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ABSTRACT

a . §

~ \
The Imaginal Experience Through Art -

as a Vehicle to Personal Meaning: ' - ‘
A use\Qj_g

ung's concept of amplification as seen through
an art therapy student's exploration of
personal transformation in her artwork

&

Litiane Aberman -
>
The subject of this thesis is an exploration of a persona141rans—\'
formation process through an examination of the symbols arising in
artwork. The symbols in the artwork are considered from the Jungian
framework for individuation and from their relationship to the Feminine
as a psychological principle. iSymboTic meaning is amplified by a

pﬁdcess of synthetic analysis, a Jungian method by which a pérsongl

symbol is compared to symbols from univergal mythological, and religious
systems, so that the'paramete}s of personal meaning are enlarged through
anal ogy. \l -
The artwork 'is analyzed both through its images and through its -
formal elements. '
A éorrespondeﬁce in symbolic meaning is shown to exist between

these two aspects of the artwork. Various considerations for therapy

arise out of this exploration.

-~

\



Introduction . . . . .

L3
-~
Y—

4 R . .

.‘Chapterl -_o'o-o o"u.o‘rnoc [ 2 I T B T ) 10,

Chapter .II 'l L] L L] » * .1 » L4 L} L . .‘ L] L * L r’.. LN J L .\. 25

. i

Chap;erI‘II .‘ooouc.o.o-oooc,oo'oboo-- 31

40

.
]
-
.
L]
.
.
-
L ]
L ]
L]
LN
L]
.
.
L 4
[
.
[
L]
.
L]

cz Chapter 1V .

Chapter V . 56

cha.pter vI .~ L L » L) L3 L] . . L L[] ] - _,. L] . . L * L] .. L] L] 67

Chapter VII L ] ‘O l— . - . ] LY O' L] L] . . L] '@ ; L] L L] L] L] ’88 .
CONC]USion . L] L L] . L] * ] * L ] [ L] [ ] L] ." L] L[] L] 1 ] ¢ o L] L] ’ 94
References . . . v i‘. s e s e et s e e e e .. 104

Photogf‘aphs o.-oo.o-.oo“'ougoo-oo.o'oo 107



. : , ' .
' ) LNTRODUCTION
/
The subJect matter of this thes1s is 1oc;?ed in the prdv1nce of
psychic autobiography. In the trad1t1on of Socrates'’ famous words "know

thyself", I believe that the path to understanding other%fmust first-

/
!
/

¥ begfn/from a knowledge of oneself. /

This thesis evol ves f;om a description and analysis of bersonal
artwork arising during an especially sensitive and critical time in my
11fe .o /

In developing the mater1a1 within this thesis; / I have chosen to
remain within a psycholog1ca1, psychodynam1c anq/bunguan framework.
Using Jung's framework, I understand this per19d of time as one of
individuation, a term used by Jung to "denote/fﬁe process by which a
person becomes a psychological 'individual',/that is, a separate,
indivisible unity or 'whole'" (Jung, 19807/5. 275). It describes a

synthetic process of integration of consyéous and unconscious in

qneself. : //

/

1 will concurrently analyze the symbols within the artwork as they

relate to the Feminine principle. /;n the study of the individual,

Erich Neumann has said that: /

the 1nvest1gat1on of the spécial character of the Feminine psyche
is one of the most necessdry and important tasks of depth psycho-
logy in its preoccupat19n with the creative health and development

of the kgd1v1dua] 1974 Preface) \\\\\\\\\\\\\

The activation of thé Feminine within the individual psyche when

—

brought into balance with the Masculine mode of one's being in the

world, leads to the jeéelopment of psychic wholeness for the individual.

-/
/



In this thesis I am interested tn the ‘possibility of recording

ihese processes aé-they emanate from the uncons&ious, i.e. via thg
language of symbols. |

The meaning of the symbols in the artwork will be analyzed by the.
Jungian method of comparative analogy. The,meaning of the symbols will
be approached and enlarded by comparing them to ;;&5015 arising in ‘
cultural symbo]ictéystems especially those qf an esoteric religious
origin. The symbolic language of the unconscious defies the linear
1ogjc'of the conscious mind and therefore requires special approaches to
arrive at the essence of it%/péaning. I rely on Jdung's theories of the
eollective unconscious andzgis_approach to the amplificatiop of symbols
in using symbolic systems &s reference~points to enlarge personal ° -
meaning. By the method of Jcomparative analogy, symbolic meaning
transcends the purely fersonal and becomes connected to tﬁe universal.

The Tegitimacy of personal” experience as an area for research in
the human studies is supported by the work of Wilhelm Dilthey, a 19th
century phj]osopher who has provided importaq& concepts and methods for
analyzing the human condition qu redefining psychology as a human

study. Some of the important ideas Dilthey developed - 1ived experi-

ence, acquired psychic nexus, understanding and description - give an

orientation for the human séydies that has bearing on this thesis. I
present briefly the salient points from Dilthey's Qork to situate the
reader in the epistemological theories in which this thesis is grounded.
. Dilthey (1977/1927) has stated that "the method which permeates "the

human studies is that of‘understanding and 1ntgrpretation... the ’ ’

Y
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‘understanding of other pérsons and their expressibns of 1ife is based

upon both the lived experience and understanding of oneself, and the{r

continual interaction" (p. 123).

He advqcatgd description and interpretation as'the methods appro-
priate for'c1arifying understanding. Dilthey recognized that the total -
ity of hyman behavior cannot be adequately understood by subjecting it
to tHe atomistic approaches of experimental and explahative psychology,
which he believed distort psychic 1ife. A proper study of psythology
must do justice to the fullness and continuity of experience, It cannot -~
therefore be approached by the same methods existing in the natural
sciences which'operate from hypotheses based on a causal system of
events.,

In the introduction to the translated version of.Wilpelm Dilthey's

work Descriptive psychology and historical understanding (1977/1924/

1927) Makkreel states that: | ‘

C It is possible, according té'Dilthey, to dispense with most
psychological hypotheses about the association of representations 5
bézguse inner experience presents us with many un;onngcted
pHenomena which can only be related through the hypotheses of the
natural sciences, psychology must consult the data of inner
experience which are given as parts of a real continuum. 'This
means that connectedness in psychic 1ife does not need to be
explained hypothetically, but can be directly experienced (p. 5);\

Whereas hypotheses are the starting place for the natural sciences, they

mark the end'point_for descriptive and analytic psychology.

a \



Because psychic life can never bé‘logically 6rqved in the same way'
. that hypotheses are constructed and proved in the natural sciénces,
intuition plays a legitimate role in the understanding of psychic ° .
events. Qur lived expérieﬁce, according to Dilthey, is real and may be
understood intuitively. Our understanding'of psychic 1Hfe may proceed
%rom the whole to the parts and need not be constructed part by part as
is necessary in the study of nature. Unqerstanding, however,'is not™
“irrational or intuitive in a pejorafive sense... (it is not) a meﬁe_-
product of feeling or empathy... undersfanding.in appealing to all the
powers of the psyche, does not Qver1oof the intellectual processes"
(Dilthey, 1977/1924/1927, p. 7).

Dilthey's psychology is concerned with the data of inner experieﬁce
and particularly witﬂ-lived experience. To apprehen; inner experience
we must rely on introspection. Lived experience on the other hand,
contains an aspect of relationship between inner'and outer. It may be
described and interpreted from an observation of its expres§ions or
objectifications which give to 1ived experience an "objective spirit".
It is therefore less subjective and broader in scope than inner experi-
ence. Makkreel continues: :
| ‘According to his final writings, most processes of understanding no

ldhger begin with the psychological description of inner experi-

ence, but with the expressions or ijgctifications of experience -
sdmething outer given to the senses which we then probe for its

possible inner experiential meaning (Dilthey, 1977/1924-27, p. 12).

Dilthey was pa}ticular1y interested in the expressions arising out

of the emotive or imaginative experience which may range from works of



total psychic nexus. -

within a symbol.

\
artistic creation to_ facial expressions and body gestures, These he

cglled "expressions of 1ived eiperience". Their distinguishing mark is
that they gxp?ess theN"fullness of human 1ife... the expression of ?ived
experience can cgntain more of the psychic nexus than any jntrospection
can réveal, It raises life out of depths whi;h are unilluminated by-
consciousness" (Di]ihey, 1977/1924-27, p. 15). In other words, this

type of expression bypasges the purely ratjonal conscious out1ook and

reveals something of the unconscious,  ground forming the individual's

The investigations of Freud and Jung have also affirmed that—
expressions may reveal more than was. consciously intended by the
individual or artist whose expression is being considered.

In this thesis I will describe and interpret personal artistic

expressions and examine the psychological processeshzhat are revealed

- through these. ‘ -

Two methods of "higher understanding" that Dilthey proposes for

arriving at the implicit meaning of expressions have bearing on this

thesis. M;kkreel discusses these. In the first, "we clarify the
meaning of an expression and "est its imblications by relating it to
other expressions". This method is comparable to Jung's method of

synthetic analysis for approaching the multi-levels of meaning contained

\

in the second, "the task of deepening our understanding of an
already meaningful objectification is achieved (by) more conscious1y'
relating expressions to a structural whole... determining how single
expressions enrich each other to define a unity" (Dilthey, 1977/1924-77,
p. 16). *



<

In this thesis the structural whole is determined by the Jungian

framework for individuation and by‘the theory of Masculine and Feminine

principles as fundamental dualities with he psychic reality of the /

individual .

Jung's interpretation of the conditions that méaning rests upon are
also relevant to this thesis and substantiate Dilthey's viéws. JJhg,
considers that symbolic value is ré1ative and qependgnt upon the

attitude of the consciousness considering the meaningfulness of any

“particular event. Whether a thing transcends mere fact and therefore

means more thaﬁ is ihmediate]y apparent depends on
an attitud;, a.disposition, a willingness to be open to. the
possibil{fy of a symbol (and) *... in effect, the attitude which
makes the appreciation of a symbol péssib]e is a conscious concern
in the saervice of meaning as contrasted to consciousness in the
service of facts {Phillipson, 1963, p. 67).
Jung, 1ike Dilthey, gives to intuition a legitimate role in the.
understénding of psychic life.
This point of view 1like existential phenoﬁendﬂogy recognizes -the
self-reflective capacity of mind, i.e. it sees.mind as able to freé

consciousness from itself gaining the possibility of being at work while

observing itself doing so. This method i hhical analysis

relates to psychological thinking in which sriess reflects on its
. N -
own unconscious sources in order to understaps Us enlarging the field

. : LY
of consciousness itself. \

In this thesis 1 wi1f Took at-my own ar%work in order to examine

the symbols in the images and uncover the psychological processes they

1]




; . - i -
objectify., I will also look at’?ﬁe symbolic value co&tained.within the

formal eleménts Of the -artwork and their significance within this ’-
framework. - N . to
. .« - . . \ . ’_@

‘ Both Freud and Jurig have examined the symbolic value of "their own

L expressions. Freud, the pioneer of modern psychology, relied on a

4]

= description and interpretation of his own dreams to iliustrate’his

psycho]ogica] fiﬁdings. -His well known work, The Interpretation of

) Dreams (1954) is based upon the analysis of personal dreams.

Yo Jdung's theor1es of the collective unconscious were sparkedxby h1s ,
own experience with the - power of the archetypes recorded in his

’ autob1ograph1ca] work Memories, Dreams and Reflections (1965).

~

~Marion Milner is a mor& recent’ writer and analyst who has taken the

reefe of autopiographical research: .In ber book On Not Being Able to
'Bgig;.(1979), Miiner analyzes her own drawings, a series of '
spontaneously executed "free drawings", in psychoaralytic germs. Her
1hvestigation into fhe creative process stems from self-observation and
se]f—expreesion._ At the conclusion of her enquiry she arrives at the
certLinty that the creative‘process "does not work from purpose to

“deed... as a result of intellectual analysis but as soqeth1ng lived" .

(p. 145) o ) , ,

-

/‘ i ‘As a result of her enquiry she recognizes two different c?rms of
thinking and knowing: the visual mode and the verbal mode. She
acknowledaes that the visual intditive mode is a more global and
comprereneive way of arriving at knowledge; a way of knowing that caneot
be experienced through the abstractive process of 1ogiq‘ On this o

subjectcghe says: ' . ) Y.




A1l this might be summed up by saying that the drawings were
%ntuitive rather than logical reflections about living, they were

'attempts to express the wholeness of certain attitudes and'experi;
. ' »

-

g ences which 1ogic'and'science,/b} their very nature, can never do;
since logic is bound to abstract from whole é&periencé and e]imini
ate the‘tota{}ty of the particular and the personal (1979, p. 123).

The verbal mode: however, is the tool by whicH we commun{cate ideasoand

4

make dialogue and argument with others a possibility.

The relationship bétngn visua]land verbal modes correspond to )
Dilthey's relationship béfween £he expressions of 1%ved experience and‘
the understanding éhat ﬁﬁst'be appl;ed to the experience in order to
communicate it to others. Undersganding of the expressions of 1ived
experience although more intellectual in nature than the expressions
themselves, doés contain an hspeét of intuitjon. This is the'ability to
perceive the psychic nexus ref]ectea in the exbression.

The relationship between visué] and vérba] modes of understanding
is an essential aspect in the evolution of meaning in this thesis., This
is the relationship between the experiential involvement in the art .
process and the subsequent amplification of the symbolic meaning through
comparaéive analogy. Although a more intellectual process of arrivihg
at meaning, amp]ificatién of the symbol is fundamentally an intuitive
process. , ys

Cﬁapter I of/this thesis wi]l give background informatién on four

syhbo]ic systems I have chosen to amp]iﬁy the meaning within the $symbols

in the artwork. These are the Tarot, Alchemy, Tantra and the early moon

v

Religions. = . ; .
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The sgcond chapter will concentrate on theoretical information

g based on Jung's hypothes%s for the totality of the psyéhe and the role

of symbols in its basic functioning. Also included is-an overview of

[ 4

Juné's theories for the function of the symbol in art.

The third chapter is devoted’tb a consideration of the nature of
ﬁeaning fhat arises out of :Le process of art and symbol formation, Two -
kiﬁd;NBf meaning aré Eonsi@eréd; the meaning that grows out of,}he '
process of creétiVe-activity and the meaning that grows out of the
amp]ificattpn ofethg symbols within the artwork.

Chapter IV relates a documentation of a personal process of
iﬁdividpation. The Ertwérk and the symbols that reflect this process
.are introduced and interpreted based upon Jung's concepts for
individuation, ‘ ) . .

In fhe fifth chapter, the symb01§ are analyzed from the focus of
their re]ationship?to the Feminine principle.

= Chapter VI examines the Tinks between form and symbol in the

created art object. The symbolic méanings that are ﬁpherent in the.

choice of technique and material as well as in the. formal aspects of the
artwork are considered,

The the}apeutic implications that grow out of the material of this _

thesis are presented in the last chapter.

¢~ -
e -

~, T . 1
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CHAPTER I °
\

< . ~ . \

\ ~
a process of individuation is the subject of tﬂjs thesis. The symbols

The emergence of a specific archetype, ‘that of th feminine, within
that point to the emergence of this archetype will be traced through a
series of drawings produced durifig a time span of seven years. .A
personal body, of work will be examined by tracing its symbols and their

correspondence to mythological and mystical symbolic systems. Meaning

. grows out of this correspondence, so that the personal becomes through

analogy linked to the collective. The symbolic systems that I discuss
hére represent ancient repositories of maﬁkind's psychic reality. Each
has evolved images_and ideas that po%nt to mankind's inner journey of
fransforma@ionz a journg} Jung has called the individuation process.
The orientation of this thesis is Jungian. |

Aspects of this inner journey remain constant throughout history

and acrpss cultures. It is a journey where death, birth and rebirth are

experienced as psychological realities. The goal of this transformative ™

L3

journey is the "inner marriage," a term referring to a new equilibrium

achieved between the forces of maleness and femaleness within thg

~.

individual.
The activation of the feminine principle within individuation is a

-

necessary step in the constant evolution of an equilibrium between the

masculine and feminine poles and the positive’and negative aspecCts of

“each. The significance of this stage of growth will be discussed in

Chapter 1IV.

I3

In the long process of coming to understand my own imagery, I
14

<



- spontaneously came across sources of information\that in Jgng'é terms
helped me -to "dream the dream onwards." These are the .symbolic systems -
of the Tarot, Alchemy, Tantra and the ancient religions of the moon. In
researching these symbo]ft systems I became aware of the points of con-
nection of these seemingly disparate systems both to each other and tq
the symbols within my own artwork. On tﬁe éhrface they appear very dif-
ferent in purpose and function, for example, the Tarot originated as a’
game, while Alchemy méy have begun as an early form of chemistry. fantra
is a discip]iné that evolved out of orthodox Indian religious tradition,
while the moon cults represent the earliest forms of religion ascribed
to primitive man. However, although these systems arose among varied
peoples in different circumstances, they are nevertheless linked by fun-
damental truths. At the center of each is the idea that reality is a
unity; that a correspondence exists between inner and outer; between
spirit and matter; and that the purpose of life is to attain a-perfect \
isynthesis of opposite and complementary energies symbolized by Male and
Female. _

Each of these systems has evolved imagery which expresses in
symbolic terms the psychological and spiritual truths they embody. In
this th?éis I will be considering a-selection of images from each of fhe
four systems, choosing those image§ that most fully correspond to the
symbols and formal elements within my own artwork.

I will proceed with a brief presentation of each of the‘four

systems as a background to the material which will follow.

To begin with, the Tarot is .a set of 78 playing cards, the or‘igir_\l
of which is obscure. They wgﬁg originally usedifor gambling and later

on for divination., The cards are divided ?nto two types, 56 make up the
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minor arcana and 22 the major arcana., Each card depicts a ssene that

§

may be interpreted in psychological terms. The cards form a’ unit. The

meanﬁng of any individual card is not isolated from the meaning of the
whole.

The 22 images of the major arcana especially may be looked upon as

archetypes of human.experience..The 22 cards may be seen as a symbolical

Jjourney of psychological transformation similar to the process of indi-

viduation as described by Jung. The Tarot, 1ike other esoteric doctrines

of unification, teaches that masculine and feminine qualities arée part
of both men and women. The Tarot\represents a process in which unifi-
cation comes through growth and increased awareness travelled step by

step as depicted in the stages of the major arcana.

The imagery of the 22 cards of the major arcana may be divided into

three areas of experience. These are: "consciousness, the outer con-

cerns of 1ife in society; subconscious, or the search inward to find out

who we really are; and superconscious, the development of a spiritual
awareness and a release of archetypal energy" (Pollack, 1980, p. 23).
The first 1ine of development is that of the ego, the individual Tlearns

to distinguish himself from the outer world. Individual personality

becomes distinguished from the primary matrix of parents and society and

develops a full understanding of the outer life of humanity.- In the
second- ine of development, the cards take us beyond the ego and the
outer meaning of man's life, to find the inner self,

In the thiES, the\{fne of ‘development deals with the archetypal
forces of existence and the 1ntégration~of the dualities that un@er]ie

human experience,

1
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The Tarot cards describe a process of development by presenting
archetypes of experience in a §£ep by step evolution. In life,.however,
thése archetypes are never experienced in their pure form. \

The cards 1 have chosen as most significan} to this thesis are the
High Priestess (Figure 1), thg Devil (Figure 2), the Tower (Figure 3),
and the World Dancer (Figure 4). These cards were chosen because they
correspond to the symbols and formal elements within my own artwork as
in the case of Figures 1, 3 and 4 or as in Figure 2, the Devil, the
symbol corresponds not to a drawn image but to a visionary one which
will be described in Chapter 4. '

The High Priestess card Qelongs to the first line of development
i.e., she belongs to the physical world in the sense that she represents
one pole of the dualities that make up the "basic rhythm of the material
world" (Po11ack7 1980, p. 40).‘ She represents darkness, passivity, the
unconscious, and intuitions. She represenfs unactualized potential that
needs to be manifested through the activation of consciousness and will:

'She is the archetype of th\Feminine, while her polar ogpositg,
symbolized in the Tarot by the Magician card, is the archetype of the™ ‘

Masculine. These two, the High Priestess and the Magician, are .

archetypal principles that pervade the whole deck.

At this first stage of development, the illusion i that these
polar opposites are separate entities, split one from the other when in
reality they need nof be.
The next three cards, the Devil, the Tower and the World Dancer
belong to tﬁe third.1ine of development. These cards/ "depict a confron-
tation and finally a unity with the great forces of ffe itself... [They
represent a] descent into darkness, a liberation of [light, and the re-

turn of that light to the sunlit world of consciou ness" (Pollack, 1980,
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p. 23). These words may also describe Jung's concépt of the process of
individuation. |
At this stage, repressed energy is released, 1]1usion§ are shat-
\tered and the opposites symbolized by the Magician ahd’High Priestess
\are experienced in a new balance Qﬁthin the jndividual so that the
ability to act in the world is joineq by a §£nse of inner revelation
symbolized by the World Dancer, the last‘card in the Major Arcana.
} The Devil card represents the illusions in life that must be
transcended. The illusions pertain to the belief that life is only a
materialistic pursuit based on monetary, sexugl and+political ~concerns.
The implication of this card is that the way to spirit leads through the
‘dark’ confrontation with the desires. Sexual and spiritual energy are
one and the same force. Esther:Pollack (1980) quotes Paul Douglas who
has called this card the "dark side of the collective unconscious"

(p: 104). The Devil card corresponds to Jung's concept of the Shadow,

the dark side of human nature that must be confronted for growth.to ///
occur, _ //
. -a /
The Devil card also //

symbolizes the 1ife energy locked up in the dark hidden areas of //
the self, which cannot be entered by ordinary means.,. The third// '
/

line requires a complete release of unconscious energy... By /

embracing the Devil however... we set the psyche on a vio]eqt/
coursegleading to the explosion of thg Tower., Jung destriﬁéd
consciousness as a dam blocking free flow of the river of the

. uncoﬁscious... The Tower blows away the dam completely; re]eésing
the locked up énergy as a flood... [The card] usualiy refers to a

period of violent upheaval (either literally or'psychologica11y) .

7
/

(Pollack, 1980, pp. 104, 108, 109).

R
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The World Dancer is the last card of the Major Arcana. Although the
Dancer is pictured as female, the figuqe is, according to Pollack, her-

"maphroditic symbolizing the unity of masculine and feminine principles.

The second éymbolic system, the early scienﬁe of Alchemy, had aé
its' object the transmutation of base metals into gold. This was its'
exoteric purpose but its esoferic raison d'étre was hidden in its'
language and images. Klossowski de Rola (1973) describes Alchemy thus:

Much more than the art of turning base metals into gold, Alchemy is

a system of cosmic symbolism which can best be understood as a

means of achieving one-ness with the worid. The alchemist learns

how to create within a sealed vessel a model of the universe of
human consciousness, in thch the opposing complementary forces
symbolized by Male and Female, Sulphur and,Mercury, Earth and Air,

Fire and Water attain perfect synthesis of which gold is the

emblem (Cover): S e
Fundamental to Alchemical thought is the belief that there are precise
correspondences between matter and spirit, The transmutative process of
metals, although not the final end, was nevertheless an indispensable
nart of the Great Work, the Magnum Opus - a phrase adopted by Jung to
describe the process of psychological transfo;mation and unification
that is the goal of the individuation process.

Jung believed alchemists projected the process of psychic integra-

tion unto their matter and consequently described an essentially

" psychological drama in terms 6f chemistry. The 'black' stage in

alchemy represented the first act in the drama, when the alchemist
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dared to éonfront the darker side of his own nature. The alchemi-

cal goal of creating the philosopher's stone represented the end -of e

the process wiéh the emergence of an integrated 'self' (Coudert,
1980, p. 151). "

The term 'self' is one‘used by Jung to denote the totaiity of the
psyche, the cgnter of the individual, as distinguished from the"eéo‘
¢§QiCh constitutes only a small part ;f the total psyche. Coudert .quotes
Jung on the a]cheﬁ}ca1 process of transfq;mation:

The alchemist's endeavours to unite the opposites culminate in the

'chymiéa] marriage;, the supreme actqof unton in which the work

reaches its consummation. After the hostility of the four 'elements

has been overcome there still remains the last and most formidable

-opposition, which the alchemist expressed very aptly as the rela-

tionship between male and }emale (Coudert, p. 152).

The Prima Materia, over which the a]chem\sts laboured, is in Jung's
opinion the unconscious, 'the place of great térrér'. The dangeF; and
fears that the alchemists encountered in the process of transmutation of
matfer into spirit must refer, according to Jung, to the terrifying
emotions which accompany an irruption of the unconscious into the con-
sciousness that occurs during the ;F56e3§;3f indi viduation. -

In Alchemical literature the Materia Prima (Figure 5) is said to
have an imperfect body that must be puriffed by the preparation of the
secret fire or First Agent. The Materia Prima is made into a 'compost'
and then enclosed in a hermetically sealed vessel (Figure 6) or

Philosophic Egg which is heated-in a furnace.

In the«Egg the two principles within the Materia Prima - one solar,



hot and' male, known as sulphur, the other lunar, cold and female,

known as mercury - interact (the process leads to a form of dea1;h)

which is a separation... followed by a long process of decay which

lasts until alj}pﬁtrefied and tr)efopposites dissolved in the .

Viquid nigredo (or blackness) (Figure 7) the first sure sign _t—hat

one is on the right path... The nigredo phase ends with the

appearance on the surface of a starry aspect... the first degr:‘ee'of ‘
. perfection nears completion when} from the mut\ual destruction of.
conjoint opposites, }chere appears the metallic, volatile humidity
which is the mercury of the wise... The end of the 'second work'
comes with the appearance of the whiteness, albedo. Once the
whiteness is reached... it-is only one step more until the Red King
or Sulphur of .'.che Wise appears out. of Fhe womb of his mother and
sister, Isis or Mercury, Rosa Alba, the White Rose... The third
wor.‘k begins with the pomp of a royal wedding (Fi_gure 8). The King
is reunited in the Fire of Love (the salt orsecret fi re) with his
b]eésed Queen... and from their reunion the u]tin;ate perfection is
affected and the Philosopher's Stone is born (Figure 9) (Klossowski

de Rola, pp. 11 and 12).

According to Case (1975), the Prima Materia of the alchemists is
also the First Mother or Virgin Diana (Figure 10), goddess of the.
'créscent moon. She correspondé td the High Priestess of the Tarot who

represents all the virgin goddesses of the anciént world. The High
Priestess, whose title means literally "chief femi ni;i elder" also

corresponds to the Tantric female principle known as Prakriti, cosmic

force of nature "the precosmic root-substance which is the substratum
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_beneath all the objective planes of existerce" (p. 50). I °}

I
¥

Unlike the Tarot and Alchemy, the third syﬁbo]iC'system, Tantra,
grew out of .an established religious belief. Tantra is a discipline
that arose out of ancient Indian tradition. The word Tantra indicates
the expansion of knowledge towards realization.

\ Central to Tantra's teachings/ié the goncept that reality is a
unity, éﬁ indivisible whole. It is called Siva-Sakti, a term synonymous
i with male and female eﬁErgy and cosmic-consciousness.
/ ’A‘Tantrish is a system of ‘the discovery of the mysteny of woman'...
' The female princ;ple is considered to be essentially the kinetic
aspecé of consciousness... Tantra holds the concept of a composite
female principle which, though running parallel to male, transcends
- it... Sakti's universal power is the prime mover and mother-womb of
the recurrind cycles of the/universe, and as such,reflect§ the
procreative powers of eternal substance. She also symbolizes total
life-affirmation and is a source of all polarities, differentiation
and distinction of elements... In the process of self-actualiza-

“."%  tion, the highest goal identified with the arousal of the Kundalini

is recognized as a microcosmic version of the‘feminine power of
Sakti. |
The aobjective wor]d, with its iﬁfinite dive?sity, evolves out .
\of the union of opposites, the‘male and féﬁa}e principles '
(Mookepjee & Khanna, 1977, pp. 16-17).
Tantrd's aim is to realize this integrajed wholeness of polarities
through agtive contemplation. Tantric a}t is a quest for unity; a

synthesis between the external world and the interior model. Because




Tcntra is predominantly a way of kpowledge;and a way of life, art and
ritual are intimately related. Through Tantric images, “reclity is made
visibie and eventually apprehended... [Ri%ua]ized Syﬁbols] function as
a psychic mat rix which ultimately aids. the initiate to i]1um1nate

-

himself... these focms become vehicles of self enlightenment" (MookerJee

L2 Ny

& Khanna, 1977, p. 47) N
Tantric art takes different forms; the yantras, like the verbal
mantras as well as mandalas are used for meditative and r1tua1 purposes.
The yantras are geometr;c in form, and always abstract in nature (F1gure

11). Their predom1nant formal e1ements are the point, line, circ]e,
triangle, square and lotus symbol. fIn Tantric abstractioff, form is
seen in the content of itsAorigin and genesis, in terms of the basic
impul se whi;h has shaped it. In this way, for example, Tantra regards
vibration as a primary cosmogenic element which gives rise to all struc-
ture and movementé (Mookerjee & Khanna, 1977, p. 51), i.e. if we could
"see behind the appearance of concrete reality, we would find a world
made up of vibrational patterns.

Unlike the yantras, mandalas are iconographic in nature (Fipure
12).  Complex, intriéqte images pepresenting the drama of deities within
the cosmos are painted within the predominant shape of the circle en-
closing a square. The circle... as the nuclear motif of the self (is) a
vehicle for centéring awareness"ﬂ§;§§§erjee & Khanna, 1977, p. 64). The
fonms and images of the Tantric mandala integrate the opposites in a
h%rmonious balanc; analogous to the polaricjes within the cosmos;

"earthly and ethereal, the kinetic and the static" (MoorKeejee & Khanna,
1977, p. 64).

i
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The éymbols of Tantric art are also gxpressédfin paintings that .
convey visually the inner structure of the "subtle" bbdy (Figuré 13).
The\tgrm subtle body refers to the 1ﬁner, non-material body; the ether-
eal or spiritual rather than the physical, material, outer body. The
structures of the various pgychic centres in the subtle body are repre-
séhteé by the symbol of the lotus, a symbol denoting the "experience ‘of
the upward movement of energy in successive stagés": The 1otuses also
known as.chakras, are accompanied by the spiral, a symbol for the paths
of the energy currents and the flow of energy.

Each‘succesékve chakra is pictured with a particular number of
petals and has its corresponding co1or.' For example, the first chakra
which is the root chakra associated with physical experience is a red .
Totus of four petals, wjthin it lies the dormant and coiled feminine
energy, the Kundalini-Sakti. "“The Kunda]ini is the microcosmiq form of

A

universal energy or, more simply, the vast storehouse of static,

potential psychic energy. which exists in-latent form in every being"

AY

(Mookerjee & Khanna, 1977, p. 151).

Finally, the cosmogram is a pictorial model of the uniyerse based
on intuitive insight. Cosmograms are mostly mathematical configurations
based on mathematical re]ationships.. Sometimes they may include mytho-
Togical symbols. FJClinstanée, the Cosmic Man Yantra (Figure 14) depicts-
with various figurative symbols, the ascending ﬁlénes of experience
within the body of a man. These suggest "the immense potentiality, ﬁo
less than the size of the cosmos, contained within the body of man"
‘(Mookerjee & Khanna, p. 71). aThe Coﬁmic Man antra, unlike most cosmo-

grams Whithhare oug;;>ﬁ\girectedkénd function like-charts mapping
v e _ ,




natural phenoména, is linked with the brocess of inner realization and

in this respect it is closer to the psychograms (the yantras and-
‘mandalas). . I will refer once again to Tantric art forms and to the

Cosmic Man Yantra in Chapter 6"of this thesis when I discuss the formal

elements within my own artwork. "

o~

-

Finally, I will turn tg a look at primitive beliefs concerning the
power and influence of the moon.. In early re1igions: the moon, deified |
as a goddess, was worshipped to ensure a woman's fertility as ye]]las ’
the fertility of fields and crops. "The moon, first as an influene of
fsrtility and later as a deity, h?s Been considegéd throughout thé ages' ‘
to be in a pecu]iaf relation to women" (Harding, 1976, p; 20). -

In Women's Mysteries, (1976),.Harding relates that a widespread -

number of peoples believed that the moon goddess watched over women and
over all aci{vity that was the aominion of women. The myths and customs
that surrounded the moon cults were not meant to exalt any particular
woman or women\in general, they were rather an expression of reverence
towards feminikeness itge]f,or in other teFmi_tgwa(dé the feminine

princip]e.ceﬂn the wor of the \moon or fgminine-principle, early man

recognized Fhe ‘ \
unseen powers of the spirit world... the creative and fecund powers
of nature and of the wisdom that 1ies inherent %n 1nstihct and. at-
one-ness with natural law. (The rituals that grew out of the moon
religions) aimed to put man-into a right relation to a power recog-
nized as being beyond human control (Harding, 1976, pp. 20 & 23).
Moon Goddess imagery in the form of engraved pictograms and‘carved

stone images has been found in a diversity of cultures. '

—_—

_The ancient Gﬁeeks, Egyptians and Assyrians are some of the peoples
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who have represented the moon deity with variods symbols.  The cone or

pillar of stone was one of the earliest representations of the moon god-
4

‘dess (Figure 15). The stone gradually evolved to take on human.éharac-

teristjcs and become the image of the deity ﬁe}se1f. A later emblem of
the moon is the wooden pillar or tree (Figu;e %6). This is the sacred
moon tree sometimes pictured with fruits, or with'thé crescent moon oh
moon gpd in its branéhes or it is foppd,attended by animalg.- The fruit
of tﬁe moon tree, which may be the god pimsé1f seated on his throne, was
believed to be the source of immortality, of-secret knowledge and of
inspiration. The éniha1s attending the moon tree symbolize the animal
néture of the female goddess, both in her wild, répacious aspect and in

her maternal, nurturing instinct.

Other aspects of the feminine nature of the moon goddess are repre-
sented\iqyﬁf

yth and religious imagery by winged creatures, especially

doveé\ and by the serpent.

Y

%he ¥ight of the moon which shines from heaven above and briﬁgs
|

enlightenment and wisdom to the earth is frequently personified and-

v represented by a bird, usually a dove. The Sophi?, the Holy wisdom
of the Gnostics, i5, in fact;~the‘light of the Heévenly Mother and
is equated to thé Holy Dove of the Spirit. ;or to the Gnostics the
Holy Spirit is feminine, is indéed the feminine essence, the Eros’
(Harding, 1976, p. 52).

The)éerpent has been closeLf’aséociated with the moon. Both have
Begn cre&ited with the Eower of self renewal and 1mmortafity. In addi-

tian, snakes live in subterranean regions which to the ancients was the

underworld, séé?EE;and m)sterious as the moon in its dark phase. "The

™
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divinities of the moon can appear, as can all underworld deffties, in the

form of snakes" (Harding, p. 53). The third role played by the snake in
the worship of the Moon Goddess is, in its connection with the image'of
the Pha]iué. "A mystical union with a snake probably formed the central
ritual of the Eleusinian mysteries of thé Great Mother" (Harding, 1976,
p. 54). - '

The undulating body of .the snakeAvisually and symbolically
resembles the Tantric Kundalini-Sakti, the coiled feminine energy thch
has the potential of rising and awakening dormant p%ychic energy the
,first level of which is the energizing of the physical, sexual dody.
This symbol will be discussed again in a later chapter in connection to
my own drawings. — -

In the shift from the early religion§ of éhe moon to the. later
worship of the sun or masku?ine pninéiple, there resulted a shift of .
emphasis on values, so that in our society today what predominates are '
still the masculine oriented va]hes in which man's ability to use his
intellect, to impose order and to overcome nature to the fulfilling of -
man's ends are more highly regarded than those values associated with
the feminine principle. The masculine and feminine principle function
in both men and women, however the orientation of these principles in

male and female is different.

J will discuss thes} principles more fully in_a later chapter.
Suffice it to say here that the imbalance in our society in favor of the ‘
“({'l\‘: E

values associated with the masculine principle have created for women

the need to reorient herself to the feminine principle in brder to feef

at one with herself, -
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R havevbr{efly presented the four symbolic system; that will _be’
referred to-in the process of amp]ifyjnglthe meééinb of the symbols
within my own imagery, A]ihough these systéms~ﬁere not ponscious]y
cﬁosen and the-connections occqrred intuitively, tpéggossibjfity of
¢f1nding a relationsihp bethen my own symbols and those artsihghihqa

4

larger context, was the factor that gave shape and substance to a!
‘ »

LY

personal symbolic journey.
The following chapter will give an orientation to Jung's theories
concerning-the functioning of the psyche and the role of symbol forma-

tion within that process. . , . .

L —
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- The Symbol ih Artwork: ,
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CHAPTER IT .- .

Jung s most basic hypothe51s for the psyche is that it is‘a pattern

of who]eness that can oniy be described symbolically. Through the use

‘of symbols .we can begin to understand and ‘make use of the non-rational

end intuitive realms of functioning. Jung's approach includes and
relies upon the intuitive and emotional faculties as a moreicomplete way
of understanding.the human psyche than strictly through the rational

. [ N h - . ) .
faculties. <Intuition and emotion and the capacity to apperceive and .

L A

create by way of symbols are basic”modes of functioning, no 1ess than

sense organs and thinking : The image is our baSic originai unit of

menta] functioning out of which our concepts are fashioned through ab-
stracqion. The deveiopment of -consciousness therefore, .although a vital
and indispensabie part.of our psychic development is a relatively minor
part of our total psychic functioning. The price of this abstracting
process is a loss of emotional connectedness. "Images, on:the other

hand, constellate emotional and imaginative qualities and thus reconsti - &
thte a connection which the abstractive process has severed" (Whitmont,
1§7é p. 29) "A naturai deveiopment of the psyche which occurs usually
.in.the second half of 1ife is the symbolic mode of comprehension. This
invol'ves a novei‘means of perception, an integration of the images of

the external world with those of inner reality. °. T

The emergence of images from the depths of the psyche complements

 the exclusivelg rational standpoint of-the abstracting consciousness by «°

R /
ratsing themes and subject matter which the conscious mind has .
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disregarded and in a way, through images rather than concepts, that
'attempts;to reconnect. us with a mpde of experieﬁcing from which Qe have
-+ become separated}

The symbolic mode As also the aEPjve element in the formation of
recurrent mythological images, “an approach to reality, especially to "
psychie or transpersonal or cosmic reality which concedes our inability
to know this reality in 1nte]1ectu5¥ terms" (Whitmont, 1978, p. 34).
Dream, fantasy and artistic expression that is not contrived, (i.e., the
symbols within artistic expression that arise spontaneou@ly and are not
manufactured consciously for the purpose of conveying a message), is an
expression of an involuntary, unconscious psychic process beyond the
control of the conscious mind. These Eompensate the one-sidedness of .
thé conscious view and relate a message which is in need of beinﬁ/known.
Jung formulated his theory of the collective unconscious to accoun£ for
those psychic expressions that cannot be reduced to the purely personal
subjective unconscious but rather emanate from a transpersonal or objec-

N

tive psyche. In Jungian theory, the truly symbolic is not reducible to
the personal unconscious. ;t is an eipression of the collective uncon-
scious and representsn“...the best possible expression of a complex fact
not yet clearly grasped by consciousness," which is nevertheless experi-
enced as existing. Thé collective unconscious is the source of genuine
symbols "the spontaneous-éource of images, of which an indivjdua] has
had no previous conscious, knowledge." It is "not a question of inherited
ideas but of an inborn disposition to produce parallel images, or rather

identical psychic structures common to all men." These Jung called the

archetypes of the collective unconscious of which symbols are the

- N
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objectified effects. Because symbols exiress what is "relatively
unknown," we must be wary of pretending éo be able to explain wﬁat they
are in any fixed forﬁ._ We can arrive at levels of meaning for the sym-
botls through amplification and analogy, but we cannot reduce the meaning
of the symbol to any one explanation. Tbe emergence of the symbol in
the psyche produces a compelling effect on consciousness. According to
Jung, one of the functions of symbols is to make possible "transitions
to new activities" (Phillipson, 1963, p. 64). This is the synthesizing
function of symbols capable of uniting opposites by which, conflict
‘between consciousness and the unconscious is reconciled and transcended.

Where a transcending symbol emerges for the individual "his person-
a]lprobess of individuation can be said to progress" (Phillipson, 1963,
p. 65). In Jung's words, "The meaning and purpose of the process is the
reaiization, in all its aspects, of the personality originally hidden
away in the embryonic germ-plasm; the production and unfolding of the
origigal, potential wholeness..." (Phillipson, 1963, p. 53).

In 1ight of the above, the quality of futurity or‘prospective sig-
nificance of fge symbol is its' most important feature, the indication

of what ought to become. The symbols anticipate tendencies for future
uevelopment. They are not 3621690us to the actualization of thaf
tendency.

I now turn to look at Jung's vieds of the function of the symbo[ in
art. In his analysis of artwork, Jung differentiates between two modes
Qf artistic creation, one he calls psychological and the other vision-

ary. Into the psychological mode falls all work in which the subject

matter is drawn from man's conscious and feeling life. The artwork

21
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within this class isigiven the term psychological because it remains
within the bdqndariés of the understandable. The artist working in this
mode sees his material as being entirely subject to his artistic pur-
pose. In total contrast, the work arising out of the visionary mode is
felt as reaching beyond man's conscious domain. The material is not

familiar. It arises out of the "timeless depths," "a primordial experi-

“ence which surpasses man's understanding..." (Phillipson, 1963, p. 106).

/
The artist creating in this mode feels that the work has a force and

life of its own imposing itself upon him. The work cannot be manufac-
tured by the conscious wish of the artist. The experience for the
artist is one of feeling that the work is both greater than himself and
yet at the same time most truly revealing of his iqnermost nature. It is
both foreign and true. In it; simplest sense, because the distinctions
are never absolute, we can understand a work done in the psychological

mode as "meaning no more_than it obviously says," while those in the
visionary mode are felt as having "symbo]ic value.,"

 Phillipson (1963) discusses Jung's approach to the symbol in art:
"Consequent]&, for Jung, the essence of the problem concerning the
psychological meaning of art-works in the Visionary Mode is focused on
the nature of symbolism“. And he quotes from Jung: “the creative

process, insofar as we are able to follow it at all, consists in an

unconscious animation of the archetype, and in a development and shaping

of this image till the work is completed" (p. 123). The archetype, Jung
explains is essentially a primordial image, a mythological figure that
is rebeated in the course of history wherever imagigation in creative

pursuits is given free expression. These images are, according to Jung,
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“the psychic residue of numberless experiences of the same type. They

depict millions of individual experiences in the average, presenting a

< o kind of picture of the psychic life distributed and projected into the

manifold shapes of the ﬁytho]ogical pandemonium" and he continues the

essence of the vision, "cannot have had its sources in any experience of

the external world. It is rather a symbol that stands for a psychic

happening; it covers an experience of the inner world" (Phillipson, -
1963, pp. 123-124). )

Jung's theory of psychology does not pretend or atieﬁpt to “exp1a1n
away" works of art in the Visionary Mode. "Symbols dre not 'explained
away, by tracing them to sources in archetypes of the collective
unconscious, for the simple reason that the archetypes are not ;bqtter
known'" (Phillipson, 1963, pp. 124-125). L

Jung sees the psychic significance of the visionary work of art as
having a compensatory funct%on, i.e. it compensates for a one-sided or
sunbalanced conscious attitude of the society from which it springs.

This work is not consciously manufactured or decided upon by the artist.

Phillipson paraphrasing Jung states that,

. Jung believes symbo]ic-art-ﬁork serves the same purpose for a
society that an individual symbolic experience serves for a patient
in therapy. Insofar as it does compensate for a social-historical
ongsideness it is, also a 'reconciling factor' and possesses,
potentialiy, 'transcending power'. Whereas, in the individual it
represents or adumbratés 'a 1ine for fﬁture development' - the

socially significant symbol (fortells) ‘changes in the conscious

outlook of (its) time'" (Phillipson, 1963, pp. 127-128).




30

Jung's approach to the elucidation of meaning of ihe symbol within
the visionary work of.ért is the\same as his method of amplification in
his work with 'the symbols of the individual in therapy, i.e., he turns
to works of mythglogy/or to occult and mystical symbolic systems, that .
are,expré§§{bﬁs of the collective unconscious of man and are sources
that may be used as material for comparison and give a sense of the
essence of meaning underlying the symbol.

Jung's theories concerning the role o? symbol formation as a basic ~
mode of psychic functioning have been summarized in this chapter.
Briefly, symbols have been presenteggas the mode by which we can begin
to understand the non-rational, intuitive and emotional faculties which
form a large part, of our total psychic functioning. The function of the
symbol {n thé psyche is its synthesizing capacity which makes possible '

uthe reconciliation of conflict between conscious and unconscious within
the individual. Symbols are therefore a central aspect of the indivi-
duation process which is described as a process of integration of
conscious and unconscious.

-1 have included Jung's cateéories for ana]yzfng the nature of a
work of art, the psychological and the visionary, as useful for the
analysis of the process involved in creating my own artwerk. The
artwork presented will be discussed from this point of reference as a
way of differentiating the procésses involved in making art at different
stages of the individuation process.

The analysis of the symbols within 'the. artwork that will follow in
Chapters IV and V supports Jung's theory that the cre?tive process is a
development and shaping of an unconscious archetypal 1mage.

The next chapter will focus oﬁ the development of meaning‘hithin

the art experience.



CHAPTER III

Two avenues to meaning arise out of the process of art and symbol
‘formation. The first grows ouf of the process of creative activity
itself; the second grows out of the amplification of tﬁe symbols within
the‘images of the artwork. _

The art process has its own language. Through the act of creation,
the individual artist achieves a certain formm of knowledge. The "knowl -
edge" is experiential, not‘verbql: It comes from the direct experience
through the body of the materia%s, the‘body'% movement and the recipro-
Sal movement between created form anaﬂkhe responSe of the artist to that
form. Amplification, on the other hand, is a more intellectual pr;cess
of arriying at "know{ng." '

Amplification is a method of synthetic analysis that permits a
fluid interpretation of archetypal forms, not by explaining the symbol
away in a reductive or 1iﬁiting sense, but through successive analogies .
so that possibilities for meaning are arrived at.

Mary Watkins (1976) has described the effect of amplification on
the imaginal:

' Amplification can teach us how to imagine from the specific to the
general and back again, By leading ds among the members of a family
of images we gain familiarity with their ways and importance,
Amplification, by Lsing images to learn about images, allows us to
draw closer to the imaginal without leaving it (p. 138).

It is Smportant to remember that we can never arrive at what the symbol

is. A1l we can do is begin a "journey from the symbol to the thing
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x,.symbo1ized.:. The image is a vehicle in that we can move in it, but its

space has nd terminus... only unending depth" (Watkins, 1976, p. 13).

And Phillipson (1963) in quoting Jung,. states that by amplification
that which begins as "pure phenomena (i.e. art) becomes something that
in assgciation with other phenomena has meaning" (p. 101). 1In the work
presented, the symbols gather meqning as they become associated intui-
tively to symbols belonging to larger systems of thought and image. If
the in£uitive association feels right, the symbol is carried forward,
intensifies and becomes a part of inner experience. b

By the method of amplification, the original symbol becomes en-
riched by being associated with symbols of other symbb]ic systems. This
proeess leads to the individual fee]iné connected to the wider heritage
of man anq to experiencing more meaning in his 1ife. Although there is
no rational way to prove the validity of these interpretations and _
associations, the increased 1ntensi£y of 1ife they effect in the indivi-’
dual becomes the gage by which—the interpretation is accepted.'

Jung states that the uninterpreted symbol remains an uncomprehended
event. This statement I believe is oh]y partially true. The non-verbal.
experience of the symbol through the art process remains a reality that
is genuine and imparts a knowledge at a non-verbal feeling level acti-
vating its influence within the individual. If the symbol should later
be experienced through amplification, it will amount to an increase in
the meaninﬁ?u]ness of that symbol for the individual - but the meaning
will be of a different nature than that first experienced. The meaning

will be more intellectual unlike the first experiencing of the symbol

through 'the body. ‘ S



1 will approach meaning in the art process by comparing the differ-
ent approaches taken towards the etchings and the pastels presented in
Chapters IV and V of this thesis. Throughout the etching;:.the focus
rémained on product while in the execution of the pastels process was
felt to be most important. By process, 1 mean that I was most concerned
with allowing for freedom and spontaneity of expression unhampered by
aesthetic concerns. However, it must be understood that the line
between concern over product or brocess cannot be drawn absﬂlute]y. The
emphasis was different in each case. The difference‘between these two
approaches was in the immediacy and intensity of meaning engendered by
each. The making of the etchings did not share the se;;e of the
visionary that was the'lived sensation of the pastels.

The approach to the etchings may be compared to Jung's psychologi-
cal mode where the artist's view of his material is that it is "only
material and entirely subject to his artistic purpose.” While with the
pastels, the feeling is not one of control over the wbrk as much as one
of being moved by a creative process that is felt as an autonomous force
imposing its forms upon thé artist. Like the work in Jung's visionary
Ncéfegory, the pastels were felt to be at once true expressions of the
self, and also greater than the self. Although the symbols in both
cases were arrived at intuitively, the etchings unlike the pastels were
thought out and planned before execution. )

The pastels grew out of several avenues. To begin with, feelings
insqired and became transiated into lines and colors. At the same time,
the physical sensation of making a line created new feelings and
awakened thoughts thch fed back into the creative process enlarging it.

Thus the pastels grew out of dialectical process between the effect of
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drawn 1ine and bodily response. Here I meah zhe body incorporating the
physical as well as the emotional and the intuitive in iheir capacity to

) be felt as sensations in the body. .

4 To ensure spontaneity and to minimize the importance of prbduct, \\
fﬁe 1eas£ precious qbality paper was chosen for the first drawings. As
the capacify te let go and plunge into the work grew, the choice of .
better papers became possible without being hgmpere& by the feeling of
not being "good enough" or by the fear that the paper would be wasted.
Music-was used in many of the pastels to bypass thought and facilitate
immediate felt expression.

Unlike the etchings which were developed as separate individual
works, the 14 pastels grewﬁzqe from the bther to form an organic whole.
~ Each completed drawing stiTred new feelings which became the starting

point for the next. The 14 bastels are an indivisable whole that has
remained unique in my art experience. While the etchings acquired most
meaning with the later act of amplification, the experience of heaning
with the pastels was immediate, linked to the act of drawing. Meaning
in drawing was experienced as a flow connecting the bod;, emotions and

Y . .
intuitions. There was at the same time the feeling of connection to a

force outside of and bigger than the self which may be likened to a

sense of being guided. . . o~
The ‘resulting differences are not so much in the symbol content- but
more in the wdy I allowed myself to be involved with the process of mak-

ing these images. Mary Watkins gifferenfiates between different ways of

LR

* ego involvement that in turn constitute different kinds of imagining. In

the case of the etchings, the ego is the ego of every day consciousness.
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It remains outside the imaginal scene, judg{ng, measuring, controlling.
The ego believes it is merely creating the 1hages itself, The ego
believes itself to be in charge of the entire creative process and thus
meaning is limited by this belief. In the case of the pastels; t;g’ego
is in the imaginal scene as a participating-awareness,Nactively ‘remain-
ing open and receptive to all sensations. Thus the egé is respg:sible *
for noting and for allowing‘the moyements that come into the body. It
is not as in the etchings, a self-aware controlling agency hindering the
free'movqment of the imagination by its critiéa]‘judgeménts.

Knowing through the art experience therefore is different in each *
case. The ekperiential knowing through the body was b1ocked fn:the
process of making the etchings because the kind of ego involved was
different from that active in the pastels. | |

This experience.may be compared to that of & waking dredm. A
waking dream is described as "not just an experience of a dréam-\ike“ \
character received while awake, but an&experience.of the imagination
undertaken with a certain quality or attitude of awarégess" (watk}n§,‘

1976, p. 31). ‘
In"a waking dream the imaginal is entered into and the sy bol_is
allowed to deve]bp, grow and change without attempting to peg it through
analysis into preconceiyéd categories‘of meanipg. It is a form .of s
"disciplined-dreaming" in which a certain sense of control by the ego is
sacrificed, i.e. what seems to be a sense of control, ’ \
In a sense we gain actual cdntro1 fhrough the crystallization of .
our awareness, and yet jt is ﬁot control in the sense of  authority

to be exercized over anything. If we try to use it in that way, in
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that- moment the ego revests to its initial state, becoming absorbed

in the effort of control (Watkins, 1976, p. 21).
»

Q

These words suitably describe. the difference over the type of control

exerted by the ego in the cases of etchings and pastels. . A self-

,absorﬁéd form of# control by the ego was suspended w{th the pastels and

replaced by an open,‘rqfeptive -attitude to the flux of sensations'in the

e

moment.. It is a proéess Qy which the conscious awareness turns "will-

.fu]ly to the unconsc1ous wh11e awake Jung has called it active

imagination. Through th]s method one allows oneself to part1c1pate w1th
the images of the. unconscious and to allow the unconscious to reveal

1tse1f. - -

In my own experlence I trave11ed in the 1mag1na1 by remaining open

_.to the st1rr1ngs each drawing created within me. The draw1ng§ in re-

sponse to fe1t~sensat1ons and urges change in form from linear to large )
flat color areas, and to vibrating fields of color. They also change
fFom bbstract to representational. Symbols become more appqrént and
recognizable as the series progresses. For instance, the lines I call
psychic .tree in the first drawings, take o; volume and shape, qnd by the
last drawing are recognizable as a tree trunk, It is as if the image

developed itself as it passed through the series. The symbols that

arise are not chosen arbitrarily. They are all a response_to a felt

" need, mostly they “are a response to a movement within the gut. This h

reiationship, between gut feeling and objectified form is seen in pastel

*

Figure 17, which. feels very much Tlike an X ray of a gqut and again in

. Figure 18, where the rose motif also suggests the inner work1ngs of the

heart. In this sertes, the imaginal may be saig to arise out of the
. ) . '

AN



- 37

_body. The-body is the cenierqwhich receives and transnﬁts the multitude
of sensations, feelings and intuitions from the outside and from the °
qnconscibus and the ego is thg conscidbys awareness participéting and
callaborating with this center. For example, Figure 19 and Figure 20
were drawn ﬁn'fesponse to a need for expressing the sensation of vibra-
tions. - The subject of vibrations was discussed in relation to Jaﬁtric
art 1in bhaﬁ%er I. ” ‘

When tﬁeletchings were produced, ‘I was not in touch with my body in
this way. I was often too criti;g] and at odds with myself to remain in
~ tune with the creative process with fhe intensity experienced in the
drawing series. Nevertheless, the ‘etchings are a reflection of -an N
ongoing psychic process I was not yet conscious of. Yet it seems that I -
arrived at these‘symbo1s through a completely different avenue than witQﬁ
the pastels. -

It was not a question of an immedi;tencommunion between felt.
sensation in the body and the act of expressing these through drawing,
Decisions with the etchings occurred mainly it seems, in the head.

I would decide on an image, not knowing what led me to théi image
“ and then I set out to plan what I considered to be an aesthetically -
p1g?sing cqmbiﬁation of formal elements. 1 was not usually satisf1éd or
accgbging of the results. This is the para&ox - although I invested
_ myse]f\tn creating a product, I usya]]y'fejected that product;and it
" lost its meaning once the work was comﬁleted.

~ The r\}écted p;oduct is a reflection of the rejected.self, con-
tré]]eﬁ and judged by the negatiig‘animus. - With the pastels, the

opposite is true. The product was not approached from the perspect1v§

1

~




of making art and therefore the'critical, judgemental faculty was

s

» suspended and a new experience was permitted. In drawing the pastels, I

was not'invested in creating a wog&\df art.
I was invofved, rather, in the process not the product; driven by a
' \feeling more than anything rational or cognitive.  The work from this
episode became very meaningful on more than one level: the immediate
emotional response; the mystical sense of connection that characterized
this creative experience; the visual and\artistic document of an inter-
nal process that is embodied in this series; and the later egperfence of-
meaningful connection to a universal symbolic dimension growing out of .
fhe amplification of the symbols.

In conclusion, 1 have discussed two avenues concerninb knowing and
meaning. The first is the direct experience that may arise out of the
immediacy of the act of drawing. This experience seems to be linked to
a more spontanebus, interior 1jstening and receptive attitude in draw-

e ‘ing, than to one in which.a self-absorbed, ego control over the work
exists.‘ It is a poetic joining up of feeling and knowing.
. The second is knowing and meaning thaf grows out of the more intel-
lectual act of amplification. This kind of intellectual undérstanding
- is grounded‘in the intul}ﬂze image which as Milner (1979) hés stated is
"the bridge between 11ved egﬁgrience and logical thought" (p. 124).
Amplification of a symbol is an intuitive connection of inner evenfs;
the beginning of understanding of oné's psychic-reality. Understanding
of psychic life as Wilhelm Dilthey observed and as discussed in the in-
troduction to this thesis, begins with an intuitive grasp of the psychic

L3

nexus. Understanding is deepened by an analysis of psychic-events ef-
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fected thddugh an examination of one's expressions and objectif:cations.

Amplification of the symbols deepened their meaning and broadened
their scope, SO that the earlier experience of meaning that occurred .
during the act of draw;ng the paste1s was enriched.

fhese thoughﬁs lead me to consider that the creative art experience
(esped%a]]y when the ego is non-controlling) and the act of amplifica-
tion are complementary avenues to knowing. They build one on the otder
“Ain'the'deveIOpment of understanding. In the ?irst, thdre is an intui-
tive and experiedfia\ non-verbal understanding through the sensations of
the body. In the second; dhere is intuition joined by thd intellect
wd{tglnakes connections add examines the knowledge acquired, adding d
verbal element to the original non-verbal experience. This secondary
elaboration of meaning permits knowledge to be communicated to others.

I now proceed with an examipation of thg symbols in.the artwork and
the amp]ificétion of their meaning through comparison with symbofs
arising in those symbolic systems I have described in Chapter I. -

i

"



CHAPTER 1V

A personal process of -<individuation as reflected in a series of
jmages that were produced over~3 time span of approximately seven ygars,
is documented in this chapter. The symbols that chart the course of

. individuatiOnhappear to be of a timeless nature. 1In Jung's terminology
they are archetypal symbols and are born out of ‘the collective uncon-
scious. They unite man in a common ps&chic heritage, a shared spiritual
reality. Awareness-of one's individual: symbolic process and the wealth

of meaning contained therein is a way of arriving at a wider understand-.

\ing of man's shared psychic reality.

\\\ I became aware of the phenomenon of individuation an& of the col-
lective unconscious several years ago through my readings of Jung and
related authors. Jung, on describing this process, wrifés that "Indivi-
duation means becoming a stngle, homogeneous being, and, insofar as °
'individuality' embraces our innermost, last, and incomparable unique;

‘ness, it also implies becoming one's self. We could therefore translate
individuation as ... 'self-realization'" (Singer, 1973, p. 159). It

means the integration of the unrealized aspects of the personality into
theg—~unifying center, the 'self', This ngcess implies that ' ]

Consciousness should defend its reason and protect itself, and the

chaotic life of the unconscious should be given the chance of

having its way too - as much of it as we can stand.' This means

open conflict and open collaboration at once. That, evidently, is

the way human 1ife should be. It is the old game of hammer -and

anvil: between them the patient iron is forged into an undestructi-

ble whole, an "individual" (Jung, 1980, p. 288).



The personal transformation process I compare to Jung's concept of
individuation yf]l he charted through the symbols arising in artwork
~over a period of seven years. Descriptions of dreams and visions will -
bé included, where necessary, to understqnd the gestalt of the symbol

~ L

pattern. .

The artwork considered may be analyzed to some extent according to
Jung's classifications of psycho]ogihal anq'visiohary art. The distinc-
.tions, however, are not absolute, The dis.inctions occur foremost in the
suéﬁective experience of the process involved in creating these works.

The work is divided into three groups. In each there is a differ-
ent degree of manipulation of material and techniques. The symbolic
conteqt, howe&ert is spontaneous, not contrived or understood prior to
the act of creation.

The work of the first  group comprises etchings and photoetchings.
There is a high degree of control of material and technique .in order .to
achieve a desired aesthetic effect. _

In the second ‘group I include five watercolors and four doodle
drawings. The second group I consider to be intermediary between the
control requ;red in the etchings and the spontaneity achieved in the
pastels of the last group. Material and technique are more direct than
that of the etchings.

The third group is made up of a series of 14 pastel drgwings.
During the executi?n of these drawings, the primary objective was to
suspend any conce?? over product. The jntent was to remain as spontan-’
eous as possible. Material and technique permit\the highest degree of

immediacy between feeling and gxpressign. The experience that arose out

of these drawings was as Jung describes as if the work had a life force



of its own over and above personal will., At the same time the work was

felt to ber highly connected to me in a way that had not occurred with
the more control1ed:work of the first group.

While all three groups have symbolic value, the intent at the out-
set was different. The etchings and watercolors were created with the
focus on achieving an acceptable aesthetic product. The unconscious -
expressed itself in symbols in spite of what I actually thought the work
represented at the time, The doodles were Just doodies. There was no
intent behind them. They simply emerged. The pastels were executed
with the focus on process. The intent was to allow unpremeditated free
expression to happen thus permitting the free expression of the uncon- *
scious.

In the artwork that will be described, a purely reductive inter-
pretation of the imagery to the personal unconscious is possible. By
reductive I mean that the artwork is interpreted to mean nothing but an
expression of the personal unconscious or of the indjvidual's particular
neurosis. The reductive technique of analyzing a work of art reduces
the total meaning of the work to the individual artist's psychology.

However, in limiting the symbols to a reductive analysis, the
larger part 6f the meaning of the symbols and.the potential for growth
and development they intimate would be lost., Finding the universal
component in this artwork is possible by Tooking at the symbol through
the method of amplification. In this way the symbo]s.not only point
backwards to personal history, they also point towards the future to
potential transformations of the personality.

I think of the symbolic journey within this process of individu-

A



43

ation as occurring in two stages. The first stage is a time of_dawning
awareness of the opposites that underlie all mater1aﬂ_nwnifestations as
well as of an emerging awareness of the phenomenon of the unconscious '
and its power over conscious life. The second stage is a time of ~
awakening energy and the beginning of a' reconciliation of the dué]ities
as symbolized by male and female. ,

The first etchings and watercolors reflect through their symbols
the passage from a state of sleep or incubation to one of awakening, that
suggests the development of an awareness of the unconscious as it be-
comes integrated into consciousness. The‘paste1s reflect an intensifi-
cation of this process through the increased energy'evident in the work
and through the symbols that suggest a unification of the opposites.

I mark the beginning of this journey as occurring 10 years ago. I
was involved in printmaking then, and at this time I experienced a veid
in my work which I felt stemmed from not having a personal symbol.

I felt that the work I produced did not have any particular signi-
ficance or é&nnection tq me. The void 1 felt within me'yqsfprojected

|
into my perception of the work. This was a vague feeling., | I did not

understand what prompted the neej for ; symbol, yet the s&mbol was
already in the work, unrecognized.
The true symbol has been_ described as a &onveyor of meaning,
as the expression of an intuitive idea that cannot yet Be formul a-
ted in any other or better way... With the birth of the symbol, the
regression of the libido into the unconscious ceases. Regression

changes intoyprogression, blockage gives way to flowing and the

pull of -the primordial abyss is broken (Jacobi, 1974, pp. 89, 99).



These quotes from Jung seem to be especially suitable to describe

~.

the onset of this process.,

The artwork I first associate with this process consists of three
etchings. In all three, the subject is that of a woman within a con-
taining form. In the first etching (Figure 21), the woman is asleep in
a caveL The cave is like a womb, a protection for the germ seed of the
personality that is to develop. -

In the second etching (Figure 22), the woman is contained within a
transparent g1a§s bubble. She is awake and sitting in a lotus position
while water is rising all around her. This second image unites several
feeling experiences within itself and suggests both positive and nega-
tive aspects oflthe personality. The rising water was drawn with the
intent of expressing the frightening Hightméres of being drowned that
had recurred for years. Water is the commonest symbol for the uﬁZon—
scious. These dreams may be understood as a symbol of the need for the
conscious personality to heed the prompting of the unconscio&s. The
dreams suggest an imbalance that threatened to engulf qnd destroy per-
sonal well being. The figure is in a sitting position while her life is
being threatened by the rising waters. This situation suggests a
morbid, passive attitude to life, the inability to act.

The glass bubble enclosing the figure was characteristic of a very
real, almost tactile impression I experienced for several months before
the onset of crisis. The feeling of beiﬁg enclosed in a glass bubble
had felt idyllic, a feeling of being afboat, encapsulated and detgched A
“from the world, a self chosen prison that was not yet uncomfortable.

fhese are the elements that constituted my reality before the outbreak



45

of crisis: deeply felt anxiéty, extreme péssivity, and &etachment from
life, |

"In the third etching .(Figure 23), the image once again is of a
~ woman asleep. In this image she is no longer in a cave, 'but in an ‘egg
form, The egg is a ~um'verssa1 symbol for the beginning of life. Within
it germination occurs,

These three etchings may be seen as mirrors of the psyche's actual
condition but they are a\so\more than this.‘l Through analogy with other
. symbolic systems, thegsymbo1s presented in these etchings yield other
~ meanings and suggest future possibrﬂities.

The cave that enfold® the woman in the first etching is a variant
of the central symbolism of the archetypal feminine. ".‘.. in returning
to the Mother vessel... rebirth can occur through sleep in the nocturnal
cave" (Neumann, 1974, p. 292). This image is not on1:y a view of the
present situation, through the combination of symbols and forms, the
teleological direct.i on is suggested.

In the second etching, the form of the drawing is basically a
circle within a square, This is the traditional form of the mandala,
defined as a \protective circle within which transformation occurs. As 1
.mentioned earlier, the figure sits in a lotus or Buddha position on the
bed. Jung cites mandalas as being "birth-places, vessels of birth in
the most literal sense, lotus-flowers in which a Buddha comes'to life" -
(Jung, 1980, p. 130). Within these two configurations, the mandala and
the lotus 'positioﬁ, lies the key to future possibilities.

The egg in mythologies is the archetypal symbol of world creation.

It contains. the opposites within itself. It {is thus a symbol of whole-




)
ness and potential. The opposites are contained in the egg in their

uncombined form. Their interaction is the beginning of all things. The
egg is the symbol of the goal of the process of individuation, "the
;;chetype of emergence" (Pollack, 1980, p. 125). These three etchings
represent containing vessels of different sorts. The work that follows
is about the process of emergence from the vessel.

In alchemy, the sealed vessel contains the spirit that must undergo
trangformation (Figure 24). Thg glass vessel containing Mercurius is a
symbol of spirit imprisoﬁed in matter, The significance of ;he sealed
vessel "is comparabte psychologically to a basic attitude of introver-
sion which acts as a container for the transformation of attitudes and
emotions" (Von Franz; 1980, p. 86).

The symbol of the sealed vessel recurs in a later etcHing called

Fat Man in a Bottle (Figure 25). 1 associate this image with the

alchemical concept of Mercurius (the fat man) as spirit, entrapped in
matter, the vessel. In Jungian terms, the Fat man is the animus, a
projection of the imbrisoned spirit. The animus is at once imprisoned
and imprisoning, awaiting the development of consciousness to gradua]]y‘
bring 1iberaFion. The animus represents the archetypal image of the
masculine %n-its most general form as it exists in women. Woman's un-
conscious therefore has a masculine imprint. In its negative character
the animus has a rigid, controlling, demanding_influence over the woman.
Asilong as the animus is not integrated into the personality, projec-
tions distorting the view of other's reality occur. Through integration .
projection stops and “the animus gives to woman's consciousness a capa-

city for reflection, deliberation and self-knowledge" (Whitmont, 1978,
)

p. 206).

Y
{
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“

The need for transformation of the animus was intimated as well
through dreams. I'will report only one, the very first. This dream was
one of many forms undergéing multiple transformat%ons. The last of
these, was the flowing sensuous image of a Geisha girl. 1 awoke with
the impression that the Geisha was my husband. Because of other dreams

tn which my'husband appears, I understand that in these cases he becomes
-a symbol for the animus. The Geisha represents a way of being, radical-
ly opposite to the routinized, mechanica],4f1most strangled person I had
become.” The dream language seems to say that the inner masculine part-
ner may be transformed. The seﬂsuous dream image 1 believe compensated
for a€too pragmatic, overly rational outlook to living. _This rigid
stance was an acquired playing out of -expectations of what one should be
like in the world .rather than an attitude to living that was natural to
me. I will return to the Geisha in the next chapter when 1 discuss the
feminine principleasat greater length,

Projections of ones “"dark" or "shadow": side, to use Jung's termin-
ology for rejected negative elements, can be a long and difficult pro-
cess. In alchemy it is'de;cribed as "the torture of fire, because when
the flow of intensity of the psychological processes becomes concentra-
ted [projection having been stopﬁed] one is roasted, roasted in what one
is" (von Fr;nz, 1980, p. 87).

.

Several years after Fat Man in a Bottle was created, when psycho-

logical processes were most intense and painful, I painted an image of a
head on fire, with naked bodies rising out of the flames. ’It was the
objectification of a frightening dream. The feeling of extreme ugliness

personified as creatures leaving my body through my head was one of
~ Vil 1



defilement and horror verging on madness. The alchemical image (Figure

26) of this process both visual and verbal, is very similar to the

A

..painting of the dream (p\ease refer to Figure 40). In\both, naked bodies
\ .

e
are depicted among flames. The alchemical signi‘ icance of the image is:

L.
“"Releasing the spiritus ,[from the heated prima materia:\a projected image

of what happens psycho]og1 cally in the unconscwl.us assimilation of acti-
vated unconscious contents" (Von Franz, 1980, p.137) Jung speaks of

the confrontation with the shadow as a necessarylstep towards individu-
ation. The confronation with the shadow is a "te‘st of courage" because

it means that progect1 on of unpleasant thi ngs must be stopped and these

'

darker and rejected aspects of the personahty must be Tooked at, recog-

nized as one's own. Sometimes aspects of the shadow that have been re-

jected may actually be positive sources tdwaqu wholeness and then it is.

*

necessary "to live out something that seems dark but ectua]l,y. may not
be." . a
The watercolor may also be compared to the Tarot symbol of the
Tower (Figure 3) in its imagery. The rocky base of the tower corresponds
in form to the head in the watercolor, while the perpendicular lines of
, the tower are similar to the upward rising lines of the flames within’
the paintings. The tower is shown aflame and in both images there are
bodies witr;in the flames:
Pollack's interpretation of the tower is of 5 time in a person's
life when the ' ' P
pressure builds’ up inside the mind as the unconsc|1'ous strains at
its bonds. Dreams become disturbed, arguments anld depression more

common, and if a person represses these manifestations as well, the

unconscious will often find some wéy to explode... (This is a way)

L

) . N . '

©




Ffrdiiae S \ [
Lelaf L A D

<

" to finally go beyond the barfier of consciousness, or to break-,frée
from that which separates life into oppos i tes and which cuts us off
from the pure energy cqr}tained within ourselves (1980, pp. 106-
107). '
The tower is a symbol of release of repressed material.
Another event which has come to symbolize the shadow and contains
perhaps the c_entra] meam ng of this individuation process occurred by
‘ chance. It is an example of projection which had the quality ofup
e'rsion. I was driving behind a bus, when I caught sight of a face
smiling at me from the back wi ndc;w. I knew positively at that moment
that 1 was seeing the devil. 1 accepted tt;%s as truth, inspite of the
fact that 1 had nev'er before  entertained any occult or supernatural
beliefs. This vision, however, did not frigthen me, nor did it feel
negatives On the contrary, it made me feel. very powerful and “very
female, It may be thought off an awakening to the instincts which,
because of encu]turgtwn "may seem dark", but actuaHy is'a necessary

¥
step in the process of individuation.

In the Tarot, the Devil, a card.—in the‘ Méjor Arcana, "sjmboh’zes
the life energy’ 1ocked up in the dark hidden areas of thg self, which
cénnot be entered by.ordi n;ry means" (Pollack, 1980, p. 104).

The Devil in the Tarot‘may signify release of reﬁressed energy, the
sexual energy which may lead to enlightenment "‘t:hroughQ the dark yor]d of
the devﬂ“"(PoHack, 1980, p. 101). The Tarot considers sexyath to be

a force towards enlightenment and the emerging inner passions to be a

first step in going beyond the ego.

The Dancer or Eve in the Garden, Figure 27, an etching completed = ~ .



before this particular vision occurred, exprésses a sexuality and

passion for living which were as yet only potentials still submerged.

The dancing female figure s repeated three times on the paper. She is

/‘
naked, with arms f]ung behind her, in a position suggest1ng freedom and

openness towards 11fe. The central theme is no longer containment but
rather the emergence of a nascent sexua11ty. Mar1on Nooquc s words on
.the fem1n1ne psyche, recall both the Devil card of the Tarot as well as
suggest the spirit that enfuses tp1s etching. '
In‘fhis“paradoxicél situation, Eve as "tgmptress" and Evé as the
wcontainer of .the redemptjve seed of consciousness, resides the true
meaning of the feminine psyche in which the instinctual feminine
,_kthé dark, unconscious snake’which'is at once Satan and man's
vegetative nature) and the tr3h§cendent feminine (Satan as Lucifer,
psychopomp, 1ight-bringer) are one (1980, p. 122). _
The etching Dancer may be further understood by comparison with the
1asév£ard in the Major Arcana éalled the World- Dancer (Figure 4). Like
- the figures of the etching, the World Dancer is naked, female and
dancing. She is said to fepresent frisdom, 9

I

the unconscious known consciously, the outer self unified with the
forces of life... (The dancer in thisiﬁard) has not lost her physt- |
cal being, her root in material sexﬁal reality. Instead the energy
is constantly flowing, transformed and renewed. (She represents the
dance of life), a unification of—the pe?son's inner sense of being

with his or her outer activities '(Pollack, 1980, p. 124, 125, 127).
Although this etching was compieted just at the ohtbreak of crisis,

it does not reflect thé actual psychic upheaval but rather throuéh its

A
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forms it intimates the future. Thus, the shadow as the devil or emergent . \\
séﬁua]ity must be given ngcognition and allowed a space for continued
inner groch. Acceptance of the dark aspects of our natures is o%
p;imary’ihportance. We cannot keep repressed what we consider the
unacceptable parts of ourselves but rather we must learn to balance the
:dua1itiés in ou; natures,

I will now turn to-an image that evplved out of a doodle (Figure
28) and captivated my attention from‘its inception. I named this image
. the High Priestess or Veiled Isis after becoming acquainted with thg
images and text of the Tarot. Of the four "doodles" included, Figure 28
was the first to emerge and theref&re it is the ﬁost.spontaneous. The
others are variations of this first image. At this juncture, I will
only discuss the subject of dualities as they appear in this drawing. I
- reserve a longer discussion‘of the High Priestess symbolism when I turn
to the sugject.of the feminine principle in the next chapter.

‘Although my image shares similarities in symbolism with the image
of the Tarot, it is different in its total configurglion. The Tarot
image (Figure 1) shows one female figure sitting on a throne flanked by
two pilldrs, one-white. and the other black. In my drawing the figure is
drawn in double, so that two female figures extend along a veftical axis
and mirror each other. 0One 'may be‘said to reach towards the heavens and
.the other towards the underworld. RAgain the correqundénce is in the
suggested meaning, foréthe Slack and white pillars in the Tarot repre-
sent the dualities that make up our human natures. The dark pillar

stands for "passivity and mystery" while the white one stands for

“action and consciousness.” The concept of dualities is intimated in

" .



the configurat1on of the drawing with the top half being the light
heaven]y s1de and the bottom, the dark underwor]d
In Jungian terms, the dark underworld is the shadow aspect of our
personality wh1ch is usually denied but must be integrated w1th our ego
ideal, the‘heavenly part, in order for full human functioning.. This
division also denotes the worlds of the conscious and the unconscious
which must come into harmony within the inQi&idual.)
In a Tarot reading, the meaning of this card also has a dual signi-
ficance. .
In its most posjtive aspect, the High Priestess signifies the
potential in our lives - very strong possibilities we have not yet
realized, though we can sense them as possible... Negat1ve1y (th1s
card) 1nd1cates passiveness at the wrong time or"for too Jong,
leading to weakness, fear of life and other people" (Pollack, 1980,
: p. 39. ‘ |
Negative pnd positive passivity were already disﬁussed in connection
with etching\ (Figure 22). , / |
One other side of the significance of the card that is of interest
jn this context ié'its' meaning when it is found }n é reversed position
during a Tarot reading. [The reversed position would correspond to the
flip mirror image in my drawing.} "The card reversed signifies a turn
towards passion, towards é deep invol vement with 1ife and other people;
in all ways, emotionally, sexually and competitively" (Pollack, 1980,
p. 39). The intense need to become more open, to experience passion, to

flow, fs foreshadowed in the configuration of this doodle whose meaning

is elucidated théugh analogy.
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I consider the figure of the High Prigstess to be a pivotal image
in this indf%iduation process. After the emergence of this figure, the
approach to art changés. A spoﬁtaneous, non-judgemental approach to
drawing replaces a more self-conscious attitude. Freedom and fluidity
replace more constricted expression. A series of 14 Sponta;;ous pastel
drahings follows soon after th; emergence of the doodles. As I sqid
earlier in this chapter, I cons%der this series to mark the beg%nning of
a second stage in the individuation brqcess. Within this work are found
symbé]s that by symbolic anticipation suggest a synthesis of the‘duali-
ﬂies. One of these is the tree symbol that i§ repeated and developed
throughout most of the 14 pastelsdrawings. It makes its appearanée
fjrst in drawings as a line rising ﬁpwards on the page. I cé]] these
Psychic }ree drawings. They are associated with the vitality I actually
felt rising in the trunks of trees at this time and to me’they were
representative of my ‘own life force rising upwards on ghg page. -

The snake-1ike undulating form that I call "Psychic Tree" may also
bg combared to the rise of the Kdnda]ini in Tantrism. This phenomenon
is related to "becoming conscious of one's instinctual nature" (Jung,
1980, p. 369). The tree symbol is later joined by the symbol of the
‘moon and in the very last pastel, the trunk of a tree holds the rose
symbol within it, | -
> A dua) nature is also found in the symbol of the tree. It is both
masculine and feminine, As an emblem of the Great Mother, it is femi-
nine, "it bears,‘traﬁsforms, nourishes... But the tree is also the earth

pha]lus, the male principle jutting out of the earth in which the pro-

creative character outweighs that of sheltering and containing..."

-
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(Néumanﬁ. 1974, p.. 49). This app]igs particularly to such tree§ as are
phallic in the accentuation of their trunks (Figure 29). A strong ac-
cented trunk is a main feature of the 14th pastel (Figure 50). Here the
tree.may be thought of as thé male princip]e containing within itself
the t}énsformayive energy currents of the feminine principle symbolized
in this drawing as a rose.

| The plant stands fqr growth and development, like the green shoot

in the diaphram chakra of the kundalini. yoga system. The shoot

symbolizes shiva and représents the centre and the male, whereas

the c§1yx represents the female, the place of germinatﬁon and birth

(Jung, 1980, p. 366). -

The symbol of the rose is the western equ1va1ent of the lotus in eastern
‘- religious philosophies. The lotus in Taqtra is a symbol of the womb,

It cgrresponds to the‘ Golden Flower' of Chinese alchemy, ‘the rose

of the Rosicrucians, and the mystic rose in Dante's Paradiso. Rose

and lotus are usually arranged‘in groups of 4 petals, indicating

the squaring of the circle or the united opposites (Jung, 1980,

p. 363).

The last three pastels of this*series integrate withiﬁ themselves
three fundamental aspects of the'inner journey. The pulsating rose of
the 12th pastel (Figure 31) repfesents passion and sexuality, an awaken-
ing to the body and the instincts; the rose and moon combination (Figure
18) joins the princ{ple of transformation to the former, suggesting the
evolution of primitive desire, the joining of body and spirit; whj]e the
unifying of'the rose and the tree (Figure 30) suggests an integration of

the masculine and feminine principles.
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~ The development of the symbol s w{thin the drawings presented in ¢
this chapter ref1ec£s the journey from a state of sleep to one of
awakening of the personality.

The symbols thus far have been discussed for their correépondence
with Jung's symbolic framework for transformatibn, most notably the
eﬁcounter with the Shadow and the relationship to the_animus., The
quality of futurity that characterizes the symbols ig these drawings was
presented as an important factor in understanding the.totality of the
symbo]i; meaning. I examine symbolic meaning from the context of,{ts'
re]atidnshjp to the feminine princip]e in the following chapter.

wafer
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A primary aspect of the individ tion process is that of EZFing to
terms with the dualities in our naturzk\of which the male-female polar-
ity is the most fundamental exper1ence g¥\the universal conflict of
opposites. Maleness and femaleness or the ‘masculine and feminine prin-
ciple are archetypal forces which have been expressed by various terms
such as the ancient.Chinese concepts of Ying and Yang and the later

Jungian concepts of Logos and Eros.

These are to be thought of as conceptua] alds‘yn the understanding

of the male-female archetypes. They are not absolutés. These archetypal

-

forces can never be defined because they cannot be "knéyn," they can
* \
only be described. Their essence may be arrived at by furning our

attention to the symbols produced by the unconscious from\wh1ch may be
gleaned "the best possible description or formula of a re1¥¢1ve1y

unknown fact; a fact, however, which is nonetheless recognized or postu-
. h

\

lated as existing" (Whitmont, 1978, p. 171).

and female-

|
The symbol used to refer to the archetypes of malenes ;

ness do not refer to masculinity or femininity as directlxﬁgharacteriz-
ing men and women for men and women partake of the energieg of both Yang
and Yin, Logos and Eros. "The concept of Eros could be expresséd in.
modern terms as psychic relatedness and that of Logos as objective in-
terest" (Whitmont, 1978, p. 170). The differences are relative. Man's
conscious orientation manifests out of the Yang or masculine principle,
while his unconscious or anima is oriente& in the Yin or feminine prin-

ciple. The reverse is true for woman, so that for woman her conscious



position is predominantly determined by the functioning of Yin and her

anima'by a predominance of Yang. Animus and anima are terms originated

by Jung to describe maleness in the woman and femaleness in the man
respectively. _

A In Chinese philosophy the Yang priqcip]é is represenféd as the
encompassing arcﬁeéype of the creative_or generating element, the
initiating energy; it symbolizes the experience of energy in its
driving, mobing aspects of strength, impulsation, aggressiveness
and arousal. It represents the characteristics of hea%,\itimula-
‘tion, light (sun, ray); it is divisive and phallic as swora}\spear
or pénetrating power, and even shattering; it is in motion from a
center outward; it is represented as heaven and spirit; it is
manifested in discipline and separation, hence individ;ation. It
arouses, fights,(creates and destroys; it is positive and enthu-
siastic but also restrictive and ascetic (another separative
tendency).

The Yin principle on the other hand, is represented as recep-
tiye, yielding, withdrawing, cool, wet, dark, concrete, enélosipg,
containing (cave and hollow). form-giving, and gestating, centri-
petal, in-going; it is not ‘spirit but.nature, the world of forma-
tion, the dark womb of nature that gives birth to drives, to
urgings, and instincts and sexuality it is seen in fhe symbolism of
carth and moon, darkness and space... (Whitmont, 1978, p. 171).
'In our society a greater emphasis is placed on the rationdl and

intellectual, masculine values at the expense of emotional development

and the forces latent in the unconscious, aspects of the feminine



. principle. The animus, to the extent that it exclusively identifies
with these values, will be inimical to the feminine aspects and quali-
ties, 1eaving the woman devoid of her full essence. Esther Harding
(1976) makes this point:

In her Eros attitude to the world - in her social and domestic re-

" lations, that is - the woman's way has become completely organized

and conventionalized, with the result that, ... the woman herself

suffers from being cut off from the springs of life in the depths
of her own being... Insofa?i;s her\ownnsubjective life is disregar-
ded, thjs natural effect of her being, is nul1ified and she is left

with no resource but a mechanical technique..; The problems of

!
1

adaptation, arising from woman's newly acquired consciousness of

duality, have necessarily to be dealt with in their modern
/

aspect... it is... a matter of how she may %dapt to the masculine

{ and feminine principles which rule her beyng from within (pp. 36,
10, 12).
~ / 1
And she continues: ] / ~

-in their endeavour to escape from the ¢om1nance of the male, inher-
i

ent in our patriarchal civilization, women themselves disregarded

tﬁe effects of their own rhythm and tried to resemble men as
\ closely as possible. Thus they fell once more under thé dominance
of the male. This time it was not under the male without, that is
- . under men, but under the male within. They lost touch with their
own feminine instinct -and began to function c?nscious1y, through

the masculine qualities of the animus (p. 69).
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¢ The animus, when it is negative and undeveloped, describes aspects
of a woman that forms judgements and opinions not from individual
experience and testing but from a priori standards of shoulds and should
nots, that bar the way to relétedness. sThe repressed animus may become
hostile to femininity, yet the animus when it is iccepted,udeve1oped,
becomes helpful, supporting and strength-giving. It is the %unction in
woman that helps her to realize her positive “"masculine” qualities of

.- decisiveness, logic, strength and determination.

1 think of the inception of the inner journey that 1 embarked upon
as being most intensely symbolized by the crescent moon and the morning
star. This symbol when first experienced felt l1ike a vision. I refer
to it as a vision because of the tremendous impact it had on me. It was
experienced as something totally out of the ordinary, something npmin-
ous. This single event in some mysterious way~changed me. [ was at
once téansfixed and transported to another dimension of reality, recon-
nected to the mystery and magic of living, It was only later that I
learned the moon has stood throughout the ages for the feminine essence,
the principle of transformdion "through the things which are lowest."
In mythology, the crescent moon is an "emblem of the almost non-human
desirousness of instinct, hardly emerged as yet from the flood wéters of
the unconscious" (Harding, 1976, p. 50). The road pflthe crescent moon
is said to 1e;d downward to the instincts "yet it also may lead to the
transformation of the personality, to a real rebirth of‘the 1nd1v1duﬁ]"‘
(Harding, 1976, p. iSl). In my own expérience, the vision of phe
crescent moonﬁsﬁa\star came at the beginning of the journey, just -after

recurrent dreams of drowning had stopped and just before the uprush of
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instinct as symbolized by the vision of the devil. Figure 32 is an
alchemical image of the coniunctio that takes place in the new moon.

The crescent moon refers to the rising power of what may be intima-

-

ted as the world of the feminine... the virginal, as yet unpbened
mystery of emotion, of -1ove, generativeness, renewal and change;
the mystery of the womb, the feminine as yet unrevealed (Whitmont,
1978, p. 22).

Here 1 recall the first threg,etchings, in which the figure of a
. v
. woman is contained within three kinds of vessels. The first etching

v

7woman Asteep in a Cave (Figure 17) reveals what frich Neumann calls the

elementary character of the feminine as opposed to the transformative
character,

In the mysteries of preservation this symbol is projected upon tHe
cave. In psychological terms, "the elementary character of the feminiﬁe-
becomes evident wherever the ego and consciousness are still small and
undeveloped and the unconscious is dominant“ (1974, p. 25). This level
of meaning describes the immediate psychic situation. However, there is
another level of meaning held within the etching, for the cave, as

"Mother Vessel," "the womb of night" or the unconscious also holds the

possibility of rebirth. - "Rebirth can occur through sleep in the noctur-
nal cave... renewal is possible only t@rough the death of the old per- \
sonality" (1974, p. 292). This s]eeppér death in the Mother Vessel is
also the beginning of transformation, for “such transfor@ation is possi-
ble only when what is to be transformed enters wholly into the Feminine
Principle; that is to say, dies in returning to the Mother Vessel,

whether this be earth, water, underworld, urn, coffin, cave,.." (1974,

p. 291-292).



61

+

:with etching Figure 22, the process of transformafion has moved a
little further. The woman is contained but éwake. She sits Tike a
Buddha in a mandala awaiting liberation. She exhibits two forms o%
passivity, her_sitting position while water rises may indicate a morbid
fear‘gf action, but the passivity may also be the passivity ofmgrg
Buddha or the High Priestess, a meditative passivity which indicates
action within non-action. This passivity is one'of.receptive listening®
to the urgings of the unconscious. f%-may be thought of “as the recepti-
vity of Yin eneégy.

Etching Figure 23, the Woman-in the Egg is perhaps a symbol indica-

ting the beginning of the transformative 6rocess for the egg is the

"vessel from which, at the end of the opus alchymicum, the homunculus

emerges, that is, the Anthropos, the spiritual, inner and complete man"
(Jung, 1980, -p. 293). _ L:\T///
I now return to the dream of the Geisha which 1 iﬁterpreted as a
compensation for the rigipity of the animus. By means of amplification,
this image evolved in its symbolic meaning and became identified with
the tarot symbol of the High Priestess or Veiled Isis. Isis is an
Egyptian méon goddes§ and a symbol for the archetypal feminine. She is
also a goddess qf nature and is described as being robed in many colored
veils that‘represent the forms of nature in which the spirit is clothed.
In Egyptian mytholody she is.a goddess of healing, and, Harding
quotes Budge, she "interests herself in healing men's bodies and to all
who need her help, she appears in dreams and gives relief" (1976,
p; 188). -

The dream Geisha in her veils of color became merged with Isis both
- c .

-\



for the similarity of imaginal form (the cofored veilg) as well as for
. her healing function. This symbol, the colored veils, may also be’com-
pared to a phése in the alchemical process known as the‘Eeacock's(Tail.
The\b]qck phase of the alchemical process ends when a multitude of
>colors is released from the alchepical vessel. In psychological terms,
\it is a s{ez;frat the black phase of depression is ending and a new
&tage of increased emotiona]xintensity Jeading to wholeness has begun,
I‘will return to this syhbol in Chapter VI when I discuss the
formal elements of the drawings. . ' o
In the dream, the geisha image was both elating and mystifying and
most certainly left a positive effect on waking. The geisha therefore
has many levels of meaning; she represents the immediate psthic
reality, i.e. the need for transformation of the animus: she awakens ihe
potential for experiencing the inner partner in a fluid, positive sénse;
through analogy her meaning is enlarged to become a symbol for the femi-
nine princ%p]e which if integrated, would become a source of healing.
Several years after this dream, a figure simi]af‘to the Geisha
emerges sponténeous]y through a series of doodles. The drawn female
images, like the dream fiéure, are also veiled. Both are now associated
with. the High Priestess card of the f%rot. The High Prig§§ess trump is
the objectified image for the 'feminine archetype. \
The symbolic meaning of the High Priestess may be approached
through several avenues. I will begin with the similarities to the
Tarot from which the High Priestess doodle acquires its name and discuss

the symbols as they relate to the feminine principle. 1In ;his context,

the dooﬁle shares three motifs Qith the Tarot image: the moon, the veil

~
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and tﬁe crown on the head of the female figures. "Darkness, mystery,
psychic forces, the power of the moon to stir the subconscious"
(pollack, 1980, p. 36) are-traits ascribed to the feminine archetype.
Hhen.this force is active within, one is likely to be .more attuned to
the stirrings of the unconscious and therefore to experience the effect
of the symbols through visions, dreams and art. The veil'ﬁotif also has
" a cgnhectjon to the_unconscious, "to enter behind the veil would be to A
know consciously the irrationa1.w%sdom of thé uncoqsc?@ys,“ (Pollack,
1980, p. 37) i.e. to enter behind the veil implies arriving at an
equilibrium between conscious and-unconsc%ous'ﬁbwers, so that knowledge )
grows out of the interéction of both forces. Entering behind the veil
means travelling "through the trumps until we reach the star and the
mBon, where we can finally stjr up the waters of the unconscious and
return Qitﬁ the wisdom 6f the conscious light of the sun" (Pollack,
1980, p. 37). Entering behind the veil is a symbol for the process of
individuatien and echoes the symbols eqﬁpyntered in my own journey. '
The crown that sits on the head of fﬁe tarot figure represents the
three phases of the moon. In my drawing, (Fjgure_33),'the crown sug-
gests the wings .of a bird. In the ancient moon religions, the wings of
a bird sometimes replace the horns of the creséent moon. The bird %n
the moon religions accompanies the moon goddess as a symbol of enlight-
enment and wisdom.  This is the wisdom of the uncoﬁscious that gives
shape‘to our consciousness. Figure 10 is the alchemical image qf Wisdom
represented as a Virgin. ’ -

The series of High Priestess doodles may also be discussed in terms

of Tantric art. Circular motifs, like wheels, are present within the

1
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forms of the female figures. They recall éhe lotuses or Chakras depicted
within the etheric body diagrams of Tantra (F?gure 13). The diagrams
illustrate the structure of the inner human body showing the 1ocatioﬁ of
the‘Chakras, psychic energy centres in the etheric body represented as
lotﬁses or wheels. The Kundalini-Sakti is an energy current which lies
dormant and coiled at the base of the spinal column. The Kundalini-Sakti
is a feminin? energy; when ths energy is awakened, it‘spirals upwards
and breaks open the energy centres, Chaer§ or lotuses that lie along
the spinal tube.

The Spira1ingzenergy current first suggested in doodie #2 (Figure
34) becomes a more prominent motif in the upward rising iines of the
Psychic tree drawings. In these the line appears more active, breaking
out at the top of the page.in dancing, swirling lines of energy.

The Lotus in Tantra is a symbol of the unfolding self and of ex-
panding €onsciousness, Lotus forms are mostly represented in the subtle
br etheric body accompanied by the symbol of a spiral signifying the
flow of energy (F%gure 13). The spiral in Tantrf:ﬁépresents growth or

spiritual ascent in the act of becoming. The image of the rising cur-

rent breaking into the rose (Totus) or chakra is most fully expresséd in

the last of the 14 pastel drawings (Figure 30). Here a strong phallic
tree trunk ;tands for the body of a man (when I began the drawing I
wanted to incorporate the rose in the gut qf a man but as 1 began to
draw the image chénged to the trunk of a'tree). The tree trunk rises
centra]]y'én the page. Within it is a current of primary colors that
breaks open at the mid-sécﬁion of the tree into a multi-colored vibrat-

L

ing rose or chakra. ,



.The tree is also a prominent symbol in the ancient moon Eeligions
—~where it is, found as the sacred emblem of the hoon (Figure 16).

In the 9th pastel (Figure 35) the tree and moon symbols are inte-
gratedxfor the first time. Although the decision to integrate the treé
and moon was conscious, I was unaware as to why I wanted to do so. In
this drawing, the spiraling current of the tree rises through the center
of the moon symbol . Additional 1ines suggest roots and branches. I
first became aware of the ancient symbol of the moon tree through

Women's Mysteries (Harding, 1976). I was struck by the pictorial simi-

larities between ancient representations of the moon and tree in visual
images as well as in poetic metaphor Lo my own drawings. For instance,

«

aﬁ ancient hymn commemorates the moon tree as the "hquse of the mighty
mother who passes across the sky... its roots stretched towards the
deep" (p. 48). The 9th pastel, with the tree passing over the image of
the moon could very well be an illustration fo} this poetic image of the
moon ;nd tree.
It is said that from the fruit of the méon tree. comes the in;oxicgf-
ing soma drink of the gods which is responsible for divine inspiration.
The inspiration of the moon comes, the myths relate from the dark
moon and from the soma drink brewed from the moon tree... through
this ritual (it was’believed) there develops within the worshiper-a
self which is not his personal ego, but is nonpersonal, paﬁ%gyﬁng
of the qualities of the‘divine S&lf or Atman... Jung has called
this nonpersoral, nonego, self the'individua1 (Harding, 1976,
' p. 230-231).

"In psychological terms" this self develops in that individual "who has



\
relatgd himself to the feminine principle." Psychologically to drink

the soma is to "allow the inner voice of the daemon to speak within and
\¢ake over the contrpl of a space" (Harding, 1976, p. 232). It means to
. relinquish personal conscious control and allow for whatever strange
thoughts, inexplicable feelings and impulses ahd inspirations to come
from the unknown. These words seem to describe the uniqueness of the
experience lived throuéh this .series. Involvemeﬁt in this process

# N
expansion and\qonkection with a reality bepond the ego. Thg tree in re-

ihparted a se of wholeness, increased\igjrgy and a feeling of
lationship to th on in this series becomes a symbol for the process:
growth and change, vita]jty and ecstasy. Expanding consciousness, birth
of the individuality appear to be the themes carried by the synthesizing
symbols of the 14 pastels,

The significance of the feminine ﬁYincip]e within'a process of
individuation suggests that the feminine is associated with the
unconscious, its' mystery and its'\creative power. The feminine is the
principle of transformation and reG?rth of the personality.

The exploration of meaning in the following chapter will ex;mine

.
the interrelationships between material, technique and -formal elements.



CHAPTER VI

“Symbolic transformation and expressive transformation are closely
relatgd for they spring from a common soil - from the subjective life of
man in thé broad range of his thinking and feeling" (Collier, 1972,

p. 105).

In this chapter I examine the links between forn and.symbo] in the
created art object and discuss the symbolic meanings that are inherent
in the choice" of technique and material as well as in the forﬁal aspects
of thg artwork.

[ divide my image-making process into three stages: the first' stage
includes the etchings and photoetchings; the second, the watercolors and
doodles; and the third, the pastels. Each stage is characterized by
different techniques and materials which reflect progressive stages in
the individuation process.

My involvement with image making began with the decision t& learn
etching. Before this I had worked with clay and pottery thrown on the
wheel. A growing need to express myself in images impelled ﬁe to leave
clay work and turn to etching. I had not had any formal art training at
this time. My decision to start with this complicated printmaking‘

’

technique seems quite arbitrafy. Looking back ho&ever, I realize that
these choice? were governed by specific if unconscious needs. B

The proéesses of etching as well as photography may be thought of
in alchemical terms. They are techniques that require several stages té
bring the image to frUition, and the process demands the use of chemi-

. cals and acids to develop the image. This is analogous to the alchemical
- 1
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opus of transforming base metals into gold or matter into spirit by
means of complex chemical procedures. ’

The etched images reflect the inception and development of the
transformative process. The choice of techniques at this time are those
in which "masculine" qualities predominate over "féminine" ones. The
steps_needed in etching, scratching into metal plates, biting the plates
in acid, transferring the image unto paper through the pressure of heavy
‘rollers, are actions that are mascy]ine in their nature. They require
control and precision. They are intrusive and fragmenting in comparison
to the free-flowing expression that is possible with more "feminine"
techniques,such as pastel drawing. I call these "feminine" because
spontaneity and body involvement is facilitated. The movements are
smooth and flowing in comparison to those described for etching. The
technique of pastel drawing joins the artist to the image with an
immediacy that is not possible in etching.

The symbols of containment and emergence discussed earlier in

reference to the images are also present in the formal elements and

S
4

materials of the artwork. {

To compare again with Alchemy and the symbol of Mercurius, spirit
trapped in matter, the etched image is "sealed" into the surface of the
paper by the nature of the materials. In the composition of printmaking
inks there is a bindgr that seals the inked images into the paper. The
| image is then further sealed in by the pressure of heavy rollers which
indent the image into the paper. By comparison, the pastel drawn image
floats freely on the surface of the papef.

Likewise in photography, the image is first contained within the
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camera vessel and only becomes visible after it has undergone a series

of chemical processes. 'Like the alchemical vessel, the photograph

carries the spirit of reality contained within its materjals. The

photograph is a shadow of reality, once removed from the wor]d, and the

artist behind the camera lens is also separated from the world and from
the direct experience of it.

The need for more immediate involvement with the world and the need
to become more present, more in touch with reality, was a factor in my
relinquishing etching and photography in favor of more d{rect forms of
expression. N
| . The second stage of the art process is represented by five water-
colors and a series of four doodles. These mark a transition from the
containmént implied by the technique of etching and the later spontane-
ous outbursts of line and color within the pastels.

Compared to the laborious techniques of etching, watercolor is
direct and immediate. The paint is applied by brush unto paper. There
are no intermediate stepg required in the generation of the image.
Because thg paint dries and is absorbed immedggtely, the image is at
once sealed into the paper not permitting the freedom Qf change that is
possible with pastel technique. There is thgfefore less freedom for the
artist when working in watercolor than with pastels which are not
absorbed and may be rubbed off.

The doodles, like the watercolors, are a transitional point in

technique and material. Although freely executed, the ink pens and

colored pencils do not permit the same range of body involvement as with

~ the pastels. Unlike the pastels which are soft and are totally made of
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compressed pigment, pens and pencils ére hard and have only small poinfy
tips for drawing, 1imiting large, spontanéous body movements.

The material and technique of pastel drawing permits a less con-
trolled approach to image formation than the techniques of the two
previous stages of the art process.

To pursue the metaphor of containment, the pastel material which is
clay based and not bound by an adhesive, floats on the surfgce of the
paper. It is not "sealed" in, iq the same way as are printing inks and
watercolor paints. The range of movement with 'pastel is large. The pas-
tel may be easily manipulated over the surface of the paper. The pastel
stick may be used on all its sides. It may be smeared, 1ayereq{ or left
vivid and pure. Because the technique is so direct [the stick which is
the pigment is held in the hand unlike the earlier techniques where the
pigment is further removed from the hand], the possibility of free body
movement is facilitated. This in turn permits one to translate immedi-
ately the sensations and feelings the body is receiving. The ease of
the material permits a moment by moment transfer of these feelings unto
paper and by the same token, an immediate response to the drawn line is
also facilitated. The pastel technique makes possible an intensified
dialogue between psyche/soma and the created art object without inter-
ference from the complexities of technique. In my personal transforma-
tive process it permitted the continued emergence of symbolic material
in a way that involved body and mind, spirit and soul. The art._process
unconsciously chosen at this .point was the most appropriate to permit
full emergehﬁe through art expression,

To conclude this section, I have traced the transformation of
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technique and materials chosen and shown how these are also symbolic of
the psychological processes that evolve from containment to emergence
which is the process of individuation.

I now turn to an analysis of the formal aspects within the images
and consider the frame, color and 1ine movement as indicators of psycho-
logical significance.

I begin with a discussion of the double frame found specifically
around the etchings. 1 refer-to the frame created by the boundary of
the etching p]até)within the frame of the paper. Although it is in the
_natu:gipf the plate to cre;te a frame éround the image, there is never-
theless an evolution of the framed effect which corresponds with the
evolution of other formal elements such as color and line as well as
with the evolution of the theme of containment,

In psychological terms, the frame around an image acts as a protec-
tive boundary f&f feelings and processes not ready for emergence. The
frame is most definite in the first two etchings when the transformative
process is yet to begin and containment is still a very real need. The

frame dissolves with Figure 23, Woman Asleep in an Egg, where germina-

tion.in the symbol of the egg begins. In Figure 25 the frame, like %he
glass boundary of the alchegical vessel, is almost invisible, In Figure
27, the frame exists only at the:top and bottom of the image, not at the
left and right extremities. The frame at the left and right of the
image is nq1lif1ed by the frieze effect of the repeated image. The
effect oé the frame is further subdued'by the movements of color and
line. The alternating bands of contrasting colors create an undulating,

up and déwn movement, while the play of line within the  forms create a
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contrasting push and pull moveﬁent. These opposing movements create
tension and a feeling of energy circulating and vibrating and expanding
beyond the containing boundaries of the framé.

An analysis of line movement and color in the etchings corresponds
with observations made on the frame, i.e. therg“is an evolution that
occurs between the first and last pastels, the frame becomes less
visible, tess binding, line becomes more active and color intensifies.

Movemeht is most static and color most subdued in Figure 21. Line
movement within this etching is horizontal, the figure is centrally
located in the picture space and the image‘is up front. Black is the
only color. In psychological terms, the static, central, straight on
configuration is said to indicate "no movement as yet, but there is
building of initiative and will" (Epstein, 1981, p. 56). This corres-
ponds to the gathering of forces necessary for transformation to be set
in motion in the individuation process.

Line movement builds along the circular lines of Figures 22 and 23.
More colors are added but they are sfi]] dgrk and subdued. 1In the
etchings, the interaction of dark colors and minimal line movements
contribute to the visual effect of 10w energy especially Boticeable wﬁen
compared to the 1astle€ching where'energy appears to vibrate within the
picture space. .

The color evolution of the etchings may be compared to the color
transformations in alchemy which move from a "black" phase to a hotter,
red phase as the process of trénsformation in the alchemical vessel is
intensified. "While this is happening, a great number of Beéutifu1

.colors appear, corresponding to a stage known as the Peacock's Tail" .

/
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(K1ossowski de Rola, 1973, p. il) already mentioned in connection to the
Geisha symbol in Chapter IV.’ I will discuss the phenomenon of the
Peacock's Tail further when I analyze color evolution in the pastel
‘ >
series,

In etching Figure 25, colors are brighter and hotter than previous-
1y, _reds, yellows and oranges replace dark or neutral hues so that the

almost static line movement is countered by the increased energy of

“color. The last etching (Figure 27), is the most intense in both line
movement and color. Line moves in several directions at once; there is
a push and pull effect created by the 1ine of bodies meeting and separ-

ating, and undulating rising and falling motion created by the alternat-

ing bands of contrasting colors, -as well as.a continuous movement of the’

eye back and forth along the horizontal line of the frieze. ) Tension is
maintained t}y these contrasting movements and colors, creating an effect
of circulating energy that complements the symbol of the Dancer.

A1l five watercolors of the intermediate stage are characterized by
a semi:ci rcular line that divides the picture space into two areas .
(Figure 36-40). The first four watercolors form a unit, the fifth is
separate in time and subjec;, but shares some similarities in its'
formal elements, .

The semi-circular 11'n-e separates the picture space into an upper
and lower region. In‘the four watercol or series, a corresponding
evolution of form and 1ight occurs in these two areas. In.the upper
area of the four watercolors an evolution occurs in the form of a point

of light that grows larger and becomes the sun while in the lower area,

an egg shape swells and changes into the body of a woman. In both the”
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upper and 1ower segments, the evolution is towards more light, suggest-
ing a movement towards consciousness.

Line movement is most active in watercolor Figure 38, just before -
the egg metamorphoses into the female form. The female figure appears
static and 1ifeless in comparison to the egg with its' concentric
circles surrounding it. The difference in line activity suggests that
total release of the woman from the germ plasm is not yet achieved.

The color evolution and line movement within the series ofﬂfour
watercolors recalls the first stage within the alchemical process of
transformation. At this stage the opposites are dissolved in the liquid
nigredo (blackness). This stage is described as a form of death or a
separation and it ends hith the appearance of a starry aspect. The
second phase is thé appearance of "the mercury of the wise". Mercury is ‘
the “feminine principle which in the third phase is joined to Sulphur, —
the masculine principle in a "royal wedding". The alchemical equivalent
of the second and third phase becomes more evidenf in the pastel series
with tﬁe rise of the moon and tree symbols.

Although watercolor Figure 40, a visualized dream digcussed in
Chapter IV occurred later in time, it appears fo be an evo]utiop of the

previous watercolors in its organization of space and use of line. It

forms a connecting link between the watercolors and pastels that follow.
The 1ine of the image is one that rises upward from the containing semi-
circle area formed by the head. In this image, the area of the lower
segment of the picture space has diminished, focus is on the upper seg-
ment and the firey activity within it. The upper and lower areas are

not so separate as in the preceding watercolors yet not as interrelated

4
( .
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as the spaces and lines of pastel Figure P1). These_cghnging rel ation-
ships between spaces suggest the §gnsion of‘the opposites with a
movement towards their integration.

The watercolors may be seen as an enlarged version of fhe separ-
ation of opposites that occurs during germination of the egg. The
séparation is evident in the formal elements, the division of the
picture space into two distinct areas. The opposites are suggested. by
the imagery in the form of the sun and the water. Traditionally the sun
in the upper segment is é symbol of conscious life, of breakthrough and

of strength; water in the lower segment is a symbol of the unconscious,

of germination and of birth. These four watercolors intimate a possibi-

lity of movement along an uppér and lower axis, a movement that becomes
more pronounced in the fifth watercolor and in the doodles and pastels
that fo1iow.
In this later work,-movement along an upward/do&nward axis becomes
‘more visible. The focus is in the center within circu[ar mbvements of
wheel-like m?tifs. In psychological terms, movement upward in the
artwork has been associated with "ascension, which is related to break-
through or overcoming or transcending, It is a sign of strength.
Movement downwards is a sign of what is dark and hidden now, and the
need to move to the depths or center of oneself" (Epstein, 1981,
p. 127).
This psychological interpretation of 1ine movement coFrésponds to
the Tantric idea of Kundalini#Sakti; the energy current which lies
dofhant and coiled at the base of the spinal column. Movement of the

kundalini is along a central axis from the 1ower to the higher regions

)
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- of the etheric body. Along its way, the awakening energy current breaks
open\énergy centers or chakras that 1je along the spinal tube. Movement
downwa}ds‘ko the center of Bnese]f is necessary for the devé]opmenﬁ of
the upward movement, or fuller consciousness to occur,

The third and final stage of this art process is represented bx 14
pastel drawings. The very first drawing.of tgz series wa; begun as an
attempt to release a tight knot in my throat. I decided to do art
therapy on mysel fn, i.e. to give myself permission to draw freely and
spontaneously accepting my drawings without criticism. At the same time
I wanted to exp]org a discovet:y ‘I had recent]ly made. Several times
while making Free Drawings or unconscious drawings‘ as exercises in art
therapy seminars, I was surprised to see a similar sequence of "Hnes‘
emerging. My hand would follow the same path, drawing a, current rising
from the bottom of thé page to the top, and then breaking into swirling
lines on either side of the current. Free Drawings or unconscious
drawings, are, in Esther Ha}ding's words , |

images whi'ccr’t arise from the unconscious much as the images of

dreams do; To occupy oneself with these images through the actual

work invol‘ved in painting the picture has a curious effect. In
the first place the ‘image itself becomes clearer and more definite,
it frequently seems to come to life and may begin to move and
change its character duri;@. t.he actual process of painting, so thgt
it may be necessary to paint a second picture or even a ser%e:,

.showing how it evolves. At the same time the mood ‘or emotional

conflict becomes clarified. It also changes and develops with the

)
change in the unconscious image. Consequently when a woman in an



emotional crisis 6r cpnf1ict ha§ paiqfed a picture ... she usually
finds herseff great{y released, even if she does not understand
what it. is éhé has drawn. I€ she can cohe to uhderstan& the
significance of her drawing she will naturally be still further
relieved, for the painting is like an oracle, which has come from
the depths of her own being, and contains a wisdoﬁ which is beyond
her present conscious attainment (977, pp. 14?-148). |

This quote from Harding's Women's Mysteries explains my experience

of‘the process of drawiyg the 14 pastels. The first drawing was begun
~in a state of emotional conflict felt physically as'a knot in my throat.
Thg intention at the outset was to release this knot. The creative
process swept me onto a different plateau. The knot was forgotten as I
came into contact with other feelings through the act of drawing.

Themes first éuggested by the etching Dancer (Figure 27), become
expressed once again more forcefully in the series of 14 pastels. These
are the awakening of the physical body and thg éxperience of the
instincts joined with an intensification of energy that beginsyin‘the '
physical but transcends it. These themes first discussed in the
examination of the images are reiterated by the symbols inherent in the
formal aspects of the pagfel drawiﬁgs. I will analyze the changes in
co]dr, 1ine movement and form as they evolve throughout the series.

In the pastel series, éhg colors are generq]ly briéht, intense and
primary, so that the colors most often used in this series are reds, \
yellows, greens and blues. Jdng (1980) hqs ?gmarked that "vivid colors

seem to attract the unconscious" (p. 294).

~ Color in this series changes from the use of a wide range of hues



primari]x in oben line form to a narrower range in more saturated areas
of color.

Line movement .in the pastels evolves from an ﬁpward rising line, to
a line that dissolves .and vibrates and expands to fill a space" and’ then
coalesces once more to form a sphere or mandala. It ends as it beg1ns .
with an upward thrust but with more volume than at\its beginning.

L1ne d1rect1on throughout the pastels is e1ther central and upwards

r moving upwards and towards the right, as we]l as around a circle in a

"cloékwise/direction.

Epstefn (198i) has interpreted "the changipg of colors (as indicit-
.ing) movement of the persona]{ty" while 1ine movement to the right he
iﬁferprets as "movement towards the future or freeing up of one's exis-
"ténce" (p 128). | Movement upwards, as I aiready mentioned, is related
to ascens1on or a breakthrough for the individual., - |

The individual pastels may be grouped by the lines and co]ors that

vchaw ze them. The fi rst %ee pastels have in common an upward

rising central axis of various co]ors that starts at the bottOm of the
. -t

page and rises towards the top where it breaks open into lines that
swirl *into space to the. left and r1ght of this central axis.
In the fwrst pastel (Figure 41) a semi~circle similar in form to

°

sthose present in the watercolors denoti; the lower half of the picture

space, Unlike the watercolors however, a central current breaks out
through the circumference of the semi-ci'rcle. In the second pastel

ol ‘
(Figure 42), the semi-circular boundary line begins to dissolve. It is

no longer as defined as in Figure 41. The semi-circular area disappears

completely by the third pastel (Figure-43).

I
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fn/the first two pastels, the color field is not saturated. Colors
are expressed mainly as lines that move freely in the picture space.
Line movement is more prominent than form, The opposite is true in
Figure 43. Here co]oé is denser. Large flat areas of bright colors
fill the upper part of the picture space. Red, gold, pink, blue and
green appear to fan out of a rising current of color that bisects the
picture space,
‘ The symbols that arise in the alchemical process of transformation
are useful in understanding the changes in color, 1ine and form in these
first three drawings. The Reacoék'E,TaiT (Figure 44) is a stage in
alchemy from which a gfeat number of sbright colors emerge. This is an
intermediate stage that occurs before the end of the process. It occurs
after the "black" phase, into which all the pairs of opposites have been
dissolved, when the &ransformative vessel has reached a hotter phase and
“purification" has begun. The Peacock's eggs are sa%h to contain the
"fullness oy colors". The appearance of these colors siqnifies “the
unfolding a%d rea{iqgﬂion of wholeness, once the dark dividing wall has
broken down" (Jung, 1980, p. 375). A simjlar evolution may be traced in
these three pasfels. The egg is evident in Figure 42 drawn just above

‘the area of the semi-circle. It holds within it the opposites symbol-

ized by its blue and red colors. fAlsp in this pastel, the circumference

~line of the semi-circle has dissolved. In the drawing that follows,

Figure 43, the semi-circle is no longer present, and color becomes a
more prominent element. A fan of bright colors opens from an upward
rising central current. Its con?%guration resembl és the alchemical

image of a peacock's'tail, Figure~44,

d
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The upward movement of the first three pastels becomes more "vibra-

tionél" in the pastels that follow (Figure 45, 17, 19, 20).' Line and
color become more active and rhythmic. Multi-colored cross-hatched
lines in Figure 45 create a feeling of buoyancy and suggest a bird in
flight. The bird in the alchemical process is a transformation that
follows the "serpens mercurialis" (the snake or dragon). The snake may
\ also be compared to th;h?fsing Kundalini, which in my drawings has been
named the Psychic Tree line. Thé bird that emergés in alchemy is the
"eagle, the peacock, the goose of Hermes, or the Phoenix, (these birds
are) emblems of rebirth and resurrection" (Jdng, 1980, pp. 375-376).

Obt of this drawing there grew an intensified desire to express the
feeling of vibrations through color and line. Reds, blues, yellows and
greens ignite the organic shapes of Figure 17 which appear to vibrate '
with an i&ner movement of line. The colors suggest the interplay of
fire and water. The forms of the image resemble the alchemical concep-
tion of the union of fire and water (Figure 46), two clements that come
into play in the transformative process. .

In the two pastels that follow, the containing outline of forms is
dispensed with. The feeﬁing that powered the drawings was the desire to
express line as freely as possible and to capture the feeling of a ‘
vibrationaf field. The free~movement of 1ine becomes the subjéCt of the

drawings. The freedom of the vibrating line is strongest in Figure 20

in which all-suggestion of form has disappeared. Short, fast, multi-

colored lines traverse the picture space moving from left to right over
/

an expanse of blue background that chah@es‘in tone from deep b]qp on the

left to pale blue on the right. This change in tonality sugdésts a . .
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movement towards consciousness, .
The feelings that shaped these drawings find:a significant(parallel
in the meaning given to the abstract forms of Tantric art. Mookerjee
and Khanna (1977), state that: |
Tantric imagery reaches its highest level of abstraction in the
expression of Pure Consciouéness pervading the nuomenaY universe.
These paintings depict the absolute Ly a total absence of form,
whose spiritual presence is indiéated by a saturated colored field
which induces a resonance of the infinite... Al1 forms, shapeé,
structures have'd{sso1ved; only the primordial essence of the
exhilarating presence o} energy as' a reference of the absolute
remains (p. 69). g
These drawings appear to be intuitive expressions of universal
" energy rhytbms such as described by Tapt?ic phiTosophy and expressed
through‘the ritualized forms of Tantric art. These may be more easily
intuited at times of héightened sensitivity whén the very structure of
the personality is undergoing change. .
Pastels (Figure 47, 35, 48, 49, 31, 18) represent a third evolu-
tion. The free-floating vibrational lines of (Figure 20) coalesce once
again and become the spherical forms of mandalas. The mandala is

defined by Jung (1980) as a spherical or quadrangular motif that."serves

to restore a previously existing order but also serves the 'creative pur-

* pose of giving expression and form to something that does not yet exist,

’
- something new and unique" and he continues, "when they appear in a
series, they often follaw chaotic, disordered states marked b§ conflict

and anxiety. They exprgss the idea offf safe refuge, of innerlreconcf-

1
'
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liation and wholeness (pp. 225, 384).
The mandala-l1ike drawings of this series are spherical in their
form but are contained in a square format’- the shape of the paper. The \
paper was cut square, in response to a need for this kind of shape in
' making these drawings. M.L. Von Franz has this to say op quadrangular
and circular forms: "Usually quadranguler forms symboldze conscious
realization of inner who]éness; the wholeness itseff is usually repre-
5 \ serted in circular forms..." (Jung, ed., 1979, p."215). In alchemy, the
symbaol o} the sduared circle is a "symb;i of wholeness and of the union
of opposites" (Jung, ed., 1979, p..246), the union B? the. psyche or
'spirit (circle) with body or matter (square). : )
The mandala form appears we may say at the conclusion of ,the alche-
. mical phase symbolized by the appearance of “the Peacock's co]or§ which
marks an evolution from the "black" phase of conflict and depression
towards a hotter phase that intensifies the psychological processes.
The intensity 6f the process i; expressed and symbo]izgd by the vibra-
tional drawings .that precede the mandalas. //
The mandala motif is formed by the'spherical lines of the moon and
those of the rose. The moon symbol is not new to these pastels. It had N
first appeared in my artwork several xeérs earlier when I used this sym-
bol to‘create'a personal logo. In this sense, the moon symbol belongs
to a previously existing order. It's feappearance at this time within
the hahda]a format suggests a form of stability to cohpensate for the
(/ ' intensification of #nner activity and ﬁissolqtion of existing forms /
suggested in bastel Figure 20. However, the moon syﬁbo1 in its square

format (Figures 35, 47, 48) and: in combination with the tree and rose

>
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symbols in Figure 30 is also an expression that points to something new.

]

. The tree is a symbol of psychiq growth; and the rose, “usually arranged
in groups of four peéé]s, (indicates) the squaring of the circle or the
.united opposites" (Jung, 1980, p. 3&3).

The followirlg three mandala-like moon drawings (Figure 35, 47, 48)
are chaLacterized by the intensity of their blue color. This color
compliments the intuit{ve, dreqm-fike sensations that gave rise to these ’
drawinés.

In Figure 35, a rising undulating linear férm in pale yeilow that
resembles the line within the Psychic Tree drawings, traverses fhe moon
symbol through its center. The moon and the tree symbols are united in
this draw%ng. The movement of the tree is snake-1ike. It resembles the
rising Kundalini 1iné in Tantra which is a symbol of awakening instinc-
tual nature.- Its pale yellow color suggests its numinous quality. Gold

has been associated with "sunlight, value, divinity" {Jung, 1980,
p. 35). :

The third moon drawing (Figure 48), seems hotter, Reds appear. ®

The decision to add red was deliberate. I wanted to join the color of T

"Apple" to this drawing, "Apple" as associated with Eve in the Garden

s

of Eden. Jung (1980) has described the color red as "blood, and
affectivity, the physiological Feactign that joins spirit to body and.

blue means the spiritual process (mind or nous). This duality reminds
' \
one of the alchemical duality corpus and spiritus” (p. 313). The

A

drawing gives a feeling of two orbs, the sun and the moon, superimposed

-
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and catapﬁ]fing through space. The red and b]dé colors of this drawing
suggest an intuitive joining of the opposites, symbolized by red and
blue, and by the gun and the moon.

. Jung (1980)‘Pas suggested that in a mandgla, the addition of a red
color to blue méy indicate a "new state characterized by red (feeling)
vs. @ shifting of the centre of the personality into the warmer region
:of heart and fee]iqg (p. 379). In Figure 48, red also suggests the sun
whi ch dsua]ly dénotes consciousness and illumination. This mandala:hay \
be interpreted as a waking out of a formerly ungonscious state and a

}movement towards- greater affectivity.

Red becomes progressively more intense in thé pastels that follow

} (Figure 49, 31, 18). ‘
The birth of a new image integration emerges out of an exploration
{ exercise in an art therapy seminar (Figure 49)., The image integrates
the moon and t;e rose and becomes the impetus for the rise of the next
three| drawings. Figure 31, a pulsating red and purp]g rose was begun
with [closed eyes.® T allowed the .image that I had carried within me ever

| completing the previous one to flow But spontaneous]j, unhampered

by apy preexisting ideas of what a rose should look like. The sw;rling
i " ' ‘
gold'1ines over the main shape are a response to a feeling of movement

and /dance. The feeling of dance as an experience uniting’the physical

/I “and|emotional was an influence in the creation. of these drawings and

accounts for the swirling lines. ) "

I )
i This pastel ‘may be compared to the Tantric. Muladhara Chakra which
is [described as a red lotus of four petals. This Chakra represents the

"mother's womb... or base centert, the center oﬁ physical experience.




Located at the base of the spine, it is the repository of the coiled
Kundalini, the "force which has the power to awaken an undeniable

* psychic power in al1 of us" it is also described as a "highly potentialq'
ultra-subtle yibration... its efficacy can be judged only by experienc-
ing it and the effect its arousal produces in the human body" (Mookerjee
& Khanna, 1977, p. 152).

The 13th pastel (Figure 18), is a more complex gut-like combination
of the rose and moon intricately joined together through vibrating blue,
red and yellow lines. Théfdrawing also suggests an open view of a pul-
sating heart, the organ associated with feelings. In itf forma{ compo-
sition, it reminds one of the Tantric yantra seen iﬁ Figure 11. Both of
these have a circular form set within a squgéé format. The rose in
"Figure 18\form§ng the nucleus of the drawing is almost triangular in its
form, resembling the triangle in the nucleus of Figure 11. Semi-circular
rings enfold the rose triangle in F%Bure 18 just as petals surround the
triangle within.thé Tantric yantra, Mookerjee and Khanna‘(1977) quoting
from Heinrich ;immer, describe the yantra as

a model for the worship of a divinity'immed1a§§1y within the heart

vee @ kiﬁd of charf or schedule for the gradual evolutiqn of a

vision while identifying the Self with its slowly varying contents,

that is to say, with the divinity in ai\ its phases of transforma-‘
tion ... (the yantra) may develop a series of visualizations

growing apdwquolding from each other as the links or steps of a

“process (p. 50).
The comparison of Figure 18 to the yantra gives an indiéation of

the nature and levels of feeling that thig drawing‘embodies. In this

v
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sensé, not only does Figure 18 resemble the yantra, but the entire
process of evolution of the pastel drawings suggests the process of
visuafization and meditation that comprises the yantra.

Immediately after the completion of Fiéure 18 I wanted to incor-
Yorate the rose into the gut of a man. The man however, became a tree
trunk with the rose in its center. A current of color runs through the
center and from the bottom of éhe tree trunk upwards into the rose. The
colors of the background and tree trunk are dark, formed by a conjunc-
tion of "vibrating" lines of bfue, brown, black and purple. The
brightest colors are in the current which is red and in the rose, made
up of the four typical mandala co]ors, red, blue, green and yellow: The
impression is of light radiating from the center.

It its formal composition, this drawing may be compared to the
Tantric image of the Cosmic Manh yantra kFigure 14) which depitts “"the
immense potentiality, no less than the size of the cosmos, contained
within the body of man" (Mookerjee & Khanna, 1977, p. 71). In Figure 30
the tree stands for the man. The tree like the cosmic man yant}a,
dominatés the picture space and within the tree as within the man a cen-
tral axis runs upwards like a spiral column. Both tree and man contain
a-circular form in the center of the "body". The phallic trunk may be
seen as the masculine joined to the feminine in-the rose.

The rose at first extended outside of the tree trunk but this did
not fee] right, .1 drew over the background so that the iines and colors
of the rose were no longer apparent on the outside of the trunk and
became localized on the inside onf&. Perhaps 1 was npt yet ready to

express the expansiveness that these outflowing lines subgested; The
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,
series ended with this pastel and with the feeling that I had overworked
the final drawing and lost a sense of spontaneity and breathing space.
Looking back on it however, the density of line and color which had felt
too heavy and overworkeq, is no longer disturbing. Now I see these
characteristics as enhancing the br%ghtness and light emanating from the
rose element within the tree.. Also the feeling of movement and color
spilling forth from the rose has not been completely obliterated so that
there is an iﬁbression of energy radiating from thg rose out and back
into the tree.

Background and foreground, rose and tree, inside and outside are
integrated, united within the configuration of this drawing,

The explorations of_ this chapteﬁlsuggest that the process of
transformation, dissolution and unification that characterizes the
individuation process is reflected in the formal aspects of the drawings
and the choice of material and techniques. Likewise, the dualities
within the formal elements, red vs blue, phallic vs circular, framed vs
open, anticipate a joining of the ‘opposites, that is the goal of the
process of individuation. \ “ ’
The material presented in the preceding chapters giveg rise to

therapeutic considerations which will now be examined.



P CHAPTER VII

A number Bf therapeutic implications grow out of the material
presented in this thesis. To begin with, the symbolic jouﬁngy traced in
the preceding chapters of this thesis calls to attention once again the
tremendous power of unconscious processess. As an art therapist, recog-
nition bf this force and its ability to express itseaf through symbols
whether they be in the form of dreams, visions or artwork is essential.
Of importance also is the understanding that symbols may never pe given
any single interpretation. Their meaning cannot be arrived at through
direct means. There are no simple equations. Rather symbols must be
considered through many angles, like multi-faceted gems, to arrive at
the essente of their meaning. v

One point that needs to be repeated is that the symbols within the
artwork in their prospective nature are not necessarily tantamount to
the immediate reality of the individual creating the symbol. They point
to possible future developments which may need many years to become
fully realized.

A reductive interpretation of the symbois contained in the etchings
and pastels would have severely 11mi£§d the flow towards wholeness., The
enlargement of pe#sona] symbols through'analogy to collective symbols,
created a fee]in& of connection to an iﬁner ﬁimension of realipy best
described as a sense of the spiritual which in turn enhanee_;{he feeling
of life. Th{s experience of reconnection needs to be recog i;ed as an

essential part of what constitutes the fee11n§;bf whol eness and’ well -

being.
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Symbolic systems of religious, mystical, and esoteric nature that
may be shunned in our.society'need to be given due recoghition as viable
sources for deepening our understanding of psychological processes, *
Processes that find a form through the symbofs of these systgms.

Throughout the analysis of the artwork, coﬁnecting the symbols
contained in the art to symbols found universally helped to deepen
understanding of the psychological reality reflected in them.

In. effect (Phi]lip;on (1963) tells us), the archetypes are posited

(]

as pbssibi]ities, 6n the basis of precisely such finished or shapedu
material as one finds in works of visionary éxperience, (and he
quotes Jung}, “"the shaping of the primordial image is, as it were,

a translation into the language of the present which makes it

possible for every man to find again the deepest springs of life

which would otherwise be closed to him (p. 125).

Meaning in the.art experience during therapy arises out of. two sep-
aréte avenues: the meaning that grows out of the actual art-making and
the meaning that comes with the shared verbal communication and amplifi-
cation of the artwork that may occur between client and art therapist.
The art therapist needs to be aware of the experiential form of knowing
that the art-making experience makes possib]e'so as to respect and
nurture this possibility in her client. This means that the therapist
encourages the free-flow of images through her attitude to the client's
creative process. Self-initiative and spontaneity are encouraged,

1 was not engaged in any form of therapy or psychoaﬁa]ysis during
.the intérva] of time that comprises the process of art expression and

amplification of symbols presented in this thesis. ’

\
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Meanings seemed to arise out of chance encounters with appropriate
sources at the most opportune times. The resulting feeling was one of
being guided by an outside force and meaning was heightened because of
this sense of connection to powers outside the seTf. This process
suggests to me fhat as an art therapist I need to have faith in the
client's own individual processes and that as guide in the ;herapeutic
situation I need to engender a similar faith in the client himself,

The experience that the 14 pastel drawings has been for me is in
~part one of 1eérning to trust, one's own unconscious processes., It was a
question of giving oneself permission to be free, i.e. non-judgemental
and accepting of the moment to moment fee]inds that became objectified
in the drawings. It was an experience of sel f-validation through the
creative process. This is the Tearning that the art-therapy framework
can make possible. Through her understanding of this process, the art
therapist may foster a simjlar self-acceptance in her clients through
their creative experience.

Second, my own experience suggests to me that amp]ification‘of
client's material in therapy must occur naturally and spontaneously,
preferably growing out of the artwork in an organic manner rather than
being forced prematurely by the therapist. It is possible that a time
interval between created work and amplification of the symbol céntent/is
an jmportant factor. Perhaps, the objectified symbol needs first to be

lived with and carried within before any attempt to elucidate its

meaning is made. | -

The images of the etchings and pastels also suggest the possibility



. future transformation as well. In art, the symbol has meaning within a

of seeing the heatthy part of the individual within the symbol. The

symbol carries within itself the seeds of future development. The sym-
bol is not merely what it appears to be. It is not only a reflection of

the individual's past and present but it holds within itself .the germ of

total configuration of lines, forms and colors. The configuration
itself may offer references that will enrich'theiheaning*of the sxmbo].
A broad understanding of the nature of symbols in diffgrent symbolic
systems, as well as the symbolic meaning of the férmal elements in the
artwork, allows the therapist to remain open and attentive to the many-
sided analogies that evolve out of any one image.

Being able to see the healthy part of the individual suggests that
the art therapist hust not concentrate only on past and présent diffi-
cul£ies lest she lose sight of the whé]e part of the individual that is
seéking to emerge. The therapist's positive expectations for her c]ieﬁtg
are an important factor in the therapeutic process.

The material of this thesis also supports the importance to the art
therapist to familiarize herself with and to investigate the broad
spectrum of human culture that,hqs embodied through artistic, religious
and mythical symbols the archetypes of the collective unconscious. Such
knowl edge broadens our understanding of the deeper 29995595 of the human *

w

psyche, those very real yet less easily accessible dfeas that make up

our inner reality. These do come to 1ight when the unconsciolis is given
room for expression. Recognition of the nature of this material makes

possible the continued dialectic between the conscious and unconscious

in the course of therapy.,
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\\\\\Anqther suggestion th;% occurs .is" the possibi]ity'for art ther;- -

pists tb collect data on. symbols that gr?ﬁe in specific populations and !
do comparative-studies to see whether a relationship may be discerned
‘more broadly between the occurrence of cqyta{n,symbols.and ghe psycho- =~

logical processes tpéi accompany them, 1A passagé from Phillipson (1963)

guoting Jdng makes this point;k

These mytholagical forms,.. ar; in theﬁseﬂves themes‘of creative
phéﬁtasy that 3t111 await théif translation into conceptual
language, of which there exists a§ yet only 1abd?ious begi;nings.
These concepts, for the most part still to be created, could ~» )
provide us with gg abstract sc1ent1f1c undersisﬁd1ng of the uncon-

s -

scious processes that are the roots Qf the primordial images...

(. 125). - 4

In the process of researching my own symbolism I have become aware
. ®

that the.symbols of the crescent moon and the moon goddesses does appear °

[ s

in the artwork of other ‘women. It would be interesting to 1egrn’what
s1gn1f1cancérthese symbé]s have for other women,

The moon is the symbol for the goddess, the feminine archetype.
Jung has suggested that the true<symbol has prospective significance

both for the individual and for. society as a whole. The symbol v

~~.compensates for an imbalance both on a personal and sollective basis.

The- symbol of the goddess therefore may indicate new deve]opmentg
in the way women are e;Beriencing themselves and may signify as well an
\evolution in the spiritua] and psychic life of our society as a whole.
A1though I have felt changes take place within me that have re-

su]ted in new ways of being in the outside world, an examination of the
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’individuation process. However, as I have discussed in Chapter'lI,

. the unknown, the conscious and the unconscious, the inner reality and

CONCLUSION

B ©

The §ubject of this thesis has been an account o£;g'pe§sona1
experience of suffusing an image with meaning. through the process of
amp]ifiéat%on, thus creating a symbol. The thesis gives iqtimag;shﬁgof

psychic‘processes that are universal “in mankind by relating the personal

\symbo1 to symbols of a universal order. These are the experience of a

psychic death, rebirth and transformation as well as thé confrontation

with the Shadow and the relationship to the Animus as part of an:

p. 27,‘£o symbol can ever be fully interpreted. Gordon (1978) puts it

. . N\ . ‘
this way: "because a symbol intérf%nks different-psychic functions and

. - . . L) : .
different ]eve]s of experiencing, it -has innumerable meanings and can

never be totally reduced or translated" (p. 110).

In Jung{an theory, the symbol is a bridge between the known and

~

. the outer reality. The functibn of bridging is to express "facts,

relationships and sensuous and emotional experiences that are too
complex to be conveyed by mere intellectual formulations" (Gordon, 1978,
p. 107) and in fact, Gordon confinues, both Jung and Louis Arnaud Reig ‘
believed "that the mean1ng carried by a symbol cannot be expressed in
any other way, and both suggest that the symbol potentially mediates the”
discovery of some new dimensions of being" (p.+109).

This factor needs-to be remembered when working with c11ent9 in an

art therapy situation, so that the validity and breadth of the c11ent s

symbolic- content is not reduced by the therapist's formulations about:

_ . 5
\
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the work.
One of the major difficulties I encountéred in writing this thesis
Tis in having had to relate in a logical, organized manner experiences

that are not bounded by logic and rational equations. ,Although I have !

4

" wanted to be as inclusive as possible in writing this thesis, there is

an element thaplescapes“a verbal component, that does not qhite fit the
confines of a rational, intellectual approach, In attempting tq_give a
concrete form to the original symbo1i€ experience, what is not easily é
communicatéd in words are the original feelings of expansiveness and the
seﬁse of the poetic, the fee11n§ of the unity of. all things that "’

suffused a great part of the experiénce of making symbolic connections.

Yet ; do not want to overlook the importance of these feelings because

they create the essential and lasting meaning of this personaL3§ymbolic
' N

» - \

journey. i &

¥

This experience suggests to me the importance for the art therapist

to be open and sensitive to the poetic order of the unconscious, so as

~ |

to be able to recognize and accept the va]idify of this kind of experi-
ence in her client.
- A second difficulty in writing was having to sacrifice a large
segment of symbolic material that arose in dreams, visions as well ag
artwork for the sake of clarity and manageability. At first I could not
do so. The feeling of loss was too great. - I therefore had to write a —_—
pre]iminéry version that was more descriptive and inclusive of the total

symbolic journey. I subsequently chose to focus on the artwork. My '

-

reasons were first, that the thesis was for an art therapy masters

degree and therefore artwork was the more natural choice for gnalysis.

[
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Second, the artwork provides a visual external record that gives a
concrete and more ijective base -than a dream or vision can. Through

L4 \

the images and formal elements.of the artwork I was able to trace
correspondences to imagery arising; l—miversa1 symbolic systems that
ay be examined by others. '

The artwork presented in this ;;hgsis rﬁa_y be divided into two
stages. The etchings and the series of four watercolors occurred prior
to my entering ‘an art therapy program, while the fifth watercolor, the
doodles and the pastels were produced concurrent]:y with my involvement
in the study of art therapy. The watgrco]gr and the pastels were
developed and presented as part of the course work that was required,
while the doodles were spontaneous scribbles that emerged while
attending lectures. The etchingg were produced several years prior to
and up to the time of crisis, i.e. I was in a very nervous and emotional

state where daily functioning was increasingly more painful and

difficult. When the pastels were produced several years later, I was

feeling more in control of my emotional Tlife. N

The ideas and philosophy within the discipline of art therapy
,,in‘fluenced- thé process of making images at trﬁs time. As a result of
't}le training I received, I became more trusting of the process of self
expression, allowing myself more freedom and spontanuity in creatiné an’
imagé. ' o

When I began making images, i.e., the etchings, I had no awareness
as yet that these images might have a symbolic meaning. The understand-

ing I acquired through the study of art therapy catalyzed the process of

discovering the symbolic element in my own work and to led to my



reffecting on the meaning of these symbols.

The meaning became amplified as I'made connections between my
readings and what I was seeing apd experiencing through my life and art.A
I gravitated to Jungian thought_because I was drawn to Jung's '’

A
affirmation of the creative and spiritual side of man; his belief that

A

. the unconscious is the healthy part of our psyche, which may, if we

allow our conscious selves to attend to its messagés, be a positive
force in redressing our psychic ‘equilibrium, ' -

- In the process of amplifying the symbols I did not make a conscious
decision to study a particular symbolic system, rather the experience
\ félt more 1ike oné of being led by a force outside of myself to
different sources. The right books seemed to come into my possessién at
the right time without my actively seeking them. One of the common
threads in thé™choice" of symbolic systems is in the fact that these
are areas of knowletige that have been researched by Jung and Jungian

analysts and through which Jung found evidence for his theory of the

existence of a collective unconscious in mankynd

.

I did not engage in an in-depth study of the symbo]1c systems I
have used in"this thesis. Rather, I referred to the systems only
insofar as they were useful to me at this point of personal development,
concentrating only on ihg correspondences I could make with my own
symbo1-i sm and_]i e experience.

I a1read&'mentioned on page 89 that I was not undergoing any form
of therapy durin} the interval of time this thesis is concerned’wiphﬁ

The amplification of the symbols occurred outside of therapy. I have

not therefore used'amplificatioﬁ in its' classical sense. Jung devised

A
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. this'technique to be used in the latter stages of analysis with clients

)
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A‘self-analygjs such as this thesis embodies is subject to / )
1imitatioﬁs which must be mentioned. , In disgussihgjtﬁe dangers ;ﬂl N
self—apa]y§is as conducted through active imagination, Gordon (1978)
explains that, _ | ' /

" ~ When, however, one discusses ‘active imagination', one n edg to

’keep firmly in mind“tWO kinds of reservations: for such audo-it-
yourself ‘analysis can provoke a‘lot of rash and over-optimistic
enthusiasm. In fact real and‘se}ious active imagina;ion is an
arduous, slow and at times pgjnfu] process, which\hﬁs many
pitfalls. Jung himself has warned against two of éhéh. One is the
danger of the aesthetic tendency [the\teﬁdency to over-value the
“formal wprth of the phantas& products: of thétuqconscious which then

diverts the libido from the real goal of the/{ranscendent function
(p. 116)] ..., The other is the opposite dan ér, the danger of being

#

in—a-hurry—to 'understand'; to make sense o0f, to push the emergent

latter danger to be due to an over-valuation of content as opposed

v

to experience (p. 122).
I cannot overlook the possibility Fpat I may be subject to both

these reservations. [ wanted nonethe]gés to present the understandipg
that grew out of my experience with 74t and symbol formatidh, as well as
through the subsequent amplificatigﬁ\ef\ghg\E{Tbols. Although the
symbols in the dfawings may have/é;quired'other\ﬁéanings had 1 also been
undergoing a formaa analysis, I/Be]ieve that this personal.search has

had its own validity.



99

v

Foremost, it has been a recognition that the unconscioue force
withiﬁ has its own inherent order. The experience of becoming conscious
of this force is akin to feeling reconnected to the center of one's
_being.and this feeling of connection in 1tse1f has a hea11ng effect.

Two other ;mportant insights gcew out of the writing of this
thesis. The first is a coneideration of what psychological di%ferences
eptered into the process of producing the etchings as compared to the
pastels. As 1 have discusseqd in Chapter I1I, p. 62-64, the ego may be
;aid to approach the imaginal experience in.different ways, i.e.
different degrees of ratianal control may be exerted over the imaginal
pcocess which affect the quality and meaning of the experience an
incividua1 will have in relation to thg/creative process. -

It may also be Tooked at in te¢6§,of the animus in woman suspending
a rigid and controlling, judgementa] attitude towards the process of
creation thus freeing the individuall for more free-flowing images and
action. ' =

The second 1ﬁsight which follows from the first is the understand-
ing that grew in writing'Chapter VI and having to think about how choice
of techn%que and material complemented the symbolic content within the
images. I was then able to see that my choices althoaah unconscious had
an inherent order and ref]ected_the psycho]ogic51 reality from which
they sprang. I turned from the technical demends of the etching process
to the freedom of pastel drawing at ‘a time when spontaneous expression
and uncr1t1ca1 acceptance of the proce&s and the product had become

necessary for experiencing a unity and flow between the phys1ca1 and the

emotional dnd the act of expressing these. This, says Gordon (1978)

' f
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exp1aining Reid's concept of "aesthetic embodiment" implies that

- sounds, shapes, rhythms etc, are not gn]y instrumental in
conveying aesthetic meaning, but that they themselves help to make
and to create the meaning. In other words what is expressed cannot
be g Q%ped apart from the sensuous fo}m that expresses it. Content
and medium are 1nd1v1s1b]e and uniquely united, and the psycho-
phiswca] embodiment that is art is a 'good analogue of' our
essentially psycho-physical ex1sLence (Gordon, 1978, p. 109):

Furthermore, my personér experience suggests to me that this concept may
be'extended to include not -only the formal elements that make Up the
artwork but also the acgual mediun'and technique employed, i.e. the
differencg between making an image that is etched or one that i; drqwn.
&jth pastels. Tnese chdices may themselves be indicative of the psycho-
nhysical reality when looked at in the gotal context of the symbolic
content, \

" The issue of e§o control over the creative proéess has implications
for.art therapy. This issue suggests that the art therapist must greate
an atmosphere that is non-judgemental and conducive to the production of
spontaneous free-flowing images. The art therapist, furthermore, must ’
be aware of he™ own possible unexpressed needs of ego control, so that
she does not unconsciously impose these needs onto the client/therapist
relationship. Awareness of these possibilities safeguards the therapist
from over-determining the kind of material coming from the client and
'fron forcing the client into modes of expression that are not

appropriate to that client's needs.

The question of the unity between medium and content is also
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) ’ relevant for art therapy. As an art therapist one ﬁust'understana that\ -

the meaning'is carried as much by éhe imagery as by the kinetic and

visual mode the image hasfpeen cr;ated'and éf the materials and methods -

fhat were ?sed\fo-create it. With this uﬁderstanding the a;t therapisﬁ.

Q111'take note o% all Espects of the crea£ive process considering each
in the amplification of meaning of her client's work. .

In writing this thesis I became aware that the resea}ching,
organizing and setting down of igeés that had thus far“been experienced
only intuitively and non-verbally constituted a secondary form of

— amplification of the material.

The process”of'making connections'continued to evolve as I wrote.
about the original exb@rience, only this time I wés more active]y:
rese@bching my gybject rather than being- involved in a process. that
seemed to be hapbening tb me and not initiated by me. This situation
suggests the difference in qtfitude betweeﬁ the receptive Yin or
Feminine briﬁcip]e discussed in Chapter V, p. 48 which characterized the
subjective experience of this symbolic journey and*the more active,

“initiating energy of the Yang or Masculine princip]e‘that may be said to
underlie the act of writing a fo;mal aﬁaiysis of the original content.

Although writing,cbecause it necessarily must be linear and
temporal and coﬁcrete, cannot encompass the totality of the non-verbal,
non-linear, non-material exp?rience, it neverthgzz::§::?%its certain
aspects of the exberience to be given a form by which it may be

communicated to others. This new form by being exterior is open to

criticism, challenge and an exchange of ideas that may generate new

insights. !



~~ The experience of writing about this special time 1n«my'1ﬁfe‘has

béen therapeutic in itself. By exteriorizing this materiaf; I am now
able to put closure on it, leave it behind so to speak and move on,
‘Although often painful and overwhelming, this perioa of'iime was also
characterized py a magical, intense and mystical quality from which I n\\.
benefited. It demanded an active 1i§%bn?ng, receptive attention to the
symbolic fénguage of the unconscioué, The tasks required for further
growth.are now of a diffe;ent‘nature, I believe, and necessitate more
active,Aéxteriorized ways of b%ing in the world. Writing this thesis had
to await a time when the need‘for receptive listening was no longer as
prom;nent a factor and became balanced with the need to take action and
) externalize ant‘had been understood.

: I have discussed the symbols ih the artwork through Jung's frame-
work for individuation.” The brocess of individuation however is never
final. I have described on{y_a phase that I became aware of as I took
distance from it. 1 fOCQ§ed on the symbols in terms of the activation
of the Feminine principle within the personaiify. I have paused only
—briefly on the Masculine as represented by the animus within woman.  The
positive integration of the masculine, the animus, represents another
aspect of the ongoing ipdiviﬁuation process described by Gordon (1978)
a§ a "readiness for ever greater awareness of ;ne's own nature, with its
posittve and negative sides, and an evgr sharper definition of who and
what one is" (p. 149).

" “The Feminine principle in this thesis, is a term used to refer to

_an awakening to the reality of the unconscious in the personality. The .‘

Feminine is the primary mover in the p#bcess of transformation. ,



Tﬁe procéss of awakenihg is reflected in the image§ of the artworf
and in the evolution of t;e creative p;bcess. «

Becoming conscious that reality is not encompassed by the ratwona\
and pract1ca1 requires that the 1nd1v1dua1 recognize and a1fow a p]ace
for the intuitions, feelings and yrg1pgs arising from the unconscious.

" Thus a dialogue between conscious and unconscious is begun.:

The model for wfiting an autobiographical thesis was provided by )

Jung's Memories Dreams Reflections and by Milner's On Not Beiné Able to

Paint referred to on p. 11 of the introduction. In Memories Dreams

Reflections, Jung sets down the inner experien;es thai shaped his later
scientific thought. He did not consider these memoirs as a scigntific1
work - and requested this document not be included in his collected works.
The autobiographical story however is intimately Tinked with Jdng's
scientific writings, "both are one", he states. The understanding of
his inner experience grew out of.his 'scientific knowledge, -just as'his
.scientific knowledge took its direction froﬁ his inner experience.

Similarly Milner's document On Not Being Able to Paint, and the

jdeas and theories that grew out of her personal search into her
creative process are justified.and éuppoéted by her long clinical
experience.

In a similar way, my inner experience and'the understanding that
Has grown out of writing this thesis will inf]hence aqg shape my
approach to ¢linical work and”possibly {ead me to further insights in

the c]ient/ari therapist relationship.
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COLOUR PHOTOGRAPHS SHOULD NOT BE
USED., THEY WILL APPEAR AS GREY
OR BLACK. WE RECOMMEND THAT? THE
COPY OF THE THESIS SUBMITTED FOR
MICROFILMING INCLUDE BLATK AND
WHITE PHOTOGRAPHS REPRINTED FROM
THE COLOUR PHOTOGRAPHS—BY. A
PHOTOGRAPHER IF NECESSARY.

LORSQUE .MICROFILMEES,

LES

PHOTOGRAPHIES EN COULEUR PARAISSENT:
NOUS RECOMMANDONS
QUE L'EXEMPLAIRE DE LA THESE A

GRISES OU NOIRES.

.MICROFILMER SOIT ACCOMPAGNE PLUTOT

DE PHOTOGRAPHIES EN NOIR ET BLANC
PRODUITES A PARTIR DES PHOTOGRAPHIES

EN COULEURS PAR UN PHOTOGRAPHE, SF*—;

NECESSAIRE,
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