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CHAPTER I 

INTRODUCTION 

Soope of the Study 

The essay following this introductory note concerns a 

delineation of the multiple occurrences of the mandala sym-

bol against the background of time and space. Although the 

basic approach to the subject is comparative as well as syn-

cretic, the generalizing and abstractive attitudes exhibited 

by the earlier investigators of cultural symbols, Taylor, 

Mannhardt, Lang and Frazer will not be repeated here. In-

stead, the phenomenology of the raandala motif in its Journey 

through time is considered as a succession of psycho-histori-

cal happenings, each occurring within a specific cultural 

milieu,"yet being ̂ historical only in the sense that each 

such roanlfestation emanates from zones of a transcendent 

unconscious whose enconipassment includes both the past and 

the future, as well as the immediate moment of condensed 

time when that which is only appercelved by the psyche be-

comes perception and motion, an iconogram inscribed into a 

ritual act. 

Definition of the Symbol and its Occurrence 

The mandala means a circle, more especially a magic circle, 

For the moat part the mandala form is that of a flower, cross 



or wheel, an enclosing structure with a distinct tendency 

toward a quadripartite configuration. Symbolically the 

mandala iconogram represents a projection of psychic events, 

a projection which is applied in reverse to the psyche. This 

reverse projection is attained by means of a concretization 

of the image whose material presence brings back the atten-

tion and interest to an inner domain of life and consciousness 

which somehow has been lost and must be found again. The ^ 

mandala becomes the emblematic protective circle and receptacle, 

Inasmuch as this symbolism is universal and multiple, *-• 
YJ 

assuming a variety of forms, be fchey visionary, ieonographic, 

architectonic or ambulatory, such as, for example, may prevail 

in a dance ritual, an examination of these form© as reflec-

tions of a particular culture and time becomes necessary. 

Thus, beginning with a consideration of Oriental mawdalas, 

parallels are established with similar motifs belonging to 

other cultures. This complex Includes examples from the 

Pacific, Hear East, the Mediterranean area, Central Europe 

and the Americas. The discussion touches on visionary and 

traced mandalas, labyrinthine mandalas, those encountered 

with the arcana of alchemists—their magic squares# amulets 

and the significance of the lapis philosophorumi not to men-

tion an enumeration of the diverse mandala forms as they 

pertain to sacerdotal and esoteric art, liturgy, church and 

temple architecture. The concluding phase of the paper deals 

with forms of the mandala motif as It appears today; In art 



it appears as an iconographic projection of definite uncon-

scious contents, which, no matter how rationalized and 

repressed toy the superego, necessitate exteriorization at 

least toy means of symbolic expression. In the course of 

writing, the validity of this process toecomea more apparent 

through examples of observations made in areas of clinical 

psychology and descriptions of certain mental states which 

involve a lowering of the awareness threshold of guardian 

consciousness. 



CHAPTER II 

THE MMAIA COHCEPT 

Imagery as Symbolic Projection of the Psyche 

Relative to the Ideographic significance of the raandala, 

there 1b an hypothesis which predicates the existence of cer-

tain essential phenomena of life which express themselves, in 

the main, psychically, and should he considered as universal. 

Such disposition® of the mind are to he understood as analo-

gous to Plato's forms or eidola, in accordance with which the 

mind organizes its contents. These forms can also be described 

as categories similar to the logical categories which are ever-

present as the basic postulates of reason. However, in the 

present case, one is not dealing with categories of reason 

but with categories of the imagination. As the products of 

imagination are always in essence visual, their forms must, 

from the outset, have the character of images and, above all, 

of typical images or archetypes (1, p. 292). Imagery, espe-

cially that of the mandala variety, encountered in mythology, 

comparative religion and the psychology of dreams and psychoses; 

points to a remarkable similarity of the human psyche, regard-

less of ethnic and temporal differences. As to the meaning 

of these imagea, it can be understood only within a symbolist 

frame of reference. Hence, it would be appropriate, at this 

point, to formulate, as a parenthetical statement, a definition 



of "symbol*" Here It can be said that the word "symbol" I© 

used in a variety of ways. Its confusion with the word "sign" 

can result in much obscurity. "Sign" or "signal" indicates 

the existence—past, present or future—of a thing, ©vent or 

condition. It consequently reproduces a simple relationship; 

subject —sign —object. Man is confronted daily by a multi-

tude of signs: uniforms, signal sounds, traffic lights. A 

symbol, however, is much more complicated: "it is not proxy 

for its object, but is a vehicle for the conception of an 

object." (2, p.57). fhe resulting relationship isi subject 

—symbol —conception —object. Consequently, the symbol refers 

to an oftentimes covert but significant quality underlying a 

phenomenon and becomes the best possible designation for a 

relatively unknown element which is nevertheless recognized 

as being present or required. If, however, the implied content 

of the symbol becomes known, or a more adequate representation 

is achieved, then the symbol loses its value and significance, 

its importance remaining of historical value only. 

Universality of the Mandala. 

This is not the ease with the mandala. Symbols belong-

ing to the mandala category, in their Journey through time, 

have always been the self-perpetuating, raetamorphic, mystifying 

and elusive guardian emblems of the ever-emergent psyche—the 

Self in the process of individuation, of ascension from the 

maelstrom of undifferentiated collective unconscious. Hence, 

the psyche, primitive or contemporary, is engaged in a perpetual 



effort to establish an equilibrium between the inner and outer 

worlds by means of a sort of mlcrocosroic centrum as defense 

against the intrusions of the unknown# dangerous and chaotic. 

Therefore, it is of no surprise to discover an abundance of • 

mandala configurations acting as ideograph!© guardian accompa-

niments within the introspective contemplative systems of 

Taoism and, especially, Tibetan Buddhism, along with similar 

emblematic expressions in other cultures, epochs and ethnio 

loci, 

Basic Mandala Types and their Dynamic 

As already mentioned in the introductory chapter, the " 

term "mandala!1 denotes a circle. Translations from the 

Tibetan may render it as a "center" or as "that which sur-

rounds*" This configuration can consist of a single circle, 

a series of concentric circles or of a random but symmetrically 

distributed arrangement of circles inscribed within a square» ; 

The raandala, traced in this manner, thus represents an imago ; 

roundl as well as a symbolic pantheon. Frequently, the initia-

tion of the neophyte consists in his entering into the different 

zones and a gaining of access to the various levels of the 

mandala* Iliade likens this act to the rite of eireuraaiBbula~ 

tlon of a temple, or the progressive ascension, terrace by 

terrace, to the sacred summit of the temple• In addition to 

the traced, external mandalas there exist interiorized mandalas 

of a purely mental construction which have been employed, quite 

frequently, by the practitioners of Tantrist Yoga. In this 



instance, the devotee being in need of a personal experience 

in the reactivation of certain primordial symbols in his 

consciousness, either places himself mentally within an envi-

sioned mandala which acts as a support for meditation, or, by 

the same mental process, there is assumption of a bodily 

identification with the mandala in order to effect a merging 

of his "mystical body" with a microcosm (3, pp. 52-53). 

A variant of the above is the method of pupillary concen-

tration, wherein by means of autosuggeatlve concentration on 

the right eye reflected in the mirror, the individual in 

meditation endeavors to move out of the ego-self into the 

world-self. Such a concept is to be found in the apocryphal 

Platonic First Alcibladea, which attributes knowledge of the 

Self to self-contemplation in the pupil of an opposite eye 

(4, p. 211), Needless to say, this "gazing into a mirror" 

or the "experiment of intellectual vision and gnostic intuition," 

as Erigena calls it in his pantheistic work De Divislone Haturae, 

(5, p. 128) was practiced extensively by adherents of Medieval 

Flatonlsm. Also, according to Indian belief the tiny reflec-

ted image in the eye is regarded as the individual's "self," 

his soul, which is a microcosm lnterradiating with the sun, 

the world-eye of the great all-permeating and enveloping mac-

rocosm. The evocation of the desired ideogram necessitates a 

complete exclusion of the external world and suspension of all 

activities of the will—of thoughts, words and ideas. In the 

paraphrase of a text written by the medieval scholar and 
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mystic, .Jan van Ruysbroek, the process of ocular concentra-

tion is described by Fraenger as follows: 

When all intellectual and sensual perception 
has been discarded, the next step is to bring the 
guiding Ideal images into the field of meditative 
vision and to maintain a purely contemplative atti-
tude towards them. Whereby the mere void of the 
initial state of consciousness is soon permeated 
with a peculiar activity,. For now, the image con-
templated unfolds of its own accord, fanning out 
into a dreamlike wealth of association; and the 
field that up to now was empty of intellectual and 
sensual perception suddenly becomes charged with 
the energy of a magnetic field, pulling together, 
as though by a series of shocks, the associations 
belonging to the guiding Image. Without any ac-
tive participation on the part of the individual in 
meditation the image before hi® discloses its 
own meaning. This is the "comprehension" 
(Innewerden) that is so very different from ordi-
nary "understanding" (Begreifen), and with this 
the first stage of the contemplative condition is 
reached, in which the individual suddenly faces a 
revelation of fundamental truths. (6, pp. 65-66) 

Thus, it is the mandala configuration which assumes the 

role of a tangible nucleus or an envisioned supporting struc-

ture, in and around whose center the symbols which stand for 

the apperceived become the overt, visualized implications of 

what was once only a fragment of intuition. The apprehension 

of an intuition is best described by I&otse as stated in 

terms of the antinomlal. Of Tao, the oriental equivalent of 

Bergson's elan vital, Laotse speaks in images which are 

reminiscent of concepts encountered in the modern physics of 

spatial relations: "Being great implies reaching out in space, 

reaching out in space Implies far-reaching, far-reaching im-

plies reversion to the original point.H (7* p. 1^5). The 
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"original point" designates the "sacred domain," "circle" 

or a cosmic mandala• 

Mandala as Noujnenon 

The spiritual attitude just described, has nothing to do 

with superstition or an occult type of "mysticism." On the 

contrary, it is a reflection of a category of thought which 

tenda to establish a relationship of harmony between the Self, 

Mature and Cosmosj it is thus similar to the kind of attitude 

(Joethe had in mind when he spolce of "intellectual intuition," 

"exact sensual imagination" and "intuitive Judgment." It was 

such contemplation that produced his "primal plant" vision, 

Fraenger quotes Goethe as having perceived what the latter 

called the "primal plant," opening out in constant change in 

the center of hi© eye, and that it was, though an illusion, 

yet a phenomenon of perfection and harmony, an autonomous 

creation, independent of the poet's will {6, p, 65)* Such 

direct intuition of an impersonal spiritual reality under-

lying all being is in accord with the findings of several in-

vestigators working with the phenomena of extra-sensory 

perception. It is made clear, even empirically, if the 

greatly publicized parapsychological experiments conducted 

by Duke University's Dr. J. B. Rhine are to accepted, that 

what seems to be the ultimate fact of personality is in 

reality not an ultimate fact and that it is possible for 

individuals to transcend the limitations of a personality 

and to merge their private consciousness into a greater 

collective one which underlies the personal mind. 
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CHAPTER III 

EXTERNA!, MAHDALAS 

Evolution of the Swastika and its Variants 

In a description of traced mandala. images, first consid-

eration will toe given the various forms of the gammadion or 

swastika, a very ancient ideogram found in piny parts of the 

world. This widespread occurrence can hardly fee explained 

as a raatter of chance* An abundance of arche©logical evidence 

points to the fact that there exists a symbolism so natural 

that It cannot be attributed to any definite region or race, 

but tends to constitute a characteristic feature of humanity 

in a certain evolutionary phase. To this category belongs 

a rudimentary assortment of circular symbols representing the 

attributes of the sun and moon as net with on certain imple-

ments peculiar to the stone ages, and evidenced in particular 

in the familiar pictographs of the early Azlllan period. On 

the basis of ©•Alviella's conclusions, one can assume that 

it was such rudimentary visualization which gave impetus to 

the emergence of the gammadion as a more sophisticated graphic 

doublet of the Solar Wheel and Cosmic Center.(1, p. 11). 

By means of its cruciform arrangement, the swastika sysa- ; 

bollsm appears to render the Idea of solar radiation in the 

four directions of space. Furthermore, addition of feet or 

broken lines, in most cases turned In the same direction, to • 

11 
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the four extremities of the solar cross implies the sun's • 

circular movement from east to west. In other representations 

the curve of the rays is rounded off, perhaps either to accen-

tuate still further the idea of rotary motion around a center 

by a figure borrowed from the elementary laws of mechanics, 

or, as ©'Alviella (l, p, 68) sees it, by an effect of a pecu-

liar tendency, which in primitive graphic expression has every-

where substituted the cursive for the angular, % this means ; 

was obtained, the tetrascele, which is a imply it variant of the ; 

solar cross and the gamraadlon. Examples of the gammadion and 

its many configurations such as centrally oriented grouping, 

quaternary arrangement and graphic indication of rotational 

movement, are Illustrated in Figure 1 (page 5^ ) by a number 

of ideograms having originated in such disparate parts of the 

world as northern and central Europe, the Mediterranean area, 

India and Tibet. . • 

Undoubtedly one cannot imbue the ideational content under-

lying each image with the significance of a universal state-

ment. Thus, while a culture indigenous to the Scandinavian 

area, for example, may employ the gaauaadion as a heliocentric 

symbol of the sun from whose warn bounty emanate fecundity, 

prosperity and grace, the same essentially solar symbol in a 

more sophisticated culture, such as the Buddhist, may enter 

into symbolic association with the Mahayana Wheel of the law 

or the person of Buddha. However, it is not the purpose of 

this essay to concern itself with correspondences of symbolic 
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categories as they appear in divergent cultures. Rather, the 

emphasis weighs on the persistence of a basic formal content, 

aesthetically stated, whose universal recurrence precludes its 

being a subordinate contingent within the expressive schema of 

a prevailing tradition or ideology, although it may, with 

novel embellishment,- stand as an abbreviated vidua! statement 

of that particular ideology. An adequate example -is the 

previously mentioned triskelion, a variant1 of the swastika* 

in 'Figure 2 {page 55 ) the triads in the Scottish 4, American-

Indian 6,.and Japanese 5 sun discs exhibit' a close stylistic 

resemblance, and as generators of heat, light and energy seem 

to form a link with the symbolic spiral images of an earlier 

date, whose initial significance may have had to do with origins 

in the sphere of the organic and animistic (2, P* 152). 

labyrinthine Motifs 

However, it is the combination of the cross and spiral, 

which gives rise to the evolution of the diverse graphic 

mazes and labyrinths formed around a "center," As the accom-

panying examples indicate (See Figure 3, page 56 . ) , the 

stylistic treatment of the mandala maze is quite varied# This 

form appears as part of a coin design from Knossoa, a Bronze 

Age ornament, a Hindu votive emblem, so greatly favored by the 

Buddhists, and as an ancient Welsh labyrinthine tracing, 

derived from a cross by the curving of its limbs. The maze, 

as the visualization of the "palace of entrails" which in 
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ancient Babylon represented the m&croeosmlzatlon of the pro-

tecting womb (3, p. 153)* eventually sheds this animalistic 

aspect in order to form a symbolic association with the world 

of the spirit. 

Hence, with the overthrow of the chthonlan-animalistic 

world view, especially as it occurred in the Mediterranean 

area, and the formalization of ascending religious orders, a 

similar development took place in the realm of symbolism, the 

result being an ornamental aesthetizing of the various existing 

motifs. She labyrinthine patterns do not remain unaffected; 

reduced to a formalized type of ornamentation they continue 

to appear as the familiar meandering spiral designs of Egyp-

tian ceilings, Grecian fretwork and as registers of Joined 

spiral swastikas on Mycenaean grave stelae. Regardless of the 

above developments, true labyrinths, in graphic or architec-

tural form, the latter to be discussed in the following 

chapter, are repeated from time to time in many parts of the 

world» Strikingly reminiscent of the church labyrinths of 

Europe are the two relatively recent discoveries of labyrin-

thine mandala designs traced In sand, which are indigenous 

to Malekula of the northern Hew Hebrides. (See Figure 4, 

page57 „) This illustration represents several stages necessary 

in the tracing of a labyrinth, This graphic process consists 

of an outlining, deletion and alteration of specific patterns 

which finally result in the finished design "c." The rosette-

like mandala of figure 5 {page 58 ) consists of a design formed 
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of single line which is. apart from a diamond shape® center 

unconnected with the other parts. In the iconographlc evolution 

of the Malekulan labyrinth motif, the essence consists of a 

striving fro® outside inward toward the center In the desire 

for the renewal of life through contact with the dead ances-

tors who are leading a life beyond the grave,, . Regardless of 

the ideational content it Is amazing to note the stylistic 

resemblance of the above art forms with their European 

counterparts, especially the rosette isotifs, although, as is 

the opinion of Layart (5* pp. 141-144)# there is no question 

here of European influence. 

Representational Motifs and Cultural Backgrounds 

The persistence of a labyrinthine construction, in one 

form or another, is basic to most mandalas. In the more 

figurative pictorial mandala motifs of the Far last and 

Christendom the above characteristic assumes a less involute 

pattern which is typified by an organisation of forms in 

accordance with the rules of radial symmetry and concentric 

balance, The Amitayus Mandala (See Figure 6, page59.) depicts 

in the center of a circle and quaternity Amitayus, the Buddha 

of Infinite Life, surrounded by eight replicas of himself. 

At the four cardinal points are the Guardian images, and just 

outside the "sacred precinct" of the circle are visible the 

eight Glorious Emblems of Buddhism* Parallels of style and 

content can be discerned in the Christian Quaternity: the 

Three and the One (Trinity and Mary) in a 1457 panel by an 
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artist of the French School of Painting. (See Figure J, 

page 60.) In this depletion, a crowned God the father is 

represented as the apex of the holy group, surrounded toy 

concentric, radially sectioned tends of eight segments each, 

which contain the pious in admiration of his Glory. The 

four cardinal points outside the circle are defined toy the 

emblematic representations of the evangelists, thereby 

resembling the Amltayus guardian images. On the other hand, 

the characteristic of radial formal lain as seen in the Tibetan 

World Wheel (See Figure 8, page 61.) which represents the 

course cycle of human existence as conceived toy the Buddhists, 

and is repeated again in the Creation of the World mosaic 

(See Figure 9, page 62.) on the dome of the vestibule in 

St. Mark's cathedral, indicates an undeniable similarity 

of conceptualization and mental imagery, which exists in 

spite of the Ideological and ethnic differences in the two 

cultures responsible for these works. The reason for a basic 

ideographic unity between the Far last and the Mediterranean 

West, excluding the ohthonian influence of Egyptian cultism 

on the later development of Judaic Christianity, may be 

discerned in the parallelism inherent in the western reli-

gious expression and that of the east, the latter as 

exemplified by the teachings of Buddhism and Taoism. 

As regards Christianity, one can say that in its earli-

est form Christianity was a charismatie religion. The emphasis 

of its founder was upon the Kingdom of Heaven with the 
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individual. Like Taoism, It was a monistic philosophy based 

on the essential unity of the universe, the leveling of all 

differences, the relativity of all standards awl a return to 

the divine intelligence, the source of all things. The 

"circular" element of Taoist philosophy, that of universal 

reversion and renewal, of every end becoming a beginning 

found its counterpart in the form of the Christian Agape, 

"the group unit of thirteen, which sat In a circle, creating 

a psychic field In which the worshippers were in a state of 

hyperesthesia, and from which they emerged with a sense of 

unity, release and renewal" (5, p. 43), *Ehla can be consid-

ered as a physical expression of the mandala for®. 

Evolution of the Rose Window 

Hence, in the development of western religion one cannot 

overlook an essential spiritual centrism, resembling that of 

the east, which tends to underly Christian symbolist thought, 

While in the east the radiance of the spiritual centrum is 

vested in the emblem of the lotus flower, with Christianity < 

it is the rose with its concentric arrangement of petals, 

which assume® similar signification. As a result, the early 

Middle Ages are especially rich In Christian mandalas, with 

the ever-popular rose window ascending to a superior order 

of stylistic formalization of the above concept. Thus, one 

can describe the 12th century geometrical rose of the 

western facade of Chartres cathedral as an anatomical 
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abstraction of a flower, composed of two kaleidoscopic sets 

of medallions In a whirl around a central njed&lllon. The 

segmented flower hide® a figure within each of its petals, 

while the larger flower depicts a central Christ at the Last . 

Judgment. 

One possible influence which may h a w been .of importance 

in the evolution of the Oothic rose window designs is an 

illuminated text of the Beatus of Saint-Sever, written in 

Spain about 780 by Beatus* Abbot of Liebana in the Asturias. 

Evans (6, pp. 58-59) relates that the many depictions of 

Christ in Olory met with in Romanesque and subsequent art 

styles find their inceptions in the mandalas of ooncentric 

zones about the Christ figure as depicted in the Manuscript 

of Beatus*' Commentary on the Apocalypse, (See Figure 10, 

page 63#) ' In this typical example the almost radially ayaaaet-

rloal, seemingly kaleidoscopic arrangement of human and em-

blematic forms in alternation with two delimiting circles 

w r y subtly suggests the less literal and more abstract 

geooetnclty peculiar to the window patterns of the Oothic 

era. ftiere 1® also the assumption that the evolution of the 

Gothic stained glass motifs may derive from a classic orna-

ment—the rosette which was in common use in the South of 

Europe and had descended to the artisan® of the late eleventh 

century from three sourcess from the rosettes on Visigothic 

stelae in Spain, rosette patterns that commonly adorn the cais-

sons of the ceilings of Roman temples and triumphal arches, 
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and the rosette friezes of Merovingian buildings. However, 

Meuss (7, p. 68) maintains that it is a Roman inspiration, 

extending through the Romanesque period, which is the domi-

nant one. 

Significance of the Mandorla 

In addition, the Romanesque period, especially the 

Catalonian Romanesque, has yielded the many representations 

of Christ or the saints within a "mandorla," an almond-shaped 

emanation of light, which surrounds the figure being depicted. 

The entire design may be set against a background of whirling 

stars (9, p. 159). ^h« mandorla motif is repeated in fresco 

painting, illuminated manuscripts and as an adornment of capi-

tals of sacred buildings. (See Figure 11, page 64.) In the 

Far last, curiously enough, numerous representations of Shiva 

or Buddha similarly indicate a mandorla-llk© structure around 

the central image. If the planigraphic ambiance of the mandorla 

motifs is suggestive of a sublimated representation of uterine 

elements connoting safety and inviolateness of the pre-natal 

environment, such symbollam finds further substantiation in the 

mystical egg raandalas of the last and egg motifs of alchemical 

origin encountered in western iconography. 

The Cosmic Igg Concept 

It is the Ideology surrounding the Bast Indian World Igg 

concept, which provide® insight into the psychic background 

responsible for the evolution of such symbolism in the east 
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and west alike* It is through an immersion into-the Self that 

one is fertilized, inspired, regenerated and reborn. In Indian 

philosophy this idea of creative spiritual activity has ac-

quired a eosmogonie significance„ According to the Rig-Veda 

the unknown creator of all things is Prajapati, Lord of Cre-

ation. Pra^apati is the self-begotten egg, the cosmic egg 

fro© which he hatches himself, (See Figure 12, page 6$ .} 

In this connection, Jung (9* p. 38l) views the act of Immersion 

in oneself as a penetration into the unconscious and at the 

same time asceticism* The result, for the philosophy of the 

Brahmanas, is the creation of the world from a central mandala 

within a cosmic egg, as indicated in the accompanying illus-

tration, and for the mystic or practitioner of hermetic 

alchemy the regeneration and rebirth of the individual into a 

new world of the spirit. Hence, in alchemy the iconogram of 

the egg stands for the chaos apprehended by the "prima materia" 

containing the captive world soul, The egg is also symbolized 

by the Alchemists11 round cooking vessel which is the alembic 

used for distillation and fusion of the elements to form the 

Sophie Hydrolith, that is, the philosophers' stone. From this 

cucurbit it was believed arose the emblematic eagle or phoenix, 

the liberated soul, which ultimately corresponds to Anthropos' 

struggle to escape the embrace of Physls. 

Alchemical Ideograms A 

As was mentioned earlier, there is a persistence of * 

quadripartite structure in most mandala configurations. The 
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quaternlty may stand alone or exist In combination with a \ 
S 

central almond shape, oval or circle. In speaking of the 

"Quintessence," the "On©," the "Elixir,H names associated 

with the concept of the philosophers* stone, Heinrich Khun-

rath refers to the circular distillation as followt "Through 

Circumrotation or a Circular Philosophical revolving of the 

Quaternarius, it is brought back to the highest and purest 

simplicity of the Monadis Cathollcae..." (10, p. 204) the 

universal atom. He continues with a discussion of the ex-

tracted spirit of the Stone whose elements possess a terni&ry 

quality, and the necessity for their re-infusion into the 

elixir body which is the fourth element, thus completing the 

mandala configuration. Hence Khunrath refers to a passage 

from Pseudo-Aristotle, which mentions the circle as reemerging 

from the triangle set in the square. This circular figure, 

together with the Uroboros, the dragon devouring Itself tall 

first, is the basic mandala of alchemy. (See Figure 13» 

page 66.) The accompanying illustration depicts a philosopher 

squaring the circle which contains the two sexes and out of 

whose union is to come oneness. The same hermeneutlc tenet is 

reiterated in the Uroboros emblem. The circular movement and 

the revolution of the Self around its own center implies 

equanimity, balance and totality. The reappearance of the 

above-mentioned ideograms in the art of the later Middle Ages 

is more than coincidental. 
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Ideograms of Hieronymus Bosch 

The mandala, no matter how disguised* persists as an 

emanation of the unconscious in the works of Cranach the Elder, 

Matthias Gruenewala and Hieronymus Bosch, the mystifying genius 

of medieval Flanders, The 'recurrence of the mandala principle 

is illustrated here with specific examples, chosen1 from Bosch's 

"Millenluaj*" 

First of all, to assume that the "Millenium" or "Garden 

of Earthly ©ellghts," as the work la popularly known, is a 

pictorial representation of a refined but monstrously libidi-

nous Freudian dream would be fallacious* According to Fraenger, 

the triptych was used during the services of worship of the 

Adamite cult (11, p. 68)* He also asserts that Bosch him* 

self was a member of one of the heretical sects, the Brothers 

and Sisters of the Free Spirit, and of the Homines Intelli-

gentiae, who, among other things, practiced nudism# 

contravened the laws of monogamy, did not fast or go to 

confession, and as a result were persecuted by the Inquisition* 
A 

Thus, this ecstatic nature-cult with its Bionysiac raptures 

was fundamentally and completely different from the ascetic 

morality of the overspirituallzed and anti-sensual Church, 

The Brethren advocated a return to the paradisiacal innocence 

and tranquillity of Man before the Fall, a recalling of the 

Sarden of Eden where in this "center" of all things the spiri-

tual and the organic could be merged into one. This attitude 

of universal balance is reflected especially in the central 
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panel which in all its overbrimming joyousness is permeated 

a core of spiritual oalia, making the sensuality of the 

triptych utterly different in principle from the grotesque, 

anarchic excesses that one things of as Rabelaisian. 

fhe panel of the "Garden" (See Figure 14, page 67.) is 

dominated toy a Fountain of Life in the center of a pool from 

whoa® four corners emanate channels, the legendary four rivers 

of Paradise. The rivers terminate in subterranean vaults, 

these being ideal representations of the vault of the Adamite 

ritual, which the believer entered in expectation of his second 

birth. It is this dimensionaliy illusionist!© arrangement, 

with its center placed in a quaternity or square arranged in 

perspective, which cannot be mistaken for anything else but 

a configuration of the mandala type, fhe mandala centralism 

is repeated again in the middle distance of the panel by the 

roundabout of a turbulent cavalcade circling a pool whose 

egg-like shape indicates it to be the gem-cell and navel of 

this paradisiacal world. The antithesis of the above idea 

consists of the representation of Hell in the right-hand 

panel whose center is dominated by a gaping alchemical egg, 

its gaping orifice about to devour a group of the condemned. 

In the left-hand panel, "The Earthly Paradise," Sod holds 

Iv® by the hand and presents her to Adam, while above him the 

base of the Fountain of Life forms the spiritual core of the 

panel. The base is a disc with a central hollow which harbors 

an owl. If one considers this round object from the formal 
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point' of view, It becomes apparent that the fountain coin-

cides with the longitudinal axis of the picture, and the 

Creator1 a raised hand lies on the mme line, ©lis axis bi-

sects the-disc and goes through the owl's eyes as well. The 

round form seems to have no functional meaning in the compo-

sition but to be a self-contained, absolute center of the 

picture, a mandala, the embracing "circle" of the Kingdom 

and of the human race. If the viewer's gas® penetrates into 

the depths of this orb, it finds nothing there but a void with 

a philosophic owl perched in it*, tet the magnetic force of 

attraction, as Fraenger (11, p. 62) interprets it is due to 

the fact that the lens seems to answer the searching outside 

gaze with the pupil of another eye. Here again, one is con-

fronted with the mandala as a visual nucleus, an integral 

part of the contemplative act of visual concentration. 

Talismans and Amulets 

Similarly, it seems that the numerous talismans and amulets, 

especially those associated with alchemy, were created to act 

upon the beholder as visual nuclei. The antique gem laandala 

(See Figure 15# page 68 .) encompasses both alchemical and Chris-

tian elements. The emblem of Christ is represented in the 

original identity of hero and snake in an oval mandala with a 

radiant nimbus surrounding the head of the serpent. Such 

theriomorphic representations are to be found, for example, in 

the myth of Cecrops, a heroic deity who was half snake, half 

man, and in the legend of the healing Moses-serpent (12-, p. $3). 
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Thus, the snake envisioned as a coil or circle is reminiscent 

of the Uroboros mandala, the circular self-consuming dragon 

mentioned earlier in the text, 

A very interesting description of an ancient alchemical 

amulet, obviously one of the satanic variety, is included in 

Franzla Morelli's Symbolik und Myfchologle (13, p. 104). The 

g&m. made of smooth highly polished atone, was fashioned in the 

form of the legendary basilisk, a satanic symbol> upon whose 

rounded abdomen was inclsaed a spider whose body in turn was 

made of a circular disc embedded in the stone, The metal 

disc or matrix of the spider bore carvings of numerical columns 

2 J 6 
in the form of a magic square, 9 5 1 the numbers consecu-

4 3 8 

tlve from one to nine, and all columns totaling fifteen when 

added in any direction. Such configurations of numbers, 

this being the simplest form of square, were imbued with a 

divinatory or manti© significance and were connected with 

the casting of spells and the bringing of good luck. In this -

particular case one is confronted with a form which in its 

makeup corresponds to the ideal mandala configuration. 

Namely, the circumference of the basilisk is the outer circle, 

the concentric metal disc the intermediate domain, and the 

contained square, with its four cardinal points becomes the 

Inviolate domain. It is such a geometric arrangement, one 

based on the circle and the numerological square, which roost 
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frequently constitutes the basis for the mandala symbolism 

encountered in varieties of ancient architecture. The topic 

of the architectural mandalas is discussed in the following 

chapter. 
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CHAPTER I? 

ARCHimCTORAL MANDALAS 

Prevalence of the Square Plan' 

In the evolution of the laan&ala motif aa an architec-

tural expression one cannot overlook the role played In this 

process by the circular centrum* the square., the square as 

part of a maze and the magic or numeralogical square. At a 

time when architecture was in its inceptive stages, the magic 

.sfpare, ©specially in Egypt* became a rival of the circle* 

In the representation of the foundational conception of build-

ings the square form soon gained ascendancy over the raore 

primitive structures which were usually rounded, to give a 

new ideographic expression to the prevailing cosmogony of 

the early Egyptians, fhis included a heaven in the form of 

a square, numerically proportionate, supported upon four pil-

lars which served to mark the four cardinal points (1, p. 26). 

The pyramids of Igypt are square in plan, and many early towns 

were quadrilateral. In Kbsopotamlan buildings one observes 

a prevalence of similar square plana. The same characteristic 

prevails in the construction of northern Hindu temples—the 

ground plan being square, the inside elevation cubical, the 

whole surmounted by an ornate pyramidal roof. Such archi-

tectonic treatment is exemplified by the fourth century 

Mahabodhl Temple of Bodhgaya and is amply contrasted by the 

28 
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dome-like rotundity of the famous Stupa No* 1, TO to 25 B.C., 

at Sanchi. The astonishing more recent, groups of Buddhist 

temples of Burma and Java, towering erections of fantastic 

form, are built on a cruciform, quaternary plan, Here again, 

the mand&la motif, expressed in a tangible and dimensional 

form, becomes manifest as a symbol of the cosmic center. 

Concept of Centrality 

The conception of such centers is baaed on the assump-

tion, in archaic as well as traditional societies, that the 

surrounding world is a microcosm. For the primitive, at the 

limits of this hermetic world begins the domain of the un-

known, formless, ominous, chaotic and thanatophobia (2, p.37). 

In a traditional society however, the growth of the self means 

the emergence of an "inner center" of psychic energy, which 

determines the individual•a emergence from his environment 

as an autonomous unit. This process of self-evolution gains 

its support from the familiar milieu of an inhabited, orga-

nized spatial ambiance, sustained by means of a tangible, 

architectonic scheme, beyond which may lie the infinity of 

the unexplored universe or, introjeotively, the infinitesimal, 

vaguely appercelved domain of psychic "Inner-world-space" or 

Weltinnenramibas the German poet-philosopher Rilke once called it. 

Centers of the World 

In order to objectify the sensed and envisioned "central-

ity, " the erected temples, palaces and other types of sacred 
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buildings which are regarded in archaic societies as Centers 

of the World, serve as replicas meant to repeat the same 

archaic image—the Cosmic Mountain, the World Tree or the 

Central Fillar which sustains the planes of the Cosmos. 

Iliade (2, p. 43) speaks of the summit of the Cosmic Moun-

tain as not only the highest point on earth, but also as the 

navel of the Earth, the point at which creation began. These 

places are rltually constructed and do not belong to a profane, 

homogeneous*, geometrical space. Moreover, within a single 

inhabited region is possible a plurality of such centers, 

since their existence is based on a mythic geography, "the 

only kind effectually real, as opposed to profane geography, 

the latter being objective and as it were abstract and non-

essential, the theoretical construction of a space and world 

that we do not live in and therefore do not know." (2, p, 39) 

The oriental civilizations of Mesopotamia, India and China 

recognized a great number of centers, and each of these was 

considered and called the Center of the World. 

These centers were marked by a temple or other monument, -

the purpose of the temple being to localize the sacred center. 

Iiethaby describes such a monument, the Omphalos of Delphi, 

as a point, a cosmic navel, originally dedicated to the worship 

of the Earth Mother. 

Such an Omphalos was known in Crete and the 
traditions at Delphi must have been taken over from 
that Island. The actual Omphalos stone of jDelphl was 
discovered in 1913. It was a block of limestone in 
the form of half an egg, formerly covered with stucco 
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and pierced from top to bottom with a square 
hole in which was a knife-shaped wedge of iron, 
which presumably served to keep in place a 
wooden stem* now lost. The stone and post 
represented the earth center and sky prop {l, p. 102). 

The appearance of the Omphalos is suggestive of the last 

Indian mystic egg modalas, many of which exhibit an opening 

with .a lotus-like ©enter. 

To the degree that the ancient holy places, temples or 

altars lose their religious efficacy, people discover and 

apply other georaantic, architectural or iconographic formulas 

which in the end represent the same symbolism of the "center." 

For example, the stratified structure of the world is ex-

pressed in Mexican picfeogr&phlc representations showing the 

cosmos as a gigantic pyramid. This motif is similar to the 

Axtec pyramids, many of which, such as the Pyramid of the i 

Sun at Teotihuacan, fall into the category of cosmic centers, 1 
i 

Here an oriental analogy comes to mind. In the ancient orient 1 

i 

the steps or strata of the temple sanctuary were similarly , 

conceived as an image of the ritual ascent toward the heav-

enly point. The Mesopotamian pyramid in Lagash, at the time 

of King Gudea, about 2600 B. C., was known as the Teiaple of 

the Seven Zones, the zones referring to a configuration which 

could be interpreted as a mandala motif consisting of seven 

spheres (3> P« 108). 

.Mazes in Sacred Architecture 

A different kind of concentric zone pattern is encountered 

in the plans of the various architectural mazes and labyrinths. 
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Lethaby (1, p. 32) describes an early Ceylonese maze which 

had been derived from the swastika pattern, The disposition 

of several relic chambers, built of stone slabs, Involved a 

gammadion^like arrangement of •passages which connected with 

the "sacred center" of a stupa. In the Middle Ages similar 

but. subterranean church labyrinths, of a much more complex, 

concentric plan, came to be emblematically associated with 

the act of penance. The penitent had to make his way through 

a series of these concentrically winding tunnel-like passages 

which finally connected with the central point of the laby-

rinthine mandala, Symbolically the center represented'' the 

abode of a saint, Jerusalem, or functioned as a holy cella 

for the purpose of ecstatic meditation (4, p. 152). 

The Church Building as a Mandala 

The church building in itself is a material symbol of the 

eternal, of the invisible, encouraging the contemplation of 

God, a culturally conditioned response, and this is true 

equally of the Byzantine circular and of the Western Roman-

esque and Gothic styles. The cruciform plan of the Romanesque 

or Gothic church is the mandala which suggests the mystery 

of the death of Christ. The sanctuary, which is separated 

from the nave either by the chancel rail as in the West or by 

the iconoatasls as in the East, appears to the congregation 

as a central symbol of the higher, spiritual world. 

The cross become a. the visual and mnemonic nucleus where 

the Eucharlstic memorial of Christ's suffering is solemnized. -
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In Romanesque architecture it is delimited and overshadowed 

by the baldachin© or clborium, in Gothic art it strives 

heavenward, in Byzantine churches it Is visible only through 

the royal doors in the Iconostasis. 

Nuroerological Oentrlsm in Sacred Architecture 

In the East, a mandala, based on both the circle and 

numerical square is represented by the most sacred of all 

Chinese structures, namely, the great Altar of Heaven at 

Peking. (See Figure 15, page 68,) Lefchaby (1, p. $6) des-

cribes this edifice as consisting of three circular terraces 

with marble balustrades and staircases at the four cardinal 

points. The marble platform consists of nine concentric 

circles, and the entire structural arrangement is in multi-

ples of nine. When viewed from the center of the altar, the 

combination of the circular terraces and surrounding horizon 

conveys the impression of universal centrality. On the 

pavement are repeated the nine circles of as many heavens, 

widening in successive multiples till the square of nine, a 

number of significance in numerological philosophy, is 

reached in the outer circle of eighty-one stones. 

By way of a concluding corollary, it can be said that 

when architecture was in Its inceptive stages, it was given 

a content of mental and magical character, an essence quite 

foreign to the contemporary mind. As the world was thought 

to be formed in the likeness of a great structure, so conversely 

sacred and ceremonial buildings were planned in conformity 
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with the heavenly prototype in order that they might store as 

sacred ©enters its qualities of perfection and permanence. 

Continuous interactions were thus set up between the earthly 

and heavenly structures, a or re apondenee s which gave the 

earlier forms of architecture a certain depth, power and mystery, 
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CHAPTER ¥ 

CURRENT MANIFESTATIONS 

Schizoid and Normal Imagery 

While the approach to the foregoing material on the 

mandala symbolism has Involved a great deal of historical 

material, the final part of this essay deals with the --rela-

tively current phenomenology of the motifs. The first major 

discussion in this chapter concerns the pictorial work of 

paychotlcs. A predominance of clinical literature indicates 

that Images conceived by those afflicted with schizophrenia 

are spontaneous productions not consciously censored* which 

utterly lack in affectation as compared with the works executed 

by the normal artist. However, there is an abundance of 

archetypal imagery in "normal" art. Examples of the latter 

are included in this presentation and form the ©losing por-

tion of the section. 

Creative Process and Emotion 

First of all, by way of introduction, an answer needs to 

be formulated to the following questions What does the creative 

act Involve, and what definition can be given a work of art? 

Basically, the creative process Is the result of a struggle 

between conflicting forces, wishes and ambitions on the one 

hand, and the suppressing function of the superego on the other. 

36 
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The artist nevertheless differs from the neurotic in so far 

as the tensions are not expressed purely autoplastlcally, 

merely Inside his own personality, but in that he succeeds in 

©©averting them alloplastlcally, as a salutary act, into a 

sublimated form which becomes a work of art. The resultant 

satisfaction extends beyond that obtained in idle fantasies 

or in the neuroses. It takes place* after all, in dimensional 

reality and effects a change, namely a creation of something 

in the external world. The thing created can be seen, felt 

or heard* The art object has In this respect a strong cathartic 

effect and can be regarded as a preventative against neurosis, 

Similarly, at times the schizophrenic will express in tangible 

form symbols drawn from the subconscious. Most often the images 

remain unintelligible. However, if they fall into the cate-

gory of archetypes, In this case mandalas which for® part of 

what the Junglan school has termed the collective unconscious, 

they will evoke an empathetic response in the normal viewer 

even though their overt meaning may not be rationally under-

standable (1# p. ̂ 0). 

Role of Structural Elements 

Psychoanalysis can undoubtedly supply an important contri-

bution as far as the content of a work of art is concerned. 

Every creation is subject to such things as condensations, 

shifts of meaning and dramatizations. However, regardless 

of a thematic significance, the phenomenology of mandala 

symbolism is based essentially on the presence of structural 
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elements of design and composition—elements which do occur 

in schizophrenic art as well. In this connection, Naumburg 

(2, p. 16) speaks of symbolic constructions which are ex-

pressed in terras of the linear. Hence, not infrequently a 

monumental impression is achieved by the maintaining of 

linearity and strict symmetry. In some images drawn by men-

tal patients there is a centering around a focus. Sometimes 

stress is placed on diagonals (See Figure 16, page 69.) or 

spirals. The patient may also evolve a complicated frame-

like device. Figure 16 illustrates the characteristic diag-

onal pattern which converges in a turbulent center. The 

ambiance of the center expresses a defense against the flow-

ing away and disintegration of the afflicted personality 

which in a symbolic way tries to regain its balance in the 

face of chaos (3? p. 100). 

. Effects of Regression upon Imagery 

At this point the mental level of the patient resembles 

that of the primitive. Both mentalities have a common origin 

in fear and anguish. While with primitive man the affective 

elements are represented by feelings of fear of the super-

natural and unknown, the threat coming from without, in the 

schizophrenic1s morbid state functional and biological dis-

orders of cerebral metabolism create an invading chaos which 

conjures up an internalized world of anxiety. Faced with the 

feeling of dread the schizophrenic tends to project it out-

wards where it takes on ideogrammatic attributes encountered 
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in primitive evolutionary stages. The defense' mechanisms 

which the schizophrenic employs consist of archaic and primi-

tive modes of thought and imagery. These devices enable hira 

to reorganize his outlook on a lower plane* yet within a 

world which is still viable (4, pp. 27-28).' The frequently 

encountered spiral images drawn by mental patients resemble 

the archaic magi© labyrinths whose construction Is baaed on 

such a pattern. 

Pathology of van Gogh 

TThe Images encountered in the paintings of Vincent van 

Gogh provide excellent visual examples of the above theoret-

ical observations. Beginning with van Gogh himself, there 

ha© been a great deal of speculation as to the nature of his 

mental illness. It is believed that his affliction contained 

features of both epilepsy and schizophrenia, though neither 

malady occurred in its most extreme fom, As an epileptic 

he is known to .have experienced hallucinations, and during 

schizophrenic attacks to have exhibited a pronounced ten-

dency towards dissociative states of the personality (5, 

pp« 106-108). On the basis of the foregoing information 

one ©an assume that the characteristic spiral motifs which 

surround the suns and stars in van Gogh's skies,(See Figure 

17» page70.), and are integral structural parts of the sky 

backgrounds as well, are mandala motifs of a "healing" or 

alloplastic nature. Here again, the motifs constitute 

ideograms projected from a stratum of the subconscious, and 
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function as emblematic guardian Image3 against the dissolu-

tion of the ailing personality. Furthermore, the occurrence 

of concentrically scintillating lights in many of hi© paint-

ings, portraits notwithstanding, may have an origin in the 

hallucinations connected with epilepsy. Charles Singer, a 

medical historian, has written extensively, although with 

certain pragmatic bias, on the pathology of visionary phe-

nomena. He maintains that the predominance of these 

experiences resembles forms encountered in artistic icono-

graphy. As a result of epilepsy and certain migraine 

conditions, the subjects experience hallucinations, flashes 

of light and visual auras. In moat cases however, the promi-

nent feature is a point or a group of points of light, which 

shimmer and move, usually in a wavelike manner, and are most 

often interpreted as stars or flaming eyes. In quite a num-

ber of instances one light, larger than the rest, exhibits 

a series of concentric circular figures. Often the lights 

give the Impression of scintillating and boiling, described 

by many visionaries (6, p. 232). The light sources painted 

by van Gogh, be they suns, stars or lamps illuminating a 

cafe scene, exhibit almost invariably the above-described 

pathological visionary patterns. The transposition of the 

latter into ideograms is hardly possible unless the afflicted 

person is gifted with the genius of Imagination and an inner 

desire to express plastically that which is felt and appereelved. 
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Mandala and the Myth of Creation 

In resuming the considsration of imagery produced by 

the true schizoid type, the important fact'Should not be 

overlooked that myths of creation occur quite frequently 

with schisophrenics who are endowed with powers of imagi-

nation. According to Bader, in casea of acute psychoses 

the patients participate in the destruction 
and creation of the world in a chaotic fashion; 
in chronic delusional states, their narrative 
forms part and parcel of a fabulous and mythi-
cal creation. This process of creation 
reflects an urge on part of the patient to 
reorganise the world which his disease has 
thrown into chaos and to redefine the limits 
of his personality (*, p. 26). 

This is expressed in emblematic form in a crayon drawing 

(See Figure 18, page71.) executed toy a schizophrenic patient. 

He has depicted three Isolated ships and surrounded each 'With 

a halo or magic circle. By this means the objects lave been 

placed into separate microcosms, Each of these individual 

worlds is cut off from its surroundings and represents a 

wtndowless monad, a mandala whose magic function is to hold 

together a personal essence which may flow out, shatter or 

disintegrate into a void. 

Mandala as Part of Phylogeny 

Jung (7, p. 308} suggests that the persistence of the 

mandala as an autonomous psychic fact is traceable to an 

inherited mode of mental functioning comparable to an in-

stinctive behavior pattern which is reborn in every 

individual cerebral structure as an integral part of the 
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archetypal collective unconscious. This theory finds further, 

if indirect substantiation in Schachtel* B hypothesis on child-

hood amnesia, His view exhibits definite parallelisms with 

that of Jung. Schachtel, who is basically a neo-Freudian, 

maintains that the categories or schemata of adult memory 

are altered modes of mental functioning evolved from an 

undifferentiated primordial mental pattern. This evolution-

ary change can be attributed to the functional unsuitability 

of the mnemonic receptacles of early childhood experiences 

which In their basic makeup are primitive, unconscious and 

oceanic. 'Hie adult memory being functional in its capacity, 

and therefore emphatically conscious oriented, especially in 

the world of modern western civilization, tends to repress 

or, at best, to sublimate the welling up of archetypal life 

(8, p. 208). The same theme is reiterated in the investiga-

tions of Margaret Naumburg, who sees a broader significance 

and purpose in the superficial fragmentation, distortion and 

archaism as expressed in artistic creation, whether it ema-

nates from Individuals who are considered normal or mentally 

disturbed. Regardless of the existence of pathogenic symp-

toms, the modes pertaining to the expression of inner 

experiences seem to follow a universal pattern (2, pp. 217~ 

218). The developments in areas of contemporary art attest 

to the above statement more than amply. Be it painting, 

"kinetic sculpture," "expanded cinema" or "mixed-media 

environments/' the latter encompassing a sort of surreality 
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in which movies, light paintings, dimensional sound and 

kinetic sculpture Intermingle into a single subjectifying 

experience, all of these elements point to an attitude In 

western art, which is introjective, introspective and antl-

positivlst.• Such tendency on the part of Western culture is 

indicative of the impact of the inner-directed Eastern 

Weltanachaung which in this culture has come to- fulfill a 

collective spiritual need of long standing, occasioned by 

the overvaluation of past philosophies" based on the tenets 

of western' materialism. As regards the balancing of the 

opposltes, of the spiritual and the material, one can readily 

agree with the famous medieval alchemist and physician 

Paracelsus (:8., p. 172 > who stated that life's destiny reached 

fulfillment when the conscious will (witter) and intellect 

(spirit) were suffused with the super-personal lumen naturae 

or light of nature. Within the mandala of this super-

personal light he envisioned the equilibration of the noumenal 

and phenomenal worlds. 

Contemporary Conceptualizations 

As has been pointed out before, the purpose of the essay 

concerns an investigation into the persistence of this elusive 

"light of nature." Additional proof is presented in examples 

of creations executed by painters of the present century. 

The selections demonstrate .'the recurrence of the symbol as 

well as its formal variability as a plastic expression of 

psychic life. i!he works of Josef Albers attest to a unique 
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mode of visualization. Hiss imagery ie a single-minded exp@rl~\ 

merit with the illusion of color and line. In spite of its 

subtle geometricity which implies the presence of an ultra-

rational authorship, Albers1s painting is primarily concep-

tual, based on universal phenomena. In being conceptual his 

work partakes of the irrational and essentially reaches out 

toward the absolute. The artist's tectonic constructions 

convey the Impression of an inner life, a gradual' Increase 

and decrease of plastic activity within individual lines or 

color areas, Owe illusory modulation of volume and space 

produces a plasticity of movement (10, p. 62). In M s many 

efforts to achieve the desired illusory effects Albers has 

made repeated use* of an archaic, yet timeless image which is / 

the square. During his long career the artist has exhibited ( 

more than a hundred paintings devoted to subtly differing j, 

squares within squares. (See Figure 19, page72.) Based on 

symmetry these forms seem to possess a Platonic perfection_ 

and balance. Hence, according to Koehler It is the geome- \ 

tricity of the visual field, which releases in the beholder • 

specific emotional reactions, ffliis process is triggered by 

impinging images which function as effects in the distribution'' 

of visual processes in the occipital lobes of the brain. 

However, he adds the veumrk that the rules regarding the 

visual function JLspXy only the manifestation of certain oc-

currences taking place in an intangible realm of hidden 

existence.(11, pp. 46-47). Archeological evidence, on the 
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other hand, points to the fact that symmetry, such as the -

circle In the plane or the quaternlty, Is om Idea by which • 

man through the ages has tried to create order, beauty and ; 

perfection. Perhaps it is Plato's definition of the origin • 

of the aesthetic value of symmetry, which after many centuries 

still has the ring of plausibility* Plato envisions a certain 

basic order, a mathematical essence which is the common origin;, 

of natural and aesthetic creation. He states that "the mathe-

matical laws governing nature are the origin-of symmetry in 

nafcutfe and the intuitive realization of the idea in the cre-

ative artiste mind its origin in art." (12, p. 5). The -

balanced, concentric square of Josef Albers, which la a 

spatial idea in time arid space, is complete unto itself, and 

as a universal emblem becomes a resplendent ruandala in qua** 

teralo. 

Mother noted abstract expressionist whose•creative 

preoccupation with the almond-shaped inandorla has produced 

a series of handsome works is the New York artist, John Ferren. 

In Ferren*s case the function of the inandorla is very specific. 

The rhythmic Import of this convex and concave construction 

achieved, as with Albers, by means of the associative prop-

erties of linearity and color, represents the major structure 

of the canvas. Ferren attaches no symbolic significance to 

his paintings. Rather, he treats them as phenomena which are 

meant to elicit erapathetic reflection and a certain attitude 

of discovery unfolding in time.(13 * pp. 66-67). It is the 
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silence m part of the artist, his consciously self-imposed 

neutrality toward the created object, which allows the work 

to speak for itself. In this way the art object becomes a 

tectonic materialization, a crystallised projection of mind 

and spirit* This principle finds further exemplification in 

Stephen Durkee1s untitled nimbi. (See Figure 21, page 74.) 

The circular constructions emanate from a center in a manner 

which suggest® expansion and contraction, fhe richness of 

these paintings which are blue canvases with the central 

circles executed in metallic paint, increases as the viewer 

concentrates on them (14, p. 13). Such an attitude on part 

of the beholder is comparable with the method of autosuggestive 

pupillary concentration as described in Chapter II, As with 

the ocular process, Durkee1s mandalas see® to project more 

of the essence than substance, and, as a result of their 

intensity, they somehow manage to take the viewer, at least 

visually, beyond the physical Halts into areas of the mystic. 

In this way art becomes the symbolic forming of archetypes 

working in time. As early as the 'twenties, Paul Idee (15, 

p. 9) stressed the importance of the unconscious in creative 

expression and the obligation of the artist to utilize this 

psychic element in his work. KLee's intuitively conceived 

flower motif (See Figure 22, page 75.) bears the unroistake-

able configuration of a labyrinthine raandala with center. 

In its construction the image is strikingly similar to the 1 

Welsh labyrinthine tracing depicted in Figure 4. As graphic / 
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projections of the subconscious both images are timeless In 

the sens® that they are archetypes. The difference which 

exists between the two Is one of chronology and Intent. The 

Welsh labyrinth in all probability has a ritualistic signifi-

cance connected with magic* while IO.ee1 s construction is a 

graphic recording, an expulsion of an inner happening of a 

psychic nature * Within this context the artistes activity 

becomes the intuitive apprehending of archetypes and their 

meaning. 
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CHAPTER VI 

CONCLUSION 

The prevailing attitude as it pertains to patterns of 

behavior in this civilization aeeras to be based on the con-

viction that popularly accepted observations and reactive 

aodes of the mind bear the attributes of an 'essential, 

intrinsic sensibility. As a result, the pursuit of such 

behavior patterns Is generally met with encouragement. 

Yet, there exist categories of phenomena whose nature in its 

saanifestation is ephemeral, elusive, transient and sometimes 

even antinomial, but nonetheless real. Basically, these 

things defy the accepted world view. Hence, there ia a 

reluctance on part of the human mind to sever its ties with 

the accepted truths in order to embark upon a journey into 

the unfamiliar. The recognizeable is always the most 

appealing while an understanding of the novel usually 

demands the creation of new postulates and concepts. The 

newly created science of cybernetics has proven itself as 

an invaluable tool in the promulgation of progressive sys-

tems, be they empirical or purely theoretical. This new 

field can be called a "crossroads" of the sciences. Cyber-

netics Involves an attempt to unify and reexamine lines of 

scientific research which on the surface may aeem disparate 

and unrelated. However, in spite of specialization and 
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subdivision of the various scientific branches there is a 

great deal of correspondence and regrouping taking place. 

Thus, with the aid of material gleaned from numerous, 

although superficially unlike sources, the development of 

new subjects and hypotheses is made possible. 1!he preceding 

exposition is based on such an approach. Although the main 

theme M s a bearing on art, the nature of the topic is 

such that reliance on reference Material which touches 

upon isolated areas of art criticism and art history only, 

would lead to inadequate conclusions. In order to present 

a more complete picture of the evolution of mandala symbol-

ism and the process of its dynamic, sources were used, 

which, superficially, have little connection with the sub-

ject under consideration. Nevertheless, the references 

provide a hoard of suitable material the inclusion of which 

has effected a clarification and expansion of the theme. 

Information gleaned from areas of psychology, comparative 

religion, mathematics and medical history, not to mention 

the art field, plays a major role in the development of the 

topic. According to the contents of the preceding chapters, 

the rather diverse material contained in them concerns the 

multifaceted stages of the mandala development. This emblem 

is significant in so far as it is a guardian emblem of the 

psyche. Basically, the symbol represents a defense against 

inner chaos and a disintegration of the personality. In 

this connection, the mandala assumes the role of a tangible 
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nucleus or an envisioned supporting structure. Being nuclei©, 

the mandala may be represented as circular, symmetrically 

oriented, quatrepartite, rotational or surrounding. Also, 

the expressive progression of this vital symbol encompasses 

numerous mental states and levels which may be archaic, 

pathogenic-regressive, deistlc or aesthetic-absolute. It is : 

hoped that the enumerative and comparative nature of the 

paper provide® a plausible argument concerning the reality 

of an emblera which, in this essay, is interpreted as a 

universal psychic projection existing in the continuum of 

time and space. 
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Fig. 2—Triskelions 
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Fig. 3—Maze on coin, ornament and from cross with 
curved limbs. 
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Fig. 4—Mandala traced in sand 
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Fig. 5—Mandala formed of a single line 
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F ig . 6—Amitayus Mandala 
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Fig, 7—Christian quaternifcy 
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Fig. 8—Tibetan World Wheel 
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Fig. 10—Mandala of Christ with the Elders 
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Fig. ll--Mandorla motif as adornment of a capital 
and as part of a Catalonian fresco. 
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Fig. 12—Prajapati with the world-egg 
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Fig. 15—Antique gem mandala 
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Fig, 16—Altar of Heaven at Peking 
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Fig. 17—Painfcing by a schizophrenic 
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Pig. 18--Schematic detail of van Gogh's "Starry Night" 
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Fig, 20—"Homage to a Square" by Altoers 
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Fig. 21--John Ferrers mandorla 
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Fig, 22—Untitled painting by Durkee 
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Fig. 23--Klee1s flower motif 
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