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ABSTRACT 

THE MYTHIC HERO'S JOURNEY AS APPLIED BY SELECTED TEXAS ARTISTS 

Debra Greenway Chandler, B.F.A. 

August 1991 

The purpose of this study was to analyze the use of the 

archetypal mythic hero's journey by five Texas artists. 

These artists include: Forrest Bess, James Surls, James 

Drake, Harry Geffert, and Michael Tracy. 

A questionnaire was designed and submitted to twenty

five Texas artists who have indicated the use of mythical . 

elements in their art. Scholarly journals, books, exhibition 

catalogs, and the artists' files from the Dallas Museum of 

Art were researched. The number of artists was narrowed to 

five that seemed to utilize the idea of the archetypal 

hero's journey, either by obtaining their ideas through a 

creative shamanistic journey or as subject matter for their 

art. Joseph Campbell's description of the hero's journey was 

used to analyze art works and the creative processes 

utilized by these artists. 
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CHAPTER I 

INTRODUCTION 

Statement of Problem 

This study is to determine in what ways certain 

contemporary Texas artists define and utilize the symbolism 

and imagery of mythological elements, and if archetypal 

themes, patterns, or symbols, specifically that of the 

mythic hero's journey, common to mythologies and art of the 

past are utilized. The source of symbolism and imagery 

should also be investigated. 

Purpose of the Study 

The purpose of this study will be to analyze the use 

of mythological elements, specifically the idea of journey 

and passage, by certain contemporary Texas artists. There 

appears to be a re-emergence of mythical imagery and 

symbolism as well as verbal statements proclaiming the use 

of such imagery by many contemporary artists and in 

particular, many Texas artists. An attempt will be made to 

determine if there seems to be validity to the claims that 

these artists utilize or are influenced by mythical 

elements. 

1 
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Significance of the Problem 

It has become increasingly apparent that many artists 

are using the terms associated with mythology in describing 

their works. Do these artists define such terminology in the 

traditional way or have new definitions been formulated for 

use? What does personal myth mean to many artists today? 

Does it represent sincere beliefs or inspiration from the 

subconscious as the artist confronts unknown struggles 

inherent in the human experience, or has it generally become 

a term that indicates a narrative invented by the artist? 

How do the five artists selected utilize the mythic hero's 

journey in relation to their art? What roles do fantasy, 

dreams, and the unconscious play in relation to mythology of 

these artists? Do myths continue to serve the same purposes 

they once did, or have new niches been carved for them in a 

technological society that for an extended period of time 

has left little room for imagination and dreaming? Is there 

more of an emphasis on a personal belief as opposed to a 

universal view or collective dream which traditionally 

predominated myth? Is it still possible for man to be a 

mythic visionary in the technological society of today? Is 

it possible that many artists are reacting against a 

materialistically and technologically oriented society in 

which "all the gods are dead" in an attempt to regain a 

dimension of man that has been largely ignored since the 
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advent of modernity? Hopefully, an attempt can be made to 

answer, at least in part, these questions as well as others. 

Review of the Related Literature 

Literature related to this topic has indicated a 

definite trend in the integration of spiritual, mystical, or 

mythical elements in works of art by many contemporary Texas 

artists. Annette DiMeo Carlozzi (1986) refers to Texas as a 

"land of eccentricity, colorful hyperbole, and outrageous 

characters" (p. 7). Ms. Carlozzi states that many Texas 

artists attempt to create "art that communicates spiritual 

struggle and revelation" (p. 13). The works of these 

artists are rich in the use of personal symbolism that cast 

the artists as "visionaries" with their "art as a source 

for healing and a means to self-knowledge" (p. 14). Artists 

such as James Surls, Michael Tracy, and James Drake refer to 

"readily accessible Southern/Southwestern and Latin 

traditions of folk art and devotional religious art in their 

efforts to convey perceptions of wonder and despair" (p. 

13). In Texas, according to Ms. Carlozzi, there has been a 

tremendous influence of twentieth-century European and Latin 

American surrealism with its dream, fantasy, and 

subconscious related imagery (Carlozzi, 1986). Many Texas 

artists are also influenced by the large Hispanic culture 

and their beliefs. The utilization of certain beliefs, 
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motifs, rituals, etc. has become an integral part of the 

work of many Texas artists (Gambrell, 1987, March). 

Twentieth century beliefs dealing with areas beyond 

the physical have been somewhat bleak, according to Joseph 

Campbell (1971), as he states that there is "no hiding place 

for the gods from the searching telescopes and microscopes" 

(p. 387). According to Campbell, modern man with his 

scientifically researched world of technology has had his 

eyes opened to a "full waking consciousness" as the "dream

web of myth" (p. 387) has fallen away from society as a 

whole. Campbell has stated that "modern man has emerged from 

ancient ignorance like a butterfly from a cocoon" (p. 387). 

With this emergence came an onslaught of problems initiated 

by theories such as Nietzsche's which tell man that all the 

gods are dead. Hedin (1972) states that what were once 

fundamental beliefs and values are now being "questioned, 

dissected, and pushed aside as unsatisfactory and obsolete" 

(p. 218). 

In the past, symbols of mythology instructed the 

community as a whole, and according to John Greenway 

(Greenway & Jacobs, 1966), those symbols can also lead to 

current understanding of the minds of past individuals or 

tribes as well as leading to the determination of universals 

in human thought. Truths that man has lived by begin to 

emerge as one studies the myths, legends, and folktales of 
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the past. During the twentieth century, there has been a 

rejection of the need for these kinds of symbols. As Charles 

Baudelaire called for an artist to paint the hero of 

everyday modern life during the nineteenth century, Campbell 

(1971) challenges the contemporary artist to become a modern 

hero by working out a new set of symbols relative to his 

society as well as his own cultural environment. 

The creative process continues to be a mysterious 

element of man that defies rational explanation. From the 

beginning, the artist in the cave acted in a position as 

mediator between the community and the unknown in a somewhat 

magical fashion as he attempted to give meaning to those 

areas of human experience that were terrifying and absurd. 

According to Schwartz (1974), art becomes a means of 

grasping the essence of a hostile or unintelligible 

environment. Schwartz states that two assumptions can be 

made concerning man and art. First, man is intrigued by and 

sensitive to the unknown and has a need to understand it. 

Secondly, the artist is confident of his ability to respond 

to his environment. 

Eventually, the art movement, Modernism, according to 

Schwartz (1974), became the portrait of a technological 

society. This movement remained aloof and did not allow a 

subjective appraisal of the human condition. No longer were 

mythological elements or expressive works utilized to 



6 

communicate truths or emotion to an audience. 

During a time when many people feel estranged and are 

fighting a meaningless existence, it seems that many artists 

are returning to a use of mythical symbolism that, even if 

vague in nature, reaches out and addresses the viewer. 

According to Herbert Read (cited in Schwartz, 1974), the 

"artist confronts the unknown and what he brings back from 

that confrontation is a novelty, a new symbol, a new vision 

of life ... the outer image of inward things'' (p. 24). 

Perhaps, today's artists are accepting the challenge to 

become modern heroes by developing new symbols relative to a 

modern society. Rather than depicting a static, unemotional 

portrait of a technological society (Schwartz, 1974) many 

artists seem to be searching for a deeper, more satisfying 

definition of life. The myths of a utopian society achieved 

through technological progress have been rendered impotent. 

Scientists have discovered that all questions cannot be 

answered through rational explanation. Often, the artist, 

sensitive to and intrigued by the unknown, as well as by the 

intuitive process of creation, makes an attempt to respond 

to and record his response to the unknown through the act of 

creation. 

Many artists living and working in the Texas area seem 

to be struggling to deal with the confrontation of that 

which is not concrete but is beyond the physical. They are 



7 

recording the resultant images in a variety of ways. Whether 

these images are to be viewed as spiritual, mystical, or 

religious truths which, intentionally or unintentionally, 

instruct the larger community, or are solely an expression 

of an artist's own private struggle with the spiritual realm 

and/or the creative process, becomes an area that merits 

further study. 

Research Methodology 

A questionnaire was designed and submitted to twenty

five Texas artists that have indicated in published articles 

or through verbal communication their use of mythical, 

mystical, spiritual, religious, dream-related, subconscious, 

or fantastical elements in their works of art. Eight 

questionnaires were completed and returned. Two personal 

interviews were conducted. Scholarly journals, books, and 

gallery or museum brochures were consulted. Literature 

concerning mythology was researched to define myth and its 

function as well as a brief study of the use of mythological 

symbols in traditional art and art objects created by 

primitive cultures. Conclusions will be drawn from analysis 

of information accumulated from selected artists. 
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Limitations of the Problem 

1. The purpose of this study is to investigate the use 

of myth and related areas by specific contemporary Texas 

artists that have expressed interest in these areas. 

2. The group of artists will be narrowed to five that 

utilize mythic elements and seem to emphasize the archetypal 

hero journey, in its entirety or in part, either in their 

works or in the process whereby they derive their subject 

matter or symbolism. Only two of these artists, James Surls 

and James Drake, responded to the questionnaire. Two of 

them, Harry Geffert and Michael Tracy, had recent 

exhibitions at the Dallas Museum of Art. Forrest Bess died 

in 1977. 

3. A brief review of the correlation of art and 

mythological elements from the past will be presented. 

Definition of Terms 

1. Collective dream or unconscious - the genetically 

determined part of the unconscious that especially in the 

psycho-analytic theory of C.G. Jung occurs in all the 

members of a people or race 

2. Fantasy - the free play of creative imagination; 

the power or process of creating especially unrealistic or 

improbable mental images in response to a psychological need 

3. Folklore - traditional customs, tales, sayings, or 



art forms preserved among a people 

4. Folktale - a characteristically anonymous, 

timeless, and placeless tale circulated orally among a 

people 

5. Legend - a popular story regarded as historical 

although not verifiable 

9 

6. Myth - a traditional story of ostensibly historical 

events that serves to unfold part of the world view of a 

people or explain a practice, a belief, or natural 

phenomenon; a person or thing having on~y an imaginary or 

unverifiable existence 

7. Mysticism - the belief that direct knowledge of 

God, spiritual truth, or ultimate reality can be attained 

through subjective experience (as intuition or insight); a 

belief without sound basis; a theory postulating the 

possibility of direct and intuitive acquisition of ineffable 

knowledge or power 

8. Primitive Society - a society in an early stage of 

development; a society seemingly not affected by the 

development of a modern world 

9. Schizophrenia - a psychotic disorder characterized 

by loss of contact with the environment, by noticeable 

deterioration in the level of functioning in everyday life, 

and by disintegration of personality expressed as disorder 

of feeling, thought, and conduct 
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10. Shaman - a priest or holy one that uses magic for

the purpose of curing the sick, divining the hidden, and 

controlling events 

11. Spiritual - of or related to supernatural beings

or phenomena; of or related to, consisting of, or affecting 

the spirit; relating to phenomena of a non-physical nature 

12. Subconscious or unconscious - existing in the

mind but not immediately available to consciousness 

13. Texas artist - any artist living in and producing

art in Texas; any artist who was born and/or grew up in 

Texas or was educated in Texas 

14. Visionary - able or likely to see a vision or a

manifestation to the senses of something immaterial 



CHAPTER II 

A GENERAL CORRELATION OF ART AND MYTHOLOGY 

As one studies both art and mythology of a society or 

societies, one witnesses the evidence of the human struggle 

as people from all periods of time and in all stages of 

development attempt to give relevancy to their existences or 

gain control over what may seem a hostile, uncertain, 

peaceful, or even indifferent environment. Until the advent 

of modernity, more often than not, the evidence of those 

struggles seemed to demonstrate a correlation between the 

areas of mythological thought, religious tradition and art 

objects. Man has always been intrigued by the mysteries of 

his environment and through curiosity or fear has attempted 

to acquire a satisfactory explanation to absolve individual 

fears and anxieties as well as those of the group as a 

whole. According to Schwartz (1974) the artist has always 

responded confidently and in what he considers an 

appropriate manner in reaction to the world around him. 

One also begins to realize that certain mythological 

motifs or patterns occur repeatedly throughout the differing 

religions and mythologies. In studying mythologies and 

11 
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religious traditions of mankind, it also becomes obvious 

that a thread of cohesiveness pulls all the differing 

beliefs toward a central core of similar thought as certain 

mythic patterns or motifs repeatedly occur. 

As science and technology of the nineteenth and 

twentieth centuries provided concrete rationalizations for 

many mysteries of the universe, the need for mythical 

explanations seemingly decreased (Feder, 1971). As stated 

earlier, Joseph Campbell (1971) recognized a rather 

depressing state of affairs for the people of the twentieth 

century as he announced that there is "no hiding place for 

the gods from the searching telescopes and microscopes" and 

that their eyes have been opened to a "full waking 

consciousness" as the "dream-web of myth" (p. 387) has 

fallen away from society as a whole. In the same way that a 

child becomes disillusioned by ideals that become shattered 

as he reaches adulthood, society "has emerged from ancient 

ignorance like a butterfly from a cocoon" (Campbell, 1971, 

p. 387). Statements such as Nietzsche's which conclude that 

all the gods are dead, meaning in reality that all of the 

symbols are dead, reflect an attitude of a modern world 

that for many has rationalized traditional beliefs out of 

existence. 

As the mythical beliefs of a people are revealed 

through their artwork, the lack of these beliefs are also 
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revealed. Mythic patterns or motifs that had appeared 

repeatedly since their infusion into the art world were 

considered outdated and the modern world became fascinated 

by pristine cubic forms and fabricated, machine-produced 

works of art. These technical, unemotional works ironically 

conveyed the spirit of the time as man in his most advanced, 

civilized form had analyzed, investigated, rationalized, and 

categorized the existence of nature, the universe, and man. 

In tracing a general evolution of mythical elements 

and works of art, one can began with some of the earliest 

surviving art objects such as the Venus of Willendorf, c. 

28,000-25,000 B.C., (see Plate l} and paintings such as 

those from the caves in Lascaux, France. These images and 

objects seem to be related to magical ritual or worship and 

probably represent ideas of procreation and daily survival 

which would certainly have been paramount in man's mind. 

Indentations on the cave walls left by numerous hurled 

arrows and stones are probably indicative of an attempt to 

gain power over the creatures of the hunt. This people 

probably felt that in portraying the image of the beast, 

they would be able to capture its essence. This may also 

explain the rarity of the human figure as these primitive 

people would not have wanted to trap the spirit of the human 

on a cave wall. 

What modern man has designated as art was for the 
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primitive man a means of survival. The individual who was 

able to accomplish the task of image creating was more than 

likely looked upon as a magical person with special powers, 

a shaman or a visionary. 

The Greek and Roman temples, statues, ceramics, etc. 

give insight to their religions and mystery cults such as 

that of Eleusis, a shrine located near Athens. According to 

Campbell {1990), Eleusis was a very popular religion in the 

Classical world and remained effective until 395 A.O. when 

its demise occurred as a result of the advent of 

Christianity. Demeter, the daughter of Mother Earth and 

herself, the new Mother Earth (Rouse, 1957), and Dionysus, 

god of the vine, "both divinities of the good gifts of 

earth" (Hamilton, 1942, p. 49) were worshiped together at 

the temple at Eleusis. The festival of the harvest combined 

the two important activities of breaking the bread and the 

taking of the wine (a motif that is repeated throughout the 

mythologies of time). The worship of Demeter and Dionysus, 

divinities of joy and suffering, life and death involved 

utilizing the cycles of agriculture to convey the message of 

death and resurrection as winter represented death and 

spring represented resurrection or new life. The Eleusian 

Mystery religion was more personal than others of its day as 

it encouraged the idea that the soul did not vanish with 

death but rather continued in an afterlife (Hamilton, 1942). 
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The idea of the mythic journey is propagated as the Eleusian 

mystery deals with life coming from "the darkness of the 

abyss" and the "cycle of death, descent into the underworld, 

and then life reborn again" (Campbell, 1990, p.191). 

Elements of the rituals associated with this cult are 

permanently preserved in a vase which depicts Hercules 

carrying a torch, an indication that he is about to visit 

the dark realm. 

Mythological elements and stories abound in the 

artwork of the Greeks and the Roman copies of Greek 

originals. Ancient deities and mythological characters are 

made known to a modern world through the remaining relief 

sculptures such as Nike Fastening Her Sandal, c. 410 B.C., 

from the Temple of Athena Nike, and freestanding statues 

such as Hermes with Young Dionysus, c. 340 B.C. The works of 

the Greeks combined the physical world with its emphasis on 

the ideal beauty and the mythological elements of the time. 

Perfectly proportioned, solid bodies demonstrating a 

complete understanding of the human anatomy emerged from 

stone drapery that swirled in the wind. Works from the 

Hellenistic period, such as the Laocoon and his Sons, first 

century B.C. to first century A.O. (see Plate 2), narrate 

mythological tales, man's physical existence and struggles 

with even more vigor, realism, and emotion. 

As mankind entered the Middle Ages, emphasis shifted 
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from the physical world to an introspection that stressed 

spirituality and otherworldliness. Figures became abstracted 

and stylized and were confined to shallow, unrealistic 

spaces as the emphasis moved from the sensual, physical 

world. Bodies lost their substance and when represented in 

two-dimensional imagery, they became flat areas bordered 

with heavy lines. Even though the concentration was on the 

spiritual, many of these depictions were destroyed during 

the iconoclast period (726-843 A.D.). The ruling Christian 

Byzantine emperor issued an edict forbidding the use of 

representational images in what he felt was compliance with 

the scriptures. 

As a result, many abstract and purely decorative 

symbols such as the cross and floral patterns were utilized 

in Christian imagery. Therefore, it became the intention of 

the church and the artist to use symbols rather than 

representational images to deliver the Christian message to 

the masses (Prebble, 1989). Once, again, the mythological 

and religious beliefs are reflected in the art of the time. 

Freed from the burden of realistic representation, artists 

were able to convey the sense of the supernatural through 

the use of ornamental line, glowing colors (as deep reds and 

greens used in stained glass windows or goldleaf contrasted 

with brilliant blues in book illustrations), abstracted 

shapes and symbols (Gombrich, 1990). 
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With the work of Giotto in the 1300s, one can began to 

see a change in attitude concerning art and life as there is 

again more of an emphasis on emotion and humanity. Giotto's 

Lamentation, c. 1305 A.O., presents the viewer with more 

sculpturally solid bodies which represent individuals 

capable of expressing emotion at the death of Christ, 

thereby placing more emphasis on the physical world and 

humanity. Giotto reflects the changing world view at the 

dawn of the Renaissance with its renewed emphasis on the 

importance of man (Prebble, 1989). 

Art during the Renaissance further reflected changes 

in attitudes concerning religion, artistic techniques, man's 

place in the universe, and the study of nature. The 

importance of the human element was reinstated. Scientific 

research was in its embryonic stages as man began to 

rationalize events that had heretofore been taken for 

granted. Ideas from Classical Greece and Rome were studied 

and re-introduced into the Renaissance culture. 

Brunelleschi, the architect, worked out the mathematical 

laws of creating the illusion of perspective on a flat two

dimensional surface. The sculptors, such as Donatello, 

rediscovered the weight-shift understood so well by the 

Classical Greeks. 

The classical myths had endured through the Middle 

Ages but during the Renaissance they became popular with the 
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educated. Since, as it was commonly believed, the ancient 

Greeks and Romans had displayed superior wisdom, it was 

believed that their myths must contain universal truths 

relevant to men of all ages. Therefore, as in Botticelli's 

The Birth of Venus, c. 1482, artists utilized those myths 

and their symbolic references to present ideas and beliefs. 

In this case, Venus represented the "divine message of 

beauty" which was a "gift from Heaven" {Gombrich, 1990, p. 

199) to the world. Artists, such as Leonardo da Vinci, were 

able to emphasize the humanity of Christ and to convey the 

message of his love in the Last Supper, c. 1495-1498, rather 

than his judgement. 

The marriage of mythology, religion, and art had been, 

up to this point, almost constant since its inception in the 

works of primitive man. The Renaissance had ushered in the 

acceptance of the secular in the art world with its 

portraiture and genre scenes. However, even genre scenes 

such as Jan Van Eyck's Arnolfini and his Bride, 1434, were 

often filled with symbolism of the Christian faith. Even the 

Mona Lisa, c. 1503-1505, was compared by Leonardo to the 

idea of Mother Earth and woman as the mysterious source of 

life and knowledge. 

Much of the art of the modern world seemed to be 

lacking in mythological content. This is, of course, as much 

an indication of the thought or spirit of the times as is 
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art that reflects mythological or religious content. This 

move away from religious, mythological, and/or mystical 

subject matter began most noticeably in the late 1700s and 

the experimentation during the 1800's. 

In the mid-1800's, Courbet rejected any alliance with 

metaphysical elements as he said that he would never paint 

an angel because he had not seen one (Nochlin, 1985). The 

Impressionists and Post-impressionists with their emphasis 

on optics and pointillism furthered that ideology, 

eventually converting art to a scientific formula. Cezanne 

broke his subject matter into patches of color and geometric 

shapes. 

Picasso, influenced by Cezanne's work as well as 

primitive works of art, along with his associate Braque, 

experimented with analytical cubism and later, synthetic 

cubism. 

There were ••. the technological visions of 
Constructivism and Futurism, de Stijl and Bauhaus, the 
Dadaists' diagrammatic machinery. Even Surrealist 
visualizations of Freudian dreamworlds and Abstract
Expressionist enactments of psychoanalytical processes 
were attempts to tame the irrational with rational 
techniques. (Levin, 1985, p. 3) 

The world of art had gained momentum and catapulted 

into the modern world with an onslaught of impersonal, 

unemotional theoretical techniques and movements. Marinetti 

in the "Futurist Manifesto" had stated, "A racing motor 

car ... a roaring motor car ... is more beautiful than the 
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Victory of Samothrace ... " (quoted in Hedin, 1972, p. 181). 

Art of the early twentieth century 

had the logic of structure, the logic of dreams, 
the logic of gesture or material. It longed for 
perfection and demanded purity, clarity, order .. 

Like technology, it was based all along on 
the invention of man-made forms. (Levin, 1985, p. 
3) 

As the center of the art world transferred to New York 

during the troubled times of World War II, a group of 

American artists began to turn inward and to incorporate the 

philosophies of Freud and Jung into their works. Rejecting a 

world filled with trouble and chaos, these artists adapted 

the idea of the collective unconscious as a springboard for 

an art based on the intuitive creative process. The idea of 

collective unconscious deals with the thought that all 

people have inherent in their psyche, a collection of 

information that is common to all peoples. From this source, 

the symbolism and patterns of mythology emerge. The creative 

process for this group, which included Jackson Pollock and 

Mark Rothko, became a means for expressing intuitive 

communication with other members of the human race. Mark 

Rothko and other artists used titles such as Slow Swirl at 

the Edge of the Sea, 1946, to describe their works (Alloway 

1975). The works were mysterious, emotional and evoked a 

sense of the spiritual and sublime through abstract symbols 

which were to have emerged from the depths of the 



unconscious. Forrest Bess, a lesser known artist who 

exhibited with this group in the beginning, relied heavily 

on what he believed to be symbolic imagery from the 

collective unconscious. 
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Many young artists, including Jasper Johns, became 

disillusioned with the Abstract Expressionist movement 

during the mid-1950s and began to reintroduce recognizable 

imagery, such as his American flags, into the art world. By 

the 1960s, the Pop Art movement was in full swing, elevating 

the banal, vulgar processes and products of a commercial 

world to the level of art. The modern, technological world 

finally defined through art as .Minimalism espoused the 

materials and methods of industry. 

By the time men were traveling to the moon, art 
was being assembled in factories from blueprints 
... the Whitney had a light show, MOMA had a 
machine show, Los Angeles had a technology show 
and at the ICA in London there was an exhibition 
of cybernetic art made by machines. It seemed as 
if the glorious technological future the early 
modernists dreamed of had arrived. (Levin, 1985, 
p. 2) 

Technology and its advancements did not offer the 

solutions for which some had hoped. The 1960s found the 

technically advanced American people in the midst of its 

most controversial war with its young people reacting 

through peace marches that did not always remain peaceful. 

As minimal art moved toward simplicity, order, and 

unemotional rationale, a bacchanal spirit seemed to dominate 
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the attitude of many young people. They organized such 

monumental events as Woodstock that were celebrated with a 

Dionysian fervor that resulted in free love, reverberating, 

pounding music, calls for peace, hedonism, and shamanistic 

mind expanding journeys through drug experimentation. They 

rebelled against everything that represented the 

accomplishments of the established society. While one 

segment of the population seemed to move toward the cold, 

pristine machine-produced art object, another moved towards 

the sensual, physical, warm and sometimes bleeding, but 

living world of the human being {Levin, 1985). 

By 1969, art that concentrated on the environment, 

happenings, photographic images, and theoretical concepts 

began to replace the impotent Minimalism. In everyday life, 

emphasis shifted from the objective scientific world to a 

more subjective, emotional soul searching as self-awareness 

became the focus for the American public. As the population 

in general seemed to search for "fulfillment and meaning in 

life" art became more concerned with "human potential" 

{Levin, 1985, p. 9). 

In spite of technological advancements, scientific 

research, gadgets, and quick fixes, a crisis seemed to exist 

in the survival of the individual as he struggled in vain to 

fill a void through materialism and physical pleasure. It 

became apparent to many that a dimension of life existed 
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that could not be measured by scientific means. Some people 

began to look in other directions for solutions. 



CHAPTER III 

MYTHOLOGY EXAMINED 

Functions of Mythology 

Technological advances had left many people of the 

twentieth century feeling isolated, dehumanized and lacking 

a purpose for existence. cities with the hustle of modern 

life left people feeling alone and destitute. Jung 

recognized that modern man's gods and demons had been 

replaced with neuroses, anxieties, and restlessness. An 

increased consumption of alcohol, drugs, and even food 

became symptomatic of a society trying to fill voids. Due to 

a lack of introspection, man, according to Jung (1972), was 

not able to recognize the cause of his problems. 

Since the beginning of recorded time, myth has played 

an important role in mankind's attempt to deal with his life 

and his place in this universe. Science has offered some 

solutions but rationale cannot explain all the mysteries of 

the universe or provide much needed relief from fears and 

anxieties that accompany a modern world. According to Jung 

(1972), primitive societies that have had their myths 

exploded by exposure to the modern world suffer some of the 
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same maladies that the larger civilized world has suffered. 

When their spiritual beliefs and traditions are called into 

question, the people as a whole experience feelings of 

hopelessness and meaninglessness while morality decreases 

and social order collapses. As mysteries are analyzed away, 

nothing remains sacred or holy. Myth has traditionally 

helped the human race move forward as it offered people a 

way to deal with reality. If that is removed, the outlook 

seems to be bleak. 

Joseph Campbell (1988) in his Myths to Live By states 

four functions of a viable mythology. First, the mythology 

should create a sense of wonder and awe as the individual 

contemplates the universe and its mysteries. Rather than 

create fear in the individual, this should inspire him to 

exist naturally and respectfully within that universe. 

Secondly, the mythology's description of the universe should 

be able to exist comfortably with that of the science and 

other areas of research of the time. Campbell's third 

function states that the mythology should validate and teach 

the norms of the moral climate of the society. Finally, the 

mythology should serve as a guide for a healthy, peaceful, 

spiritually content and productive life. Campbell states 

that all of the major religions of the modern world fall 

short of meeting those functions as they are based on truths 

that are at least two thousand years old {1988). Freud 
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(cited in Eisner, 1987) seems in agreement as he refutes 

stifling religion with its demands for total belief that 

leaves little room for personal interpretation. 

To further define myth, Robert Eisner (1987) explains 

that in the ancient world, the entertainment value of myth 

was recognized as well as the ability of myth to supply 

mankind with instruction in the norms of behavior. Myth also 

provided role models that if imitated, would possibly lead 

to successful lives. 

The Recurrence of Mythic Patterns and Themes 

In studying myth through time, one notices the 

recurrence of certain motifs and patterns. In 

Transformations of Myth Through Time, Joseph Campbell (1985) 

presents the idea of Elementargedanken as proposed by German 

anthropologist Adolf Bastian. Bastian acknowledges the 

repetition of certain mythic motifs which are common to 

differing religious traditions throughout the world and 

time. The themes, whether they represent life beyond death, 

the heroic journey, "malevolent ... (or] . protective 

spirits" (Campbell, 1985, p. 11), or the crossing of water, 

are accompanied by "different costumes, with different 

applications, and different interpretations" (Campbell, 

1990, p. 93). In studying mythologies and religious 

traditions of mankind, it becomes obvious that a thread of 

cohesiveness pulls all the differing beliefs toward a 
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central core of repeated patterns and symbolic images. 

The Intuitive and Collective Subconscious 

Campbell further discusses the idea of the Wisdom Body 

or functions that the body handles without instruction. The 

body is controlled by "energies and ... manners of 

consciousness" (Campbell, 1990, 94). The Wisdom Body deals 

with what might be termed instincts or innate actions such 

as that of the newborn knowing how to relate to its mother's 

body. According to Campbell, the dream world, the 

subconscious mind and myth come under control of this Wisdom 

Body. 

Prior to Campbell's suggestion of the Wisdom Body, the 

psychologist, Carl G. Jung (1972) made a case for the theory 

that a collective unconscious exists in the psyche of all 

men. The psyche posses knowledge of prior humanity which is 

stored in the subconscious. In the same way that the body 

has an evolutionary history, Jung's teachings state that the 

mind is also a product of the evolutionary process. The 

physical body retains similarities to the bodies of archaic 

man. It would also seem reasonable that the mind would 

contain remnants of archaic man whose psyche, according to 

Jung, was close to that of an animal consciousness. 

Primitive man would have operated on a much more instinctual 

level than does modern man. He would not have concerned 

himself with the origin of the visions or dreams that 



plagued, tormented, or relieved his mind. It is even 

probable that as a child has difficulty discerning the 

difference between physical reality and the dreamworld, so 

did (and in some cases, still does) primitive man. 

The images stored in the subconscious are often made 

manifest to the conscious state through the dreamworld. 

These images provide a description of the psyche's 

structure, both in primitive times and now. Through Jung's 

(1972) studies, he reached the conclusion that while the 

conscious is guided generally by logic, reason and 

knowledge, the unconscious seems to be guided by instinct 

and the resultant images become symbolic and poetic. Jung 

states that the dreamer may experience images or mental 

forms that cannot be explained by anything in his life. 

Freud called this 

" 'archaic remnants' [or) mental forms whose 
presence cannot be explained by anything in the 
individual's own life and which seem to be 
aboriginal, innate, and inherited shapes of the 
human mind". (cited in Jung, 1972, p. 67) 

Jung (1972) called these archaic remnants archetypes or 

primordial images. These, according to Jung, are 
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the remnants of the evolutionary history of the psyche. 

These archetypes can be identified throughout the differing 

mythologies. 

Animals survive through instinct. Birds know innately 
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what materials to choose and how to weave those materials 

into very complex nests. The newly born marsupial knows what 

journey to make to the safety of its mother's pouch and no 

spider has ever been instructed in web-building. Jung argues 

that if one does not make the assumption that each newborn 

animal or insect learns its instincts on an individual 

basis, then why should one assume that the human animal 

would have no innate reactions? Jung further states that 

instincts are physiological urges which are perceived 

through the senses. These in turn become manifested through 

fantasies and dreams as symbolic images. These make up the 

collective images or archetypes that repeat themselves 

throughout history. These symbols of mythology cannot be 

made to appear on command by the conscious mind nor can they 

be permanently repressed by the conscious mind (Campbell, 

1971). 

Collective thought patterns seem to be innate and, 

according to Jung (1972), are inherited. The archetypes 

represent patterns or motifs. They do not represent specific 

mythologies with recognizable personalities. They can embody 

different personalities, costumes, descriptions, etc. 

without losing their basic pattern. The unconscious 

intuitively processes a reaction and submits it to an 

archetypal treatment. According to Jung, it is from these 

archetypes that myths, religions, and philosophies are 
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created. A quote from Jung concerning the depths of the 

unconscious presented in Campbell's The Mythic Image states, 

man is no longer a distinct individual, but his 
mind widens out and merges into the mind of 
mankind--not the conscious mind, but the 
unconscious mind of mankind, where we are all the 
same. (1972, p. 186) 

One of Jung's (1972) most outstanding cases to support 

the theory of the recurrence of archetypes through dreams 

involved a ten-year-old girl who presented her father with a 

hand-written book describing a series of dreams. The dreams 

confused the father because they did not seem to relate to 

any incidents from the child's life. According to Jung, they 

represented mythical motifs which are typical of those 

repeated throughout time. The fact that she was a child 

helped enforce the idea that she had very little religious 

training and helped assert the validity of her dreams. There 

were a few references to Christian ideas such as ''God, 

angels, heaven, hell, and evil" (Jung, 1972, p. 73). 

However, she used them in non-Christian ways. Three-fourths 

of the dreams dealt with the idea of destruction and 

restoration as in the ritual cycles of death and rebirth 

practiced in the Eleusian Mystery cult. One describes a 

drunken woman who falls into water and emerges "renewed and 

sober" (p. 70). Another involves "swarms of gnats" that 

block out "the sun, the moon, and all the stars, except one. 

That one star falls upon the dreamer" (p. 70). The dreams, 
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which began with "Once upon a time" contained "symbols of 

creation, death, and rebirth which resemble tales" (p. 74) 

used in primitive societies at the time of initiation 

rituals for the adolescent. According to Jung, the dreams 

were preparing the child for her impending death as she died 

about a year after she gave the booklet to her father. 

Myths offer hope, security, and motivation for a 

species that has struggled since its beginning with the 

tribulations of survival in this world and eventually with 

the speculations concerning an afterlife. From the time of 

the Lascaux caves with their mystical, inner crypts, to 

primitive huts with small openings, to the underground kiva 

of the American Indian, and even to cathedrals such as Notre 

Dame de Chartres, man has found refuge in inner, womb-like 

environments with the hope of transcendence from the outer 

world {Campbell, 1990). An emotional void is created for 

many in today's world if the individual has nothing but the 

concrete and physical on which to rely. In the same way that 

the cave man pelted the walls with arrows and spears, it 

seems that the subconscious pelts at the conscious world 

attempting to remind a modern mind of thoughts and images 

submerged in the primordial depths. According to Jung 

{1972), the modern mind suffers from a critical lack of 

introspection and because of this, it becomes difficult to 

revive some of these archetypes and decipher the symbolism 
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Identification of Some Archetypes 

The repetition of motifs, themes, or patterns of 

mythology occur, according to Jung (1972), because of the 

collective unconscious, or the mind at large, that all 

humans share. These symbols are spontaneous generations of 

the psyche and as such, present one with the structure of 

the psyche. A main function of myth has always been to 

propel and guide the psyche to a mature state. 

The archetypal theme dealing with the journey of the 

mythic hero has been represented in countless ways as 

witnessed in Joseph Campbell's Hero with a Thousand Faces 
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(1971). The hero, capable of overcoming foreboding odds in 

his journey, serves as a role model for struggling man. His 

victory over hardships, his defeat of monsters, his 

relentlessness in pressing toward the prize historically has 

served as inspiration for all mankind. 

At least seventy different versions of the archetypal 

savior child were presented by an associate of Sigmund 

Freud's, Otto Rank (cited in Campbell, 1974), in his The 

Myth of the Birth of the Hero (1922). He identified five 

common characteristics of the savior hero and his journey 

through life. First, at least one of the parents is of noble 

or divine status. Secondly, the circumstances of the birth 

are extremely difficult, usually made worse because of the 
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father or an authority figure. Thirdly, "the infant is 

exposed (like Romulus and Remus, or like Oedipus), or 

otherwise sent or carried off, (as in ... the child Jesus 

and Mary)" (Campbell, 1974, p. 44). Fourthly, the child, 

children, and/or mother are kept from harm by a protector. 

And at last, the youth returns to his homeland to fulfil his 

destiny by overthrowing the father (Oedipus or Christ's New 

Testament which replaces the Old Testament) or "becomes 

reconciled with the father and completes the father's work" 

(p.44). 

Jung (1972} also discusses the similarities between 

the archetypal heroes that are consistent with cultures that 

have no contact with one another. He simplifies his 

description by stating that the hero is of humble birth with 

an early indication of superhuman strength. The hero rises 

to power but has to endure a struggle with the forces of 

evil. The hero suffers a fall due to betrayal or a heroic 

sacrifice that culminates in his death. However, the hero 

has also been given access to help by guardian figures that 

enable him to accomplish the impossible ordeals. The hero 

journey seems to provide individuals as well as entire 

cultures with an awareness of strengths and weaknesses that 

enable the individual or the collective group to achieve 

success in life. 

Jung (1972} conveys the idea that the archetypes 
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presented by the subconscious lend insight into the 

structure of the human psyche. For example, Dr. Jung 

believed that as primitive man struggled for an increased 

consciousness, this came to be represented by a ''battle for 

deliverance" (Jung, 1972, p. 118) as the hero fought against 

powers of evil in the form of monsters. This is represented 

in the Japanese culture by the battle of the god Susanoo 

with a great serpent and the Biblical story of the more 

passive Jonah and the whale, as well as that of Christ 

suffering for forty days and nights from the temptations of 

Satan. A Zuni legend tells of the journey of the mighty 

hunter, Gunarhnesemgyet, as he had to dive to the depths of 

the sea to save his kidnapped wife from the powerful 

spirits, the Killer Whales (Burland, 1973). In the case of 

the individual psyche, this battle can represent a struggle 

for the maturing ego to declare its transformation from the 

state of infancy and the enticing protection of his mother 

(Jung, 1972). 

The archetypal journey of the mythological hero 

basically deals with a separation, an initiation, and then a 

return or rebirth with enlightenment. The hero must 

experience a call to adventure that will entice the 

participant to leave his world and begin a voyage to 

another. The hero becomes intoxicated with the lure of 

excitement, wonder, or the need to fulfil a void. The 
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initial excitement of the undertaking, however, may turn to 

horror or fear-inducing awe as the hero gets involved in his 

trip. That, however, is an essential part of the journey. 

Through the process of suffering, he may discover a 

supernatural guide or he may allow long buried powers to 

emerge. The hero then encounters a type of death in order to 

experience a rebirth or enlightenment. The rebirth allows 

for a renewal or gaining of insight or power that endows him 

with wisdom thus enabling him to instruct the larger 

community. This archetypal pattern appears in the larger 

form of myth, and then is repeated in folk tales, legends, 

and fairy tales. It becomes a general human formula that 

instructs, prods, motivates, and enlightens the person that 

will allow it to do so. 

In the past, rituals have developed from the mythical 

hero pattern that have helped countless members of the human 

race through seemingly unmanageable or formidable passages 

in life. One such ritual is practiced by the Australian 

Murngin tribe as the Great Father Snake (the archetypal ogre 

father) calls for the foreskin of the uncircumcised. In 

order for the male adolescent to make the journey to 

manhood, he must go through this rite of passage. The young 

initiates are terrified as a blast from a horn announces the 

emergence of the Great Father Snake from his hole. The women 

representing the archetypal female protector ceremoniously 
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wail and fight the male members with spears to protect the 

children from the traumatic initiation. Finally, abducted by 

the men, the boys encounter nights of symbolic dances, 

enlightenment by the tribal mythology, and symbolic journeys 

to neighboring clans. The new world of knowledge will serve 

as a replacement for the security of the mother's breast 

(Campbell, 1971). 

When it is time for the actual ceremony of 

circumcision, "the sound of the bull-roarers" (Campbell, 

1971, p. 139) fills the camp and in the strange firelight, 

eerie shadows are cast as the figures of the circumciser and 

his assistant become apparitions of the great demon that 

searches for the foreskins of the initiates to satisfy his 

hunger. One of the boys is placed on a shield and carried to 

the site of the sacred ceremony while the clan's chants and 

drum noises grow louder. The commotion can be heard in the 

distance by the women and children. The actual procedure is 

quick and then the personification of the Great Father Snake 

disappears into the dark. The clan members then gather 

around the initiate and congratulate him for his show of 

strength and resultant manhood. Once again, the battle for 

deliverance has been fought and victory has been won. 

Deprivation of Symbolism 

Jung {1972) describes the starvation of a modern world 

as it has deprived itself of the rich symbolism inherent in 
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the human psyche. Rather than equating earth with the Great 

Mother, the earth is now described in terms of matter and 

other chemical terminology. What was once considered the 

spirit of man is often identified as the intellect and now 

the emotional energy directed towards a heavenly Father is 

channeled inward and expresses itself in the form of 

neuroses, anxieties, prejudices, etc. The passages in life 

become more difficult as, for many, there are no symbolic 

journeys or rituals of passage. No longer does man in 

general allow nature to speak to him. The sense of awe and 

wonder of the universe is generally removed. It becomes a 

struggle and requires a great deal of effort for man even 

physically to place himself in an environment in which he 

can appreciate the effects of nature. It is becoming 

increasingly apparent, however, through environmental 

awareness that modern man must learn to live in harmony with 

his natural world or he will cause the extinction of his own 

race. Therefore, not only does the lack of mythological 

wonder create psychological deserts, but it also creates an 

unbalanced physical world as modern man seems to have little 

respect for his Mother Earth and consistently takes more 

than he gives. Perhaps, it would be better for man if he 

were able to believe that Father Sun rose every morning and 

that he was capable of sending the great thunder and 

lightening to destroy the monsters and other evils of the 
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world as the Zuni teach (Burland, 1973). 

According to Jung {1972), the dreamworld compensates 

for the overwhelming vacuum of symbols. It becomes a 

function of the dreamworld to reveal to the conscious mind 

the inherent imagery existent from prehistoric time and 

primordial instincts as well as from the world of infancy. 

Each individual has at his disposal an avalanche of symbols 

waiting to make themselves known, both those that are 

personal and unique to that individual, and those that are 

universally common. 

Campbell {1988), however, believes that symbols 

relevant to the contemporary world need to emerge. Mankind 

cannot turn its back on the advances of modern science and 

technology. The new symbols roust carry with them the 

understanding of today's world. The community of today, 

according to Campbell, is now the entire planet. The world 

is becoming smaller daily as means of communication and 

travel advance. No longer can men pretend that only their 

corner of the world exists and is the only one with the 

correct answers. He also states that as new symbols emerge, 

on the surface they will be represented by differing 

costumes, names, traditions, etc. reflecting the culture 

from which they emerge. However, beneath the surface lie 

universal truths that should be understood and accepted. 

Campbell cautions against taking the symbol at surface 
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communication not an end unto itself. 

A Brief Discussion of the Creative Process 
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If artists are to bring symbolism from the unconscious 

into the conscious world, how is that to be accomplished? 

During a time of increased psychoanalysis, doctors have 

discovered that the emergence of archetypal imagery often 

manifests itself in dreams. The dreams may reflect the 

personal imagery of the individual as well as the collective 

imagery. Some artists utilize this avenue for procuring 

symbol-laden imagery. Others rely on the creative process 

for the evolution of their symbolism. 

The creative process itself remains a mystery. While 

some artists acknowledge the influence of dreams and visions 

on their work, others utilize mostly conscious decisions to 

inclµde certain imagery, colors, etc. With the work of 

artists like Seurat, art becomes almost a science as a 

formula is employed to create the art object. Others talk 

about the creative process involving the imagination, 

fantasy, visions, shamanism, etc. 

The area of creativity has received more attention in 

recent years from researchers and educators than it has in 

the past. One of the areas of study involves the idea of the 

split-brain or the fact that the human brain is divided into 

two very distinct and equally capable hemispheres. Roger w. 
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Sperry and his students, Ronald Myers, Colwyn Trevarthen, 

Robert Nebes, and others conducted a series of studies with 

neurosurgical patients that revealed a great deal of 

important information during the 1960s at the California 

Institute of Technology (Edwards, 1979). A small group of 

individuals, due to disabling epileptic seizures, had 

undergone surgery to separate the two hemispheres of the 

brain. They were studied in depth. Their outward behavior 

and appearance were little affected. Research involving this 

group led to the conclusions that each hemisphere "perceives 

reality in its own way" (p. 29). This and subsequent 

research has culminated in a better understanding of the 

right-brain and left-brain modes. A list of characteristics 

compiled by J.E. Bogen is helpful in understanding these two 

hemispheres. 

Parallel Ways of Knowing 

intellect intuition 
convergent divergent 
digital analogic 
secondary primary 
abstract concrete 
directed free 
propositional imaginative 
analytic relational 
lineal nonlineal 
rational intuitive 
sequential multiple 
analytic holistic 
objective subjective 
successive simultaneous 
(cited in Edwards, 1979, p. 34). 

The right-mode which corresponds to_the right side of the 
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above list, is largely involved in the creative process. The 

right side of the brain allows one to "understand 

metaphors", to dream, and to experiment with "new 

combinations of ideas" (Edwards, 1979, p. 35). 

It is in the right-mode that artists create and make 

intuitive choices. It is the right hemisphere that allows a 

work of art to communicate non-verbally with a viewer. It is 

the right side of the brain that is involved in the process 

of imagination and seemingly becomes an avenue, along with 

the dreamworld, for the subconscious to make itself known to 

a busy, cluttered conscious world. If physiological 

instincts, when processed through the unconscious, can be 

recycled as symbolic imagery in the dreamworld, then it 

would seem reasonable that an artist could tap into this 

same source by cultivating and relying on the right 

hemisphere where intuition and imagination play a major 

role. Often during the creative process, logic, rationale, 

and analysis are ignored while the artist finds himself in 

an almost altered state as he becomes so involved with his 

work that he loses all sense of time and surrounding. The 

artist exists, for a period of time, somewhere between 

physical reality and a near subconscious world of daydream 

and fantasy. It is probably then that symbolism may be 

dredged up from the depths to once again call to mind 

certain archetypal patterns and themes. 
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Dr. Jung (1972) allows that modern man is still 

endowed with the ability to create pertinent symbols. He 

also states that as a society, modern man responds to and is 

more dependent than he realizes on those symbols that once 

were manifested in the rituals and beliefs of more primitive 

man. Some symbols allow the ego to become aware of 

weaknesses and strengths, to pass through adolescence, to 

become mature adults, and eventually to prepare for death. 

Lillian Feder (1971) presents the view that myth and its 

symbolism allows man to "reveal certain of his fears, his 

desires, and his tentative apprehension of the real world 

and of his own nature" (p. 28) Feder also states that as the 

artist reports an event, unconscious drives may convert 

everyday experiences into mythical patterns. Because of 

this, she feels that myth has adapted to a contemporary 

society. Feder believes that narrative myth still functions 

and records the inner world of man, both individually and 

universally. Feder mainly discusses poetry, but it seems 

reasonable that her conclusions can also include a narrative 

that is recorded visually in the form of a painting or 

sculpture. 

The Need for a Hero 

The mythical narrative in the past has provided man 

with heroes that can pose the questions that need to be 

asked and seek for solutions that satisfy. The narrative has 
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allowed the common man to gain a certain amount of control 

over his world, including the internal fears and struggles 

and the external and sometimes hostile environment (Feder, 

1971). 

According to Joseph Campbell (1988), society's "life

supporting and maturing myths and rites" come from the 

insight of our creative seers and artists (p. 50). However, 

in this age with its emphasis on technology and scientific 

research, it seems a rather awesome task for anyone to 

accomplish. Is it an attainable goal for "creative seers and 

artists"? Is it possible in a mechanized world for anyone to 

play the role of shaman? 

Campbell (1988) writes of an Eskimo shaman, 

Igjugarjuk: 

The only true wisdom lives far from mankind, out 
in the great loneliness, and can be reached only 
through suffering. Privation and suffering alone 
open the mind of a man to all that is hidden to 
others. (p. 212) 

This description in itself makes the idea of shamanism 

difficult in the fast paced modern world of today. In the 

same vein, organized religions are having difficulty in 

recruiting members to live lives of sacrifice and self

denial by practicing fasting, celibacy, daily prayer 

routines, etc. In a fast-paced material world where people 

are bombarded with vibrant, energetic visual imagery it 

takes an extremely concerted effort to achieve the mental, 
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meditative, or spiritual state that is necessary to 

contemplate truths of the universe. Contemporary society in 

general does not value this type of behavior. However, there 

are some that believe the contemporary shaman does exist and 

that there are people willing to search for truths that may 

not be readily apparent to others. 

Historically, a shaman was a medicine man or spiritual 

advisor which is not an idea that is entirely different from 

the holy men associated with the more civilized western 

religions. Eisner (1987) in The Road to Daulis indicates 

that a shaman 

through a vigorous indulgence in mental and 
physical discipline ... achieves the power of 
willingly dissociating his mind or soul from his 
body, traveling great distances ... and 
returning with increased knowledge and creative 
powers as a poet and prophet. In short, he 
acquires the prerequisites of a wise man. (p. 
148) 

This is very similar to Campbell's (1988) description of the 

journey of the mythic hero who experiences an initial 

separation from the everyday world, goes through the 

initiation which involves struggles and encounters, and 

finally, returns reborn and renewed with wisdom and power. 

This formula could easily apply to Moses as he disappeared 

to the mountain top to hear the voice of God and his 

enlightened return as a man who had been in the presence of 

God. 
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Could it also apply to a contemporary artist who is 

willing to utilize the creative process to gain a better 

understanding of his world and perhaps, relate it to others? 

Joseph Campbell seemed to think it possible for an artist to 

become a modern day hero by presenting a contemporary 

society with viable symbols and mythologies. The mythic 

journey of the hero and the inward journey of the shaman can 

serve as allegories for the individual attempting to make it 

through the struggles that are inherent in a life on this 

earth. If the artist is able to present the viewer with a 

viable representation of that journey, then perhaps he can 

be considered a visionary or a type of shaman. 

The Rebirth of Myth in Art 

In 1971, Feder noted that the use of myth was 

experiencing a rebirth in music, literature and art. She 

believed that man was and is looking for order in a chaotic 

world. 

In studying the reappearance of ancient myth in 
modern poetry it is possible to see how 
unconscious drives convert experience into a 
mythical pattern. Thus, ancient myth can reappear 
in the report of an everyday event when that 
event has been transformed in the mind or in 
words into a narration fitting a mythical pattern 
of omnipotence, compulsion, or guilt. Since the 
narrative structure of myth is particularly 
suited for endless adaptation in the expression 
of unconscious feelings and drives, it has 
evolved, like language, to the needs of 
contemporary society. (Feder 1971, p. 32) 
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Not only has myth reappeared in modern poetry, but it has 

also reappeared in many forms in the visual art of today. As 

stated earlier, many artists use terminology and imagery 

associated with myth in the description of their work. In an 

interview, Texas printmaker and sculptor, Kevin Marshall 

(1991) discussed his Venus Series, prints that deal with the 

idea of beauty and love and an individual's struggle to deal 

with those entities. James Drake (1990), states that he 

incorporates symbols and imagery into his works that 

represent truths that are common to all mankind and that the 

terms visionary and intuitive apply to his work. Artist 

Dixie Friend Gay (1990) uses terms such as mystical, dream

related, intuitive, and personal myth to describe her work. 

James Surls {1990) stresses the idea of personal myth in his 

response and states that he believes an artist can have a 

visionary nature. Pierre Stine (1991), a sculptor from 

Wichita Falls, uses the terms dream-related, intuitive, 

emotional, and personal myth to describe his welded totem

like sculptures. Many other Texas artists, including Harry 

Geffert, Michael Tracy, Jack Mims, Earl Staley, Luis 

Jimenez, and Lee Smith also utilize mythic elements in their 

works. 

The works and imagery of a selected group of Texas 

artists will be investigated. It will be determined if there 

is a correlation between their work and the ideas concerning 



mythology and symbolism which have already been discussed, 

specifically the idea of the mythic hero journey. 
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CHAPTER IV 

STUDIES OF TEXAS ARTISTS UTILIZING MYTHOLOGY 

As has been stated earlier, there appears to be a re

emergence of artists that seem to be concerned with symbolic 

imagery associated with myth, both personal and universal. 

In researching artists that identify myth as a part of their 

work, a pattern seemed to emerge as the work and the 

creative process utilized by these specific artists was 

discovered. The number of artists that could have been 

included in this study is extensive. However, it was 

narrowed to a small group that seems to share some common 

characteristics. The idea of the journey, process or passage 

seems to be constant throughout the works of this group. The 

idea of the archetypal hero journey is manifested in its 

entirety or in part either in their works or in the process 

whereby they derive their subject matter or symbolism. The 

artists considered will be grouped according to those that 

seem to emphasize a type of journey into the subconscious 

world through the creative process (Surls, Bess), those that 

seem to identify the journey, in whole or in part, of 

contemporary heroes, (Drake, Geffert) and one that 
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recognizes contemporary heroes and represents it to the 

world through symbolic ritual (Tracy). 
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A Contemporary Shamanistic Approach to Creativity 

Forrest Bess 

The life, quotes, and art of Forrest Bess (1911-1977) 

weave a fantastic story that makes him a shamanistic, 

legendary figure. The Bay City, Texas artist considered 

himself a visionary, "a conduit through which ... 

[symbols] pass" (Ennis, 1982, p. 143). He experienced 

visions throughout his life with the first incident 

occurring when Bess was four years old. 

That Easter morning as he awoke, he saw something 

strange on a table across the room. On the white cloth was a 

miniature village complete with people walking on 

cobblestone streets. Colored lights, reflecting from an 

actual cut glass vase, lit up the sky and revealed the 

details of the scene. As the four-year-old Forrest Bess 

attempted to approach the scene, a tiger was perched on a 

chair next to his bed and a lion was positioned in a chair 

next to the table. The two animals prevented him from seeing 

the scene more closely and as a result he started screaming. 

Immediately, the family members responded and, subsequently, 

the vision disappeared. The experience remained vivid 

throughout his life (Ennis, 1982). 

Forrest Bess became an avid reader of Greek and Roman 
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mythology during his adolescence and used art as a "refuge" 

(Ennis, 1982, p. 143). Bess worked hard, copying one master 

after another. He describes spending hours in front of an 

empty canvas and wanting so badly to achieve greatness. All 

the while what he calls "the source" (Ennis, p. 241} was 

nudging his conscious mind in an attempt to release his 

inner being. 

While in the military during World War II, Bess, after 

being chastised for having an unsatisfactory attitude, 

suffered a mental breakdown. Outside the colonel's door, 

Bess yelled, "you damned smirking hippopotamus" (Ennis, 

1982, p. 240}. During the breakdown that followed, Forrest 

experienced several visions including one in which he fell 

into a yellow room which housed a fuzzy horse with blood

red eyes and a hippopotamus with an unbearable stench. Both 

were nodding at Bess. Other visions, as well as days of 

endless crying, followed during this period of mental 

fatigue. 

Forrest Bess later stated that it was during this time 

that he "separated the mind and body" (Ennis, 1982, p. 240). 

This possibly could be identified with the archetypal call 

to adventure. After that episode, he felt that his mind had 

been freed to experience unlimited access to visions. 

The subject matter for Bess' new work came to him as 

abstract symbols such as circles, crescents, lines and 
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checkerboards (see Plates 3-6). He said the images appeared 

on the backs of his eyelids. Forrest later determined that 

the images were similar to abstract symbols found in 

Paleolithic cave paintings. The compositions often came at 

night and bombarded Bess' mind so quickly that he could not 

record all of them. He did try to record the images as 

closely as possible and did not attempt to make any changes. 

In the transference of the symbols to canvas, Forrest Bess 

stated that his conscious mind was totally separated from 

the creation of his work (Ennis, 1982). 

Bess fully believed that the symbols were significant, 

both personally and universally. Even though he could not 

immediately understand them, Forrest felt that they would 

eventually help him answer questions about himself and 

perhaps the whole of mankind. 

At this point in his career, Bess, a contemporary of 

the Abstraction Expressionists, exhibited his work in Betty 

Parsons' Gallery in New York along with works by Jackson 

Pollock, Barnett Newman, Clyfford Still and Mark Rothko. 

Even though he was included in shows with these artists, 

Bess felt that their work was contrived and he had little 

respect for it (Ennis, 1982). 

Forrest Bess had become interested in the theories of 

Dr. Jung, especially, the idea that modern man has silenced 

his unconscious mind with its collective images and as a 
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result suffers from all types of maladies including anxiety, 

neuroses, and psychoses. Following Jung, Bess believed that 

an understanding of certain symbols could bring the 

psychological peace that was needed by modern man (Ennis, 

1982) . 

In the summer of 1953, in an attempt to comprehend the 

symbolic imagery, Bess conducted an experiment designed to 

take him on an inward journey. In the evening, he stared 

intently at one of his paintings for an extended period of 

time, turned out the light and went to bed. As he had hoped, 

Bess experienced an extraordinary mental pilgrimage before 

morning. " 'I never felt such a sense of loneliness, of 

desolation. Nothing alive but me. So long, long ago. So 

ancient, beyond memory' " (cited in Ennis, 1982, p. 243). 

Bess felt that he had reached a primordial state of 

consciousness. He believed that he actually journeyed back 

to the distant past to experience "Self" in an untraumatized 

state that was eternally existent. 

After this episode, he became obsessed with 

determining the significance of his symbols. "Painting, he 

concluded, was 'the Great Means through Therapy in which the 

individual may become keyed into the Eternal' " (cited in 

Ennis, 1982, p. 243). Bess felt, and corresponded with Dr. 

Jung, that his symbols were the cure for the tensions that 

plagued the modern man. Bess believed that through art and 
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and harmony with his world. 
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Forrest Bess was on a quest for the perfect state of 

being. Bess, who was later to be diagnosed as schizophrenic, 

recognized a dual personality in himself. Personality #1, as 

he dubbed it, was the typical macho Texas roughneck while 

Personality #2 was rather effeminate, introspective, and 

would rather cry than fight. He theorized that if his two 

personalities could be united, his conscious and unconscious 

could also experience union. Bess also established an 

elaborate theory that the ideal human would be of an 

androgynous nature. He theorized that the unconscious of man 

was feminine and that the unconscious of women was 

masculine. If he could help mankind achieve the union of the 

two sexes, Bess could possibly launch a superior race which 

might even be able to attain immortality. This superrace 

would have the unconscious united with the conscious in a 

perfect psychological state. Wars would be ended and there 

would be no need for prisons (Ennis, 1982). 

To further his ideas of attaining immortality, Bess 

studied the mid-1950s work of a now discredited researcher, 

Eugene steinach, who claimed that he had discovered a way to 

stop aging in man. Steinach claimed that by tying off the 

vas deferens, the flow of semen would back up and exert 

pressure on cells that were responsible for the production 
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of male hormones thus arresting the aging process. Bess had 

thought that this procedure could be employed to help deter 

aging (Ennis, 1982). 

This was not the first time man had thought in terms 

of immortal, hermaphroditic beings. In Campbell's (1971) 

Hero with a Thousand Faces, he acknowledges the androgynous 

characteristic of certain gods in many cultures. 

Male-female gods are not uncommon in the world of 
myth. Awonawilona, chief god of the pueblo of 
Zuni ... is actually he-she. The Great Original 
of the Chinese chronicles, the holy woman T'ai 
Yuan, combined in her person the masculine Yang 
and the feminine Yin .... And among the Greeks, 
not only Hermaphrodite, but Eros too, the 
divinity of love, were in sex both female and 
male. (pp. 152-153) 

Campbell (1971) also concludes that Adam was of an 

androgynous nature before Eve was brought into being. 

Campbell states also that the nature of God is androgynous. 

The fall from the state of perfection began with the 

separation of Eve and the idea of duality in life. After 

that came other dualities or pairs of opposites such as good 

and evil. This is the pattern for the beginning of many 

mythologies as one is divided into two. Subsequent 

generations are then propagated by the union of the original 

two. 

In certain primitive tribes in Australia, the 

initiation ritual involving the passage of males into 

manhood begins with a circumcision and then about a year 
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later, another surgery is performed. An incision is made on 

the underside of the penis leaving a "permanent cleft into 

the urethra" (Campbell, 1971, p. 154}. This becomes a 

"symbolical male vagina" (p. 154} supposedly making the 

individual more perfect than before. Apparently, Bess had 

studied the rites of these tribes. He prepared a manifesto 

that he wanted exhibited with his work based on his studies 

of this ritual and his own study of endocrinology and 

anatomy. Bess felt that he had discovered the perfect and 

desirable condition of man, that of the pseudo

hermaphrodite. 

Forrest Bess was in correspondence with Dr. c. G. Jung 

at the time he was developing this theory. He shared his 

ideas with Jung who responded by saying, 

"What you have found is not unique. It has been 
found possibly once each century from the 
beginning of time. It invariably leaves the 
individual with the feeling that they have made 
The Great Discovery. Let us return to the safe 
basis of facts". (cited in Ennis, 1982, p. 245} 

Bess was excited by Jung's response even though he 

encouraged him to "return to the safe basis of facts". 

Forrest Bess, determined to propagate a new race, felt that 

he had to put his theory into practice through a phenomenal 

act. 

It is not clear exactly how the surgery was 

accomplished. Dr. John Money, a controversial sexual 
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psychologist who later wrote about Bess in a paper entitled 

"Three Cases of Genital Self-Surgery and Their Relationship 

to Transsexualism" (cited in Ennis, 1982), stated that Bess 

began the genitalia-altering operation himself and then 

called for a doctor to help. However, according to Bess, the 

doctor agreed to perform the Australian ritual and to help 

him to achieve a pseudo-hermaphrodite state for $100 and 

several paintings. Forrest Bess was extremely proud of his 

accomplishment and even sent pictures of the alterations to 

Nancy Parsons in New York. 

In the years following, Bess gained respect in the 

Houston area where only a few were aware of his theories and 

his surgery. He continued to search for what he considered 

universal truths. In a catalog for a 1962 retrospective 

exhibition in New York, Meyer Schapiro wrote, " 'Forrest 

Bess is ... a real visionary painter. He is not inspired by 

texts of poetry or religion, but by a strange significance 

in what he alone has seen' " (cited in Ennis, 1982, p. 246). 

Bess' life was to end on an unhappy note. As he had 

been unable to garner little scholarly support for his 

theories, he began to doubt their validity himself. His art 

had always met with favorable reviews but he had gained 

little financial success. During his life as he had 

struggled to discover truths through tapping into the 

collective unconscious, Forrest Bess had been plagued with 
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the nagging fear that he might be suffering from a mental 

disorder. He had stated once that the creative force within 

him might be the Devil or it might be Dionysus. Bess began 

to exhibit anti-social behavior such as creating 

disturbances and walking nude down a city street. A confused 

and depressed, alcoholic Bess was not able to recall the 

last incident which earned him a trip to jail. Eventually, 

as incidents occurred with more frequency, Bess was placed 

in a hospital and diagnosed as a paranoid schizophrenic 

(Ennis, 1982). 

It is difficult to decide how to classify Bess. As far 

as his art is concerned, he was ahead of his time in the use 

of personal imagery and mythical symbolism. According to 

Ennis (1982), Bess is receiving attention today because his 

work anticipates a whole generation that is concerned with 

personal vision and "all-consuming search for the truth" (p. 

142). In 1962, Bess had predicted that his art was the art 

of tomorrow. 

His visionary work, such as Untitled No. 8 (1957), 

consists of symbolic shapes that Bess felt came totally from 

his unconscious psyche. The painting consists of a crescent, 

representing the female, and heavy black shapes beneath it, 

which according to Bess, represent testicles. This work 

embodies his idea of the ideal state of the human which 

would include both sexes in one perfected body (Ennis, 



1982). As described by Ed Hill, the "message that surfaced 

over and over concerned the search for sexual wholeness. 

Vaginal, ovoid, and spherical forms recur with some 

regularity" {1987, p. 124). 
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In Myths to Live By, Joseph Campbell {1988) compares 

the inward journey of the schizophrenic with the inward 

journey of the shaman, the mystic, and the LSD induced 

schizophrenic journey so common in the 1960s. In his 

studies, he has concluded that the journey of the 

mythological hero, the shaman, the mystic, and the 

schizophrenic are amazingly similar. The schizophrenic 

suffers a break with the social order, followed by a retreat 

into the deepest areas of the psyche, suffers through 

terrifying encounters and then, experiences situations ''of a 

centering kind, fulfilling, harmonizing, giving new courage; 

and then finally in such fortunate cases, a return journey 

of rebirth to life" (p. 208-209)). In the hero's journey, as 

identified by Campbell, there is an initial separation · 

followed by some type of initiation and finally, a return. 

In primitive cultures, the shaman takes the same journey and 

hopefully returns with an expanded consciousness and truths 

to share with the larger group. Others who have experienced 

drug-induced schizophrenia have described feelings of total 

understanding of the mysteries of the universe. 

In describing the schizophrenic journey, Campbell 
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(1988) states that there is a breaking away from the reality 

of the physical world, a retreat into the unconscious. This 

is followed by an overwhelming sense of total regression 

into the individual's past, to an infantile state and 

perhaps, even back to a state of animal consciousness. 

During this time, the individual may feel that he 

understands the mysteries of the universe. This, as Campbell 

points out, seems to be that for which the mystic, the 

saint, the yogi, or the shaman is striving, that" 'oceanic 

feeling' as Freud called it" (cited in Campbell, 1988, p. 

225). The person may feel as if he has always existed and 

that he will always exist. 

Looking at Bess' experience in the summer of.1953, one 

can recognize the same sequence of events that Campbell 

identifies for the schizophrenic journey. Bess attempted to 

retreat into the unconscious world and in so doing, felt 

that he reached that state of oneness with the universe. As 

Campbell (1988) states in his description, the individual 

feels that his consciousness has united "with the 

consciousness of all things, the rocks, the trees, the whole 

world of nature, out of which we all have come" (p. 226). 

The person at this point of the voyage feels that he has 

always and will always be. In relation to that, Bess felt 

that through his symbols he had been able to experience a 

psychologically pure and untraumatized Forrest Bess that had 
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always been and would always be in existence (Ennis, 1982). 

Jess Watkins, a Royal Navy commodore, tells of a 

schizophrenic adventure that he experienced. 

"At times it was so devastating that I'd be 
afraid of entering it again .... I was suddenly 
confronted with something so much greater than 
oneself, with so many more experiences, with so 
much awareness, so much that you couldn't take 
it". (cited in Campbell, 1988, p. 233) 

In comparison, Bess had described an overwhelming sense of 

loneliness and desolation. Campbell, in comparing this type 

of journey to that of the shaman, mystic, LSD experience, 

etc., states that the main difference that he can determine 

between them is that the holy men are equipped, either by a 

special gift or with instructions from another, to withstand 

the awesome journey. Schizophrenics, including the self

induced LSD experience, do not know how to deal with or 

handle the overwhelming voyage. An important aspect of 

making it through this type of encounter, Campbell says, is 

the ability to become aware of the vision or encounter but 

not to become lost in it. Ultimately, the person should be 

able to experience a rebirth or new awareness because of it. 

It is not within the breadth of this thesis to 

determine if Forrest Bess was a person with mystical or 

shamanistic gifts or if his theories and art were a result 

of the diagnosed schizophrenic condition and accompanying 

visions of grandeur. Whichever is the case, archetypal 
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patterns can be recognized in Bess' work, the most obvious 

being the idea of the perfected androgynous hero. Forrest 

Bess apparently saw himself as a type of shaman who was 

willing to take the plunge into a subconscious world in 

order to help relieve the problems of living in a time of 

over rationalization. He became the hero willing to take the 

journey, willing to suffer through the struggles, and 

wanting to return with an expanded consciousness. Bess 

believed so strongly in the universal significance of his 

theories, that he sacrificed his own body in an attempt to 

prove them. 

Bess may have fallen into the category of 

schizophrenia if he considered himself The Savior rather 

than a savior, a trap Campbell (1988) cautions against. 

However, if Bess had found himself in another culture or 

another time, he would probably have been recognized as 

having special powers when he was four years old. The Eskimo 

shaman, Igjugarjuk, mentioned earlier, was plagued by dreams 

and visitors that spoke to him. His frightened family called 

for an older shaman who took the child and placed him in 

isolation on a sled in an Arctic wasteland. For thirty days 

and nights, while suffering severe cold, the child was to 

fast and concentrate on the Great Spirit. A comparison can 

be drawn between this incident and the experiment that Bess 

undertook the night he concentrated intently on his canvas 



and then lay in the dark, inviting the Great Spirit of the 

unconscious world to visit him. 
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Forrest Bess died in 1977. His work had emphasized a 

personal vision and what. he had hoped was a universal 

vision. He was aware of tensions created in a modern time 

which may have been caused by the deep burial of the 

unconscious. Incredulous as they may have been, his theories 

about uniting male and female into one perfect body, were, 

after all, a repeat of an archetypal pattern present in many 

other cultures. 

James Surls 

Rollo May (cited in Eisner, 1987) indicates that a 

person who has the verbal and imaginative resources capable 

of cultivating his or her own personal myth will be able to 

handle passages in the physical world more easily. James 

Surls (born 1943), therefore, should be at an advantage in 

his journey through life as he considers his work to be 

representative of his own personal myth. Surls' wooden 

sculptures carved from tree trunks or twisted limbs 

represent fantastical, optimistic reflections of 

autobiographical narratives, carrying symbolism and imagery 

that has evolved through the creative process. However, 

Surls' work does transcend the personal as he feels that his 

symbols carry universal significance and become vehicles of 

instruction {Surls, 1990). Surls, described by some as 
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mystical and shamanistic, intensifies that image with the 

inclusion in his work of elements such as the "cosmic eye", 

birds representative of spirit figures, and "angels, spiked 

dragons and flower men pierced with huge needles or holding 

carved swords" (Gambrell, 1987, April, p. 192) (see Plates 

7-11). His conversations include phrases such as "Nnnyyying! 

Nnnyyying! Now, enter the dragon!" (O'Conner, 1987, p. 1) in 

which the dragon represents reality. 

In describing the creative process, Surls says he 

places himself in a fantasy position and deals with it as 

though it were reality. James Gambrell (1987, April) 

describes Surls' sculpture as embodying "a free

associational, surrealist play of imagination" (p. 192). 

Works by Surls, inspired by nature through rainstorms, 

bitter cold, and walks in the woods (O'Conner,1987), often, 

according to Gambrell, deal with a struggle between man and 

nature, with nature most often being the victor. 

Surls has faith "in the catalytic ability and 

responsibility of art to convert personal experiences into 

more universal dynamic truths" (Cowart, 1982, p.2). He takes 

the creative process very seriously. When Surls has a work 

in progress, according to his wife, Charmaine, he is very 

distant and removed, existing almost in another world 

(O'Conner, 1987). According to John Alexander, James Surls 

believes that art can heal (cited in o•conner, 1987). This 
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is not unlike Jung's theories in that a union of the 

conscious and unconscious worlds can bring a relief from the 

tensions, neuroses, and anxieties of today. Indeed, this 

becomes a goal of psychoanalysts as they attempt to help 

patients reveal and release pathological ideas buried in the 

subconscious (Eisner, 1987). Therefore, if an artist is able 

to gain insight into unconscious imagery and symbolism, 

which according to Jung may be part of the collective 

unconscious, and present it in a format for others to 

experience, perhaps it can promote healing. 

Michael Samuels (1975), talks about Surls' images that 

come from his "inner center--which is directly connected to 

our inner centers" (p. 3). 

He lies down, turns down the lights, turns on 
some music and looks inside. He sees his shapes 
one after another appear and disappear like 
thoughts. (p. 3) 

This procedure is very similar to the 1953 experiment 

conducted by Forrest Bess as he attempted to allow his 

unconscious mind to flood his conscious mind with imagery. 

Whereas Bess attempted to record those compositions just as 

they came to him, Surls plays with those internal images 

mentally changing them, adding to and taking away (Martin, 

1982). Drawing for him represents layers of "psychic-images" 

as the process offers a "psychological freedom to run" 

(p.2). In response to a questionnaire, Surls (1990) states 
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that he utilizes the process of automatic drawing and that 

through that process, he believes that unconscious thought 

and imagery can be revealed. Gambrell {1987, April) states 

that Surls' free-form drawings' "cryptic captions evoke a 

world ruled by spirit, nature and sexuality" (p.192). His 

drawings serve as a guide for sculptures as Surls responds 

to the sensual elements of raw nature. 

Surls is quoted as saying that he would like to 

rewrite the Bible from page one. He thinks it should begin, 

" 'From the beginning, God created.' Period" {O'Conner, 

1987, p. 4). God continues the creation process and 

according to Surls, the artist is part of it, along with all 

of mankind. Nancy Samuels sums up Surls' work by saying, 

One of these nights I expect to look up at the 
sky and see one of James' pieces dancing in the 
heavens, stars at its joints--a new 
constellation, a mythological creature. (cited in 
Samuels, 1975, p.2) 

Contemporary Journeys of the Hero 

Harry Geffert 

Lillian Feder (1971) has acknowledged that mythical 

patterns may be demonstrated in the reporting of everyday 

events as the unconscious drives of the artist become a part 

of the creative process. The work of Harry Geffert (born 

1934) (see Plates 12-16) seems to fall into this category. 

Geffert, former teacher of sculpture at Texas Christian 

University, creates three-dimensional bronze narratives that 
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do not allow the viewer to nonchalantly pass. The 

surrealistic sculptures reach beneath the surface and tug at 

emotions that are not always readily identifiable (Davidow, 

1991) . 

Geffert's works are of a definite autobiographical 

nature, but because they concern themselves with the human 

condition and its survival, both emotionally and physically, 

they transcend to universal significance. Geffert utilizes 

art historical sources, personal experiences, dreams, 

memories, and mythological references in his bronze 

assemblages (Freudenheim, 1987). Each scene, reminiscent of 

both physical reality and a surreal dreamworld, presents an 

almost unending source of stimulation as it intrigues the 

viewer and encourages him to move around the space. His 

larger figures create the primary drama while smaller 

figures eventually draw the viewer into an extended tale. 

Even though Geffert does not consider himself a 

religious person he often uses Christian references in his 

work, such as in the piece entitled The Creation of Eve's 

Consciousness, 1985-86 (see Plate 17). Life-size figures of 

a young man and woman, in a gesture reminiscent of 

Michelangelo's Creation of Adam, 1508-1512, reach for each 

other from their respective beds. An eternity of tension is 

created as the two hands come enticingly close but are never 

able to close the gap. This autobiographical drama also 
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serves on another level as the familiar story of the Garden 

of Eden after the Fall (Davidow, 1991). 

Geffert seems to emphasize the death of Eve's 

innocence and her increased awareness of her sexual power. A 

relationship unfolds as the woman appears with the artist in 

many smaller elements throughout the work. 

Geffert states that he does not have an overall plan 

when he begins an assemblage, rather he allows it to evolve. 

With its surreal, dream-like qualities, one can easily sense 

that those unconscious drives emerge through the creative 

process. The Creation of Eve's Consciousness may serve as a 

record of intertwining heroic journeys as the relationship 

between the man and woman seems to change over a period of 

time. Perhaps, this is an indication of Geffert's own 

experiences and possibly, a more universal application may 

be made to include a world of changing male/female roles 

(Davidow, 1991). 

Apparently, the young woman starts her journey as a 

model for the Creator, Geffert, as is witnessed in the scene 

in which he is removing a cast piece from the mold. In this 

scene, she dances playfully for Geffert. The young woman is 

then shown in a sequence of views as she runs down a hill 

toward her hero, an image of Geffert, as he races to her in 

a Roman chariot. Perhaps, her struggle begins with the 

invasion by the handsome young man. The loss of innocence 
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seems to be suggested by a sexual encounter as she sits on 

her bed with her young lover while Geffert, her guide and 

mentor, hidden by a blanket, lies beside her. Eve has been 

transformed from the innocent, dancing young woman to one 

that has had her eyes opened, as Campbell stated about 

society in general, "to a full waking consciousness". Her 

knowledge is both a blessing and a curse. She has been 

enlightened but she is also heavily burdened with the weight 

and tension created by the knowledge. In the central drama, 

as she reaches longingly from her bed towards the young man, 

one is aware of the eternal struggle that will now ensue 

(Freudenheim, 1987). 

Whether Geffert intended it or not, the same 

descriptions of Jung and Campbell concerning the modern 

world as a whole can be applied to his sculpture. The human 

race has been enlightened, enticed, and seduced by the 

materialism, the research, the technology and other elements 

of today's world. Mankind has, in too many instances, turned 

its back, as did Eve, on humanity. There remains a longing 

that is never satisfied as mankind reaches for more, and 

then more is not enough. It becomes imperative that people 

realize that the relevance of existence in this physical 

world can be found in each other and not in elusive 

possessions and unattainable goals. If a function of the 

mythic journey is to instruct or to give insight, Geffert's 
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work definitely accomplishes this. The emotions that are 

evoked as the viewer walks around the assemblage are not 

consciously understandable to everyone. There is, however, 

symbolism inherent in the work capable of reaching an 

intuitive level that does not require conscious explanation. 

The work can also be read on the level of the elevated 

consciousness of women in general. Again, that has been both 

a blessing and, in some ways, a curse. Like Geffert's Eve, 

more is available to today's woman, but that in itself can 

create tensions as the guides and mentors are not always 

comfortable with the woman's new found independence. Roles 

are being redefined, and the struggle remains since there 

are still many boundaries in existence. The mythic hero's 

journey is filled with obstacles, but he, or she in this 

case, takes each one as it comes. As with Eve, she has 

choices to make. Some will not warrant the turmoil that will 

be caused, but others, and their ensuing turmoil, are 

inevitable. As with Eve, some will be forever trapped, 

almost touching, almost reaching, but others will touch and 

others will reach. 

In another commentary on the male-female relationship, 

Geffert presents Another Place: A World Between Worlds, 

1990, (see Plate 18). Geffert catches the viewer off guard, 

again, as he uses the contemporary idea of role-reversal in 

the story of the Garden of Eden. In a narrative dealing with 
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lust, love, deceit, punishment and reward, a very realistic 

and life-size male figure offers the famed apple to a much 

smaller Eve who reclines upon a couch. One hundred 

intertwining human figures are suspended below the squatting 

body of Adam in a hell with a bed of serpents squirming 

below them. Adam, playing the role of tempter and oblivious 

to the forthcoming destruction, becomes a haunting scene 

that replays repeatedly in the mind of the viewer (Davidow, 

1991). The dream-like worlds created by Geffert have been 

compared to those of Hieronymus Bosch and his Garden of 

Earthly Delights, 1505-1510, (see Plate 19) as they involve 

humor, instruction, fantasy, and symbolism through 

miscellaneous images such as eggs, ladders, chimneys and 

other figures (Freudenheim, 1987). 

James Drake 

The work of James Drake (born 1946) seems to reaffirm, 

as did that of Geffert's, the comment by Feder (1971) that 

an everyday experience subjected to the artist's unconscious 

drives may repeat patterns of ancient mythology. In a survey 

completed for this thesis, Drake (1990) describes his work 

as surreal, visionary, emotional, and intuitive. He 

consciously incorporates symbolism that he feels represents 

universal truths to inspire and to cause people to think. 

Drake states that his personal mythology emerged through 

hard work and the creative process. 
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The influx of illegal aliens, the drug traffic, and 

other problems associated with Mexico and its border with 

the United States, play a large role in James Drake's work. 

In Praetorian Guard, 1985 (see Plate 20), the twisted steel 

body, balanced asymetrically on the top of an obelisk-like 

monument and positioned between two automatic weapons, is 

indicative of Drake's style. Another piece, Juarez/El Paso, 

1986-88 (see Plate 21), is an installation combining a 

welded steel figure, two swans, and double arches placed in 

front of a charcoal drawing of a railroad track. A tragedy 

that took place in El Paso, Texas in 1987, serves as the 

topic of this piece. A horrifying incident happened when an 

airtight refrigerator boxcar became the tomb for seventeen 

of the eighteen Mexicans who were illegally attempting to 

gain entrance to the United States. According to Marilyn 

Zeitlin (1988), former curator of the Contemporary Arts 

Museum in Houston, the installation assumes the status of an 

altarpiece with a figure standing in front of the drawing of 

the train track. Two swans, reminiscent of the mythic Leda 

to whom Zeus came in the form of a swan, symbolically 

represent death and melancholy. 

James Drake created an additional piece, entitled Raft 

of the Medusa, 1988, using the boxcar incident as subject 

matter. The second installation also includes a drawing and 

weided sculptures. According to Marylin Zeitlin, {1988) 
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Drake's charcoal drawing in his Raft of the Medusa, 1988, 

recalls the masterpiece of the same name done in 1819 by 

Theodore Gericault. The thirty foot drawing included in the 

installation closely follows that of Gericault's work. 

Drake's work depicts, as does Gericault's, the inhumanity 

suffered as men struggled to survive against insurmountable 

odds. Gericault's painting depicts the survivors of the 

wreck of the French ship Medusa that were afloat in the sea 

on an insubstantial raft. These people were subjected to 

hardships which resulted in death, murder, and finally 

cannibalism before the fifteen survivors were finally 

rescued. According to Lynn Matteson (cited in Vinson, 1990), 

the officers and senior crew had commandeered the sea-worthy 

rafts and crowded one hundred fifty soldiers and passengers 

onto an unsafe raft. The officers towed the raft for a 

while, but when the sea became rough, the towline was cut 

leaving the people stranded with no provisions. Thirteen 

days later, the raft was discovered with only the fifteen 

survivors. The incident became a rallying cry against the 

French government and an expression of social revolution as 

it became known that the captain of the ship was incompetent 

and had received his position through a political favor. 

The welded figures, also a part of Drake's Raft of the 

Medusa, represent the suffocated Mexicans that were trapped 

in the box car. Even though the figures demonstrate terror 
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and suffering, they are presented in a formal manner 

reminiscent of ancient Greece. The figures could be anyone. 

They are not even necessarily male. This could have been the 

plight of anyone had it been their lot to be on this 

particular life journey. The figures project into the space 

of the viewer causing the experience to be realistic. A 

sense of hopelessness ensues as one is made aware of the 

many boundaries that still exist in the supposedly civilized 

world. Drake forces the viewer to draw a comparison between 

the horrifying event that took place in the early 1800s 

through the mismanagement of the government and the boxcar 

incident of citizens born in a country of severe economic 

stress. Drake attempts to raise the level of the eighteen to 

mythical status as, according to John Torreano, "the men in 

the boxcar become contemporary heroes" (cited in Zeitlin, 

1988} . 

Drake often uses contorted and asymmetrically balanced 

figure~ reminiscent of Hellenistic Greek sculpture. He 

purposefully chooses a time of decadence and decline in the 

Greek civilization to emulate as he attempts to make the 

viewer think about the political and economic state of 

Mexico and the problems associated with the u. s. border. 

The figures are fragmented and often dismembered stressing 

the plight of a people who are exploited, according to 

Drake, by both governments. Factories in Mexico produce 
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parts of goods that are then carried across the border, 

assembled, and labeled "Made in the USA". These people 

receive more wages than their peers but they are paid far 

less than their American counterparts. There are no "safety 

or pollution controls .... No unions, no health benefits" 

(Zeitlin, 1988, p. 5). 

Drake reworks Jose Clemente Orozco's (1883-1949) mural 

entitled Katharsis, 1934, in which Orozco stresses "the 

battle of modern man against encroaching technology" 

(Zeitlin, 1988, p.5). Alicia Azuela states that Orozco 

believed that the visionary has the ability to direct the 

course of mankind and maintained "that it is he that 

provides humanity with the means to go forward" (cited in 

Vinson, 1990, p. 903). In Katharsis, Orozco, playing the 

role as visionary, attempts to make the people aware of the 

dehumanization that is a product of unsafe conditions in 

assembly line work. 

Drake's piece Revolution (Orozco), 1988, based on 

Orozco•s Katharsis, consists of a two-dimensional drawing 

and three-dimensional welded sculpture. The drawing, in 

black charcoal, depicts united women prepared for war with 

their rifles and machine gears. The three-dimensional aspect 

of the installation includes an image of the Pyramid of the 

Sun from Teotihuacan. The pyramid is a symbol of order, 

hierarchy, and stability but Drake reminds the viewer of the 
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collective cannibalism of a dying civilization as the Aztecs 

made horrifying human sacrifices to appease the war-gods 

(Zeitlin, 1988). Drake, like Orozco, strains to make others 

aware of the economic and political victims. The Hellenistic 

Greek world, the Aztecs of the 1500s, the French society of 

the 1800s, and the Mexican and American civilizations of 

today in all probability share some common characteristics. 

As Campbell (1988) has stated, the community is now or 

should be the planet. Drake makes one aware of the many 

boundaries that are still existent in the world. He also 

points to the idea of the archetypal journey that is 

repeated daily as men and women attempt to cross the Rio 

Grande. Some, like a boxcar of eighteen members of the human 

race, become contemporary heroes and an impetus for others 

to attempt to change the world around them. 

Contemporary Journey and Symbolic Ritual 

Michael Tracy 

Michael "Tracy's work grows out of the conceptual 

concerns of the'70s with ritual, sacrifice and artistic 

shamanism" (Gambrell, March, 1987, p. 121). Gambrell also 

relates Tracy's work to the "philosophical and psycho-sexual 

conflicts at the heart of Roman catholicism" (Gambrell, 

April, 1987, p. 192). Tracy (born 1943), working in his home 

near the Mexican border in San Ygnacio, Texas, is very much 

concerned with ritual and process. This is demonstrated by 
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his emphasis on the physical creation of the work which is 

then followed by ritualistic performances involving the art. 

Tracy provides himself with an outlet in which he can 

express his strong feelings about life and death as well as 

art (Mayo, 1983). The prime function of mythology and the 

associated rituals, according to Campbell (1988), has been 

to usher the human spirit to a higher plane or to move it in 

a positive direction by providing appropriate symbols. 

Tracy's work utilizes this idea in a search for grace and 

rebirth through ritual. 

One of Tracy's first performance-oriented pieces, 

Sacrifice I, 13-9-74, 1974, involved the piercing of one of 

his large paintings with spikes, which was subsequently 

offered as a sacrifice to a mountain of sugar in a 

warehouse. The painting was burned in a separate ceremony 

near the Gulf of Mexico in Galveston, Texas (Mayo, 1983). 

Art for Tracy represents an important part of life. However, 

the idea of food or survival has to supersede that passion. 

Sacrifice I, 13-9-74 represents that concept. 

An exhibition of Michael Tracy's works in 1983 was 

entitled Reguiem , para los Olvidados (see Plates 22-24). The 

works, in memory of the victims of political violence in El 

Salvador, reflect Tracy's concern with the inhumane 

treatment of people. These works, weathered from exposure to 

the - elements, evoke a sense of the sacred or mystical with 
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their heavy endowment of hanging metal icons, tufts of hair, 

broken glass, wood, knives, swords, and rotting fabric. The 

pieces, dedicated to Los Olvidados or the forgotten ones, 

possess the feel of aged, primitive fetishes as they undergo 

bouts of gouging, piercing, and even burial and are often 

transferred to another locale through a ritualistic process 

(Liebmann, 1984). Tracy in this series, alludes to sex and 

religion, two subjects that will evoke strong emotional 

responses from most people. On another level, the pieces 

also refer to life, death, and resurrection (Mayo, 1983). 

Part of the Los Olvidados series, Cruz to Bishop Oscar 

Romero, Martyr of El Salvador, 1981 (see Plate 23), an 

altar-like piece, serves as a memorial to the death of 

Bishop Oscar Romero of El Salvador as well as a reminder of 

a war torn country in which even the altar of the church was 

not considered sacred and neutral territory. Not only was it 

the site of the Bishop's assassination, but some of his 

followers were later killed on the steps of the cathedral 

(Peterson, 1984). 

In the Cruz to Bishop Oscar Romero. Martyr of El 

Salvador (see Pl?te 23), bull horns project from the cross. 

Throughout varying mythologies, the bull has symbolized 

masculinity, fertility, aggression, and power as 

demonstrated by the ancient civilization of Crete with the 

splendid white bull that rose from the sea to seduce the 
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wife of Minos, to the representation of Dionysus as a bull, 

and eventually to rites that evolved to the bullfights that 

now occur in conjunction with religious festivals {Peterson, 

1984). 

According to Suzi Gablik (cited in Peterson, 1984) in 

an article in "The New Criterion", contemporary culture 

suffers from a loss of enrichment through symbolism. The 

loss of symbolism, according to Gablik, both defines and 

limits the conditions of our existence" (cited in Peterson, 

1984, p. 34). Tracy, according to Peterson, is helping to 

rectify this problem. Peterson believes that the works can 

serve to remind one of the "spiritual dimensions that our 

secularized age has abandoned" (p. 34). 

In Cruz de la Paz Sagrada VII: a America Latina, 1981-

83, (see Plate 24) rusted swords penetrating the cross 

become symbolic both of the pain and sacrifice of Christ and 

the death and persecution of victims of political violence 

{Peterson, 1984). The swords also symbolize "the stopping of 

force, righteous anger, the violence of contemporary life 

... sexual penetration and violation and, as always in 

Tracy's work, transformation" (Mayo, 1983, p. 2). Tracy's 

work unites the spiritual and the physical resulting, 

according to Peterson {1984), in both an erotic and ecstatic 

dimension reminiscent of the mystical experiences of St. 

Teresa as depicted by Bernini in 1647-1652. Mayo (1983) 
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contends that, as well as being symbols of sexual 

penetration and the realease of pent-up emotion, the 

inserted daggers are also instruments of murder. The 

seductive, sensual surfaces with layers and varieties of 

textural materials allude to, according to Mayo, the 

antipathetic nature of pleasure and pain associated with 

sado-masochistic sexuality. "Everything builds toward a 

heightening of tensions and extreme physical sensation into 

a final, cathartic release and evacuation" (cited in 

Peterson, 1984, p. 35). The painful purging process of 

ritual has historically been necessary to cleanse one of 

sins with the catharsis leading ultimately to death of self 

and a rebirth. As in the experience of st. Teresa, Tracy 

attempts to link the ecstacy of the erotic with the ecstacy 

of the spiritual. 

In a 1983 ceremony, the Cruz de la Paz Sagrada VII: a 

America Latina was placed in the remains of a church in 

Guerrero Viejo, Mexico. The eighteenth century church had 

been destroyed after a dam had been built in the 1950s. "The 

modern, secular search for power has literally caused the 

eroding of older, spiritual values, poignantly symbolized in 

the ancient Spanish church" (Peterson, 1984, p. 34). 

In 1983, at the University of Iowa, Tracy created a 

performance piece (see Plate 25) in which a dance was staged 

to retell the mythic Roman tale of the abduction of the 
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Sabine women. Nicolas Poussin's (1594-1665) Rape of the 

Sabines, the subject of Tracy's performance piece, was 

enacted as models, "nude from the waist down, clad in armor 

from the waist up" (Peterson, 1984, p.35) created a battle 

scene emphasizing the death and war as well as the blatant 

sexual implications. 

In the another series, Via Crucis--a Mexico, 1976-

1983, which includes The Tenth Station. Christ Stripped of 

His Garments (see Plate 26), process, as well as the 

spiritual united with the physical, is emphasized. Fourteen 

panels by Tracy represent the Way of the Cross or the events 

in Christ's journey from the time of his condemnation to his 

entombment. The sequence of fourteen panels appear on a wall 

as they would in a Catholic church. However, these small, 

shrine-like boxes are intended to evoke the idea of the 

physical, human aspect of Christ as well as the spiritual. 

The titles, written in Spainish, are unexpected, such as El 

amor es ingenioso (Love is ingenious) which represents 

Veronica wiping the face of Christ. The last station, the 

entombment of Christ, is labeled Triunfo del fracaso (the 

triumph of failure). The surfaces are very sensual, ranging 

from the heavily textured to the soft and matte. 

With great simplicity, the sense of pain, a 
broken body and death are conveyed though no 
imagery appears. All has been blotted out with 
thick paint layered on like a carnal and 
corrupted skin. (Peterson, 1984, p. 36). 
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Ciborium II: The Eyes of My Heart, 1983, (see Plate 

27) calls to mind the idea of broken, deteriorating flesh. 

The ciborium traditionally holds the bread which represents 

Christ's body. Here tufts of hair and gouged tin surround 

what could be the remains of a decomposed, rotting corpse. 

Again, the idea of uniting the physical flesh, emphasized by 

the skin-like surface, and the spiritual, represented by the 

metallic gold paint swirled throughout the composition, 

becomes an important characteristic of the work. Tracy 

attempts to tell the viewer that the actual location of the 

spirit is in the physical. 

All flesh is suffused with the sacred. The moral 
message is that if the spiritual is ... 
violated in the physical world, and visited with 
extreme suffering, it is only because it is 
unrecognized and unacknowledged. (Tracy has an] 
intense commitment to the resstoration of 
mankind's empathic capacities by reopening access 
to acknowledgement of the shared conditions of 
human flesh--of the full, sensual meaning of 
Incarnation. (Petterson, 1984, p. 36-37) 

If people believe the spiritual is embodied in the physical, 

there will evolve a greater sense of respect for fellow man. 

If Tracy is successful in convincing viewers that the flesh 

is the actual location of the spiritual, he will have used 

art to encourage morality {Peterson, 1984). 



CHAPTER V 

CONCLUSION 

It was the intent of this thesis to research 

information concerning a selected group of contemporary 

Texas artists in order to determine how they utilized and 

defined mythological elements in their art. It was also of 

concern to see if archetypal themes, patterns, or symbols, 

specifically those dealing with the idea of the journey, 

quest, or passage, were utilized in a manner similar to that 

of mythology and art in the past. It was also of interest to 

research the source of symbols and imagery that is used by 

this group of artists. 

Twenty-five questionnaires, six of which were 

completed and returned (see appendices) were mailed to a 

random group of artists that had indicated the use of myth 

in their work. Interviews were conducted with Pierre Stine 

and Kevin Marshall, both of whom utilize mythological 

elements in their work. One statement was given by an 

artist, who wishes to remain anonymous, concerning a drug

induced schizophrenia. Information about two artists, 

Geffert and Tracy, who had recent exhibitions at the Dallas 

82 
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Museum of Art was researched. Other information concerning 

artists that met the criteria for the thesis was researched 

from journals, books, exhibition pamphlets, and information 

collected from the files of the Dallas Museum of Art 

Research Library. 

The group of artists was narrowed mainly to five that 

seemed to share the idea of mythic journey or passage in 

their ideology. Two of the artists, Surls and Bess, seem to 

emphasize the mental inward journey of the artist with 

similarities to that of the shaman or visionary with the 

resulting imagery possibly being symbolic of personal and/or 

universal truths. Two of the artists, Drake and Geffert, 

deal with journeys as subject matter that at least in part, 

adhere to the mythical hero journey. Tracy seems to deal 

with ritual associated with the heroic journey. Two in the 

final group of artists, Surls and Drake, responded to the 

questionnaires. 

Mythology has played an important role in the lives of 

man since, as was stated earlier, he created such works as 

the Venus of Willendorf. As discussed in Chapter III, man 

has increased his knowledge and with that came the hope that 

technology and scientific research would help rid the world 

of major problems. Mythologies and philosophies have been 

pushed aside as man rushed into the future at a tremendous 

speed. However, beneath the noise of the mechanized world, a 
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still small voice seems to tug at the consciousness of man. 

In ignoring the matters of the metaphysical, spiritual, or 

unconscious, it seems that man has created problems for 

himself as he is besieged by neuroses, anxieties, and 

obsessions. There is no peace or serenity for the majority 

of the world today. 

According to Stephen Larsen (1976) in The Shaman's 

Doorway, under the leadership of science, "we are ... in 

the process of raping the globe, the Great Mother whose 

planetary body we live upon" (p. 41). People seem to be in 

bondage to the technology and materialism of contemporary 

society. It does seem, however, that in recent years, some 

are looking for answers beyond the physical world. The group 

of artists discussed in this thesis seems to be among those 

that have taken it upon themselves to search for answers 

that will make today's world a better place. 

In defining and establishing the functions of a viable 

mythology, the primary function seems to be that of moving 

the human race forward. Stephen Larsen (1976) states that 

"myth is the vehicle for a supernatural transaction that 

brings healing or resolution" (p. 34). 

In the discussion of Chapter III, it was also 

established that archetypal patterns, themes, and motifs 

reappear in mythologies that are separated by time and 

ge~graphy. Jung's theory concludes that those archetypal 
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images are inherent in the collective unconscious of 

mankind. The unconscious then attempts to communicate with 

the conscious in symbolic imagery. The unconscious, 

according to Campbell (1990), is controlled by the Wisdom 

Body or instincts that are inherent in the physiological 

make-up of man. Myth, according to Campbell, is born of the 

dream and the subconscious world. Pierre Stine (1991), one 

of the artists interviewed, states that his ideas come from 

"the land of myth, the birthplace of ideas" as he refers to 

the subconscious. A major problem, according to Jung (1972), 

in the contemporary world is the division that exists 

between the unconscious and the conscious worlds. 

One of the major themes that seems to exist in all 

mythologies is that of the hero and his journey. The common 

formula for the journey is first, a call to adventure, 

according to Campbell (1988), and a break with the 

environment. The hero goes forward into a world of struggle 

and battle where he is likely to encounter a supernatural 

guide or discover hidden powers deep within himself. A 

death, symbolic or physical, is experienced and then a 

rebirth or renewal takes place. This results in gained 

wisdom to be shared with the world. This is the same general 

formula, according to Campbell, that describes the inward 

journey of the shaman, mystic, schizophrenic and drug

induced schizophrenic. Briefly, the schizophrenic journey 
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begins with the departure from the social order. A deep 

retreat back into the psyche is experienced. "Darkly 

terrifying experiences" (Campbell, 1988, p. 208) take place 

deep within the psyche and then hopefully a centering or 

fulfilling takes place. The individual experiences a rebirth 

to life. Campbell states also that the schizophrenic takes 

such a deep plunge that he experiences more than the 

personal unconscious. He goes all the way to the collective 

unconscious. The primitive shaman takes a very similar 

journey but, he does not reject the local social order. When 

he returns from his trance-like state, the insight and 

wisdom he has gained reinforces the local social order with 

its established rituals and beliefs. According to Campbell, 

whether the journey is schizophrenic or shamanistic, the 

individual experiences the same archetypal images. 

The idea of journey, whether it is that of the 

mythical hero, or the inward journey of the shaman, or the 

schizophrenic, will be analyzed as it applies to the five 

selected artists and their work. This will be followed by a 

general summary of the thesis. 

Forrest Bess 

Forrest Bess did take an inward journey of the type 

described by Campbell as being characteristic of the 

schizophrenic and the shaman. Bess experienced his first 

vision when he was four years old. Bess was to experience 
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more visions as he grew older. After a mental breakdown 

while in the military, Bess begin to receive images from a 

source beyond his control. He began to paint these images 

just as he saw them on the backs of his eyelids. He believed 

that the symbols carried significance. Bess believed that if 

he could interpret those symbols they could be universally 

relevant for all mankind. 

The experience that Forrest Bess described (see above 

p. 52) in 1953 sounds very much like the schizophrenic, 

shamanistic inward journey. In an attempt to decipher the 

abstract imagery he was receiving from his source, he lay on 

the couch concentrating on his painting. He then turned out 

the light and went to bed. Sometime before morning, he began 

the deep retreat inward to his psyche. In the process, Bess 

began to experience the tumultuous fall inward that is 

apparently both awesome and terrifying. He felt that he 

regressed to a state of animal consciousness. Bess described 

the over-whelming sense of loneliness and desolation that he 

experienced, but at the same time, he felt that he began to 

understand answers to mysteries of life. At this point, 

Bess' journey could be termed shamanistic or schizophrenic. 

He experienced the separation from his environment as he 

took the deep inward plunge to the psyche. At this point of 

the journey, it seems to be the same for both shaman and 

schizophrenic. They both encounter "the waters of the 
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universal archetypes of mythology" (Campbell, 1988, p. 216). 

The difference seems to be in the return and the insight 

that is brought back. The shaman will generally reinforce 

his local social order while the schizophrenic rejects the 

local social order and drowns in the archetypal waters as 

Campbell states (1988). 

When Bess returned from his inward journey, he began 

to develop his theory of the perfected androgynous body. 

This could support the case that Bess was schizophrenic. He 

definitely was not reinforcing local social order with his 

genitalia-altering surgery that was performed on his own 

body. However, as mentioned earlier (p. 54), the idea of 

androgynous bodies is a motif that has been repeated 

throughout many mythologies. It was not unique to Bess. 

Possibly, this archetype deals with the need that members of 

the human race seem to have for each other. Rarely, if ever, 

does one encounter the person that is totally satisfied to 

have no human contact in life. There is seemingly inherent 

in man the need for companionship. 

Another possible explanation for Bess' idea of the 

androgynous nature may have evolved from the idea of the 

anima or the idea that the unconscious of the male is 

feminine (Jung, 1972). Jung felt that ~he divorce between 

the conscious world and the unconscious was responsible for 

anxieties, neuroses, etc. Understanding that theory, one can 
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better see why Bess might have thought a marriage of the two 

sexes in one body would solve problems. It seems that Bess 

may have taken this idea a little far even for Dr. Jung as 

he attempted a physical solution rather than a psychological 

one. 

Forrest Bess did take an inward plunge to the depths 

of his psyche. It would be easy to state that he was 

probably schizophrenic. However, as was stated earlier, had 

he been in another culture when he was four years old, 

Forrest Bess would have been treated as a visionary, a 

member of society with the ability of achieving an expanded 

consciousness. His ability to see visions would have been 

nurtured and respected. According to Stephen Larsen "a major 

aspect of any mental disorder is how the local society 

defines it" {1976, p. 46}. 

Bess wanted to help mankind learn to reunite the two 

areas of consciousness through what he believed to be the 

visionary nature of his symbols. Bess apparently wanted to 

leave civilization with the representation of a functioning 

mythology for today's world. However, Forrest Bess' theories 

still seem radical and unjustifiable. They do seem to 

represent archetypes that have occurred in other 

mythologies. The surgery that he experienced, was, after 

all, an Aboriginal ritual. The journeys of Forrest Bess did 

take him to the depths of the psyche where apparently the 
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archetypal images discussed by Jung do reside. However, 

according to Larsen, 

The breakthrough of very potent energy from what 
Jung called the archetypal level of the psyche is 
inevitably intercontaminated with the personal 
psychological configurations of the individual. 
(1976, p. 48) 

Perhaps, Bess did retrieve archetypal symbolism from 

his unconscious that does have universal significance. 

However, it seems that his personal consciousness must have 

also had an effect on his interpretation of those symbols. 

It is possible that instead of listening to Bess' verbal 

explanations of his works, one should view the art and let 

it speak on an intuitive and perhaps, subconscious level. 

James Surls 

The persona surrounding the life and work of James 

Surls is not nearly as dramatic as that of Forrest Bess. 

Descriptions of his work do utilize the vocabulary of myth, 

but he considers it to be his own personal myth. He has been 

described as a type of shaman, but it does not seem that he 

takes the deep inward plunges which cause one to regress to 

a state of animal consciousness as described by Bess. The 

journey taken by James Surls can better be described as a 

time of undirected thinking which is discussed by Stephen 

Larsen in The Shaman's Doorway (1976). This is the thinking 

that occurs during fantasy, daydreaming, and in general, a 

part of the creative process by which the artist may derive 
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his imagery and creates his art. While conscious thinking is 

directed toward the outer environment and occurs through 

effort and attention, undirected thinking emerges when the 

mind is relaxed. Undirected thinking responds to the inner 

world of the person rather than the outer. Images that 

emerge during this time are representative of the 

unconscious world of the individual (Larsen, 1976). Michael 

Samuels' statement that Surls' images come from his inner 

center corresponds very well with the idea of undirected 

thinking. It seems that the type of mental journey that 

Surls embarks upon may be involved more with the personal 

unconscious than with the collective unconscious proposed by 

Jung. Nevertheless, archetypal motifs and patterns may 

emerge through the personal unconscious as well as the 

collective unconscious. Even though they are of an 

autobiographical nature, Surls' work goes beyond his world 

to include the larger community. 

Surls states that he takes a fantasy situation and 

treats it as though it were reality. As stated earlier, 

Feder has concluded that unconscious drives convert personal 

everyday experience into the patterns of myth. Surls, on a 

creative voyage, follows the pattern of the shamanistic 

journey but this type of experience does not take the 

individual as deep into the psyche as those mentioned 

earlier. One can compare the methodology established by 
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Campbell for the mythic journey to that creative journey 

taken by Surls. First, Campbell says that the hero, after 

receiving a call to action, separates himself from his 

world. Surls, answering an inward call for action, separates 

himself from his environment. As with the mythic hero's 

journey, a struggle ensues. Surls battles with the imagery 

which files through his mind. The mythic hero receives 

supernatural help or draws upon his own deeply buried 

powers. Even in the case of death, the hero may be reborn 

and able to return to his world enlightened. Surls receives 

inspiration from whatever is behind the creative force, 

whether it be God or Self, and then he returns to the 

physical world to create a work of art. Enlightened, he then 

looks in nature to discover shapes of limbs, tree trunks, 

etc. that will work with the imagery he has envisioned. From 

material taken from nature, Surls then creates an art object 

that is a result of his creative journey. 

Surls believes that art can heal. If Jung's theories 

are correct, and the body can be healthier by relating the 

unconscious to the conscious, then Surls is right and his 

art should be able to bring about healing as it is a result 

of bringing the two levels of consciousness together. 

The creations of Surls, such as Angel Sewing, 1983, 

(see Plate 28) evoke the feel of the mythical with their 

playfulness, and sense of nature and mystery. One almost 
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expects the figurative works to start cavorting and dancing 

around the space. The imagery has, after all, been derived 

from a level of the unconscious that is alive with dancing 

creatures, cavorting sprites, and mystic flowers. 

Harry Geffert 

Harry Geffert's work seems to embrace the universal 

idea of survival, both emotional and physical. The formula 

of the mythic journey of the hero seems to play a role in 

Geffert's bronze sculptures. Other elements that refer to 

the mythical are also included in the works, such as the 

angels or cupids that twirl around on a weather vane, 

ladders that signify moving to a higher plane, visions of 

hell and serpents, Adam and Eve and the Garden of Eden. 

As discussed earlier, it seems that the general 

formula can be applied to Geffert's work, specifically to 

the female in The Creation of Eve's Consciousness (see Plate 

17). Geffert seems to assume the role of Creator and mentor 

in this piece. The girl is seen dancing and running toward 

Geffert who is riding in a chariot. She seems to portray 

innocence at this point. In applying the idea of the mythic 

journey, one can say that the call to adventure may begin 

when the young man enters what appears to be an otherwise 

peaceful Garden of Eden. The struggle ensues as the young 

woman has either given in to her temptation or longs to do 

so. Geffert, the Creator, lies beneath the cover of the bed. 
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One does not know if Eve is able to resist the temptation of 

the young man or not. Geffert may be there to offer her the 

supernatural or extra power that she needs to resist. The 

couple is destined to an eternity of tension as their 

fingers almost touch. Reading The Creation of Eve's 

Consciousness on this level, one can recognize the idea of 

the archetypal journey with the call to adventure, the 

struggle, the death (loss of innocence), and perhaps, the 

supernatural help that will guide her in decisions 

concerning her new found knowledge. 

The larger drama, with the couple on separate beds, 

can be autobiographical or it can be read on the level of 

Adam and Eve. The story of the Garden of Eden is one about 

the invasion by the serpent, the temptation and the ensuing 

struggle, the death represented by giving in to sin, and 

then the hope of renewal or rebirth by Christ. The death 

seen as a result of the sin also is accompanied by the loss 

of innocence with the result being that the eyes are opened 

to another kind of knowledge. Again, the mythic journey 

recurs. 

Geffert•s Another Place: A World Between Worlds (see· 

Plate 18), 1990, deals with a similar idea as Adam extends 

the call to Eve and invites her on a journey that will 

inevitably involve the struggles inherent in life. The 

result of sin is death, according to the traditional story 
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of Adam and Eve. Eternal death or hell is represented by the 

mass of bodies and crawling serpents. However, death does 

not have to be the final outcome for the two as they are 

provided with supernatural help and the hope of rebirth in 

the form of God and his Son. The mythical story has been 

around for a long time, but it takes on a more contemporary 

meaning as Geffert stresses the idea of role reversal in the 

modern world. 

James Drake 

John Torreano called the eighteen Hispanic men of the 

south Texas boxcar incident contemporary heroes that had 

been elevated to mythic status (cited in Zeitlin, 1988). In 

discussing Juarez/El Paso and applying the mythic hero 

formula to the series of incidents, one can see that parts 

of the formula apply, but not all of them do. The major 

discrepancy comes in the absence of the supernatural or 

powers on which the heroes should have been able to rely. 

Joseph Campbell tells a fairy tale in his Hero with a 

Thousand Faces, which can be compared to the subject matter 

of Drake's Juarez/El Paso. There are similarities to the 

idea of the archetypal hero's journey. 

"Long long ago, when wishing still could lead to 

something, there lived a king whose daughters all were 

beautiful'' (p. 49). The story continues to tell about the 

most beautiful of all, the youngest daughter who left her 
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family, in the heat of the day, to sit by the cool spring at 

the edge of the dark, dark forest that happened to be next 

to the castle. She carried with her a most prized 

possession, her beautiful golden ball. She tossed it 

repeatedly into the air and each time, she caught it as it 

came back to earth, except for the last time. That time, it 

rolled into the water. She cried loudly because she feared 

that it was lost forever. Miraculously, a big fat frog 

padded up beside her and offered his assistance. 

In Drake's story, which is not nearly so light

hearted, eighteen probably healthy, young men left their 

families and homes in search for a better way of life. The 

call to adventure was issued to the little princess by a 

big, fat, ugly frog. What could be considered a call to 

adventure for the eighteen young Hispanics was given by a 

coyote, the name given to people who illegally carry people 

across the Mexican/U.S. border. The journey starts for the 

mythical hero with excitement, as surely as it did for these 

men. They, too, were in search of a golden ball as they 

headed for America with the promise of economic security. 

They, instead of a dark forest, entered a dark, railway car. 

In the mythical hero's journey, he is given an amulet 

or some other token to give extra power or strength. 

Ironically, as the coyote shut the door to the outside 

world, he pitched in a crowbar that was the only thing in 
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the railroad car that could have given any hope for escape 

(Zeitlin, 1988). When the boxcar was opened, some of the 

floor was splintered as these men had used the crowbar in an 

attempt to escape. These men received no extra help nor were 

they able to pull forth any deeply buried powers to help 

them out of this situation. There is no reference made to 

any kind of spiritual or supernatural help. 

In the fairy tale, a broken promise followed as the 

little princess had told the frog that he could come to her 

home, sit at her table, eat from her plate, and sleep in her 

bed. Of course, she had no intention of letting any of that 

happen. The fairy tale, as fairy tales do, ended happily, 

however, as the child's father forced her to keep her 

promise. In the end she was rewarded by discovering a 

beautiful prince under the skin of the big, fat, ugly frog. 

Of course, they were married and lived happily ever after 

(Campbell, 1971). 

The eighteen Hispanics also suffered broken promises, 

only the result was death. The general formula for the 

mythic journey is first the call to adventure and 

separation, secondly, the initiation or struggle. The third 

event is death that results in a rebirth, and as a result, 

enlightenment. Seventeen humans died in the heat of the day 

in a suffocating, dark car without experiencing a physical 

rebirth. At this point in the comparison, one is very much 
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aware of their mortality and the fact that they probably do 

not represent mythical heroes. However, Drake has used this 

story to force others to view the hopeless plight of fellow 

humans that happened to be born south of an arbitrary 

border. In that sense, a rebirth can possibly occur in the 

viewers as they become enlightened through works such as 

this. The hero was, after all, supposed to return with 

gained insight, wisdom, or enlightenment for the world. 

A sense of timelessness and the mythical is evoked by 

the work which is reminiscent of Hellenistic Greek 

sculpture. Drake also incorporates symbols from ancient 

mythologies to instruct or inform. The swans used in 

Juarez/El Paso represent death and melancholy. In the piece 

entitled, Revolution (Orozco), Drake also referred to 

Gericault's work The Raft of the Medusa. That painting 

represents an actual incident that also has the feel of a 

mythical event. However, it is a historical story that ended 

in horror with a loss of human dignity through murder and 

cannibalism. The Aztec civilization is brought to mind with 

its practices of bloody human sacrifice as the executioner 

would cut into the chest wall and literally reach into the 

cavity and rip out the victim's heart. The body was then 

thrown down the stairs of the pyramid (Zeitlin, 1988). 

The societies referred to by Drake were all on a 

decadent, downward slide and as a result, human life 
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sometimes seemed worthless. A loss of life was seemingly 

incidental to many in power. Drake wants to direct the 

viewer's attention to political and economic problems that 

seem to devalue the worth of countless individuals. He also 

wants to draw attention to the idea of boundaries, 

specifically, that of the one between Mexico and the United 

States. Emphasis is directed toward continued problems as 

many individuals struggle to cross that border to a new land 

with hope which in some cases will represent a new life but 

for some it has represented death. The eighteen Hispanics 

may be considered as heroes that will inspire and instruct 

others. They do not seem to achieve mythical status but they 

may evoke a sense of the mythical. 

Michael Tracy 

Michael Tracy's work is also concerned with Mexico and 

its inhabitants. It also involves the unification of the 

spiritual and the physical, as well as the process of 

transformation leading to a state of redemption through 

ritual. Ritual, according to Campbell, "is an organization 

of mythological symbols, and by participating in the drama 

of the rite one is brought in touch with ... revelations 

... of what is always and forever" (1988, p. 98). Rituals 

have been a viable part of mythology as they have served as 

vehicles for people to pass from one level of consciousness 

to another or from one phase of life to another. 
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Relying on tradition and imagery utilized by the Roman 

catholic church, Drake's work points to the heroic journey 

of Christ as well as those victims of political violence. 

Before Christ experienced the resurrection from the dead, 

his physical body was scourged, pierced, and his skin torn 

from the use of swords and whips. Tracy's work points to the 

destruction of the body with its rotting fabrics and its 

rusted, pierced metals. 

The process of making his art may serve as a process 

of purging for Tracy. He expresses contemporary issues by 

referring to sexual and physical violence, sado-masochism, 

death and destruction. Objects are collaged to the piece 

that evoke the feel of icons and offerings placed on a 

memorial or shrine for hope or penitence. 

Tracy's work evokes a sense of the sacred in the 

viewer. Whether a person believes in the Christian faith or 

not, he intuitively reacts to the scraps of metal, fabric, 

wood, etc. that have been attached to or are hanging from 

the large crosses. As in primitive fetishes, one assumes 

that those objects were placed there by someone that 

strongly believes in faith, hope, and the act of penitence: 

· Tracy creates memorials to fallen heroes. He adds 

symbolic elements, such as the daggers and bull horns 

penetrating the cross. His major concerns seem to be that of 

transformation and making others aware of the embodiment of 
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the spiritual in the physical. He uses his art to promote 

humanity and morality by reminding the viewer of violence 

and injustice that takes place in the contemporary world. 

Tracy represents processes of ritual in his work and the 

idea of transformation in the search for peace. The idea of 

the archetypal journey is implied in the process of ritual 

as one struggles to achieve a spiritual renewal. Tracy's 

works, which rely heavily upon symbolism borrowed from the 

Roman Catholic Church, would seem to imply, that a person 

answers a call from God, and then a struggle follows as the 

person attempts to gain a higher level of spirituality. A 

dying to self takes place enabling the person to return from 

his spiritual journey, enlightened. Tracy's Via Crucis--a 

Mexico, points to the archetypal journey as it reflects the 

fourteen stations of the Way of the Cross. These stations 

reflect incidents in Christ's journey from the time of his 

condemnation to his entombment. Christ would overcome death 

to experience rebirth and in so doing, offer to the world 

the promise of life, rather than death through sin. Tracy 

combines the spiritual and the physical. In the process, he 

uses art to make people more aware of the world around them. 

Summary 

Many artists do utilize elements of myth in their 

works today. It has been demonstrated that archetypal 

patterns continue to repeat themselves. People are still 
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very much the same as were their ancestors. They still have 

basically the same needs, emotions, desires, etc. as the 

preceding generations. They happen to live in a time when 

life is not as simple as it once was. Technology has caused 

the pace of life to accelerate drastically. Research and 

rationalization have not made it easy to maintain 

traditional beliefs. However, it is apparent that members of 

the human race still have voids to fill in realms beyond the 

physical, whether one wants to call them supernatural, 

mythical, religious, mystical or the unconscious Self. 

Searches are in process to find valid mythologies for 

today's world. Apparently, the idea of the mythical hero's 

journey will continue to be revived in those searches. 

The artists discussed seem to be concerned with 

discovering relative personal myths by which to live their 

lives. These represent beliefs and truths that have been 

discovered through life experiences and in attempts to tap 

into their own unconsciousness in order to gain insight and 

understanding. These personal myths serve to guide the 

artist toward a higher plane which is, after all, a major 

function of mythology. Even when these artists seem to 

emphasize personal myth, it is not at the exclusion of more 

universal truths. By the very fact that they are members of 

the human race, their views often transcend to universal 

truths. They stress the need for mankind to live in harmony, 
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without violence and aggression. In a world in which man 

lived without aggression, there would be no need for 

borders. 

As stated, all of the artists discussed seem to 

express a need for man to live in harmony with each other 

and with themselves. This is expressed in Drake's images 

that remind one of the horror suffered by the men in the 

boxcar and in Tracy's work that brings victims of political 

violence to the attention of the viewer. The idea of 

boundaries is also prevalent in both men's work. Surls' work 

makes one aware of nature and the harmony that needs to 

exist between man and his environment. Geffert demonstrates 

the struggles that men and women experience as they relate 

to one another and the world around them. Bess, through his 

symbolism, wanted to bring harmony between the 

unconsciousness and the consciousness. If he had been able 

to accomplish that, according to Jung's theories, modern man 

would have been able to rid himself from anxieties and 

neuroses. 

Campbell states that the new mythology 

must be addressed to . the waking of 
individuals in the knowledge of themselves, not 
simply as egos fighting for place on the surface 
of this beautiful planet, but equally as centers 
of Mind at Large--each in his own way at one with 
all, and with no horizons. {1988, p. 275) 

This summation by Campbell could easily describe the 
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direction taken by Bess and those that are now being taken 

by Drake, Geffert, Tracy, and Surls in their works. Bess 

believed that, through the collective unconscious shared by 

all men, he had discoverd insights that would lead toward a 

more peaceful existence. None of the other four artists seem 

to indicate, however, that they have discovered any earth

shaking new mythologies. They all seem to be concerned with 

the journey of man in life and the fact that he should co

exist in harmony and respect with fellow man and with 

nature. They also seem to concede that art can be used to 

make people more aware of the world around them. Campbell 

also states that in order to become fully human, one must 

learn to see the wonder of God in the faces of fellow men. 



BIBLIOGRAPHY 



BIBLIOGRAPHY 

Aycock, P. {1990). [Questionnaire used in conjunction with 
the thesis The mythic hero's journey as applied by 
selected Texas artists]. 

Azeula, A. {1990). Jose Clemente Orozco. In J. Vinson (Ed.). 
International dictionary of art and artists (p. 902-
903). Chicago: st. James Press. 

Alloway, L. (1975) .Topics in American art since 1945. New 
York: w. W. Norton & Company, Inc. 

Bautista, R. (1990, September). Michael Tracy. Artforum, pp. 
167-168. 

Burland, c. (1973). North American indian mythology. New 
York: The Hamlyn Publishing Group Limited. 

Campbell, J. (1971). Hero with a thousand faces. New York: 
The World Publishing Company. 

Campbell, J. (1974). The mythic image. Princeton, New 
Jersey: Princeton University Press. 

Campbell, J. (1985). The inner reaches of outer space. New 
York: Alfred Van Der Marek Editions. 

Campbell, J. (1988). Myths to live by. New York: Bantam 
Books. 

Campbell, J. (1990). Transformations of myth through time. 
New York: Harper & Row. 

Carlozzi, A. (1986). 50 Texas artists. San Francisco: 
Chronicle Books. 

Cowart, J. (1982). James Surls. Currents. St. Louis: st. 
Louis Art Museum. 

Davidow, J. (1991). Harry Geffert, bronze allegories. 
Concentrations 25. Dallas: Dallas Museum of Art. 

Drake, J. (1990). (Questionnaire used in conjunction 
with the thesis The mythic hero's journey as applied by 
selected Texas artists]. 

106 



107 

Edwards, B. {1979). Drawing on the right side of the brain. 
Los Angeles: J.P. Tarcher, Inc. 

Eisner, R. {1987). The road to Daulis: nsvchoanalvsis, 
psychology, and classical mythology. Syracuse, New York: 
Syracuse University Press. 

Ennis, M. (1982, June). His name was Forrest Bess. Texas 
Monthly, pp. 141-143+. 

Feder, L. (1971). Ancient myth in modern poetrv. Princeton, 
New Jersey: Princeton University Press. 

Freudenheim, s. {1987, February). Harry Geffert. Artforum, 
p. 12 3. 

Freudenheim, s. {1989). On the path to resonance. Blackburn, 
Geffert, Little, Mims and Waters: five Texas 
installations. San Antonio: Contemporary Art for San 
Antonio. 

Gambrell, J. (1987, March). Texas: state of the art. Art in 
America, pp. 115-131+. 

Gambrell, J. (1987, April). In the third coast art capital. 
Art in America, pp. 186-203. 

Gay, D. {1990, Summer). [Questionnaire used in conjunction 
with the thesis The mythic hero's journey as applied by 
selected Texas artists]. 

Gombrich, E. H. {1990). The storv of art. Englewood Cliffs, 
New Jersey: Prentice-Hall, Inc. 

Greenway, J. (Ed.), & Jacobs, M. (Comp.), (1966). The 
anthropologist looks at myth. Austin: The University of 
Texas Press. 

Hamilton, E. (1942). Mythology timeless tales of gods and 
heroes. Boston, MA: Little, Brown, & Company. 

Harner, M. (1973). Hallucinogens and shamanism. New York: 
Oxford University Press. 

Hill, E. {1987). Forrest Bess. Artforum, p. 124. 

Hodin, J. (1972). Modern art and the modern mind. Cleveland: 
The Press of Case Western Reserve University. 



108 

Jimenez, L. (1990). (Questionnaire used in conjunction 
with the thesis The mythic hero's journey as applied by 
selected Texas artists]. 

Jung, c. (1972). Man and his symbols. Garden City, New York: 
Doubleday & Company Inc. 

Kestler, L. (1990. November 6). From cold steel to warm 
bronze. Fort Worth Star Telegram, Circa 90, p. 1. 

Larsen, s. (1976). The shaman's doorway. New York: Harper & 
Row. 

Levin, K. (1979). Farewell to modernism. In R. Hertz (Ed.). 
Theories of contemporary art (pp. 1-9). Englewood Cliffs, 
New Jersey: Prentice-Hall, Inc. 

Levi-Strauss, c. (1979). Myth and meaning. New York: 
Schocken Books. 

Liebmann, L. (1984, February). Michael Tracy: a full-blown 
geophysical presence. Artforum, pp. 38-44. 

Marshall, K. (1991, February). (Interview conducted in 
conjunction with the thesis The mythic hero's journey 
as applied by selected Texas artists]. 

Martin, J. (1982, Spring). James Surls exhibits during May. 
Allan Frumkin gallery newsletter, pp. 1-3. 

Mattheson, L. (1990). Th~odore Gericault. In J. Vinson 
(Ed.). International dictionary of art and artists (p. 
634). Chicago: st. James Press. 

Mayo, M. (1983). Michael Tracy: Requiem para los olvidados. 
Perspectives. Houston: Contemporary Arts Museum. 

Nochlin, L. (1973). The realist criminal and the abstract 
law. In R. Hertz (Ed.). Theories of contemporary art (pp. 
25-49). Englewood Cliffs, New Jersey: Prentice-Hall, Inc~ 

O'Conner, C. (1987, March 15). Surls. Dallas Morning News, 
pp. 1-4. 

Parrinder, G. (Ed.), (1971). World religions from ancient 
history to the present. New York: Facts on File 
Publications. 

Peterson, w. (1984, Sring). Michael Tracy requiem para los 



109 

olvidados. Artspace, pp. 35-37. 

Prebble, D., & Prebble, S. (1989). Artforms (4th ed.). New 
York: Harper & Row, Publishers. 

Rouse, W. (1957). Gods, heroes and men of ancient Greece. 
New York: The New American Library. 

Rycroft, c. (1979). The innocence of dreams. New York: 
Pantheon Books. 

Samuels, M. (1975). James Surls. New Sculpture. New York: 
Allan Frumkin Gallery. 

Schwartz, B. (1974). The new humanism: art in a time of 
change. New York: Praeger Publishers. 

Segal, R. (1987). Joseph Campbell an introduction. New York: 
Garland Publishing. 

Stine, P. (1991, May). [Written interview used in 
conjunction with the thesis The mythic hero's journey as 
applied by selected Texas artists]. 

Surls, J. (1990, Summer). [Questionnaire used in conjunction 
with the thesis The mythic hero's journey.as applied by 
selected Texas artists]. 

Zeitlin, M. {1988). James Drake the border/la frontera. 
Perspectives. Houston: Contemporary Arts Museum. 



APPENDICES 



APPENDIX A 

Plates 



112 

Plate 1. Venus of Willendorf, 25,000 - 20,000 B.C., Stone, height 4 3/8". 
Source: Wilkins ( 1990). 
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Plate 2. Laocoon and his Sons, first century B.C. to 
first century A.O., marble, 8' high. Source: Gardners' 
(1987). 
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Plate 3. Forrest Bess. Number 40, 1949, Oil on Canvas, 
8 11 x 12 11 • Source: Arts {1982, March). 



Plate 4. Forrest Bess. Number 14, 1951, Oil on 
Canvas, 9" x 10 11 • Source: Arts (1982, March). 
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Plate 5. Forrest Bess. Number 51, 1951, Oil on 
Canvas, 8" x 10". Source: Arts (1982, March). 
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Plate 6. Forrest Bess. Untitled, 1958, Oil on Canvas, 
18" x 24". Source: Arts (1982, March). 



Plate 7. James Surls. Ha-ha, Ha-ha, 1983, Burned 
Hickory and Oak, approx. 5'6". Source: Artspace (1984, 
Winter). 
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Plate 8. James Surls. Me, Needle and the Flower, 
1983, Oak, Rattan vine and Pine Knot, Source: Artspace 
(1984, Winter). 
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Plate 9. James Surls. Black Painted Flower, 1983, 
Burned and Oiled Oak, Source: Artspace {1984, Winter). 
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Plate 10. James Surls. Seeing in the Wind, 1987, Oak, 
119" x 129". Source: Art in America, (1987, April). 
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Plate 11. James Surls. Meat Man and the Bait Fish, 
1985, Oak and Hickory, 124 11 x 50 11 x 42 11

• Source: 50 Texas
Artists (1986). 
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Plate 12. Harry Geffert. Historical Tightrope, 1990, 
Cast bronze. Source: Bronze Allegories, Dallas Museum of Art 
(1991). 

Plate 13. Harry Geffert. Clouds over Carrot Ridge, 
1990, Cast bronze, Source: Bronze Allegories, Dallas Museum 
(1991). 

Plate 14. Harry Geffert. Bird's Eye View, 1990, Cast 
bronze, Source: Bronze Allegories, (1991). 



Plate 15. 
Bronze. Source: 
(1991). 
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Harry Geffert. American Gothic, 1988, Cast 
Bronze Allegories, Dallas Museum of Art 



Plate 16. Harry Geffert. 
Museum, Bronze, 69" x 69" x 69". 
(1986). 
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My One Horse Marketplace 
Source: 50 Texas Artists 



Plate 17. Harry Geffert. The Creation of Eve's 
Consciousness, 1985-1986, Cast Bronze. Source: Bronze 
Allegories, Dallas Museum of Art (1991). 
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Plate 18. Harry Geffert. Another Place: A World 

between Worlds, 1990, Cast ~ronze. Source: Bronze 
Allegories (1991). 
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Plate 19. Hieronymus Bosch. Garden of Earthly 
Delights, triptych: (detail of central panel) 1509, Source; 
Wilkins (1990). 
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Drake. Praetorian Guard, 1985, 
source : =-5-=0---=Tc.....::ec...::.;x=-.;:;a=sc,__;;;A-=-=r=--t.:;;;...1=-· =-s-=t-=-s _ ( 19 8 6 ) • 



Plate 21. James Drake. Juarez/El Paso, 1986-1988, 
Charcoal on paper, steel, 126" x 168" x 288" Source: 
Artforum, (1989, March). 
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Plate 22. Michael Tracy. Triptico, para los 
Olvidados en America Latina, 1982-1983, acrylic on wood, 
hair, copper, ~eedles, silk braids, glass, iron swords and 
knives with oil paint, 27 1/2 11 x 31 3/4 11 x 24 3/4 11 • 

Source: Artspace (1984, Spring). 
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Plate 23. Michael Tracy. Cruz to Bishop Oscar Romero. 
Martyr of El Salvador, 1981, acrylic on rayon cloth, iron 
spikes, hair, cloth braids, oil paint and silk-covered wood 
rods, 60" x 48" x 36". Source: Artspace (1984, Spring). 
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Plate 24. Michael Tracy. Cruz de la Paz Sagrada VII: a 
America Latina, 1981-1983, acrylic on wood, iron spikes, 
metal, hair, cloth braids. Source: Artspace (1984, Spring). 
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Plate 25. Michael Tracy. Performance enactment, Rape 
of the Sabines, 1983. 
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Plate 26. Michael Tracy. Despojado de sus Vestiduras 
(The Tenth Station, Christ Stripped of His Garments), 1976-
1983, acrylic on canvas, punched tin, metal leaf of wooden 
base. 165" x · 142" x 29. Source: Artspace (1984, Spring). 
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Plate 27. Michael Tracy. Ciborium II: The Eyes of My 
Heart, 1983, acrylic on wood with tin, hair. Source: 
Artspace (1984, Spring). 



Plate 28. James Surls. 
rattan. 5' .x 6" high. Source: 
Wi nter) . 
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Angel Sewing, 1983, pine and 
Artspace (1983-1984, . 
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Patricia Aycock 



Questionnaire to be used in conjunction with th~ M3sters Thesis 
by Debra Greenway Chandler 

Contemporary Myth A New Texas Fr2~t1er? 

Please use the back or additional paper if more 
Feel free to add any information that you think 
subject matter. 

:-c,o:n is needed. 
pertains to this 

THE DICTIONARY DEFINES MYTH AS A TRADITIONAL STORY OF HISTORICAL 
EVENTS THAT SERVE TO UNFOLD PART OF THE WORLD VIEW OF A PEOPLE TO 
EXPLAIN A PRACTICE, A BELIEF, OR NATURAL PHENOMENON: A PERSON OR 
THING HAVING ONLY AN UNVERIFIABLE EXISTENCE. 

I WOULD LIKE TO DETERMINE IF ARTISTS WHICH USE THIS TERM AND 
RELATED ONES AGREE WITH THIS DEFINITION, OR IF PERHAPS, THEY HAVE 
CREATED DIFFERENT DEFINITIONS. 

1. Please mark any of the following 
describe your work or the creative 
explanation that you feel is necessary. 

MYTH (§rTHIC IMAG§) MYTHOLOGY 

terms which you use to 
process. Please add any 

FANTASY 

DREAM-RELATED SURREAL PERSONAL MYTH 

MYSTICAL 

VISIONARY 

~~ 

2. Are there other terms similar in nature to those in question 1 
that you employ to describe your work? If so, would you please 
elaborate. 

;7 /, e' -- /-/. ~.-- re,/,9,,,0 r\, 
/f"lh11' I Ve!: vU.P=-r- l,o,,., 

{111/.547 

3. Do you, as a visual artist, feel that the images and/or 
symbolism used in your work represent truths or beliefs that are 
relevant to your life? 
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4 Do you feel t:-,.::t the images and sym:: .. :, l ism used in your ~;c.,rL 
represent truths which are: 

a . common to all mankind 
b relevant only to 3 specific culture 
c. relevant onl~ to vou 
d other 
___ £~.leJL'9£:J_j_ __ -/:Q_§,1).e.a. £.·c _cu_Ltu..ce..s _____ __________ _ 
5 Are these symbols meant to instruct in any way? 

6. Do you feel that you have been strongly influenced by one or 
more specific groups of people or cultures in your choice of 
subject matter? Does your work illustrate fables. folklore, 
legends, etc.? If so, were they passed down to you from previous 
generations? Please explain. 

r~ .h a/I J' l,VO.$ r"t:l/$4!!/ {)J a Jo,177(7/~n , 

,s ml/tU°/) ~cl 6 y ,4-F,,,:o::r~ ~b r· 6,eh·e fJ 

W-e6/ Jn/t;,,..r, 

MvcA of:' my u.Jo/,{ 
J,ouJ'h/ fo 1/4_, 

7. If the reference to myth is made by your art, do you use it 

a. to describe a set of beliefs 
b. as a vehicle for an invented story 
c. to describe events in your life 
d. other 

8. Initially, did 

a. 
to 

@ 

you consciously integrate symbolism 
demonstrate certain ideas 
the symbolism and imagery emerge 

process 
c. other 

and imagery in your work 

as part of the creative 

9. Do you feel that techniques such as "automatic drawing" can 
reveal subconscious thought? Do you ever use techniques such as 
this? 
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10 . If yc,u utilize .3 "persc,:ial mythc,l,:,gy", does it ;·e;::,re:=::er,t 

a. fictitious narrative 
b. events in your life 
(£) your perception of human experience 
d . a belief in the supernatural 
e. other 

11. Did you consciously 1.,;ork out a "personal mythology" before 
-'---~-~e_nted it in art or did it (emerge through the creative 

12. Do you believe that some 
natures or ones that seem more 
beyond the material world? 

artists tend to 
insightful in 

have visionary 
matters that go 

~7 

13. If so, do you think that "vision" comes from 

a. a supernatural source 
CE) an ability to view the world in a different way 

c. an increased sensitivity 
d. other 

14. Do you believe that it is relevant to use symbolism from the 
Classical era, the Middle Ages, or any other time period to 
represent beliefs or ideology of today? 

15. Do you consciously incorporate elements from primitive works 
of art into your work? ;/ 

Jes 
16. Do you feel that there is a trend in today's art 
specifically among Texas artists, to utilize imagery 
symbolism that represent myth and related areas? 

world, 
and 
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~~otter i r:di c_=ite .:1t.::.::• ~_:t. 

18. If there is 
relevant to myth 
please elaborate. 

o/'/ /1 J t? '"'-

any additional information that you feel is 
as it is utilized and defined in today's art, 

;I IS ~ (Lh/4 f :,,._ dtb<L C?/1 CM W//40.5 /4-
dh,:G,/ a/ 1/4 Va~ /lle.h?v/n, 
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Dixie Friend Gay 



Questionnaire to be used in conjunction with the Masters Thesis 
by Debra Greenway Chandler 

Contemporary Mvth A New Texas F~ontler~ 

Please use the back or additional paper if more r~o~ 1s ~ee~ed 
Feel free to add any information that you thin~ pertains to this 
subject matter-

THE DICTIONARY DEFINES MYTH AS A TRADITIONAL STORY OF HISTOR!CAL 
EVENTS THAT SERVE TO UNFOLD PART OF THE WORLD VIEW OF A PEOPLF TO 
EXPLAIN A PRACTICE. A BELIEF. OR NATURAL PHENOMENON. A PERSON OR 
THING HAVING ONLY AN UNVERIFIABLE EXISTENCE 

I WOULD LIKE TO DETERMINE IF ARTISTS WHICH USE THIS TERM AND 
RELATED ONES AGREE WITH THIS DEFINITION, OR IF PERHAPS. THEY HAVE 
CREATED DIFFERENT DEFINITIONS. 

l. Please mark any of the following terms which you use to 
describe your work or the creative process. Please add any 
explanation that you feel is necessary 

@ MYTHIC IMAGE MYTHOLOGY FANTASY 

~-RELAT"@::) -~REAL C PERSONAi ~ ~ VISIONARY 

~~£0 5> 

2. Are there other terms similar in nature to those in question 1 
that you employ to describe your work? If so, would you please 
elaborate. 

3. Do you, as a visual artist. feel that 
symbolism used in your work represent tr-uths 
relevant to your life? 

ft5 
the images and/or 

or beliefs that are 
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4 De, you feel that the images 2nd svrr.t,c,!isr:1 :Jsed ir; v•:, ur wc,r~ ·-
represent truths which 3re 

~ommon to a 11 man!'. in:! 
~;elevant only to a specific culture 

c relevant only to yo u 
d other 

S ~ ~¼y~eant _ to instruct in any way" 

6. Do you feel that yoi,,ave been strongly rnf luence,j by one or 
more specific groups of people or cultures in your choice of 
subject matte? Does your work illustrate fables . folklore, 
legends, et .? If so, were they passed down to you from previous 
generatio ? lease explain. 

7. If the reference to myth is made by your art, _do you use it 

~to describe a set of beliefs 
b. as a vehicle for an invented story 
~ to describe events in your life 
<.._:£;)other 

8. Initially, did 

a. you consciously integrate symbolism 
to demonstrate certain ideas 

and imagery in your work 

~the symbolism and imagery emerge 
~cess 

c. other 

9. Do you feel that techniques 

reveal subconscious ~J-:-,o_ u ht? Do 
this? 

I 
~o 

such 
you 

as part of the creative 

as "automatic drawing" can 
ever use techniques such as 

14 6 



fictitious narrat ve 
events in your lie 
your perception o human experienc e 
a belief in the supernatural 
other 

11 Did you consciouslyf w- ~ out a 
you presented it in art r kt1.d it 

"personal mythc,logv" t,efc.!·e 
emerge through the creative 

process?~~ 

7lt5 
12. Do you believe that some artists tend to 
natures or ones that seem more insightful in 

have visionary 
matters that go 

beyond t~erial world? 

13. If so, do you think that "vision" comes from 

a. a supernatural source 
/'?ID an ability to view the world in a different way 
~an increased sensitivity 

d. other 

14 . Do you believe that it is relevant to use symbolism 
Classical era, the Middle Ages, or any other time 
represent beliefs or ideology of today? 

from the 
period to 

15 Do you consciously incorporate elements from primitive works 
of art F-your work? 

16. Do you feel that there is a trend in today's art world. 
specifically among Texas artists, to utilize imagery and 
symbolism that represent myth and related areas? 

147 



17 . !n vour opinion. what 
matter indicate about our 
Texas in 1990? 

does the use of this type of subject 
t-Jor ld . .:in •~ rnc,:-e 5:-f=·C-•: 1 f ic2 l l '/ , a~::i.:•1..1t 

18. If there is 
relevant to myth 
please elaborate. 

any additional information that you feel is 
as it is utilized and defined in today's art, 
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James Drake 



Questionnaire t o ~e used in conjunction with the Masters Thesis 
~Y Debra Greenway Chandler 

Please use the ta ~ ~ or additional paper i~ ~~r~ r00~ -- needed 
Feel free to add anv information th3t vou thin~ ?ertains t0 this 
subjec-.t matter 

THE DICTIONARY DEFINES MYTH AS A TRADITIONAL STORY OF ~ISTORICAL 
EVENTS THAT SERVE TO UNFOLD PART OF THE WORLD VIEW OF A PEOPLE TO 
EXPLAIN A PRACTICE . A BELIEF, OR NATURAL PHENOMENON: A PERSON OR 
THING HAVING ONLY AN UNVERIFIABLE EXISTENCE. 

I WOULD LIKE TO DETERMINE IF ARTISTS WHICH USE THIS TERM AND 
RELATED ONES AGREE WITH THIS DEFINITION, OR IF PERHAPS, THEY HAVE 
CREATED DIFFERENT DEFINITIONS. 

l. Please mark any of the following 
describe your work or the creative 
explanation that you feel is necessary. 

terms which you use to 
process . Please add any 

MYTH MYTHIC IMAGE MYTHOLOGY FANTASY MYSTICAL 

PERSONAL MYTH~ 

2. Are there other terms similar in nature to those in question 1 
that you employ to describe your work? ·Ir so, would you please 
elaborate. 

3. Do you, as a visual artist, feel that 
symbolism used in your work represent truths 
relevant to your life? 7~ 

tJ r Ct/ V /ZJj;~ 

the images and/or 
or beliefs that are 
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.!. Do you 
:·epresent 

feel that the i~ages 
truths whl ch are . 

2;nc! svmbol isrn useC 

~on to .all ~a~ 
~vant only to a specific cu~ture 

relevant only tQ vou 
d other 

vc,ur 1,1ork 

5 Are these s;z;r;;;;~ to pL~I way~ 

6 . Do Z?reel that you have been strongly influenced by one or 
more specific groups of people or cultures in your choice of 
subject matter? Does your work illustrate fables, folklore, 
legends, etc . ? If so, were they passed down to you from previous 
generations? Please explain. 

/✓31~/CCI 

7. If the reference to myth is made by your art, do you use it 

a. to describe a set of beliefs 
b. as a vehicle for an invented story 
c . to describe events in your life 
d. other 

8. Initially, did 

you consciously integrate symbolism and imagery in 
demonstrate certain ideas 

the symbolism an imagery emerge as part of the creative 
process 
c. other 

9. Do you feel that techniques 
reveal subconscious thought? Do 
this? 

such as "automatic dra1,1ing" can 
you ever use techniques such as 
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10 If yc•u u~il1:::2..:: "?ersor,al mythc,lo~y". ·.::!c,es it re;:-re::::-c:::-,t 

erTenc 

e. other 

11 . Did you consciously work out a 
you presented it in art or did it 

"personal my:holog:1" ~efore 
emerge throug~ t~e creative 

process? 

12. Do you believe that some 
natures or ones that seem more 
beyond the material world? 

artists tend to have visionary 
insightful in matters that go 

,1/i) 
13. If so, do you think that "vision" comes from 

a. a supernatural source 
b. an ability to view the world in a different way 
c. an increased sensitivity 

~~-:~~:: __ ~----~-----------------------
14. Do you believe that it is relevant to use symbolism 
Classical era, the Middle Ages, or any other time 
represent beliefs or ideology of today? 

from the 
period to 

15. Do you consciously incorporate elements from prirei:iv~ wor~ s 
of art into your work? 

16. Do you feel that there is a trend in today's art 
specifically among Texas artists; to utilize imagery 
symbolism that represent myth and related areas? 

world. 
and 
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17. In your opinion. 1.Jhat does the u:::e of this t:;;:,e of 
matter indicate about our world. and ~ore specifics!lv 
Texas in 1990-:, 

subject 
a!::ic wt 

18. If there is 
relevant to myth 
please elaborate. 

any additional 
as it is utilized 

information that you feel is 
and defined in today's art, 
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Luis Jimenez 



bv '.:lebra Greer,wav Chand l-:::-1-

~ 0ntenp0rarv Myth A New Texas Frontie~ ~ 

Please use the ~,z,ck or additicr.al ;:,.;pe:- i: :no:-e ,-:,,:,::i _ _ :-,eeded 
Feel free to.;~~ ~nv information rh~ t you thin~ ~e:-tai~s t o this 
subject ::iatter . 

THE DICTIONARY ~E~INES MYTH AS A TRADITIONAL STO~Y OF H!STORICAL 
EVENTS THAT SERVE TO UNFOLD PART OF THE WORLD VIEW OF A PEOPLE TO 
EXPLAIN A PRACTICE. A BELIEF. OR NATURAL PHENOMENON : -{:; , .ER30PI OR-
1'Rl.PIO IIAVHW Ol~LI AH UNVERIFIABLE EXI£TENeE . / 
Lf-' p.. F' fL.R-..5'or--\ ~e-.t.-lf5-.A-/;<z..5, lK SEY"'---~~r--LC- li-<=, 
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I WOULD LIKE TO DETERMINE IF ARTISTS WHICH USE THIS TERM AND P'\_~ 
RELATED ONES AGREE WITH THIS DEFINITION, OR IF PERHAPS. THEY HAVE 
CREATED DIFFERENT DEFINITIONS . 

1. Please mark any of the following terms which you use to 
describe your work or the creative process. Please add any 
explanation that you feel is necessary. 

MYTH ~ MYTHOLOGY FANTASY 

~ATED--=~~~ ~ 
/c==;_,-~ 

MYSTICAL 

VISIONARY 

2. Are there other terms similar in nature to those in question 
that you employ to describe your work? If so, would you please 
elaborate. 

3. Do you, as a visual artist, feel that the images and/or 
symbolism used in your work represent truths or beliefs that are 
relevant to your life? 



t. De, you feel that the images 
represent truths which are 

common to all mankind 

and symboli~m used i~ ~our work 

relevant only to a spec ific cultu r e 
relevant only to you 

d other 

S Are these symbols meant to instruct in any way~ 

CD 
6 Do you feel that you have been strongly influenced by one or 
more specific J;,;;Oups of people or cultures in your choice of 
subject matteE--tz:;t>oes your work illustrate fables, folklore. 
legends, etc.~f so, were they passed down to you from previous 
generations? Please explain. 

(j) 

C9 
6) 

7. If the reference to myth is made by your art, do you use it 

n.")to describe a set of beliefs «-~ as a vehicle for an invented story 
c. to describe events in your life 
d. other 

8. Initially, did 

~ you consciously integrate symbolism and imagery in your work 
~ demonstrate certain ideas 

b. the symbolism and imagery emerge as part of the creative 
process 
c. other 

9. Do you feel that techniques such as "automatic drawing" can 
reveal subconscious thought? Do you ever use techniques such as 
this? 

~o 
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10 If you utilize a "perso:1al mythology". doe s it represent 

a fictitious narr·.::1t 'Jt=- 3-
b. events in your 11 P-

/[). your i:ercept 10n o - hu:nan e>:per ience 
(~ a belief 1n the supernatural 

e other 
----\----.v=.S. ~ ___ M-__ c__o_c-L-~<::...-Z-l_ u_~ __ 

l l~d\ ~s~us7; w~t out a 
you presented it 1n art or did it 
process? 

"persor,al .nytholc,gy" before 
emerge through the creative 

Yb--~ ~6>~s 
v-s~ ~ C-o"l.-t---~JL-

C? f2. D~elieve pt~;/;:,~o have visionary 
natures or ones that seem more insightful in matters that go 
beyond the material world? 

157 

r-l D ~ ~ At-{ \ D ~ 
~~M ~ lS p~ ?-f'~uL ~ ~~ 
13. If so, do you think that "vision" com from 

a. a supernatural source 
b. an ability to view the 
c. S"rt:::.h,c1easeJ sensitivity 
d. other r (2___-

~ ~ ~~k [Z ______ ~~-rf~~~~l~ 
14. Do you believ~that~evanf to use symbolism from the 
Classical era, the Middle Ages, or any other time period to 
represent beliefs or ideology of today? 

( 

l f- irrs 

15. Do you consciously incorporate elements from primitive works 
of art into your work? 

16. Do you feel that there is a trend in today's art world, 
specifically among Texas artists, to utilize imagery and 
symbolism that represent myth and related areas? 

I 
c~rr-- >~ 



17 Ir: '/OU p:::icn. what 
matter ind ca e a~out ~ur 
Texas i r, 1 90 

does the use of this type of subject 
~1orld. 3nd mc•re specificallv. about 

0:--~i) fJ--. N ~ 

~ lD-·•fu--t_ 1t ~ 9/ 

18. If there is 
relevant to myth 
please elaborate. 

any additional information that you feel is 
as it is utilized and defined in today's art, 
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Jim Pomeroy 



Questionnaire to be used in conjunction with the Masters Thesi s 
by Debra Greenway Chandler 

Contemporary Myth A New ~e ~as Frontier 7 

Please use the back or additional paper if more ro o m is needed 
Feel free to add any information that vou think pertains to this 
subject matter. 

THE DICTIONARY DEFINES MYTH AS A TRADITIONAL STORY OF HISTORICAL 
EVENTS THAT SERVE TO UNFOLD PART OF THE WORLD VIEW OF A PEOPLE TO 
EXPLAIN A PRACTICE, A BELIEF, OR NATURAL PHENOMENON; A PERSON OR 
THING HAVING ONLY AN UNVERIFIABLE EXISTENCE . 

I WOULD LIKE TO DETERMINE IF ARTISTS WHICH USE THIS TERM AND 
RELATED ONES AGREE WITH THIS DEFINITION, OR IF PERHAPS, THEY HAVE 
CREATED DIFFERENT DEFINITIONS. 

1. Please mark any of the following terms which you use to 
describe your work or the creative process. Please add any 
explanation that you feel is necessary. 

6;;) ~ ~ FANTASY MYSTICAL 

DREAM-RELATED SURREAL PERSONAL MYTH VISIONARY 

EMOTIONAL INTUITIVE <C • 1 6Z.::S 10/, L ( t e:tJ1d / C....\2::-

2. Are there other terms similar in nature to those in question 1 
that you employ to describe your work? If so, would you please 
elaborate. 

CUL--( c/tft-L:- }'v/1 i4,_ ( c,,.,J< i ~ f 1t7 ) ~ Jfvy?L/ 
Uvi5t,rud§; 

1 C01\)IV wid~s ~ ef/2~ ~ ~~ S~~ 
~h¥5, ru~~r 
3. Do you, as a visual artist, feel that the images and/or 
symbolism used in your work represent truths or beliefs that are 

relevant to-yo.ur l?e? ~s; )~~ ~ "-(-1"1..<. ~ ~ 

~ l r ~, frt1 u~ /s- ~N-- CAJF~ 
U fl-urt//Jc:/2//NG , 1f"-71fUPCtM ~ d,8/#, 

160:· 



4 . Do you 
represent 

feel that the images and symbolism 
truths which are: 

used in 

a common to all mankind - }-/(l Svd•-~ 
b . ,elevant only to a specific culture ,,/ 
C relevan~onl \ to _you ~hr. . I ~· ,:::i;-/J c~we.:s-

..__ d . other /1 cytUllW d- "-!..-0~-t-"""' ..... f~ ----
--------------------- ~-------------------------- . 

//4 Ot .5'ol~l-
s. Are these m,ean: ~/tt-~r~~i}~i~<?AL/b~ ~ S-p~-
~¥{ i rfJ c!+v-,z-a,..--L GJvil? ce-. - a 
6. Do you feel have been strongly influenced by one or 
more specific groups people or cultures in your choice of 
subject matter? Does your work illustrate fables, folklore, 
legends, etc . ? If so, were they passed down to you from previous 

gec:J);,:t&::_{1'~fifjt:3cJ~ I ~~ I ~ 

~d~°7:-~f::_~1~ric_l~ 
e:to -r~ rdz~crYL/~t~, 

7. If the ryference to myth is made by your art, 
4. v-esq<lv\.. 

--a. to ..&b□ ef'iee a set of beliefs/ () U f?_ 0,..b{c:j 5 
b. as a vehicle for an invented s~ 

do you use it 

c. to describe events in your life 
d . other 

8. Initially, did 

/a. you consciously integrate symbolism and imagery in your work 
_J) to demonstrate certain ideas 

G~ b. the symbolism and imagery emerge as part of the creative 
'- process ,b./Wx''5' ~ 1 '~/h<J~ '• ~;/ t1/t..~ -~ 

C. ,oJ}:l_f'}I -.ti (),. ,_ . I ·,_-AX _ -:-I 17 d ~ 
!.J.~-~-1:la.~{--5._t:1.t~.::p-°-~~1--V::::1--/-~ 1 s-VL-- · 
9 . Do you feel that techniques such as "automatic drawing" can 
re~eal subconscious t~o~g~~? Do_jfou ver use techniques such as 
this/., /f- 1- ~ ~ ~ a,,,;J']/ ,c_ . 

,;_, I 6/fr-- ~ - (A_, U-v,s~ -H<-,,~ 



10 If you ut1lize a "personal mythc-lc,~y". does it represent 

a fictitious narrative 
b events 1n your life 
c your perc eption of human experience 
d a belief rn the syper!JP~al -~ 

~ e other ,j)JJ~ ~ ~ ( 
---------------------------------------- ----- --------

11 Did you consciously work out a "personal mythology" before 
you presented it in art or did it emerge through the creative 

proce~ 4ti 
artists tend to 
insightful in 

12. Do you believe that some 
natures or ones that seem more 
beyond the material world? N Q 

0 

13. If so, do you think that "vision" comes from 

a. a supernatural source 

have visionary 
matters that go 

b. an ability to view the world in a different way 
c. an ·incr~a~ed sensitivity -{J- • J _i)-· J-f-. / 

-- d. other Vi ~ ~ L ~ /ll~ ~L--11.-u~1 ( ~ . 
----------------------------0-~----------------------

14. Do you believe that it is relevant to use symbolism from the 
Classical era, the Middle Ages, or any other time period to 
represent beliefs or ideology ofjJ~ay? _ _/ 

162: 

IVJLr ~, {f ts o-v. ~ t-v o-o ~oo 

~••sW-nl!W'''~ ~ ~~&--Al~~ ,r~ iifl~~ ~CMtf~~-tz,~ ~ 
~5". 
lg.·;~ .you consciously incorpo~at~ element~ fr~m ,..primitive work~ ~ 
of art into your - wor~? ( r- f~ Uvvt. vn~~ tb~CA-4 
(11. I~~ H~ ~5. 

16. Do you feel that there is a trend in today's art world, 
specifically among Texas artists, to utilize i~.aafgee7r --~~ annad/~
symbolism that represent myth and related areas? 5o0~J 

;5fU/~ ~ ~1i.J~ S 1's:4 /L1a,Ja{w~ ---H~ ~ 
--+///~ /\-~ t~d,A~ce__ 0A ,,.__ t.Jew-~ '""~"'-' 1) 
~cbcft~ ''rn 7 5f,i~-, J- tt5' ~ tJS ~ ~ ~-



17 In your opinion. what doec matter indicate about our - the use of th•~ type of subject 
Texas 1n 1990? world. a nd more specifically . about 

18. If there is any addition 1 . . relevant to myth ac it . t·1~ information that you feel is pleaf Cte~j ~ :;~ in;;d•~~;;t 
~-~~r~Y~ 
~~ev,Jl~b,~~? 
+LJc. I 
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James Surls 



Questionnaire to be used in conjunction with the Master s Thesis 
by Debra Greenway Chandler 

Contemporary Myth A New Texas Frontier ? 

Please use the back or additional paper if more room is needed . 
Feel free to add any information that you think pertains to this 
subject matter. 

THE DICTIONARY DEFINES MYTH AS A TRADITIONAL STORY OF HISTORICAL 
EVENTS THAT SERVE TO UNFOLD PART OF THE WORLD VIEW OF A PEOPLE TO 
EXPLAIN A PRACTICE. A BELIEF, OR NATURAL PHENOMENON ; A PERSON OR 
THING HAVING ONLY AN UNVERIFIABLE EXISTENCE. 

I WOULD LIKE TO DETERMINE IF ARTISTS WHICH USE THIS TERM AND 
RELATED ONES AGREE WITH THIS DEFINITION, OR IF PERHAPS, THEY HAVE 
CREATED DIFFERENT DEFINITIONS. 

1. Please mark any of the following 
describe your work or the creative 
explanation that you feel is necessary. 

MYTH MYTHIC IMAGE 

DREAM-RELATED 

EMOTIONAL 

SURREAL 

INTUITIVE 

terms which you use to 
process. Please add any 

MYSTICAL 

VISIONARY 

2. Are there other terms similar in nature to those in question 1 
that you employ to describe your work? If so, would you please 
elaborate. 

1/v 
3 . Do you, as a visual artist, feel that the images and/or 
symbolism used in your work represent truths or beliefs that are 
relevant to your life? 

( t> 

y~s 
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4. Do you feel that the images and symbolism used in your wor~ 
represent truths which are : 

/'Fa) common to all mankind -
Y relevant only to a specific culture 
c. relevant only to you 
d. other · 

5. Are these symbols meant to instruct in any way? yes ( 
6. Do you feel that you have been strongly influenced by one or 
more specific groups of people or cultures in your choice of 
subject matter? Does your work illustrate fables , folklore. 
legends, etc.? If so, were they passed down to you from previous 
generations? Please explain. 

7. 

(°}\ 
Y. 

If the reference to myth is made by your art, do you use it 

to describe a set of beliefs 
as a vehicle for an invented story 
to describe events in your life 
other 

8. Initially, did 

a. 
to 

G) 

you consciously integrate symbolism 
demonstrate certain ideas 

the symbolism and imagery emerge 
process 
c. other 

and imagery in your work 

as part of the creative 

9. Do you feel that techniques such as "automatic drawing" can 
reveal subconscious thought? Do you ever use techniques such as 
this? 

y 
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10. If you utilize a "personal mythology ". does it represent 

a . fictitious narrative 

~: 

events in your life 
your perception of human experience 
a belief in the supernatural 

e. other 

11 . Did you consciously work out a "personal mythology" before 
you presented it in art or did it emerge through the creative 
process? 

12. Do you believe that some 
natures or ones that seem more 
beyond the material world? 

artists tend to have visionary 
insightful in matters that go 

13. If so, do you think that "vision" comes from 

a. a supernatural source 
an ability to view the world in a different way 
an increased sensitivity 
other 

14 . Do you believe that it is relevant to use symbolism 
Classical era, the Middle Ages, or any other time 
represent beliefs or ideology of today? 

from the 
period to 

15. Do you consciously incorporate elements from primitive works 
of art into your work? 

No 
16. Do you feel that there is a trend in today's art 
specifically among Texas artists, to utilize imagery 
symbolism that represent myth and related areas? 

world, 
and 
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17. In your opinion. what does the use of this type of subject 
matter indicate about our world, and more specifically, about 
Texas in 1990? 

18. If there is

relevant to myth
please elaborate.

-f o

any additional 
as it is utilized 

information that you feel is 
and defined in today's art, 
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