (8) also present.  Among this series are also the 27th (tav/4 – resh/2 – yod/1) and 70th 

(mem/4 – bet/2 – yod/1) Divine names signifying “Choosing the light of the Creator” and 

“Design beneath disorder” seen throughout the chapter’s analysis.  The complete bilateral 

series - 6 (114)(816)(24) - conveys the name of Yesod (1664) and again, the numerical 

spelling of Tiferet (48124) with the 27th and 70th Divine names among these numbers.  This 

series additionally reiterates Yesod's Angelic choir Kerubim (226214).  

 The vertical reading of the Word Gematria column (see Table 30), representing the 

sum of each line of the poem, presents the Divine name of Netzach, YHVH Tzabaoth (yod/1 

– hey/5 – vav/6 – hay/5 – tzadik/9 – bet/2 – aleph/1 – vav/6 – tav/4), and begins with the 

number of Yesod (9) and ends with Netzach (7), both integral to the analysis: 

 
Table 30: 
 
Vertical Series Derived from the Word Gematria Column 

9 1 6 1 4 7 5 4 7 4 2 7 

 

 The gematria results for the first verse of “Clair de lune” - 8 (17)(107) - reflect the 

gematria sum associated with the Tetragrammaton (YHVH) first seen in the gematria 

calculations for the poem’s title.  The poem’s opening line, “Your soul is a chosen 

landscape”, appears as a reference to Yesod, the sephira reflecting personality and the 

tendency toward making positive and negative choices that preexist in the human soul (Greer, 

2017, p .98).  The following line, “Charmed by masquers and bergamasquers”, could be 

interpreted as correlating with Netzach, the emanation of emotion, seduction, charm, and on 

occasion, the darker hidden side of romance and love (Bonner, 2002, p. 151).  The line gives 

the impression that an alternate world exists beneath appearances concealed from external 

view with a tendency toward the immoral side of pleasure.  This builds upon Arthur Wenk’s 

assertion in Claude Debussy and the Poets (1976) that through the commedia dell’arte 

masques, “actors hide their true feelings” and an “uncertainty to their appearance” exists as 

they charm you “into accepting their illusion as reality” (Wenk, 1976, pp. 24-25).  The 

reference to Netzach continues with the words, “Playing the lute and dancing”, as the seventh 

sephira is home to dancing, singing, and nymphs who hold the lute as their instrument 

(Bonner, 2002, p. 151).  The Sefer Yetzirah declares Netzach the “Occult Intelligence” 
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(Hidden Intelligence) through which our Divine nature is hidden from us as a result of life’s 

obstacles.  This manifests as sadness, emotional imbalance, and inner conflict that is resolved 

through the revelation of this Divine nature to us by means of looking through the spiritual 

light of Tiferet (Regardie et al., 1999, p. 300).  This inner conflict is indicated in the final line 

of the first verse in which the players of the troupe are “Sad beneath their whimsical 

costumes”.  According to Wenk, this occurs as they “hide their true feelings” (1976, p. 24) 

and is revealed by what Gurminder Kaur Bhogal describes as “a fleeting vision of happiness 

tinged with sadness” (2018, p. 65).   

 The emotional and moral dichotomy continues in the second verse with the text, 

“Even as they sing in the minor mode” “Of triumphant love”, with both victory and love 

signifying Netzach.  While this form of singing is customarily sung in a major key, the darker 

side of Netzach is conveyed in the “minor mode”, evoking melancholy and emphasized in the 

following line, “They don't seem to believe in their happiness.”  Bhogal claims that 

Verlaine’s treatment of this fête galante theme “pays tribute to Baudelaire’s ‘Harmonie du 

soir’ where the ‘sky is sad and beautiful,’ a quality project[ed] onto the figure of the moon” 

in “Clair de lune” (Bhogal, 2018, p. 110).  The final line of the second verse, “And their song 

blends with the moonlight” is interpreted as referencing the blending of Netzach - signified 

by “singing” - with Yesod, whose planet is the moon and whose First Pentacle dominates the 

analysis.  This is indicated further with the second verse’s gematria sum - 2 (20)(164) - 

whose numerical series reflects Yesod’s Angelic choir Kerubim (226214).  Within this series 

are also the 27th (tav/4 – resh/2 – yod/1) and 70th (mem/4 – bet/2 – yod/1) Divine names 

signifying “Choosing the light of the Creator” and “Design beneath the disorder of life”, 

whose themes correspond with the thematic content of the poem and whose numbers reduce 

to Yesod (9) and Netzach (7).   

 Yesod is referenced again in the third verse’s gematria calculations - 2 (20)(137) - 

that echo Verlaine’s number of letters results - 3 (12) - and represent Yesod’s Archangel 

Gabriel (322113) with Netzach’s number 7.  The moon aspect of Yesod is referenced in the 

opening line, “With the still moonlight, sad and lovely”, and its association with “dreaming” - 

considered a psychic and prophetic phenomenon in the Qabalah - is reflected in the following 

line, “Which sets the birds in the trees to dreaming” (Sharp & Hoffman, 2010, p. 248).  Birds 

are often used in the Qabalah as a metaphor for the soul and are associated with “immortal 

consciousness” (Stavish, 2007b, p. 34).  Interpreting the line in this way conveys the spiritual 

awareness of Yesod, the place from which the soul grows “from the tree of souls” as outlined 
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in the Zohar (Halamish, 1999, p. 260).  Synchronistically, the word “fountains” is repeated in 

the final two lines of “Clair de lune”:    

 

 And makes the fountains sob with ecstasy, 
 The tall slim fountains among the marble statues. 
 

In the Qabalah, “fountain” and “water” are associated with Yesod (Bonner, 2002, p. 165), 

while Netzach is referenced by the word “ecstasy”.  The final line of the poem, “The tall slim 

fountains among the marble statues” appears as both a reference to Yesod (“fountains") and 

Netzach’s goddess Venus (“tall, slim”, “marble statues”).  Verlaine is known to have 

reverently admired the gardens of Luxembourg Palace in Paris, built between 1615 and 1645.  

Looking out of the window and gesturing on one occasion at L’Hotel de Lisbon toward 

Luxembourg Gardens, he remarked “You have made me Prince of Poets.  I’m without a 

palace at the moment, but my royal park there is free to all!” (in Carlile, 2016, p. 65).  

Among the gardens are numerous fountains and statues, one of which is the Venus Goddess 

Love Statue on which a statue of Venus is placed on an exceptionally high and slim pillar.  

Also, within the grounds of the Palace is the Fontaine Médicis, a romantic fountain that until 

1866, was home to a statue of Venus.  It is therefore likely that Verlaine, born in 1844, would 

have known of this fountain and statue.   

 Table 31 conveys the structural and Qabalistic statistics for "Clair de Lune”: 

 
Table 31: 
 
Structural Statistics for “Clair de lune” 

Poem Number 
of 
sections/
verses 

Number of 
rows/lines 

Number of 
columns 

Number 
of words 

Number 
of letter 
characters 

Number of 
punctuation 
marks 

First letter 
of each 
line 

Word gematria - 
tetractys and 
bilateral sums 

Clair de Lune 
 

3 3  
(12) 

3  
(39) 

4  
(85) 

4  
(382) 

7 8  
(35)(143) 

T 3 (57)(408) 
B 6 (114)(816) 

 

Further, the overall reduced number series - 3,3,3,3,4,4,6,7,8 - mirrors the exact numbers 

belonging to the combined total overall reduced number series for Paul Verlaine and  Fêtes 

galantes: 3,4,6,7,7,7,8.  This reinforces Chesed with the numerical spelling of its name (864) 

in addition to the 4th (mem/4 – lamed/3 – ayin/7) and 43rd (vav/6 – vav/6 – lamed/3) Divine 

names that signify “Eliminating negative thoughts” and “Elevation of spiritual over physical 

controls destiny”, acting as a mark Fêtes galantes’ Qabalistic signature.  The number of rows 
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results - 3 (12) - found also in the poem’s third verse gematria calculations, match Verlaine’s 

number of letters: 3 (12) and signify Yesod’s Archangel Gabriel (322113).   

 To summarize, the reiteration of the exact number series between the overall 

reduced numbers and the combined total overall reduced numbers for Paul Verlaine and 

Fêtes galantes affirm that the poem’s Qabalistic associations derives itself from the signature 

of the work.  This embodies loving-kindness (Chesed), beauty and truth (Tiferet), and Divine 

names associated with overcoming negative tendencies, and elevating the spiritual over 

physical limitations, toward the development of a spiritual foundation (Yesod), knowledge of 

eternal and universal concepts (Netzach) in addition to restoring light to the darker side of 

Netzach’s association with love and sexuality.  In the context of the poem’s thematic content 

and subject matter, the love aspects of Netzach and Chesed coincide with the amorous 

gathering of the bergamasquers, while their negative aspects and tendencies are illuminated 

by Tiferet’s beauty and truth.  In this way, Tiferet is interpreted as the “light” shining down 

on the “moon” of Yesod - the sephirah directly beneath it – in order to bring about moral 

reconciliation and regeneration in Netzach.   

Section Summary 

Analysis of “Clair de lune” reveals aspects of both Verlaine and Fêtes galantes’ 

Qabalistic signatures.  With regard to Verlaine’s signature, the poem evokes Yesod’s Divine 

name Shaddai El Chai and its Archangel Gabriel, Tiferet’s name and Angelic choir Melekim, 

the First Pentacle of the Moon attributed to Yesod, and those Divine names associated with 

the design beneath the disorder of life, and choosing the “light of the Creator” over negative 

forces.  These are reflected also in the Qabalistic signature of Fêtes galantes with the addition 

of Chesed and its attribute of loving-kindness, and emphasis on Tiferet and its attribute of 

beauty and truth, in addition to Divine names conveying overcoming negative thoughts (4th 

Divine name), all of which appear in “Clair de lune”.  A defining feature of the poem’s word 

gematria and structural statistics is the emphasis on Tiferet and Divine names which signify 

elevating the spiritual aspects of being over physical limitations and bringing order to life by 

connecting with the soul, both of which correlate thematically with each other.   

 Qabalistic analysis of the poetic text reveals the charm and seduction of the 

bergamasquers as metaphors for the darker side of Netzach’s emotions and concealing the 

immoral side of love and pleasure.  Their dancing and singing of “triumphant love” conceal a 

melancholic reality that they themselves don’t believe, a mark of the absence of Tiferet’s 
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truth and the “masquing” of one’s Divine nature.  As the players choose to wear masks, there 

is a sense of self-inflicted suffering and a disillusionment that prevails throughout the poem, 

one derived from the influence of negative and physical limitations.  This leads to the moral 

dichotomy and the tendency toward Netzach’s darker aspects.  The “light of the moon” is 

thus interpreted as the flowing of Tiferet’s light of truth and beauty into Yesod (moon) - the 

sephira directly below it on the Tree of Life.  The Divine attributes of these sephiroth are 

evoked to bring about the purification of Netzach toward knowledge of eternal and universal 

concepts in addition to the establishment of a spiritual foundation through Yesod.  In other 

words, the darker aspects of love and emotion (Netzach) can be overcome and purified by 

accessing Tiferet’s truth and the living spiritual water of Yesod.   

Conclusion 

As with other Symbolists, and also for unknown reasons, Verlaine changed his name, 

altering and defining the numerical results of his Qabalistic signature.  The marked features 

of his signature are clearly depicted as Yesod, Tiferet, Netzach, and Divine names associated 

with choosing the light of the Creator and exploring the design beneath the disorder of life.  

Yesod is emphasized with the Divine names and angels from its First Pentacle of the Moon 

governing his signature.  From a sephirotic perspective, Verlaine’s esoteric sigil conveys the 

acquisition of a spiritual foundation through knowledge of eternal and universal concepts 

toward beauty and truth.      

 The emergence of the numerical series associated with the First Pentacle of the 

Moon in Fêtes galantes’ overall reduced series initiates the influence of Verlaine’s Qabalistic 

signature in the work.  This is furthered by the presence of Yesod, Tiferet and Netzach 

throughout the title’s statistics.  However, there is a marked emphasis on Netzach and Tiferet 

in addition to the emergence of Chesed, that suggest love, beauty, truth, and knowledge of 

spiritual and eternal concepts to be fundamental to the symbolic undercurrent running 

through the 22 poems of Fêtes galantes.  The Divine names that emerge are sourced in a 

negative engagement with life and indicate a struggle with morality and adversity.  They 

express the will to eliminate negative thoughts, bring order to life, be delivered from 

emotional and negative patterns, and elevate spiritual over physical limitations, all of which 

appear as initiatory objectives.  Given the prevalence of Netzach and the “Feast of Love” that 

is Fêtes galantes, these moral afflications reflect the darker side of the sephira and are used to 

later interpret “Clair de lune”.  This is supported by the emergence of the Divine name that 
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signifies “Sexual energy” indicating this theme to be an accompanying facet of the work and 

linked to the immoral side of Netzach.    

 Throughout “Clair de lune”, there is a focus on Netzach and Yesod, both in the 

Qabalistic statistics and the poetic text, whose symbolism correlates with attributes belonging 

to these sephiroth.  The analysis findings reveal the charm, seduction, dancing, and singing of 

the bergamasquers as the means by which immorality is concealed behind the masques they 

choose to wear.  The presence of Netzach throughout the poem reveals the immorality to be 

the darker side of love and pleasure.  The will to overcome negative patterns and physical 

limitations is alluded to by the reiteration of the 43rd Divine name, signifying the elevation of 

the spiritual aspect of oneself over physical limitations, first found in the Paul Verlaine and 

Fêtes galantes Combined Total’s overall reduced number series.  Chesed and Tiferet emerge 

in the poem’s statistics suggesting the union of love, truth and beauty within the piece.  

 Interpreting “Clair de lune” in light of the Qabalah elucidates a symbolic and moral 

objective, first suggested in the analysis of the title Fêtes galantes and permeating throughout 

“Clair de lune”.  Deciphering the poem through the Qabalistic symbolism of these findings 

and their alignment with the poetic text reveal the light of Tiferet’s truth and beauty as 

flowing down into the moon of Yesod for the purification of Netzach so that it might receive 

Chesed’s loving-kindness.  This correlates biographically as it is widely known that Verlaine 

experienced an unsettled personal life and an addiction to absinthe that led to frequent 

“episodes of debauchery and violence” (Wittels et al., 2008, p. 9).    

 The following chapter will present a Qabalistic analysis and interpretation of 

Debussy's piano work, "Clair de lune", from Suite bergamasque.  It will follow the method of 

transliterating music notation into Hebrew letters and their numerical representations as 

outlined in the methodology chapter.  The analysis will assess the extent to which 

correlations exist between the Qabalistic signature and symbolism of Verlaine's poem, “Clair 

de lune”, and Debussy's piece.   
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CHAPTER SEVEN 

Debussy: “Clair de Lune” 

While there are accounts of Debussy meeting Verlaine at one of Mallarmé’s Tuesday 

evening gatherings in 1890 (Richardson, 1971, p. 296), it is likely that they met in 1871 when 

the composer studied piano with the poet’s mother-in-law, Madame Mauté de Fleurville 

(Oliphant & Zigel, 1985, p. 209).  Debussy is known to have set 17 of Verlaine’s poems to 

music, eight of which are from Fêtes galantes (1869) (Wenk, 1976, p. 131), and he placed 

“Clair de lune” as the third in his collection of four piano pieces titled Suite bergamasque 

(Wenk, 1976, p. 222).  While Suite bergamasque’s “Prélude”, “Menuet”, and “Pavane” were 

composed by 1890 and later revised, “Clair de lune” was written in the decade leading up to 

the work’s publication in 1905 (Bhogal, 2018).  It was during these years that he immersed 

himself in the occult network in Paris as a habitué at Edmond Bailly’s Librairie de l'Art 

indépendant, as a regular at Mallarmé’s Tuesday gatherings, and as a participant at Le Chat 

Noir’s themed evenings (Fulcher, 2001, p. 256).  In 1890, Bailly published his Cinq poèmes 

de Baudelaire and by 1892, the Librairie had become “Debussy’s headquarters” (Nichols, 

1992, p. 39) with the composer arriving every day in the late afternoon (Smith, 1997, p. 162), 

his La Damoiselle élue printed by the bookshop owner the following year.  In 1902, Debussy 

wrote the opera Pelléas et Mélisande based on the Merovingian play by Belgian Symbolist 

and esotericist Maurice Maeterlinck (Theosophical Society, 2001, p. 136).  Debussy is known 

to have regarded his music scores as “magical talismans” and mysteriously destroyed all 

original manuscripts except those given to the engraver (John, 2012, p. 88).   

 “Clair de lune” is the third of four piano pieces in Suite bergamasque.  While 

published in 1905, Debussy began sketching the piece in 1890.  The period of its publication 

was a turbulent one for the composer, having had his estranged wife Rosalie Texier attempt 

suicide following her realization of his affair with Emma Bardac (whom he later married) 

(Bhogal, 2018, p. 12).  He was deeply affected, both personally and professionally, as it 

resulted in an extraordinary scandal in which he lost a significant collective of friends and 

associates.  In 1903, Debussy made a comment in a letter written to the publisher Jacques 

Durand, regarding a missing bar in the manuscript of Jardins sous la pluie that alludes to the 

Qabalah as, according to the composer, “elle est nécessaire, quant au nombre; le divin 

nombre”	[it	is	necessary from the point of view of number; the Divine number]  
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(Debussy, 1927a, p. 10).  This correlates with his reference to music as “une mathématique 

mystérieuse dont les éléments participent de l'Infini” [a mysterious mathematical process 

whose elements are a part of infinity] (in Wenk, 1976, p. 68). 

 This chapter will present a Qabalistic analysis and interpretation of “Clair de lune”.  

It will determine the ways in which it corresponds with Qabalistic doctrine, Debussy’s 

signature, and previous findings associated with Verlaine’s “Clair de lune” in order to 

provide a new interpretation of his music.     

Calculating Debussy’s Numerical Statistics and Qabalistic Signature 

As noted previously, Debussy was born Achille-Claude Debussy, later changing the 

order to Claude-Achille then eventually omitting Achille entirely to arrive at the name, 

Claude Debussy.  From a Qabalistic perspective, this conscious move is significant as the 

numerical outcomes of the analytical methods are dependent on the transliterated letters used.  

Thus, the name Claude Debussy will be used in the analysis as it indicates his preference.   

 Table 32 presents numerical results following the application of the Qabalistic 

methods to the name Claude Debussy: 

 
Table 32: 
 
Qabalistic Statistics for Claude Debussy 

Name Gematria 
value 

Atbash Tetractys sum - horizontal (H) and 
vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials sum 

Claude Debussy 
 

7  
(52)(115) 

5  
(50)(230) 
  
 
 

3  
(H - 57/732)(V - 66/732) 

6  
(123)(1464) 

4  
(13) 

4  
(13)(22) 

 

 The overall reduced numbers – 3,4,5,6,7 – contain the numerical spelling of Hod 

(hey/5 - vav/6 - dalet/4), the eighth sephira on the Tree of Life signifying “Splendour” (see 

Appendix R for full Qabalistic statistics).  The tetractys and bilateral reduced numbers - 3,6 - 

could be interpreted as the 43rd Divine name (lamed/3 – vav/6 – vav/6) meaning “Elevation of 

spiritual over physical controls destiny” whose number reduces to that of Netzach 

(7)(“Eternity”), emphasized by the gematria reduced number (7).  When this number (7) is 

coupled with the gematria reduced sum (52), the 39th Divine name (ayin/7 – hey/5 – resh/2) 

symbolizing “Transform hardship into blessing” whose number reduces to 3 - the number of 

Binah (“Understanding”) - emerges.  This consideration is reinforced by the combined 
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reduced and ordinal sum – (52)(115) – that spells Binah’s name (bet/2 - yod/1 - nun/5 - 

hey/5).   

 The gematria reduced number and ordinal sum - 7 (115) - conveys the 9th Divine 

name (yod/1 – zayin/7 – hey/5) signifying “Angelic influences” and echos Yesod’s 

(“Foundation”) sephirotic number 9.  This is supported by the bilateral reduced number and 

ordinal sum - 6 (1464) - that convey the numerical spelling of Yesod (yod/1 - samech/6 - 

vav/6 - dalet/4), in addition to the reduced sum - (123) that conveys the numerical 

representation of its Archangel Gabriel (gimel/3 - bet/2 - resh/2 - yod/1 - aleph/1 - lamed/3).  

Additionally, the first letter of Claude transliterates to the letter tzadik whose reduced number 

is 9, the number of Yesod.  Also found in the gematria ordinal value are the 53rd (aleph/1 – 

nun/5 – nun/5), 62nd (hey/5 – hey/5 – yod/1), and 71st (yod/1 – yod/1 – hey/5) Divine names 

denoting “No agenda”, “Live your truth by example”, and “Prophecy and parallel Universes” 

respectively, and whose name numbers reduce to 8, the number of Hod.  

 Given the signature’s tendency toward Yesod, the tetractys results - 3 (H - 

57/732)(V - 66/732) - could be interpreted in light of Divine names associated with sephiroth 

that have been previously conveyed.  These are the 21st (kaf/2 – lamed/3 – nun/5) and 39th 

Divine names denoting “Eradicate plague” and “Transform hardship into blessing” whose 

name numbers reduce to 3, the number of Binah, emphasized by the reduced number 3 in the 

calculations.  The 21st Divine name is also seen in the atbash results - 5 (50)(230) - providing 

evocative power to the name.  Further reference to Binah is found in the initials sum - 4 

(13)(22) - that in its entirety, conveys Binah's Angelic choir Aralim (aleph/1 - resh/2 - 

aleph/1 - lamed/3 - yod/1 - mem/4).  Given the previous association with Hod’s name, it 

could also be interpreted as its Archangel Michael (mem/4 - kaf/2 - aleph/1- lamed/3).   

 The numerical transliteration of Claude Debussy -  9,3,1,6,4,5,4,5,2,6,3,3,1 - spells 

Hod’s Divine name, Elohim Tzabaoth (aleph/1 - lamed/3 - hey/5 - vav/6 - mem/4, tzadik/9 - 

bet/2 - aleph/1 - vav/6 - tav/4).  Given this, the final six letters of his name could be 

interpreted as corresponding with the numerical spelling of Divine names from the Fifth 

Pentacle of Mercury attributed to Hod.  These are El Ab (aleph/1 - lamed/3 -aleph/1 - bet/2) 

and YHVH (1565) whose numerical union produces the series 1,2,3,5,6 conveyed in the 

centre of the pentacle (see Figure 20):  
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Hod's Fifth Pentacle possesses authority over the spirits of Mercury and holds the 

power to command them to "open doors in whatever way they may be closed" so that nothing 

is able to resist it (Mathers, 1889/1976, p. 76). The verse is Psalm xxiv: "Lift up your heads, 

O ye gates, and be ye lift up ye everlasting doors, and the King of Glory shall come in”.   

Section Summary 

Based on symbolic and numerical consistencies, Debussy’s Qabalistic signature is 

dominated by Hod with the spelling of its name and the presence of its Archangel Michael, 

Divine name Elohim Tzabaoth, and with the presence of the Divine names from the Fifth 

Pentacle of Mercury.  Also prevalent in his signature are Yesod and Binah with their names 

and other prevailing attributes associated with each among the statistics.  From a sephirotic 

perspective, the themes correlating with each suggest perfect consciousness (Hod), a spiritual 

foundation (Yesod), understanding of Divine knowledge (Binah), and the evocative power to 

manifest opportunity (Fifth Pentacle of Mercury) as fundamental to his signature.  The 

Divine names conveyed throughout the statistics correlate with Angelic influences, elevating 

one’s spiritual Self over physical limitations, having pure intentions, living truthfully, 

prophecy, transforming hardship into blessing, and eradicating illness.  The following section 

will examine the numerical statistics of Debussy’s Qabalistic signature and those associated 

with title Suite bergamasque and those of its four piano pieces, focusing on the title "Clair de 

lune”, whose music will be analysed later in the chapter.  These statistics will then be 

measured against the composer’s and those correlating with Verlaine’s poem.   
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Determining the Qabalistic Statistics and Signature for Titles Associated with Suite 

Bergamasque 

Suite bergamasque’s overall reduced number series - 1,5,5,5,7,7 – presents a clear 

depiction of the 9th Divine name signifying “Angelic influences” reflected in Debussy’s 

gematria reduced number and ordinal sum - 7 (115) - and whose name number reflects Yesod 

as the ninth sephira (see Appendix S for full Qabalistic statistics).  As discussed in the 

previous section, within this series are also the 53rd, 62nd, and 71st Divine names symbolizing 

“No agenda”, “Live your truth by example”, and “Prophecy and parallel Universes” whose 

name numbers reduce to the number of Hod (8), a dominating feature of Debussy’s signature.  

Thematically, these Divine names suggest the evocation of angelic entities to assist in 

prophecy and the acquisition of true and pure intentions as central to the Qabalistic objective 

of the work. 

 An additional predilection for Debussy’s signature occurs with the gematria and 

atbash reduced numbers - 7,5 - that are exactly that for the composer.  The title’s gematria 

reduced sum - (52) - is also identical to the composer’s, and together with the reduced 

number (7) forms the 39th Divine name meaning “Transform hardship into blessing”.   

  A characteristic of Debussy’s musical style is his penchant for combining thematic 

motives (Orledge, 1982, p. 145), and “harmonious forms with an almost mathematically 

rigorous composition” (Lorquin & Vierney, 2002, p. 96).  Analysing Suite bergamasque’s 

statistics in this manner reveals the Divine names from the Fifth Pentacle of Mercury 

(1,2,3,5,6) when the gematria and atbash reduced and ordinal sums are combined: gematria 

(52)(160)/atbash (86)(320).  This is reinforced by the presence of Hod’s number 8.  Similarly, 

Debussy’s transliteration series - 1,2,3,4,5,6,9 - emerges when the tetractys - 2 (H - 

29/695)(V - 65/695) - and bilateral results - 4 (94)(1390) are combined to create the series 

1,2,3,4,5,6,9 indicating Hod’s Divine name, Elohim Tzabaoth (13561492164).  In the same 

way, both the atbash reduced number and ordinal sum - 5 (320) – and the complete results for 

the initials category - 5 (23) - convey the 21st symbolizing “Eradicate plague” reflected in 

Debussy’s signature.   

 Further synchronicity is found with the word gematria reduced numbers for each 

part of Debussy’s name - Claude (1), Debussy (6) - and each word in the work’s title - Suite 

(1), bergamasque (6) - that are identical and in their respective order.  Similarly, the 

numerical transliteration of Suite bergamasque - 3,6,1,4,5,2,5,2,3,1,4,1,3,1,6,5 - replicates the 

same series used to spell Debussy: 1,2,3,4,5,6.   
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 The title’s tetractys reduced and ordinal sums - (H 68/1436)(V 86/1436) – reinforce 

Debussy’s signature with a permutation of Yesod’s name (1664) and its Divine name, 

Shaddai El Chai (shin/3 - dalet/4 - yod/1 - aleph/1 -  lamed/3 -  chet/8 - yod/1).  The bilateral 

reduced number and sum - 1 (154) - introduce Adonai (aleph/1 - dalet/4 - nun/5 - yod/1), the 

sacred name of God associated with Tiferet (“Beauty”) while the bilateral reduced number 

and ordinal sum - 1 (2872) - convey the 7th Divine name (aleph/1 – kaf/2 – aleph/1) 

signifying “Bring order to life by connecting to the soul” with the number of Netzach (7) and 

Hod (8) conveyed.    

 The combined total overall reduced number series - 1,2,5,7,8,9 - conveys the 9th 

Divine name denoting “Angelic influences”, the name of Binah (2155) referred to in the 

Qabalah as Mother Nature, and the Magical Triangle sephiroth (Yesod/9, Hod/8, Netzach/7) 

(see Appendix T).  The gematria reduced number and sum - 5 (104) - reiterates Adonai 

(1451), while its ordinal sum - (275) - reinforces the 39th Divine name denoting “Transform 

hardship into blessing”.  The atbash calculations - 1 (136)(550) - could be interpreted as both 

a representation of El YHVH (131565) and an indication of the Divine names and governing 

angels from the First Pentacle of the Moon/Yesod (1,3,5,6).  In the previous chapter, this 

pentacle was associated with the Qabalistic signatures of Verlaine, Fêtes galantes, and the 

poem “Clair de lune” and suggests a link between Suite bergamasque and Verlaine’s work.  

 The combined total’s tetractys results - 8 (H - 125/2168)(V  -152/2168) - convey the 

name of Binah (2155) and introduce the 35th Divine name (kuf/1 – vav/6 – kaf/2) denoting 

„Sexual energy“, whose number reduces to the number of Hod (8), seen also as the sum’s 

reduced number.  The bilateral calculations - 7 (277)(4336) - are weighted in Netzach with 

the presence of three number 7's in addition to both the 43rd and 61st Divine names meaning 

“Elevation of spiritual over physical controls destiny” and “Water” respectively, and whose 

numbers reduce to (7).   

 A significant occurrence takes place when the Qabalistic methods are applied to 

each of Suite bergamasque’s four sections to produce a combined total overall reduced 

number series - 9,9,9,9,6,9 - that conveys Yesod’s number 9 five and the number of Tiferet 

(6) (see Appendix U).  Thematically, this suggests an emphasis on acquiring a spiritual 

foundation (Yesod), in addition to beauty and truth (Tiferet) as central to the work’s overall 

Qabalistic themes.  This is reminiscent of the combined total overall reduced numbers for all 

poems within Fêtes galantes -2,4,4,9,9,9 - that conveyed both the number 9 three times 

echoing Yesod, and the 60th Divine name (resh/2 - tzadik/9 - mem/4) signifying “Freedom” 

whose name number reduces to the number of Tiferet (6).  From a thematic perspective, 
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Tiferet reflects the “playfulness” of the poem’s commedia dell’arte actors “whose truth can 

only be perceived in nature” through the moon’s “light” (Bhogal, 2018, p. 87).   

 Further synchronicity occurs with the Divine names and governing angels from the 

First Pentacle of the Moon/Yesod replicated in both the combined total’s atbash - (153)(639) 

- and bilateral - (315)(3600) - calculations.  This again reiterates the signatures of Verlaine, 

Fêtes galantes and his poem “Clair de lune” whose signatures are governed by the First 

Pentacle of the Moon.  These synchronicities indicate both Suite bergamasque and Fêtes 

galantes share an evocative Qabalistic objective with regard to those spiritual entities 

summoned.  However, among Suite bergamsque’s statistics is the Fifth Pentacle of 

Mercury/Hod (1,2,3,5,6), emerging when the tetractys -  9 (H - 135/1782)(V - 180/1818) - 

and bilateral - 9 (315)(3600) -  sums are combined and permuting the sephiroth from the 

Magical Triangle (Yesod/9, Hod/8, Netzach/7).  This mark of Debussy’s Qabalistic signature 

is emphasized by the presence of Hod’s number 8 four times.  A further synchronicity occurs 

among the number of letter characters - 6 (33) - that conveys the 43rd Divine name denoting 

“Elevation of spiritual over physical controls destiny” seen previously in the combined total 

bilateral calculations for Claude Debussy and Suite bergamasque.  It is also a significant 

feature of the combined total overall reduced series for Paul Verlaine and Fêtes galantes, and 

is further reflected as the tetractys and bilateral reduced numbers following the transliteration 

of “Clair de lune’s” poetic text.   

 Table 33 conveys a significant correspondence that occurs between the combined 

total tetractys and bilateral statistics for Debussy/Suite bergamasque and Verlaine/Fêtes 

galantes.  Both have the reduced numbers 8 and 7, in addition to holding the name of Binah 

(2155) and the 35th Divine name indicating “Sexual energy” among their tetractys 

calculations.  Further correlation emerges in their bilateral ordinal sums - Debussy/(4336) and 

Verlaine/(3364) – that could be interpreted as a permutation of the 43rd Divine name 

signifying “Elevation of spiritual over physical controls destiny” and the 72nd (mem/4 – 

vav/6 – mem/4) symbolizing “Spiritual cleansing”: 
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Table 33: 
 
Comparative Table of Combined Total Tetractys and Bilateral Calculations for Claude Debussy/Suite 
Bergamasque and Paul Verlaine Fêtes galantes 

Combined total Tetractys sum Tetractys bilateral sum 

For Claude Debussy and Suite bergamasque 8 (H - 125/2168)(V - 152/2168) 7 (277)(4336) 

For Paul Verlaine and Fêtes galantes 8 (H - 134/1628)(V - 125/1736) 7 (259)(3364) 

 
 

To summarize, the Qabalistic signature for the title Suite bergamasque replicates 

Debussy’s with numerous consistencies emerging throughout its analysis.  These emerge as 

the spelling of Debussy revealed as the title’s transliterated numerical series in addition to the 

spelling of his complete name among the tetractys and bilateral results, echoing Hod’s Divine 

name, Elohim Tzabaoth.  Divine names that further reflect Debussy’s signature are those 

denoting Angelic influences, living by truth, pure intentions, prophecy, transforming hardship 

into blessing, eradicating illness, and bringing order to life by connecting to the soul.   

Further synchronicity occurs with the presence of the Fifth Pentacle of Mercury/Hod 

and Yesod’s name with the addition of its Divine name Shaddai El Chai.  Exclusive to the 

title’s analysis however, is the name of God, Adonai, frequently associated with Tiferet, the 

symbol of beauty and truth.  Together with the emphasis on Yesod and Hod throughout the 

statistics, these sephirotic reflections suggest the acquisition of a spiritual foundation (Yesod) 

through perfect consciousness (Hod) toward beauty and truth (Tiferet) as core thematic 

objectives of the work.   

Debussy’s signature and Suite bergamasque’s Qabalistic aspects are reiterated in the 

combined total’s statistics that reveal, once again, the 9th Divine name indicating Angelic 

influences, the name of Binah, and the 39th Divine name meaning transforming hardship into 

blessing.  Signatures associated with Verlaine, Fêtes galantes, and his poem “Clair de lune” 

emerge among the statistics with the presence of the numerical representation of the Divine 

names and governing angels from the First Pentacle of the Moon attributed to Yesod, in 

addition to Divine names symbolic of elevating one’s spiritual Self over physical limitations 

and sexual energy.  Similarly, Netzach, a dominating feature in the Verlaine chapter, is 

conveyed and emphasized with its sephirotic number (7) repeated throughout the combined 

total statistics and indicating knowledge of eternal and universal concepts.   

 Pronounced synchronicity occurs when the methods are applied to all sections to 

produce the overall reduced numbers 9,9,9,9,6,9, reiterating again Yesod (9) and Tiferet (6) 



137 

and indicating the acquisition of a spiritual foundation (Yesod) toward beauty and truth 

(Tiferet) as paramount Qabalistic themes in Suite bergamasque. Within the combined total’s 

statistics correlating with the work’s four sections is the numerical presence of both the First 

Pentacle of the Moon/Yesod and the Fifth Pentacle of Mercury/Hod, the former a mark of 

Verlaine’s signature in Fêtes galantes and his “Clair de lune”, and the latter a mark of 

Debussy’s signature.  The 43rd Divine name, conveyed in the analysis of Verlaine’s Fêtes 

galantes and “Clair de lune”, and symbolic of elevating one’s spiritual Self over physical 

limitations, is further reiterated in the statistics.    

 As the focus of this chapter is the analysis of Debussy’s “Clair de lune”, Table 34 

contains its numerical statistics following application of the Qabalistic methods to its title as 

outlined in the previous chapter.  The statistics will be interpreted both in light of the findings 

in the Verlaine chapter as they relate to Debussy’s piece and in lieu of Qabalistic signatures 

associated with the composer and Suite bergamasque: 

 
Table 34: 
 
Qabalistic Statistics for the Title “Clair de lune” 

Title Gematria 
value 

Atbash  Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials sum 

Clair de lune 8  
(44)(107) 

7  
(70)(214) 

2  
(H - 56/695)(V - 65/695) 

4  
(121)(1390) 

2  
(11) 

7  
(16)(34) 

 

 As discussed in the Verlaine chapter, the overall reduced numbers reflect both the 

numbers of Netzach (repeated twice) and Hod, in addition to the series belonging to the 65th 

Divine name (mem/4 – dalet/4 – bet/2) signifying “Fear of God”.  From the gematria reduced 

number and ordinal sum - 8 (107) - emerges the series associated with the Tetragrammaton’s 

sum: 8 (17).  The Hebrew transliteration of “Clair de lune” presents the number series 

9,3,1,1,2,4,5,3,6,5,5.  As discussed in the Verlaine chapter, this is interpreted as a 

permutation of the Divine names and governing angels from the First Pentacle of the 

Moon/Yesod (1,3,5,6) - reinforced by the first initial’s (tzadik) number 9 indicating Yesod - 

with the series belonging to the 27th, 70th, and 7th Divine names denoting “Choosing the light 

of the Creator”, “Design beneath disorder”, and “Bringing order to life by connecting with 

the soul”.  Notably, the series 1,2,3,4,5,6,9 reflects also the numerical transliteration of 

Claude Debussy: 9,3,1,6,4,5,4,5,2,6,3,3,1 that conveys Hod’s Divine name, Elohim Tzabaoth 

(1356492164).  This series and its Qabalistic significances emerge again when the tetractys - 
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2 (H - 56/695)(V - 65/695) - and bilateral results - 4 (121)(1390) are combined to create the 

series 1,2,3,4,5,6,9, echoing also the combined tetractys and bilateral series associated with 

the title Suite bergamasque.   

 The reduced gematria and atbash numbers - 8 and 7 respectively - signify Hod and 

Netzach.  These suggest the attainment of eternal knowledge (Netzach) and “perfect 

consciousness” (Hod) as significant themes in “Clair de lune’s” Qabalistic signature.  The 

atbash ordinal sum - 214 - reiterates the 27th and 70th Divine names indicating “Choosing the 

light of the Creator” and “Design beneath disorder”.  Similarly, the number of letters reduced 

number and sum - 2 (11) - reiterates the 7th Divine name symbolizing “Bringing order to life 

by connecting to the soul”.  These findings reiterate a Divine aspect to the title’s “light of the 

moon” and that reflected in this “light” is knowledge of the spiritual design of life and 

resolving its “disorder” by connecting to the soul and “light of the Creator”.  

Section Summary 

 Analytical findings reveal Debussy’s Qabalistic signature as the foundation of 

signature’s associated with Suite bergamasque and the title “Clair de lune”.  This is initially 

found in the work’s title whose transliterated series reflects the spelling of Debussy while 

“Clair de lune’s” transliterated series in its entirety, conveys the numerical spelling of Claude 

Debussy, reflected also in the title’s combined tetractys and bilateral results.  In the context of 

the title and the previous chapter’s analysis and from a Qabalistic perspective, this series can 

be interpreted as reflecting the First Pentacle of the Moon/Yesod in addition to Divine names 

signifying choosing the light of the Creator, design beneath the disorder of life, and bringing 

order to life by connecting with the soul.  However, it gains additional significance when 

interpreted in the context of Debussy’s signature – heavily weighted in Hod – and in its 

entirety, spells its Divine name Elohim Tzabaoth.  This interpretation is supported by the 

final six transliterated numbers of Debussy’s name that spell the Divine names from the Fifth 

Pentacle of Mercury (1,2,3,5,6) attributed to Hod. 

 Further correlation to Debussy’s signature is pronounced in Suite bergamasque’s 

overall reduced numbers that mark the 9th Divine name signifying Angelic influences 

suggesting a prominent Qabalistic theme of the work is the evocation of Divine spiritual 

entities.  With Yesod dominating Debussy’s signature, the presence of five number 9’s in the 

combined total’s overall reduced series for the four sections, appears as a reflection of the 

ninth sephira and the source of evocation is directed at its Divine name, Shaddai El Chai, also 
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conveyed among the statistics. However, the introduction of the number 6 in the overall 

reduced numbers indicates that Tiferet plays a significant role in the work with its capacity 

for truth and beauty.  These findings correlate and recall the combined total’s overall reduced 

numbers when the Qabalistic methods were applied to Fêtes galantes’ 22 poems that 

produced the number 9 three times in addition to the 60th Divine name whose number 

reduces to 6, the number of Tiferet.   

 Suite bergamasque’s Qabalisic signature further replicates Debussy’s with an 

emphasis on the evocation of Hod’s “perfect consciousness” through its Fifth Pentacle of 

Mercury, emerging in the numerical statistics for its title and supported by the introduction of 

Divine names that reduce to 8 and correlate with pure intention, living by one’s truth, and 

prophecy.  A similar mark of Debussy’s signature occurs in the statistics of Suite 

bergamasque with Divine names that signify eradicating illness and transforming hardship 

into blessing, the latter found also in Fêtes galantes’ signature, and both echoing the number 

of Binah (3) in their reduced form.  The 43rd Divine name indicating the “Elevation of 

spiritual over physical limitations” and whose number reduces to 7, the number of Netzach, is 

reiterated in signatures for Debussy, the combined total for Claude Debussy and Suite 

bergamasque, and in the combined total’s statistics for all four sections of the work.  This is 

reflected also in the combined total overall reduced series for Paul Verlaine and Fêtes 

galantes, in addition to the tetractys and bilateral reduced numbers for his transliterated 

poem, “Clair de lune”.  Additional similarities occur in the combined total tetractys and 

bilateral reduced numbers for Claude Debussy/Suite bergamasque and Paul Verlaine/Fêtes 

galantes that are both 8 and 7 respectively, symbolizing Hod and Netzach.  These numbers 

emerge also as the gematria and atbash reduced numbers for the title, “Clair de lune”.  These 

indicate that the splendour of perfect consciousness (Hod) and knowledge of eternal and 

universal concepts (Netzach) are central themes in both Verlaine and Debussy’s works.  

Additionally, Divine names associated with elevating one’s spiritual over physical limitations 

and sexual energy emerge in the combined total tetractys sum for both Claude Debussy/Suite 

bergamasque and Paul Verlaine/Fêtes galantes.  Moreover, a further reflection of Verlaine’s 

work takes place in the combined total for Claude Debussy and Suite bergamasque, in 

addition to the combined total’s statistics for all four sections with the presence of the 

numerical series from the First Pentacle of the Moon attributed to Yesod, the sephira a mark 

also of Debussy’s signature. 

 The next section will present a Qabalistic analysis of the piano piece, “Clair de lune” 

in the context of Debussy’s signature and those previously examined here and in relation to 
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Verlaine’s poem in order to establish the manner in which symbolic and thematic 

correspondence align with and supports the music’s meaning.   

Determining the Qabalistic Statistics and Signature for "Clair de lune" 

As previously discussed in the methodology, the analysis of Debussy's work involves 

transliterating music notation into the reduced numerical value of Hebrew letters.  

Irrespective of flats and sharps, the tonic note of a work's key (the first note of the scale on 

which it is composed), is transliterated to the letter aleph (1) - the first letter of the Hebrew 

alphabet - if written in the upper music stave, and tav (22 reducing to 4) if written in the 

lower, whether treble or bass clef is assigned to either stave.  Correspondingly, as the scale 

ascends in the upper stave, the alphabet progresses forward from aleph to bet (2), gimel(3), 

dalet (4), and so on.  From tav however, the alphabet moves backwards: shin (21 reducing to 

3), resh (20 reducing to 2), qoph (19 reducing to 1), and so on.  Thus, the cyclical manner of 

the transliteration system assumes the form of an ouroboros as outlined in the Methodology.   

 The music notation is transliterated quaver by quaver (as per Debussy's preference 

for this note value discussed in the methodology chapter) with the transliterated Hebrew letter 

and space between the notes reduced numerical representation placed in vertical columns in 

graph format (see Appendix V for full analysis of “Clair de lune”).  Therefore, in “Clair de 

lune”, with a rhythm of 9/8, all notes contained within each quaver beat are assigned to one 

vertical graph column, notated in the order in which they are written from highest to lowest.  

The methodological system of transliterating into reduced numbers is based on the reasoning 

that if Debussy was employing the Qabalah in his compositional process, it would be near 

impossible for him to calculate the extended values of Hebrew letters given the scale of 

“Clair de lune”.  Moreover, calculating reduced numbers is a customary aspect of the 

gematria method and is the system used to transliterate poetry in previous chapters.     

 The rhythm is transliterated precisely as scored by Debussy, with nothing implied.  

Given its 9/8 time, all notes in “Clair de lune” are considered triplet quavers unless otherwise 

marked by a “2”, indicating a change in rhythmic pulse and interpreted accordingly.  If a note 

is repeated in a different voice within one quaver beat, it is transliterated as twice the 

numerical value of its Hebrew letter in its vertical column.  For example, transliteration of the 

opening bars of “Clair de lune” (see Figure 21) produces the results depicted in Table 35: 
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 Debussy’s Qabalistic signature is reiterated in “Clair de lune” with its key of D flat 

major; D being Hod’s musical note in the Qabalah (Penczak, 2007b, p. 245).  The piece uses 

both chromatic and the whole tone format, a characteristic of Debussy’s music.  The major 

scale comprises 5 tones and two semitones.  In a diatonic scale, the whole tone scale affects 

the 4th, 5th, and 6th notes that are raised a semitone to achieve the whole tone format.  When 

the notes 4, 5, and 6 are added and reduced, the numerical result is 15 whose number reduces 

to 6, the series associated with the numerical spelling of the sacred Tetragrammaton (YHVH 

1565).  The following section examines the structural logistics of “Clair de lune” and their 

particulars.   

Bar Structure 

 “Clair de lune" comprises six sections with a coda in the final section; the number of 

sections echoing Tiferet’s sephirotic number (6).  Table 36 conveys the bar structure with 

each reduced to a single digit:  

 
Table 36: 
 
“Clair de lune’s” Bar Structure 

Section  From bar: To bar: Number of bars 
1 1 5 (14) 5 (14) 
2 6 (15) 8 (26) 3 (12) 
3 9 (27) 9 (36) 1 (10) 
4 1 (37) 6 (42) 6 
5 7 (43) 5 (50) 8 

6 + Coda 6 (51) 9 (72) 4 (22) 

  Sum 9 (72) 

 
A significant feature of the 72-bar structure is its reduced number 9, reflecting Yesod, 

with these numbers reflecting the Tetragrammaton’s tetrcatys sum - 9 (72) - discussed in the 

methodology chapter. Correspondingly, the ouroboric vertical reading of the reduced 

numbers (see Table 37) reveals a permutation of the Divine names/governing angels from the 

First Pentacle of Moon/Yesod with the spelling of Yesod’s name (1664) reinforcing its 

Qabalistic influence Debussy’s “Clair de lune”: 
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statistics, emphasized further with the presence of its Archangel Michael.  Additional homage 

is paid to Verlaine’s “Clair de lune” with the introduction of Netzach’s Angelic choir, 

Elohim, a reiterated feature throughout the previous chapter and analysis of his poem.   

A notable aspect of both the First Pentacle of the Moon/Yesod and the Fifth Pentacle 

of Mercury/Hod is their ability to “open doors” and remove obstacles in the manner that is 

requested by the initiate.  Thus, these analyses suggest that a Qabalistic context of Debussy’s 

“Clair de lune” is the evocation of Angelic entities (9th Divine name) so that “doors may be 

opened” (First Pentacle of the Moon/Fifth Pentacle of Mercury) in order to acquire a spiritual 

foundation (Yesod) indicative of perfect consciousness (Hod), beauty and truth (Tiferet) 

through knowledge of eternal concepts (Netzach). 

The following section will present a Qabalistic analysis of the amalgamated (T) and 

(B) number series for each section of “Clair de lune” in addition to discussing significant 

Divine attributions that arise.  Integration of each section's (T), (B), tetractys and bilateral 

statistics will also be analysed and discussed.   

Section Analysis 

This section of the chapter explores the collected numerical sums (T) and space 

between the notes (B) series for each of Suite bergamasque’s six sections and the manner in 

which they reflect previous findings and signatures associated with the work, Debussy, and 

Verlaine’s “Clair de lune”.  Primary consideration is given to those sephiroth and Divine 

names that have featured prominently throughout the analysis.  Following the analysis of 

each section, the chapter assesses if each corresponds with a particular sephiroth, a feature 

that would support a Qabalistic reading.   

Section 1: Bars 1–14. 

Analysis of Section 1 reveals a clear mark of Debussy's Qabalistic signature with 

various indications of Yesod and Hod made throughout with one reference to Binah.  

Musically, the opening bars of “Clair de lune” reflect the spiritual foundation of Yesod and 

the splendour of Hod through its “moonlit landscape that bewitches (and is bewitched by) the 

masked lovers” of Verlaine’s poem (P. Roberts, 2001, p. 94). 

 The (T) and (B) series begins with a permutation of Yesod’s name (1664) and its 

Divine name Shaddai El Chai (3411381), the latter dominating the section.  To reiterate, the 

act of Qabalistic permutation involves combining words and Divine names and other 
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 A symbolic and significant occurrence takes place in Bar 18 where Debussy presents 

the only grace note of the piece (see Figure 25).  The treble clef note transliterates to ayin, the 

16th letter of the Hebrew alphabet reducing to 7, the number of Netzach.  Recalling the 

analysis of Verlaine’s “Clair de lune” and Fêtes galantes, whose signatures were dominated 

by Netzach, the grace note acts as a symbolic reference and mark of the evocative expression 

of the poem.  Analytically, only its numerical value is recorded and not in the context of its 

“space” as grace notes are not a formal part of the rhythmic structure: 

 

 

 A further example of rhythmic precision in the interpretation of the score occurs in 

Bar 19 (see Figure 26) where the internal dotted crotchets are interpreted as triplets even 

among the quaver meter that is marked 6 quaver beats: 
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 In summary, the third section of “Clair de lune” acts as an invocation of the Divine 

aspects of Malkuth as a means of overcoming its adversities and progressing into the higher 

sephirotic aspects of the Tree of Life.  From a thematic perspective, the third section contrasts 

the lighter atmosphere of the work’s opening section, reflecting the awareness held by many 

19th-century artists, of commedia dell’arte, “not just as comic or sentimental entertainment 

but as an expression of painful duality, symbolized by the adopted costumes and the fixed 

features of the mask” (P. Roberts, 2001, p. 98).  This corresponds with the description of 

Debussy’s “Clair de lune” as “a piece in half-shades and half-lights” (Shmitz & Armitage, 

1984, p. 54).  The music reflects Malkuth’s instability but does so in an almost discrete 

manner, marked un poco mosso (a little more) and beginning pianissimo before a series of 

subtle crescendos that lead to a series of modulating arpeggios at the end of the section (Bar 

36) marking the middle of the work (72 bars) and pivotal developmental moment.   

Section 4: Bars 37–42. 

The higher pianistic register of Section 4 indicates an immediate sephirotic shift in the 

Qabalistic framework.  As with previous sections, it opens with the evocation of Yesod 

through its name, First Pentacle of the Moon, and Divine name, Shaddai El Chai.  Following 

this, however, are direct references to the fifth sephira, Gevurah (“Strength”), signifying the 

strength of higher consciousness to overcome adversity and reflecting the “triumphant love” 

of the bergamasquers in Verlaine’s poem.  Its name (Gevurah: gimel/3 - bet/2 - vav/6 - resh/2 

- hey/5), Angelic choir Seraphim (samech/6 - resh/2 - pei/8 - yod/1 - mem/4), Divine name, 

Elohim Gibor (aleph/1 - lamed/3 - hey/5 - yod/1 - mem/4 - gimel/3 - bet/2 - vav/6 - resh/2), 

and Archangel Kamael (kaf/2 - mem/4 - aleph/1 - lamed/3) are all conveyed throughout the 

section, in addition to the 9th Divine name signifying “Angelic influences” reflected  in 

Qabalistic signatures associated with Debussy and Suite bergamasque (see Table 52). 
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Table 60: 
 
Sephirotic Structure of “Clair de lune’s” Sections 

Section Sephira Sephirotic number 

1 Yesod/Hod 9/8 
2 Binah 3 
3 Malkuth 1 
4 Gevurah 5 
5 Tiferet 6 

6 + Coda Yesod/Hod 9/8 
 

The First Pentacle of the Moon also forms the basis of the work’s bar structure and is 

conveyed in the combined total’s united (T) and (B) calculations following transliteration of 

“Clair de lune”.  It is the governing pentacle in Verlaine’s Qabalistic signature and forms the 

basis of Fêtes galantes signature, reflected further in his poem “Clair de lune”.  It is further 

found in the transliteration of “Clair de lune”, in the combined total calculations for Claude 

Debussy and Suite bergamasque, and in the combined total statistics following application of 

the Qabalistic methods to each of Suite bergamasque’s four sections. 

Thematically, the sephirotic structure of “Clair de lune” suggests that the acquisition 

of a spiritual foundation (Yesod) and perfect consciousness (Hod) is central to the Qabalistic 

intention of the work.  This may be accessed by evoking Divine knowledge and 

understanding (Binah) to assist in overcoming the adversities of the physical and material 

realm (Malkuth) in addition to having strength tempered by mercy and compassion 

(Gevurah) so that beauty and truth may predominate (Tiferet).  In this way, the title “Clair de 

lune” might be interpreted as Tiferet’s “light” that passes beauty and truth acquired from the 

Divine knowledge and understanding of Binah to the “moon” of Yesod.  This is further 

supported by the repetition of the Fifth Pentacle of Mercury/Hod - symbolic of Debussy’s 

signature – and its evocative power to “open doors” in order to achieve the Qabalistic 

objective.  
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Conclusion 

The analytical findings associated with Debussy's Qabalistic signature correspond 

with Yesod, Hod, Binah, and the Fifth Pentacle of Mercury attributed to Hod.  Specifically, 

Hod's name appears in the statistics’ overall reduced numbers and is later found in the 

combined total's vertical reading.  Of significance is the numerical transliteration of Claude 

Debussy that spells in its entirety Hod’s Divine name Elohim Tzabaoth.  Thematically, 

Debussy’s signature reflects perfect consciousness (Hod), a spiritual foundation (Yesod), 

understanding Divine knowledge (Binah), and the evocative power to manifest opportunity 

(Fifth Pentacle of Mercury).  Divine names correlate with elevating one’s spiritual Self over 

physical limitations, having pure intentions, living truthfully, prophecy, transforming 

hardship into blessing, and eradicating illness.    

 In addition to Hod’s dominance, Yesod emerges in Debussy’s signature with 

prevailing force, first echoed as the 9th Divine name denoting “Angelic influences” seen in 

his gematria calculations, that then becomes the combined total’s overall reduced number 

series for Suite bergamasque.  Markedly, the 9th Divine name later emerges following 

transliteration of the piano piece, “Clair de lune”, as its combined total’s overall reduced 

numbers.  This elucidates a prevalent Qabalistic theme for both Suite bergamasque and 

“Clair de lune” as the summoning and evocation of Angelic forces, in particular, those 

attributed to Yesod and Hod, who share equal prominence in Debussy’s signature.  The 

importance of these two sephiroth is confirmed in the first and final sections of “Clair de 

lune” that reflect both Yesod and Hod following transliteration and Qabalistic analysis of its 

(T) and (B) series. 

 Yesod's influence is reinforced with the presence of its sephirotic number (9) five 

times in the overall reduced number series for the combined total for all pieces within Suite 

bergamasque, and accompanied by Tiferet's number (6), indicating the evocation of beauty 

and truth (Tiferet), and the acquisition of a spiritual foundation (Yesod) as a further 

Qabalistic objective for the work.  In a parallel manner, the overall reduced number series for 

the combined total for all poems within Verlaine's Fêtes galantes presents the number 9 three 

times coupled with the 60th Divine name whose number reduces to that of Tiferet (6).  

Tiferet is additionally referenced in Suite bergamasque by the emergence of Adonai, the 

name of God frequently associated with the sephira.  “Clair de lune’s” number of bars 

reflects both the Tetragrammaton’s tetractys sum and Yesod, by its reduced number.  Yesod’s 

Divine name, Shaddai El Chai, a dominating feature seen in the Verlaine chapter, appears as 
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the tetractys reduced number and sum for Suite bergamasque, and is found throughout the 

Qabalistic analyses of Section 1 and 6.     

 Within the combined total’s statistics correlating with the work’s four sections is the 

numerical presence of both the First Pentacle of the Moon/Yesod and the Fifth Pentacle of 

Mercury/Hod, the former a mark of Verlaine’s signature in Fêtes galantes and his “Clair de 

lune”, and the latter a mark of Debussy’s.  The First Pentacle of the Moon is the governing 

pentacle in Verlaine’s Qabalistic signature and forms the basis of Fêtes galantes’ signature, 

reflected further in his poem “Clair de lune”.  Further reference to the analysis of Verlaine’s 

Fêtes galantes and poem is made through Divine names that emerge in Suite bergamasque’s 

signature, symbolic of elevating one’s spiritual Self over physical limitations and sexual 

energy.   

 Additional parallels between Debussy’s signature and Suite bergamasque occur 

through their gematria and atbash reduced numbers, both of which are 7 and 5.  Their 

Hebrew transliteration results further contain both 7 and 52, the numbers of which evoke the 

39th Divine name signifying transforming hardship into blessing and whose number reduces 

to that of Binah, a mark of the composer’s signature.  Additional correspondences occur in 

the combined total's tetractys and bilateral reduced numbers for Debussy and Suite 

bergamasque that are 8 and 7 respectively, matching with exactness those for Verlaine and 

Fêtes galantes.   

 Netzach, a mark of Verlaine’s poem, emerges through direct references to its 

Qabalistic attributions in addition to those Divine names that reduce to its sephirotic number 

7.  This first takes place through Suite bergamasque's bilateral extended number that presents 

the 7th Divine name conveying order being brought to one's life by connecting to one's soul, 

and whose number reflects Netzach (7).  The seventh sephira emerges again in Claude 

Debussy and Suite bergamasque’s combined total bilateral results in which the number 7 

appears three times in addition to the 43rd Divine name representing elevation of spiritual 

over physical controls, in addition to the 61st, signifying water, with both numbers reducing 

to 7.  It is worth noting that the 43rd Divine name whose numbers are 6 and 3 (663), are also 

the tetractys and bilateral reduced numbers for Verlaine's poem "Clair de lune" following its 

transliteration.  The 43rd Divine name appears also as the number of letter characters reduced 

number and sum for the combined total for all pieces within Suite bergamasque.  These 

recurrences indicate that a dominant mark of signatures associated with both Debussy and 

Verlaine is the overcoming of life’s physical limitations by elevating one’s focus toward the 

spiritual.  Netzach further appears throughout the Qabalistic analyses of each of “Clair de 
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lune’s” sections in an accompanying manner to the dominant sephira of the section and in 

reference to Verlaine’s poem.   

 Markedly, the numerical series of the First Pentacle of the Moon attributed to Yesod 

(1.3.5.6) forms the sephirotic basis for the middle four sections of “Clair de lune”.  These 

emerge as the Qabalistic representations of Malkuth/1, Binah/3, Gevurah/5, and Tiferet/6 

with the first and final conveying Yesod and Hod as previously discussed.  Thus, the first and 

last sections might be considered a mark of Debussy's Qabalistic signature while the inner 

sections signify the Qabalistic exploration of the piece reflective of Verlaine’s poem.  In this 

way, the “light of the moon” acts as a metaphor for the beauty and truth of Tiferet reflected in 

Yesod’s moon, the sephirah directly below it on the Tree of Life.  These findings indicate a 

Divine aspect to this knowledge and its ability to resolve the disorder of life located in the 

material and physical realm by having strength tempered by mercy and compassion so that 

beauty and truth may manifest. 

 In conclusion, Qabalistic interpretation of Debussy’s “Clair de lune” illuminates the 

symbolic intricacies reflected in the music.  It reveals a paradigm of esoteric mathematics 

conveyed in the harmonic, rhythmic, and structural language, that align with its doctrine, and 

reflect both Debussy Qabalistic signature and those associated with the analysis of Verlaine’s 

poem.   
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CHAPTER EIGHT 

Mallarme:  L'après-midi d'un faune 

In 1898, the year her father died, Genevieve Mallarmé found an unfinished note on 

his desk urging her to burn all copies of his poems and papers (Lloyd, 2005a, p. 120).  The 

mysterious request reflects the notoriously secretive and discreet nature of Stéphane 

Mallarmé; his work frequently alleged to contain some kind of hermetic code and language 

(Stade, 1989, p. 1718).  Like other Symbolists, he sought access to the deeper recesses of 

being through symbolism.  So vividly prominent was the spiritual component of Mallarmé’s 

aesthetic that it became the explanatory device used in the title of his magnum opus, Le Livre, 

instrument spirituel.  Speaking Qabalistically, Mallarmé writes that letters are "gifted with 

infinity ... in their endless variations" (in Bruns, 1974, p. 112), a sign of his preoccupation 

with the "combinational alchemy of the alphabet" (Temple, 1998, p. 148).  Equally Qabalistic 

is his claim, in La Musique et les Lettres, that the letter symbolizes "our ancient heritage from 

the ancient books of magic" (in Bruns, 1974, p. 111); its cipher methods alluded to in a 

significant collection of Mallarmé’s surviving notes that refer to "arithmetic calculations" 

underpinning the structure of Un coup de Dés (Pearson, 2010, p. 209).   

 In ‘La Kabbale selon Mallarmé’ (‘The Kabbalah According to Mallarmé’), Daniel 

Larangé (2015) claims that Lévi was the “main source of inspiration” for the poet (p. 72).  He 

argues that Mallarmé was academically interested in Hebrew studies, especially the Qabalah, 

and frequented Bailly’s Librairie de l'Art indépendant (Larangé, 2015, p. 77).  The poet read 

the works of Fabre d'Olivet and knew personally, Saint-Yves d'Alveydre, Péladan, de Guaita, 

and Papus (Larangé, 2015, p. 72).  According to Robert Cohn and Gerald Gillespie, “the 

Hebrew Bible [was] Mallarmé’s model, with its fusion of cosmology, law, and prophecy” 

(1998, p. 187).  He is also known to have been a multi-linguist, speaking Hebrew, English, 

Chinese (Marchal, 1998, p. 13) and Sanskrit (Pearson, 2010, p. 74).  Debussy was a member 

of Mallarmé's inner circle and frequented the poet's exclusive Tuesday evening gatherings.  

They met in 1890 and shared a mutual respect for each other's work, with the composer 

setting his poem, L'après-midi d'un faune (1876) to music. 

 Described by Valéry as "the best poem in French literature" (Cohn, 1965, p. 13), the 

first edition of Mallarmé's L'après-midi d'un faune was published in 1876 by Alphonse 

Derenne.  Anthony Zielonka (2000), claims the poem “continues to stand as a monument to 

poetic ambiguity” (p. 14).  The work presents a dramatic and sensual monologue oscillating 
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between erotic dream and reality, and centres on the half-mortal faun who attempts to 

reconcile his encounter with two nymphs in a soliloquy of desire and philosophical 

contention.   

Debussy's 1894 orchestral setting of the poem (a Qabalistic analysis provided in the 

following chapter) received widespread acclaim; its first performance attended by Mallarmé 

himself who proclaimed in a note to the composer: 

Votre illustration de l'Après-midi d'un faune, qui ne présenterait de dissonance avec 
mon texte, sinon qu'aller plus loin, vraiment, dans la nostalgie et dans 
la lumière, avec finesse, avec malaise, avec richesse. (in Wenk, 1976, p. 149) 

[What a marvel! Your illustration of The Afternoon of a Faun offers no dissonance 
with my text, except that it goes further, in nostalgia and light, with finesse, 
uneasiness, and richness.] (in Fulcher, 2001, p. 256) 

Mallarmé later gave Debussy a signed copy of the poem with the following dedication: 

Sylvain d’haleine première Sylvain of ancient breath  
Si ta flûte a réussi  If your flute succeeded  
Ouïs toute la lumière Listen to all the light  
Qu’y soufflera Debussy   That Debussy will blow into it 

(in Lloyd, 2005a, p. 155) 

This chapter will present a Qabalistic analysis and interpretation of Mallarmé's poem 

L'après-midi d'un faune.  It will analyse the poem in the context of Qabalistic signatures 

associated with the poet and the work’s title, followed by a discussion of the thematic content 

of the literary text in relation to the Qabalistic findings. 

Calculating Mallarmé’s Numerical Statistics and Qabalistic Signature 

As with Debussy and many other Symbolists who changed their names, Mallarmé 

was born Étienne, but went by his pseudonym, Stéphane.  As with Lévi, Baudelaire, 

Verlaine, and Debussy, this omission is perceived significant from a Qabalistic perspective as 

the numerical outcome of the analytical methods used to formulate his signature are 

dependent on the letters of his name.  Table 61 presents numerical results following the 

application of the Qabalistic methods to the name Stéphane Mallarmé: 
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Table 61: 
 
Qabalistic Statistics for Stéphane Mallarmé 

Name Gematria 
value 

Atbash  Tetractys sum - horizontal (H) 
and vertical (V) calculations  

Tetractys 
bilateral sum 

Number of letter 
characters  

Initials 
sum  

Stéphane 
Mallarmé 

9  
(54)(162) 

9  
(108)(216) 

4  
(H - 85/1426)(V - 85/1426) 

8  
(170)(2852) 

6  
(15) 

7  
(34) 

  

The overall number series - 4,6,7,8,9,9 - present each of the Magical Triangle 

sephiroth (Netzach/7, Hod/8, Yesod/9) in addition to the spelling of Chesed (chet/8 - 

samech/6 - dalet/4), the fourth sephira on the Tree of Life signifying “Loving-kindenss” and 

“Mercy” (see Appendix W for full Qabalistic statistics).  Chesed’s sephirotic number is 

echoed in the initials sum - 7 (34) - that reflects the 4th Divine name (mem/4 – lamed/3 – 

ayin/7) meaning “Eliminating negative thoughts”.  The presence of two number 9’s in the 

series - as the gematria and atbash reduced numbers - echo Yesod and its capacity for 

developing a spiritual “Foundation”.  Yesod is reiterated in the tetractys horizontal and 

vertical ordinal values – (1426) – that convey its Angelic choir Kerubim (kaf/2 - resh/2 - 

vav/6 - bet/2 - yod/1 - mem/4) though the complete tetractys calculations could be interpreted 

as a permutation of the Tetragrammaton (YHVH 1565) with the spelling of the name Tiferet 

(tav/4 - pei/8 - aleph/1 - resh/2 - tav/4), the sixth sephira signifying beauty and truth.  Given 

this, the bilateral sums convey a permutation of the sephirotic numbers of Netzach (7) and 

Hod (8) with the 15th (hey/5 resh/2 - yod/1) and the 69th (resh/2 - aeph/1 - hey/5) Divine 

names symbolizing “Seeing the consequences of impulsive behaviour” and “Wisdom to not 

to lose sight of direction”, and whose name numbers reduce to 6, the number of Tiferet. 

 The gematria ordinal value (162) can be interpreted as the 35th Divine name (kuf/1 – 

vav/6 – kaf/2) signifying “Sexual energy”, reiterated again in the atbash ordinal sum: (216).  

Mallarmé’s complete gematria calculations - 9 (54)(162) - spell Netzach’s Divine name 

YHVH Tzabaoth (yod/1 - hey/5 - vav/6 - hey/5 - tzadik/9 - bet/2 - aleph/1 - vav/6 - tav/4).  

Netzach is further indicated in the numerical spelling of Stéphane – 3,4,5,8,1,5,5 – that 

conveys its Angelic choir Elohim (aleph/1 - lamed/3 - hey/5 - yod/1 - mem/4) permuting the 

number of its counterpart Hod (8).  The transliteration of Mallarmé’s complete name – 

3,4,5,8,1,5,5, (Stéphane) 4,1,3,3,1,2,4,5 (Mallarmé) - reflects both Netzach’s Elohim and 

Yesod’s Divine name, Shaddai El Chai (shin/3 - dalet/4 - yod/1 - aleph/1 - lamed/3 - chet/8 - 

yod/1).  Given the prevalence of Netzach in Mallarmé’s Qabalistic signature, the numerical 
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series associated with the complete transliteration of his name - 1,2,3,4,5,8 - is interpreted as 

the number of Hod (8) and the Divine names from the Fifth Pentacle of Venus attributed to 

Netzach (depicted in Figure 31).  According to Mathers, the Fifth Pentacle of Venus is 

employed in ritual to manifest love in those to whom it is shown (Mathers, 1889/1976, p. 75).  

He affirms that at the top and bottom of the central square are the names Elohim (aleph/1 - 

lamed/3 - hey/5 - yod/1 - mem/4) and El Gebil (aleph/1 - lamed/3 - gimel/3 - bet/2 - yod/1 - 

lamed/3) respectively.  The numerical series derived from these names is 1,2,3,4,5: 

 

 

 
The two names on the right and left sides are written in letters from a variety of magical 

alphabets (Passing of the River, Malachim, Chaldean, Celestial) and are difficult to decipher 

as some are written upside down and appear intentionally distorted with the use of letters 

from multiple magical alphabets (see Appendix X).  Such “tampering” over time is 

considered to indicate the pentacle’s ability to manifest very powerful forces.  It is unknown 

whether one of these letters in the “distorted” words would be representative of Hod’s 

sephirotic number (8) but the presence of Elohim as the top Divine name in the central square 

and as the full numerical transliteration of Mallarmé, correlates the pentacle with his name, in 

view of Netzach’s presence in his Qabalistic signature.  The versicle located on the outer ring 

of the pentacle is taken from Psalm xxii. 14 and states, “My heart is like wax, it is melted in 

the midst of my bowels” (Mathers, 1889/1976, p. 75).   

 Referring again to the table of Qabalistic statistics, the sacred Tetragrammaton 

(YHVH 1565) emerges in the number of letter characters method: 6 (15).  Symbolically, 

Mallarmé’s dedication to Debussy (seen below) reflects the Tetragrammaton in both its 
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number of words - 6 (15) - and the gematria value - 6 (15) - derived from reducing the 

reduced value of each line: 

 
 Sylvain d’haleine première    = 81 reducing to 9 
 Si ta flûte a réussi     = 56 reducing to 2 
 Ouïs toute la lumière    = 73 reducing to 1 
 Qu’y soufflera Debussy      = 75 reducing to 3 
 (in Lloyd, 2005a, p. 155)               Gematria sum:                6 (15) 
       

Section Summary 

Mallarmé's Qabalistic signature is dominated by Netzach, Yesod, and Chesed with 

secondary consideration given to Tiferet and Hod.  Yesod emerges with its Divine name, 

Shaddai El Chai, and Angelic choir, Kerubim, in addition to the reiteration of its sephirotic 

number (9).  The marked significance of Netzach is found in Mallarmé’s name that reveals 

YHVH Tzabaoth, Elohim, and the Fifth Pentacle of Venus.  Tiferet’s name is conveyed in the 

tetractys calculations and suggested by Divine names whose name numbers reduce to 6, its 

sephirotic number, while the number of Hod additionally emerges in the analysis. 

 These findings indicate a spiritual foundation (Yesod) through knowledge of eternal 

concepts (Netzach), beauty, and truth (Tiferet) as integral to Mallarmé’s Qabalistic signature, 

with an emphasis on love through Chesed’s influence and the Fifth Pentacle of Venus, the 

planet also associated with sexual energy and pleasure, reflected in the 35th Divine name.  

Additional Divine names convey the wisdom to keep one’s direction, seeing the 

consequences of impulsive behaviour, and eliminating negative thoughts. 

 The following section will measure Mallarmé's signature against the work’s title in 

order to examine possible synchronicities and symbolic relationships that might be used to 

interpret L'après-midi d'un faune.  Given Mallarmé’s preference for structural mathematics, it 

will further examine the first edition’s title page to see how it might manifest a Qabalistic 

design among its format and words. 

Determining the Qabalistic Statistics and Signature for the Title L'après-midi d'un faune 

Qabalistic analysis of the title L'après-midi d'un faune reveals the number 9, 

signifying Yesod, for both the gematria and atbash reduced numbers that echo Mallarmé’s 

results for these methods, its sephirotic number repeated three times in the overall reduced 

series (see Appendix Y for full Qabalistic statistics).  The remaining overall reduced numbers 
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– 6,6,3 – convey the 43rd Divine name (vav/6 – vav/6 – lamed/3) signifying “Elevation of 

spiritual over physical controls destiny” whose name number reduces to 7, the number of 

Netzach.  Both Yesod and Netzach are dominating sephiroth in Mallarmé’s Qabalistic 

signature.  The series associated with the 43rd Divine name is reiterated in L'après-midi d'un 

faune’s initials reduced number and ordinal sum – 6 (33) – and in the combined total’s 

number of letter characters sum for Stéphane Mallarmé and L'après-midi d'un faune that also 

reveals 6 (33) (see Appendix Z).  These indicate that a dominant theme of the poem is 

associated with the development of a spiritual foundation (Yesod) and eternal knowledge 

(Netzach) associated with elevating one’s spiritual consciousness above physical limitations.  

The title’s initials reduced number and sum – 6 (15) – reiterate Mallarmé’s number of letters 

- 6 (15) - and convey the Tetragrammaton (YHVH 1565).  The emergence of Tiferet’s 

number 6 reveals its theme of beauty and truth as an additional Qabalistic theme in the work.  

 Symbolic correlations and Qabalistic attributions are found within the numerical 

transliteration of L'après-midi d'un faune.  Firstly, the numerical series used to spell L'après-

midi contains the same series associated with the spelling of Stéphane Mallarmé: 1,2,3,4,5,8.  

The series correlating with d’un (4,5,6) spells Hod (hey/5 – vav/6 – dalet/4) while the 

numerical transliteration of faune – 8,1,6,5,5 - contains both Hod’s sephirotic number (8) and 

the Tetragrammaton (YHVH 1565).  This is echoed in the initials reduced number and sum - 

6 (15) - that reflect Mallarmé’s number of letter characters: 6 (15).  This emphasizes the 

splendour of Hod’s perfect consciousness coupled with God’s Divine energy as integral to 

the thematic landscape of the poem.   

 The title’s reduced and ordinal gematria sums - (72)(180) – convey both Netzach (7) 

and Hod’s (8) sephirotic numbers permuting the 7th Divine name (aleph/1 – kaf/2 – aleph/1) 

that signifies “Bringing order to life by connecting to the soul”, and whose number echoes 

the seventh sephira.  Similarly, the tetractys horizontal and vertical results – (H - 87/1842)(V 

- 87/1842) – contain the numbers of Netzach and Hod in addition to the numerical spelling of 

Tiferet (48124) reflected in  Mallarmé’s tetractys results.  The significance of Netzach and 

Hod is emphasized further in the combined total calculations for Stéphane Mallarmé and 

L'après-midi d'un faune whose overall reduced number series – 1,2,4,6,9,9 –conveys the 

Divine army, Tzabaoth (tzadik/9 – bet/2 – aleph/1 – vav/6 – tav/4) attributed to each.  

L'après-midi d'un faune’s bilateral results contain Yesod's Divine name, Shaddai El Chai 

(3411381), found in the transliteration of Mallarmé’s name, with the addition of the 

sephirotic numbers of Tiferet (6) and Netzach (7), both significant to the poet’s Qabalistic 

signature. 
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To summarize, analysis of the work’s title reveals a dominant presence of Netzach 

and Yesod, with an emphasis on the former, highlighting knowledge of eternal concepts and 

the development of a spiritual foundation, and reflecting Mallarmé’s Qabalistic signature.  

Tiferet and Hod are also present in the statistics indicating Divine beauty and perfect 

consciousness as further underlying themes in L'après-midi d'un faune.  Aligning with the 

poem's thematic content, it is worth noting that Netzach is the sphere "in which the goddesses 

of love” - Venus, Hathor, Radha, and Aphrodite - “delight in the joy of lovers; the 

atmosphere is light, sparky, and, of course, erotic" (Trobe, 2001, p. 117).  Divine names that 

emerge are associated with elevating one’s spiritual self over physical limitations and 

bringing order to life by connecting to the soul.  This indicates a Qabalistic objective of 

L'après-midi d'un faune as corresponding with staying true to the spiritual aspect of one’s 

life.  The sephiroth that are conveyed support this objective as Tiferet reflects truth, Yesod 

signifies the development of a spiritual foundation, and Hod symbolizes perfect 

consciousness. Correlating Mallarme’s poem with these findings, it is important to note that 

Netzach, is the “celestial garden” and "faery sphere" (Trobe, 2001, p. 105).  It is the home of 

the faun and “satyrs whose lifeblood is sexual pleasure, music, and revelry" (Trobe, 2001, p. 

117).  Netzach’s prevalence throughout the statistics and the presence of the Tetragrammaton 

provide a mark of Mallarmé’s signature and an indication that there is both a Divine aspect to 

the poem’s faune and a facet that requires the transcendence of its spiritual consciousness 

above its physical Self.  

Determining the Qabalistic Statistics and Signature for the Poem L'après-midi d'un 

faune  

The poem L'après-midi d'un faune is narrated by the faune who tells of a sexual 

encounter in which he attempts to possess two nymphs, though he is uncertain as to whether 

this actually took place or if his recollection is a dream (see Appendix AA).  Throughout 

L'après-midi d'un faune, the faune’s “attention vacillates between the real (or natural) world 

and the dream world of his fantasies” (Shaw, 2010, p. 127). 

 A symbolic aspect of the first page of the first edition of L'après-midi d'un faune 

(see Figure 32) occurs with the title, LE FAVNE, that creates a series of statistics, following 

application of the Qabalistic methods, that supports previous readings.  For example, the 

gematria value of LE FAVNE - 6 (33) - conveys the numerical series correlating with the 43rd 

Divine name signifying “Elevation of spiritual over physical controls destiny” seen 
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throughout the analysis, and whose name number reduces to 7, the number of Netzach, and 

letter characters belonging to this title (7).   

 

 

 

Word Gematria and Thematic Analysis 

Table 62 contains the gematria value for each of L'après-midi d'un faune’s five 

sections, following the transliteration and calculation of each word for each line of the poem 

(see Appendix BB for full calculations).  The gematria sum for the whole poem is conveyed 

as the tetractys calculation accompanied by its bilateral sum.   
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Section Analysis 

Arthur Wenk affirms L'après-midi d'un faune contains three verses, with the addition 

of an introduction and conclusion, thus, five sections in all (1976, p. 161).  Traditionally, the 

poem is considered to contain 110 lines.  This includes interpreting lines whose text is 

divided across two lines, as one, seen in the example below:  

 

Let us reflect ...  
 or if the women you describe 
 

However, this interpretation does not include the many number of lines that are left blank.   

From a Qabalistic perspective, taking into consideration all symbolic aspects of 

structure and format, there are 116 lines that contain poetic text including those lines whose 

text is divided across two lines.  The copy of the 1876 first edition of L'après-midi d'un faune 

(with illustrations by Édouard Manet) held at the Bibliothèque nationale de France reveals 27 

blank lines in the poem placed at various points throughout the text, whose number reduces 

to 9, the number of Yesod.  Adding the number of blank lines (27) to the lines of text (116), 

the complete sum for all lines of the poem is 143 whose number reduces to 8.  This sum 

contains the series 1,3,4,8, that spells Yesod’s Divine name, Shaddai El Chai (3411381), a 

mark of Mallarmé’s Qabalistic signature reiterated throughout the analysis.   

Section 1: Lines 1 – 7 (Introduction). 

 The word gematria sum for the first section - 9 (18)(117) - reflects Yesod’s number 

(9) and Mallarmé’s bilateral reduced number and sum – 8 (170) -  that is, the series 

correlating with the sacred Tetragrammaton (YHVH) gematria reduced sum: 8 (17).  The 

Divine aspect of the poem’s nymphs is suggested by Robert Cohn who describes the opening 

line as reflecting “the joint possibilities of procreation and creation; to perpetuate in the flesh 

or in the spirit” (Cohn, 1965, p. 13).  The nymphs are conveyed spiritually illuminated as “So 

bright” and “hovers in the air”, with Yesod, the realm of dreams (Ho, 2013, p. 73) referenced 

in the final line of the section: 

 
LE FAVNE     THE FAUN 
Ces nymphes, je les veux perpétuer.   Those nymphs, I want to perpetuate them. 
      Si clair,      So bright, 
Leur incarnat léger, qu’il voltige dans l’air  Their light rosy flesh, that it hovers in the air 
Assoupi de sommeils touffus.   Drowsy with tangled slumbers. 
Aimai-je un rêve?    Did I love a dream? 
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Section 2: Lines 8 – 55. 

 The word gematria sum for the second section - 6 (222)(1527) - conveys ervah 

(ayin/7 - resh/2 - vav/6 - hey/5) the Hebrew word for nakedness/sex, the Tetragrammaton 

(YHVH 1565), and the 9th Divine name (571) symbolizing “Angelic influences”. This alludes 

to an Angelic and Divine aspect to the faune’s sexual encounter.  Tiferet, the sixth sephira 

and “Crown of Beauty” (Swart, 2011, p. 53), is referenced in both the gematria reduced 

number (6) and in the poem’s “crowned”: 

 
Mon doute, amas de nuit ancienne, s’achève  My doubt, hoard of ancient night, is crowned 
En maint rameau subtil, qui, demeuré les   In many a subtle branch, which, remaining the 
  vrais              true 
Bois mêmes, prouve, hélas! que bien seul   Woods themselves, proves, alas! that alone  
  je m’offrais        I offered 
Pour triomphe la faute idéale de roses.  Myself as a triumph the perfect sin of roses. 
 

As the faune doubts the validity of his memory of the nymphs, the Tree of Life is intimated 

through “subtle branch” and “woods”, with Tiferet’s attribute of truth, revealing his 

encounter to be “remaining the true”.  Netzach, home of the faune and symbolizing 

“Victory”, is referenced by his “triumph”.  Netzach is further suggested through its negative 

traits of selfish gratification and lust (Goddard, 1999) as the “perfect sin of roses” with its 

flower symbol, the rose (Bonner, 2002, p. 151), acting as a metaphor for the nymphs.    

 In the Qabalah, the rose is also used in reference to Shekinah, the “Divine feminine” 

represented by Binah (The Divine Mother) in the Upper World and reflected in Malkuth in 

the Lower World.  Arthur Edward Waite asserts that God created Shekinah with Loving-

kindness “in the spirit of Chesed” (1891/2007, p. 607).  Shekinah is present in a man when he 

unites with a woman through sexual intercourse (González-Wippler, 1987, p. 57), with sex 

viewed as a “mystical experience of meeting with God” as outlined in The Holy 

Letter (written by Moses ben Nahman in the 13th century) (DeFranza, 2015, p. 214).  At the 

time of sexual intercourse, man is said to be between two females; one on the physical plane 

and the other on the spiritual, with Shekinah standing over blessing them (Hoffman, 2007, p. 

19).  The following lines defining the two nymphs alludes to this metaphor, with the first 

nymph mentioned reflecting Chesed’s colour “blue” and its attribute of righteousness, a 

precursor to chastity (“chaste”): 
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Réfléchissons…     Let us reflect ...   
 ou si les femmes dont tu gloses   or if the women you describe 
Figurent un souhait de tes sens fabuleux!  Represent a desire of your fabulous senses! 
Faune, l’illusion s’échappe des yeux bleus  Faun, the illusion flows from the cold blue eyes 
Et froids, comme une source en pleurs, de l   Of the most chaste [nymph] like a spring of 
tears: 
  a plus chaste: 
Mais, l’autre tout soupirs, dis-tu qu’elle contraste But the other [nymph], all sighs, do you say she  
          contrasts 
Comme brise du jour chaude dans ta toison?  Like the warm day's breeze in your fleece? 
 
 
The second “other [nymph], all sighs” reveals its “warm” willingness to engage sexually with 

the faune, reflecting ervah found in the section’s gematria calculations.  This nymph could be 

considered the aspect of Shekinah in the physical world of Malkuth (the tenth sephira) 

referred to as the Bride (Bonner, 2002, p. 181).  This interpretation incorporating Malkuth, 

the sephira meaning “Kingship/Kingdom” on the Tree of Life, is supported by the poem’s 

“fleece”, echoing the Golden Fleece, a Greek winged ram with a gold fleece symbolizing 

kingship and authority (Sabatier, 2016).  The faune’s Chesed/Malkuth interpretation of the 

two nymphs reflects David Code’s assertion in his article, ‘The Formal Rhythms of 

Mallarmé’s Faun’ (2004) of “the mind-body duality [the faune] experiences in his pursuit of 

[the] nymphs” (p. 76).  Mary Lewis Shaw, in Performance in the Texts of Mallarmé: The 

Passage from Art to Ritual (2010), further asserts that the problem of duality is central to the 

thematics of the faune as a reflection of the “discord of the mind and body within the self” 

(Shaw, 2010, p. 128).   

 
Que non! par l’immobile et lasse pamoison  But no! through the still and weary rapture 
Suffoquant de chaleurs le matin frais s’il lutte, Stifling the cool morning with heat should it  
           struggle, 
Ne murmure point d’eau que ne verse ma flûte No water murmurs [sound] unless poured by my  
          flute 
Au bosquet arrosé d’accords; et le seul vent  On the thicket sprinkled with melody; and the 
Hors des deux tuyaux prompt à s’exhaler avant Only wind, quick to escape the twin pipes before 
Qu’il disperse le son dans une pluie aride,  Scattering the sound in an arid rain, is, 
C’est, à l’horizon pas remué d’une ride,  On the smooth untroubled surface of the horizon, 
Le visible et serein souffle artificiel   The visible and serene artificial breath 
De l’inspiration, qui regagne le ciel.  Of inspiration returning to the sky. 
 

Code further affirms “Que non!” acts as the faune’s recognition of the “metaphorical 

deceptions” of his own performance (Code, 2004, pp. 86-87).  Richard Goodkin, in his 

article, ‘Zeno's Paradox: Mallarmé, Valéry, and the Symbolist Movement’ (1988), claims 

“the two nymphs are described in terms which evoke the morning for one, the afternoon for 
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the other” (p. 136); the “coolness” of the “chaste” nymph initiating “the movement of escape 

which the two nymphs execute at the height of the faun’s pleasure” (Goodkin, 1988, p. 137).   

 Qabalistically, this associates the nymphs with Chesed for the morning and Malkuth 

for the afternoon and symbolizes the former’s elusiveness caused by its righteousness.  

Tiferet, reflected as the section’s gematria reduced number, reappears with its symbol, the 

wind (Yochai, 2003, p. 210), reflected in “Only wind, quick to escape”.  This conveys the 

absence of Tiferet’s spiritual beauty in the faune’s sexual encounter with the nymphs and 

suggests an immoral aspect associated with his intentions.  However, the faune’s spiritual 

world (“horizon”) becomes “visible” with the “breath of inspiration returning to the sky”, 

reflecting both the “upper reaches of [his] imagination from which the search for sensuous 

substances began” (Code, 2004, p. 87) and the Heavenly origin of Shekinah.  

 
O bords siciliens d’un calme marécage  O Sicilian shores of a calm marshland 
Qu’à l’envi des soleils ma vanité saccage,  That rivalling suns my vanity plunders,  
Tacites sous les fleurs d’étincelles, CONTEZ Silent beneath the shower of glittering lights,  
        TELL 
 

Cohn argues that the “Sicilian” landscape indicates the “vestige of Theocritus, the ancient 

practitioner par excellence of pastoral poetry” (Cohn, 2008, p. 19).  Tiferet is reiterated again 

through “suns” reflecting its planet, the Sun, and emphasized by the faune’s “desire for truth” 

(Cohn, 2008, p. 19) by his declaration, “TELL”. 

 
Que je coupais ici les creux roseaux domptés That here I was cutting the hollow reeds tamed 
Par le talent; quand, sur l’or glauque de lointaines By talent; when, upon the gold-green haze of  
          distant 
Verdures dédiant leur vigne à des fontaines,  Verdures offering up their vine to fountains, 
Ondoie une blancheur animale au repos:  An animal whiteness ripples to rest: and that 
Et qu’au prélude lent où naissent les pipeaux, At the slow prelude in which the pipes are born 
Ce vol de cygnes, non! de naïades se sauve  This flock of swans, no! of naiads flees 
Ou plonge…      Or dives ... 
 
 
The italic font indicates the faune’s delicately expressed memory as the faune recalls his 

encounter with the nymphs.  Both Cohn and Code claim “reeds tamed by talent” refers to the 

Pan-Syrinx myth:  

 

Pan [the pastoral God of Fertility] chased the nymph Syrinx to the water’s 
 edge, where the water nymphs ‘saved’ her by turning her into a stand of reeds, from 
which Pan constructed the pipes he played to compensate for thwarted desire. (Code, 
2004, p.84)   
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Corresponding with the prevalent sephiroth of the analysis, the colour gold associated with 

Tiferet (“Beauty”) and green with Netzach (“Eternity”), is referenced in the poem’s “when, 

upon the gold-green haze”.  This could be interpreted as the faune’s confusion regarding 

spiritual truth and beauty (“gold”, “haze”) in relation to sexual knowledge (Netzach).  His 

turmoil appears as a reflection of his inability to experience Shekinah in Malkuth (“distant 

verdures”), whose beauty - “offering up their vines” - (vines are a symbol of Tiferet) was 

sacrificed (“offering up”) to the physical gratification of his genitals (“fountains” associated 

with the phallic symbol of Yesod and its anatomical symbols, the sex organs).  The faune’s 

desire surges for the “swans”, the “higher feminine principle” of Netzach (Knight, 2002, p. 

26), but they escape as the nymphs escaped Pan (“in which the pipes [were] born”).  This 

interpretation supports the dominant sephiroth associated with Qabalistic signatures 

correlating with the poem’s title and word gematria.   

 
 Inerte, tout brûle dans l’heure fauve   Motionless, everything burns in the 
           tawny hour 
Sans marquer par quel art ensemble détala  Without revealing by what art together they fled  
          [the nymphs] 
Trop d’hymen souhaité de qui cherche le la:  Too much hymen [with the nymphs] desired by 
           one seeking the perfect note: 
Alors m’éveillerais-je à la ferveur première,  Then shall I rouse myself to the first fervour, 
Droit et seul, sous un flot antique de lumière, Upright and alone, under an ancient stream of  
          light, 
Lys! et l’un de vous tous pour l’ingénuité.  Lilies! and in my innocence I am one with you.  
 

Having “too much hymen” with the nymphs indicates the faun’s loss of reality due to 

the “excessiveness of his desire” (Cohn, 2008, p. 20).  The nymphs have fled leaving him 

“upright and alone” and suffering “acute erotic tension” (Cohn, 2008, p. 20).  But the 

“ancient stream of light” provides him a vision of Shekinah (“Lilies!”).  Prior to the sexual 

union between a man and woman, Shekinah is symbolized by the rose - seen in the second 

section of the poem (“roses”) - and after intercourse, its symbol is the lily (Kann, 2006, p. 

111).  The faune expresses his pure and genuine desire (“in my innocence”) to experience 

Shekinah (“I am one with you”) and marks the emergence of the eighth sephira Hod, the 

symbol of perfect consciousness whose attributes are innocence and purity.  Notably, Hod’s 

sephirotic number (8) is the reduced gematria number for the following section and its 

introduction here foreshadows the Qabalistic theme of section three. 

 
Autre que ce doux rien par leur lèvre ébruité, Other than this sweet nothing conveyed by their  
          lip, 
Le baiser, qui tout bas des perfides assure,  [Their] kiss that so softly assures treachery, 
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Mon sein, vierge de preuve, atteste une morsure My breast, virgin of proof, bears witness 
Mystérieuse, due à quelque auguste dent;  To a mysterious wound from some sacred tooth; 
 

The faune declares the nymphs misleading (“sweet nothing”) and deceitful with 

“[Their] kiss that so softly assures treachery”.  A further symbol of Tiferet is reflected in “My 

breast” as the breast and chest area correlate with the sixth sephira (Magid, 2008, p. 28).  For 

Cohn, the “mysterious wound” refers to the faune’s “guilt” and “prick of conscience” (Cohn, 

1965, p. 21), a result of his aggressive sexual prowess.  In the Qabalah, the tooth is the 

symbol for the path of [the letter] shin connecting Malkuth to Hod on the Tree of Life.  Thus, 

the faune’s “mysterious wound from some sacred tooth” could be interpreted as the faune’s 

retrospective guilt and regret for having succumbed to the lower base urges of Malkuth.  

Reference to the path of shin confirms a sephirotic shift towards Hod is soon to occur.  The 

emergence of Tiferet’s truth as the faune’s “virgin of proof” bearing “witness” additionally 

suggests that while he feels guilt and regret, he also perceives himself to be a victim caused 

by the nymphs’ rejection of him; a further sign of his dualistic nature, as both antagonist and 

protagonist.   

Section 3: Lines 56 – 79. 

 The full gematria calculations for the third section- 8 (125)(773) - convey the 

spelling of Shekinah (shin/3 - kaf/2 - yod/1 - nun/5 - hey/5) with the numbers of Netzach (7) 

and Hod (8), reiterating previous findings.  Hod’s presence as the gematria reduced number 

indicates a positive turning point, conveyed by the faune’s resolute, “But let it pass!” in the 

section’s first line: 

  
Mais, bast! arcane tel élut pour confident  But let it pass! a certain secret chose as confidant 
Le jonc vaste et jumeau dont sous l’azur on joue: The great twin reed we play beneath the azure  
            sky: 
Qui, détournant à soi le trouble de la joue,   Which, diverting the cheek's emotion to itself, 
Rêve, en un long solo, que nous amusions  Dreams, in a long solo, that we seduced 
La beauté d’alentour par des confusions  The beauty that surrounds us by false confusions  
Fausses entre elle-même et notre chant crédule; Between itself and our credulous song; 
Et de faire aussi haut que l’amour se module  And, as high as love is sung, of making 
Évanouir du songe ordinaire de dos   A sonorous, empty, monotonous line 
Ou de flanc pur suivis avec mes regards clos, Fade from the familiar dream of the back 
Une sonore, vaine et monotone ligne.  Or purest flank that I follow with closed eyes. 
 

From a Qabalistic perspective, the third section conveys the dichotomy that is the faune’s 

character and his move toward Hod’s perfect consciousness.  On the one hand, he longs to be 

consumed by the Shekinah and the loving-kindness and beauty of Chesed and Tiferet as seen 
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in the previous section, and on the other, his selfish sexual desires, as a reflection of 

Netzach’s negative traits, contaminate the actualization of its manifestation.  The faune finds 

distraction for his troubles through music.  Musical metaphor dominates the poetic text: “the 

great twin reed we play … a long solo … our credulous song … as love is sung … a 

sonorous, empty, monotonous line”.  The playing of the “twin reed beneath the azure sky” 

references Chesed whose colour is azure blue (Bonner, 2002, p. 116).  Netzach is suggested 

by “purest flank that I follow with closed eyes” symbolizing ervah (nakedness) and aligning 

with the archetypal image of Netzach as a “beautiful naked young woman”, a goddess of 

"love pleasure [and] sensuality" (Penczak, 2007b, p. 268).  This further corresponds with the 

third section’s structural format associated with the lines of the poem that spells ervah, 

discussed previously.   

 Anthony Zielonka acknowledges that “the idea of uniting poetry and music 

fascinated Mallarmé” and considers that “in many ways, his poetry aspires to become music” 

(2000, p. 17).  Qabalists draw inspiration for the Shekinah from the Song of Songs (Song of 

Solomon), a collection of “passionate love poetry” comprised of “a single poem composed of 

many poems” (Longman, 2001, pp. 87-88) found in the last section of Hebrew scripture, a 

focus of study for Mallarmé.  The Song of Songs is a “celebration of sexual love as a 

transcendent human experience” (Johnson, 2007, p. ix).  Given this, the thematic correlations 

between the Song of Songs and L'après-midi d'un faune are perceptible.  An obvious parallel 

occurs in a line in the Song of Songs that reads, “Your two breasts are like two fawns” (Hunt, 

2008, p. 154).  The correlation between Song of Songs and L'après-midi d'un faune is 

emphasized by the presence of words that exist in the poetic text of both.  They are “love”, 

“rose”, “lily”, “wood”, “kisses”, “crowned”, “shadow”, “wine”, “flower”, “pomegranate”, 

“fountain”, “water”, “rain”, “wind”, “wood”, “desire”, “women”, “soul”, “breast”, “fruit”, 

“eyes”, “sun”, “heart”, “noon”, “night”, “perfume”, and “gold.”  Thus, Mallarmé’s union of 

poetry with music could be interpreted as a reflection of exploring Shekinah through the 

template of the Song of Songs.  Correspondingly, George Stade, in European Writers: The 

Romantic Century (1989), refers to L'après-midi d'un faune as an “erotic meditation [that] 

reads like an epistemologist's Song of Songs” (p. 1583). 

 The Song of Songs was “the subject of literary and historical-critical analysis” during 

the 19th century (DelCogliano, 2012, p. 60).  Gustave Moreau, Debussy’s favourite painter and 

frequenter to Bailly’s Librairie de l'Art indépendant, who lived in the same neighbourhood as 

Mallarmé, produced a painting titled Song of Songs in 1893 (see Figure 33): 
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Tâche donc, instrument des fuites, ô maligne  Try then, instrument of flight, o wicked Syrinx, 
Syrinx, de refleurir aux lacs où tu m’attends!  To flower again on the lakes where you await 
         me! 
 
In a fitful turn, the faune demands Syrinx, a follower of Artemis, the Goddess of Chastity 

(Shea & Whitla, 2014, p. 828), to meet him for a sexual encounter (“flower again”).  

 
Moi, de ma rumeur fier, je vais parler longtemps I, proud of my murmurings, will speak long 
Des déesses; et, par d’idolâtres peintures,  Of the goddesses; and in idolatrous paintings 
A leur ombre enlever encore des ceintures:  Lift yet more girdles from their shadow: 
 
 

He then decides to set aside the flute - the means by which he has escaped reality (through 

music) - and solve his problems using his voice.  He arrives at the understanding that he has 

painted the nymphs in an immoral and depraved light, denying them of their sacred feminine; 

as “their shadow” of the Divine.  This awareness signals further the faune’s progression 

towards Hod’s perfect consciousness.   
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Ainsi, quand des raisins j’ai sucé la clarté,  So, when I have sucked the brightness of the  
          grape, 
Pour bannir un regret par ma feinte écarté,  To banish a regret brushed aside by my pretence, 
Rieur, j’élève au ciel d’été la grappe vide  Laughing, I raise the hollow cluster to the   
          summer sky 
Et, soufflant dans ses peaux lumineuses, avide And, blowing lightly into the luminous skins,  
         thirsting 
D’ivresse, jusqu’au soir je regarde au travers. For intoxication, gaze through it until evening. 
 

With the “grape” as Tiferet’s symbol (Hieronimus, 2008), the faune draws from it, its beauty 

and truth (“brightness”).  Filled with Tiferet and feeling morally regenerated “to banish a 

regret” and set aside his “pretence”, the faune thirsts for the “intoxication” and flow of Binah 

to Shekinah, the former (Binah) a symbol of wine (Chanan, 2004, p. 484).  

Section 4: Lines 80 – 139.  

 The gematria value for the fourth section - 9 (234)(1863) - echoes the combined 

total gematria sum for Stéphane Mallarmé and L'après-midi d'un faune - 9 (126)(342) - that 

reflects the 35th Divine name signifying “Sexual energy” and the word debash (423) with the 

only difference being the number 8 signifying Hod.  To reiterate, debash, meaning bee honey, 

was first found as the poem’s tetractys ordinal sum (4320) and correlates with Venus as bees 

are associated with her.  The gematria ordinal value - 1863 - reflects the 17th Divine name 

(vav/6 - aleph/1 - lamed/3) signifying the “Great escape” meaning “removing ego”, whose 

number reduces to 8, the number of Hod, emphasized by the number 8 in the sum.  This name 

thematically aligns with the faune’s moral misdemeanour in regard to his sexual encounter 

with the nymphs.  It reflects his need to develop spiritually through Yesod, found as the 

section’s gematria reduced number toward Hod’s perfect consciousness (also referenced in 

the calculations).   

     
O nymphes, regonflons des SOUVENIRS divers. O nymphs, let us breathe new life into some  

           MEMORIES. 

 

Notable is Mallarmé’s symbolic capitalization of two words in L'après-midi d'un faune: 

“CONTEZ” and “SOUVENIRS”.  Located in the second and fourth sections respectively, 

their significance is revealed by their gematria values that are identical for each word: 1 (37).  

These numbers reflect the 13th Divine name (yod/1 - zayin/7 - lamed/3) signifying “Heaven 

on Earth” whose name number reduces to 4, the sephirotic number of Chesed, a prevalent 

theme throughout the analysis of the poem.  This Divine name reflects the Shekinah 
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principle: The Divine presence of God in Man.  Qabalistically, Code claims that the 

capitalization of SOUVENIRS, like its earlier CONTEZ, acts as an “invocation, a 

summoning of the world through speech” (Code, 2004, p. 94).   

 
Mon œil, trouant les joncs, dardait chaque encolure My eye, piercing the reeds, darted upon each 
Immortelle, qui noie en l’onde sa brûlure  Immortal neck that drowns its burning in the  
          wave 
Avec un cri de rage au ciel de la forêt;  With a cry of rage to the forest sky; 
Et le splendide bain de cheveux disparaît  And the splendid bath of hair disappears 
Dans les clartés et les frissons, ô pierreries!  In the lights and shiverings, o precious stones! 
 

Once again, the italics refer to a memory in which the faune attempts to reconcile his 

encounter with the nymphs.  The poetic text references again the primitive urges of Malkuth 

(“forest”) and the faune’s inability to receive the Divine presence before the nymphs escape.  

The “lights” and “precious stones” reflected on the water convey the splendour of Hod’s 

perfect consciousness he experiences as he moves toward Tiferet’s truth. 

 
J’accours; quand, à mes pieds, s’entrejoignent  I rush forward; when, at my feet, are joined      
  (meurtries       (bruised 
De la langueur goûtée à ce mal d’être deux)  By the languor tasted in this evil duality) 
Des dormeuses parmi leurs seuls bras hazardeux: Sleeping girls in solitary unconscious embrace; 
Je les ravis, sans les désenlacer, et vole   I carry them off, without untangling them, and fly 
A ce massif, haï par l’ombrage frivole,  To this grove, shunned by the frivolous shade, 
De roses tarissant tout parfum au soleil,  Where the sun drains every perfume from the  
          roses, 
Où notre ébat au jour consumé soit pareil.  And our sport may consume itself like the day. 
 

The faune is reminded of his “evil duality” by seeking the Divine presence of 

Shekinah through immoral intentions and sexually illicit means.  Tiferet, signified by the 

“sun”, emerges again, this time with Yesod’s symbol of “perfume”, and the chief symbol of 

Netzach, the rose, the latter two referenced in the section’s gematria calculations.  From a 

Qabalistic perspective, this line could read, “Where the truth (Tiferet) drains every illusion 

(Yesod) from the faune’s encounter with the nymphs (Netzach)”.  From this, their encounter 

disappears (“consumes itself”) and the faune is morally reborn “like the day”, and the 

reflection comes to a close. 

 
Je t’adore, courroux des vierges, ô délice  I adore you, rage of virgins, o fierce 
Farouche du sacré fardeau nu qui se glisse,  Delight of the sacred naked weight slipping 
            away, 
Pour fuir ma lèvre en feu buvant, comme un éclair Fleeing my fiery lip as it drinks, like trembling 
Tressaille! la frayeur secrète de la chair:  Lightning! the secret terror of the flesh:  
Des pieds de l’inhumaine au cœur de la timide From the feet of the heartless to the heart of the 
Que délaisse à la fois une innocence, humide  Timid one, abandoned together by an innocence, 
De larmes folles ou de moins tristes vapeurs.  Moist with wild tears or less unhappy vapours. 
 



186 

The expression of love, “Je t’adore”, is the first time the faune speaks directly to the 

nymphs, though the oxymorons of “rage” and “fierce” follow his declaration.  His failure in 

experiencing Shekinah is conveyed by “the sacred naked weight slipping away”.  The faune 

attributes the “abandoned” perfect consciousness of Hod (“innocence”) as the reason 

Malkuth, a symbol for “feet”, is held accountable (Fortune, 2000).  However, he expresses a 

move toward Chesed’s loving-kindness (“heart”) and its association with the first nymph 

(“timid one”).   

 
Mon crime, c’est d’avoir, gai de vaincre ces peurs Glad to have conquered these treacherous fears,  
Traîtresses, divisé la touffe échevelée  My crime is to have divided the unruly tuft  
De baisers que les dieux gardaient si bien mêlée; Of kisses the gods kept so carefully mingled: 
Car, à peine j’allais cacher un rire ardent  After all, I would scarcely conceal an ardent  
          chuckle 
Sous les replis heureux d’une seule (gardant  Beneath the sinuous curves of a single girl 
            (holding 
Par un doigt simple, afin que sa candeur de plume With a mere finger, the naive, unblushing little  
          one, 
Se teignît à l’émoi de sa sœur qui s’allume,  So that her feathery whiteness might be tinted 
La petite, naïve et ne rougissant pas:)  By her sister's passion taking fire:) 
Que de mes bras, défaits par de vagues trépas, When from my arms, defeated by vague deaths, 
Cette proie, à jamais ingrate, se délivre  This eternally ungrateful prey frees herself 
Sans pitié du sanglot dont j’étais encore ivre. Not pitying the sob with which I still was drunk. 
 

The faune laments at his criminal act of love and failure to “alter the oxymoronic 

status of the object of his desire” (Shaw, 2010, p. 136).  This corresponds with his inability to 

conceive simultaneously the dream and the natural world; “the faune’s taking of one nymph 

implies his loss of the other, and he loses both by attempting to have both” (Shaw, 2010, p. 

136).  Qabalistically, this relates to his inability to experience the Divine presence of 

Shekinah as a result of his inertia, self-gratification, and selfish desire, associated with 

Malkuth and Netzach.  This correlates with the reiteration, throughout the Qabalistic analysis, 

of the 43rd Divine name signifying the “Elevation of the spiritual over physical limitations 

controls destiny” as a Qabalistic theme of the poem.     

 
Tant pis! vers le bonheur d’autres m’entraîneront Too bad! others will lead me to happiness 
Par leur tresse nouée aux cornes de mon front: By their tresses knotted to the horns upon my  
          brow: 
 

Spawned by his “failure to hold on to his dream” with the nymphs (Shaw, 2010, p. 

136), the faune expresses his desire to experience Shekinah with “others.”  This could be 

interpreted as a reference to Venus given the gematria calculations in which she is indicated 

by debash (bee honey).  An erotic image is conveyed by the “tresses knotted to the horns” as 
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“the hair is the ideal emanation of the woman’s sensuality” and “the horn is the sublimated 

(upper) male symbol” (Cohn, 1965, p. 28).   

Tu sais, ma passion, que, pourpre et déjà mûre, You, my passion, know that, purple and perfectly 
  ripe, 

Chaque grenade éclate et d’abeilles murmure; Every pomegranate bursts open and murmurs 
  with bees; 

Et notre sang, épris de qui le va saisir, And our blood, in love with whoever will seize 
  it, 

Coule pour tout l’essaim éternel du désir.  Flows for the whole eternal swarm of desire. 

The faune speaks directly to “You, my passion” as thematically, the poem “modulates 

into a heavier, swelling-to-bursting passionate key” (Cohn, 1965, p. 28).  As “passion” is a 

symbol of Netzach, this could be interpreted as the faune addressing Venus.  His expression 

of ownership as “my”, further suggests Venus as both the faune and the goddess belong to the 

same sephira.  This is reasonable to consider given the following “purple and perfectly ripe” 

pomegranate that “bursts open with bees”, as the etymology of the word Shekinah “stems 

from the conjunction of “she” and “kinah”, the latter of which refers to the colour purple” 

(Merrick, 2012, p. 6).  Moses De Leon, alleged author of the Zohar, is also known to have 

written the Sefer Ha-Rimmon (The Book of the Pomegranate) in which he equates the 

Shekinah with the pomegranate, and thus, Qabalists consider them to be symbolic of each 

other.  As the goddess of Netzach, Venus is further associated with “bees”, as previously 

mentioned.  Here, the faune surrenders to love “whoever will seize it”. The “eternal swarm of 

desire” reiterates the bees of Venus and Netzach’s theme of eternity and expresses the 

faune’s realization of his path to Shekinah. 

A l’heure où ce bois d’or et de cendres se teinte At the hour when this wood is tinged with gold 
  and ashes, 

Une fête s’exalte en la feuillée éteinte:  A divine celebration excites the dead leaves: 
Etna! c’est parmi toi visité de Vénus Etna! Venus herself walks among you 
Sur ta lave posant ses talons ingénus, Setting innocent heels upon your lava, 
Quand tonne un somme triste ou s’épuise la When a melancholy slumber rumbles and the 
  flame.    flame dies away. 
Je tiens la reine! I hold the queen! 

With “gold” as its metal, Tiferet’s beauty infuses the faune’s visionary encounter with 

Venus, his anticipation of Shekinah building to the volcanic intensity of “Etna”.  The 

inclusion of Tiferet supports Cohn’s assertion that “sexuality is often thought of by Mallarmé 

as sad, a premature loss of strength or of beauty” (1965, p. 29).  The faune’s elation declared 

as, “I hold the queen!” signals his experience of Binah (Queen of Heaven) through Shekinah.  

In this way, the faune has transcended his spiritual over his physical Self (43rd Divine name) 
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in order to experience the sacred feminine and establish a spiritual foundation (Yesod) and 

perfect consciousness (Hod).   

 However, even in this triumph, he is overcome by the duality of his nature, uncertain 

if he is still consumed by the “impurity of matter” (Goodrick-Clarke & Goodrick Clarke, 

2005, pp. 67-68) and destined for guilt and regret he laments:    

 
 O sûr châtiment…    O certain punishment ... 
 
But the answer arrives as “No” and in this way, his search for Shekinah through his vision of 

Venus succeeds to deliver his soul from the limitations of the physical world and develop a 

spiritual foundation through Yesod:  

 
  Non, mais l’âme     No, but the soul 
De paroles vacante et ce corps allourdi  Empty of words and this weighted body  
Tard succombent au fier silence de midi:  Succumb at last to the proud silence of noon: 
Sans plus il faut dormir en l’oubli du blasphème, Now we must sleep, forgetting blasphemy, 
Sur le sable altéré gisant et comme j’aime  Stretched out upon the parched sand and as it  
          pleases me 
Ouvrir ma bouche à l’astre efficace des vins!  To open my mouth to the fruitful star of wine! 
 
The faune’s “soul” is now at peace, exhausted from the events of the day, the “proud silence 

of noon” signalling completion.  The faune sleeps, releasing the guilt of his earlier 

misdemeanour with the nymphs in place of his victory having experienced Shekinah (Binah) 

through his visionary encounter with Venus.  This is affirmed by his celebratory drinking of 

the “fruitful star of wine!” as “the star is the manifested form of Binah”, the source of joy 

symbolized by wine (Ho, 2013, p. 377).   

Section 5: Lines 140 – 143 (Conclusion). 

 The concluding section of L'après-midi d'un faune contains only one line of poetic 

text whose gematria value is 4 (40) reflecting Chesed, the sephira of loving-kindness and 

mercy.  To reiterate, the numerical spelling of Chesed’s name (864) is found in the series 

associated with the gematria reduced number for each section of the poem - 4,6,8,9,9,9,9 - 

and as the gematria bilateral ordinal sum in exact form: (8640). 

 
Couple, adieu; je vais voir l’ombre que tu devins.  Couple, farewell; I go to see the shadow you  
          became. 
 

The truth has now been revealed to the faune and he is ready to farewell the nymphs 

(“Couple”) having reconciled their encounter within his psyche.  In this way, his final 
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(Netzach is the seventh sephira on the Tree of Life), and Elohim (13514) ,with the number of 

Yesod (9), a defining sephira throughout the analysis, also present:  

 
Table 64: 
 
Structural Statistics for the Italic Sections of L'après-midi d'un faune 

Italic section  Number of 
rows/lines 

including spaces 

Number of 
columns 

Number of 
words  

Number of 
letter characters  

Number of 
punctuation marks 

First letter 
of each line 

Word 
gematria  

1 7 5 4  7  
 

7 7  
 

7  
 

2 3  9  3  
 

3  
 

7  1  
 

7  
 

3  2 3  7  3  
 

5  6  
 

7  
 

Combined 
total 

3 8  5  4  1  5  3  

Overall Statistics for the Poem 

Table 65 sets out the statistics associated with the structural components of L'après-

midi d'un faune.  As previously discussed, the number of rows have been calculated to 

include the spaces, also acknowledging those lines where the text runs across two lines.  

Please note that regarding the number of letter characters, the poem’s œ in “œil” is interpreted 

as one letter character: 

 
Table 65: 
 
Structural Statistics for L'après-midi d'un faune 

Poem Number of 
sections/ 
verses 

Number of 
lines 
including 
spaces 

Number 
of 
columns 

Number of 
words 

Number of 
letter 

characters 

Number of 
punctuation 

marks 

First letter 
of each 

line 

Word gematria 
- tetractys and 
bilateral sums 

L'après-
midi d'un 
faune 

5 8  
(143) 

7  
(43) 

6  
(852) 

9  
(3870) 

7  
(142) 

1 (496) T – 9 
(639)(4320) 
B – 9 
(1278)(8640) 

 

 Markedly, the overall reduced number series – 1,5,6,7,7,8,9,9,9 - conveys the word 

faune (81655) permuting the numbers of Netzach (7) and Yesod (9), both of which are 

integral to the Qabalistic and thematic analysis of the poem.  Within this series are also the 

numerical spelling of Netzach's name (nun/5 – tzadik/9 – chet/8) and the 9th Divine name 

symbolizing “Angelic influences”, seen in the word gematria results for the poem’s second 

section.  As previously discussed, the number of lines – 8 (143) – represent Yesod’s Shaddai 

El Chai (3411381), while the series associated with its sephirotic name (146) is found in the 
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first letter of each line category – 1 (496) - permuting its sephirotic number 9.  As previously 

discussed, the tetractys reduced and ordinal sums - (639)(4320) - reflect debash (423) and 

Nogah (5635), the Hebrew words for bee honey and Venus.  The bilateral results - 9 

(1278)(8640) - spell Tzabaoth (92164) permuting the numbers of Netzach (7) and Hod (8).  

The number of columns convey the 4th Divine name signifying “Eliminating negative 

thoughts”, a mark of Mallarmé’s Qabalistic signature.   

Section Summary 

The analysis above suggests the presence of Mallarmé's Qabalistic signature in the 

poem’s text and structural statistics, namely the reflection of Netzach, Yesod, and Chesed.  

Hod and Tiferet both emerge in the poem’s signature and in the thematic content of its text.  

Numerous symbolic correlations occur between the thematic expression of the poem and its 

Qabalistic signature defined by the application of the methods.  The gematria sum of LE 

FAVNE reiterates the 43rd Divine name signifying “Elevation of spiritual over physical 

controls destiny” and marks it as a prominent theme of the poem.  The poem structure 

reiterates previous findings and the evocation of Shaddai El Chai and Netzach - a mark of 

Mallarmé’s Qabalistic signature - in addition to the 9th Divine name signifying “Angelic 

influences” and ervah, the Hebrew word for nakedness/sex.  Chesed (“Loving-kindness”) is 

the dominating sephira following the transliteration and gematria calculation of the poetic 

text, its name spelled in Mallarmé’s overall reduced number series.  Also revealed through 

this process is the 43rd Divine name, in addition to debash (bees) and Nogah (Venus), both 

mentioned in the poem and attributes of Netzach. 

 Gematria calculations for the first section convey the tetragrammaton with the 

number of Yesod suggesting the spiritual development of a Divine foundation an integral 

theme of the poem.  The two nymphs are painted as spiritual beings by the faune in an 

ethereal manner but as the poem’s second section develops, their duality is conveyed as a 

reflection of the faune’s dualistic nature as he is faced with the negative aspects of his 

character through them, namely the gratuitous and selfish facet of his sexual manner.  The 

gematria calculations reveal the 9th Divine name and the Tetragrammaton, indicating the 

influence of the Angelic and Divine realm, supported by the appearance of Tiferet as an 

illumination of beauty and truth.  Netzach, signifying “Victory” of the eternal over the 

physical, is conveyed through “triumph” and “roses”, its flower symbol.  The faune 

acknowledges the duality of his “perfect sin” with the nymphs who are a metaphor for 
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“roses” and his pursuit of the Shekinah (Divine feminine).  Chesed is reflected through the 

blue and “chaste” nymph, while Malkuth, the physical realm on the Tree of Life, is 

represented by the second nymph, “warm” and “all sighs”.  This conveys the “mind-body” 

duality of the faune, his intentions placed in both the experience of Shekinah and the lower 

world of sexual urges.  But he is aware of his self-deception as Chesed - the aspect through 

which Shekinah was made by God - initiates an escape just as the faune is at the height of 

pleasure.  This indicates his missed opportunity with Shekinah as a result of his lack of 

loving-kindness (Chesed) and the beauty and truth of Tiferet, who is “quick to escape”.   

 The introduction of the first of a series of efforts toward Hod’s perfect consciousness 

occurs as the faune’s “horizon” becomes “visible” as the “breath of inspiration” reminds him 

to elevate his spiritual self above his physical disposition.  From this recollection emerges a 

philosophical soliloquy in which the interpretation of the text from the perspective of 

Qabalistic symbolism alludes to the faune’s confession of his inability to experience 

Shekinah as his spiritual ontology was operating from base morality and sexual gratification.  

He receives a vision of Shekinah (“Lilies!”) from the “ancient stream of light” and he 

expresses his longing for “oneness” with the Divine feminine, reflecting a further move 

toward Hod’s perfect consciousness.  However, the faune digresses, succumbing to bitter 

resentment for the nymphs who he declares treacherous and misleading.  Coupled with his 

earlier expression of guilt and regret, he expresses a “mysterious wound” caused by his 

struggle with the duality of his role as both antagonist and protagonist. 

 The third section’s gematria calculations spell Shekinah with Hod as the reduced 

number signalling the faune’s move away from his negative consciousness toward the 

sublime, indicated by his declaration, “let it pass!” in the first line.  A distinct musical tone, 

reminiscent of the Song of Songs in its expression, saturates the imagery of the poetic text as 

he reflects and situates himself as accountable for the confusion and the fading of his dream 

with the Divine feminine.  He sets aside his flute and speaks of denying the nymphs of their 

sacred “shadow” of the Divine.  Feeling morally regenerated, he expresses his “thirst” to 

experience Binah through Shekinah heralding the progression of his spiritual awareness 

above his physical and reflecting the 43rd Divine name prevalent throughout the chapter’s 

analysis.   

 The fourth section’s gematria calculations reflect Venus and the Divine name 

associated with removing ego, signalling the redirection of the faune’s focus of desire toward 

Venus, the goddess of his sephira (Netzach).  The poetic text supports the removal of ego as 

the faune undergoes a phenomenological exploration of his “evil duality”, to arrive at a 
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degree of conscious reconciliation regarding his encounter with the nymphs.  The capitalized 

words “CONTEZ” and “SOUVENIRS” reveal their gematria values as the 13th Divine name 

signifying “Heaven on Earth”, a metaphor for the summoning of Shekinah through the 

poem’s invocation.   

Following further contemplation on the dual aspects of the faune’s nature reflecting 

negative traits of Netzach and Malkuth, namely inertia, selfish desire, and self-gratification, 

he expresses his desire to experience Shekinah through Venus.  This vision builds to a 

passionate climax with Qabalistic references associated with Venus (“pomegranate”, “bees”).  

Tiferet appears during his vision infusing its spiritual beauty into the encounter.  “I hold the 

queen!” signals the faune’s experience of Binah as the Queen of Heaven, through Shekinah.  

For a brief moment, he anticipates the “punishment” of guilt and regret felt previously with 

the nymphs, but he promptly realizes his spiritual being is now regenerated, his soul, now 

content, feeling the joy (“wine”) of Binah (“star”).  The poem ends in Chesed’s loving-

kindness as the faune benevolently farewells the nymphs, acknowledging their sacredness as 

a reflection of the Divine.    

Conclusion 

The Qabalistic analysis of statistics pertaining to Mallarmé's name determined that it 

was governed by Netzach, Yesod, Chesed, and the Fifth Pentacle of Venus, with secondary 

consideration given to Tiferet and Hod.  Notable significances occur with the complete 

gematria sum of his name that spells Netzach’s Divine name, YHVH Tzabaoth, and with his 

name’s Hebrew transliteration series that reveals its Angelic choir, Elohim, in addition to 

Yesod’s Shaddai El Chai and the Fifth Pentacle of Venus.  From a thematic perspective, the 

Divine names conveyed in Mallarmé's signature allude to spiritual cleansing, eliminating 

negative thoughts, sexual energy, all of which reflect sephiroth previously mentioned through 

their reduced name numbers.  A further Qabalistic attribution of Mallarmé’s name is revealed 

in the number of letters that convey the Tetragrammaton, emerging also as the gematria sum 

and number of letters for his dedication to Debussy in his signed copy of L'après-midi d'un 

faune.  The Tetragrammaton is reiterated in the numerical transliteration of faune permuting 

the number of Hod (8), conveying a Divine aspect to the faune and evoking the sephira’s 

perfect consciousness.   

The 43rd Divine name symbolic of “Elevation of spiritual over physical controls 

destiny” emerges from the analysis as the overall reduced series for the title, L'après-midi 
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d'un faune.  Throughout the title’s statistics, Yesod remains dominant alongside Netzach as 

defining features of both Mallarmé and the poem’s Qabalistic signatures, with a prevalent 

focus on Hod in the latter.  Analysis of the combined total’s statistics for Stéphane Mallarmé 

and L'après-midi d'un faune reveal Tzaboath, the Divine army of Netzach and Hod in the 

overall reduced numbers, further supporting the influence of these sephiroth in the work.   

 The poem conveys the faune’s recollection of his pursuit of Binah through Shekinah 

and the exploration and reconciliation of the dualistic aspects of his nature, represented 

metaphorically by the two nymphs.  Through a series of reflective narratives and meditation 

on the Song of Songs through music, the faune begins to progress toward Hod’s perfect 

consciousness and the realization that he has denied both himself and the nymphs the 

experience of Shekinah through his immoral and demoralised treatment of them.  Feeling 

regenerated through this awareness, the faune conceives a vision of Venus, creating her as the 

object of his spiritual desire and manifesting the experience of Shekinah and Binah, “Queen 

of the Heavens”, in a celebratory soliloquy.  This is supported by the gematria values of 

“CONTEZ” and “SOUVENIRS” that reflect the 13th Divine name indicating “Heaven on 

Earth”.  The poem concludes as the faune benevolently acknowledges the sacred feminine 

presence in the nymphs.  Analysis of the poem reveals thematic correlations between the text 

and the Qabalistic calculations, namely through symbolic attributions of Netzach, Yesod, 

Hod, Tiferet, and Chesed.  References to Shekinah pervade the poem thematically and are 

further revealed as the gematria results for the poem’s third section.  The gematria values for 

each line of the poem reveal a series dominated by Shekinah and references to Mallarmé’s 

Qabalistic signature. Structural and gematria analysis of the three italic sections convey, as 

their combined total overall reduced numbers, Netzach’s Angelic choir, Elohim, a mark of 

Mallarmé’s Qabalistic signature.  Full calculation of the structural components of the poem, 

combined with the gematria results, reveals an overall reduced series from which the word 

faune emerges, coupled with the reiteration of both Netzach and Yesod’s sephirotic numbers, 

correlating with previous findings.   

 In conclusion, Qabalistic interpretation of L'après-midi d'un faune reveals a 

symbolic and philosophical landscape associated with the poem that is multi-dimensional, 

drawing on universal analogy, a driving force of Mallarmé’s aesthetic.  The faune aspires to 

evolve spiritually in order to acquire "revelation of truth and beauty" (Bernstock, 1991, p. 4), 

as described by Mallarmé as the poet’s primary task.  In this way, the faune could be 

interpreted as a metaphor for Mallarmé himself. 
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CHAPTER NINE 

Debussy:  Prélude à l'après-midi d'un faune 

 The manuscript for Debussy’s Prélude l'après-midi d'un faune reveals that he began 

its composition in 1892, though it wasn’t until 1894 that the work premiered at the Société 

national (Wenk, 1976, p. 151).  That same year, Debussy composed Apparition, also based 

on Mallarmé’s text centred on the ethereal image of his late mother.  As a regular attendee of 

Mallarmé’s Tuesday evening gatherings, Debussy would have been familiar with the poet’s 

work, lectures, and insight.  In 1905 the composer was described in Mercure de France as 

“Aspire	à	l'héritage	de	Mallarmé”	[Aspiring	to	the	heritage	of	Mallarmé]	(Vallette,	1895,	

p.	92).  Yet Wenk affirms that it is customary among Debussy’s biographers to insist that 

Prélude à l'après-midi d'un faune is not directly related to the poem (Wenk, 1976, p. 151).  

This is based on a common opinion among critics of Debussy’s elusiveness in regard to 

questions concerning “any close musical reading of [Mallarmé’s] L'après-midi d'un faune” 

(Code, 2011, p. 508).  However, Charles Mauron claims that Debussy “declared that he 

followed the poem verse by verse in composing his music” (in Wenk, 1976, p. 152).  David 

Code goes so far as to suggest that despite Debussy’s mysterious manner regarding “his 

compositional response to Mallarmé”, he achieves “a sophisticated compositional equivalent 

of the aesthetic principles pursued by the poet” (2011, p. 493).  This correlation is supported 

by corresponding statements made by both Debussy and Mallarmé, the latter commenting to 

Gide after reading his Les Cahiers d’André Walter (1891):	

 

Your book is a book of silences.  You have succeeded ... in such a way that all the 
thoughts are between the lines. (in Sheridan, 1999, p. 68) 

 

This echoes Debussy's declaration that “music is the space between the notes” (DeVidi, 2011, 

p. 465).  Both statements reflect an aspect of the core teaching of the Qabalah referred to as 

Yesh me-ayin, that signifies the “creation of something out of absolute nothingness” (Tirosh-

Samuelson, 1991, p. 169).     

 This chapter will present a Qabalistic analysis and interpretation of Debussy’s 

Prélude à l'après-midi d'un faune and assess the ways in which it corresponds with Qabalistic 

doctrine and determine the manner in which it evokes aspects of Mallarmé’s L'après-midi 

d'un faune.  Given that an analysis of Debussy’s Qabalistic signature was conducted in the 



196 

“Clair de lune” chapter, the inquiry will first begin by determining the signature for Prélude 

à l'après-midi d'un faune. 

Determining the Qabalistic Statistics and Signature for Prélude à l'après-midi d'un 

faune 

A symbolic parallel with Mallarmé’s poem can be seen in the overall reduced number 

series for the title Prélude à l'après-midi d'un faune - 1,5,5,6,7,8 - that spell the word faune 

(pei/8 - aleph/1 - vav/6 - nun/5 - hey/5) permuting the number 7, and referencing Mallarmé’s 

poem (see Table 66).  This reflects the Qabalistic practice of incorporating the 

Tetragrammaton into its ritual and suggests the influence of Netzach, home of the faune and 

fundamental to Mallarmé’s signature and poem, in Debussy’s Prélude à l'après-midi d'un 

faune.   

 
Table 66: 
 
Qabalistic Statistics for the Title Prélude à l'après-midi d'un faune 

Title Gematria 
value 

Atbash  Tetractys sum - horizontal (H) 
and vertical (V) calculations  

Tetractys 
bilateral sum 

Number of letter 
characters  

Initials 
sum  

Prélude à l'après-
midi d'un faune 

7  
(106)(250) 
 

5 
(140)(500) 
 

5  
(H - 131/2210)(V - 113/1409) 
 

1  
(244)(3619) 

8  
(26) 
 

6  
(24)(51) 
 

 

Symbolically, Debussy’s addition of the word Prélude in the title results in Qabalistic 

statistics that reflect and echo those found in the analysis of Mallarmé’s poem (see Appendix 

CC for full Qabalistic statistics).  In addition to the spelling of the word faune in the overall 

reduced numbers, the gematria sums - 7 (106)(250) - convey the word ervah (ayin/7 – resh/2 

– vav/6 – hey/5), meaning nakedness/sex in Hebrew.  Also present in these calculations is the 

35th Divine name (kuf/1 - vav/6 - kaf/2) signifying “Sexual energy”, found as Mallarmé’s 

gematria ordinal sum.  The numerical series associated with Prélude à l'après-midi d'un 

faune’s gematria sum - 1,2,5,6,7 - is identical to the series related to the word gematria sum 

for the second section of Mallarmé’s poem - 6 (222)(1527) - and reflect also Debussy’s 

gematria sums - 7 (52)(115) - with the added number of Tiferet (6).  This series alludes to the 

name of Binah (bet/2 - yod/1 - nun/5 - hey/5) symbolizing Divine “Understanding” and the 

9th Divine name (yod/1 – zayin/7 – hey/5) signifying “Angelic influence”, with both a 

reflection of Debussy’s Qabalistic signature.   
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 Markedly, the 9th Divine name emerges, in an identical manner, as the overall 

reduced numbers for the first four Qabalistic methods for the word faune, in addition to 

Prélude à l'après-midi d'un faune (as previously discussed), and Suite bergamasque, seen in 

Table 67.  The 9th Divine name appears also as the overall reduced number series following 

the transliteration and calculation of music notation for Debussy’s “Clair de lune”.  

Symbolically, 9, signifying Yesod (“Foundation”), is also the reduced number sum of the 

first four methods seen below: 7 + 5 + 5 + 1 = 9 (18).   

 
Table 67: 
 
Example of the 9th Divine Name in the Qabalistic Statistics for faune, Prélude à l'après-midi d'un faune, and 
Suite bergamasque 

Title/name Hebrew translation  Atbash  Tetractys  Bilateral  

faune  7  5  5  1 
Prélude à l'après-midi d'un faune 7 5 5 1 

Suite bergamasque 7 5 5 1 
 

  Prélude à l'après-midi d'un faune’s atbash results - 5 (140)(500) - convey Adonai 

(aleph/1 - dalet/4 - nun/5 -  yod/1), the name of God associated with both Tiferet and 

Shekinah.  Correspondingly, the tetractys reduced number and horizontal sums - 5 (H 

131/2210) - reveal the spelling of Shekinah (shin/3 - kaf/2 - yod/1 - nun/5 - hey/5) while the 

tetractys reduced number and vertical sums spell Netzach’s Angelic choir, Elohim (aleph/1 - 

lamed/3 - hey/5 - yod/1 - mem/4), both of which are integral to Qabalistic signatures 

associated with Mallarmé’s signature and poem.   Prélude à l'après-midi d'un faune’s 

bilateral sum - 1 (244)(3619) - reflects Tzabaoth (tzadik/9 - bet/2 - aleph/1 - vav/6 - tav/4), 

the Divine army of Netzach and Hod, in addition to the 17th Divine name (vav/6 - aleph/1 - 

lamed/3) symbolizing “Great escape” meaning “removing ego”, found in L'après-midi d'un 

faune’s gematria ordinal value for the fourth section of the poem.  The number of letter 

characters - 8 (26) - introduces the 68th Divine name (vav/6 - bet/2 - chet/8) signifying 

“Contacting departed souls”.  Prélude à l'après-midi d'un faune’s initials reduced number and 

sum - 6 (24) - parallels the numerical spelling of vered (vav/6 - resh/2 - dalet/4), the Hebrew 

word for rose, attributed to Netzach and emerging throughout the analysis of Mallamé’s 

poem.  The initials reduced number and ordinal sum - 6 (51) - conveys the series associated 

with the Tetragrammaton (YHVH 1565) found also in the initials reduced number and sum 

for L'après-midi d'un faune.  
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 Using notarikon, the transliteration of the first initial of each word in Prélude à 

l'après-midi d'un faune - p (pei/8), a (aleph/1), l (lamed/3), d (dalet/4), f (pei/8) - spells 

Yesod’s Divine name, Shaddai El Chai (3411381), found in the transliterated spelling of 

Mallarmé’s name and throughout the analysis of L'après-midi d'un faune.  

 The combined total overall reduced numbers for Claude Debussy and Prélude à 

l'après-midi d'un faune convey once again, the 9th Divine name meaning “Angelic 

influences”, in addition to the number of Hod (8) and the 13th Divine name (yod/1 - zayin/7 - 

lamed/3) signifying “Heaven on Earth” found as the gematria values for both “CONTEZ” 

and “SOUVENIRS” in Mallarmé’s poem (see Appendix DD for full Qabalsiti statistics).  The 

numerical representation of this Divine name emerges again in the combined total initials 

sum: 1 (37)(73).  The overall reduced number series further reflect the numerical spelling of 

Netzach's Archangel Haniel (hey/5 - aleph/1 - nun/5 - yod/1 - aleph/1 - lamed/3).  This is 

supported by the appearance again of Haniel in the combined total gematria values - 5 

(158)(365) - permuting the word faune (pei/8 - aleph/1 - vav/6 - nun/5 - hey/5).  Additional 

Qabalistic attributions occur in the tetractys horizontal sums - (H - 188/2942) - that spell 

Tiferet (tav/4 - pei/8 - aleph/1 - resh/2 - tav/4) permuting the number of Yesod (9), and the 

vertical calculations - (V - 179/2321) - that convey Yesod’s Archangel Gabriel (gimel/3 - 

bet/2 - resh/2 - yod/1 - aleph/1 - lamed/3) with both Yesod and Netzach’s sephirotic numbers 

present.  Moreover, the bilateral calculations - 7 (367)(5263) - present the numerical spelling 

of ervah (nakedness/sex, 7265) and Nogah (Venus, 5635), with the 43rd Divine name (vav/6 - 

vav/6 - lamed/3) signifying “Elevation of the spiritual over the physical controls destiny” (a 

mark of Debussy’s Qabalistic signature), all of which emerge frequently throughout the 

analysis of Mallarmé’s L'après-midi d'un faune. 

Section Summary 

Of symbolic significance are the overall reduced numbers for the title Prélude à 

l'après-midi d'un faune’s that present the numerical spelling of faune and reflect the 

Tetragrammaton and the number of Hod. Further analysis of Prélude à l'après-midi d'un 

faune echoes the results for the title of Mallarmé’s L'après-midi d'un faune as both reflect 

Yesod, Netzach and Tiferet.  However, Debussy’s work has an emphasis on Binah as a mark 

of his Qabalistic signature and reference to Shekinah, a prevalent facet of the faune’s 

symbolic objective in Mallarmé’s poem. 
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 Thematically, this supports the findings in the analysis of Mallarmé’s poem and 

reiterates the faune’s spiritual development toward the realization of Divine beauty and truth.  

Early indications of Mallarmé’s poem are found with emergence of the words Shekinah and 

ervah (nakedness/sex) in addition to the 9th Divine name, signifying “Angelic influences” 

first found as the overall reduced number series for faune.  This name is also present in the 

overall series for Prélude à l'après-midi d'un faune and reflects both Debussy’s Qabalistic 

signature and Mallarmé’s L'après-midi d'un faune. 

 Netzach, the symbolic home of the faune, is indicated by its Angelic choir, Elohim, 

that emerges in the tetractys results for Prélude à l'après-midi d'un faune.  Elohim is 

conveyed prevalently throughout the analysis of Mallarmé’s poem and is a mark of his 

Qabalistic signature.  Netzach is reiterated through the numerical representation of its rose 

symbol (vered) found in the title’s initials sum and the emergence of Nogah (Venus).  Yesod, 

a mark of both Debussy and Mallarmé’s signatures, is referenced using notarikon to the title 

that reveals its Divine name, Shaddai El Chai.  Other correlations are found in Prélude 

à l'après-midi d'un faune’s title gematria sum that mirrors the word gematria sum for L'après-

midi d'un faune’s second section that evokes Binah and the 35th Divine name meaning 

“Sexual energy”, both integral to the faune’s experience of Shekinah in Mallarmé’s poem.  

Binah is also a mark of Debussy’s Qabalistic signature while the 35th Divine name is an 

identifying factor in Mallarmé’s.   

 The combined total’s overall reduced series for Claude Debussy and Prélude 

à l'après-midi d'un faune reiterate “Angelic influences” and convey Netzach’s Archangel 

Haniel in addition to the Divine name meaning “Heaven on Earth”, the latter reflecting the 

gematria value for the two capitalized words in Mallarmé’s poem.  Other Divine names that 

emerge in the analysis of Prélude à l'après-midi d'un faune’s title refer to removing ego and 

elevating one’s spiritual self over the physical, both a mark of Mallarmé’s poem with the 

latter appearing also in Debussy’s Qabalistic signature.  The influence of Tiferet is conveyed 

through the spelling of its name and through Adonai, the name of God associated with the 

sephira. 
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Determining the Qabalistic Statistics and Signature for Prélude à l'après-midi d'un 

faune 

The method of transliterating Debussy’s Prélude à l'après-midi d'un faune’s 

orchestral score will follow the same principles as with his “Clair de lune” in regard to 

interpreting the tonic note closest to middle C as aleph - the first letter of the Hebrew 

alphabet - and tav when written as a lower stave tonic note.  For instruments written in the 

alto and tenor clefs, the tonic is considered aleph for the middle line of the alto clef, and tav 

for the middle line of the tenor clef, given their treble and bass associations. 

 Prélude à l'après-midi d'un faune begins in the key of E major (“E” as the letter 

aleph/tav) with the middle section of the work modulating to Db major (“Db” becoming 

aleph/tav).  These keys are significant from a Qabalistic perspective as the musical note of 

Tiferet is E and D is associated with Yesod (Eastwood & Raven, 2013).  This correlates with 

beauty and truth as integral to the development of the faune’s spiritual foundation as 

determined in the analysis of Mallarmé’s L'après-midi d'un faune. 

Bar Structure 

The work comprises three sections.  Table 68 sets out the bar structure with each 

“from” and “to” bar reduced to a single digit.  The number of bars within each section have 

also been assessed and reduced to a single digit.  

 
Table 68: 
 
Prélude à l'après-midi d'un faune Bar Structure 

Section number From bar: To bar: Number of bars 

1 1 9 (54) 9 (54) 
2 1 (55) 6 (78) 6 (24) 

3 + Coda 7 (79) 2 (110) 5 (32) 

  Sum 2 (110) 
 

The reduced numbers form the series 1,1,2,2,5,6,6,7,9,9 and parallels Prélude à l'après-midi 

d'un faune's gematria sum - 7 (106)(250) - with the addition of Yesod’s number 9.  Within 

this series is the word ervah (nakedness/sex, 7265), the 35th Divine name symbolizing 

“Sexual energy”, and the Tetragrammaton (YHVH 1565).  Also within this series are 

Debussy’s gematria values - 7 (52)(115) - that convey Binah (2155) and the 9th Divine name 
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(“Angelic influences”).  These findings align with Mallarmé’s poem and the faune’s pursuit 

of Shekinah through his sexual encounter and vision.  The number of bars sum – 2 (110) – 

reflects the 7th Divine name (aleph/1 – kaf/2 – aleph/1) signifying “Bringing order to life by 

connecting to the soul” found in the gematria calculations for the title, L'après-midi d'un 

faune, and reiterating Netzach’s sephirotic number (7).  This is significant as it correlates 

with the Qabalistic interpretation of the poem and the faune’s need to align himself with the 

spiritual aspect of his existence.   

Tetractys and Bilateral Sums 

Recalling the method of transliterating music notation, each note of Prélude à l'après-

midi d'un faune is converted quaver by quaver into a Hebrew letter then reduced to a single 

numerical digit and placed in a vertical column in graph format (see Appendix EE for full 

analysis of Prélude à l'après-midi d'un faune).  The space between the notes (space between 

the letters in the Hebrew alphabet) are then calculated and arranged vertically in columns 

alongside the transliterated reduced numbers.  Both the transliterated note values - (T) “Top” 

- and the space between the notes - (B) “Bottom” - are then added separately, column by 

column, with each column’s reduced number sum collected.  The (T) and (B) sums are then 

added to arrive at a sum for each.  These are combined to achieve the work’s tetractys sum 

and doubled to achieve its bilateral sum.  Table 69 arranges these statistics for all three 

sections of Prélude à l'après-midi d'un faune: 

 
Table 69: 
 
Note Values and Space Between the Notes Calculations for all Sections of Prélude à l'après-midi d'un faune 

Section number Bottom (B) sum Top (T) sum Tetractys sum Bilateral sum 

1 6 (294)(1896) 8 (260)(2078)       5 (554)(3974) 1 (1108)(7948) 

2 8 (107)(719) 1 (100)(766) 9 (207)(1485) 9 (414)(2970) 

3 + Coda 9 (180)(1251) 5 (167)(1265) 5 (347)(2516) 1 (694)(5032) 

Combined total 5 (581)(3866) 5 (527)(4109) 1 (1108)(7975) 2 (2216)(15950) 

 

Reiterating the overall reduced numbers for Prélude à l'après-midi d'un faune, the 

first section’s reduced number series – 1,5,6,8 – presents the numerical series that spells 

faune (81655), while the combined total overall reduced numbers – 1,2,5,5 – spell Binah 

(2155), a mark of Debussy’s Qabalistic signature.  Binah emerges in the Qabalistic analysis 
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vered, with Binah’s name emerging briefly in one sub-section.  Attributes of Yesod become 

increasingly prevalent as the sub-sections continue placing it as the dominant sephira of 

section one.  This interpretation correlates with the analysis of Mallarmé’s L'après-midi d'un 

faune as Yesod’s sephirotic number is reflected as the word gematria reduced number for 

section one of the poem as previously mentioned.   

 Section one of Prélude à l'après-midi d'un faune ends with the return and lengthy 

reiteration across several sub-sections, of the First Pentacle of Mercury/Hod - a mark of 

Debussy’s Qabalistic signature.  Also ending the section are Shekinah, Netzach’s Elohim and 

YHVH Tzabaoth, in addition to Yesod’s name and Shaddai El Chai.  Notably, YHVH 

Tzabaoth is conveyed as the complete gematria calculations for Mallarmé’s and are conveyed 

in the gematria analysis of his poem while Shaddai El Chai is found in the spelling of his 

name (see Table 75). 

 
Table 75: 
 
Transliterated Note Values and Space Between the Notes Series C) for Section One of Prélude à l'après-midi 
d'un faune 

T 5 6 1 9 3 3 6 8 2 9 5 3 1 8 1 2 9 7 2 2  4 1 6 9 3 2 2 2 6 8 6 3 1 2 6 5 
B 5 7 7 3 2 1 7 1 1 7 7 9 5 1 1 5 2 2 6 3  5 5 3 9 1 5 1 7 3 6 8 8 1 4 8 9 

                            FPMer (12356)/Shekinah (32155)/ervah (7265)                                 FPMer (12356)/Shekinah (32155)/Elohim (13514) 
              

T 4 9 8 9 6 8 5 9 6 9 6 8 4 6  3 8 6 3 5 1 3 8 1  1 9 8 4 7 6 1 4 4 1 
B 1 1 2 2 4 9 8 1 9 2 7 4 2 9  7 3 2 3 1 7 8 7 8  4 8 5 8 3 9 9 9 5 4 

                        YHVH Tzabaoth (156592164)       FPMer (12356)/Shekinah (32155)             Yesod (1664)/Elohim (13514) 
             Shaddai El Chai 
(3411381) 
 
 

When the (T) and (B) reduced number are added for each bar and reduced to a single 

digit, a series is created.  Table 76 presents the series for section one, which conveys a 

lengthy permutation of Netzach’s Divine name, YHVH Tzabaoth - that contains within it the 

series associated with Yesod’s Angelic choir Kerubim - with the Fifth Pentacle of 

Mercury/Hod and Shekinah.  This is followed by a permutation of Yesod’s Divine name, 

Shaddai El Chai, with the faune.  The series for section one ends with the Fifth Pentacle of 

Mercury, Shekinah, and Shaddai El Chai: 
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Table 76: 
 
Section 1 Note Values and Space Between the Notes Bar Series 

T 3 3 3 7 6 1 2 4 9 1 5 6 5 3 9 2 5 2 4 5 5 2 3 6 6 3 9  

B 4 4 9 7 7 9 4 9 6 9 4 7 6 9 9 8 6 4 1 5 5 6 7 2 1 9 4  

                       YHVH Tzabaoth (156592164)/Kerubim (226214)/FPMer (12356)/Shekinah (1235) 
 

T 3 8 8 7 3 6 7 4 6 1  2 3 4 3 4 2 9 8 5 8 7 7 9 8 4 5 
B 6 8 7 4 5 1 9 9 8 3  5 1 2 6 7 2 3 5 6 6 7 6 4 6 4 3 

   Shaddai El Chai (3411381)/faune (81655)                           FPMer (12356)/Shekinah (1235) 
 

 

 Musically, while Prélude à l'après-midi d'un faune’s well known flute theme is 

conveyed throughout Bars 1–29, the whole tone chords that occur from Bars 30–37 are 

described by Matthew as “particularly hard to fathom from a tonal perspective” (Brown, 

1993, p. 131).  Debussy is known to have “denounced accepted notions of chord function” 

frequently expressing his indifference for the “stigma” of labelling certain chords consonant 

and others dissonant (Brown, 1993, p. 127).  This unorthodox view lends to the interpretation 

of whole tone chords in Qabalistic terms, in a similar manner to the whole tone scales 

discussed in the “Clair de lune” chapter where the whole tone scale - including chords built 

upon it - produces the series associated with the sacred Tetragrammaton (YHVH 1565) as 

they affect the 4, 5, and 6th notes that, when added and reduced, convey the sum 6 (15).   

 Qabalistic parallels are also found in Bar 30 (see Table 77) in the vertical columns, 

representing the space between the notes (highlighted in grey) seen below, that coincide with 

Netzach’s Angelic choir Elohim (13514) and Archangel Haniel (515113).  These permute 

with the sephirotic numbers of Netzach (7) and Hod (8).  Toward the end of the bar, the 

numerical spelling of Shekinah (1235) emerges with Yesod’s number 9 reinforcing the 

prominence of both throughout the analysis and thematically alluding to Yesod, and its 

capacity for spiritual development, as a link to the Divine feminine: 
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Angelic choir Elohim, faune, Nogah (Venus), vered (rose), and debash (bee honey).  

Throughout section two, these are conveyed either alone, or permuting with one or two other 

attributes of Netzach.  The Fifth Pentacle of Mercury/Hod, Shekinah, and ervah are conveyed 

among the permutations with section two depicting a passionate symbolic dialogue between 

Netzach’s faune and the Divine feminine (Shekinah) through the sephira’s own goddess, 

Venus.  This Qabalistic interpretation aligns with the music whose “polymetric climax” 

builds to full orchestra from the first bar of the section (Cochrane, 2015, p. 44) embodying 

the intensity of the faune’s experience of Shekinah through his vision of Venus.  It further 

corresponds with the Qabalistic interpretation of the poetic text from the middle section of 

Mallarmé’s poem in which the Song of Songs and its expression of “sexual love” emerges 

(Johnson, 2007, p. ix).   

 The (T) and (B) bar series for section two supports the extended analysis of the note 

values and space between the notes with the emphasis throughout, on Netzach (see Table 79).  

It begins and ends with a permutation of Netzach’s Angelic choir Elohim, and Archangel 

Haniel, with the addition of Shekinah.  The middle section reiterates Netzach’s Angelic choir 

Elohim and Divine name, YHVH Tzabaoth, in combination with ervah (nakedness/sex).  The 

series ends with a permutation of Elohim, Shekinah, and Netzach’s Archangel Haniel: 

 
Table 79: 
Section 2 Note Values and Space Between the Notes Bar Series 

T 4 4 5 2 5 1 3  3 9 2 4 7 6 5 2 4 3 1  2 8 3 1 9 7 
B 5 4 7 2 1 8 3  5 1 5 4 5 3 7 5 4 9 1  8 3 4 5 5 3 

               Elohim (13514)                        YHVH Tabaoth (156592164)                    Elohim (13514) 
   Shekinah (1235)/Haniel (515113)        Elohim (13514)/ervah (7265).    Shekinah (1235)/Haniel (515113)             

 

Section 3: Bars 79–110. 

The third section of Prélude à l'après-midi d'un faune is dominated by the sixth 

sephira, Tiferet, with the first sub-section introducing Adonai - the name of God associated 

with the sephira found in the title’s atbash results - in addition to the First Pentacle of 

Mercury/Hod and Shekinah seen throughout the analysis.  Musically, while the section 

begins in a 4/4 time signature, Tiferet is marked by the many triplet semiquavers and quavers 

presented in groups of six throughout the section.  This correlates with section one and two of 

Mallarmé’s poem and the symbolic presence of Tiferet in the text as the faune is morally 

regenerated following self-reflection and his move toward perfect consciousness. 
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dominated by Yesod, Netzach, Tiferet, and Binah, with secondary reference given to Hod.  

Thematically, these refer to the faune’s development of a spiritual foundation through beauty 

and truth toward perfect consciousness and Divine understanding.  The prevalence of Binah 

in the Qabalistic reading of Debussy’s Prélude à l'après-midi d'un faune reiterates his 

signature in the same way that the dominating presence of Chesed in Mallarmé’s poem 

reflects his.  In this way, Qabalistic analysis of Debussy’s Prélude reflects both the Qabalistic 

analysis of Mallarmé’s poem and signatures associated with it, and the composer’s signature. 

Further parallels are found in the overall reduced number series for the title Prélude à 

l'après-midi d'un faune that spells faune accompanied by Netzach’s number 7 that supports 

the analytical method as the sephira is the symbolic home of the faune in Qabalistic doctrine.  

However, the reduced numbers for the first four Qabalistic methods of its statistics reflect the 

9th Divine name, signifying the influence of Angelic forces and reaffirming both the analysis 

of Mallarmé’s poem and Debussy’s signature.  Correspondingly, these reduced numbers are 

exactly the same for the first four methods for the word faune.  Yesod’s Shaddai El Chai is 

conveyed following the transliteration of the first initial of each word in Prélude à l'après-

midi d'un faune, reiterating the faune’s development of a spiritual foundation through 

Mallarmé’s poem.  Netzach is revealed again through Elohim in the tetractys results - that 

convey also Shekinah - and its Archangel Haniel in the combined total overall reduced 

numbers.  Netzach is both a reflection of Mallarmé’s signature and the faune. 

The spelling of both Tiferet’s name and Adonai, the name of God associated with the 

sephira, further its influence in the title’s signature and correlates beauty and truth in both 

Mallarmé’s poem and Debussy’s Prélude.  The sephirotic number of Hod appears as both the 

first letter of Prelude and Faune, indicative of its role as the faune’s progression toward 

perfect consciousness in the poem, while Binah’s name is spelled in the title’s gematria 

values, echoing both Shekinah as the Divine feminine and Debussy’s Qabalistic signature.  

Divine names that emerge reference the Qabalistic analysis of Mallarmé’s poem, namely 

those symbolizing sexual energy and “Heaven on Earth” and reflect the faune’s acquisition of 

the Divine through intimacy, while ervah reiterates the thematic undercurrent of L'après-midi 

d'un faune.  These findings present a symbolic landscape of Debussy’s Prélude that 

correlates with his signature - dominated by Yesod, Binah, and Hod - and also reflects the 

signature of Mallarmé’s L'après-midi d'un faune. 

 Analysis of Prélude à l'après-midi d'un faune’s orchestral score aligns with the 

sephirotic and symbolic associations that are present in its title’s Qabalistic signature and 

demonstrate these as the basis of its structural and section format.  Tiferet and Yesod emerge 
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as the Qabalistic representation of the tonic and modulated keys identified in Prélude à 

l'après-midi d'un faune.  Thematically, these two in combination with each other, signify the 

light of Tiferet’s beauty and truth flowing into Yesod - located directly below it on the Tree 

of Life - providing spiritual sustenance to the faune’s spiritual development.   

 Prélude à l'après-midi d'un faune’s bar structure conveys Binah, ervah 

(nakedness/sex), and Divine names associated with “Angelic influences” and “Sexual 

energy”, that convey aspects of both Debussy’s signature and Mallarmé’s poem.  

Transliteration and calculation of Prélude à l'après-midi d'un faune, with regard to the note 

values and space between the notes, reveal Binah’s name as the combined total overall 

reduced number series and the basis for the entire work, a mark of Debussy’s Qabalistic 

signature, and Shekinah in the context of research findings.   

 From a corresponding aesthetic and symbolic perspective, analysis of Mallarmé’s 

L'après-midi d'un faune revealed thematic correlations between the text and the Qabalistic 

attributes associated with the poet and title’s signatures, with reference to Shekinah pervading 

the poem.  Similarly, analysis of each section of Prélude à l'après-midi d'un faune with 

regard to the amalgamated (T) and (B) series’ - representing the work’s transliterated note 

values and space between the notes - resulted in research findings that indicated a direct 

association between the orchestral work and signatures associated with the poem.  Each of 

the three sections of Prélude à l'après-midi d'un faune reflect Yesod, Netzach, and Tiferet 

respectively, through the repetition of symbolic and Divine attributes associated with each.  

Thematically, these sephiroth are integral to the Qabalistic themes of Mallarmé’s poem.  

Intertwined with these sephirotic attributes are the numerical representations of faune, 

Shekinah, Nogah, vered, and ervah.  Each are prevalent throughout the entire work and 

denote the faune’s experience of Shekinah through his sexual vision of Venus, the rose active 

as the symbol for Netzach in addition to Shekinah as described in the Zohar (Cole & 

Dykman, 2012, p. 411).  Thematically, the dominant sephiroth of each section together evoke 

the faune’s spiritual development toward a foundation of love, beauty, and truth through the 

experience of the Divine feminine.  		 

 In conclusion, Qabalistic interpretation of Prélude à l'après-midi d'un faune 

provides a multi-dimensional view of the orchestral work in its symbolic representation and 

organization.  It reveals a philosophical and theological landscape whose undercurrent 

embodies Divinity, morality, and regeneration.  Thus, interpreting Debussy’s work in light of 

the Qabalah adds numerous layers of meaning to our understanding of his music, by situating 
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it in the sociocultural context in which he composed and by establishing the Qabalistic 

correspondences between it and Mallarmé’s poem. 
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CHAPTER TEN 

Conclusion 

During the second half of the nineteenth century, Qabalistic doctrine was an essential 

part of the revival of esoteric thought, especially in Paris.  It was integral to the Western 

Mystery Tradition and combined aspects of Renaissance Cabala (that merged Jewish 

Kabbalah with Christianity) with Hermetic, Gnostic, Pythagorean, and Neoplatonic sources.  

Key figures of the revival disseminated commentaries on Qabalistic doctrine and produced 

writings of their own that attracted the interest of Symbolist writers and exposed them to the 

canon of Qabalistic literature.  Lévi’s Qabalistic Dogme et rituel de la haute magie (1854) 

was a key reference in the movement and a guide for the initiate, his work influential to the 

Symbolist network in which Debussy was situated.  This network interacted with other 

esotericists, meeting regularly at Le Chat Noir and Bailly’s Librairie de l'Art indépendant.  

Mallarmé’s exclusive Tuesday evening gatherings provided a further avenue through which 

discussions reflecting the Qabalistic interests of its attendees could take place.  Some 

members of the Symbolist network demonstrated clear knowledge of Qabalistic wisdom in 

their commentary and in the subject matter of their work.   

Building on this evidence, this thesis has developed an initial Qabalistic reading of 

several specific Symbolist poems and pieces of music by Debussy.  Without direct verbal 

admission, it is not possible to prove that they consciously employed Qabalistic doctrine in 

their creative process.  Nevertheless, as the Qabalah was a key aspect of the occult revival, 

the many commentaries on its doctrine provided a wealth of knowledge on the subject.  

Additionally, the role of poetry as incantation and the Kabbalistic Law of Analogies, both of 

which were advocated by Lévi, provided a framework for the symbol and its power to 

“evoke”, a concept central to the Symbolist ideal.  With numerous references to the Qabalah 

made throughout their work in addition to the evidence supporting their involvement in 

esoteric knowledge and their occult connections in Paris, the thesis has argued that a 

Qabalistic analysis of their work was justified as it grounds the spiritual aspect of the 

Symbolist movement and adds a dimension of knowledge on which it can be understood.  

The research proposed the Qabalah as a framework on which their work was analysed and 

interpreted.  This situated it within the esoteric movement giving it relevance and legitimacy 

and revealing valuable readings of the poetry and music.    
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 Given the hypothesis, the central research question was centred on how the Qabalah 

might manifest in the work of the Symbolists, and what possible insights and layers of 

meaning might arise from a Qabalistic interpretation of their work.  In order to achieve this 

objective, the thesis adopted a multidisciplinary approach, bringing together cultural history 

and biographical studies with Qabalistic doctrine, and developed these in relation to literature 

and music in order to shed light on Symbolist poetry and Debussy’s music.  

 The analytical framework was developed based on Qabalistic doctrine and ritual.  

This incorporated the Qabalistic practice of decoding by employing cipher methods to Latin 

text in the case of poetry, and to music notation, together with the evocatory practice of 

permuting words, phrases, and Divine names using the prominent tools of the Qabalah.  The 

inquiry identified key systems and tools and devices and paradigms that embodied the 

Qabalah.  This first included the Hebrew alphabet and the numerical representation of each of 

its letters. Chapters 5 to 9 constituted the analysis of key works using these methods and 

comprised a comparative analysis of the Qabalistic signatures and investigative results of 

each poem and the musical work on which it is based.  The works and poems analysed were 

Baudelaire's poem “Correspondances” – chosen for both the poet and the poem’s influence 

on later Symbolists; Verlaine’s poem “Clair de lune” and Debussy’s piano piece of the same 

name; Mallarmé's L'après-midi d'un faune, and Debussy’s orchestral Prélude à l’après-midi 

d'un faune.   

 With Symbolist poetry, the process of Qabalistic investigation began with a method 

of transliterating Latin text into Hebrew and each letter’s reduced numerical value.  This 

process was first applied to the poet’s name.  Following this, a series of Qabalistic methods 

were applied to the transliterated results that included the application of gematria, atbash, and 

the Pythagorean tetractys adopted by 19th-century Qabalists in their calculation of the sacred 

Tetragrammaton. Other characteristics of the poet’s name – the number of letter characters 

and the numerical sums of his initials – were considered and their numerical statistics 

collected.  Each method produced an ordinal sum, a reduced sum, and a reduced number that 

were interpreted for their Qabalistic significance and symbolic correlation.   

The statistical findings of all methods were analysed for numerical consistencies that 

symbolically and thematically aligned with the Divine attributes of the Tree of Life sephiroth, 

the 72 Divine names of God, and the Key of Solomon, all of which were employed by 

Qabalists in the 19th century.  From this analytical examination, a “Qabalistic signature” was 

created, exclusive to the poet, as a mark of his esoteric identity and Qabalistic sigil.  The title 

of the Symbolist poem was examined in a similar manner to the poet’s name, with a 
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Qabalistic signature created and measured against the poet’s for numerical and symbolic 

consistencies used to support the hypothesis.  In the case of an anthology, examination of the 

collection’s title and the titles of other poems were analysed in order to create a Qabalistic 

signature for the overall work.  This too was compared with signatures associated with the 

poet and poem title.  

 The Symbolist poem was transliterated in a similar manner with each Latin script 

letter placed in graph format, translated into Hebrew and then into its reduced numerical 

value.  The gematria value of each word was calculated and reduced to a numerical value.  

Based on this, the word gematria sum for the entire poem was calculated and interpreted as 

the poem’s tetractys sum, then doubled to arrive at the bilateral sum.  Other structural 

components of the poem – number of verses, lines, columns, words, letter characters, and 

punctuation marks – were collected and analysed for their symbolic association with 

Qabalistic doctrine and signatures attributed to the poet, the work’s title, and word gematria 

results.  These were synthesized and then applied to the poetic text and its thematic content, 

interpreting the verse symbolically and from a Qabalistic perspective.   

 In the analysis of Debussy’s music, the research adopted a method of transliterating 

music notation based on the ouroboros, a symbol favoured by 19th-century esotericists.  In 

this way, the notes of the music scale were aligned and correlated with the letters of the 

Hebrew alphabet.  Notes were transliterated quaver by quaver, this interpretation relevant 

through Debussy’s alias “Monsieur Croche” (Mr. Quaver).  Based on Debussy’s symbolic 

view of music as “the space between the notes” (Pettit, 1996, p. 183), an additional method of 

calculating the distance between each transliterated letter in the Hebrew alphabet was created.  

Both the note value and space between the notes’ sums were collected and reduced to a single 

digit.  A series for each was established and calculated to arrive at sums for each section of 

the piece that were analysed and added to arrive at a combined total sum.  A comprehensive 

interpretation of the complete results was given and measured against Qabalistic signatures 

associated with Debussy, the work’s title, and those corresponding with the signatures of the 

poems on which the music was based.  Following this, a section-by-section analysis was 

conducted incorporating the series derived from the note value and space between the notes 

series’, in addition to the bar series.  Qabalistic correspondences were determined that 

correlated with previous findings associated with Debussy’s signature and that for the work’s 

title.  These associations were interpreted in light of the thematic and Qabalistic symbolism 

of the poetic text.    
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 The analysis revealed significant Qabalistic meaning which aligned with and 

augmented traditional interpretation of Symbolist poetry.  A further outcome of the research 

occurred with the transliteration of Baudelaire, Verlaine, Debussy, and Mallarmé’s names, 

each of which produced a numerical series that correlated with Qabalistic consistencies 

already present in the methodological statistics.  For example, the transliteration of 

Baudelaire’s name conveyed Hod’s number, with the numerical representation of the 

governing angels from the First Pentacle of Mercury in addition to its angelic choir, Beni 

Elohim.  The First Pentacle was found again in his gematria reduced and ordinal sums.  The 

entire series of Baudelaire’s name and Qabalistic correspondences was further reflected in the 

transliteration of Les Fleurs du mal and the first letter of each word in each of the work’s 

section titles using notarikon, the Qabalistic method associated with deriving words and 

phrases from initials.  Similarly, the transliteration of Paul Verlaine revealed a permutation of 

the First Pentacle of Moon attributed to Yesod and Tiferet’s Archangel Raphael, the former 

found in the poet’s tetractys sum.  The reference to Yesod was supported as his gematria 

results spell the sephira’s name while the tetractys bilateral results spell its Divine name, 

Shaddai El Chai.   

The First Pentacle of the Moon was later found as the overall reduced numbers for 

Fêtes galantes following the application of the Qabalistic methods to the title, in the overall 

reduced numbers for five of the poem titles within the anthology, in the transliteration of the 

title “Clair de lune”, and in the series associated with the first transliterated letter of each line 

of the poem.  Tiferet became a dominating feature of Verlaine’s Qabalistic signature as the 

spelling of its name and Archangel Melekim were further found in his atbash and initials 

results respectively.  Correlatively, the numerical transliteration of Claude Debussy conveyed 

a permutation of Hod’s Divine name, Elohim Tzabaoth, with the Fifth Pentacle of Mercury 

attributed to Hod.  The influence of this sephira in Debussy’s Qabalistic signature was 

strengthened by the presence of the spelling of its name in the overall reduced numbers 

following application of the methods to his name.   

The Fifth Pentacle emerged in both the combined gematria and atbash calculations for 

Suite bergamasque, and in the tetractys and bilateral results following the union of their 

statistics.  It appeared again in the combined tetractys and bilateral sums for “Clair de lune” 

following the piece’s transliteration and calculation of its music notation.  Lastly, the 

transliteration of Mallarmé’s complete name revealed a permutation of Netzach’s angelic 

choir, Elohim, and Yesod’s Divine name, Shaddai El Chai, with both sephiroth symbolically 

active in his Qabalistic statistics.  The series comprising a portion of his name also 
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corresponded with the Divine names from the Fifth Pentacle of Venus attributed to Netzach, 

reinforcing the influence of the sephira in his Qabalistic signature.   

 Further reference to Netzach emerged in Mallarmé’s gematria results that spell its 

Divine name, YHVH Tzabaoth.  The Fifth Pentacle of Venus appeared again in the gematria 

reduced number series for each line of L'après-midi d'un faune while Venus was mentioned 

in the poem’s text and was integral to the Qabalistic interpretation of it.  Yesod’s Shaddai El 

Chai appeared as L'après-midi d'un faune’s bilateral sum, as the sum of all lines of the poem, 

and in the gematria reduced number series for each line.  Elohim also emerged in this 

gematria reduced number series and as the combined total overall reduced numbers for the 

three italic sections following the statistical analysis of their structural components.   

 These findings support the construction of a Qabalistic signature based on the 

transliteration from Latin script into Hebrew and its numerical representation and reveal its 

incorporation in the work of each of these artists.  It also supports the hypothesis that the 

customary trend for changing one’s name among Symbolists (and Debussy) was Qabalistic in 

nature as the numerical outcome and statistics are solely dependent on the particular choice 

of letters that spell a name.   

 Numerical parallels and symbolic synchronicities appeared consistently throughout 

the analyses.  Divine attributes that had emerged throughout the analysis of signatures related 

to Baudelaire, and titles associated with Les Fleurs du mal, “Spleen et idéal”, and 

“Correspondances” featured symbolically in the poetic text with an emphasis on the 

development of a spiritual foundation, transforming hardship into blessing, and overcoming 

adversity through knowledge of eternal concepts and the acquisition of Tiferet’s beauty 

through truth.  The calculations belonging to the Qabalistic analysis added meaning to the 

poetic text by revealing an allegory that supported and extended the symbolic dimension of 

the poem.  

 Similarly, numerous symbolic and numerical consistencies occurred between 

Verlaine’s Qabalistic signature and those for the titles Fête galantes and “Clair de lune”.  

These significations emerged in the Qabalistic analysis of the poem that revealed the 

underlying theme of the apparent celebratory Fête galantes parties as a melancholy caused by 

the spiritual detachment of the commedia dell’arte characters and the immoral seduction of 

their social gatherings.  Central to the Qabalistic theme was the need for the development of a 

spiritual foundation by connecting to the soul in order to elevate one’s spiritual Self over the 

physical and be released from negative patterns concerning love and pleasure.  The resolution 

was consolidated thematically through the Qabalistic focus on beauty, truth, and loving-
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kindness.  Analysis of “Clair de lune” further emphasized the emergence of the “light of the 

moon” as the flow of these positive attributes from the Divine realm into the lower as a 

purifying and reconciliatory facet of the design beneath the disorder of life.   

 Qabalistic analysis of Debussy’s “Clair de lune” revealed correlations between 

Verlaine’s poem and signatures associated with the composer and Suite bergamasque.  The 

evocation of angelic forces became a defining feature of Debussy’s Qabalistic signature and a 

central theme to his “Clair de lune”, in the Qabalistic pursuit of beauty and truth, verified by 

the emergence of and reiteration of Tiferet, the sixth sephira on the Tree of Life.  This pursuit 

was expressed through the development of a spiritual foundation and the acquisition of 

perfect consciousness, themes reiterated in the opening and closing sections of his “Clair de 

lune” following its Qabalistic analysis.  Each of the inner four sections was associated with 

sephiroth whose numbers represented the First Pentacle of the Moon, a fundamental pentacle 

in Verlaine’s Qabalistic signature and poem.  From a thematic perspective, these sephiroth 

reflected the poetic text, correlating with the symbolic nature of the commedia dell’arte 

characters and the adversities of their inner emotive world, and their need to access Divine 

understanding and strength in order to achieve moral regeneration through beauty and truth.  

These themes were reflected in the music emotively and from a technical perspective, both of 

which aligned with the Qabalistic symbolism.  Thus, in the analysis of Debussy’s music, 

where a textual analysis was not possible, the research revealed a musical and symbolic 

alignment with the thematic content of the Qabalistic interpretation of the poem.   

 There was a direct Qabalistic correspondence between Mallarmé’s Qabalistic 

signature and his L'après-midi d'un faune to the extent that symbolically, the poem appeared 

as a symbolic exploration of aspects of it.  Dominated by Netzach and its Fifth Pentacle of 

Venus, Mallarmé’s signature was reflected in the faune in addition to the poetic text’s 

reference to Venus, roses, and bees, all of which are symbols of the seventh sephira.  As with 

the other analyses, numerical consistencies emerged supporting and confirming the Qabalistic 

associations with the poem.  From a Qabalistic perspective, L'après-midi d'un faune 

expresses the faune’s pursuit of Shekinah (the Divine feminine) and his desire to establish a 

spiritual foundation based on knowledge of eternal concepts through beauty, truth, and 

loving-kindness.  The Qabalistic interpretation reveals that the nymphs are a metaphor for the 

faune’s mind-body duality that results in the absence of spiritual beauty in his encounter with 

them and failure to experience Shekinah, represented symbolically throughout the poem and 

referenced by the Song of Songs symbolism.  As the poem progresses, the faune realizes he 

has fallen short of his soul’s desire, having succumbed to his primal and immoral urges.  A 
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marked turn toward the pursuit of perfect consciousness occurs and the faune truthfully 

confesses that, through his actions and immorality, he has depraved the nymphs of their 

sacred feminine.  A notable aspect of the poem is Mallarmé’s capitalization of two words, 

“CONTEZ” and “SOUVENIRS”, whose gematria results are identical and convey the Divine 

name signifying “Heaven on Earth”, reflecting the faune’s desire to experience the Divine 

feminine and “Elevate his spiritual over his physical limitations” as expressed through the 

reiteration of the 43rd Divine name throughout the analysis.  The faune resolutely decides to 

pursue Shekinah through his vision of Venus.  Drawing from loving-kindness and knowledge 

of eternal concepts, he encounters Shekinah and alleviates his guilt from earlier 

misdemeanours, releasing the memory of the nymphs with love.   

 In the analysis of Debussy’s Prélude à l'après-midi d'un faune, the research findings 

produced indisputable correlations between signatures associated with the work and 

Mallarmé’s L’après-midi d'un faune.  The Qabalistic symbolism that emerged throughout the 

analysis further aligned with the symbolic themes of the poem’s text, both literally and in 

relation to the Qabalah, exposing the symbolic correspondence between Debussy’s work and 

Mallarmé’s poem.  Markedly, the 9th Divine name signifying “Angelic influences” was 

found in the first four Qabalistic methods for both Prélude à l'après-midi d'un faune and the 

word faune, reiterating the results for the title, Suite bergamasque and the piece, “Clair de 

lune” following the calculation of its music notation.  Further analysis of the title Prélude à 

l'après-midi d'un faune found Divine attributes echoing the Qabalistic symbolism of the 

poem’s analysis.   

The transliteration and calculation of Prélude à l'après-midi d'un faune’s music 

notation reflected previous findings associated with both Mallarmé’s poem and expression of 

Shekinah, in addition to Debussy signature.  Each of the work’s three sections reiterated a 

dominant sephira of Mallarmé’s poem.  An emphasis on Divine understanding supported the 

presence of sephiroth symbolic of establishing a spiritual foundation through knowledge of 

eternal and universal concepts toward beauty and truth.  The two music keys associated with 

the work reflected both Tiferet (key of E) and Yesod (key of D), correlating the former’s 

beauty and truth with the latter’s capacity for spiritual development and reiterated the faune’s 

self-realization as a mark of his moral regeneration.  As with Debussy’s “Clair de lune”, the 

music of Prélude à l'après-midi d'un faune reflected the Qabalistic symbolism emotively and 

through compositional and structural components.  The symbolic intensity of the faune’s 

passionate experience of Shekinah through his vision of Venus was reflected through the full 

orchestra proportionally aligned with the poem.  Analysis of the Prélude’s note values and 
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space between the notes found the reiteration of the numerical representations of the faune, 

Nogah (Venus), vered (rose), debash (bee honey), ervah (nakedness/sex), and Shekinah, 

throughout each of the work’s sections, providing further symbolic correlations between 

Prélude à l'après-midi d'un faune and L’après-midi d’un faune.  While both works explored 

the faune’s experience of the Divine feminine through Shekinah, only possible following his 

spiritual reflection on truth and self-development toward perfect consciousness, Debussy’s 

work conveyed Binah as a significant feature while Mallarmé’s poem emphasized Chesed, 

with each of these sephiroth, fundamental to their Qabalistic signatures.    

In conclusion, this thesis has established a method for examining Symbolist poetry 

and Debussy’s music based on the Qabalah and has provided a fully developed study of how 

to “decode” their work via Qabalistic doctrine and ritual.  It has revealed an aesthetic 

objective and spiritual dimension of Symbolism and Debussy’s music that was concerned 

with the attainment of beauty as a representation of Divine truth, adding layers of 

philosophical, spiritual, and allegorical meaning to their work.  In this way, their muse of 

secrecy is interpreted as truth, and their work as a “symbol of a symbol”.  While there is no 

means of determining whether they consciously employed the Qabalah in their creative 

process, the research findings produce evidence that suggests that, from a mathematical 

perspective, distinct correlations exist between signatures associated with the artist and their 

work.  Numerical consistencies reappear throughout each analysis, whether of poetry or 

music, that indicate something more than mere coincidence.  In short, were Baudelaire, 

Mallarmé, Verlaine, and Debussy using their art as a form of evocation in a manner of 

Qabalistic initiation?  The answer to that question lies outside the scope of this thesis, but 

what is clear is that their interest in esotericism was more than just a peripheral facet of their 

lives.  The results of this inquiry will hopefully lead to further research in the Qabalistic 

dimensions of the work of other Symbolists and contemporaries of Debussy.   
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Appendix B: Determining the Qabalistic Statistics for Alphonse Constant 

 

Table of statistics for Alphonse Constant 

Name Gematria value Atbash  Tetractys sum - horizontal (H) and 
vertical (V) calculations  

Tetractys 
bilateral sum 

Number of 
letter characters  

Initials 
sum 

Alphonse 
Constant 

7  
(70)(214) 
A - 1,3,8,7,5,3,5 
C - 9,7,5,3,4,1,5,4 

5  
(95)(428) 
A - 5,8,9,2,8,8,3 
C - 9,3,8,8,2,9,8,5 
Db - 9 

7  
(H 70/1591)(V - 70/1591) 
H - 1,4,3,1,6,9,5,5,3,8,2,6,7,3,7 
V - 6,6,5,3,1,3,9,9,4,3,6,7,3,1,4 
 

5  
(140)(3182) 

6  
(15) 
 

1 
(10)(19) 
 

 

 

Calculating the gematria value for Eliphas Lévi 

e l i ph a s l e v i 

h l y p a s l h v y 

5 3 1 8 1 3 3 5 6 1 
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Appendix C: Determining the Qabalistic Statistics for Chansons and Poésies 

 

Calculating the gematria value of chansons 

ch a n s o n s   

ch a n s ay n s   

8 1 5 3 7 5 3 Sum 5 (32) 

8 12 14 21 16 14 21 Sum 5 (95) 

 

Calculating the atbash value of chansons 

1) ch a n s ay n s   
2) s n ay s n a ch   
3) 8 1 5 3 7 5 3   
4) 3 5 7 3 5 1 8   
5) 2 6 3 6 3 6 2 Sum 1 (28) 
6) 29 15 30 42 30 15 29 Sum 1 (190) 

 

Calculating the tetractys and bilateral sums for chansons 
Horizontal calculation                        Vertical calculation 

 Reduced Ordinal  Reduced Ordinal 

ch 8 8  2 56 
a 9 9  6 6 
n 5 23  7 70 
s 8 44  3 84 

ay 6 60  3 48 
n 2 74  1 28 
s 5 95  3 21 

Sum: 7 (43) (313)  7 (25) (313) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

7 + 7 = 14 reduces to 5 

43 + 25 = 68 

313 + 313 = 626 

The bilateral sum is 5 (68)(626) 

 

Calculating the gematria value of poésies 
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p o e s i e s   

p ay h s y h s   

8 7 5 3 1 5 3 Sum 5 (32) 

17 16 5 21 10 5 21 Sum 5 (95) 

 

Calculating the atbash value of poésies 

1) p ay h s y h s   
2) s h y s h ay p   
3) 8 7 5 3 1 5 3   
4) 3 5 1 3 5 7 8   
5) 2 3 6 6 6 3 2 Sum 1 (28) 
6) 38 21 15 42 15 21 38 Sum 1 (190) 

 

Calculating the tetractys and bilateral sums for poésies 
Horizontal calculation                        Vertical calculation 

 Reduced Ordinal  Reduced Ordinal 

p 8 17  2 119 
ay 6 33  6 96 
h 2 38  7 25 
s 5 59  3 84 
y 6 69  3 30 
h 2 74  1 10 
s 5 95  3 21 

Sum: 7 (34) (385)  7 (25) (385) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

7 + 7 = 14 reduces to 5 

34 + 25 = 59 

385 + 385 = 770 

The bilateral sum is 5 (59)(770) 
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Appendix D: Determining the Qabalistic Statistics for M.A. Constant de Baucour and 

Les trois harmonies 

 

Calculating the gematria value for M.A. Constant de Baucour 

m a c o n s t a n t d e b a u c o u r   
m a tz ay n s t a n t d h b a v tz ay v r   
4 1 9 7 5 3 4 1 5 4 4 5 2 1 6 9 7 6 2 Sum 4 (22) 
13 1 18 16 14 21 22 1 14 22 4 5 2 1 6 18 16 6 20 Sum 4 (220) 

 

Calculating the atbash value for M.A. Constant de Baucour 

1) m a tz ay n s t a n t d h b a v tz ay v r   
2) r v ay tz v a b h d t n a t s n ay tz a m   
3) 4 1 9 7 5 3 4 1 5 4 4 5 2 1 6 9 7 6 2   
4) 2 6 7 9 6 1 2 5 4 4 5 1 4 3 5 7 9 1 4   
5) 6 7 7 7 2 4 6 6 9 8 9 6 6 4 2 7 7 7 6 Sum 8 (26) 
6) 33 7 34 34 20 22 24 6 18 44 18 6 24 22 20 34 34 7 33 Sum 8 (440) 
 

Calculating the tetractys and bilateral sums for M.A. Constant de Baucour  

               
Horizontal calculation        Vertical calculation 

 Reduced Ordinal  Reduced Ordinal 

m 4 13  4 247 
a 5 14  9 18 
tz 5 32  9 306 
ay 3 48  4 256 
n 8 62  3 210 
s 2 83  6 294 
t 6 105  7 286 
a 7 106  3 12 
n 3 120  1 154 
t 7 142  4 220 
d 2 146  9 36 
h 7 151  4 40 
b 9 153  5 14 
a 1 154  6 6 
v 7 160  3 30 
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tz 7 178  9 72 
ay 5 194  3 48 
v 2 200  3 12 
r 4 220  2 20 

Sum: 4 (94) (2281)  4 (94) (2281) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

4 + 4 = 8  

94 + 94 = 188 

2281 + 2281 = 4562 

The bilateral sum is 8 (188)(4562) 

 

Calculating the gematria value for Les trois harmonies 

l e s t r o i s h a r m o n i e s   
l h s t r ay y s h a r m ay n y h s   
3 5 3 4 2 7 1 3 5 1 2 4 7 5 1 5 3 Sum 7 (61) 
12 5 21 22 20 16 10 21 5 1 20 13 16 14 10 5 21 Sum 7 (232) 

 

Calculating the atbash value for Les trois harmonies 

1) l h s t r ay y s h a r m ay n y h s   
2) s h y n ay m r a h s y ay r t s h l   
3) 3 5 3 4 2 7 1 3 5 1 2 4 7 5 1 5 3   
4) 3 5 1 5 7 4 2 1 5 3 1 7 2 4 3 5 3   
5) 6 1 4 9 9 2 3 4 1 4 3 2 9 9 4 1 6 Sum 5 (77) 
6) 33 10 22 36 36 29 30 22 10 22 30 29 36 36 22 10 33 Sum 5 (464) 

 

Calculating the tetractys and bilateral sums for Les trois harmonies 
Horizontal Calculation             Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

l 3 12  6 204 
h 8 17  8 80 
s 2 38  9 315 
t 6 60  2 308 
r 8 80  8 260 

ay 6 96  3 192 
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y 7 106  2 110 
s 1 127  3 210 
h 6 132  9 45 
a 7 133  8 8 
r 9 153  5 140 
m 4 166  6 78 
ay 2 182  8 80 
n 7 196  2 56 
y 8 206  3 30 
h 4 211  1 10 
s 7 232  3 21 

Sum: 5 (95) (2147)  5 (86) (2147) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

5 + 5 = 10 reduces to 1 

95 + 86 = 181 

2147 + 2147 = 4294 

The bilateral sum is 1 (181)(4294) 
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Appendix E: Determining the Qabalistic Statistics for Les Correspondances 

Calculating the gematria value for Les Correspondances 

l e s c o r r e s p o n d a n c e s   
l h s tz ay r r h s p ay n d a n tz h s   
3 5 3 9 7 2 2 5 3 8 7 5 4 1 5 9 5 3 Sum 5 (86) 
12 5 21 18 16 20 20 5 21 17 16 14 4 1 14 18 5 21 Sum 5 (248) 

 

Calculating the atbash value for Les Correspondances 

l h s tz ay r r h s p ay n d a n tz h s   
s h tz n a d n ay p s h r r ay tz s h l   
3 5 3 9 7 2 2 5 3 8 7 5 4 1 5 9 5 3   
3 5 9 5 1 4 5 7 8 3 5 2 2 7 9 3 5 3   
6 1 3 5 8 6 7 3 2 2 3 7 6 8 5 3 1 6 Sum 1 (82) 
33 10 39 32 17 24 34 21 38 38 21 34 24 17 32 39 10 33 Sum 1 (496) 

 

Calculating the tetractys and bilateral sums for Les Correspondances 
Horizontal calculation    Vertical calculation 

l 3 12  9 216 
h 8 17  4 85 
s 2 38  3 336 
tz 2 56  9 270 
ay 9 72  8 224 
r 2 92  8 260 
r 4 112  6 240 
h 9 117  1 55 
s 3 138  3 210 
p 2 155  9 153 
ay 9 171  2 128 
n 5 185  8 98 
d 9 189  6 24 
a 1 190  5 5 
n 6 204  2 56 
tz 6 222  9 54 
h 2 227  1 10 
s 5 248  3 21 

Sum: 6 (96) (2445)  6 (96) (2445) 
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To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

6 + 6 = 12 reduces to 3  

96 + 96 = 192 

2445 + 2445 = 4890 

The bilateral sum is 3 (192)(4890) 
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Appendix F: Determining the Qabalistic Statistics for Charles Baudelaire 

 

Table of Qabalistic statistics for Charles Baudelaire 

Name Gematria value Atbash  Tetractys sum - horizontal (H) and 
vertical (V) calculations  

Tetractys 
bilateral sum  

Number 
of letter 
characters  

Initials 
sum  

Charles 
Baudelaire 
 

7  
(52)(133) 
Ch- 8,1,2,3,5,3 
B - 
2,1,6,4,5,3,1,1,2,5 
 
 

5  
(86)(266) 
Ch - 4,3,3,4,8,8,6,7 
B - 7,7,6,8,8,4,3,3,4 
 
 
 

1  
(H 91/1234)(V- 64/1144) 
H - 8,9,2,5,1,4,6,7,4,8,4,7,8,9,2,7 
V - 2,6,1,3,6,6,2,9,3,1,3,6,4,3,4,5 
 
 

2 (155)(2378) 7  
(16) 
 

1  
(10) 
 

 

Calculating the gematria value for Charles Baudelaire 

ch a r l e s b a u d e l a i r e   
ch a r l h s b a v d h l a y r h   
8 1 2 3 5 3 2 1 6 4 5 3 1 1 2 5 Sum 7 (52) 
8 1 20 12 5 21 2 1 6 4 5 12 1 10 20 5 Sum 7 (133) 
 

Calculating the atbash value for Charles Baudelaire 

1) ch a r l h s b a v d h l a y r h   
2) h r y a l h d v a b s h l r a ch   
3) 8 1 2 3 5 3 2 1 6 4 5 3 1 1 2 5   
4) 5 2 1 1 3 5 4 6 1 2 3 5 3 2 1 8   
5) 4 3 3 4 8 8 6 7 7 6 8 8 4 3 3 4 S

 

5 

 
6) 13 2

 
3

 
1

 
1

 
2

 
6 7 7 6 2

 
1

 
1

 
3

 
2

 
1

 
S

 

5 

 

 

Calculating the tetractys and bilateral sums for Charles Baudelaire 
 Horizontal Calculation             Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

ch 8 8  2 128 
a 9 9  6 15 
r 2 29  1 280 
l 5 41  3 156 
h 1 46  6 60 
s 4 67  6 231 
b 6 69  2 20 
a 7 70  9 9 
v 4 76  3 48 
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d 8 80  1 28 
h 4 85  3 30 
l 7 97  6 60 
a 8 98  4 4 
y 9 108  3 30 
r 2 128  4 40 
h 7 133  5 5 

Sum: 1 (91) (1234)  1 (64) (1144) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

1 + 1 = 2 

91 + 64 = 155 

1234 + 1144 = 2378 

The bilateral sum is 1 (155)(2378) 
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Appendix G: Determining the Qabalistic Statistics for Les Fleurs du Mal 

Calculating the gematria value for Les Fleurs du mal 

f l e u r s d u m a l   
p l h v r s d v m a l   
8 3 5 6 2 3 4 6 4 1 3 Sum 9 (45) 
17 12 5 6 20 21 4 6 13 1 12 Sum 9 (117) 

 

Calculating the atbash value for Les Fleurs du mal 

l h s p l h v r s d v m a l   
l a m v d s r v h l p s h l   
3 5 3 8 3 5 6 2 3 4 6 4 1 3   
3 1 4 6 4 3 2 6 5 3 8 3 5 3   
6 6 7 5 7 8 8 8 8 7 5 7 6 6 Sum 4 (94) 
24 6 34 23 16 26 26 26 26 16 23 34 6 24 Sum 4 (310) 

 

Calculating the tetractys and bilateral sums for Les Fleurs du mal 
Horizontal Calculation         Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

l 3 12  6 168 
h 8 17  2 65 
s 2 38  9 252 
p 1 55  7 187 
l 4 67  3 120 
h 9 72  9 45 
v 6 78  3 48 
r 8 98  5 140 
s 2 119  9 126 
d 6 123  2 20 
v 3 129  6 24 
m 7 142  3 39 
a 8 143  2 2 
l 2 155  3 12 

Sum: 6 (69) (1248)  6 (69) (1248) 
 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 
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6 + 6 = 12 reduces to 3  

69 + 69 = 138 

1248 + 1248 = 2496 

The bilateral sum is 3 (138)(2496) 
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Appendix H: Titles for Les Fleurs du Mal – First Edition (1857) 

Table of Contents 

 

 Dédicace/Dedication 
 Au Lecteur/The Teacher 
 

Spleen et idéal/Spleen and Ideal 

 

1. Bénédiction/Benediction 
2.   Le Soleil/The Sun 
3.   Élévation/Elevation 
4.   Correspondences/Correspondences 
5.   J’aime le souvenir de ces époques nues/I love the memory of those naked  
 epochs 
6.   Les Phares/The Beacons 
7.   La Muse malade/The Sick Muse 
8.   La Muse vénale/The Venal Muse 
9.   Le Mauvais Moine/The Bad Monk 
10.  L’Ennemi/The Enemy 
11. Le Guignon/Bad Look 
12. La Vie anterieure/Past life 
13. Bohémians en voyage/Traveling Gypsies 
14. L’Homme et la mer/Man and the sea 
15. Don Juan aux enfers/Don Juan in Hell 
16. Châtiment de l'Orgueil/Punishment of pride 
17. La Beauté/Beauty 
18. L’Idéal/The Ideal 
19. La Géante/The Giantess 
20. Les Bijoux/The Jewels 
21. Parfum exotoique/Exotic perfume 
22. Je t'adore à l'égal de la voûte nocturne/I adore you as much as the   
 nocturnal vault 
23. Tu mettrais l'univers entier dans ta ruelle/You would put the whole   
 universe in your lane 
24. Sed non satiate/But not satisfied 
25. Avec ses vêtements ondoyants et nacres/With her undulating and pearly  
 clothes 
26. Le Serpent qui danse/The dancing Serpent 
27. Une Charogne/A Carcass 
28. De profundis clamavi/ From the depths I cry 
29. Le Vampire/The Vampire 
30. Le Léthé/Lethe 
31. Une nuit que j'étais près d'une affreuse Juive/One night when I lay beside a 
frightfully  Jewess 
32. Remords posthume/Posthumous remorse 
33. Le Chat/The Cat 
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34. Le Balcon/The Balcony 
35. Je te donne ces vers afin que si mon nom/I give you these verses so if my 
 name 
36. Tout entire/All together 
37. Que diras-tu ce soir, pauvre âme solitaire/What will you say tonight, poor  
 solitary soul 
38. Le Flambeau vivant/The Living torch 
39. À Celle qui est trop gaie/To she who is too gay 
40. Réversibilité/Reversibility 
41. Confession/Confession 
42. L’Aube spirituelle/Spiritual dawn 
43. Harmonie du soir/Evening harmony 
44. Le Flacon/The bottle 
45. Le Poison/Poison 
46. Ciel brouillé/Cloudy sky 
47. Le Chat/The Cat 
48. Le Beau navire/The beautiful ship 
49. L’Invitation au voyage/Invitation to the voyage 
50. L’Irréparable/The irreparable 
51. Causerie/Conversation 
52. L'Héautontimorouménos/The self-tormenter 
53. Franciscae meae laudes/In praise of my Frances 
54. À une Dame creole/To a creole lady 
55. Moesta et errabunda/Grieving and wandering 
56. Les Chats/The cats 
57. Les Hiboux/The owls 
58. La Cloche fêlée/The broken bell 
59. Spleen/Spleen 
60. Spleen/Spleen 
61. Spleen/Spleen 
62. Spleen/Spleen 
63. Brumes et pluies/Mists and rains 
64. L’Irremédiable/The irremediable 
65. À une Mendiante rousse/To a mendicant redhead 
66. Le Jeau/Gambling 
67. Le Crépuscule du soir/Evening crepuscule 
68. Le Crepuscule du matin/Morning crepuscule 
69. La servante au grand coeur dont vous étiez jalousie/The kind-hearted   
 servant of whom you were jealous 
70. Je n'ai pas oublié, voisine de la ville/I have not forgotten, near the city 
71. Le Tonneau de la haine/The cask of hatred 
72. Le Revenant/The ghost 
73. Le Mort joyeux/The joyful dead 
74. Sépulture/Sepulchre 
75. Tristesses de la lune/Sorrows of the moon 
76. La Musique/Music 
77. La Pipe/The pipe 
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Fleurs du mal/Flowers of evil 

 

78. La Destruction/Destruction 
79. Une Martyre/A Martyr 
80. Lesbos/Lesbos 
81. Femmes damnées/Women doomed 
82. Femmes damnées/Women doomed 
83. Les Deux Bonnes Soeurs/The two good sisters 
84. La Fontaine du sang/The fountain of blood 
85. Allégorie/Allegory 
86. La Béatrice/Beatrice 
87. Les Métamorphoses du vampire/The Vampire’s Metamorphoses 
88. Un Voyage à Cythère/A voyage to Cythera 
89.  L'Amour et le Crâne/Love and the skull 
 

Révolte/Revolt 

 

90. Le Reniement de saint Pierre/The denial of Saint Peter 
91. Abel et Caïn/Abel and Cain 
92. Les Litanies de Satan/The Litanies of Satan 
 

Le Vin/Wine: Divine truth and wisdom 

 

93. L'Ame du Vin/The soul of wine 
94. Le Vin des chiffonniers/The rag-pickers wine 
95. Le Vine de l’assassin/The murderer’s wine 
96. Le Vine du solitaire/The lonely man’s wine 
97. Le Vin des amants/The lover’s wine 
 

La Mort/Death: The Extinction of Concupiscence and the Renewal of Life 

 

98. La Mort des amants/The death of lovers 
99. La Mort des pauvres/The death of the poor 
100. La Mort des artists/The death of artists 
 

 

Gematria Value for Each Section and Poem Title of Les Fleurs du Mal and Their Sums 

 

Title        Gematria Value 

 

Section: Spleen et idéal        
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1. Bénédiction      3 (48)(120)  
2.   Le Soleil      3 (30)(93) 
3.   Élévation      1 (37)(91) 
4.   Correspondences     3 (75)(210)  
5.   J’aime le souvenir de ces époques nues  9 (135)(342) 
6.   Les Phares      3 (30)(102) 
7.   La Muse malade     4 (40)(94) 
8.   La Muse vénale     2 (47)(101) 
9.   Le Mauvais Moine     7 (52)(133) 
10.  L’Ennemi      1 (28)(73) 
11. Le Guignon      2 (38)(83) 
12. La Vie anterieure     7 (52)(142) 
13. Bohémians en voyage     3 (66)(147) 
14. L’Homme et la mer     7 (52)(142) 
15. Don Juan aux enfers     7 (70)(169) 
16. Châtiment de l'Orgueil    8 (71)(188) 
17. La Beauté      9 (27)(54) 
18. L’Idéal       8 (17)(44) 
19. La Géante      9 (27)(63)  
20. Les Bijoux      7 (34)(97) 
21. Parfum exotoique     8 (71)(188) 
22. Je t'adore à l'égal de la voûte nocturne  3 (129)(309) 
23. Tu mettrais l'univers entier dans ta ruelle  3 (129)(435) 
24. Sed non satiate     3 (48)(156) 
25. Avec ses vêtements ondoyants et nacres  9 (144)(414) 
26. Le Serpent qui danse     3 (66)(201) 
27. Une Charogne      2 (47)(92) 
28. De profundis clamavi     6 (78)(195) 
29. Le Vampire      8 (35)(89) 
30. Le Léthé      3 (30)(48) 
31. Une nuit que j'étais près d'une affreuse Juive  1 (154)(397) 
32. Remords posthume     6 (69)(186) 
33. Le Chat      3 (21)(48) 
34. Le Balcony      8 (35)(80) 
35. Je te donne ces vers afin que si mon nom  2 (137)(380) 
36. Tout entire      7 (43)(142) 
37. Que diras-tu ce soir, pauvre âme solitaire  8 (125)(395) 
38. Le Flambeau vivant     7 (61)(133) 
39. À Celle qui est trop gaie    5 (77)(221) 
40. Réversibilité      4 (40)(148) 
41. Confession      8 (53)(152) 
42. L’Aube spirituelle     4 (58)(166) 
43. Harmonie du soir     8 (53)(161) 
44. Le Flacon      5 (41)(95) 
45. Le Poison      3 (39)(111) 
46. Ciel brouillé      2 (47)(128) 
47. Le Chat      3 (21)(48)   
48. Le Beau navire     6 (42)(87) 
49. L’Invitation au voyage    5 (68)(185) 
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50. L’Irréparable      8 (35)(107) 
51. Causerie      5 (32)(86) 
52. L'Héautontimorouménos    1 (91)(253) 
53. Franciscae meae laudes    9 (81)(198) 
54. À une Dame creole     8 (62)(125) 
55. Moesta et errabunda     7 (61)(178) 
56. Les Chats      9 (27)(90) 
57. Les Hiboux      2 (38)(92) 
58. La Cloche fêlée     8 (62)(116) 
59. Spleen       2 (29)(74) 
60. Spleen       2 (29)(74) 
61. Spleen       2 (29)(74) 
62. Spleen       2 (29)(74) 
63. Brumes et pluies     3 (57)(165) 
64. L’Irremédiable     2 (38)(119) 
65. À une Mendiante rousse    5 (77)(203) 
66. Le Jeau      3 (21)(39) 
67. Le Crépuscule du soir     6 (87)(222) 
68. Le Crepuscule du matin    8 (89)(215) 
69. La servante au grand coeur dont vous étiez   6 (177)(456) 
 jalousie  
70. Je n'ai pas oublié, voisine de la ville   9 (108)(279) 
71. Le Tonneau de la haine    8 (71)(152) 
72. Le Revenant      5 (41)(104) 
73. Le Mort joyeux     6 (51)(150) 
74. Sépulture      6 (42)(114) 
  
75. Tristesses de la lune     2 (65)(227) 
76. La Musique      3 (30)(93) 
77. La Pipe      8 (26)(62) 
 

Total gematria value:       4 (4522)(12019) 

 

Section: Fleurs du mal       

 

78. La Destruction      9 (54)(171) 
79. Une Martyre      8 (35)(116) 
80. Lesbos       5 (23)(77) 
81. Femmes damnées (À la pâle clarté)   2 (56)(137)  
      Brackets:  1 (46)(127) 
82. Femmes damnées (Comme un bétail pensif)  2 (56)(137) 
      Brackets:  5 (86)(221)  
83. Les Deux Bonnes Soeurs    4 (85)(229) 
84. La Fontaine du sang     8 (62)(161) 
85. Allégorie      3 (30)(84) 
86. La Béatrice      6 (33)(96) 
87. Les Métamorphoses du vampire   2 (101)(290) 
88. Un Voyage à Cythère     3 (66)(129) 
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89.  L'Amour et le Crâne     8 (62)(170) 
 

Total gematria value (with bracketed sums):    3 (795)(2145) 

 

Section: Révolte        

 

90. Le Reniement de saint Pierre    9 (90)(279) 
91. Abel et Caïn      9 (36)(90) 
92. Les Litanies de Satan     3 (57)(201) 
 

Total gematria value:    3 (183)(570) 

 

Section: Le Vin        

 

93. L'Ame du Vin      8 (35)(71) 
94. Le Vin des chiffonniers    4 (85)(229) 
95. Le Vine de l’assassin     3 (57)(183) 
96. Le Vine du solitaire     8 (62)(179) 
97. Le Vin des amants     5 (50)(149) 
 

Total gematria value:    1 (289)(811)  

 

Section: La Mort        

 

98. La Mort des amants     6 (51)(186) 
99. La Mort des pauvres     1 (64)(190) 
100. La Mort des artists     6 (51)(231) 
       

Total gematria value:    4 (166)(607)  
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Appendix I: Determining the Qabalistic Statistics for Each Section of Les Fleurs du Mal 

Table of Qabalistic statistics for Les Fleur du mal’s sections 

Title Gematria 
value 

Atbash Tetractys	sum	 	horizontal	
(H)	and	vertical	(V)	
calculations 

Tetractys 
bilateral sum 

Number 
of letter 
character
s 

Initial
s sum 

Numb
er of 
poems 

Spleen et 
idéal 
 

7  
(52)(133) 
S - 3,8,3,5,5,5 
E - 5,4 
I - 1,4,5,1,3 

5  
(95)(266) 
S - 6,9,8,9,6,9 
E - 1,9 
I - 6,9,8,9,6 
 

7  
(H 52/1078)(V 70/1078)  
H - 3,2,5,1,6,2,7,2,3,7,3,4,7 
V - 3,6,6,5,9,4,8,6,5,7,6,2,3 
 

5 (122)(2156) 4  
(13) 

9  
(36) 
 

5  
(77) 

Fleurs du 
Mal 

9  
(45)(117) 
F - 8,3,5,6,2,3 
D - 4,6 
M - 4,1,3 

9  
(54)(234) 
F - 2,4,9,3,6,6 
D - 6,3 
M - 9,4,2 

7  
(H - 61/763)(V - 52/763) 
H - 8,2,7,4,6,9,4,1,5,6,9 
V - 7,3,9,3,5,9,2,6,3,2,3 
 

5 (113)(1526) 2  
(11) 

7 
(16)(3
4) 
 

3  
(12) 

Révolte 5  
(32)(86) 
2,5,6,7,3,4,5 

1  
(55)(172) 
7,9,9,5,9,9,7 

7  
(H - 34/349)(V - 34/349) 
H - 2,7,4,2,5,9,5 
V - 5,3,3,1,9,8,5 

5  
(68)(698) 

7 2  
(20) 

3 

Le Vin 2  
(20)(47) 
3,5,6,1,5 

4  
(31)(94) 
8,6,3,6,8 

6  
(H - 24/132)(V - 24/132) 
H - 3,8,5,6,2 
V - 6,2,9,2,5 

3  
(48)(264) 

5 9  
(18) 
 

5 

La Mort 3  
(21)(84) 
3,1,4,7,2,4 

6  
(42)(168) 
7,3,2,2,3,7 

5  
(H - 32/239)(V - 32/239) 
H - 3,4,8,6,8,3 
V - 9,5,7,3,4,4 

   

1  
(64)(478) 

6 7  
(25) 
 

3 

Sum of 
sections 

8  
(170)(467) 

7  
(259)(934) 

5  
(H - 203/2561)(V - 
212/2561) 

1  
(415)(5122) 

6  
(42) 

7 
(133) 

1 
(100) 

 

Calculating the gematria value for “Spleen et idéal” 

s p l e e n e t i d e a l   
s p l h h n h t y d h a l   
3 8 3 5 5 5 5 4 1 4 5 1 3 Sum 7 (52) 
21 17 12 5 5 14 5 22 10 4 5 1 12 Sum 7 (133) 

 

Calculating the atbash value for “Spleen et idéal” 

1) s p l h h n h t y d h a l   
2) l a h d y t h n h h l p s   
3) 3 8 3 5 5 5 5 4 1 4 5 1 3   
4) 3 1 5 4 1 4 5 5 5 5 3 8 3   
5) 6 9 8 9 6 9 1 9 6 9 8 9 6 Sum 5 (95) 
6) 33 18 17 9 15 36 10 36 15 9 17 18 33 Sum 5 (266) 
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Calculating the tetractys and bilateral sums for “Spleen et idéal” 
Horizontal Calculation                                 Vertical Calculation  

 Reduced Ordinal  Reduced Ordinal 

s 3 21  3 273 
p 2 38  6 204 
l 5 50  6 132 
h 1 55  5 50 
h 6 60  9 45 
n 2 74  4 112 
h 7 79  8 35 
t 2 101  6 132 
y 3 111  5 50 
d 7 115  7 16 
h 3 120  6 15 
a 4 121  2 2 
l 7 133  3 12 

Sum: 7 (52) 1078  7 (70) 1078 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

7 + 7 = 14 reduces to 5  

52 + 70 = 120 

1078 + 1078 = 2156 

The bilateral sum is 5 (120)(2156) 

 

Calculating the gematria value for “Fleurs du mal” 

f l e u r s d u m a l   

p l h v r s d v m a l   

8 3 5 6 2 3 4 6 4 1 3 Sum 9 (45) 

17 12 5 6 20 21 4 6 13 1 12 Sum 9 (117) 

 

Calculating the atbash value for “Fleurs du mal” 

1) p l h v r s d v m a l   

2) l a m v d s r v h l p   

3) 8 3 5 6 2 3 4 6 4 1 3   

4) 3 1 4 6 4 3 2 6 5 3 8   



264 

5) 2 4 9 3 6 6 6 3 9 4 2 Sum 9 (54) 

6) 29 13 18 12 24 42 24 23 18 13 29 Sum 9 (234) 

 

Calculating the tetractys and bilaterals sums for “Fleurs du mal” 
Horizontal Calculation                                 Vertical Calculation  

 Reduced Ordinal  Reduced Ordinal 

p 8 17  7 187 

l 2 29  3 120 

h 7 34  9 45 

v 4 40  3 48 

r 6 60  5 140 

s 9 81  9 126 

d 4 85  2 20 

v 1 91  6 24 

m 5 104  3 39 

a 6 105  2 2 

l 9 117  3 12 

Sum: 7 (61) (763)  7 (52) (763) 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

7 + 7 = 14 reduces to 5  

61 + 52 = 113 

763 + 763 = 1526 

The bilateral sum is 5 (113)(1526) 

 

Calculating the gematria value for “Révolte” 

r e v o l t e   

r h v ay l t h   

2 5 6 7 3 4 5 Sum 5 (32) 

20 5 6 16 12 22 5 Sum 5 (86) 

 

Calculating the atbash value for “Révolte” 

1) r h v ay l t h   

2) h t l ay v h r   

3) 2 5 6 7 3 4 5   
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4) 5 4 3 7 6 5 2   

5) 7 9 9 5 9 9 7 Sum 1 (55) 

 6) 25 27 18 32 18 27 25 Sum 1 (172 

 

Calculating the tetractys and bilateral sums for “Révolte” 
Horizontal Calculation                                 Vertical Calculation  

 Reduced Ordinal  Reduced Ordinal 

r 2 20  5 140 

h 7 25  3 30 

v 4 31  3 30 

ay 2 47  1 64 

l 5 59  9 36 

t 9 81  8 44 

h 5 86  5 5 

Sum: 7 (34) (349)  7 (34) (349) 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

7 + 7 = 14 reduces to 5  

34 + 34 = 68 

349 + 349 = 698 

The bilateral sum is 5 (68)(698) 

 

Calculating the gematria value for “Le vin” 

l e v i n   

l h v y n   

3 5 6 1 5 Sum 2 (20) 

12 5 6 10 14 Sum 2 (47) 

 

Calculating the atbash value for “Le vin” 

1) l h v y n   

2) n y v h l   

3) 3 5 6 1 5   

4)

 

5 1 6 5 3   

5) 8 6 3 6 8 Sum 4 (31) 

6) 26 15 12 15 26 Sum 4 (94) 
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Calculating the tetractys and bilateral sums for “Le vin” 
Horizontal Calculation                                 Vertical Calculation  

 Reduced Ordinal  Reduced Ordinal 

l 3 12  6 60 

h 8 17  2 20 

v 5 23  9 18 

y 6 33  2 20 

n 2 47  5 14 

Sum: 6 (24) (132)  6 (24) (132) 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

6 + 6 = 12 reduces to 3 

24 + 24 = 48 

132 + 132 = 264 

The bilateral sum is 3 (48)(264) 

 

Calculating the gematria value for “La mort” 

l a m o r t   

l a m ay r t   

3 1 4 7 2 4 Sum 3 (21) 

12 1 13 16 20 22 Sum 3 (84) 

 

Calculating the atbash value for “Le mort” 

1) l a m ay r t   

2) t r ay m a l   

3) 3 1 4 7 2 4   

4) 4 2 7 4 1 3   

5) 7 3 2 2 3 7 Sum 6 (42) 

6) 34 21 29 29 21 34 Sum 6 (168) 

 

Calculating the tetractys and bilateral sums for “La mort” 
Horizontal Calculation                                 Vertical Calculation  

 Reduced Ordinal  Reduced Ordinal 

l 3 12  9 72 
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a 4 13  5 5 

m 8 26  7 52 

ay 6 42  3 48 

r 8 62  4 40 

t 3 84  4 22 

Sum: 5 (32) (239)  5 (32) (239) 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

5 + 5 = 10 reduces to 1 

32 + 32 = 64 

239 + 239 = 478 

The bilateral sum is 1 (64)(478) 
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Appendix J: Determining the Qabalistic Statistics for "Correspondances" 

Table of Qabalistics statistics for “Correspondances” 

Title Gematria value Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number 
of letter 
characters 

Initials 
sum 

Correspondances 3 (75)(210) 
9,7,2,2,5,3,8,7,5,
4,1,5,9,5,3 

6 (69)(420) 
3,3,2,7,6,7,4,5,4,
7,6,7,2,3,3 

8 (H 89/1808)(V 80/1547) 
H - 9,7,9,2,7,1,9,7,3,7,8,4,4,9,3 
V - 9,8,8,6,1,3,9,2,8,6,5,2,9,1,3 

7 (169)(3616) 9 (18) 6 (15) 

Calculating the gematria value for “Correspondances” 

c o r r e s p o n d a n c e s 
tz ay r r h s p ay n d a n tz h s 
9 7 2 2 5 3 8 7 5 4 1 5 9 5 3 Sum 3 (75) 
18 16 20 20 5 21 17 16 14 4 1 14 18 5 21 Sum 3 (210) 

Calculating the atbash value for “Correspondances” 

1) tz ay r r h s p ay n d a n tz h s 
2) s h tz n a d n ay p s h r r ay tz 
3) 9 7 2 2 5 3 8 7 5 4 1 5 9 5 3 
4) 3 5 9 5 1 4 5 7 8 3 5 2 2 7 9 
5) 3 3 2 7 6 7 4 5 4 7 6 7 2 3 3 Sum 6 (69) 
6) 39 21 38 34 6 25 31 32 31 25 6 34 38 21 39 Sum 6 (420) 

Calculating the tetractys and bilateral sums for “Correspondances” 
Horizontal Calculation  Vertical Calculation 

Reduced Ordinal Reduced Ordinal 

tz 9 18 9 135 
ay 7 34 8 98 
r 9 54 8 260 
r 2 74 6 240 
h 7 79 1 55 
s 1 100 3 210 
p 9 117 9 153 
ay 7 133 2 128 
n 3 147 8 98 
d 7 151 6 24 
a 8 152 5 5 
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n 4 166  2 56 
tz 4 184  9 54 
h 9 189  1 10 
s 3 210  3 21 

Sum: 8 (89) 1808  8 (80) 1547 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

8 + 8 = 16 reduces to 7 

89 + 80 = (169) 

1808 + 1547 = (3355) 

The bilateral sum is 7 (169)(3355) 
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Appendix K: The poem “Correspondances” French, English, and Hebrew translations 

Correspondances 

La Nature est un temple où de vivants piliers 
Laissent parfois sortir de confuses paroles; 
L’homme y passe à travers des forêts de symboles 
Qui l’observent avec des regards familiers. 
 
Comme de longs échos qui de loin se confondent 
Dans une ténébreuse et profonde unité, 
Vaste comme la nuit et comme la clarté, 
Les parfums, les couleurs et les sons se répondent. 
 
Il est des parfums frais comme des chairs d’enfants, 
Doux comme les hautbois, verts comme les prairies, 
-Et d’autres, corrompus, riches et triomphants, 
 
Ayant l’expansion des choses infinies, 
Comme l’ambre, le musc, le benjoin et l’encens, 
Qui chantent les transports de l’esprit et des sens. 
    (Baudelaire, 1857) 

   

Correspondences  

Nature is a temple where living pillars 
Sometimes let emerge confused words; 
Man passes there through forests of symbols 
Which observe him with familiar looks. 
 
Like long echoes which from far merge 
In a shadowy and profound unity, 
As vast as night and as luminosity, 
Smells colors, and sounds answer each other. 
 
There are smells which are fresh like babies' skin, 
Soft like oboes, green like meadows, 
-And others corrupt, rich, triumphant, 
 
With the expansion of things infinite, 
Like amber, musk, resin, incense, 
Which sing the transports of the mind and senses. 
   (Hernadi, 1989, p.27-28) 

 

The Hebrew and Reduced Numerical Transliteration of “Correspondances” 

 
l a n a t v r h h s t v n t h m p l h y v d h v y v a n t s p y l y h r s     
l a y s s h n t p a r p a

y 
y s s a

y 
r t y r d h t

z 
a

y 
n p v s h s p a r a

y 
l h s    

l h a

y 
m m h y p a s s h a t r a v h r s d h s p a

y 
r h t s d h s y m b a

y 
l h s   

q v y l a

y 
b s h r v h n t a v h t

z 
d h s r h g a r d s p a m y l y h r s      
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t

z 
a

y 
m m h d h l a

y 
n g s h c

h 
a

y 
s q v y d h l a

y 
y n s h t

z 
a

y 
n p a

y 
n d h n t     

d a n s v n h t h n h b r h v s h h t p r a

y 
p a

y 
n d h v n y t h          

v a s t h t

z 
a

y 
m m h l a n v y t h t t

z 
a

y 
m m h l a t

z 
l a r t h           

l h s p a r p v m s l h s t

z 
a

y 
v l h v r s h t l h s s a

y 
n s s h r h p a

y 
n d h n t 

y l h s t d h s p a r p v m s p r a y s t

z 
a

y 
m m h d h s c

h 
a y r s d h n p a n t s 

d a

y 
v x t

z 
a

y 
m m h l h s h a v t b a

y 
y s v h r t s t

z 
a

y 
m m h l h s p r a y r y h s 

- h t d a v t r h s t

z 
a

y 
r r a

y 
m p v s r y c

h 
h s h t t r y a

y 
m p

h 
a n t s      

a y a n t

l 
h x p a n s y a

y 
n d h s c

h 
a

y 
s h s y n p y n y h s            

t

z 
a

y 
m m h l a m b r h l h m v s t

z 
l h b h n y a

y 
y n h t l h n t

z 
h n s       

q v y c

h 
a n t h n t l h s t r a n s p a

y 
r t s d h l h s p r y t h t d h s s h n s 

                                         
3 1 5 1 4 6 2 5 5 3 4 6 5 4 5 4 8 3 5 7 6 4 5 6 1 6 1 5 4 3 8 1 3 1 5 2 3     
3 1 1 3 3 5 5 4 8 1 2 8 7 1 3 3 7 2 4 1 2 4 5 9 7 5 8 6 3 5 3 8 1 2 7 3 5 3    
3 5 7 4 4 5 1 8 1 3 3 5 1 4 2 1 6 5 2 3 4 5 3 8 7 2 5 4 3 4 5 3 1 4 2 7 3 5 3   
1 6 1 3 7 2 3 5 2 6 5 5 4 1 6 5 9 4 5 3 2 5 3 1 2 4 3 8 1 4 1 3 1 5 2 3      
9 7 4 4 5 4 5 3 7 5 3 3 5 8 7 3 1 6 1 4 5 3 7 1 5 3 5 9 7 5 8 7 5 4 5 5 4     
4 1 5 3 6 5 5 4 5 5 5 2 2 5 6 3 5 5 4 8 2 7 8 7 5 4 5 6 5 1 4 5          
6 1 3 4 5 9 7 4 4 5 3 1 5 6 1 4 5 4 9 7 4 4 5 3 1 9 3 1 2 4 5           
3 5 3 8 1 2 8 6 4 3 3 5 3 9 7 6 3 5 6 2 3 5 4 3 5 3 3 7 5 3 3 5 2 5 8 7 5 4 5 5 4 
1 3 5 3 4 4 5 3 8 1 2 8 6 4 3 8 2 1 1 3 9 7 4 4 5 4 5 3 8 1 1 2 3 4 5 5 8 1 5 4 3 
4 7 6 6 9 7 4 4 5 3 5 3 5 1 6 4 2 7 1 3 6 5 2 4 3 9 7 4 4 5 3 5 3 8 2 1 1 2 1 5 3 
- 5 4 4 1 6 4 2 5 3 9 7 2 2 7 4 8 6 3 2 1 8 5 3 5 4 4 2 1 7 4 8 1 5 4 3      
1 1 1 5 4 3 5 6 8 1 5 3 1 7 5 4 5 3 8 7 3 5 3 1 5 8 1 5 1 5 3           
9 7 4 4 5 3 1 4 2 2 5 3 5 4 6 3 9 3 5 2 5 5 1 7 1 5 5 4 3 5 5 9 5 5 3       
1 6 1 8 1 5 4 5 5 4 3 5 3 4 2 1 5 3 8 7 2 4 3 4 5 3 5 3 8 2 1 4 5 4 4 5 3 3 5 5 3 
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Appendix L: Determining the Qabalistics Statistics for Paul Verlaine 

Table of Qabalistic statistics for Paul Verlaine 

Name Gematria 
value 

Atbash  Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of letter 
characters 

Initials 
sum 

Paul 
Verlaine 
 

1 
 (46)(109) 
P - 8163 
V - 65231155 

2  
(74)(218) 
P - 4674 
V - 97794764 

2  
(H - 74/605)(V - 56/713) 
H - 896962478951 
V - 626938364315 
 

4  
(130)(1318) 

3  
(12) 
 

5  
(14)(23) 
 

 

Calculating the gematria value of Paul Verlaine 

p a u l v e r l a i n e   
p a v l v h r l a y n h   
8 1 6 3 6 5 2 3 1 1 5 5 Sum 1 (46) 
17 1 6 12 6 5 20 12 1 10 14 5 Sum 1 (109) 

 

Calculating the atbash value of Paul Verlaine 

1) p a v l v h r l a y n h   
2) h n y a l r h v l v a p   
3) 8 1 6 3 6 5 2 3 1 1 5 5   
4) 5 5 1 1 3 2 5 6 4 6 1 8   
5) 4 6 7 4 9 7 7 9 4 7 6 4 Sum 2 (74) 
6) 22 15 16 13 18 25 25 18 13 16 15 22 Sum 2 (218) 

 

Calculating the tetractys and bilateral sums for Paul Verlaine 
Horizontal Calculation                            Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

p 8 17  6 204 
a 9 18  2 11 
v 6 24  6 60 
l 9 36  9 108 
v 6 42  3 48 
h 2 47  8 35 
r 4 67  3 120 
l 7 79  6 60 
a 8 80  4 4 
y 9 90  3 30 
n 5 104  1 28 
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h 1 109  5 5 
Sum: 2 (74) 605  2 (56) 713 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

2 + 2 = 4 

74 + 56 = (130) 

605 + 713 = (1318) 

The bilateral sum is 4 (130)(1318) 
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Appendix M: Determining the Qabalistic Statistics for Fête galantes 

Table of Qabalistic statistics for Fête galantes 

Name/title Gematria 
value 

Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number 
of letter 
characters 

Initials 
sum 

Number 
of 
poems 

Fêtes galantes 5  
(50)(149) 

1  
(46)(298) 
 

6  
(H - 60/1023)(V - 69/1023) 

3  
(129)(2046) 

4  
(13) 

2  
(11)(20) 

4  
(22) 

 

Calculating the gematria value for Fête galantes 

f e t e s g a l a n t e s   
p h t h s g a l a n t h s   
8 5 4 5 3 3 1 3 1 5 4 5 3 Sum 5 (50) 
17 5 22 5 21 3 1 12 1 14 22 5 21 Sum 5 (149) 

 

Calculating the atbash value for Fête galantes 

1) p h t h s g a l a n t h s   
2) s h t n a l a g s h t h p   
3) 8 5 4 5 3 3 1 3 1 5 4 5 3   
4) 3 5 4 5 1 3 1 3 3 5 4 5 8   
5) 2 1 8 1 4 6 2 6 4 1 8 1 2 Su

 
1 

 
6) 38 10 44 19 22 15 2 15 22 19 44 10 38 Su

 
1 

 

 

Calculating the tetractys and bilateral sums for Fête galantes 
Horizontal Calculation            Vertical Calculation 

 Reduced Ordinak  Reduced Ordinal 

p 8 17  5 221 
h 4 22  6 60 
t 8 44  8 242 
h 4 49  5 50 
s 7 70  9 189 
g 1 73  6 24 
a 2 74  7 7 
l 5 86  9 72 
a 6 87  5 5 
n 2 101  2 56 
t 6 123  3 66 
h 2 128  1 10 
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s 5 149  3 21 
Sum 6 (60) 1023  6 (69) 1023 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

2 + 2 = 4 

74 + 56 = (130) 

605 + 713 = (1318) 

The bilateral sum is 4 (130)(1318) 
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Appendix N: Table of Combined Qabalistic statistics for Paul Verlaine and Fêtes 

galantes 

Name/Title Gematria 
value 

Atbash  Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number 
of letter 
characters 

Initials 
sum 

Number 
of 
poems 

Paul Verlaine 
 

1  
(46)(109) 

2  
(74)(218) 

2  
(H - 74/605)(V - 56/713) 

4  
(130)(1318) 

3  
(12) 

5  
(14)(23) 

- 

Fêtes galantes 5  
(50)(149) 

1  
(46)(298) 
 

6  
(H - 60/1023)(V - 69/1023) 

3  
(129)(2046) 

4  
(13) 

2  
(11)(20) 

4  
(22) 

Combined total 6  
(96)(258) 

3  
(120)(516) 

8  
(H - 134/1628)(V - 125/1736) 

7  
(259)(3364) 

7  
(25) 

7  
(25)(43) 

4  
(22) 
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Appendix O: Determining the Qabalistic Statistics Associated with the Poems of Fête 

galantes 

Table of combined Qabalistic statistics 

Title Gematria 
value 

Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials sum  

Clair de lune 8  
(44)(107) 

7  
(70)(214)  

2 
 (H - 29/695)(V - 65/695) 

4  
(94)(1390) 

2  
(11) 

7  
(16)(34) 

Pantomime 3  
(39)(111) 

6  
(51)(222)  

8  
(H - 53/584)(V - 62/593) 

7  
(115)(1177) 

9 8  
(17) 

Sur l'herbe 6  
(33)(96) 

3  
(57)(192)  

5  
(H - 41/563)(V - 50/563) 

1  
(91)(1126) 

9 6  
(33) 

L'Allée 2  
(20)(47) 

4  
(40)(94)  

5  
(H - 23/176)(V - 32/176) 

1  
(55)(352) 

6 3  
(12) 

A la 
promenade 

1  
(46)(109) 

2  
(56)(218)  

7  
(H - 52/754)(V - 61/754) 

5  
(113)(1508) 

3  
(12) 

3  
(12)(30) 

Dans la grotte 6  
(42)(141) 

3  
(66)(282)  

5  
(H - 50/788)(V - 59/788) 

1  
(109)(1576) 

3  
(12) 

1  
(10)(19) 

Les Ingénus 3  
(39)(111) 

6  
(60)(222)  

3  
(H - 48/597)(V - 48/597) 

6  
(96)(1194) 

1  
(10) 

4  
(22) 

Cortège 8  
(35)(89) 

7  
(34)(178)  

4  
(H - 49/436)(V - 40/436) 

8  
(89)(872) 

7 9  
(18) 

Les 
Coquillages 

8  
(53)(161) 

7  
(52)(232)  

3 
 (H - 75/1308)(V - 84/1308) 

6  
(159)(2616) 

5  
(14) 

3  
(12)(30) 

En patinant 3  
(39)(120) 

6  
(60)(240)  

7  
(H - 43/610)(V - 43/610) 

5  
(86)(1220) 

1  
(10) 

4  
(13)(22) 

Fantoches 5  
(41)(104) 

1  
(28)(208)  

6  
(H - 51/456)(V - 24/456) 

3  
(75)(912) 

8 8  
(17) 

Cythère 4  
(31)(67) 

8  
(26)(134) 

2  
(H - 29/254)(V - 38/254) 

4  
(67)(508) 

6 9  
(18) 

En bateau 2 
(29)(56) 

4  
(40)(112) 

5  
(H - 32/266)(V - 41/266) 

1  
(73)(532) 

8 7 

Le Faune 6  
(33)(60) 

3  
(30)(120)  

2  
(H - 38/254)(V - 29/254) 

4  
(67)(508) 

7 2  
(11)(29) 

Mandoline 8  
(35)(89) 

7  
(61)(178)  

6  
(H - 42/438)(V - 51/438) 

3  
(93)(876) 

9 4  
(13) 

A Clymene 6  
(33)(78) 

3 
 (48)(156)  

5  
(H - 32/356)(V - 50/356) 

1  
(82)(712) 

8 1  
(10)(19) 

Lettre 5  
(23)(86) 

1  
(46)(172)  

8  
(H - 35/296)(V - 35/296) 

7  
(70)(592) 

6 3  
(12) 

Les Indolents 3  
(48)(156) 

6  
(78)(312)  

4  
(H - 58/922)(V - 58/922) 

8  
(116)(1844) 

3  
(12) 

4  
(22) 

Colombine 7  
(43)(106) 

5  
(50)(212)  

3  
(H - 48/606)(V - 39/606) 

6  
(87)(1212) 

9 9  
(18) 

L'Amour par 
terre 

7  
(52)(178) 

5  
(68)(356)  

9  
(H - 72/1251)(V - 63/1251) 

9  
(135)(2502) 

5  
(14) 

6  
(15)(33) 

En sourdine 7  
(43)(115) 

5  
(32)(230)  

5  
(H - 41/671)(V - 50/671) 

1  
(91)(1342) 

1  
(10) 

8  
(26) 
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Colloque 
sentimental 

9 
(81)(243) 

9  
(117)(486)  

6  
(H - 105/2562)(V - 105/2562) 

3  
(210)(5124) 

1  
(19) 

3  
(12)(39) 

Combined 
total 

9 
(882)(2430) 

9  
(1170)(4860) 

2  
(H - 1046/14843)(V - 
1127/14852) 

4  
(2173)(29695) 

9  
(270) 

4  
(193)(490) 

 

Tetractys 

 

Pantomime  

 Reduced Ordinal  Reduced Ordinal 

p 8 17  9 153 
a 9 18  8 8 
n 5 32  8 98 
t 9 54  6 132 

ay 7 70  8 80 
m 2 83  7 52 
y 3 93  3 39 
m 7 106  8 26 
h 3 111  5 5 

Sum: 8 (53) (584)  8 (62) (593) 
 

Sur l'herbe 

 Reduced Ordinal  Reduced Ordinal 
s 3 21  9 189 
v 9 27  3 48 
r 2 47  5 140 
l 5 59  9 72 
h 1 64  7 25 
h 6 69  2 20 
r 8 89  6 60 
b 1 91  4 4 
h 6 96  5 5 

Sum: 5 (41) (563)  5 (50) (563) 
 

L'Allée 

 Reduced Ordinal  Reduced Ordinal 

l 3 12  9 72 
a 4 13  5 5 
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l 7 25  3 48 
l 1 37  9 36 
h 6 42  1 10 
h 2 47  5 5 

Sum: 5 (23) (176)  5 (32) (176) 
 

A la promenade 

 Reduced Ordinal  Reduced Ordinal 
a 1 1  3 12 
l 4 13  6 132 
a 5 14  1 10 
p 4 31  9 153 
r 6 51  7 160 

ay 4 67  4 112 
m 8 80  6 78 
h 4 85  7 25 
n 9 99  2 56 
a 1 100  3 3 
d 5 104  8 8 
h 1 109  5 5 

Sum: 7 (52) (754)  7 (61) (754) 
 

Dans la grotte 

 Reduced Ordinal  Reduced Ordinal 
d 4 4  3 48 
a 5 5  2 11 
n 1 19  5 140 
s 4 40  9 189 
l 7 52  6 96 
a 8 53  7 7 
g 2 56  9 18 
r 4 76  1 100 

ay 2 92  1 64 
t 6 114  3 66 
t 1 136  8 44 
h 6 141  5 5 

Sum: 5 (50) (788)  5 (59) (788) 
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Les Ingénus 

 Reduced Ordinal  Reduced Ordinal 
l 3 12  3 120 
h 8 17  9 45 
s 2 38  6 168 
y 3 48  7 70 
n 8 62  3 84 
g 2 65  6 15 
h 7 70  2 20 
n 3 84  6 42 
v 9 90  3 12 
s 3 111  3 21 

Sum: 3 (48) (597)  3 (48) (597) 
 

Cortège 

 Reduced Ordinal  Reduced Ordinal 
tz 9 18  9 126 
ay 7 34  6 96 
r 9 54  1 100 
t 4 76  7 88 
h 9 81  6 15 
g 3 84  6 6 
h 8 89  5 5 

Sum: 4 (49) (436)  4 (40) (436) 
 

Les Coquillages 

 Reduced Ordinal  Reduced Ordinal 
l 3 12  6 168 
h 8 17  2 65 
s 2 38  9 252 
tz 2 56  9 198 
ay 9 72  7 160 
q 1 91  9 171 
v 7 97  3 48 
y 8 107  7 70 
l 2 119  9 72 
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l 5 131  6 60 
a 6 132  4 4 
g 9 135  9 9 
h 5 140  1 10 
s 8 161  3 21 

Sum: 3 (75) (1308)  3 (84) (1308) 
 

En patinant 

 Reduced Ordinal  Reduced Ordinal 
h 5 5  5 50 
n 1 19  9 126 
p 9 36  1 136 
a 1 37  7 7 
t 5 59  6 132 
y 6 69  5 50 
n 2 83  2 56 
a 3 84  3 3 
n 8 98  1 28 
t 3 120  4 22 

Sum: 7 (43) (610)  7 (43) (610) 
 

Fantoches 

 Reduced Ordinal  Reduced Ordinal 
p 8 17  1 136 
a 9 18  7 7 
n 5 32  3 84 
t 9 54  2 110 

ay 7 70  1 64 
ch 6 78  6 24 
h 2 83  1 10 
s 5 104  3 21 

Sum: 6 (51) 456  6 (24) 456 
 

Cythère 

 Reduced Ordinal  Reduced Ordinal 
tz 9 18  9 108 
y 1 28  5 50 



282 

th 1 37  9 36 
h 6 42  6 15 
r 8 62  4 40 
h 4 67  5 5 

Sum: 2 (29)  (254)  2 (38) (254) 
 

En bateau 

 Reduced Ordinal  Reduced Ordinal 
h 5 5  4 40 
n 1 19  8 98 
b 3 21  3 12 
a 4 22  5 5 
t 8 44  7 88 
h 4 49  6 15 
a 5 50  2 2 
v 2 56  6 6 

Sum: 5 (32) (266)  5 (41) (266) 
 

Le faune 

 Reduced Ordinal  Reduced Ordinal 
l 3 12  3 84 
h 8 17  3 30 
p 7 34  4 85 
a 8 35  4 4 
v 5 41  9 18 
n 1 55  1 28 
h 6 60  5 5 

Sum: 2 (38) (254)  2 (29) (254) 
 

Mandoline 

 Reduced Ordinal  Reduced Ordinal 
m 4 13  9 117 
a 5 14  8 8 
n 1 28  8 98 
d 5 32  6 24 
ay 3 48  8 80 
l 6 60  3 48 
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y 7 70  3 30 
n 3 84  1 28 
h 8 89  5 5 

Sum: 6 (42) (438)  6 (51) (438) 
 

A Clymene 

 Reduced Ordinal  Reduced Ordinal 
a 1 1  8 8 
tz 1 19  9 126 
l 4 31  9 72 
y 5 41  5 50 
m 9 54  7 52 
h 5 59  6 15 
n 1 73  1 28 
h 6 78  5 5 

Sum: 5 (32) (356)  5 (50) (356) 
 

Lettre 

 Reduced Ordinal  Reduced Ordinal 
l 3 12  9 72 
h 8 17  7 25 
t 3 39  7 88 
t 7 61  3 66 
r 9 81  4 40 
h 5 86  5 5 

Sum: 8 (35) (296)  8 (35) (296) 
 

Les Indolents 

 Reduced Ordinal  Reduced Ordinal 
l 3 12  9 144 
h 8 17  1 55 
s 2 38  3 210 
y 3 48  9 90 
n 8 62  4 112 
d 3 66  1 28 
ay 1 82  6 96 
l 4 94  6 60 
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h 9 99 2 20 
n 5 113 6 42 
t 9 135 8 44 
s 3 156 3 21 

Sum: 4 (58) (922) 4 (58) (922) 

Colombine 

Reduced Ordinal Reduced Ordinal 

tz 9 18 9 162 

ay 7 34 2 128 

l 1 46 3 84 

ay 8 62 6 96 

m 3 75 2 65 

b 5 77 8 8 

y 6 87 3 30 

n 2 101 1 28 

h 7 106 5 5 

Sum: 3 (48) (606) 3 (39) (606) 

L'Amour par terre 

Reduced Ordinal Reduced Ordinal 
l 3 12 6 168 
a 4 13 4 13 
m 8 26 3 156 
ay 6 42 5 176 
v 3 48 6 60 
r 5 68 9 180 
p 4 85 1 136 
a 5 86 7 7 
r 7 106 3 120 
t 2 128 2 110 
h 7 133 2 20 
r 9 153 6 60 
r 2 173 4 40 
h 7 178 5 5 

Sum: 9 (72) (1251) 9 (63) (1251) 
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En sourdine 

 Reduced Ordinal  Reduced Ordinal 
h 5 5  5 50 
n 1 19  9 126 
s 4 40  6 168 

ay 2 56  4 112 
v 8 62  9 36 
r 1 82  1 100 
d 5 86  7 16 
y 6 96  3 30 
n 2 110  1 28 
h 7 115  5 5 

Sum: 5 (41) (671)  5 (50) (671) 
 

Colloque sentimental 

 Reduced Ordinal  Reduced Ordinal 
tz 9 18  9 342 
ay 7 34  9 288 
l 1 46  6 204 
l 4 58  3 192 

ay 2 74  6 240 
q 3 93  5 266 
v 9 99  6 78 
h 5 104  6 60 
s 8 125  6 231 
h 4 130  5 50 
n 9 144  9 126 
t 4 166  5 176 
y 5 176  7 70 
m 9 189  6 78 
h 5 194  7 25 
n 1 208  2 56 
t 5 230  3 66 
a 6 231  2 2 
l 9 243  3 12 

Sum: 6 (105) (2562)  6 (105) (2562) 
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Appendix P: Determining the Qabalistic Statistics for “Clair de lune” 

Table of Qabalistic statistics for “Clair de lune” 

Title Gematira value Atbash  Tetractys sum - horizontal 
(H) and vertical (V) 
calculations  
 

Tetractys 
bilateral sum 

Number of 
letter 
characters  
 

Initials 
sum  
 

Clair de lune 8  
(44)(107) 
C - 93112 
D - 45 
L  3655 

7  
(70)(214) 
C - 58747 
D - 87 
L  4785 
 

2  
(H - 56/695)(V - 65/695) 
H - 93457271738 
V - 93985673915 
 

4  
(121)(1390) 

2  
(11) 
 

7  
(16)(34) 
 

 

Calculating the gematria value for “Clair de lune” 

c l a i r d e l u n e   
tz l a y r d h l v n h   
\9 3 1 1 2 4 5 3 6 5 5 Sum 8 (44) 
18 12 1 10 20 4 5 12 6 14 5 Sum (107) 

 

Calculating the atbash value for “Clair de lune” 

1) tz l a y r d h l v n h   
2) h n v l h d r y a l tz   
3) 9 3 1 1 2 4 5 3 6 5 5   
4) 5 5 6 3 5 4 2 1 1 3 9   
5) 5 8 7 4 7 8 7 4 7 8 5 Sum 7 (70) 
6) 23 26 7 22 25 8 25 22 7 26 23 Sum (214) 

 

Calculating the tetractys and bilateral sums for “Clair de lune” 
Horizontal Calculation  Vertical Calculation 

 Reduce

 

Ordinal  Reduced Ordinal 

tz 9 18  9 198 
l 3 30  3 120 
a 4 31  9 9 
y 5 41  8 80 
r 7 61  5 140 
d 2 65  6 24 
h 7 70  7 25 
l 1 82  3 48 
v 7 88  9 18 
n 3 102  1 28 
h 8 107  5 5 
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Sum: 2 (56) (695)  2 (65) (695) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

2 + 2 = 4 

56 + 65 = 121 

695 + 695 = 1390 

The bilateral sum is 4 (121)(1390) 
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Appendix Q: The poem “Clair de lune” French, English, and Hebrew translations 

Clair de Lune 

 

Votre âme est un paysage choisi 
Que vont charmant masques et bergamasques 
Jouant du luth et dansant et quasi 
Tristes sous leurs déguisements fantasques. 
 
Tout en chantant sur le mode mineur 
L'amour vainqueur et la vie opportune, 
Ils n'ont pas l'air de croire à leur bonheur, 
Et leur chanson se mêlé au clair de lune, 
 
Au calme clair de lune triste et beau, 
Qui fait rêver les oiseaux dans les arbres 
Et sangloter d'extase les jets d'eau, 
Les grands jets d'eau sveltes parmi les marbres. 
   (Verlaine, 2015, p. viii) 

 

Clair de Lune  

 

Your soul is a chosen landscape 
Charmed by masquers and bergamasquers, 
Playing the lute and dancing, and almost 
Sad beneath their whimsical costumes, 
 
Even as they sing in the minor mode 
Of triumphant love, and a life of good fortune, 
They don't seem to believe in their happiness, 
And their song blends with the moonlight, 
 
With the still moonlight, sad and lovely, 
Which sets the birds in the trees to dreaming, 
And makes the fountains sob with ecstasy, 
The tall slim fountains among the marble statues. 
   (Wenk, 1976, p.295-296) 

 

The Hebrew and Reduced Numerical Transliteration of “Clair de lune” 

 

v a
y 

t r h a m h h s t v n p a y s a g h c
h 

a
y 

y s y               

q v h v a
y 

n t c
h 

a r m a n t m a s q v h s h t b h r g a m a s q v h s     

y a
y 

v a n t d v l v t
h 

h t d a n s a n t h t q v a s y             

t r y s t h s s a
y 

v s l h v r s d h g v y s h m h n t s p a n t a s q v h s  

t a
y 

v t h n c
h 

a n t a n t s v r l h m a
y 

d h m y n h v r            

l a m a
y 

v r v a y n q v h v r h t l a v y h a
y 

p p a
y 

r t v n h         

y l s n a
y 

n t p a s l a y r d h t
z 

r a
y 

y r h a l h v r b a
y 

n h h v r      
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h t l h v r c
h 

a n s a
y 

n s h m h l h a v t
z 

l a y r d h l v n h         

a v t
z 

a l m h t
z 

l a y r d h l v n h t r y s t h h t b h a v          

q v y p a y t r h v h r l h s a
y 

y s h a v x d a n s l h s a r b r h s     

h t s a n g l a
y 

t h r d h x t a s h l h s k
* 

h t s d h a v           

l h s g r a n d s y h t s d h a v s v h l t h s p a r m y l h s m a r b r h s 

                                       

6 7 4 2 5 1 4 5 5 3 4 6 5 8 1 1 3 1 3 5 8 7 1 3 1               

1 6 5 6 7 5 4 8 1 2 4 1 5 4 4 1 3 1 6 5 3 5 4 2 5 2 3 1 4 1 3 1 6 5 3     

1 7 6 1 5 4 4 6 3 6 9 5 4 4 1 5 3 1 5 4 5 4 1 6 1 3 1             

4 2 1 3 4 5 3 3 7 6 3 3 5 6 2 3 4 5 3 6 1 3 5 4 5 5 4 3 8 1 5 4 1 3 1 6 5 3  

4 7 6 4 5 5 8 1 5 4 1 5 4 3 6 2 3 5 4 7 4 5 4 1 5 5 6 2            

3 1 4 7 6 2 6 1 1 5 1 6 5 6 2 5 4 3 1 6 1 5 7 8 8 7 2 4 6 5 5         

1 3 3 5 7 5 4 8 1 3 3 1 1 2 4 5 9 2 7 1 2 5 1 3 5 6 2 2 7 5 5 5 6 2      

5 4 3 5 6 2 8 1 5 3 7 5 3 5 4 5 3 5 1 6 9 3 1 1 2 4 5 3 6 5 5         

1 6 9 1 3 4 5 9 3 1 1 2 4 5 3 6 5 5 4 2 1 3 4 5 5 4 2 5 1 6          

1 6 1 8 1 1 4 2 5 6 5 2 3 5 3 7 1 3 5 1 6 6 4 1 5 3 3 5 3 1 2 2 2 5 3     

5 4 3 1 5 3 3 7 4 5 2 4 5 6 4 1 3 5 3 5 3 1 5 4 3 4 5 1 6           

3 5 3 3 2 1 5 4 3 1 5 4 3 4 5 1 6 3 6 5 3 4 5 3 8 1 2 4 1 3 5 3 4 1 2 2 2 5 3 
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Appendix R: Determining the Qabalistic Statistics for Claude Debussy 

Table of statistics for Claude Debussy 

Name Gematria value Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number 
of letter 
characters 

Initials 
sum 

Claude Debussy 
 

7  
(52)(115) 
C - 931645 
D - 4526331 

5  
(50)(230) 
C - 164361 
D - 8163461 
Db - 3,4,5,6,  
 
 

3  
(H - 57/732)(V - 66/732) 
H - 9341515139367 
V - 9926941316961 
 

6  
(123)(1464) 

4  
(13) 
 

4  
(13)(22) 
 

 

Calculating the gematria value for Claude Debussy 

c l a u d e d e b u s s y   
tz l a v d h d h b v s s y   
9 3 1 6 4 5 4 5 2 6 3 3 1 Sum 7 (52) 
18 12 1 6 4 5 4 5 2 6 21 21 10 Sum 7 (115) 

 

Calculating the atbash value for Claude Debussy 

tz l a v d h d h b v s s y   
y s s v b h d h d v a l tz   
9 3 1 6 4 5 4 5 2 6 3 3 1   
1 3 3 6 2 5 4 5 4 6 1 3 9   
1 6 4 3 6 1 8 1 6 3 4 6 1 Sum  5 (86) 

28 33 22 12 6 10 8 10 6 12 22 33 28 Sum 5 (230) 

 

Calculating the tetractys and bilaterals sums for Claude Debussy 
Horizontal Calculation  Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

tz 9 18  9 234 
l 3 30  9 144 
a 4 31  2 11 
v 1 37  6 60 
d 5 41  9 36 
h 1 46  4 40 
d 5 50  1 28 
h 1 55  3 30 
b 3 57  1 10 
v 9 63  6 24 
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s 3 84  9 63 
s 6 105  6 42 
y 7 115  1 10 

Sum: 3 (57) (732)  3 (66) (732) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

3 + 3 = 6 

57 + 66 = 123 

732 + 732 = 1464 

The bilateral sum is 6 (123)(1464) 
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Appendix S: Determining the Qabalistic Statistics for Suite bergamasque 

Table of Qabalistic statistics for Suite bergamasque 

Title Gematria value Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number 
of letter 
characters 

Initials 
sum 

Suite 
bergamasque 
 

7  
(52)(160) 
S - 36145 
B - 25231413165 

5  
(86)(320) 
S - 83276 
B - 66556667238 
 

5  
(H - 68/1436)(V - 86/1436) 
H - 3915138145914527 
V - 3957645967653335 
 

1  
(154)(2872) 

7  
(16) 
 

5  
(23) 
 

 

Calculating the gematria value of Suite bergamasque 

s u i t e b e r g a m a s q u e   
s v y t h b h r g a m a s q v h   
3 6 1 4 5 2 5 2 3 1 4 1 3 1 6 5 Sum 7 (52) 
2

 
6 1

 
2

 
5 2 5 2

 
3 1 1

 
1 2

 
1

 
6 5 Sum 7 (160)   
 

Calculating the atbash value of Suite bergamasque 

s v y t h b h r g a m a s q v h   
h v q s a m a g r h b h t y v s   
3 6 1 4 5 2 5 2 3 1 4 1 3 1 6 5   
5 6 1 3 1 4 1 3 2 5 2 5 4 1 6 3   
8 3 2 7 6 6 6 5 5 6 6 6 7 2 3 8 Su

 
5 

 
26 12 29 43 6 15 6 23 23 6 15 6 43 29 12 26 Su

 
5 

 
 

Calculating the tetractys and bilateral sums for Suite bergamasque 
Horiztonal Calculation        Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

s 3 21  3 336 
v 9 27  9 90 
y 1 37  5 140 
tv 5 59  7 286 
h 1 64  6 60 
b 3 66  4 22 
h 8 71  5 50 
r 1 91  9 180 
g 4 94  6 24 
a 5 95  7 7 
m 9 108  6 78 
a 1 109  5 5 
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s 4 130  3 84 
q 5 149  3 57 
v 2 155  3 12 
h 7 160  5 5 

Sum: 5 (68) (1436)  5 (86) (1436) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

5 + 5 = 10 reduces to 1 

68 + 86 = 154 

1436 + 1436 = 2872 

The bilateral sum is 1 (154)(2872) 
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Appendix T: Table of Combined Qabalistic Statistics for Claude Debussy and Suite 

bergamasque 

Name/title Gematria value Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number 
of letter 
characters 

Initials 
sum 

Claude Debussy 
 

7  
(52)(115) 
C - 931645 
D - 4526331 

5  
(50)(230) 
C - 164361 
D - 8163461 
 

3  
(H - 57/732)(V - 66/732) 
H - 9341515139367 
V - 9926941316961 
 

6  
(123)(1464) 

4  
(13) 
 

4  
(13)(22) 
 

Suite 
bergamasque 
 

7  
(52)(160) 
S - 36145 
B - 25231413165 

5  
(86)(320) 
S - 83276 
B - 66556667238 
 

5  
(H - 68/1436)(V - 86/1436) 
H - 3915138145914527 
V - 3957645967653335 
 

1  
(154)(2872) 

7  
(16) 
 

5  
(23) 
 

Combined total 5  
(104)(275) 

1  
(136)(550) 

8  
(H - 125/2168)(V  -152/2168) 

7  
(277)(4336) 

2  
(29) 

9  
(18)(45) 
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Appendix U: Determining the Qabalistic Statistics Associated with the Sections of Suite 

bergamasque 

Table of Qabalistic statistics 

Title Gematria 
value 

Atbash Tetractys sum - horizontal (H) 
and vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letter 
characters 

Initials 
sum 

Prelude 
 

6 
(33)(69) 

3  
(30)(138) Db 6 

1  
(H - 37/343)(V - 37/343) 

2  
(74)(686) 

7 8  
(17) 

Menuet 
 

2  
(29)(65) 

4  
(22)(85) Db 8,1 

2  
(H - 29/209)(V - 29/209) 

4  
(58)(418) 

6 4  
(13) 

Clair de lune 
 

8  
(44)(107) 

7  
(70)(214) Db 8 

2  
(H - 29/695)(V - 65/695) 

4  
(94)(1390) 

2  
(11) 

7 (16)(34) 

Passepied 
 

2  
(38)(101) 

4  
(31)(202) Db 1 

4  
(H - 40/535)(V - 49/571) 

8  
(89)(1106) 

9 8  
(17) 

Combined total 9  
(144)(342) 

9  
(153)(639) 

9  
(H - 135/1782)(V - 180/1818) 

9  
(315)(3600) 

6  
(33) 

9 (36)(81) 

 

Calculating the gematria value of “Prelude” 

p r e l u d e   
p r h l v d h   
8 2 5 3 6 4 5 Sum 6 (33) 

17 20 5 12 6 4 5 Sum 6 (69) 
 

Calculating the atbash value of “Prelude” 

p r h l v d h   
h d v l h r p   
8 2 5 3 6 4 5   
5 4 6 3 5 2 8   
4 6 2 6 2 6 4 Sum 3 (30) 

22 24 11 24 11 24 22 Sum 3 (138) 

 

Calculating the tetractys and bilateral sums of “Prelude” 
Horizontal Calculation                  Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

p 8 17  2 119 
r 1 37  3 120 
h 6 42  7 25 
l 9 54  3 48 
v 6 60  9 18 
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d 1 64  8 8 
h 6 69  5 5 

Sum: 1 (37) (343)  1 (37) (343) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

1 + 1 = 2 

37 + 37 = 74 

343 + 343 = 686 

The bilateral sum is 2 (74)(686) 

 

Calculating the gematria value of “Menuet” 

m e n u e t   
m h n v h t   
4 5 5 6 5 4 Sum 2 (29) 

13 5 14 6 5 22 Sum 2 (65) 
 

Calculating the atbash value of “Menuet” 

m h n v h t   
t h v n h m   
4 5 5 6 5 4   
4 5 6 5 5 4   
8 1 2 2 1 8 Sum 4 (22) 

35 10 20 20 10 35 Sum 4 (85) 
 

Calculating the tetractys and bilateral sums of “Menuet” 
Horizontal Calculation Vertical Calculation 

 Reduced Ordinal  Reduce

 

Ordinal 

m 4 13  6 78 
h 5 5  7 25 
n 5 14  2 56 
v 6 6  9 18 
h 5 5  1 10 
t 4 22  4 22 

Sum: 2 (29) (209)  2 (29) (209) 
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To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

2 + 2 = 4 

29 + 29 = 58 

209 + 209 = 418 

The bilateral sum is 4 (58)(418) 

 

Calculating the gematria value of “Clair de lune” 

c l a i r d e l u n e   

tz l a y r d h l v n h   

9 3 1 1 2 4 5 3 6 5 5 Sum

 

8 (44) 

18 12 1 10 20 4 5 12 6 14 5 Sum

 

8 (107) 

 

Calculating the atbash value of “Clair de lune” 

tz l a y r d h l v n h   

h n v l h d r y a l tz   

9 3 1 1 2 4 5 3 6 5 5   

5 5 6 3 5 4 2 1 1 3 9   

5 8 7 4 7 8 7 4 7 8 5 Sum

 

7 (70) 

22 26 7 22 25 8 25 22 7 26 22 Sum

 

7 (214) 

 

Calculating the tetractys and bilateral sums of “Clair de lune” 
Horizontal Calculation Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

tz 9 18  9 198 

l 3 30  3 120 

a 4 31  9 9 

y 5 41  8 80 

r 7 61  5 140 

d 2 65  6 24 

h 7 70  7 25 

l 1 82  3 48 

v 7 88  9 18 

n 3 102  1 28 

h 8 107  5 5 

Sum: 2 (56) (695)  2 (65) (695) 
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To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

2 + 2 = 4 

56 + 65 = 121 

695 + 695 = 1390 

The bilateral sum is 4 (121)(1390) 

 

Calculating the gematria value of “Passepied” 

p a s s e p i e d   
p a s s h p y h d   
8 1 3 3 5 8 1 5 4 Sum

 
2 (38) 

17 1 21 21 5 17 10 5 4 Sum

 
2 (101) 

 

Calculating the atbash value of “Passepied” 

p a s s h p y h d   
d h y p h s s a p   
8 1 3 3 5 8 1 5 4   
4 5 1 8 5 3 3 1 8   
3 6 4 2 1 2 4 6 3 Sum

 
4 (31) 

21 6 22 38 10 38 22 6 21 Sum

 
4 (202) 

 

Calculating the tetractys and bilateral sums of “Passepied” 
Horizontal Calculation Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

p 8 17  9 153 
a 9 18  8 8 
s 3 39  3 147 
s 6 60  9 126 
h 2 65  7 25 
p 1 82  5 68 
y 2 92  3 30 
h 7 97  1 10 
d 2 101  4 4 

Sum: 4 (40) (535)  4 (49) (571) 
 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 
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4 + 4 = 8 

40 + 49 = 89 

535 + 571 = 1106 

The bilateral sum is 8 (89)(1106) 

  









































319 

Appendix W: Determining the Qabalistic Statistics for Stéphane Mallarmé 

Table of Qabalistic statistics for Stéphane Mallarmé 
Name Gematria value Atbash  Tetractys sum - horizontal (H) 

and vertical (V) calculations 
Tetractys 
bilateral sum 

Number of 
letters 

Initials 
sum  

Stéphane 
Mallarmé 

9  
(54)(162) 
S - 3458155 
M - 41331245 
 

9  
(108)(216) 
S - 8879486 
M - 86849788 

4  
(H - 85/1426)(V - 85/1426) 
H - 373238489367949 
V - 922625957964685 

8  
(170)(2852) 

6  
(15) 

7  
(34) 

 

Calculating the gematria value for Stéphane Mallarmé 
s t e ph a n e m a l l a r m e   

s t h p a n h m a l l a r m h   

3 4 5 8 1 5 5 4 1 3 3 1 2 4 5 Sum 9 (54) 

21 22 5 17 1 14 5 13 1 12 12 1 20 13 5 Sum 9 (162) 

 

Calculating the atbash value for Stéphane Mallarmé 
s t h ph a n h m a l l a r m h   

h m r a l l a m h n a ph h t s   

3 4 5 8 1 5 5 4 1 3 3 1 2 4 5   

5 4 2 1 3 3 1 4 5 5 1 8 5 4 3   

8 8 7 9 4 8 6 8 6 8 4 9 7 8 8 Sum 9 (108) 

26 35 25 18 13 26 6 26 6 26 13 18 25 35 26 Sum 9 (216) 

 

Calculating the tetractys and bilateral sums for Stéphane Mallarmé 
Horizontal Calculation            Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

s 3 21  9 315 

t 7 43  2 308 

h 3 48  2 65 

ph 2 65  6 204 

a 3 66  2 11 

n 8 80  5 140 

h 4 85  9 45 

m 8 98  5 104 

a 9 99  7 7 

l 3 111  9 72 

l 6 123  6 60 

a 7 124  4 4 

r 9 144  6 60 

m 4 157  8 26 

h 9 162  5 5 

Sum: 4 (85) (1426)  4 (85) (1426) 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 
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addition to adding the reduced sums, and ordinal sums. 

4 + 4 = 8 

85 + 85 = 170 

1426 + 1426 = 2852 

The bilateral sum is 8 (170)(2852) 
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Appendix X: Ancient and Mystical Alphabets 
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Appendix Y: Determining the Qabalistic Statistics for L'après-midi d'un faune 

Table of Qabalistic statistics for L'après-midi d'un faune 
Title Gematria value Atbash Tetractys sum - horizontal (H) 

and vertical (V) calculations 
Tetractys 
bilateral sum 

Number 
of letters 

Initials 
sum  

L'apres-midi 
d'un faune 

9 
(72)(180) 
L - 3182534141 
D - 465 
F - 81655 

9  
(90)(324) 
L - 8653481555 
D - 518 
F - 43568 

6  
(H - 87/1842)(V - 87/1842) 
H - 343514894596212849 
V - 982373324956344915 
 

3  
(174)(3648) 

9  
(18) 

6  
(15)(33) 

 

Calculating the gematria value of L'après-midi d'un faune 
l a p r e s m i d i d u n f a u n e   

l a p r h s m y d y d v n p a v n h   

3 1 8 2 5 3 4 1 4 1 4 6 5 8 1 6 5 5 Sum 9 (72) 

12 1 17 20 5 21 13 10 4 10 4 6 14 17 1 6 14 5 Sum 9 (180) 

 

Calculating the atbash value of L'après-midi d'un faune 
l a p r h s m y d y d v n p a v n h   

h n v a p n v d y d y m s h r p a l   

3 1 8 2 5 3 4 1 4 1 4 6 5 8 1 6 5 5   

5 5 6 1 8 5 6 4 1 4 1 4 3 5 2 8 1 3   

8 6 5 3 4 8 1 5 5 5 5 1 8 4 3 5 6 8 Sum 9 (90) 

17 15 23 21 22 35 19 5 5 5 5 19 35 22 21 23 15 17 Sum 9 (324) 

 

Calculating the tetractys and atbash sums for of L'après-midi d'un faune 
Horizontal Calculation   Vertical Calculation 

 Reduced Ordinal  Reduced Ordinal 

l 3 12  9 216 

a 4 13  8 17 

p 3 30  2 272 

r 5 50  3 300 

h 1 55  7 70 

s 4 76  3 273 

m 8 89  3 156 

y 9 99  2 110 

d 4 103  4 40 

y 5 113  9 90 

d 9 117  5 32 

v 6 123  6 42 

n 2 137  3 84 

p 1 154  4 85 

a 2 155  4 4 

v 8 161  9 18 

n 4 175  1 28 

h 9 180  5 5 

Sum: 6 (87) (1842)  6 (87) (1842) 
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To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

6 + 6 = 12 reduces to 3 

87 + 87 = 174 

1842 + 1842 = 3648 

The bilateral sum is 3 (174)(3648) 
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Appendix Z: Table of Combined Qabalistic Statistics for Stéphane Mallarmé and 

L'après-midi d'un faune 

Name/title Gematria value Atbash  Tetractys sum - horizontal 
(H) and vertical (V) 
calculations  

Tetractys 
bilateral sum 

Number of 
letter 
characters  

Initials 
sum  

Stéphane 
Mallarmé 

9  
(54)(162) 
S – 3458155  
M – 41331245  
 

9  
(108)(216) 
S - 8879486 
M - 86849788 
 

4  
(H - 85/1426)(V - 85/1426) 
H - 373238489367949 
V - 922625957964685 
 

8  
(170)(2852) 

6  
(15) 
 

7  
(34) 
 

L'après-midi 
d'un faune 

9  
(72)(180) 
L - 3182534141 
D - 465 
F - 81655 

9  
(90)(324) 
L - 8653481555 
D - 518 
F - 43568 

6  
(H - 87/1842)(V - 87/1842) 
H - 343514894596212849 
V - 982373324956344915 
 

3  
(174)(3648) 

9  
(18) 
 

6  
(15)(33) 
 

Combined 
total 

9  
(126)(342) 
 
 
 

9  
(81)(198) 

1  
(H - 172/3268)(V - 172/3268) 

2  
(344)(6500) 

6  
(33) 

4  
(22)(67) 
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Appendix AA: The poem L'après-midi d'un faune French, English, and Hebrew 

translations 

The asterix’ throughout the French translation denote the blank lines indicated on the first 

edition of L'après-midi d'un faune.  The asterix indicate the line of space in the first edition of 

the poem. 

 

LE FAUNE          

  

1 Ces nymphes, je les veux perpétuer.      
* 
2      Si clair,    
3 Leur incarnat léger, qu’il voltige dans l’air     
4 Assoupi de sommeils touffus.      
* 
5      Aimai-je un rêve ?    
* 
6 Mon doute, amas de nuit ancienne, s’achève    
7 En maint rameau subtil, qui, demeuré les vrais    
8 Bois mêmes, prouve, hélas! que bien seul je m’offrais   
9 Pour triomphe la faute idéale de roses -     
* 
10 Réfléchissons…        
* 
11   ou si les femmes dont tu gloses  
12 Figurent un souhait de tes sens fabuleux!     
13 Faune, l’illusion s’échappe des yeux bleus    
14 Et froids, comme une source en pleurs, de la plus chaste:  
15 Mais, l’autre tout soupirs, dis-tu qu’elle contraste   
16 Comme brise du jour chaude dans ta toison?    
17 Que non! par l’immobile et lasse pamoison   
18 Suffoquant de chaleurs le matin frais s’il lutte,    
19 Ne murmure point d’eau que ne verse ma flûte   
20 Au bosquet arrosé d’accords; et le seul vent    
21 Hors des deux tuyaux prompt à s’exhaler avant   
22 Qu’il disperse le son dans une pluie aride,     
23 C’est, à l’horizon pas remué d’une ride,     
24 Le visible et serein souffle artificiel     
25 De l’inspiration, qui regagne le ciel.     
* 
* 
26 O bords siciliens d’un calme marécage     
27 Qu’à l’envi des soleils ma vanité saccage,     
28 Tacites sous les fleurs d’étincelles, CONTEZ    
29 » Que je coupais ici les creux roseaux domptés    
30 » Par le talent; quand, sur l’or glauque de lointaines   
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31 » Verdures dédiant leur vigne à des fontaines,    
32 » Ondoie une blancheur animale au repos:     
33 » Et qu’au prélude lent où naissent les pipeaux,   
34 » Ce vol de cygnes, non! de naïades se sauve    
35 » Ou plonge…          
36   Inerte, tout brûle dans l’heure fauve 
37 Sans marquer par quel art ensemble détala    
38 Trop d’hymen souhaité de qui cherche le la:    
39 Alors m’éveillerais-je à la ferveur première,    
40 Droit et seul, sous un flot antique de lumière,   
41 Lys! et l’un de vous tous pour l’ingénuité.    
* 
* 
* 
42 Autre que ce doux rien par leur lèvre ébruité,   
43 Le baiser, qui tout bas des perfides assure,    
44 Mon sein, vierge de preuve, atteste une morsure  
45 Mystérieuse, due à quelque auguste dent;     
46 Mais, bast! arcane tel élut pour confident    
47 Le jonc vaste et jumeau dont sous l’azur on joue:    
48 Qui, détournant à soi le trouble de la joue,     
49 Rêve, en un long solo, que nous amusions     
50 La beauté d’alentour par des confusions     
51 Fausses entre elle-même et notre chant crédule;    
52 Et de faire aussi haut que l’amour se module    
53 Évanouir du songe ordinaire de dos     
54 Ou de flanc pur suivis avec mes regards clos,    
55 Une sonore, vaine et monotone ligne.     
* 
* 
* 
* 
56 Tâche donc, instrument des fuites, ô maligne    
57 Syrinx, de refleurir aux lacs où tu m’attends!    
58 Moi, de ma rumeur fier, je vais parler longtemps    
59 Des déesses; et, par d’idolâtres peintures,     
60 A leur ombre enlever encore des ceintures:    
61 Ainsi, quand des raisins j’ai sucé la clarté,     
62 Pour bannir un regret par ma feinte écarté,    
63 Rieur, j’élève au ciel d’été la grappe vide     
64 Et, soufflant dans ses peaux lumineuses, avide    
65 D’ivresse, jusqu’au soir je regarde au travers.    
* 
* 
* 
66 O nymphes, regonflons des SOUVENIRS divers.    
67 » Mon œil, trouant les joncs, dardait chaque encolure   
68 » Immortelle, qui noie en l’onde sa brûlure     
69 » Avec un cri de rage au ciel de la forêt;     
70 » Et le splendide bain de cheveux disparaît     
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71 » Dans les clartés et les frissons, ô pierreries!    
72 » J’accours; quand, à mes pieds, s’entrejoignent (meurtries  
73 » De la langueur goûtée à ce mal d’être deux)   
74 » Des dormeuses parmi leurs seuls bras hazardeux:   
75 » Je les ravis, sans les désenlacer, et vole      
76 » A ce massif, haï par l’ombrage frivole,     
77 » De roses tarissant tout parfum au soleil,     
78 » Où notre ébat au jour consumé soit pareil.    
79 Je t’adore, courroux des vierges, ô délice     
80 Farouche du sacré fardeau nu qui se glisse,    
81 Pour fuir ma lèvre en feu buvant, comme un éclair   
82 Tressaille! la frayeur secrète de la chair:     
83 Des pieds de l’inhumaine au cœur de la timide   
84 Que délaisse à la fois une innocence, humide  
85 De larmes folles ou de moins tristes vapeurs.   
86 » Mon crime, c’est d’avoir, gai de vaincre ces peurs    
87 » Traîtresses, divisé la touffe échevelée    
88 » De baisers que les dieux gardaient si bien mêlée;    
89 » Car, à peine j’allais cacher un rire ardent     
90 » Sous les replis heureux d’une seule (gardant   
91 » Par un doigt simple, afin que sa candeur de plume   
92 » Se teignît à l’émoi de sa sœur qui s’allume,    
93 » La petite, naïve et ne rougissant pas:)    
94 » Que de mes bras, défaits par de vagues trépas,   
95 » Cette proie, à jamais ingrate, se délivre    
96 » Sans pitié du sanglot dont j’étais encore ivre.    
* 
* 
* 
* 
97 Tant pis! vers le bonheur d’autres m’entraîneront   
98 Par leur tresse nouée aux cornes de mon front:    
99 Tu sais, ma passion, que, pourpre et déjà mûre,   
100 Chaque grenade éclate et d’abeilles murmure;     
101 Et notre sang, épris de qui le va saisir,     
102 Coule pour tout l’essaim éternel du désir.    
103 A l’heure où ce bois d’or et de cendres se teinte   
104 Une fête s’exalte en la feuillée éteinte:    
105 Etna! c’est parmi toi visité de Vénus     
106 Sur ta lave posant ses talons ingénus,     
107 Quand tonne un somme triste ou s’épuise la flamme.   
108 Je tiens la reine!         
* 
109        O sûr châtiment…      
* 
110                Non, mais l’âme   
* 
111 De paroles vacante et ce corps allourdi      
112 Tard succombent au fier silence de midi:    
113 Sans plus il faut dormir en l’oubli du blasphème,    
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114 Sur le sable altéré gisant et comme j’aime    
115 Ouvrir ma bouche à l’astre efficace des vins!    
* 
* 
* 
116 Couple, adieu; je vais voir l’ombre que tu devins.     
(Mallarmé, 2011, p. 38) 
 
 

Afternoon of a Faun          Translation by Alan Edwards                        

 
Faun 

Those nymphs, I want to perpetuate them. 
 
                                                         So bright, 
Their light rosy flesh, that it hovers in the air 
Drowsy with tangled slumbers. 
 
                                        Did I love a dream? 
My doubt, hoard of ancient night, is crowned 
In a many a subtle branch, which, remaining the true 
Woods themselves, proves, alas! that alone I offered 
Myself as a triumph the perfect sin of roses. 

Let us reflect ... 
                      or if the women you describe 
Represent a desire of your fabulous senses! 
Faun, the illusion flows from the cold blue eyes 
Of the most chaste like a spring of tears: 
But the other, all sighs, do you say she contrasts 
Like the warm day's breeze in your fleece? 
But no! through the still and weary rapture 
Stifling the cool morning with heat should it struggle, 
No water murmurs unless poured by my flute 
On the thicket sprinkled with melody; and the 
Only wind, quick to escape the twin pipes before 
Scattering the sound in an arid rain, is, 
On the smooth untroubled surface of the horizon, 
The visible and serene artificial breath 
Of inspiration returning to the sky. 

 
O Sicilian shores of a calm marshland 
That rivalling suns my vanity plunders,  
Silent beneath the shower of glittering lights, TELL 
» That here I was cutting the hollow reeds tamed 
» By talent; when, upon the gold-green haze of distant 
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» Verdures offering up their vine to fountains, 
» An animal whiteness ripples to rest: and that 
» At the slow prelude in which the pipes are born 
» This flock of swans, no! of naiads flees 
» Or dives ... 
              Motionless, everything burns in the tawny hour 
Without revealing by what art together they fled 
Too much hymen desired by one seeking the perfect note: 
Then shall I rouse myself to the first fervour, 
Upright and alone, under an ancient stream of light, 
Lilies! and in my innocence I am one with you.  
 
Other than this sweet nothing conveyed by their lip, 
The kiss that so softly assures treachery, 
My breast, virgin of proof, bears witness 
To a mysterious wound from some sacred tooth; 
But let it pass! a certain secret chose as confidant 
The great twin reed we play beneath the azure sky: 
Which, diverting the cheek's emotion to itself, 
Dreams, in a long solo, that we seduced 
The beauty that surrounds us by false confusions  
Between itself and our credulous song; 
And, as high as love is sung, of making 
A sonorous, empty, monotonous line 
Fade from the familiar dream of the back 
Or purest flank that I follow with closed eyes. 

Try then, instrument of flight, o wicked Syrinx, 
To flower again on the lakes where you await me! 
I, proud of my murmurings, will speak long 
Of the goddesses; and in idolatrous paintings 
Lift yet more girdles from their shadow: 
So, when I have sucked the brightness of the grape, 
To banish a regret brushed aside by my pretence, 
Laughing, I raise the hollow cluster to the summer sky 
And, blowing lightly into the luminous skins, thirsting 
For intoxication, gaze through it until evening. 

 
O nymphs, let us breathe new life into some MEMORIES. 
» My eye, piercing the reeds, darted upon each 
» Immortal neck that drowns its burning in the wave 
» With a cry of rage to the forest sky; 
» And the splendid bath of hair disappears 
» In the lights and shiverings, o precious stones! 
» I rush forward; when, at my feet, are joined (bruised 
» By the languor tasted in this evil duality) 
» Sleeping girls in solitary unconscious embrace; 
» I carry them off, without untangling them, and fly 
» To this grove, shunned by the frivolous shade, 
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» Where the sun drains every perfume from the roses, 
» And our sport may consume itself like the day. 
I adore you, rage of virgins, o fierce 
Delight of the sacred naked weight slipping away, 
Fleeing my fiery lip as it drinks, like trembling 
Lightning! the secret terror of the flesh:  
From the feet of the heartless to the heart of the 
Timid one, abandoned together by an innocence, 
Moist with wild tears or less unhappy vapours. 
» Glad to have conquered these treacherous fears,  
» My crime is to have divided the unruly tuft  
» Of kisses the gods kept so carefully mingled: 
» After all, I would scarcely conceal an ardent chuckle 
» Beneath the sinuous curves of a single girl (holding 
» With a mere finger, the naive, unblushing little one, 
» So that her feathery whiteness might be tinted 
» By her sister's passion taking fire:) 
» When from my arms, defeated by vague deaths, 
» This eternally ungrateful prey frees herself 
» Not pitying the sob with which I still was drunk. 
 
Too bad! others will lead me to happiness 
By their tresses knotted to the horns upon my brow: 
You, my passion, know that, purple and perfectly ripe, 
Every pomegranate bursts open and murmurs with bees; 
And our blood, in love with whoever will seize it, 
Flows for the whole eternal swarm of desire. 
At the hour when this wood is tinged with gold and ashes, 
A divine celebration excites the dead leaves: 
Etna! Venus herself walks among you 
Setting innocent heels upon your lava, 
When a melancholy slumber rumbles and the flame dies away. 
I hold the queen! 
 
                       O certain punishment ... 
 
                                                        No, but the soul 
Empty of words and this weighted body  
Succumb at last to the proud silence of noon: 
Now we must sleep, forgetting blasphemy, 
Stretched out upon the parched sand and as it pleases me 
To open my mouth to the fruitful star of wine! 
 
Couple, farewell; I go to see the shadow you became. 
 
(Mallarmé, 2019) 
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Appendix BB: The Word Gematria Reduced Number Transliteration and Structural 

Component Table for L'après-midi d'un faune 

 
Line  First 

letter 
             Word 

gematria 
sum  

Number of 
letter 

characters 

Number 
of words 

1  9  8 8, 6 2 5 9.       2 (38) 9 (27) 6 

2  3  4 7,           2 (11) 7 2 

3  3  7 1 9, 2 2 4 7      5 (32) 9 (36) 7 

4  1  2 9 3 6.         2 (20) 6 (24) 4 

5  1  5 2 9?          7 (16) 4 (13) 3 

6  4  7 8, 9 9 7 9, 1      5 (50) 5 (32) 7 

7  5  1 6 1 1, 8, 4 2 4     9 (27) 1 (37) 8 

8  2  4 3, 7, 8! 3 4 8 6 7    5 (50) 5 (41) 9 

9  8  5 4 4 6 1 9 2  -     4 (31) 4 (31) 7 

10  2  8 ...           8 (53) 3 (12) 1 

11  7  4 4 2 2 2 1 6      3 (21) 7 (25) 7 

12  8  7 2 9 9 3 7 1!      2 (38) 7 (34) 7 

13  8  7, 5 2 3 9 1       9 (27) 6 (33) 6 

14  5  9 7, 2 7 5 1 9, 9 4 2 3:  4 (58) 7 (43) 2 (11) 

15  4  9, 3 3 3, 9 5 4      9 (36) 5 (41) 7 

16  9  2 4 1 7 6 4 5 9     2 (38) 6 (33) 8 

17  1  3 8! 2 3 9 6 9      4 (40) 6 (33) 7 

18  3  4 9 1 8 6 6 7 4,     9 (45) 3 (39) 8 

19  5  1 2 7 7 3 1 3 5 8    1 (37) 8 (35) 9 

20  1  7 1 2 3; 9 8 8 2     4 (40) 8 (35) 8 

21  5  8 3 3 6 6 1 3 8     2 (38) 1 (37) 8 

22  1  2 4 8 6 4 7 5 4,     4 (40) 7 (34) 8 

23  9  3, 1 1 3 4 2 3,      8 (17) 2 (29) 7 

24  3  8 3 9 3 4 8       8 (35) 7 (34) 6 

25  4  9 5, 8 6 8 9.       9 (45) 3 (30) 6 

26  7  7 9 4 6 4 3       6 (33) 4 (31) 6 

27  1  8 2 3 7 5 4 4,      6 (33) 6 (33) 7 

28  4  9 1 2 9 2, 1       6 (24) 1 (37) 6 

29  1  3 6 8 2 2 1 3 8     6 (33) 1 (37) 8 

30  8  2 8 4; 8, 2 3 7 9 8    6 (51) 5 (41) 9 

31  6  6 6 7 2 1 3 3,      1 (28) 1 (37) 7 

32  7  2 7 5 2 7 7:       3 (30) 4 (31) 6 

33  5  9 5 6 8 4 9 2 8,     6 (51) 1 (37) 8 

34  9  5 7 9 8, 8! 9 2 8 3    5 (59) 5 (32) 9 

35  7  4 4 ...          8 8 2 

36  1  4, 3 9 4 8 8       9 (36) 3 (30) 6 
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37  3  3 3 2 6 7 5 9      8 (35) 8 (35) 7 

38  4  3 6 5 9 8 1 8 4:     8 (44) 5 (32) 8 

39  1  7 9 1 4 7 5,       6 (33)  1 (37) 6 

40  4  9 9 8, 1 2 4 5 9 8,    1 (55) 1 (37) 9 

41  3  7! 9 5 9 4 2 5 2.     7 (43) 5 (32) 8 

42  1  9 3 5 5 4 2 7 3 7,    9 (45) 1 (37) 9 

43  3  8 5, 8 3 6 3 9 2,     8 (44) 8 (35) 8 

44  4  7 5, 4 9 5 8 7 2,     2 (47) 2 (38) 8 

45  4  3, 6 1 9 1 9;       2 (29) 6 (33) 6 

46  4  9, 1! 5 3 9 5 3      8 (35) 7 (34) 7 

47  3  8 4 1 9 5 2 1 1 3 1:   8 (35) 2 (38) 1 (10) 

48  1  8, 7 1 2 8 2 9 4 1,    6 (42) 7 (34) 9 

49  2  9, 1 2 9 2, 3 3 3     5 (32) 4 (31) 8 

50  3  4 5 1 2 3 9       6 (24) 6 (33) 6 

51  8  2 3 7 9 5 9 7;      6 (42) 2 (38) 7 

52  5  9 9 8 5 7 3 5 8 2    2 (56) 8 (35) 9 

53  5  6 1 5 1 9 5       9 (27) 2 (29) 6 

54  7  4 9 8 7 2 3 3 2 4,    6 (42) 9 (36) 9 

55  6  7 2, 9 9 8 8.       7 (43) 2 (29) 6 

56  4  9 7, 3 3 9, 7 4      6 (42) 8 (35) 7 

57  3  9, 9 7 4 7 4 1 3!     8 (44) 9 (36) 8 

58  4  3, 9 5 7 7, 6 2 3 6    3 (48) 2 (38) 9 

59  4  3 1; 9, 2 7 3,       7 (25) 7 (34) 6 

60  1  1 7 2 4 6 3 4:      9 (27) 8 (35) 7 

61  1  2, 8 3 7 3 5 4 6,     2 (38) 8 (35) 8 

62  8  5 7 2 3 2 5 1 8,     6 (33) 8 (35) 8 

63  2  7, 7 7 9 9 4 9 7     5 (59) 6 (33) 8 

64  5  9, 9 4 2 8 5, 8      9 (45) 2 (38) 7 

65  4  2, 6 4 6 4 7 5.      7 (34) 1 (37) 7 

66  7  7 8, 3 3 2 3.       8 (26) 8 (35) 6 

67  4  7 7, 2 2 7, 8 3 6     6 (42) 6 (42) 8 

68  1  2, 8 9 1 6 4 8      2 (38) 6 (33) 7 

69  1  3 2 3 9 2 7 9 9 4 8;   2 (56) 3 (30) 1 (10) 

70  5  9 8 2 9 9 9 7      8 (53) 7 (34) 7 

71  4  4 2 9 9 2 5, 7 7!     9 (45) 2 (38) 8 

72  1  2; 8, 1 3 3, 1 5      5 (23) 9 (45) 7 

73  4  9 4 4 3 1 5 8 2 3    3 (39) 6 (33) 9 

74  4  3 3 7 1 2 8 1;      7 (25) 4 (40) 7 

75  1  6 2 4, 3 2 6, 9 3     8 (35) 6 (33) 8 

76  1  1 5 2, 7 2 9 5,      4 (31) 3 (30) 7 

77  4  9 2 6 3 2 7 4,      6 (33) 7 (34) 7 

78  7  4 5 3 7 7 3 6 2.     1 (37) 7 (34) 8 

79  1  6 5, 9 3 7, 7 9      1 (46) 6 (33) 7 
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80  8  1 1 2 9 2 8 8 9,     4 (40) 7 (34) 8 

81  8  5 8 5 3 1 1 6, 2 2 3   9 (36) 3 (39) 1 (10) 

82  4  3! 4 7 6 9 4 3:      9 (36) 7 (34) 7 

83  4  3 3 9 9 7 2 9 4 1    2 (47) 1 (37) 9 

84  1  3 7 1 4 1 7 6, 7     9 (36) 9 (36) 8 

85  4  9 9 2 4 9 2 4 4.     7 (43) 1 (37) 8 

86  4  7 3, 3 3, 5 9 2 8 6    1 (46) 2 (38) 9 

87  4  6, 2 4 2 6        2 (20) 6 (33) 5 

88  4  9 8 3 2 4 8 4 4 4;    1 (46) 4 (40) 9 

89  9  3, 1 6 4 7 2 1 3     9 (27) 6 (33) 8 

90  3  1 2 4 8 2 4 2      5 (23) 9 (36) 7 

91  8  2 2 1 6, 6 3 4 5 9 8   1 (46) 3 (39) 1 (10) 

92  3  8 5 1 2 9 4 5 8 7,    4 (49) 7 (34) 9 

93  3  4 9, 9 9 1 8 3:      7 (43) 3 (30) 7 

94  1  3 9 3 8, 8 2 9 6 5,    8 (53) 9 (36) 9 

95  9  9 5, 1 2 3, 8 8      9 (36) 6 (33) 7 

96  3  3 1 1 8 2 6 6 5.     5 (32) 2 (38) 8 

97  4  5 3! 7 8 5 7 5      4 (40) 4 (40) 7 

98  8  2 7 4 1 4 4 9 7 8:    1 (46) 1 (37) 9 

99  4  1 8, 5 1, 3, 2 9 2 8,    3 (39) 8 (35) 9 

100  8  3 7 9 9 9 2;       3 (39) 9 (36) 6 

101  5  9 5 3, 1 9 8 8 7 2,    7 (52) 4 (31) 9 

102  9  3 5 3 2 2 1 6.      4 (22) 7 (34) 7 

103  1  1 8 4 5 4 4 9 9 6 8 6  1 (64) 1 (37) 2 (11) 

104  6  7 4 9 1 4 9 2:      9 (36) 6 (33) 7 

105  5  6! 3 7 3 2 9 7      1 (37) 2 (29) 7 

106  3  2 5 6 1 2 5 1,      4 (22) 4 (31) 7 

107  1  8 8 2 5 1 4 4 4 7.    7 (43) 4 (40) 9 

108  1  6 9 4 9!         1 (28) 5 (14) 4 

109  7  7 2 5 ...         5 (14) 3 (12) 3 

110  5  8, 9 4          3 (21) 2 (11) 3 

111  4  9 2 4 9 5 2 9      4 (40) 6 (33) 7 

112  4  2 9 7 7 4 9 1:      3 (39) 6 (33) 7 

113  3  3 2 4 1 2 1 4 1 4,    4 (22) 2 (38) 9 

114  3  2 8 5 2 8 9 2 3     3 (39) 7 (34) 8 

115  7  6 5 1 1 9 1 3 6!     5 (32) 8 (35) 8 

116  9  2, 8; 6 2 7 5 3 1 6.    4 (40) 2 (38) 9 

                   

Sum:  496              9 

(639)(4320) 

3870 852 
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Appendix CC: Determining the Qabalistic Statistics for Prélude à l'après-midi d'un 

faune 

Table of Qabalistic statistics for Prélude à l'après-midi d'un faune 

Title Gematria value Atbash  Tetractys sum - horizontal (H) and 
vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letters 

Initials 
sum  

Prélude à 
l'après-midi d'un 
faune 

7  
(106)(250) 
P - 8253645 
A - 1 
L - 3182534141 
D - 465 
F - 81655 
 

5  
(140)(500) 
 

5  
(H - 131/3515)(V - 113/3515) 
H - 81696167121382672374989627 
V - 15366311982373324956344915 

 
 
 

1  
(244)(7030) 

8  
(26) 
 

6 
(15)(24) 
 

 

Calculating the gematria value of Prélude	à	l'après-midi	d'un	faune 
p r e l u d e a l a p r e s m i d i d u n f a u n e  

p r h l v d h a l a p r h s m y d y d v n p a v n h Sum: 

8 2 5 3 6 4 5 1 3 1 8 2 5 3 4 1 4 1 4 6 5 8 1 6 5 5 7 (106) 

17 20 5 12 6 4 5 1 12 1 17 20 5 21 13 10 4 10 4 6 14 17 1 6 14 5 7 (250) 

 

Calculating the atbash value of Prélude	à	l'après-midi	d'un	faune 
p r h l v d h a l a p r h s m y d y d v n p a v n h  

h n v a p n v d y d y m s h r p a l a h d v l h r p  

8 2 5 3 6 4 5 1 3 1 8 2 5 3 4 1 4 1 4 6 5 8 1 6 5 5  

5 5 6 1 8 5 6 4 1 4 1 4 3 5 2 8 1 3 1 5 4 6 3 5 2 8 Sum: 

4 7 2 4 5 9 2 5 4 5 9 6 8 8 6 9 5 4 5 2 9 5 4 2 7 4 5 (140) 

 

Calculating the tetractys and atbash sums for Prélude	à l'après-midi d'un faune 
Horizontal	Calculation	 	 	 Vertical	Calculation	

 Reduced Ordinal  Reduced Ordinal 

p 8 17  1 442 

r 1 37  5 500 

h 6 42  3 120 

l 9 54  6 276 

v 6 60  6 132 

d 1 64  3 84 

h 6 69  1 100 

a 7 70  1 19 

l 1 82  9 216 

a 2 83  8 17 

p 1 100  2 272 

r 3 120  3 300 

h 8 125  7 70 

s 2 146  3 273 

m 6 159  3 156 
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y 7 169  2 110 

d 2 173  4 40 

y 3 183  9 90 

d 7 187  5 32 

v 4 193  6 42 

n 9 207  3 84 

p 8 224  4 85 

a 9 225  4 4 

v 6 231  9 18 

n 2 245  1 28 

h 7 250  5 5 

Sum: 5 (131) (3515)  5 (113) (3515) 

 

To arrive at the bilateral sum, double the reduced numbers and reduced to a single digit, in 

addition to adding the reduced sums, and ordinal sums. 

5 + 5 = 10 reduces to 1 

131 + 113 = 244 

3515 + 3515 = 7030 

The bilateral sum is 1 (244)(7030) 
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Appendix DD: Table of Combined Qabalistic Statistics for Claude Debussy and Prélude 

à l'après-midi d'un faune 

Name/title Gematria value Atbash  Tetractys sum - horizontal (H) and 
vertical (V) calculations 

Tetractys 
bilateral sum 

Number of 
letters 

Initials 
sum  

Claude Debussy 
 

7  
(52)(115) 
C - 931645 
D - 4526331 

5  
(50)(230) 
C - 
164361 
D - 
8163461 

3  
(H - 57/732)(V - 66/732) 
H - 9341515139367 
V - 9926941316961 
 

6  
(123)(1464) 

4  
(13) 
 

4  
(13)(22) 
 

Prélude à l'après-
midi d'un faune 

7  
(106)(250) 
P - 8253645 
A - 1 
L - 3182534141 
D - 465 
F - 81655 
 

5  
(140)(500) 
 

5  
(H - 131/3515)(V - 113/3515) 
H - 81696167121382672374989627 
V - 15366311982373324956344915 

 
 
 

1  
(244)(7030) 

8  
(26) 
 

6 
(15)(24) 
 

Combined total 5  
(158)(365) 

1  
(262)(730) 

8  
(H - 188/2942)(V - 179/2321) 

7  
(367)(5263) 

3  
(39) 

1  
(28)(46) 
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d 2 d 2 g 1 b 1 b 8 b 8 s

h 
3 b 2 d 2 c

h 
1 c

h 
1 c

h 
1 c

h 
1 c

h 
1 y 1 y 1 y 1 

v 3 v 3 k 9 y 9 z 6 z 6 b 4 d 3 v 3 v 3 v 3 v 3 v 3 v 3 ch 3 c

h 
3 c

h 
3 

h 2 h 2 y 2 t 2 h 3 h 3 t

v 
3 g 2 t 4 v 1 v 1 v 1 v 1 v 1 ch 1 c

h 
1 c

h 
1 

y 6 y 6 y 1 t 1 a 5 a 5 z 8 c

h 
6 ch 2 g 4 r 9 h 2 t

v 
7 h 2 ay 9 a

y 
9 a

y 
9 

t 2 t 2 d 7 g 7 r 4 r 4 v 2 z 2 ch 1 a 3 q 2 g 3 r 3 d 2 ch 9 c

h 
9 c

h 
9 

h 5 h 5 g 2 b 2 l 9 l 9 h 2 z 1 v 3 r 4 p 3 t

v 
4 q 2 g 2 ch 1 c

h 
1 c

h 
1 

g 3 g 3 g 1 b 1 c

h 
5 c

h 
5 h 1 h 3 v 1 g 6 r 4 h 6 t

v 
4 h 4 v 3 v 3 v 3 

t 7 t 7 h 3 d 3 x 8 x 8 t 5 y 6 q 1 a 3 q 2 g 3 r 3 d 2 v 1 v 1 v 1 

b 8 b 8 d 2 g 2     b 8 g 8 p 3 r 4 p 3 t

v 
4 q 2 g 2 p 3 b 5 b 5 

z 6 z 6 d 1 g 1     z 6 t 7 x 3 l 9 l 6 l 2 y 1 y 8 ay 2 a 2 a 2 

h 3 h 3 t 6 c

h 
6     h 3 z 3 q 5 l 1 l 1 l 1 y 1 y 1 x 2 q 5 q 5 

a 5 a 5 ch 2 z 2     a 5 d 4 p 3 v 7 v 7 v 7 d 7 d 7 p 3 b 6 b 6 

r 4 r 4 ch 1 z 1     r 4 l 9 x 3 v 1 v 1 v 1 d 1 d 1 ay 2 a 2 a 2 

a

y 
5 a

y 
5 h 4 h 3     l 9 c

h 
5 l 4 x 1 x 1 x 1 x 3 x 3 x 2 q 5 q 5 

l 5 l 5 g 3 g 3     c

h 
5 x 8 l 1 x 1 x 1 x 1 x 1 x 1 t 7 t 2 t 2 

l 1 l 1 t 7 t 7     x 8   v 7           t 1 t 1 t 1 

    b 8 b 8         v 1           g 7 g 7 g 7 

    z 6 z 6         x 1           g 1 g 1 g 1 

    h 3 h 3         x 1           tz 8 tz 8 tz 8 

    a 5 a 5                     k 8 k 8 k 8 

    r 4 r 4                           
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c

h 
9 c

h 
9 c

h 
9 v 3 g 4 r 9 h 2 tv 7 v 1 v 3 c

h 
3 c

h 
3 c

h 
3 c

h 
3 g 3 k 5 k 5 

c

h 
1 c

h 
1 c

h 
1 v 1 a 3 q 2 g 3 r 3 h 2 p 3 c

h 
1 c

h 
1 c

h 
1 c

h 
1 c

h 
6 k 1 k 1 

v 3 v 3 v 3 q 1 r 4 p 3 tv 4 q 2 g 3 ay 2 b 7 a 8 h 4 b 7 h 4 k 1 t 3 

v 1 v 1 v 1 p 3 g 6 r 4 h 6 tv 4 v 4 x 2 a 2 q 5 g 3 tv 3 g 3 t 3 c

h 
2 

h 2 b 5 c

h 
3 x 3 a 3 q 2 g 3 r 3 h 2 p 3 q 5 p 3 b 2 q 4 z 5 ch 2 z 2 

g 3 tv 3 h 4 q 5 r 4 p 3 tv 4 q 2 g 3 ay 2 b 6 a 7 h 4 b 6 z 1 v 3 v 2 

b 2 q 4 g 3 p 3 m 8 m 5 l 2 l 8 y 8 x 2 a 2 q 5 g 3 tv 3 a 7 d 3 b 5 

h 4 b 6 c

h 
6 x 3 m 1 m 1 l 1 l 1 y 1 t 7 q 5 p 3 b 2 q 4 tv 2 k 8 y 9 

g 3 tv 3 h 4 m 3 z 7 z 7 v 7 v 7 d 7 t 1 t 2 t 2 c

h 
7 c

h 
3 tz 5 ch 4 t 2 

b 2 q 4 g 3 m 1 z 1 z 1 v 1 v 1 d 1 g 7 t 1 t 1 c

h 
1 c

h 
1 k 8 v 3 v 4 

c

h 
7 c

h 
7 g 1 z 7 x 9 x 9 x 1 x 1 x 3 g 1 g 7 g 7 b 7 b 7   tz 2 a

y 
2 

c

h 
1 c

h 
1 g 1 z 1 x 1 x 1 x 1 x 1 x 1 tz 8 g 1 g 1 b 1 b 1   p 2 y 7 

b 7 b 7 tz 8 x 9           k 8 tz 8 tz 8 tz 7 tz 7   k 7 t 2 

b 1 b 1 tz 1 x 1             k 8 k 8 k 8 k 8   d 8 d 6 

tz 7 tz 7 tz 1                         d 1 c

h 
5 

k 8 k 8 k 8                         ch 5 c

h 
1 

                              v 3 b 7 

                              ch 3 b 1 

                              v 3 tz 7 

                              b 5 k 8 

                              sh 4   
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k 5 t 3 k 5 k 5 t 5 t 5 t 5 t 5 t 5 t 5 k 5 k 5 k 5 k 5 k 5 k 5 t 5 

k 1 c

h 
2 t 3 t 3 t 1 t 1 t 1 k 3 k 3 k 3 k 1 k 1 k 1 k 1 t 3 t 3 t 1 

t 3 v 3 t 1 z 3 z 3 t 1 t 1 t 3 k 1 k 1 k 1 t 3 t 3 k 1 t 1 z 3 z 3 

t 1 d 3 z 3 v 2 h 3 h 5 v 4 t 1 z 5 c

h 
4 t 3 c

h 
2 t 1 t 3 z 3 v 2 h 3 

v 4 y 7 v 2 h 2 d 2 d 2 h 2 v 4 v 2 z 2 ch 2 z 2 v 4 c

h 
2 v 2 h 2 d 2 

d 3 c

h 
3 d 3 z 3 t 6 z 4 z 3 h 2 t 4 t 3 v 3 v 2 d 3 v 3 d 3 z 3 t 6 

d 1 v 3 b 3 d 4 z 3 z 1 z 1 t 5 t 1 t 1 d 3 b 5 d 1 d 3 b 3 d 4 z 3 

k 8 p 3 t 8 c

h 
5 sh 9 s

h 
9 s

h 
9 z 3 c

h 
2 y 2 k 8 y 9 k 8 y 7 t 8 c

h 
5 sh 9 

c

h 
4 k 7 v 4 z 2 v 8 z 9 c

h 
1 z 1 v 3 t 2 ch 4 t 2 c

h 
4 c

h 
3 v 4 z 2 v 8 

v 3 y 2 d 3 d 4 d 3 v 2 z 2 s

h 
9 d 3 v 4 v 3 v 4 v 3 v 3 d 3 d 4 d 3 

tz 2 z 4 a

y 
2 n 2 b 3 d 3 b 6 z 9 a

y 
2 p 3 tz 2 a

y 
2 tz 2 p 3 a

y 
2 n 2 b 3 

x 4 z 2 x 2 c

h 
7 n 2 m 1 x 1 v 2 x 2 y 8 p 2 y 7 x 4 k 7 x 2 c

h 
7 n 2 

c

h 
8 a 7 t 7 z 2 m 2 z 7 n 2 d 3 c

h 
8 t 2 k 7 t 2 c

h 
8 y 2 t 7 z 2 m 2 

c

h 
1 tv 2 z 3 c

h 
2 v 8 v 2 z 8 n 2 b 7 g 7 m 3 c

h 
2 c

h 
1 z 4 z 3 c

h 
2 v 8 

z 2 tz 5 v 2 z 2 sh 8 s

h 
8 tv 8 c

h 
7 tv 3 b 2 ch 6 c

h 
1 z 2 z 1 v 2 z 2 t 4 

c

h 
2 k 8 z 2 c

h 
2 r 2 r 2 s

h 
2 z 2 v 7 h 4 v 3 b 7 c

h 
2 a 7 z 2 c

h 
2 ch 2 

z 2   v 2 z 2 y 2 t 3 z 9 tv 8 h 2 d 2 ch 3 b 1 z 2 tv 2 v 2 z 2 y 3 

b 6   a 6 b 6 t 2 c

h 
2 z 1 s

h 
2 v 2 h 2 v 3 tz 7 b 6 tz 5 a 6 b 6 t 2 

s

h 
4   s

h 
3 a 2 t 1 c

h 
1 a 7 v 8 h 2 d 2 b 5 k 8 a 2 k 8 s

h 
3 a 2 t 1 

b 4   tv 2 b 2 y 2 t 2 tv 2 v 1 s

h 
7 r 7 sh 4   b 2   tv 2 b 2 y 2 
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v 2 z 2 z 2 c

h 
2 t 2 t 4 g 2 z 6 z 6 b 3 b 3 d 2 g 2 z 6 z 6 b 3 b 3 

s

h 
8 a 7 a 7 b 7 g 7 k 3 g 1 v 2 v 2 b 1 b 1 d 1 g 1 v 2 v 2 b 1 b 1 

r 2 s

h 
3 s

h 
3 a 2 b 2 v 6 q 7 d 3 d 3 b 1 g 2 q 8 tz 8 d 3 d 3 b 1 g 2 

d 7 d 6 v 8 v 6 v 5 t 4 tz 2 b 3 b 3 a 2 b 2 q 1 p 2 b 3 b 3 a 2 b 2 

d 1 d 1 d 3 v 1 v 1 d 6 tz 1 t 8 t 8 b 2 g 2 tz 2 p 1 t 8 t 2 b 2 g 2 

b 3 b 3 d 1 d 3 d 3 k 8 tz 1 c

h 
2 tv 1 tv 3 b 2 tz 1 a

y 
2 c

h 
2 tv 1 tv 3 b 2 

b 1 b 1 b 3 d 1 d 1 tz 8 p 2 b 7 b 3 p 6 tz 7 ay 3   b 7 b 3 a

y 
7 p 8 

m 3 m 3 m 3 m 1 m 1 k 8 p 1 b 1 b 1 a

y 
2 p 2     b 1 b 1 x 2 a

y 
2 

t 5 t 5 t 5 t 5 t 5 m 3 a

y 
2 p 8 p 8 a

y 
1 p 1     a

y 
9 a

y 
9 tz 4 tz 3 

t 1 t 1 k 3 k 3 k 3 h 9   a

y 
2 a

y 
2 x 2 a

y 
2     q 4 q 4     

t 1 t 1 t 3 k 1 k 1 d 2   q 4 q 4 tz 4 tz 3             

h 5 v 4 v 4 z 5 c

h 
4 d 1                       

d 2 h 2 h 2 v 2 z 2 h 2                       

z 4 z 3 t 5 t 4 t 3 d 2                       

z 1 z 1 z 3 t 1 t 1 d 1                       

s

h 
9 s

h 
9 s

h 
9 s

h 
2 s

h 
2 r 7                       

z 9 c

h 
1 t 2 c

h 
1 y 3 q 2                       

v 2 z 2 v 4 v 3 t 2 q 1                       

d 3 b 6 d 3 d 3 v 4 q 1                       

m 1 x 1 n 2 a

y 
2 p 3 tz 2                       

z 7 n 2 c

h 
7 x 2 y 8 tz 1                       
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l 4 l 5 h 4 v 2 r 5 b 4 s

h 
1 p 8 z 2 z 9 z 7 p 3 g 3 q 4 h 4 tv 4 c

h 
3 

l 1 l 1 h 1 v 1 r 1 z 6 b 4 x 3 s

h 
9 s

h 
9 s

h 
9 z 2 z 5 z 2 z 3 z 8 z 2 

l 1 y 3 h 1 d 3 r 1 h 3 b 1 l 4 g 5 g 5 g 5 s

h 
9 s

h 
9 s

h 
9 s

h 
9 sh 9 s

h 
9 

y 3 y 1 z 3 d 1 p 4 a 5 b 1 z 6 p 9 p 9 p 9 g 5 g 5 g 5 g 5 g 5 g 5 

y 1 y 1 z 1 d 1 p 1 a 1 b 1 sh 9 p 1 p 1 p 1 p 9 p 9 p 9 p 9 p 9 p 9 

y 1 c

h 
3 z 1 b 3 p 1 a 1 b 1 g 5 q 3 q 3 q 3 p 1 p 1 p 1 p 1 p 1 p 1 

t 2 l 5 t 3 tv 3 b 8 a 1 b 1 p 9 l 8 l 8 l 8 q 3 q 3 q 3 q 3 q 3 q 3 

t 1 l 1 t 1 tv 1 b 1 q 5 q 6 p 1       l 8 l 8 l 8 l 8 l 8 l 8 

t 1 t 4 t 1 q 4 b 1 q 1 q 1 q 3                   

t 1 c

h 
2 t 1 c

h 
3 b 1 q 1 q 1 l 8                   

h 5 c

h 
1 h 5 h 4 q 6 q 1 q 1                     

h 1 c

h 
1 h 1 tv 6 q 1 x 5 a

y 
4                     

h 1 c

h 
1 h 1 a 2 q 1 x 1 a

y 
1                     

h 1 h 4 h 1 a 1 q 1 x 1 a

y 
1                     

b 4 h 1 b 4 a 1 a

y 
4 x 1 a

y 
1                     

b 1 h 1 b 1 a 1 a

y 
1 p 3 p 2                     

b 1 h 1 b 1 q 5 a

y 
1                         

b 1 tv 6 b 1 q 1 a

y 
1                         

q 6 tv 1 q 6 q 1 p 2                         

q 1 tv 1 q 1 q 1                           

q 1 tv 1 q 1 x 5                           
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g 5 g 5 g 5 tz 4 tz 4 n 2 d 2 n 2 n 2 v 1 d 1 v 5 g 2 a 2 n 2 n 2 n 2 

q 7 q 7 q 7 k 8 k 8 n 1 n 2 n 1 n 1 d 3 n 2 c

h 
3 g 1 a 1 n 1 n 1 n 1 

q 1 q 1 q 1     ay 3 n 1 a

y 
3 a

y 
3 n 2 n 1 v 3 b 2 v 6 a

y 
3 a

y 
3 a

y 
3 

x 5 x 5 x 5     ay 1 a

y 
3 a

y 
1 a

y 
1 n 1 a

y 
3 v 1 c

h 
7 v 1 a

y 
1 a

y 
1 a

y 
1 

tz 4 tz 4 tz 4       a

y 
1     a

y 
3 a

y 
1 d 3 z 2 d 3       

k 8 k 8 k 8             a

y 
1   d 1 z 1 n 2       

                      b 3 v 2 n 1       

                      r 5 c

h 
3 ay 3       

                      r 1 c

h 
1 ay 1       

                      q 2 v 3         

                      q 1 d 3         

                      tz 2 b 3         

                      tz 1 b 1         

                      c

h 
2 r 5         

                      a 8 q 2         

                      v 6 q 1         

                      v 1 q 1         

                      b 5 q 1         

                      d 3 tz 2         

                      s

h 
6 y 9         

                      q 3 b 9         
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b 1 a 4 t 9 n 8 tv 6 s

h 
2 s

h 
2 z 3 z 5 h 3 z 4 z 2 z 2 z 2 z 2 q 3 q 3 

c

h 
7 c

h 
8 c

h 
2 v 9 s

h 
2 g 5 g 5 v 2 v 2 tv 6 y 4 n 8 n 8 a

y 
1 x 9 p 3 p 3 

l 5 c

h 
1   h 2 g 5 b 2 b 2 h 2 h 2 s

h 
2 z 4 ay 3 a

y 
3 x 2 c

h 
8 z 2 z 2 

l 1     tv 6 b 2 tv 3 tv 3 tv 6 tv 6 g 5 h 3 n 3 t 8 t 7 v 3 x 9 n 8 

      sh 2 tv 3 s

h 
2 s

h 
2 s

h 
2 s

h 
2 a 2 tv 6 t 6 v 4 c

h 
2 h 2 n 2 z 8 

      g 5 s

h 
2 s

h 
1 s

h 
1 g 5 g 5 tv 3 s

h 
2 z 3 h 2 v 3 tv 6 c

h 
7 v 2 

      b 2 s

h 
1 q 3 q 3 b 2 b 2 s

h 
2 g 5 v 2 tv 6 h 2 s

h 
2 z 2 h 2 

      tv 3 q 3 q 1 q 1 tv 3 tv 3 s

h 
1 z 5 h 2 s

h 
2 tv 6 g 5 v 2 tv 6 

      sh 2 q 1 p 3 p 3 s

h 
2 s

h 
2 q 3 tv 8 tv 6 g 5 s

h 
2 b 2 h 2 s

h 
2 

      sh 1 p 3 l 6 l 6 s

h 
1 s

h 
1 q 1 s

h 
2 sh 2 b 2 g 5 tv 3 tv 6 g 5 

      q 3 l 6 c

h 
5 c

h 
5 q 3 q 3 p 3 s

h 
1 g 5 tv 3 b 2 s

h 
2 s

h 
2 b 2 

      q 1 c

h 
5     q 1 q 1 m 5 q 3 b 2 s

h 
2 tv 3 s

h 
1 g 5 tv 3 

      p 3       p 3 p 3 c

h 
6 q 1 tv 3 s

h 
1 s

h 
2 q 3 b 2 s

h 
2 

      l 6       l 6 l 6   p 3 sh 2 q 3 s

h 
1 q 1 tv 3 s

h 
1 

      ch 5       c

h 
5 c

h 
5   m 5 sh 1 q 1 q 3 p 3 s

h 
2 q 3 

                    c

h 
6 q 3 p 3 q 1 l 6 s

h 
1 q 1 

                      q 1 l 6 p 3 c

h 
5 q 3 p 3 

                      p 3 c

h 
5 l 6   q 1 l 6 

                      l 6   c

h 
5   p 3 c

h 
5 
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s

h 
5 g 2 g 2 b 2 b 2 r 2 r 4 s

h 
3 s

h 
3 g 2 g 2 b 2 b 2 r 2 r 4 tz 3 tz 3 

p 5 d 2 d 2 g 2 g 2 tz 3 tz 3 a 3 a 3 d 2 d 2 g 2 g 2 tz 3 tz 3 t 1 t 1 

z 2 g 2 g 2 b 2 b 2 c

h 
2 c

h 
2 s

h 
3 s

h 
3 g 2 g 2 b 2 b 2 c

h 
2 c

h 
2 x 7 x 7 

y 4 r 6 r 6 r 6 r 6 z 2 z 2 r 2 r 2 r 6 r 6 r 5 r 5 x 8 x 8 c

h 
8 c

h 
8 

n 5 tz 3 tz 3 tz 3 tz 3 x 9 x 9 tz 3 tz 3 tz 3 tz 3 tz 3 tz 3 c

h 
8 c

h 
8 c

h 
1 c

h 
1 

z 8 v 2 v 2 z 3 z 3 c

h 
8 c

h 
8 t 1 t 1 v 2 v 2 z 3 z 3 c

h 
1 c

h 
1 v 3 v 3 

y 4 z 2 z 2 z 1 z 1 c

h 
1 c

h 
1 z 3 z 3 z 2 z 2 x 9 x 9 v 3 v 3 v 1 v 1 

c

h 
3 n 8 n 8 x 9 x 9 v 3 v 3 x 9 x 9 n 8 n 8 c

h 
8 c

h 
8 v 1 v 1 d 3 d 3 

y 3 z 8 z 8 c

h 
8 c

h 
8 v 1 v 1 c

h 
8 c

h 
8 z 8 z 8 c

h 
1 c

h 
1 d 3 d 3 d 1 d 1 

c

h 
3 ch 2 c

h 
2 c

h 
1 c

h 
1 d 3 d 3 c

h 
1 c

h 
1 ch 2 c

h 
2 v 3 v 3 d 1 d 1 g 2 g 2 

g 6 v 3 v 3 v 3 v 3 d 1 d 1 v 3 v 3 v 3 v 3 v 1 v 1 g 2 g 2 g 1 g 1 

a 3 v 1 v 1 v 1 v 1 g 2 g 2 v 1 v 1 v 1 v 1 d 3 d 3 b 2 b 2 tv 4 tv 4 

g 3 d 3 d 3 d 3 d 3 b 2 b 2 d 3 d 3 d 3 d 3 d 1 d 1 tv 3 tv 3 g 4 g 4 

tv 4 d 1 d 1 d 1 d 1 tv 3 tv 3 d 1 d 1 d 1 d 1 b 3 b 3 g 4 g 4 a 3 a 3 

g 4 b 3 b 3 b 3 b 3 g 4 g 4 g 2 g 2 b 3 b 3 b 1 b 1 a 3 a 3 tv 2 tv 2 

a 3 b 1 b 1 b 1 b 1 a 3 a 3 g 1 d 2 b 1 b 1 tv 3 tv 3 tv 2 tv 2 r 3 r 3 

tv 2 tv 3 tv 3 tv 3 tv 3 tv 2 tv 2 tv 4 tv 5 tv 3 tv 3 g 4 g 4 r 3 r 3     

q 4 g 4 g 4 g 4 g 4 r 3 r 3 g 4 g 4 g 4 g 4 a 3 a 3 c

h 
2 c

h 
2     

b 6 a 3 a 3 a 3 a 3 c

h 
2 c

h 
2 a 3 a 3 a 3 a 3 tv 2 tv 2         

m 3 tv 2 tv 2 tv 2 tv 2     tv 2 tv 2 tv 2 tv 2 r 3 r 3         

c

h 
6 r 3 r 3 r 3 r 3     r 3 r 3 r 3 r 3 c

h 
2 c

h 
2         

  g 6 g 6 c

h 
2 c

h 
2     c

h 
2 c

h 
2 ch 2 c

h 
2             
























