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CHAPTER ONE

Black Venus and a Magickal Mystery

By Teresa Burns

I. INTRODUCTION
Thc (onsecrated Little Book of Black Venus, attributed to John Dee,

presents us with a curious puzzle in the history of magical

manuscripts. It instructs the reader how to perform the “Horn of
Venus,” which at first seems a lengthy but strai%htforward Rite in the
tradition of Henry Cornelius Agrippa. “Dee” tells us that this “Horn”
might be used for "lifting hidden treasures, for Navigating, Trade, war,
and other ways likewise where the Spirit can be of service to you;” and
instructs the reader, repeatedly, to make all preparations on the day and
hours of Venus, and to perform the Rite itself only during these hours.™
Yet the date given on the manuscript, June 4, 1580, falls not on Venusian
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The Consecrated Little Book of Black Venus

Friday, but on a Saturday.” Many of the allusions and Seals suggest some
sort of hieros gamos, literal or metaphoric, as part of the Rite.

Pseudoepigraphy is rather common in Solomonic grimoires, if indeed that
is what this “Horn” is, and many who have studied different versions of
the manuscript think it was not written by Dee at all. The only in-depth
printed analysis prior to those presented here, Jorg M. Meier’s 1990 Das
Biichlein der Venus (" Libellus Veneris Nigro Sacer”) conclude that (onsecrted
Little Book of Black Venus was not by John Dee himself, but someone
familiar with his angelic magic, and that the earliest version of it was
probably composed in the mid-1580s in a German-speaking country, during
the same time period as John Dee and Edward Kelly’s travels on the
European continent.” Certainly, Black Venus sounds nothing like Dee’s
other known works and lacks his usual heavy Christian tone. It lacks the
stern valuing of scholarship we see when we read the frontispiece of the
Hieroglyphic <Monad: “QUI NON IN'TELLIGIT, AVT TACEAT,
AVT DISCAT (“He who does not understand, should either be silent or
learn.”)  Instead, in the eight lines that follow “John Dee’s” greeting,
we're told not to worry about understanding magic at all, because it’s too
hard, so “we sound a Horn for you, Beloved Reader!” Is this “John Dee”
tclling us to not worry, just follow directions?

The stated uses of the “Horn of Venus” do match Dee’s interests and of
course we know Dee knew Agrippa’s work well. Yet he also knew
Engiish law, so we may be puzzled by the Rite’s final section, which
advises the reader to make sure that any treasure or coins brought back by
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Chapter 1: Black Venus and a Ma.gickal Mystery

the Spirits should be emptied into a new, perfumed, consecrated container.
This may be almost recipe-like Agrippan magick, yet in England after 1563,
a person caught sending goetic spirits out to fetch coins would face life-
threatening consequences, because using magic to discover hidden treasure
was against the law. A first conviction got the treasure hunter a year’s
imprisonment and four trips to the pillory, and a second one meant death.
In the late 1570s, Dee had already asked the Lord Treasurer, William
Cecil, for an exemption to this rule, and was turned down.”

One might be tempted to stop right now and dismiss the book as nothing
more than an opportunistic forgery which tells us little about John Dee or
his magic cirde. Yet the name Tuba Veneris, the “Horn” or “Trumpet” of
Venus, seems echoed in a work mentioned by none other than Edward
Kelly, “The Sounding of the Trumpet.” Kelly makes repeated reference to
“The Sounding of the Trumpet” in his treatise “The Stone of the
Philosophers,” which Kelly reportedly wrote for the Holy Roman
Emperor while in prison, years after Dee had returned to England.
Furthermore, John Dee’s Five Books of Mstery contain repeated references
to the Archangel Anael, who Dee considered the ruling Archangel of the
Agc,“’ and to whom the “Horn of Venus” calls upon in its closing.

While Nancy Turner and I mainly relied on the Warburg manuscript for
our translation, it is worth noting that while this cajicst copy is in
England, al of the others we are aware of appear on the European
continent, from the early 1600s until as late as 1794.° It is very possible,
even likely, that the different manuscripts influence later works in different

41




The Consecrated Little Book of Black Venus

ways, the Er;;glish manuscript perhaps connected to the writers influencing
what Dame Frances Yates called the “Rosicrucian Enlightenment,” and the
continental versions perhaps more connected to writers like Joseph Anton
Herpentil and Johann Scheible, whose other interests include the Doctor
Faustus legends and the Sixth and Seventh Books of SMoses.”

Figures from the Seal and Horn of Venus and Later “Rosicrucian” Publications

Several of the Venus Seals found on the Horn of Venus appear in a 1614
manuscript by Johann Baptista Grofichedel, and are engraved in 1620 by
Johannes Theodorus de Bry and retitled Magical Calendar.” De Bry, the
“Palatine publisher” whose house also put out the beautifully illustrated
works of Robert Fludd and Michael Maier, is made much of in Yates’
classic The Rosicrucian Enlightenment,” and, as we'll explore later in the final
part of this chapter, his publishing house has also been connected by some to
the so-called “Family of Love.”  Yates saw Hudd, Maier, and
“Rosicrucianism” itself drawing directly upon the works of John Dee.’*
The Magical Calendar, with its Seals similar to those in Black Venus, comes
out in 1620, just after Fludd and Maier.

Other images from this (Consecrted Little Book, particularly the glyphs on the
Seal of Venus, appear in the Heptameron, or eMagical Elements, attributed
to Peter de Abano (1250-1316) and translated into English by Robert
Turner in 1655. The same glyphs appear in “Dr. Rudd’s” “Nine Great
Celestial Keys or Angelical Invocations” as part of the Seal of Anael, two
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Chapter 1: Black Venus and a Magickal Mystery

others with the discussion of the Olympic Spirit of Venus (Hgglth ) and a
third with the discussion of the Olympic Spirit of Mercury (Ophiel).” It
appears with a group of manuscrnpts that Adam McLean refers to as “The
Treatises of Dr. Rudd,” likely Thomas Rudd, who published an edition of
Dee’s Preface to Eudid in 1651. This group of manuscripts cc;gxed by Peter
Smart in 1714 was bundled with another work attributed to Dee, the Rosie
(ucian Secrets, which Vincent Bridges links to the recently published
ma.nuscnpts rediscovered in Manchester, the Byrom Collectlon, which had
been in the possession of a family related to Dee by marna% Thus we
have several possible connections between the images and Dee’s magxckal
system, though all are indirect, and could still indicate a pseudoepxgrap}uc
writer using names and 1ma%‘es that the writer knew were associated with
the kind of magic done by John Dee.

Let’s look again at the Seal of Venus, with some parts highlighted:
6
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The upper glyph in each hexagon likely refers to the two Zodiacal siﬁns
ruled by Venus: Taurus on the left and Libra on the right. Some also
infer geomantic attributions for three of the remaining figures on the right:
in the center, (onjunctio, associated with Mercury, Earth, and Virgo; to its
left, eAmissio, associated with Venus, Earth, and Taurus; and Puells,
associated with Venus, Air, and Libra. This matches Phil Legard’s
analysis in the next chapter, and the attributions in Dr. Rudd’s %ine
Great Celestial Keys,” though Rudd calls the glyphs for Venus Kedemel
H asmodel and Kedemel Zuriel instead of eAmissio and Puella.”’

If we look at the Seals of Anael from Turner’s 1654 translation of the
Heptameron, which are the same ones reproduced by Dr. Rudd in his
“Nine Great Celestial Keys of Angclic Invocation”:

Anael Q 8

o) =Y Sagum
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Chapter 1: Black Venus and a Ma,gickal Mystery

And comc{)are them again to the Seal of Venus with similar glyphs

highlighte
0 -

XL
g Y

We see that all of the glyphs from de Abano as translated by Turner and
reproduced by Rudd are in our Seal except for the long drawing in the
lower center. These glyphs also have alchemical correspondences, while the
final glyph on the right hexagon may refer to connections between different
parts of the kamea or magic square of Venus.

The lower middle Anael glyph from de Abano - Turner - Rudd matches
one of the en ravings on the Horn. In fact, if we take that drawing from
the “Horn of Venus™ and put it next to one of the drawings from the Seal,
it matches almost exactly to of the Seals of Anael from another of the
works mentioned above, Grofichedel’s 1614 <Magical (alendar.
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From the Horn and Seal in the (onsecrated Little Book of Black Venus:

" ¥

From eMagical (alendar:

g =

It takes little imagination to see direct sexual reference in these sigils - one
of the glyphs for Anael actually looks similar to the Egyptian hieroglyph for
phallus.  Of course, within the Rosicrucian alchemical tradition, hierogamic
images as metaphors and symbols are extremely common, though rarely this

Ages as P ym y g Y
graphic.’

Parts of each of the glyphs on the Horn also appear in the “Horn of Venus”
as parts of the six Spirit Seals, but beyond making this simple observation,
it 1s harder to track where those Calls and their Seals may have come from,
and how or if they appear in later works. Chapters two and three will
look at this in greater detail.

The Rosicrucian manuscripts mentioned above could all arguably show the
influence of John Dee. The connection between Dee and the later German
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Chapter 1: Black Venus and a Magickal Mystery

documents which show magickal elements from the “Horn of Venus,” as
elaborated upon in chapter two, is much more problematic.

“Black” Venus?

Yet if those aren’t enough tantalizing connections to fra,gmented
traditions, the mystery in the manuscript itself swirls around the Black
Venus to whom it is consecrated. Trying to trace connections here takes
us backwards in time rather than forwards, and perhaps into folk rather
than aristocratic tradition.

Could the Black Venus at the center of the manuscript be something
different than it seems? Most obviously, why is this Venus called “Black,”
when in all known manuscripts, she is never drawn as dark and is usually as
ivory-white as the statue carved by Pygmalion in Ovid’s Metamorphoses?
We could attribute this simply to the style of Venusian representation in
Renaissance art, though none of the famous Renaissance representations of
Venus use the adjective “dark,” or “black,” then present an image which is
not. In any case, our “Black Venus” is supposed to be a talismanic image,
not a panting.

Talismanic images actually have a folk history doser to that of medieval
sculpture and engraving than to Renaissance high art, and we can easily
find many “dark”™ statues, especially “Black Madonna” statues, created and
revered in many places throughout Europe before the Renaissance. One
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wonders if the (onsecrated Little Book of Black Venus could in some way be
drawir;; on the same tradition catalogued by Ean Begg in The (ult of the
Black Virgin.” Begg argues that the Black Virgin cult “seems to point in
the direction of two alternatives in particular. One, the alternative church
of Mary Magdalene, James, Zacchaeus, Gnosticism, Cathars, Templars,
and alchemists . . . [which] contains much of the wisdom of the old
religions as well as certain new phenomena that reached consciousness in
the twelfth century, such as the Holy Grail and courtly love.” Secondly, he
thinks that the dark Marz' may stand for a “heretical Judaism” where
Christian and Jew are one.*’

In The Hebrew Goddess, Rafael Patai notes that the Matronit, the fourth
being of the Kabbalistic tetrad which corresponds to some extent with the
Gnostic aeons, in popular terms shares many characteristics with ancient
love and war goddesses from Inanna and Ishtar to Venus, Diana, and
Aphroditc."" In Gnostic writings, she also parallels many of the medieval
representations of Mary: “Mary, like the Matronit, was considered to have
taken over the royal, governing, and controlling functions of God to the
extent that her sovereignty actually edipsed that of God.”* But while the
Virgin Mary’s purity and chastity are interwoven, the Matronit, as she
becomes the “Matronit-Shekhina, the medieval Kabbalistic Goddess figure,”
remains, like the ancient love goddesses, both pure and sexualized. She is
the reflection of the “dark” energies of Binah givinél form to the universe,
expressed as the reflection of the Sephira Binah in the path of Tau, uniting
Yesod to Malkuth. To non-Kabbalists, She is most easily conceptualized as
a dark Goddess.
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The most intense concentration of Black Madonnas are in the south of
France, sprin ing from the same cultural well as the first Arthurian stories
of the Magicgil—lom43 in the Old French Las du ((or, as well as the primary
text of the Kabbalah, the Bahir.** Could our Black Venus be a survival of
that 12" century syncretic tradition? If so, finding texts will be even more
difficult than piecing together the later Rosicrucian stream, since the last
likely public surfacing, among the 13th century Cathar Perfecti, was very
literally burned out of existence. If this tradition existed at all in Dee’s
time, its members survived by appearing to be something else.

As noted, the “Black Venus” on the different frontispieces of the Little
Book certainly appears to be something else. Yet we also need to at least try
to take the manuscript on the Solomonic terms it seems garbed in, and try
to understand it within that tradition, before leaping to other readings. At
the same time, we must recognize how easily a Kabbalist and a Solomonic
magician could conflate the two, rcmembcriné1 especially the bride of
Solomon in “Song of Songs” 1:5, who even in the King James version is
“black, but comely, O ye §:ughtcrs of Jerusalem, as the tents of Kedar, as
the curtains of Solomon?”

We also must notice that all early versions of the manuscript refer to
“Negromancia,” the dark art, which is often a reference to alchemy. (The
work of Dee’s favorite philosopher, Roger Bacon, and his alchemical 4
Nigromancia spring to mind.) In the work of John Dee perhaps more than
in any other Renaissance magician, the overlap between magic and alchemy
seems nearly total. WoTriters have had much more success seeing possible
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connections between Dee and later works, especialy to alchemical
Rosicrucian works, than seeicr:f possible connections to an earlier folk
tradition few view as alchemical. = Yet in this writer’s opinion, the main

significance of The (onsecrated Little Book of Black Venus may be in how it
suggests a bridgc between medieval folk magic and later written works.

Black Venus's (onnection to the Magickal System of Fohn Dee

If we want to speculate about the Black Venus's connection to John Dee,
and suspect it could connect Dee to a more feminized and sexualized “dark
goddess” tradition, we need to analyze it in terms of Dee’s own magick
and see if that makes sense. If John Dee were teaching students
“Negromancia” (as this manuscript implies) in the Solomonic tradition (as
this %ite is), in 1580 (the date given on the manuscript), then that means
we should be able to explain all of the above elements in terms of Dee’s
work up to that time. lgor that reason, we might pay particular attention
to Dee’s Hieroglyphic &Monad and the conceptions of alchemy, precessional
astronomy, hieros gamos, and sacred geometry contained therein, rather than
jumping ahead to his more famous angelic conversations. . . or, if we jump
ahead, we should have a reason for oing s0. Jorg M. Meier’s suggcsted
date and place of the earliest manuscript (mid-1580’s, on the European
continent) might be just such a reason. But then, why would the author
give the date as June 4, 1580, or is this date totally without significance?
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On the other hand, if we decide this manuscript was not by Dee nor even
by one familiar with his work, we can try to place by context and style
where, when, and perhaps by whom it was written. Why was the
manuscript copied multiple times; why did it influence later works, or did
it? It still presents a mystery, though a relatively less important one. In
fact, if the whole Rite is explicable and works well as a self-contained albeit
pseudoepigraphic Solomonic grimoire, perhaps nothing more need be
written.

The problem with this approach, as Vincent Bridges and I argue in chapter
three, is that the closer one studies it as a Solomonic grimoire, the less
sense it makes. The more one tries to connect it to John Dee by followin
the trail of Dee’s manuscript acquisition and publication, and then Dee an
Kelly's angelic conversations, the more the different Black Venus
manuscripts start to seem significant in terms of what they point towards,
rather than what they on the surface appear to be.

In this writer’s opinion, if the (Consecrated Little Book of Black Venus connects
to John Dee and his circle even indirectly, the implications are extremely
significant: it would mean we have at last found a manuscript that fuses the
“ligh magic” of male Renaissance scholars, artists, magicians, and proto-
Rosicrucians like Dee with the so-called “witch cult,” described by
Margaret Murray in her controversial 1921 classic The Witch (ult in Western
Europe, researched more thoroughly by Carlo Ginzburg in his breakthrough
history Ecstasies: Deciphering the Witches' Sabbath, and described by still
others as an amalgamation of indigenous followers of the “old religion,”
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heretical Christians, Jews, Moslems, gypsies, and mystics of various
spiritual traditions for whom hiding and Eassing as whatever was the rulir;ﬁ
religious faith had become a way of life.” It 1s hard to know what to ¢
these men and women, because they usually call themselves “Christians,”
while court records call them “witches” or “atheists.”

Many writers, Ginzburg included, have noted the almost total disconnect
between folk and aristocratic culture, and for that reason do not explore or
speculate about any connection between folk ritual and Renaissance magick
or alchemy. Yet, if the “dark art” practiced by some of these “cultists” was
indeed alchemy, of a “school” typified by the writings of Maria the Jewess,
Comarius, Hermes, and Clcopatra,“ then the iconogr?ihy of their “dark
goddess” — be She Mary, Venus, Diana, Aphrodite, Hecate, or a myriad
of others — connects almost seamlessly to that of Isis and the absorption of
those Isean symbols into “heretical” traditions that existed for hundreds of
years under the thinnest of Christian veneers before being forced
underground.*” If that is the tradition “Dee” is drawin upon, then the
“bad Latin” of the title ("LIBELLOS VENERI NAGRO SACER,”
which grammatically should be nigre instead of nigro) is indeed an inside
nod to the tradition where “Nigromancia” or “Negromancia,” the dark art,
does not use “dark” pejoratively but as a reference to the art of the black

land (Egypt, Al'Khem), or a.lchemy.48
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Chapter 1: Black Venus and a Magickal Mystery

I. PREVIOUS ANALYSES OF THE (ONSECRATED LITTLE
BOOK OF BLACK VEN'US

Most works on John Dee never mention this work at all. One of the first
references is a footnote in Gerald Suster’s book Fohn Dee, where Suster
considers this one of Dee’s later writings but mustranscribes the title as
“Tuba Veneris (c. 1600) Libellus Veneri nigro Dee.”*’ Until recently, the one
and only analysis of (Consecrated Little Book of Black Venus was Jorg M.
Meier’s excellent Das Biichlein der Venus (" Libellus Veneris Nigro Sacer”): eine
magische Handschrift des 16. Fhrs, which Nancy Turner and 1 found almost
indispensable in making our own translation. Meier compares several
versions, the earliest being London’s Warburg Institute Ms. FBH 51, then
provides a detailed commentary on the text and drawings. He also locates
two versions of a text by ]oseph Anton Herpentil, Inbegriff  der
ibernatiirlichen magie’°, that use many “barbarous names” similar to those in
the fourth chapter of “Horn of Venus;” and another, der <Magia Ordinis
Kornreutheri , that uses one of them. Finally, Meier analyzes the ritual
structure of the “Horn of Venus” compared to that of five other
manuscripts  (including the three just mentioned), and finds some
similarities.”’

Meier, like this writer, doubts that the writer was John Dee and that the
date of composition was 1580. Yet as pseudoepigraphy goes, he finds it a
very unusual case: the oldest copy, the Warburg manuscript, seems written
in Dee’s lifetime, and enough of the details match those of John Dee’s life
and work that the author may well have known Dee. Meier notes that a
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“counterfeiter” rarely ties himself to a name for no reason, and speculates
that Dee could have had some type of invocation similar to this one.”

The motives for writing this ritual and putting Dee’s name on it, Meier
argues, will more likely be found on the continent from 1583 - 1589 rather
than in England. Meier thinks the best hypothesis is that the (onsecrated
Little Book of Black Venus originated on the European continent, specifically
in a German—spcaking country, and was perhaps written by someone who
knew Dee well and wished to take advantage of his reputation.” When
“Dee” tells his readers that "all evil Damons still have the names and Signs
that were given to them by the Great Creator, and therefore it is
necessary to call and force them by using the same means by which we can also
call the good eAngels, as I have shown and taught in other places,” it seems to
allude to his famous angelic workings with Edward Kelly and perhaps to
teaching those who witnessed similar workings, even though these were
supposed to be strictly angelic rather than goetic workings. The types of
calls used seem to come from 1585 or 1586.

Meier also believes that Dee’s “Actions with Spirits” were fundamentally
incompatible with the type of magic used in (onsecrated Little Book of Black,
Venus, despite the writer's knowledge of much of Dee’s magic, including
the special role played by Anael in Dee’s cosmology. Rather trying to
hurt Dee, Meier suggests the writer may have just wanted to make a
profit. In any case, while Meier does not want to say the manuscript
absolutely had to be written during Dee’s six-year stay on the continent,
that seems to him the most likely hypothesis.”

54




Chapter 1: Black Venus and a Magickal Mystery

According to the artist and calligrapher DARLENE, the handwriting of the
Warburg manuscript almost certainly isn’t Dee’s, and, based on the style of
letterin%lused, its very unpolished penmanship appears to be poor German
calligraphy rather than poor English calligraphy.” Yet somehow this
manuscript made its way back to England. The earliest copy of the
Magical (alendar, whose sigils for Anael appear almost identical to some of
the images on the Seal of Venus, also appears first in England, though it is
published on the continent.

Several writers, Meier among them, have tried to analyze the (Consecruted
Little Book of Black Venus as a piece of cryptography, but to no avail.

The only other analysis this writer is aware of was one started by Phil
Legard back in 2001 and posted as a newsgroup discussion question. When
I contacted him in 2006, I learned he’d expanded that analysis quite a bit,
and he graciously offered to let me indude it as an appendix to my first
artidle on this subject,’6 then here as a chapter. Like Meier, Legard places
the work within the tradition of the Key of Solomon and Agrippa, but
notes the uniqueness of the Black Venus image.

III. ACLOSE LOOK AT THE TEXT: BAD LATIN, OR

MULTIPLE ALLUSIONS?

Let’s start by looking at the opening four lines in their Latin original:
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Est VENUS a Superis mihi datum nomen in Astris
Incola mox Stygius dum TUBA cantat adest
Subditus En Damon SIGNI virtute ttc;lcmiscit

Euge! animi mactus victor ab hoste redis.

Readers who enjoy scanning Latin poetry may agree that this sounds a bit
strained, the word choice awkward, and pronoun references ambiguous. It
incdludes a key word (mox, English “soon”) whose placement depends totally
upon understanding the esoteric context. In the final line, which we
translated as “Well done! As the victor, infused with glory, you return
from the enemy,” the "you” can refer to either the reader, or Venus, or
both. Let’s stop a moment and think about why “John Dee” puts these lines
into the working, and for that matter, why the working itself 1s in Latin.

Of course Latin is the languagc of most alchemical texts, but beyond that,
it seems to afford this writer a way of safely conveying very “packed”
concepts impossible to communicate in English, because, by pun and allusion
one could, in Latin, convey ideas that had become heretical. Latin demon,
for instance, could retain the meaning brought in from ancient Greek
mythology, of a divinity, genius, or tutelary deity; or of a supernatural
being which serves as an intermediary between gods and humans. In
Renaissance English, “demon” already meant mainly an evil spirit, and by
extension the gods and goddesses of the older “demonic” religions. If one
still believes in those old religions, or sees no conflict between those
“pagan” beliefs and being “Christian,” one might prefer the word demon.
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Nowhere is the poet’s ability to convey complex ideas via what seems
awkward word choice more evident than in the title of the Rite itself, Zubas
Veneris, which can only imperfectly be translated as “Horn of Venus.”
First, consider the choice of twba instead of cornu. Tuba usually refers to the
straight bronze war-trumpet of the ancient Romans, while a curved horn,
like that shown in the Rite, would be a cornu. Here’s how the twba or
“trumpet” appears in a French version of the Key of Solomon: 2

Elohim Gibor Dicu IW
L"

oot s Vo § s T VR

“Elohim Cjibor, Dien des eArmées” (Elohim Gibor, Lord of Armies) reminds
us of the familiar Kabbalistic associations with the Sephira Geburah or
Severity, induding its attribution to Mars. The energies associated with
the reflection of the sphere of Mars onto the path of Peh — often called
Victory (Netzach) over Splendor (Hod) — might give one pause if we
consider what a large-scale working involving the Kabbalistic path of Peh
might entail. In Tarot decks then and now this path is usually shown as the
“Blasted Tower.” The path of Peh, the lowest of the reciprocal paths on
the Tree, is often described as “Victory over Splendor,” the alchemical
transformation where the energies of Mercury (Hod), propelled by those
of Mars (the path of Peh) act upon Venus (the Sephira Netzach). That
seems alluded to in the straight Roman war trumpet pictured above.
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