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Sacred symbols—the stone and the animal 

T h e his tory of symbol i sm shows t ha t e v e r y t h i ng 
can a s sume symbol ic s igni f icance: n a t u r a l 
objects (like s tones, p l an t s , a n i m a l s , m e n , m o u n -
tains a n d val leys, sun a n d m o o n , w ind , wa te r , 
a n d fire), or m a n - m a d e th ings (like houses, 
boa ts , or ca r s ) , or even abs t r ac t forms (like n u m -
bers , or the t r i ang le , the s q u a r e , a n d the circle) . 
In fact, the who le cosmos is a po ten t i a l symbol . 

M a n , wi th his s y m b o l - m a k i n g p ropens i ty , 
unconsciously t ransforms objects or forms in to 
symbols ( the reby e n d o w i n g t h e m with g rea t psy-
chological i m p o r t a n c e ) a n d expresses t h e m in 
bo th his rel igion a n d his visual a r t . T h e in ter -
twined history of rel igion a n d a r t , r e a c h i n g back 
to prehis tor ic t imes, is the record tha t ou r ances-
tors have left of the symbols tha t were m e a n -
ingful a n d m o v i n g to t h e m . E v e n today , as 
m o d e r n p a i n t i n g a n d scu lp tu re show, the in ter -
p lay of rel igion a n d a r t is still alive. 

For the first p a r t of m y discussion of sym-
bolism in the visual ar ts , I i n t end to e x a m i n e 
some of the specific motifs tha t have been un i -
versally sacred or mys te r ious to m a n . T h e n , for 
the r e m a i n d e r of the c h a p t e r , I wish to discuss 
the p h e n o m e n o n of 2 0 t h - c e n t u r y a r t , no t in 
t e rms of its use of symbols , bu t in te rms of its 
significance as a symbol itself—a symbol ic 
expression of the psychologica l cond i t ion of the 
m o d e r n wor ld . 

In the following pages , I h a v e chosen th ree 
r e c u r r i n g motifs wi th wh ich to i l lus t ra te the 
presence a n d n a t u r e of symbol ism in the a r t of 
m a n y different per iods . T h e se a re the symbols 
of the s tone , the a n i m a l , a n d the c i r c l e—each 
of wh ich has h a d e n d u r i n g psychologica l signi-
ficance from the earl iest expressions of h u m a n 
consciousness to the most sophis t ica ted forms of 
20 th -cen tu ry a r t . 

W e know t h a t even u n h e w n stones h a d a 
h ighly symbol ic m e a n i n g for anc ien t a n d p r im i -
tive societies. R o u g h , n a t u r a l stones were often 
believed to be the dwel l ing places of spirits or 
gods, a n d were used in p r imi t ive cu l tu re s as 
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tombs tones , b o u n d a r y stones, or objects of reli-
gious vene ra t i on . T h e i r use m a y be r e g a r d ed as 
a p r imeva l form of scu lp tu re a first a t t e m p t to 
invest the s tone wi th m o r e expressive power 
than c h a n c e a n d n a t u r e could give it. 

T h e O l d T e s t a m e n t s tory of J a c o b ' s d r e a m is 
a typical e x a m p l e of how, t housands of years 
ago, m a n felt t ha t a l iving god or a d iv ine spiri t 
was e m b o d i e d in the s tone a n d how the stone 
b e c a m e a s y m b o l : 

And Jacob . . . went toward Haran. And he 
lighted upon a certain place, and tarried there all 
night, because the sun was set; and he took of 
the stones of the place, and put them for his pil-
lows and lay down in that place to sleep. And he 
dreamed, and behold a ladder set up on the 
earth, and the top of it reached to heaven, and 
behold the angels of God ascending and descend-
ing on it. And, behold, the Lord stood above it, 
and said, I am the Lord God of Abraham thy 
father, and the God of Isaac: the land whereon 
thou liest, to thee will I give it, and to thy seed. 

And Jacob awaked out of his sleep, and he said, 
Surely the Lord is in this place; and I knew it 
not. And he was afraid, and said, How dreadful 
is this place! this is none other but the house of 
God, and this is the gate of heaven. And Jacob 
rose up early in the morning and took the stone 

that he had put for his pillows, and set it up for a 
pillar, and poured oil upon the top of it. And he 
called the name of that place Beth-el. 

For J a c o b , the s tone was an in tegra l pa r t of the 
revela t ion . I t was the m e d i a t o r be tween himself 
a n d G o d . 

In m a n y pr imi t ive s tone-sanctuar ies , the dei ty 
is represen ted not by a single s tone b u t by a 
g rea t m a n y u n h e w n stones, a r r a n g e d in dist inct 
pa t t e rns . ( T h e geomet r i ca l s tone a l ignmen t s in 
Br i t t any a n d the s tone circle a t S tonehenge a re 
famous examples . ) A r r a n g e m e n t s of rough 
n a t u r a l stones also play a cons iderab le p a r t in 
the highly civilized rock g a r d e n s of Zen 
Buddh i sm. T h e i r a r r a n g e m e n t is not geomet r i -
cal bu t seems to have c o m e a b o u t by p u r e 
chance . In fact, however , it is the expression of 
a most refined spir i tual i ty . 

V e r y ear ly in history, m e n b e g a n t ry ing to 
express w h a t they felt to be the soul or spirit of 
a rock by work ing it in to a recognizab le form. 
In m a n y cases, the form was a m o r e or less de -
finite a p p r o x i m a t i o n to the h u m a n figure—for 
ins tance , the anc ien t menh i r s wi th their c r u d e 
out l ines of faces, or the h e r m s t ha t deve loped 
out of b o u n d a r y stones in anc ien t Greece , or the 

A b o v e left, the s tone a l i g n m e n t s 

at Carnac in B r i t t any , d a t i n g f r o m 

c. 2 0 0 0 B . C . — c r u d e s tones set 

up r igh t in r o w s tha t are t h o u g h t to 

have been used in sacred r i tuals 

and re l ig ious p rocess ions . Left , 

rough s tones rest ing o n raked sand 

in a Zen B u d d h i s t rock g a r d e n ( in 

the Ryoan j i t e m p l e , J a p a n ) . T h o u g h 

apparen t ly h a p h a z a r d , the s tones ' 

a r rangemen t in fac t expresses a 

h igh ly re f ined sp i r i tua l i ty . 

Right , a p reh is to r i c menhir—a 

rock tha t has been s l i gh t l y ca rved 

into a fema le f o r m ( p r o b a b l y a 

m o t h e r g o d d e s s ) . Far r ight , a 

scu lp tu re by M a x Ernst ( b o r n 

1 8 9 1 ) has a lso hard ly a l tered the 

natural shape of the s tone . 



m a n y pr imi t ive s tone idols with h u m a n features. 
T h e a n i m a t i o n of the stone must be expla ined 
as the project ion of a more or less distinct 
con ten t of the unconscious into the s tone. 

T h e pr imi t ive t endency to give merely a hint 
of a h u m a n figure, a n d to re ta in m u c h of the 
stone 's na tu r a l form, can also be seen in 
m o d e r n scu lp ture . M a n y examples show the 
artists" concern wi th the "self-expression" of 'tin-
s tone ; to use the l anguage of my th , the s tone is 
a l lowed to " speak for itself." This can be seen, 
for ins tance , in the work of the Swiss sculptor 
H a n s Aeschbacher , the A m e r i c a n sculptor 
James Rosat i , a n d the G e r m a n - b o r n artist M a x 
Ernst . In a let ter from Malo ja in 1935, Ernst 
w r o t e : " A l b e r t o [ the Swiss artist G iacomet t i ] 
and I a re afflicted with sculptur i t is . W e work 
on grani te boulders , large a n d small , from the 
mora ine of the F o r n o glacier. Wonderful ly pol-
ished by t ime, frost, a n d wea the r , they are in 
themselves fantastically beautiful . N o h u m a n 
h a n d can do that . So why not leave the spade-
work to the e lements , a n d confine ourselves to 
sc ra tch ing on them the runes of ou r own 
m y s t e r y ? " 

W h a t Ernst m e a n t by " m y s t e r y " is not ex-
p la ined . But later in this c h a p t e r I shall try to 
show tha t the " m y s t e r i e s " of the m o d e r n artist 
a re not very different from those of the old 
masters w h o knew the "spir i t of the s t one . " 

T h e emphasis on t h i s " s p i r i t " in much s c u l p -

ture is one indica t ion of the shifting, indef inable 

border l ine be tween religion and ar t . Somet imes 
one canno t be separa ted from the o ther . The 
same a m b i v a l e n ce can also be seen in ano the r 
symbolic motif, as it ap p ea r s in age-old works 
of a r t : the symbol of the an ima l . 

Animal pictures go back to the last Ice Age 
(between 60,000 and 10,000 B . C . ) . T h e y were 
discovered on the walls of caves in France 
a n d Spain at the end of the last cen tu ry , but it 
was not until ear ly in the present cen tu ry that 
archaeologis ts began to realize their ex t reme 
i m p o r t a n c e a n d to inqu i re into their mean ing . 
These inquir ies revealed an infinitely remote 

prehis tor ic cu l tu re whose existence had never 
even been suspected. 

Even today, a s t range music seems to h a u n t 
the caves that con ta in the rock engravings and 
paint ings . Accord ing to the G e r m a n art his-
tor ian Herbe r t Ki ihn , i nhab i t an t s of the 
areas in Africa, Spa in , F rance , and Scand inav ia 
where such pa in t ings a re found could not be 
induced to go nea r the caves. A kind of religious 
awe, or pe rhaps a fear of spirits hover ing a m o n g 
the rocks and the pa in t ings , held them back. 
Passing n o m a d s still lay their votive offerings 
before the old rock pa in t ings in Nor th Africa. 
In the 15 thcen tu ry . Pope Cal ixtus 11 prohibi ted 
religious ceremonies in the " c a v e with the horse-
p ic tu res . " W h i c h cave the pope m e a n t is not 
known, but there can be no d o u b t tha t it was a 
cave of the Ice Age con ta in ing an ima l pictures . 
All this goes to prove that the caves a n d rocks 
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Far left, an imal pa in t ings o n cave 

w a l l s at Lascaux The pa in t i ngs 

w e r e not s imp ly decora t ive ; they 

had a mag ica l f u n c t i o n . Left , a 

d r a w i n g of a b ison covered w i t h 

a r r o w and spear marks: The cave 

d w e l l e r s be l ieved that by r i tual ly 

" k i l l i n g " the image, they w o u l d be 

more l ikely to kil l the a n i m a l . 

Even today the d e s t r u c t i o n of an 

e f f igy or s tatue is a s y m b o l ic 

k i l l ing o f the person d e p i c t e d . 

R igh t , a s tatue of Sta l in des t royed 

by H u n g a r i a n rebels in 1 9 5 6 ; far 

r ight , rebels hang a bust o f the fo rmer 

Sta l in is t H u n g a r i an premier 

M a t y a s Rakos i . 

with the a n i m a l pa in t ings have a lways been 
instinctively felt to be w h a t they originally 
were —religious places. T h e numen of the place 
has out l ived the centur ies . 

In a n u m b e r of caves the m o d e r n visitor must 
travel t h rough low, da rk , and d a m p passages 
till he reaches the poin t where the great pa in ted 
" c h a m b e r s " sudden ly open out . This a rduous 
a p p r o a c h m a y express the desire of the pr imi-
tive men to safeguard from c o m m o n sight all 
tha t was con ta ined and went on in the caves, 
and to protect their mystery . T h e sudden and 
unexpec ted sight of the pa in t ings in the c h a m -
bers, coming after the difficult a n d awe-inspir -
ing a p p r o a c h , must have m a d e an ove rwhe lm-
ing impression on pr imi t ive m a n . 

T h e paleol i thic cave pa in t ings consist a lmost 
entirely of figures of an imals , whose m o v e m e n t s 
and postures have been observed in n a t u r e a n d 
rendered with grea t artistic skill. T h e r e are , 
however , m a n y detai ls tha t show tha t the fig-
ures were i n t ended to be someth ing more t ha n 
natural is t ic r ep roduc t ions . Ki ihn wr i tes : " T h e 
s t range th ing is t ha t a good m a n y pr imi t ive 
paint ings have been used as targets . At M o n t e -
span there is an eng rav ing of a horse tha t is 
being dr iven into a t r a p ; it is pi t ted wi th the 
marks of missiles. A clay model of a bea r in the 
same cave has 42 holes . " 

These pic tures suggest a h u n t i n g - m a g i c like 
that still p rac t iced today by h u n t i n g tribes in 
Africa. T h e pa in t ed an ima l has the function of 

a " d o u b l e " ; by its symbolic s laughter , the 
hun te r s a t t e m p t to an t i c ipa t e a n d ensure the 
dea th of the real a n i m a l . Th i s is a form of sym-
pa the t i c magic , which is based on the " r e a l i t y " 
of a doub le represented in a p i c t u r e : W h a t 
happens to the p ic tu re will h a p p e n to the 
or iginal . T h e under ly ing psychological fact is 
a s t rong identif ication be tween a living being 
and its image , which is considered to be the 
being 's soul. (This is one reason why a great 
m a n y pr imi t ive people today will shr ink from 
being p h o t o g r a p h e d . ) 

O t h e r cave pic tures must have served magic 
fertility rites. T h e y show an imals at the 
m o m e n t of m a t i n g ; an example can be seen in 
the figures of a male and female bison in the 
T u c d ' A u d u b e r t cave in F rance . T h u s the rea-
listic p ic ture of the an imals was enr iched by 
over tones of magic and took on a symbolic sig-
nificance. It b e c a m e the image of the living 
essence of the a n i m a l . 

T h e most in teres t ing figures in the cave 
pa in t ings a re those of s e m i h u m a n beings in 
an ima l disguise, which a re somet imes to be 
found besides the an imals . In the Trois Freres 
cave in F rance , a m a n w r a p p e d in an an imal 
h ide is p lay ing a pr imi t ive flute as if he mean t 
to put a spell on the an imals . In the same cave, 
there is a d a n c i n g h u m a n being, wi th ant lers , a 
horse 's head , and bear ' s paws. Th i s figure, d o m -
ina t ing a medley of several h u n d r e d an imals , is 
unques t ionab ly the " L o r d of the A n i m a l s . " 
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T h e customs a n d usages of some pr imi t ive 
African tribes today can th row some light on 
the m e a n i n g of these myster ious a n d doubt less 
symbolic figures. In ini t ia t ions , secret societies, 
and even the inst i tut ion of m o n a r c h y in these 
tribes, an imals a n d an ima l disguises often play 
an i m p o r t a n t par t . T h e king and chief a re an i -
mals too—genera l ly lions or leopards . Vestiges 
of this custom m a y be discerned in the title of 
the last empero r of E th iop ia , Hai le Selassie 
(Lion of J u d a h ) , or the honorific n a m e of Dr . 
Hast ings Banda (The Lion of M a l a w i ) . 

The further back we go in t ime, or the more 
pr imi t ive and close to n a t u r e the society is, the 
more literally such titles must be taken . A pri-
mitive chief is not only disguised as the a n i m a l ; 
when he appea r s at in i t ia t ion rites in full an ima l 
disguise, he is the a n i m a l . Still more , he is an 
an ima l spirit , a terrifying d e m o n w h o per-
forms ci rcumcis ion . At such m o m e n t s he incor-
pora tes or represents the ances tor of the t r ibe 
and the clan, a n d therefore the p r ima l god 
himself. He represents , and is, the " t o t e m " 
an ima l . T h u s we p r o b a b ly should not go far 
wrong in seeing in the figure of the d a n c i n g 
a n i m a l - m a n in the Tro is Freres cave a kind of 
chief who has been t ransformed by his disguise 
into an an ima l d e m o n . 

In the course of t ime, the comple te an ima l 
disguise was superseded in m a n y places by an i -
mal and d e m o n masks. Pr imit ive men lavished 

all their artistic skill on these masks, and m a n y 
of t hem are still unsurpassed in the power and 
intensi ty of their expression. T h e y a re often the 
objects of the same venera t ion as the god or 
d e m o n himself. An ima l masks play a par t in the 
folk arts of m a n y m o d e r n countr ies , like Switzer-
land, or in the magnif icent ly expressive masks 
of the anc ien t J a p a n e s e No d r a m a , which is 
still performed in m o d e r n J a p a n . T h e symbolic 
function of the mask is the same as tha t of the 
original an ima l disguise. Ind iv idua l h u m a n ex-
pression is su b m erg ed , but in its place the 
weare r assumes the digni ty and the beau ty (and 
also the horrifying expression) of an an ima l 
d e m o n . In psychological te rms, the mask t rans-
forms its weare r in to an a rche typa l image . 

Danc ing , which was original ly no th ing more 
t han a comple t ion of the an ima l disguise by 
a p p r o p r i a t e movemen t s and gestures, was prob-
ably s u p p l e m e n t a ry to the ini t ia t ion or o ther 
rites. It was, so to speak, per formed by demons 
in hono r of a d e m o n . In the soft clay of the T u c 
d ' A u d u b e r t cave, H e r b e r t Ki ihn found foot-
pr ints tha t led a r o u n d an ima l figures. T h e y show 
that d a n c i n g was pa r t of even the Ice Age rites. 
" O n l y heel pr ints can be seen ," Ki ihn writes. 
" T h e dancer s had moved like bisons. T h e y had 
d a n c e d a bison d a n c e for the fertility and in-
crease of the an imals and for their s l augh te r . " 

In his in t roduc to ry chap te r , Dr . J u n g has 
poin ted out the close re la t ion, or even identifi-

Far left, a preh is tor ic pa in t i ng f r o m 

Trois Freres cave inc ludes ( l o w e r 

r ight corner ) a h u m a n f igure , perhaps 

a s h a m a n , w i t h horns and hoo fs . 

A s e x a m p l e s of "an ima l " dances : 

left, a Bu rmese bu f fa lo d a n c e in 

w h i c h masked dancers are possessed 

by the b u f f a l o spir i t ; r ight , a 

Bo l i v ian dev i l d a n c e in w h i c h the 

dancers w e a r d e m o n i c an imal masks; 

far r ight , an o ld s o u t h w e s t German 

folk d a n c e in w h i c h the dancers 

are d i sgu i se d as w i t c h e s a n d 

as a n i m a l - l i k e " w i l d m e n , " 

236 



cat ion, be tween the na t ive and his to tem an ima l 
(or " b u s h - s o u l " ) . T h e r e a re special ceremonies 
for the es tab l i shment of this re la t ionship , especi-
ally the ini t ia t ion rites for boys. T h e boy enters 
into possession of his " a n i m a l sou l , " a n d at the 
same t ime sacrifices his own " a n i m a l b e i n g " by 
circumcision. Th i s dua l process admi t s h im to 
the to tem clan and establishes his re la t ionship 
to his to tem a n i m a l . Above all, he becomes a 
m a n , a n d (in a still wider sense) a h u m a n being. 

East Coast Africans descr ibed the u n c i r c u m -
cised as " a n i m a l s . " T h e y had ne i ther received 
ah an ima l soul nor sacrificed their " a n i m a l i t y . " 
In o the r words , since ne i ther the h u m a n nor the 
an ima l aspect of an unc i rcumcised boy's soul 
had become conscious, his a n i m a l aspect was 
regarded as d o m i n a n t . 

T h e an ima l motif is usually symbol ic of 
man ' s pr imi t ive and ins t inctual n a t u r e . Even 
civilized men must realize the violence of their 
inst inctual drives and their powerlessness in face 
of the a u t o n o m o u s emot ions e rup t i n g from the 
unconscious. Th i s is still m o r e the case wi th 
pr imit ive men , whose consciousness is not highly 
developed and who are still less well equ ipped 
to w e a t h e r the emot iona l s torm. In the first 
c h a p t e r of this book, when Dr. J u n g is discus-
sing the ways in which m a n developed the 
power of reflection, he takes an e x a m p l e of an 
African who fell in to a rage and killed his 
beloved little son. W h e n the m a n recovered 

himself, he was ove rwhe lmed with grief and re-
morse for w h a t he had done . In this case a 
negat ive impulse broke loose and did its dead ly 
work regardless of the conscious will. T h e ani-
mal d e m o n is a highly expressive symbol for 
such an impulse . T h e vividness and concre te-
ness of the image enables m a n to establish a 
re la t ionship with it as a representa t ive of the 
ove rwhe lming power in himself. H e fears it and 
seeks to p rop i t i a t e it by sacrifice a n d r i tual . 

A large n u m b e r of myths a re concerned with 
a p r imal a n i m a l , which must be sacrificed in 
the cause of fertility or even crea t ion . O n e ex-
a m p l e of this is the sacrifice of a bull by the 
Persian sun-god Mi th ra s , from which sp rang the 
ea r th with all weal th and fruitfulness. In the 
Chr is t ian legend of St. George slaying the 
d r a g o n , the pr imeva l rite of sacrificial s laughter 
again appea r s . 

In the religions and religious art of prac t i -
cally every race , an ima l a t t r ibu tes a re ascribed 
to the sup rem e gods, or the gods a re repre-
sented as an imals . T h e ancien t Babylonians 
t rans la ted their gods into the heavens in the 
shape of the R a m , the Bull, the C r a b , the Lion, 
the Scorpion , the Fish, and so on — the signs of 
the Zod iac . T h e Egypt ians represented the god-
dess H a t h o r as cow-headed , the god A m o n as 
r a m - h e a d e d , and T h o t h as ibis-headed or in the 
shape of a b a b o o n . Ganesha , the H i n d u god of 
good fortune, has a h u m a n body but the head 
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of an e lephan t , Vishnu is a boar , H a n u m a n is an 
ape-god , etc. ( T h e H i n d u s , incidenta l ly , do not 
assign the first p lace in the h ie ra rchy of being 
to m a n : T h e e l ephan t and lion s tand higher .) 

Greek mythology is full of a n i m a l sym-
bolism. Zeus, the father of the gods, often 
app roaches a girl w h o m he desires in the shape 
of a swan, a bul l , or an eagle. In G e r m a n i c 
mythology, the cat is sacred to the goddess 
Freya , while the boar , the raven, and the horse 
a re sacred to W o t a n . 

Even in Chr is t ian i ty , a n i m a l symbol ism plays 
a surprisingly grea t par t . Three of the Evange-
lists have an ima l e m b l e m s : St. Euke has the 
ox, St. M a r k the lion, a n d St. J o h n the eagle. 
On ly one , St. M a t t h e w , is represented as a m a n 
or as an angel . Chr is t himself symbolical ly 
appea r s as the L a m b of G o d or the Fish, but he 
is also the se rpen t exal ted on the cross, the lion, 
and in r a re r cases the un icorn . These an ima l 
a t t r ibu tes of Chris t ind ica te that even the Son 
of God (the s u p r e m e personification of m a n ) 
can no more dispense wi th his an ima l n a t u r e 
t han with his h igher , spir i tual n a t u r e . T h e sub-
h u m a n as well as the s u p e r h u m a n is felt to be-
long to the rea lm of the d iv ine ; the re la t ionship 
of these two aspects of m a n is beautifully sym-
bolized in the Chr i s tmas p ic tu re of the b i r th of 
Chris t , in a s table a m o n g an imals . 

T h e boundless profusion of a n i m a l symbolism 
in the religion a n d ar t of all t imes does not 

2 3 8 

Left , a mask used in the anc ien t 

No d r a m a of J a p a n , in w h i c h t h e 

p layers o f t e n por t ray g o d s , spir i ts, 

or d e m o n s . A b o v e r ight , m a s k e d 

per fo rmers in Japanese d a n c e theater 

B e l o w r ight , an ac tor in J a p a n ' s 

Kabuk i d rama, dressed as a med ieva l 

hero, w i t h m a s k - l i ke make up 



merely emphas i ze the i m p o r t a n c e of the sym-
bol ; it shows how vital it is for men to in tegra te 
into their lives the symbol ' s psychic con ten t — 
instinct . In itself, an a n i m a l is ne i ther good nor 
evil ; it is a piece of n a t u r e . It c a n n o t desire 
a n y t h i n g that is not in its n a t u r e . T o pu t this 
a n o t h e r way, it obeys its instincts . T h e se in-
stincts often seem myster ious to us, bu t they 
have their paral lel in h u m a n life: T h e founda-
tion of h u m a n n a t u r e is instinct. 

But in m a n , the " a n i m a l b e i n g " (which lives 
in him as his inst inctual psyche) may become 
dange rous if it is not recognized and in tegra ted 
in life. M a n is the only c r ea tu r e with the power 
to control instinct by his own will, bu t he is also 
able to suppress , d is tor t , and w o u n d it and an 
an ima l , tospeak metaphor ica l ly , is never so wild 
and dange rous as w h e n it is w o u n d e d . Sup -
pressed instincts can gain control of a m a n ; they 
can even destroy h im. 

T h e familiar d r e a m in which the d r e a m e r is 
pursued by an a n i m a l near ly a lways indicates 
tha t an inst inct has been split off from consci-
ousness and ough t to be (or is t ry ing to be) re-
admi t t ed and in tegra ted into life. T h e more 
dangerous the behav io r of the a n i m a l in the 
d r e a m , the more unconscious is the pr imi t ive 
and ins t inctual soul of the d r e a m e r , and the 
more impera t ive is its in tegra t ion in to his life if 
some i r r epa rab le evil is to be forestalled. 

Suppressed and w o u n d e d instincts are the 
dangers t h r ea t en ing civilized m a n ; un inh ib i t ed 
drives a re the dange r s t h r ea t en ing pr imi t ive 
m a n . In bo th cases the " a n i m a l " is a l iena ted 
from its t rue n a t u r e ; and for bo th , the accept -
ance of the an ima l soul is the condi t ion for 
wholeness and a fully lived life. Pr imi t ive m a n 
must t ame the an ima l in himself and m a k e it 
his helpful c o m p a n i o n : civilized m a n must heal 
the an imal in himself and make it his friend. 

O t h e r con t r ibu to rs to this book have discussed 
the i m p o r t a n ce of the stone and an ima l motifs 
in terms of d r e a m a n d m y t h ; I have used them 
here only as genera l examples of the a p p e a r a n c e 
of such living symbols t h r o u g h o u t the history 
of art (and especially religious a r t ) . Let us now 
examine in the same way a most powerful and 
universal s y m b o l : the circle. 

Examples of an imal s y m b o l s o f 

d i v in i t i es f r o m three re l ig ions: 

T o p of page, the H indu g o d Ganesha 

(a pa in ted scu lp tu re f r o m the 

Royal Palace of N e p a l ) , g o d of 

p r u d e n c e a n d w i s d o m ; above, the 

Greek g o d Zeus in the f o r m of a 

s w a n ( w i t h Leda) ; r ight , o n oppos i t e 

s ides of a med ieva l c o i n , the 

c ruc i f i ed Christ s h o w n as a m a n 

and as a serpent 
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The symbol of the circle 

Dr. M. -E . von Franz has expla ined the circle 
(or sphere) as a symbol of the Self. It expresses 
the total i ty of the psyche in all its aspects , in-
c lud ing the re la t ionship be tween m a n a n d the 
whole of n a t u r e . W h e t h e r the symbol of the 
circle appea r s in pr imi t ive sun worsh ip or 
mode rn religion, in myths or d r e a m s , in the 
m a n d a l a s d r a w n by T i b e t a n monks, in the 
g round plans of cities, or in the spher ical con-
cepts of early as t ronomers , it a lways points to 
the single most vital aspect of life its u l t ima te 
wholeness. 

An Ind ian creat ion myth relates that the 
god B r a h m a , s t and ing on a huge , t housand-
petaled lotus, tu rned his eyes to the four points 
of the compass . This fourfold survey from the 
circle of the lotus was a kind of p re l iminary 
or ien ta t ion , an indispensable taking of bear ings , 
before he began his work of c rea t ion . 

A similar story is told of B u d d h a . At the 
m o m e n t of his b i r th , a lotus flower rose from the 
ear th and he s tepped into it to gaze into the 10 
direct ions of space . ( T h e lotus in this case was 
e igh t - r ayed ; and Buddha also gazed u p w a r d 
and d o w n w a r d , mak ing 10 direct ions.) This 
symbolic gesture of survey was the most concise 
me thod of showing that from the m o m e n t of 
his b i r th , the B u d d h a was a un ique personal i ty , 
predest ined to receive i l lumina t ion . His person-
ality and his further existence were given the 
impr in t of wholeness. 

T h e spatial o r ien ta t ion performed by B r a h m a 
and B u d d h a may be r ega rded as symbolic of the 
h u m a n need for psychic o r ien ta t ion . T h e four 
functions of consciousness described by Dr. Jung 
in his chap te r , p. 61 though t , feeling, intui-
tion, and sensat ion equ ip m a n to deal with 
the impressions of the world he receives from 
within and wi thout . It is by means of these 
functions that he c o m p r e h e n d s and assimilates 
his expe r i ence ; it is by means of t hem that he 
can respond. B rahma ' s four-fold survey of the 
universe symbolizes the necessary in tegra t ion of 

these four functions that m a n must achieve. (In 
ar t , the circle is often e ight - rayed . Th i s expresses 
a rec iprocal over l app ing of the four functions of 
consciousness, so tha t four further i n t e rmed ia t e 
functions come a b o u t — for ins tance, thought 
colored by feeling or in tu i t ion , or feeling tend-
ing toward sensation.) 

In the visual ar t of Ind ia and the Far East, 
the four- or e ight- rayed circle is the usual pa t -
tern of the religious images that serve as instru-
ments of medi ta t ion . In T i b e t a n Lamaism 
especially, richly figured m a n d a l a s play an 
i m p o r t a n t pa r t . As a rule , these m a n d a l a s repre -
sent the cosmos in its re lat ion to divine powers. 

But a great m a n y of the eastern medi ta t ion 
figures a re purely geometr ica l in des ign; these 
a re calledyanlras. Aside from the circle, a very 
c o m m o n y a n t r a motif is formed by two inter-
pene t r a t i ng tr iangles, one p o i n t - u p w a r d , the 
o the r po in t -downward . Tradit ionally, th i sshape 
Symbolizes the union of Shiva and Shakt i , the 
male a n d female divinit ies, a subject that also 
appea r s in scu lp ture in countless var ia t ions . In 
terms of psychological symbol ism, it expresses 
the union of opposites — the union of the per-
sonal , t empora l world of the ego with the 
non-persona l , timeless world of the non-ego . 
Ul t imate ly , this union is the fulfillment and goal 
of all rel igions: It is the union of the soul with 
God . The two in t e rpene t r a t i ng tr iangles have a 
symbolic m e a n i n g similar to that of the more 

Right , a yantra (a f o r m of m a n d a l a ) . 

c o m p o s e d of n ine l inked t r iangles 

The m a n d a l a , s y m b o l i z i n g w h o l e n e s s , 

is o f t e n c o n n e c t e d w i t h excep t iona l 

b e i n g s of m y t h or l egend . Far r ight, 

a T ibe tan p a i n t i n g of the b i r th of 

B u d d h a : in the l o w e r left corner, 

B u d d h a takes his first s t e p s o n a 

cross f o r m e d of c i rcular b lossoms. 

A b o v e r ight , the b i r th of A lexander 

the Great (a 1 6 t h - c e n t u r y manusc r ip t 

i l l us t ra t ion) hera lded by c o m e t s — 

in c i rcu lar or m a n d a l a f o r m . 
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c o m m o n c i rcular m a n d a l a . T h e y represent the 
wholeness of the psyche or Self, of which con-
sciousness is just as m u c h a part as the 
unconscious . 

In both the t r iangle yan t ra s and the 
sculp tura l representa t ions of the union of Shiva 
and Shakt i , the emphas is lies on a tension be-
tween the opposites. Henc e the marked erotic 
and emot ional cha rac t e r of m a n y of them. This 
d y n a m i c qual i ty implies a process the crea-
tion, or coming into being, of wholeness — while 
the four- or e ight - rayed circle represents whole-
ness as such, as an existing enti ty . 

T h e abs t rac t circle also figures in Zen pa in t -
ing. Speak ing of a p ic ture enti t led The Circle, 
by the famous Zen priest Sangai , ano the r Zen 
master wr i tes : " I n the Zen sect, the circle re-
presents en l igh tenment . It symbolizes h u m a n 
perfec t ion ." 

Abst rac t m a n d a l a s also a p p e a r in E u r o p e a n 
Chr is t ian ar t . Some of the most splendid 
examples a re the rose windows of the ca thedra l s . 
These are representa t ions of the Self of m a n 
t ransposed on to the cosmic p lane . (A cosmic 
m a n d a l a in the shape of a shining whi te rose 
was revealed to D a n t e in a vision.) W e m a y re-
gard as m a n d a l a s the haloes of Christ and the 
Chris t ian saints in religious pa in t ings . In m a n y 
cases, the halo of Christ is a lone divided into 
lour, a significant allusion to his sufferings as 
the Son of M a n and his dea th on the Cross, and 
at the same t ime a symbol of his differentiated 
wholeness. O n the walls of early R o m a n e s q u e 
churches , abs t ract c i rcular figures can some-
times be seen; they may go back to pagan 
originals . 

In non-Chr i s t i an ar t , such circles are called 
" sun whee ls . " T h e y a p p e a r in rock engravings 
that da t e back to the neoli thic epoch before the 
wheel was invented. As J u n g has poin ted out , 
the term "sun whee l " denotes only the external 
aspect of the figure. W h a t really ma t t e r ed at 
all t imes was the exper ience of an a r che typa l . 
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Left , an e x a m p l e of the m a n d a l a in 

re l ig ious arch i tec ture : the A n g k o r 

W a t B u d d h i s t t emp le in C a m b o d i a , 

a square b u i l d i n g w i t h en t rances at 

the fou r corners . R ight , the ru ins 

of a fo r t i f i ed c a m p in D e n m a r k (c. 

A D . 1 0 0 0 ) , w h i c h w a s laid o u t in 

a c i rc le - as is the for t ress t o w n 

(center r igh t ) of P a l m a n o v a , Italy 

(bu i l t in 1 5 9 3 ) , w i t h its star-

s h a p e d fo r t i f i ca t ions . Far r ight , 

the streets that meet at L 'Etoi le, Paris, 

to f o r m a m a n d a l a 

inner image , which S tone Age m a n rendered in 
his ar t as faithfully as he depic ted bulls, gazelles, 
or wild horses. 

M a n y pictorial m a n d a l a s a re to be found in 
Chris t ian a r t : for example , the r a the r ra re pic-
ture of the Virgin in the center of a c i rcular 
tree, which is the God-symbol of the b u r n i n g 
bush. The most widely cu r r en t m a n d a l a s in 
Chr is t ian ar t a re those of Christ su r rounded by 
the four Evangelists. These go back to the 
ancient Egypt ian representa t ions of the god 
Horus and his four sons. 

In a rch i t ec tu re the m a n d a l a also plays an 
i m p o r t a n t par t but one that often passes 
unnot iced . It forms the g round plan of both 
secular and sacred bui ldings in near ly all civili-
za t ions ; it enters into classical, medieval , a n d 
even m o d e r n town p lanning . A classical example 
appears in P lu ta rch ' s accoun t of the foundat ion 
of R o m e . Accord ing to P lu ta rch , R o m u l u s sent 
for bui lders from Et rur ia who ins t ructed him by 
sacred usages and wr i t ten rules abou t all the 
ceremonies to be observed — in the same way "as 
in the myster ies ." First they d u g a round pit 
where the C o m i t i u m , or Cour t of Assembly, now 
stands, and into this pit they threw symbolic 
offerings of the fruits of the ea r th . T h e n each 
m a n took a small piece of ea r th of the land from 
which he c a m e , and these were all th rown into 
the pit together . T h e pit was given the n a m e of 
mundus (which also m e a n t the cosmos). A r o u n d 
it R o m u l us d rew the b o u n d a r y of the city in a 
circle with a plow d r a w n by a bull and a cow. 
W h e r e v e r a ga te was p l anned , the p lowshare 
was taken out and the plow carr ied over. 

The city founded in this solemn ce remony 
was c i rcular in shape . Yet the old and famous 

descr ipt ion of R o m e is urbs quadrata, the 
squa re city. Accord ing to one theory that 
a t t empt s to reconcile this con t rad ic t ion , the 
word quadrata must be unders tood to mean 
" q u a d r i p a r t i t e " ; that is, the c i rcular city was 
divided into four par ts by two main arter ies 
r u n n i n g from nor th to south and west to east. 
The point of intersection coincided with the 

mundus ment ioned by Plu tarch . 
Accord ing to a n o t h e r theory, the con t rad ic -

tion can be unders tood only as a symbol , namely 
as a visual representa t ion of the ma thema t i ca l ly 
insoluble p rob lem of the squa r ing of the circle, 
which had great ly preoccupied the Greeks and 
was to play so great a par t in a l chemy. St rangely 
enough , before descr ibing the circle ce remony 
of the foundat ion of the city by Romulus , 
P lu ta rch also speaks of R o m e as Roma quad-
rata, a square city. For h im, R o m e was both a 
circle and a square . 

In each theory a t rue m a n d a l a is involved, 
and that links u p with P lu t a rch ' s s t a t ement that 
the foundat ion of the city was t augh t by the 
Et ruscans "a s in the myster ies ," as a secret rite. 
It was more t han a mere o u t w a r d form. By its 
m a n d a l a g round p lan , the city, with its inhab i -
tants , is exal ted above the purely secular rea lm. 
This is further emphas ized by the fact tha t the 
city has a center , the mundus, which established 
the city's re la t ionship to the " o t h e r " rea lm, the 
a b o d e of the ances t ra l spirits. ( T h e mundus was 
covered by a great s tone, called the "soul s tone . " 
O n cer ta in days the stone was removed , and 
then , it was said, the spirits of the dead rose 
from the shaft.) 

A n u m b e r of medieval cities were founded 
on the g r o u n d plan of a m a n d a l a and were 
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su r rounded by an a p p r o x i m a t e l y c i rcular wall. 
In such a city, as in R o m e , two m a i n ar ter ies 
divided it into " q u a r t e r s " a n d led to the four 
gates. T h e church or ca thed ra l stood at the 
point of intersect ion of these ar ter ies . T h e in-
spirat ion of the medieval city with its qua r t e r s 
was the Heaven ly J e r u s a l e m (in the Book of 
Revela t ion) , which had a squa re g round plan 
and walls with three times four gates. But J e r u -
salem had no t emple at its center , for God ' s 
immed ia t e presence was the center of it. (The 
m a n d a l a g round plan for a city is by no means 
ou tmoded . A m o d e r n e x a m p l e is the city of 
Wash ing ton , D.C.) 

W h e t h e r in classical or in pr imi t ive founda-
tions, the m a n d a l a g r o u n d plan was never 
dicta ted by considera t ions of aesthetics or 
economics. It was a t ransformat ion of the city 
into an o rdered cosmos, a sacred place bound 
by its center to the o the r world. And this t rans-
formation accorded with the vital feelings and 
needs of religious m a n . 

Every bui ld ing , sacred or secular, tha t has a 
m a n d a l a g r o u n d plan is the project ion of an 
a r che typa l image from wi th in the h u m a n un-
conscious on to the ou te r wor ld . T h e city, the 
fortress, and the t emple become symbols of 
psychic wholeness, and in this way exercise a 
specific influence on the h u m a n be ing who 
enters or lives in the place. (I t need hard ly be 
emphas ized that even in a rch i t ec tu re the pro-
jec t ion of the psychic conten t was a pure ly un-
conscious process. " S u c h things canno t be 
though t u p , " Dr . J u n g has wr i t ten , " b u t must 
grow again from the forgotten dep ths if they are 
to express the deepest insights of consciousness 
and the loftiest in tui t ions of thespir i t , t h u s a m a l -
g a m a t i n g the uniqueness of p resen t -day consci-
ousness with the age-old past of h u m a n i t y . " ) 

T h e cent ra l symbol of Chr is t ian ar t is not the 
m a n d a l a , but the cross or crucifix. U p to C a r o -
lingian t imes, the equi la tera l or Greek cross was 
the usual form, and therefore the m a n d a l a was 
indirect ly impl ied . But in the course of t ime the 

M e d i e v a l re l ig ious arch i tec tu re w a s 

usual ly based o n the shape of the 

cross. Left , a 1 3 t h - c e n t u r y c h u r c h 

( in E th iop ia ) cu t f rom the rock. 

Rena issance re l ig ious art s h o w s a 

reo r ien ta t ion to the ear th a nd the 

b o d y : R igh t , a p lan for a c i rcu lar 

c h u r c h or basi l ica based o n the 

b o d y ' s p r o p o r t i o n s , d r a w n by the 

1 5 t h - c e n t u r y I tal ian artist and 

a rch i tec t Francesco di G i o r g i o 
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cente r moved u p w a r d unti l the cross took on 
the La t in form, wi th the stake a n d the cross-
b e a m , tha t is cus tomary today. Th i s develop-
men t is i m p o r t a n t because it cor responds to the 
inward deve lopmen t of Chr is t ian i ty up to the 
high Midd le Ages. In s imple te rms, it symbo-
lized the t endency to remove the center of m a n 
and his faith from the ea r th and to " e l e v a t e " it 
into the spir i tual sphere . Th i s t endency sp rang 
from the desire to pu t in to ac t ion Chris t ' s say-
ing : " M y k ingdom is not of this w o r l d . " Ear th ly 
life, the wor ld , a n d the body were therefore 
forces that had to be ove rcome. Medieva l m a n ' s 
hopes were thus d i rec ted to the beyond , for it 
was only from paradise tha t the promise of 
fulfillment beckoned. 

Th i s endeavo r reached its c l imax in the 
Middle Ages and in medieval mysticism. T h e 
hopes of the beyond found expression not only 
in the raising of the cen ter of the cross; it can 
also be seen in the increasing height of the 
Goth ic ca thedra l s , which seem to set the laws 
of gravi ty at defiance. T h e i r cruciform g round 
plan is that of the e longated Lat in cross ( though 

the bapt is ter ies , wi th the font in the center , have 
a t rue m a n d a l a g round p l an ) . 

Wi th the d a w n i n g of the Rena issance , a revo-
lu t ionary change began to occur in m a n ' s con-
cept ion of the world. T h e " u p w a r d " movemen t 
(which reached its c l imax in the late Midd l e 
Ages) went in to reverse; m a n tu rned back to 
the ea r th . He rediscovered the beaut ies of 
n a t u r e and the body, m a d e the first c i r cumnav i -
gat ion of the globe, and proved the world to be 
a sphere . T h e laws of mechanics and causali ty 
became the foundat ions of science. T h e world of 
religious feeling, of the i r ra t iona l , and of mysti-
cism, which had played so great a par t in medi -
eval t imes, was more and more submerged by 
the t r i umph s of logical though t . 

Similarly, ar t b e c a m e more realistic and sen-
suous. It broke a w a y from the religious subjects 
of the Midd le Ages and e m b r a c e d the whole 
visible wor ld . It was ove rwhe lmed by the m a n i -
fbldness of the ea r th , by its sp lendor and horror , 
and b e c a m e w h a t Goth ic a r t had been before 
it : a t rue symbol of the spirit of the age. T h u s 
it can ha rd ly be regarded as acc identa l that 



a change also c a m e over ecclesiastical bui ld-
ing. In contras t to the soar ing Goth ic ca thedra l s , 
there were more c i rcular g r o u n d plans. T h e 
circle replaced the La t in cross. 

This change in form, however — and this is 
the i m p o r t a n t point for the history of symbol-
i s m - must be a t t r i b u t e d to aesthet ic , a n d not to 
religious, causes. T h a t is the only possible ex-
p lana t ion for the fact tha t the center of these 
round churches ( the t ruly " h o l y " place) is 
empty , and tha t the a l t a r s tands in a recess in 
a wall away from the center . For tha t reason 
the p lan canno t be descr ibed as a t rue m a n -
dala . An i m p o r t a n t except ion is St. Peter ' s in 
R o m e , which was buil t to ihe p lans of Bra-
m a n t e and Miche lange lo . H e r e the a l ta r s tands 
in the center . O n e is t emp ted , however , to 
a t t r i bu t e this except ion to the genius of the 
archi tects , for grea t genius is a lways both of and 
beyond its t ime. 

In spite of the fa r - reaching changes in ar t , 
phi losophy, and science b rough t a b o u t by the 
Renaissance , the cent ra l symbol of Chr is t ian i ty 
r emained u n c h a n g e d . Christ was still r epre -

sented on the Lat in cross, as he is today. T h a t 
mean t tha t the cen ter of religious m a n re-
mained ancho red on a higher , more spir i tual 
p lane than that of ea r th ly m a n , who had 
tu rned back to n a t u r e . T h u s a rift arose be-
tween m a n ' s t rad i t ional Chr is t iani ty and his 
ra t ional or intel lectual m ind . Since tha t t ime, 
these two sides of m o d e r n m a n have never been 
b rough t together . In the course of the centur ies , 
with m a n ' s g rowing insight in to n a t u r e and its 
laws, this division has g radua l ly g rown wide r ; 
and it still splits the psyche of the western 
Chr is t ian in the 20th cen tu ry . 

O f course , the brief historical s u m m a r y given 
here has been over-simplified. Moreove r , it 
omits the secret religious movemen t s wi thin 
Chr is t ian i ty tha t took accoun t , in their beliefs, 
of w h a t was usually ignored by most Chr is-
t ians : the quest ion of evil, the ch thon ic (or 
ear thly) spirit. Such movemen t s were a lways in 
a minor i ty a n d seldom had any very visible 
influence, bu t in their way they fulfilled the 
i m p o r t a n t role of a c o n t r a p u n t a l a c c o m p a n i -
men t to Chr is t ian spir i tual i ty. 

The Renaissance interest in ou ter 

real i ty p r o d u c e d the C o p e r n i c a n s u n -

cen te red un iverse ( le f t ) a n d tu rne d 

art ists a w a y f r o m " i m a g i n a t i v e " art 

to na ture : B e l o w left, Leonardo ' s 

s tudy of the h u m a n heart. 

Rena issance art — w i t h its sensuous 

c o n c e r n w i t h l ight , nature, and the 

b o d y (far left, a T in to re t to , 1 6 t h 

c e n t u r y ) — set a pat tern tha t lasted 

unt i l the Impress ion is ts . B e l o w , a 

p a i n t i n g by Renoi r ( 184 1 - 1 9 1 9 ) . 



Far left, the s y m b o l i c a l chemica l 

c o n c e p t of the squared c i r c l e — 

s y m b o l of w h o l e n e s s and of 

the u n i o n of oppos i te s ( n o t e t h e 

male a n d fema le f i g u r e s ) - L e f t , 

a m o d e r n squared ci rc le by the 

Br i t ish artist B e n N i c h o l s o n (bo rn 

1 8 9 4 ) : It is a s t r ic t ly geomet r i ca l , 

e m p t y f o r m possess ing aesthet ic 

h a r m o n y a n d beauty but w i t h o u t 

s y m b o l i c m e a n i n g . 

R ight , a "sun w h e e l ' in a pa in t i ng 

by the m o d e r n Japanese artist So fu 

Tesh igahara (bo rn 1 9 0 0 ) f o l l o w s the 

t e n d e n c y of m a n y m o d e r n painters, 

w h e n us ing " c i r c u l a r " shapes, to make 

t h e m asymmet r i ca l . 

A m o n g the m a n y sects a n d m o v e m e n t s tha t 
arose a b o u t A . D . 1000, the a lchemists p layed a 
very i m p o r t a n t pa r t . T h e y exal ted the mysteries 
of m a t t e r and set t h e m alongside those of the 
" h e a v e n l y " spiri t of Chr is t ian i ty . W h a t they 
sought was a wholeness of m a n encompass ing 
mind and body , and they invented a thousand 
names a n d symbols for it. O n e of thei r cent ra l 
symbols was the quadratura circuli ( the squar -
ing of the circle) , which is no more t han the 
t rue m a n d a l a . 

T h e a lchemis ts not only recorded their work 
in their wr i t ings ; they c rea ted a wea l th of pic-
tures of their d r e a m s and visions —symbolic 
pictures tha t a re still as profound as they are 
baffling. T h e y were inspired by the da rk side of 
n a t u r e — evil, the d r e a m , the spirit of ea r th . 
T h e mode of expression was a lways fabulous, 
d reaml ike , a n d unrea l , in both word and pic-
ture . T h e great 15th-century Flemish pa in te r 
H i e r o n y m u s Bosch may be r ega rded as the 
most i m p o r t a n t represen ta t ive of this kind of 
imagina t ive a r t . 

But at the same t ime, m o r e typical Rena is -
sance pa in ters (working in the full light of day , 
so to speak) were p r o d u c i n g the most splendid 
works of sensuous ar t . T h e i r fascination wi th 
ear th and n a t u r e went so deep tha t it p rac t i -
cally de t e rmined the deve lopmen t of visual ar t 
for the next five centur ies . T h e last great repre-
sentatives of sensuous ar t , the ar t of the passing 
m o m e n t , of light and air, were the 19th-century 
impressionists. 

W'e may here d iscr imina te be tween two radi-
cally different modes of artistic representa t ion . 
M a n y a t t emp t s have been m a d e to define their 
character is t ics . Recent ly H e r b e r t Ki ihn (whose 
work on the cave-pain t ings I have a l ready men-
t ioned) has tried to d r a w a dis t inct ion between 
wha t he calls the " i m a g i n a t i v e " and the "sen-
sory" style. T h e " sensory" style general ly de-
picts a direct r ep roduc t ion of n a t u r e or of the 
picture-subject . T h e " i m a g i n a t i v e , " on the 
o ther hand , presents a fantasy or exper ience of 
the artist in an "unrea l i s t i c , " even dreaml ike , 
and sometimes " a b s t r a c t " m a n n e r . Ki ihn ' s two 
concept ions seem so simple and so clear that I 
a m glad to make use of t hem. 

T h e first beginnings of imagina t ive ar t go 
back very far in history. In the M e d i t e r r a n e an 
basin, its efflorescence dates from the third mill-
enn ium B . C . It has only recently been realized 
that these ancient works of ar t are not the 
results of incompe tence or i gno rance ; they are 
modes of expression of a perfectly definite reli-
gious and spir i tual emot ion . And they have a 
special appea l today , for, d u r i n g the last half-
cen tury , ar t has been passing once more 
th rough a phase that can be described by the 
term " i m a g i n a t i v e . " 

T o d a y the geometr ica l , or " a b s t r a c t , " symbol 
of the circle has again come to play a con-
siderable role in pa in t ing . But with few excep-
tions the t radi t ional mode of representa t ion has 
unde rgone a character is t ic t ransformat ion that 
corresponds to the d i l e m ma of mode rn man ' s ex-
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istence. The circle is no longer a single m e a n -
ingful figure tha t embraces a whole world and 
domina te s the p ic ture . Somet imes the artist has 
taken it out of its d o m i n a n t position, replacing 
it by a loosely organized g r o u p of circles. Some-
times the p lane of the circle is a symmet r ica l . 

An example of the asymmet r ica l c i rcular 
p lane may be seen in the famous sun disks of 
the French pa in te r Robe r t De l aunay . A pa in t -
ing by the m o d e r n English pa in te r Ceri 
R icha rds , now in Dr. J u n g ' s collection, contains 
an entirely asymmet r ica l c i rcular p lane , while 
far to the left there appea r s a very m u c h smaller 
and emp t y circle. 

In the French pa in te r Henr i Matisse 's Slill 
Life with Vase of Nasturtiums, the focus of 
vision is a green sphere on a s lant ing black 
b e a m , which seems to ga the r into itself the 
manifold circles of the nas tu r t i um leaves. T h e 
sphere overlaps a r ec t angu la r figure, the top 
left-hand corner of which is folded over. Given 
the artistic perfection of the pa in t ing it is easy 
to forget that in the past these two abstract 
figures ( the circle and the square) would have 
been un i ted , and would have expressed a world 
of thoughts and feelings. But anyone who does 
r e m e m b e r , and raises the quest ion of mean ing , 
will find food for t h o u g h t : T h e two figures that 
from the beg inn ing of t ime have formed a whole 
a re in this pa in t ing torn apar t or incoherent ly 
re la ted. Yet both a re there and are touching 
each other . 

In a p ic ture pa in ted by the Russ ian-born 
artist VVassily Kand insky there is a loose assem-
bly of colored balls or circles that seem to be 
drifting like soap bubbles . They. too. are tenu-
ously connec ted with a b ack g ro u nd of one large 
rec tangle with two small , almost square rect-
angles con ta ined in it. I n ano the r p ic ture , which 
he called A Few Circles, a da rk cloud (or is it a 

Left , Limits of Understanding by 

Paul Klee ( 1 8 7 9 - 1 9 4 0 ) — o n e 2 0 t h -

c e n t u r y p a i n t i n g in w h i c h the 

s y m b o l o f the c i rc le retains a 

d o m i n a n t p o s i t i o n . 
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swooping bi rd?) aga in bears a loosely a r r a n g e d 
g r o u p of br ight balls or circles. 

Circles often a p p e a r in unexpected con-
nections in the mysterious composi t ions ol the 
British artist Pau l Nash. In the pr imeval soli-
tude of his l andscape Event on the Downs, a 
ball lies in the right foreground. T h o u g h it is 
a p p a r e n t l y a tennis ball , the design on its 
surface forms the Tai-gi-tit, the Chinese sym-
bol of e t e rn i ty ; thus it opens up a new 
dimension in the loneliness of the landscape . 
Some th in g similar h a p p e n s in Nash 's Land-
scape from a Dream. Balls are rolling out of sight 
in an infinitely wide mi r ro red landscape , with 
a huge sun visible on the horizon. A n o t h e r ball 
lies in the foreground, in front of the roughly 
square mir ror . 

In his d r a w i n g Limits of Understanding, the 
Swiss artist Paul Klee places the s imple figure 
of a sphere or a circle above a complex s t ruc-

Circ les appear b roken or loosely 

scat tered in The Sun and the Moon. 

t o p , by Rober t De launay ( 1 8 8 5 

1 9 4 1 ) ; in A Few Circles, left, 

by Kand insky ( 1 8 6 6 - 1 9 4 4 ) ; and in 

Landscape from a Dream, r ight , 

by Paul Nash ( 1 8 8 9 - 1 9 4 6 ) B e l o w , 

Composition by Piet M o n d r i a n 

( 1 8 7 2 - 1 9 4 4 ) is d o m i n a t e d by squares. 
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ture of ladders and lines. Dr. J u n g has pointed 
out thai a t rue symbol appea r s only when there 
is a need to express what though t canno t think 
or what is only divined or felt; that is the pur-
pose of Rice ' s s imple figure at the " l imits of 
u n d e r s t a n d i n g . " 

It is impor t an t to note tha t the square , or 
groups of rectangles and squares , or rectangles 
and rhomboids , have a p p e a r e d in mode rn art 
just as often as the circle. The master of har -
monious ( indeed, " m u s i c a l " ) composi t ions with 
squares is the D u t c h - b o r n artist Piet M o n d r i a n . 
As a rule there is no ac tua l center in any of his 
pictures, yet they form an o rdered whole in 
their own strict, a lmost ascetic fashion. Still 
more c o m m o n are pain t ings by o the r artists 
with i r regular q u a t e r n a r y composi t ions, or 
numerous rectangles c o m b i n e d in more or less 
loose groups . 

T h e circle is a symbol of the psyche even 
Plato descr ibed the psyche as a sphere ) . T h e 
square ' a n d often the rec tangle is a symbol 
o f e a r t h b o u n d ma t t e r , of the body and reality. 
In most m o d e r n ar t , the connec t ion be tween 
these two p r imary forms is e i ther nonexis tent , 
or loose and casual . Their separa t ion is 
ano the r symbolic expression of the psychic 
state of 20 th-cen tury m a n : His soul has lost 
its roots and he is t h rea t ened bv dissocia-

tion. Even in the world s i tuat ion of today 
fas Dr. J u n g pointed out in his open ing c h a p -
ter ) , this split has become ev iden t : T h e west-
ern and eastern halves of the ea r th are separ-
a ted by an I ron C u r t a i n . 

But the frequency with which the square and 
the circle a p p e a r must not be overlooked. There 
seems to be an u n i n t e r r u p t e d psychic urge to 
br ing into consciousness the basic factors of life 
that they symbolize. Also, in cer ta in abs t rac t 
pictures of our t ime (which merely represent a 
colored s t ruc tu re or a kind of " p r i m a l m a t t e r " ), 
these forms occasionally a p p e a r as if they were 
germs of new g rowth . 

The symbol of the circle has played a cur ious 
par t in a very different p h e n o m e n o n of the life 
of our day, and occasionally still does so. In 
the last years of the Second Wor ld W a r , there 
arose the "v is ionary r u m o r " of round flying 
bodies that became known as "flying saucers" 
or I T ' O s unidentified flying objects) . J u n g has 
expla ined the U F O s as a project ion of a psy-
chic content (of wholeness that has at all times 
been symbolized by the circle. In o ther winds , 
this "vis ionary r u m o r , " as can also be seen in 
m a n y d r e a m s of our t ime, is an a t t e m p t by the 
unconscious collective psyche to heal the split in 
our apoca lyp t ic age by means of the symbol 
of the circle. 

- 1') 

A b o v e , an i l lus t ra t ion f r o m a 1 6 th 

cen tu ry G e r m a n broadsheet of some 

s t range c i rcu lar ob jec t s seen in 

the sky - s imi lar to the " f l y i n g 

saucers " that have been seen in 

recent years. J u n g has sugges ted 

that such v is ions are p ro jec t ions 

of the a rche type of w h o l e n e s s . 



Modern painting as a symbol 

T h e terms " m o d e r n a r t " and " m o d e r n pa in t -
i n g " a re used in this chap t e r as the l a y m a n uses 
t hem. W h a t I will be dea l ing with , to use 
Kiihn"s t e rm, is m o d e r n imaginative pa in t ing . 
Pictures of this kind can be " a b s t r a c t " (or r a the r 
"non- f igura t ive" ) bu t they need not a lways be 
so. T h e r e will be no a t t e m p t to dist inguish 
a m o n g such var ious forms as fauvism, cubism, 
expressionism, futurism, sup rema t i sm, con-
struct ivism, o rph i sm, and so on. Any specific 
allusion to one or the o ther of these groups will 
be qu i te except iona l . 

And I a m not concerned wi th an aesthet ic 
differentiat ion of m o d e r n pa in t i ngs ; nor, above 
all, with artistic eva lua t ions . M o d e r n imag ina -
tive pa in t i ng is here taken simply as a p h e n o m e -
non of our t ime. T h a t is the only way in which 
the quest ion of its symbol ic con ten t can be jus t i -
fied and answered . In this brief c h a p t e r it is pos-
sible to men t ion only a few artists, and to 
select a few of their works more or less at r an -
d o m . I must conten t myself wi th discussing 
mode rn pa in t ing in te rms of a small n u m b e r of 
its representa t ives . 

M y s tar t ing point is the psychological fact 
tha t the artist has at all t imes been the instru-
men t and spokesman of the spirit of his age. 
His work can be only par t ly unders tood in 
terms of his personal psychology. Consciously 
or unconsciously, the artist gives form to the 
n a t u r e and values of his t ime, which in their 
tu rn form him. 

T h e m o d e r n artist himself often recognizes 
the in ter re la t ion of the work of a r t and its t ime. 
T h u s the French critic a n d pa in t e r J e a n Baz-
aine writes in his Notes on Contemporary 
Painting: " N o b o d y paints as he likes. All a 
pa in te r can do is to will with all his migh t the 
pa in t ing his age is capab le of." T h e G e r m a n 
artist F r anz M a r c , who died in the First Wor ld 
War , sa id : " T h e grea t artists d o not seek their 
forms in the mist of the past , bu t take the deep-
est soundings they can of the genu ine , pro-

foundest center of gravi ty of their a g e . " And, 
as far back as 1911, Kand insk y wrote in his 
famous essay " C o n c e r n i n g the Spir i tua l in 
A r t " : " E v e r y epoch is given its own measure 
of artistic freedom, and even the most creat ive 
genius m a y not leap over the b o u n d a r y of that 
f r eedom." 

For the last 50 years , " m o d e r n a r t " has been 
a genera l bone of con ten t ion , and the discussion 
has lost none of its heat . T h e " y e a s " a re as 
pass ionate as the " n a y s " ; yet the re i tera ted 
p rophecy tha t " m o d e r n " a r t is finished has 
never come t rue . T h e new way of expression 
has been t r i u m p h a n t to an u n i m a g i n e d degree. 
If it is t h r ea t ened at all, it will be because it 
has degene ra t ed into manne r i sm and modish-
ness. ( In the Soviet U n i o n , where non-figura-
tive a r t has often been officially discouraged 
and p roduced only in pr iva te , figurative ar t is 
t h rea tened by a s imilar degenera t ion . ) 

T h e genera l publ ic , in E u r o p e at a n y ra te , 
is still in the hea t of the ba t t le . T h e violence 
of the discussion shows tha t feeling runs high 
in bo th camps . Even those w h o are hostile to 
m o d e r n a r t c anno t avoid being impressed by 
the works they reject ; they are i r r i ta ted or re-
pelled, bu t (as the violence of their feelings 
shows) they are moved . As a rule , the negat ive 
fascination is no less s t rong t han the positive. 
T h e s t ream of visitors to exhibi t ions of m o d e r n 
ar t , whereve r and whenever they take place, 
testifies to someth ing more than curiosity. 
Curiosi ty would be satisfied sooner. A n d the 
fantastic prices tha t are pa id for works of 
m o d e r n a r t are a measure of the status con-
ferred u p o n them by society. 

Fascinat ion arises when the unconscious has 
been moved. T h e effect p roduced by works of 
m o d e r n art canno t be expla ined entirely by 
their visible form. T o the eye t ra ined in "clas-
s ic" or " s enso ry" art," they a re new and alien. 
No th ing in works of non-f igurat ive a r t reminds 
the spec ta tor of his own world no objects in 
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their own everyday su r round ings , no h u m a n 
be ing or an ima l tha t speaks a familiar lan-
guage . T h e r e is no we lcome, no visible accord 
in the cosmos c rea ted by the artist . And yet, 
wi thou t any ques t ion , there is a h u m a n bond . 
It may be even more intense than in works of 
sensory ar t , which m a k e a direct appea l to feel-
ing and e m p a t h y . 

It is the a im of the m o d e r n artist to give 
expression to his inner vision of m a n , to the 
spir i tual b a c k g r o u nd of life and the world . T h e 
m o d e r n work of ar t has a b a n d o n e d not only 
the rea lm of the concre te , " n a t u r a l , " sensuous 
world, bu t also tha t of the ind iv idua l . It has 
become highly collective a n d therefore (even 
in the abbrev ia t ion of the pictorial h ieroglyph) 
touches not only the few but the m a n y . W h a t 
remains indiv idual is the m a n n e r of represen-
tat ion, the style a n d qua l i ty of the m o d e r n 
work of ar t . It is often difficult for the l ayman 
to recognize w h e t h e r the art ist 's in tent ions a re 
genu ine and his expressions spon taneous , 
ne i ther imi ta ted nor a imed at effect. In m a n y 
cases he must accus tom himself to new kinds 
of line a n d color. H e must learn them, as he 
would learn a foreign l anguage , before he can 
j u d g e their expressiveness and qua l i ty . 

T h e pioneers of m o d e r n ar t have a p p a r e n t l y 
unders tood how m u c h they were asking of the 
publ ic . Never have artists publ ished so m a n y 
"manifestoes '" and exp lana t ions of their a ims 
as in the 20th cen tury . It is, however , not only 
to others that they are str iving to explain a n d 

justify w h a t they are d o i n g ; it is also to them-
selves. For the most par t , these manifestoes are 
art ist ic confessions of faith —poetic and often 
confused or self-contradictory a t t emp t s to give 
clari ty to the s t range o u t c o m e of today 's artistic 
activities. 

W h a t really mat te r s , of course, is (and 
always has been) the direct encoun te r with the 
work of ar t . Yet, for the psychologist w h o is 
concerned with the symbolic con ten t of mode rn 
ar t , the s tudy of these wri t ings is most ins t ruc-
tive. For tha t reason the artists, wherever pos-
sible, will be al lowed in the following discus-
sion to speak for themselves. 

T h e beginnings of m o d e r n art a p p e a r ed in 
the early 1900s. O n e of the most impressive 
personali t ies of tha t ini t ia tory phase was K a n -
dinsky, whose influence is still clearly t raceab le 
in the pa in t ings of the second half of the cen-
tury. M a n y of his ideas have proved prophe t ic . 
In his essay " C o n c e r n i n g F o r m , " he wri tes : 
" T h e ar t of today embodies the spir i tual ma-
tured to the point of revelat ion. T h e forms of 
this e m b o d i m e n t may be a r r a n g e d be tween two 
poles : (1) great ab s t r ac t i on ; (2) grea t realism. 
These two poles open two pa ths , which both 
lead to one goal in the end. These two elements 
have a lways been present in a r t ; the first was ex-
pressed in the second. T o d a y it looks as if they 
were a b o u t to ca r ry on separa te existences. Art 
seems to have pu t an end to the p leasant com-
pletion of the abs t rac t by the concre te , and 
vice versa . " 

Sensory (or representa t iona l ) art 

versus imag ina t i ve (or " u n r e a l i s t i c " ) 

art: R igh t , a p a i n t i ng by the 1 9 t h -

cen tu ry Br i t ish art ist W i l l i a m 

Fr i th, part of a sequence d e p i c t i n g 

a g a m b l e r ' s d o w n f a l l . This is o n e 

ex t reme of representa t iona l art: 

It has d e c l i n e d in to m a n n e r i s m and 

sen t imen t . Left, an ex t reme of 

imag ina t i ve (and , here, "abst rac t " ) 

art by Kasimir M a l e v i c h ( 1 8 7 8 - 1 9 3 5 ) . 

S u p r e m a t i s t C o m p o s i t i o n . W h i t e o n W h i t e 1 9 1 8 . 
Collection. The Museum of Modern Art. New York 



Left and above , t w o c o m p o s i t i o n s 

by Kurt S c h w i t t e r s ( 1 8 8 7 - 1 9 4 8 ) . 

His k i n d of imag ina t i ve art uses 

(and t rans fo rms) o rd inary things— 

in th is case, o ld t ickets , paper, 

meta l , etc. B e l o w left, p ieces o f 

w o o d s imi lar ly used by Hans A r p 

( 1 8 8 7 - 1 9 6 6 ) . B e l o w , in a sculpture 

by Picasso (188 1 - 1 9 7 3 ) , ord inary 

ob jec ts — l e a v e s — a r e part of the 

sub jec t rather than the mater ia l . 
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