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also states that man has a symbol-making propensity and
unconsciously transforms objects or forms into symbols

2 Thus this artist,

and expresses them in his visual art.
without deliberately attempting to produce works on the
basis of known and understood symbols, has produced a
series of works abundantly rich in symbolism.

A descriptive analysis of the symbolism in each
work will be given. This will be done on the basis of

symbols found in the works of Freud, Jung, and Samuels,

as listed in the appendix on page 48.

2Aniela Jaffe, "Symbolism in the Visual Arts," in
Man and His Symbols, ed. Carl G. Jung (New York: Doubleday
and Company Inc., 1964), p. 232.







Artists like Andre Breton, considered the founder of
surrealism, were introduced to Freud's theories, and the
world was introduced to one of the most pronounced sym-
bolic movements in the history of art.2

The surrealists explored Freud's ideas of free
association and automatic writing and opened the way to a
stream of unconscious images full of hidden meanings and
ideas taken from the subconscious mind. They believed
the theory that "symbols are produced spontaneously from
the unconscious (though they may later be consciously

elaborated)."3

This led eventually to what is sometimes
called "muted symbolism" in which the artist allows the
viewer to interpret paintings for himself, letting lines,
colors, shapes and textures convey their message in terms
of the viewer's own experiences.4

Modern artists have been trained to understand the
psychological impact of color, line, shape, and texture.
They have learned to use certain colors to create mood,

symbolize ideas, and express emotions. They are aware

that personality traits such as shyness, aggressiveness,

2Jaffe, "Symbolism in the Visual Arts," p. 257.

3Carl Jung, "Approaching the Unconscious," in Man
and His Symbols, ed. Carl G. Jung (New York: Doubleday
and Company, Inc., 1964), p. 232.

4

Firth, Symbols Public and Private, p. 45.







Although the effect of any given symbol may be
different for each person who perceives it, there are
some common relationships which unite people's experiences.
These may be, for example, negative responses to symbols
reminding the viewer of areas of his life with which he
is unhappy, positive responses to the opposite reminders,
and people are often fooled by their senses, seeing only
what they want to see.8 Also, according to Jung, symbols
cannot always have authoritatively assigned and fixed
meanings because an image is only truly symbolic when its
meaning goes beyond the obvious.9 For these reasons, the
artist obviously cannot be entirely eliminated as the
interpreter of symbolic works. When the artist uses a
variety of symbols in a single work, the complete meaning
of their combination may be difficult to grasp without
some clue to their message. The artist may also have used
what appears to be a symbol or symbols merely as simple
sensory detail in the design, eliminating any need for

interpretation.

8Mike Samuels and Nancy Samuels, Seeing with the
Mind's Eye (New York: Random House, Inc., 1975), pp. 6-7.

9

Jung, "Approaching the Unconscious," p. 30.

10Thomas Munro, Form and Style in the Arts (Cleve-
land, Ohio: The Press of Western Reserve University, 1970),
pp. 50-51.






















CHAPTER IV
THE USE OF COLLAGE IN ART

Collage is an umbrella term for an assemblage of
diverse components and these may be of any origin--
animal . . . vegetable . . . or mineral.

The origins of collage can be traced back as far
as the twelfth century when Japanese calligraphers were
pasting up irregularly shaped pieces of delicately tinted
papers and copying poems on them. In the thirteenth cen-
tury, leatherworking masters made book-bindings from
irregularly cut pieces of leather pasted together. By the
1600s western Europeans were cutting paper and pasting
and painting on it. During the seventeenth century, Hol-
land became interested in silhouette cut-outs and a number
of women artists were recognized in the field.2

Imagination became the limit in the field, and
there are records of feather collages by Jesuits in Mexico

as early as the sixteenth century; and items such as

beetles, corn kernels and colored straw were used in the

lJosephine Lom, Collage (New York: Arco Publishing
Co., 1975)1 pP- 7.

2
pPp. 7-8.

Robert E. Wolf, Collage (New York: Abrams, 1971),

13



























22

completely by the viewer, but the artist's right to choose

and use them has been proven and must never be denied.23

23Laliberte and Mogelon, Collage, Montage,
Assemblage, pp. 11-17.





























































CHAPTER VI

CONCLUSION

The female figure adapts very naturally to sym-
bolism. When the various parts of the anatomy are ab-
stracted into their geometric equivalents, certain symbols
such as the circle, the square, the triangle, enclosed
space, etc., are inevitable. For this reason, an artist
can work with no intention of creating symbols and, never-
theless, produce several. It is also true that an artist
working spontaneously with images that come to awareness
from the subconscious will usually create symbolic images
unknowingly; and in that sense, the figure or any other
subject matter will probably assume symbolic significance.

The collages in this thesis were produced spon-
taneously to depict various female personalities but with-
out deliberate attempts to use any known symbols. The
symbols were found, however, upon completion; and the
artist was able to analyze the pieces on the basis of
both deliberate and unconsciously produced symbols,
deliberate in this case meaning what the artist thought to
be her own symbolic associations. Although the artist

has analyzed each piece on the basis of the dominant
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APPENDIX

A LIST OF SELECTED SYMBOLS

House--woman or the human figure as a whole

Female sex symbols--objects which enclose a hollow

space such as doors, gates, horseshoes, etc. The
landscape is also a female sex symbol (a reference
to "Mother Earth"), her fertility, etc.

Male sex symbols--the number 3, things that resemble
the male sex organ in shape, snakes, hats and halos

Women in general--materials such as wood and paper
and objects made of them

Someone loved--jewels and treasure

Female wish to be a male--bridges too short to reach
anywhere

. . 1
Sexual intercourse--ladders, steps and staircases

Circle--unity, oneness, the masculine active prin-
ciple, perfection, psyche (self)

Sqguare--feminine receptive principle
Rectangle--most rational or most secure
Spiral--relationship between unity or multiplicity
Ascent--inward journey or increasing intensity

. 2
Descent--animal nature

lItems 1-7 from Freud, The Complete Introductory

Lectures on Psychoanalysis, pp. 149-183.

2Items 8-13 from Samuels and Samuels, Seeing with

the Mind's Eye, pp. 96-97.
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14. Red--sin, sex, passion and violence

15. Blue--loyalty, dignity, sadness and serenity
16. Green--growth and life

17. Black--evil and darkness

18. White--purity or innocence

19. Purple--royalty or wealth

20. Muted values--subtlety

21. Geometric shapes—--excitement

22. Horizontal lines--stability

23. Diagonal lines—--agitation

24. Vertical lines--poise and aspiration3

3Items 14-24 from Ocvirk, Bone, Stinson, and
Wigg, Art Fundamentals, Theory and Practice, pp. 34, 47-48,
91-92.
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