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ABSTRACT 1
»

Meaning in the Making of Art

Self-Imuiry and the Artlstic Serial
in Axrt Education Research \

' Sheila M. Cavanagh
| . ; ’

The life and ﬁbrk“of C.G. Jung provide the models on which this
inquiry is based. Jung's long, introspeét;we inmquiry into the creative
process, based on his rediscovery and exploration of the mandala, has
been taken as the practical mqgel for the self-inquiry process; focused,
in this case, on the in-depth examination of a personal way of drawing.
The Jungian concept of creative tranéformation. which developed out'of
insights first gained through his mandala drawings, has been taken as
the theoretical model for the’grt education research process. The re-

 search phase of the inquiry.‘lllustrated by the materiai of Appendix A, .

explores the conceptual framework for a metatheory of creativity. At
this level, the educational implications of the inquirﬁsreflect the meta-
psychology of Jung, centering on his general concept of meaning. The
drawing phase, illustrated by the material ofﬁkppendix B, explores the
concept of art as a transformative technology. Here, the educational
implications of the imguiry reflect the Jungian view of aesthetic educa-

tion, centering on‘his concept of self-education for the educator. -

All of this requires not only an expanded definition of art educa-
tion but, more particularly, an expanded definition of the artistic

5"Serial, which 1s the concept central to the thesis. Viewed as an

integrated serial process of making and teaching art, the artistic serial

here includes not only the new experiences of the imuiry, as a whole,
but the drawing and teaching expériences which were its main motivation.
The educational significance of the self-imguiry pr03es£,,1t%§s argued,
depénds upon the expanded gontext of meaning this definition allows.  In
terms of the present imuiry, it is the ongoing experiencing of meaning,
in the drawing serial described, that provides this context .

111
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PREFATORY NOTE

The major theoretical writings of C.G. Jung were pﬁblished
between 1912 and 1956. While some of this work began to appear
in English translation from the early 1920s, the Bollingen
Foundation's publication of The Collected Works of C.G. Jung, in
separate volumes, ﬂegan only in the 1950s. Publication of 5ii
twenty volumes was not completed until 1979. Princeton/Bollingen
editions, in paperback. are now generally avajlable as well. In
the pages that follow,. references bearing the designation "CW,"
and a volume number, indicate the Bollingen source. For example,

(cwW 15, 1966) refers to Jung's The Spirit in Man, Art, and Litera-

"ture, published as Volume 15 of the Collected Works, by Bollingen,

in 1966. While the paperback edition, published in 1971, is the
actual source, only specific references to the text will show this
date; e.g., Jung (1971, p. #1). Otherwise, references to this
volume of essays will generally be cited as Jung (1966). Reference
to a particular essay, however, may show the original date of publi-
cation; e.g., Jung (1930), the essay on Richard Wilhelm.

It is for historical reasons that;the original date of publi-
cation is given preference. Jung's Psychological Types (CW 6, 1971)
exemplifies the need for this-consideration. First published in the
German, 15 1921, and avallable to English readers:in the Baynes
translation, from 1923, the Bollingen publication of this work did
not appear until fifty years after the original, in 1971; the paper-
back edition, five years later, in 1976. Thus, with the exception
of specific references to the text, this work will generally be clte&

as Jung (1921) or Psychological Types (1921). Reference to the works
of other authors will be treated accordingly.

All publication dates, significant to thexdescription of this

thesis, will be given with the particulars of publication for esch’
work listed in the‘reference section.

[
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- INTRODUCTION

~#

As you see, I have not withheld my personal views, for

if T had not told you what Wilhelm meant to me, how would
i1t have been possible for me to speak of him? Wilhelm's
life-work 1s of such immense importance to me because it
clarified and confirmed so much that I had been seeking,
striving for, thinking, ’and doing » . . . Indeed I feel
myself so very much enriched by him that it seems to me as
if I had recelved more from him than from any other man.

3
o

.— Carl Jung
A "Richard Wilhelm: In Memoriam" (1930)

* s

This passage expresses, without exaggeration, what the study of
Jung's life-work has meant to me. That study 1s by no means complete;
nor, will it end with the present research. For the time being, how-
ever, it is enough that I have discovered in the recent literature a
group of like-minded thinkers, aestheticians and’ phy’sicists among them,
who are at last granting to Jung the acclaim I have long believecll his
due. They have er;couraged me, just as Wilﬁ.elm'encouraged Jung, to state

’

my personal views.

.

Furthermore, sincé my inquiry is an introspective one, I feel it
appropriat:e to treat the theoreti‘ca.l contributions ¢f Jung, and others

who ha.,vé influenced my thiﬁking, a.e:. part of the inquiry experience rather
than make them part of a formalized review. To take this approach 1s' not
a matter of excluding, or including, theoretical description in any deli-
berate way. It is rather a mattér of allowing the theoretical aspects olf

i ¢ .
the work of Jung, and others, to reveal their significance in'a way that

Gd
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is natural to the self-inquiry process. Such material will be pre-
sented, therefofe, in the form of personmal history because it is, in

fa{;, a vital part of the artistic serial concept.I consider essential

to my imquiry.

This means that, to be of significance beyond the personal and :
practical level of my own art experience, niy inquiry must ¥ fc;und:ed on
a gencep‘t_: of’ 'the artistic serial which is broad enough to encompass not
only the history of the drawing process, which is to be the focus of the,
\1nquiry, but the history of the'\ art téaching and art education research
experiences which are most relevant to it. Altogether, these experlences
span a period of somé fifteen years and constitute the personal ﬁistory
I am about to describe. Much of this history is already of great signi-'
ficance to me, personally, and defines what I shall call the meaning-
context of the artistic serial. As this history cont:inues to unfold,
gaining new significance t}izyéughout the inmquiry proce:e,s, the meaning-
%gn:text of the artistic serial will expand accordingly. The implications
of my inquiry are, thérefore. dependent upon an émticipated expansion of
neaning relevant to my work as artist, teacher, and researcher within the

given time-frame of the artistic serial, so-defined.

My own-art work, continued over the pericd I describe, has been a

. consistently reliable source 6f insight into the art teaching process for

ne.. The serial. nature of the drawing process with which I have been so
long involved, as well as those elements of it that have merge&%{th the "y
teaching process, have been equally i‘.inportant faqtqrs in the development
of ‘my artistic serial from the beginning; formal research becameéha more

-t
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‘dominant factor only recently. In turning now to exnmine a new phase
of development in my drawing serial, I réiy upon the intuitive inte- /’
gration of relevant past éxperience, funded by the research I have, )
done, to deepen m& undérstanding of the creative process. I can find
no better model for this undertaking than Jung's introspective study
of the mandala form, which he explored through drawing and painting
for more than a decade. Jung describes this experience as the most im-
portant of his life, for out of it came the essential concepts of his
psychology. ’While the motivation for my inquiry is, like Jung's, based
on the need for new insight, it is not my intention to re-explore the
mandala in my drawings. But the "lmage of wholeness," which Jung saw
r%?resented in Fhe mandala structure — the quaternity, with its essen-
tial fourth element of meaning — is as fundamental to my thesis as it
is to Jungian psychology. To emphasize tﬁis point, I have organized all
. material of the thesis on the quaternity and its multiples.’ I rely on

tg? description Jung glves of his mandala experiences in Memories, Dreams,

Reflections (1961). The biographical information that follows is also

taken largely from this source.

Jung does not write extensively about art, although he recalls in
vivid detail the kinds of creative activities ithat absorbed so much of
r;is time and interest as a chjld. These intriguing pastimes, always the
product sf his own lively imagination, helped to offset some of his boy-
hood frustrations with church and school. Regarding his "defeats* in
the latter, Jung describes how relieved he was to be excused, on medical

grounds, from gymnastics classes; whille his exemptlion from drawing

T



D

?

classes', "on the grourifls of utter incapacity" to execut\ejr\e kind of,

b

academic copylng demanded of him, left a lingering sense of failure,

too.” Mathematics and religidn (with nine parsons in‘the family) he .
had somehow %o endure. 'His aversion to.dogma developed at a very
ear%y age, setting the pattern of his life and work. And the "creative w
daemon,"” as he was wont to call it,.persisted until it had made of him |
not only onexdf the léaAing piéneers of analytical psychology but one

of the foremost thinkers of this century.

4 ) N 4 5

It was in the years of professional uncerfainty following his

theoretical break with F?eud, in 1912, — when Jung first began to re- °
cord his innermos} fantasies in pictures and prose — that he came to
realize the therapeutic value of art for himself and for some of his
"more advanced" patients. The technique igng would later call "active -
imagination," bagded on his belief in the creative potential of the‘un-
conscious, thus evolve@ from the initial phase of his prolonged self-
inquiry. The mandala phase, which I emphasize, began only in 1916,

J
The publication in 1912 of Jung's Psychology of the Unconscious, known

today as Symbols of Transformation (CW 5, 1956), had made the rift with
Freud inevitable. The book which Jung describes as his "psychdlogy of

consciousness,” published in 1921 under the title Psychological Types

(cw 6, 1971), is the direct result of insights he had by this time
q:r’ o2
gained from his mandala studies. This book, in particular, provided

the psychological foundation for Herbert Read's Education through Art

{(1943). Jung's major writings on education have been collected under

Y
the title The Development of Persomality (CW 17, 1954); his writings on
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quin" periods of Picasso's paintings, which he sees as but one more v
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art, under the title The Spirit in‘Man, Art, and Literature (CW. 15,

1966) . Erich'Neumann, in his Art and the Creative Unconscious (1959),
takes up the theme of the latter two volumes, emphasizing the artistic {

personality in its later stages of development. .

In his one brief essay on the psfchology of/hoaern painting,’Jung ' .
r;fers to the'art of his pat{ents in a way that reveals the import;nce
of the serial concept to his work: . "The possibility éf understanding
comes only from a cgpbar;tive study of many suc§ pictures‘(lg?i, p. 136)." -

This statement accompanies Jung's observations on the "blue" and "harle-

.‘manifestation of the dark, aestructive side of modern art in general.

It is on tbis.basis that Jung equates Picasso with Joyc? and Nietzsche;
an& Joyce, with Nietzsche and Freud; all, un@ér the banner of méder;ism,
the Zeitgeist of "creative destruction.” e 115, the 460 works of the ~
Picasso exhibitioﬁ, which elicited Jung's brief review, were no less
oﬁerwheiming to him than the 735 pages of Joyce's Ulysses, which drew

a chh lengthier response. For 6ne thing, Jung's conclusions iboqt" °
modern art appear to h;ve been iﬁrgely formulated’during his fhrqe-year
struggle with the pages of jque's Ulysses, prior to the Pleasso reérq- .
spective, in Zurich, in 1932. ‘For another, since Jung ;as for some N
reason restricted to a "short article" on Picassg, he.confidently réfers

T

) ! “ ~ -
the redder to his just-completed work on Joyce, the “literary brother"

of Picasso. In any case, the controversy stirred by the publication of

both articles, late in 193?, dhaoubtedly acted to discourage Jungnf;om ’

further ventures into modernism in the arts.
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Jung's essays.on Picasso and Joyce, along withshis memorials to
Freud>(1939) and Richard Wilhelm (1930), are to be found in The Spirit

in Man, Art, and Literature (CW 15, 1966). 1In this same volume are

two other essays of the period, longer and more general in nature, on

the relation of analytical psychology to poetry and l}i;ceratﬁre. What
. —

Juhg has to“say about art and thetartist, in psycholbgical terms, is '

by no means exc}usive to the literary’a.rts. . Specific references to
poétry and literature are used primarily to illustrate the achlevement
of those artists he dzstinguishes as visionary. AIn them, through the
great gift of artistic i&xg.gination. art rises above t'he personal — .
",spe;.king from the ming+<and heart of the a‘:rtist‘ to the mird and heart
of mankind." Indeed, by J'\Imgian .standards: "Art that is only personal,
01; predominantly so, truly d.e§erves o be itreated as': neurosis (1971,
p. 101)."‘ Jung does not apply these standards to the "pictures” of his
patients, however; explz;,ining thif 1t is their lack of artistic imagi-

nation which makes them genherally easier for the psychologist to under-

stand (pp. 136-37)s It is the creative. 1mag:fnati’on - essential to the

psychologica.l hea.lth and developnqm. of every individual — that Jung
attempts to activate through art therapy.' Jung's approach to his own
inrer g}‘o&sses, a.s’describ{;ad in his autoblography, gives us a most
remarkable examplé of his technique of "active-imagination” at work.
Jung's whole péy—cf\olggy. in fact, describes. th; creative process. With

1ts emphasis on mea.nixig and order, .I belleve it has much to offer the

art education researcher. Certainly, it has a véry direct bea:r:i‘ng on

my inquiry into "meaning in ‘the making of art.”

r .y
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Juhg's flegacy to the art éducabion researcher, as I‘ have just
“implied.. goe"‘s far beyond the few eésays he Dﬁ?vbted specifically to art
and 'educa.ti?n. While these are enough to provic{e us with the or}enta-
tion we r.equite', we must grasp somethlng of the cor:cepts central to his'

psychology if we are;}o appreciate them at all adequately. 'ifkmis is a

.

®

poi-rit soon apparent to the reader of hif autobiography,- althoush Jung
has stated it yeven more plainly on at least one other’occasion. 1In
thanking Ju'ng‘ofoé ,his.partj:c&pd'iion in Da series of filmed interviews,
in 1957,‘Rich¥1.rd Eva.r;s eicpres;ed the h&pe that viewers of the film

. would be‘.j,nsgirea‘.‘to)rea.d the original woz:ks; Jung re‘p"lie?‘i: | "Yes.
People hawve to rea.q the books, by gtslly, in spite 'of the fact that they

¢ are thick (quoted, in Evans, 19.76,,p‘. 159)‘." _ ’

'In the pages that follow, I shall try to show what the reading of
g;ung's Dbooks has meant to my research. The fact %hat’his books on art -
" and education are actually not all that "thick" no longer concerns me,

fra . .
as it once did. ' , I \

s s
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h . : THE ARTISTIC SERIAL

J .
)
+
- " .
With Rodin (the word "unfinished”) refers to an outpour-
ing of effort so identified“with the ,act of living that
o it ‘hates to turn itself off. Why else the thirty-four ‘
c busts of Clemenceau . . . not spare casts but all dif-
’ ferent . . . one serial portrait, continuous as Monet's

Rousnt Cathedrals or Water Lilies. . . . Do all these
exertions come’under the head of research? They seem
more like external motions to rationalize an obsession;
and they flow from a conception of art whose end result
is not one.statue, one artifact, but a stretch of auto-

biography. )
< ‘ !
‘ . « — Leo Steinberg
- , ' . Other Criteria (1972)
¥ 'u ’

i
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Personal History

1: Starting Points

Q

Steinberg éttaches, to his essay on Rodin, an autoblographical
preamble which begins: "I had turned ten when Rilke's Rodin fell into

my hands.!" The first stirrings of a.genuine appreciation for Rodin's

e

greatneés — revealed to him not so much by the words C?~€EQ text as

-by the sepla-toned photographs'of fhe sculptor's art — were to remain

a long while "underground," like Rodin's true significance, languish-

ing among the works‘held by the Quséums. The Z;pressive collecfion of
Clemenceau busts, Wwhich Steinberg discovered in an obscure corner of the
Rodin Museum at Meudon, in 1962, is but one example of the reappraisal
that was by thén well under ua.y.6 Steinberg, who had been among the
‘earliest to champion the Rodin revival that followed, explains the long
period of h£§ neglect: "For while modern art was in the making Rodin
seemed irrelevant. And now, forty-five years after his deéth, it is his
relevance that astonishes us as ;e look again (1972, p. 330)." With only
the key words éhanged, this statement becomes an equally appropri??e ex-
planatipn for modern psychology's slow acceptance of Jung, whose relevance
1s just now beginning £o astonish those of us willing to look again. This
is especially true in the case of synchronicity, the "acausal connecting

’

principle" which Jung introduced some fifty-five years ago.

Psychologist Ira Progoff, in Jung, Synchronicity, and Human Desiny




p ’ 10

‘ ,(19.73) 1s one of the few to acknowledge, much less fo explain, the fart
reaching signific&ncé of Jung's theory of synchronicity. As an example
of the kind of "meaningful coincidence" which marks the occu‘rrencerof a
synchronistic event: Progoff tells how a set of books, inadve\f'tently

aoqd.ired, effectively altered the course of Abraham Lincoln's life. 1In
thie;. story of his f?'ontier beginni‘ngs. Lincoln's decision to .take up the
practice of law is attributed to his discovery of an almost-complete

edition of Blackstone's Commem@rieé, retrieved from an old barrel of

™ .

odds and ends which a passerby, in need of a dollar, had persuaded him
to purchase. That the rest of the story made history‘. is not the most
important point, for as Progoff explains:

Synchronicity will eventually give us her riches. . . . in

unexpected ways and where we ldast expect. to find them. But

if, like Lincoln, we are true to the integrity of the moment,

there 1s some reason to belleve that the intuition that was

Jung's will become a knowledge for all of us (1973, p. 172).

£

It goes beyond mere coincidence, too, that in 1953, while Steinberg .was
in New York gathering material for his first major review on Rodin,
Progoff was in the Zurich countryside, with Juné, gathering. material for

his book on the synchronicity principle.

In his autoblography, Memories, Dreams, Reflecttons (1961), Jung

reveals an extraordinary sensitivity to synchronistic events ‘throughout
Ei_s life. One, of particular significance to his work, occurs just at
the end of the introspective period which I have taken as the model for
ny imquiry. Jung describes how he worked in isolation,, fo}lowing his
break with Freud, struggling to clarify the ideas he believed fundamental

to his psychology. Typically, he turned to art as a source of insight

=y
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into the problems he faced. The principal source for his deeper under-

standing of the psyche, according to Jung, was the mandala form, which
he explored through drawing and painﬁing from 1916. But the last mandala
he painted, in 1928, with a golden castle in its center, was for a brief

time something of an enigma to him. There'was néthing distinctively

Chinese about the painting; yet, for him, it had, a quality that was un-
deniably Chinese. Then, by a "strange coincidence,” a package arrived.
In it was a letter, from Richard Wilhelm, requesting that Jung prepare

a commentary on the enclosed manuscript, an ancient Taolst-alchemical’

treatise called The Secret of the Golden Flower. Jung continues:

I.devoured the manuscript at once, for the text gave me an’
undreamed-of confirmation of my ideas about the mandala . . .

. and the center. That was the first event which broke through
my isolation. I became aware of an affinity; I could estab-
lish ties with something or someone.

In remembrance of this coincidence, this "synchronicity," I
wrote underneath the picture which had made so Chinese an
impression upon me: "Ih 1928, when I was painting this pic-
ture, showing the golden, well-fortified castle, Richard
Wilhelm in Frankfurt sent me the thousand-year-old Chinese
text on the yellow castle, the germ of the immortal body

(1965, ». 197)."
In 1928, Jung published "On Psychic Energy," the work with which he had
been struggling since 1912, and the foundation of his dynamic psychology.’
This, and the succession ;f related works that followed, today constitute

Volume 8 of the Collected Works, entitled The Structure and Dynamics of

the Psyche. "Synchronlcity,” published only in 1952, was the last to be

~ ) a ——

added . -

&

Jung first used the term synchronicity in his memorial address for

Richard Wilhelm, in 1930, but delayed formal presentation on the subject

t
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until the Eranos Conference of 1951. The intervening years were devoted

largely to research of the alchemical literature available\%o him., His

Psychology and Alchemy was well into preparation when, early in 1944,
* he underwent a prolonged, near-degth experience. The effect was 1llumi-
nating, and a highly productive period of work ensued. Primary among .
the theories Jung advanced, following publication of the work on alchqg!
in 1644, were: Alon (Researches into the Phenomenology of the Self,

1951); Synchronicity (An Acausal Connecting Principle, 1952); and

Mysteridm Cohiunctionis (An Inquiry into the Sep&;ation and Synthesis

of Opposites in Alchemy, 1955-6). Alchemy, acqording to Jung, provided -
the historical basis essential to his psychology of the unconscious:
"The moment I touched bottom, I reached the bounds of scientific under-

standing, the transcendental, the nature of the archetype per se, con-

N

cerning which no further scientific statements can be made (1965, p. 221)."

My introduction to Jung's synchronicity principle has some close
parallels with the examples given. 1In December of 1974, my son, home:
from art school for the hoiidays, spoke enthusiastically about his

discovery of Jung's Man and His Symbols (1964). That much I remember.

Exactly:'what it was in the course of events, that prompted him to leave
the book behind, I cannot say. But I strongly suspect it was having the
book on hand, as much as anything said, that prompted me finally to read
it. This book, the only volume of Jung's work prepared especially for
the lay reader, is richly illustrated, wide-ranging in scope, and re-
éarkaﬁly easy to read. In the keynote chapter, completed just prior

%o his death in 1961, Jung painstakingly reviews his approach to the’

koo
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unconscious, emphasizing its vital, compensatory role for modern man.
Among the other chapters wrltien by Jung's assoclates, that of Anlela
Jaffé, on modern art and microphotography, and tha£ of Marie-Louise von
Franz, on microphy;ics and synchronicity, were the two of most interest
to me at the time. There was, in fact, much in this book that seemed
particulariy relevant to recent developments in my own art work. Sev-
eral years of experimental wWork in close-up photography had brought
about this change in my art and had effectively altered my approach to
art teaching, as well. With further study of Jungian theory, and as

the new work continued to develop, I coined the term microdynamics as

. a means of describing the art process in which I had become involved.
This did not occur until 1980, however, in a first attempt at theoreti-

cal description of the process. \

{

Ih 1972, I had completed a three-dimensional, process art series N
in which I recognized an affinity with the work of the "new alchemists.”
Beginning with the concept of food art, I had baked, and boxed ready-
for-assembly, the pafts of a full-scale bread chair; photographing each
stage of the process. Following this, I photographed the disintegrat}on
of the assembled bread-chair, exposed to winter weathexr and the voracious
agpetites of squirrels, until only the spindly, Wwooden understructure
remained; the spread of mold, cultured on a white (crustless) bread- T
chalr rellef, boxed in styrofoam; ihe growth of grass,(:jéa d around a
weathered wood-chailr relief, boxed in the same weathered wgod. fﬁe
fourth of the series, a hanging piece made of plastic bre . Wrappers,

| éignificantly! still survives. Decaying, deteriora things — like

SN
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» Leonardo's "walls stained with damp," or Constable's "éilmy posts" —
have fascinated me for as long as I can remember. Such things have be-

come increasingly the focus of my photography and my art over the years.

LY

It was ;n old sprinkling can found decomposing into the ground of a
nearbxﬁéwamp, which inspired a subsequent series of work in drawing and
painting, late in 1972. I had brought the old can and several photo-
graphs of 1t (taken‘on site) back home with me months before the new work

began. Ultimately, it was one of the photo-slides from wﬁich I would work.

to the exclusion of everything else. I needed the coﬁplexity of all its
background detail to keep the d}awing gestures stimulated. Treating each
small section of the compogition as a detail-study, comparable to the kind
sf photo-enlargements that 1llustrate the painter's brushmarks, I quite
literall; thbught of the work as a "million 1little abstracts." As I be-

gan the microdynamic phase of the drawing, the strangest, tiny 1maée§ kept

" popping up out of the pencil marks — animalesque, humanesque, grotesque —

fleeting apparitions, momentarily exguisite in every detail, that were all

too soon lost in the rapidly growing over-all effect.

~,

. - .
The complete series consisted of six drawings (30 cm square) and six,

larger-scalev;aintings (ranging from 45 to 90 cm square); each, in dif-
ferent media; and each, with its own specilal éuality, desplte the same
compositignal beglinning. Wha£ I had thought of as close-focus abstraction,
stemming from a penchant for the smallest detall, had suddenly become

horror vacul. Was this Pollock and tbe new alchemy again; or, was it per-

haps Grunewald in miniature? The reading of Jung's Man and His Symﬁols,

by 1975, began to yleld some of the answers. For example, Aniela Jaffé,



‘in discussing the work of Pollock, relates the content of his "drip"

masterpieces to what the early alchemists perceived as the prima materia

and to what we, through modern photography, now perceive as the micro-
structures of matter. In her words: "Pure a.bstr;ction has « . . ina
secret and surprising way become 'naturalistic,' its subject being ele-
ments of matter. The ‘great abstraction' and the 'great rea.lis\m' which
parted at the beginning of our century have come together again (in Jung,
1964, p. 264)." Jung (1952) ascribes a special kind of foreknowledge to

the synchronistic event. I felt something of this in first reading his

Man and His Symbols, but more practical interests intervened for awhile.

There 1s no doubt in my mind that the finding of that old sprinkling
can qualifies as a synchronistic event in my life. I sensed this from the
moment I spotted it, although it was a long time before I acted upon that
feeling. And still lenger, before I really began to appreciate its sig-
nificance, for my work. The discovery tiat this type (of can qualifies
also on tl{e Freudian list C\Jf phallic symbols, both in form and function,
was of no more consequence to me than the sudden realization that the "SC,"

5 with which I had been marginally indicating "sprinkling can'" interests in
my reading, also represents my'own initials. Neither comes even close to
the deeper meaning‘tha.t my artistic involvement wit?h thls particular found-
* objec’t has’come tochave for me; nor, I beli’eve, to the full significanc‘e

that Jung's theory of synchronicity, as the creative principle operative

in all individuals, has yet to offer.

Out of the art experiences I have just described, came a renewed

energy of \gunediate benefit to my teaching. With six years of experience
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in teaching art, by this time I recognized the f»attern: ?he senselof
accomplishment in one's teaching of art appears to grow in direct pro-
portion to the sense of a.ccomplishment in one's own a.:rtistic endeavors.
-Th:ls time- there was a difference, however, because my art ha.d taken a

) "fra,ﬁ.(call’y new turn. The questions about that persisted for the most
part unanswered, despite 'm/;efforts to continue its development. Too
often, I began to realize, the photographs or the drawings ’I produced
arose out of the nee&s and interests of my students mor_e. than my own.
And too often, the added departmental responeibilities‘ I had acquired
encroached-upon my extracurricular hours. A formal program of research ,
,8fnd studlo work seemed the only way to counteract the mounting ﬁ:ustra;.
tions. By t:he end of the fourth year in this situation, I had enrolled

in the master's program at Concordia University.

Y

Among the first books acquired for the reading course of this pro-

. y
gram, were the two to which I have referred from the beginying: Jung's

Synchronicity (1952) and Progoff'erung, Synchronicity, and Human Destiny
(1973). The reading of these books was, for me, as enignatic an experi-
ence as Jung's "so-Chinese" mandala had been for him. There was no
mentlon of e.rt in elther work; yet, I fel.t, indeed I knew, that something
absolutely fundamental to art was being revealed to me. Nelther book was
on the list of recommended readings. Many that were listed I have since
read, with profit, and these are now included in my bibliogrdphy: Read,
Langer, Dewey, nrnheim, and Ehrenzwelg are among those who contributed
substantially to my research of that time. Of these, Read is th& only

ons to ;cknouledge the value of Jungian psychology for art education.
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Following extensive ze3earch of various schools of thought, Read

(1943) concludes that Jung's Psychological Types (1921) brovides the

Y

"best working basis" fo? the classificatlon of artistic types with which Ve

he supports his concept of "education'through art.” (This combined clas-

///“Efffgation Wwill be referred to, elsewhere, as the "Read-Jung Typology.")
Thus began a’ lifelong interest and involvement in Juﬁg{§ work\that, among

other things, earned Read appointment to the editorial committee for the

Bollingen Foundation's publication of The Collected Works of C.G. Jung.

0

Moreover, in subsequent revisions df his own work, Read continued to .

reconcile the various theories emanating from each of the authors here
mentioned, on the same basis. This is not surprising, since each of them,

in thelr own way, argues the cognitive-developmental value of art.

While Read (1943), q%yitting an initial hesitancy, nevertheless
plunged 1n£o the Jungian depths, his compatriot, Anton Ehrenzweig —
convinced that the "ordered progress of a complex science like psycho-

<analysis is not helped by boldly anticipating leaps (19€7, p. 195)" —
barely tested the Junglan waters. Osiensibly falthful to freud, Ehren-
zwelg instead spent the latter part of his life developing his argument
for the "unconscious matrix" which is, in fact, the very basis -of Jungian
psychology. Thus, if we ignore the Freudian overtones, Ehrenzweig's The

Hidden Order of Art (1967) reveals the importance of Junglan psychology

for art eduéation, in some ways, even more than Read's Education through

Art (1943). Read, in the final version of his Arérﬁbw, easily discerns
the connection between Ehrenzweig's "Gestalt-free matrix of forms" and the

Jungian concept of "archetypal form . . . a process of crystallization that
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takes place without the intervention of the conscilous will (19€8, p. 118)."

Ehrenzwelg (1967) contributes even more directly to research in

several other ways. First of all, in_ecqntrast with the emphasis on child

art that has dominated much of the literature, Ehrenzweig addresses the

problems of art teaching beyond the elementary level. I find striking
parallels between his practical recommendations for art ‘teachers and Ay
own practical approach at the senior high school lavel, f?r,example.
This is most notable in his prescriptions for "teaching spontaneity."”

Secondly, Ehrenzwelig's emphasis on the micro-elements of art, the conli

nection he makes between "unconscious handwriting"” and "unconsclous

scanning," relates very closely to what I have called thé\microdynggics

3
of art. So closely, in fact, that it was Ehrenzwelg's repeated refer-

ences to syncretistic vision that led me directly‘%o Investigate Jung's

‘synchronicity principle more thoroughly. Ehrenzweig acknowledges a place

for Jung's "dynamic view" only in the final paragraph of his book: "The
creative re-education of the old may well turn out to be of greater
clinical significance than we hay be ready to cencede at present (1967,
p. 300)." Ehrenzwelg's references to Read ﬁave to do with ért history,

- \
not education. He makes no mention of Dewey, whatsoever.

-

M I have found reflections of Dewey that often go unacknowledged —

so thorough has been thqoabsorption of his thought — in much of the art “‘/ 1

education literature reviewed. Susanne Langer concedes as much in the

preface to her Philosgpﬁ; in a New Key (19&%). Although Langer frequent-

. ) ’
ly lists Dewey among the scholars to whom she owes the 'material™ of her

>

thoughts, she 1s just as often, pointedly, critical of him. Interestingly

pr:4
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" enough, in her JPhilosophical Sketches, of 1962, she makes only positive, .°

\ ~ —
if slight, references to both Dewey and Jung. Arnheim, on occasion,

makes similar mention of Dewey and Jung; however, in a single essa'y of
1960 — "Perceptual An&lysis of a Symbol of Interaction.“. he is sharply
critical of both (1966, pps 222-2€). The psychology of William Ja.mes

, : [
(whose colorful phrases are, indeed, irrestible to many) usually receives

i >
more favorable comment fqrom Arnheim and, in particular, from Langer.

? ez
" \

Dewey, an a.rt{ent follower of psychologist William James, hags been
criticized for his too hasty dismissal of Jung (Geiger, 1964, p. 160)
An opinion such as Dewey's, expressed in the early '19.205, is perhaps “un~
derstandable. But when Arnheim, from the Gestaltist sidc, and Ehrenzwelgz,
from the Freudiah take this sa.mel ca.valier attitude toward Jung in thc‘
late 19603, they 7veal their respective psychological biases in a most .
disappointing way. Small wonder tha.t Maslow (1968) expresses a longing
for a "single, comprehensive system of psycholog{" that will be called

——

simply "psychology" (p. 189) . Students of Jung have equated the concept
J

of individuatiod, which Jung considered central to"his psycﬁology,. with
. T N a

MasXadt ' s central concept of self-actualization. Maslow's "humanistic"”
, . J".._;‘? ' ~ %S : ) ' F]
psychology, derived. from studies which retain the creative emphasis of

Jungian psychotherapy, has had considerably more impact on -the art edu-

Jung recognizes a certain kinship with William James, but he makes

cation literature, however.

+

no such acknowledgement of his contemporary, John Dewey, even in his .ma jc
writings on education. It is Schiller's vision of aesthetic education to

which Jung pays tribute in his lecture s "The Development of Pefsenality;”
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delivered in Vienna, in 1932, and published the same year as Dewey's

Art as Experience, in 1934. And it is Read, rather than?Dewey, who

wholeireartedly embraces Schiller's philosophy o;‘ aesthetic education.
'I‘he'fact ‘that Schiller, like Plato long before.him, a.dv‘ocgtes art -as
the basis of é_l_l_ education, is central to Read's argument for universal
«aesthetic education. Acknowleé.ging his 1ndebtedness to both Plato and
Schiller, Read concludes: "Many Hitnesses to this truth night be called
but none so unequi&ocal a3 these two, whom I value more than any others-
and I am very 9ontent to rest in their company (1958. P 284)." His-
torians of art education invariably point out that Read's concel;t of‘ "
aestheﬁc e;iucation had 1little, if any, impact at the clasérdom level.
\Tha sage may be sald for Deuey and many others whose ideas have, .one
_after another. found adherents among the art education leadership. Per-
haps, after all it has been Jung's good fortune that he was so widely
ignored in such circles. '~ have found this difficult to understand,

nevertheless. o

.

»

Up to ;chis point in my research, it was primarily Read and Neumann,

/ the two earliest exponents of Jung's views on art and education, in whom
I found the strongest support for my own conw{ictions. Thelr emphasis on
the ;Iungiain cox:xcept of‘transformati’on, which is of great importance to .
my thesis, did not include synchronicity, however. I wa.shstill dependent

4 onJung and Progoff for that. I remained unaware of the sc;—ca.lléd "trans-

' ﬁ"f formation litaratv:rre" for s'g‘;ae time to come. -

} \:l‘
~ e



to
o

2. Turning Points

]

I retired from teaching, unexpectedly, in 1978, when .my husband
was transferred to Southern California. My prog;am'at the University
was interrupted by‘this move but, since the unofficial sabbatical it
allowed me was to last for only a year or two, at most, I was not im-
mediately concerned. In fact, I welcomed the change. I wa; able to
pursue my research more fully than ever before, to take up some new.~> .
interests long denied, and to explore the marvels of the Mojave Desert - -
Wwith my camera. The dese;t valleys, with their rims of incredibly-
formed rock, and the mountain gorges, sheltering their hide-away streanms,
Wwere an endless source of imagegy: from the gigantic and awesome, far
beyond reach; to the utterly fantastic, always close at hand. Film and
focus, not pad and pencil, ;;:Led the more satisfactory medium for me

in these surroundings.

When it became obvious that the transfer to California would be much

longer than originally anticipated, I returned to Montreal for the school
P

year, 1981-82, to complete somegof the on-campus requirements for the
méster's program. That one year of concentrated work resulted in a num- i
ber of new developments for me, in both drawing and photography:. the way
of drawing, which i shall explore in this imquiry, will incdrporate these
innovations; and the yisual presentatiBnF\§Aselection of Siides showing

N

ihe development of each drawing, will be takgn from sequences arranged

%<

for dissolve projection. I éxperimented with the dissolve projection
technique, using sequences of my desert images, for a media-course
S—t

presentation at the University. I%am confident that this tecﬁnique Will

-
1)
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be an equally effective means'of examining the drawing process. The
drawing process and the projection technique of which I speék Wwill be

more fully explained in description of the ingquiry procedures.

During this perioc}. I also discovered the "tranéfo’rmation literature."
I had heard Marilyn Ferguson, in a televised interview, describe her new

. $
book, The Aquarian Conspiracy (1980), before I left California. The book

- — i

became available, in p;perback, shortly after my arrival in Montreal. In '
this work, which is subtitled "Personal and Social Transformation in the
1980s," Ferguson tracesythe history of the transformation movement from
its transceghentalist begipnings, through its f;surgence in the turbulent
sixties, to its wide-spread revival 1n the quieter form it has since ac-
quired. This is not an organi;ed movement, like its Harvard predecessor,
but simply "people changing" and inflgencing change in others, tﬁrough
their own work, or through "networking." It operates with all the subtlety
that Jung (1954) ascribes to true education: first, as !self-education;"”
then, unconsciously, in others, as "education throygh example.” It holds
promise of achieving what Read (1943) had foreseen as the ultimate goals

of universal aesthetic educatipon; and it makes manifest what McLuhan (1964)

had- predicted would be the effects of the heu information media.

To my surprise, I found that I was already well advanced in my read-

°

< ing of the transformation literature; especially, in my investigations of

Jung's synchronicity principle. In a survey of the new transformers, who
are described as professionallj involved in a wide variety of vocations,
- v "

Perguson (1980) shows that eighty-four percent of all respondents indi-

cated some personal experience with synchronicity. Moreover, Ferguson's
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survey also shows Jung, second only to Teilhard de Chardin, on the list
of thinkers whom respondents named as the most influential ir changing

their personal views. Among the other influential thinkers, whose work

rluas alieady familiar to me, were listed: Abraham Maslow, Margaret Mead,

Alan watts,dand Marshall McLuhan. Within the text were references to

many others who were by this time part of my bibliography: T must attri-
[

s

bute to Feréuson, nevertheless, my discovery of José Arguelles' The

Transformative Vision (1975)t\£br it was primarily through his work that

I began to see the significance'df_jung's inquify into the mandala.

2

That Jung's mandala studies are fundamental to Arguelles' research
is apparent, even in this introductory description: .

My work as a scholar took me into the realm of psychophysics,’
whose unitive aesthetic, I came to reallze, provided the basis
of Horringer ] viewpoint (. . that art history properly un-
derstood was a "history of the human psyche and its forms of ,
expressidn”). My work as a painter led me into the realm of
the perennial philosophy, whose primary artistic manifestation
is the mandala. -Gradually, over a three-year period, I was

‘ finally able to unite these two currents of thought — the

psychophysical aesthetic and the perenhial philosophy. .Their
marriage was the resolution I had-been seeking, and it is the
guiding principle of this book (1975, p. 3; p. 1, inset).

Ultimately; it is the fact that Jung, following his mandala studieé, was

’

able to unite both modern physics and ancient mysticism within his psy-

. chology that makes him so important a contributor to Arguelles' work.

And it is through Arguelles' interpretation of the Junglan congept of

transfo}mation. ih}?:iation to art, that he establiskes for me Jung's
relevance to modern %,'to the new alchemy, and to the new technology;
to Pollock and Joyce; to Read and McLuhan; to my own art and photography.

Above all, it is Arguelles who has directed me toward Jung's éxplanatioo



of these things in his Memories, Dream, Reflections (1961); for it is

this work of Jung's, his extraordipary autobiography, which has been of
singular importance to my inquiry. ‘Even so, my research was not yet‘fully
rounded out. While the theoretical investigations into art and education
had been fairly well covered, I felt, there were still some gaps in the
material on science and synchronicity. Arguelles (1975) does not speci-
fically mention synchronicity, although he certainly argues the case for

" 1ts recognition as a principle fundamentalnto the transforma@ive vision.

Progoff (1973) 1s the exact opposite, in this reﬁpect; arguing for th%
principle of synchronicity, in relation to the theories of Einstein and

\

Teilhard de Chardin, without mention of art.

Again, I owe to Ferguson (1980) the refeyence which guided me into
this final area of 1nvestigat16n. In her ehapter on the "frontiers of

sclence,"” Ferguson's asséssment of the views expressed by physicist Friijof

Capra, in his book The Tao of Physics (1975), gave promise of the Jurngian
connection I needed. Capra, describing this work as an "exploration of thg -
parallels between modern physics and Eastern mysticism," refers to Jung

only in the final chapter, however:

The notlon of a basic "quantum interconnectedness" . . . .
recelved renewed attention during the last two decades,

when physicists came to realize that the universe, in fact,
_may be interconnected in subtler ways than one had thought
before. The new kind of interconnectedness that has recent-
ly emerged not only enforces the similarities between the
views of physicists and mystics; it also raises the intrigu-
ing possibility of relating subatomic physics to Jungian
psychology and, perhaps, even to parapsychology; and it sheds
new light on the fundamental role of probability in quantum '
physics (1975, p. 341).. -

I came upon this book not long after I was permanently settled °
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back in Montreal, in 1984, My "sabbatical" was over; but my research,
not quite, for from Capra (1975) I learned of his more recent book, The

Turning Point (1982), which fully explains the relationship between sube

atomic physics and Jungian psychology. I obtalned and read this second

book of Capra's immediately after finishing his Tao of Physics, and I

was not disappointed. With The Turning Point, my gesearch had at last
come full round to that time, ten years earlier, when Jung's Man and His
Symbols had given me a first enticing gli&pse of what might be dlscbvered
in pursuing my intuitions about the significance of. Jungian psychology
for art educat}on. But perhaps I give myself too much credit, for it

is more likely that I have merely followed the surer intuitions of Jung

all along.

~

In Man and His Symbols (1964), Marie-Louise von Franz is the only

contributing author who specifically uses the term synchronicity. She
.also gives some indication of its significance: bdriefly, in relation to
Eastern meditative practices and Jung's technique of "active imagination,”
in her chapter "The Process of Individuation;" more fully, in relation to
r;cently revised theories of evolution, microphysics, and mathematics, in
her concluding chapter "Science and the Unconscious." Juné's own expla-
nations of the synchronicity principle occur in his memorial address for
Richard Wilhelm, of 1930 (CW 15, 1966); in his "On the Nature of the
Psyche,” of 1947 (CW 8, 1960); but, primarily, in his "Synchronicity," of
1952 (CW 8, 1960). Excerpts from Jung's 1952 monograph on synchronicity,

in which he relates the factors of meaning and order, in his acausal

connecting principle, to the ancient and modern sciences reviewed by
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von Franz, are reproduced in Appendix A I (1). I believe it appropriate
to o}fer some of Jung's more detalled description of synchroniciky in
this way. Here, I prefer td continue with the descriétion of Capra
(1982), because it reinforces the early support given this concept by
physicist Wolfgang Paull, one of Jung's maln advisers on the sclentiflc
° ‘ implications of the synchronicity principle. Capra states:

.Indeed, 1t seems that Jung's apprqach was very much on the
right lines and, in fact, many of the differences between
Freud and Jung parallel those between classical and modern
physics, between the mechanistic and the holistic paradigms.

In, transcending the ratlonal framework of psychocanalysis,
Jung also expanded Freud's deterministic approach to mental
phenomena by postulating that psychological patterns were
connected not only calisally but also acausally. In parti-
cular, he introduced the term "synchronicity" for acausal
connections between symbolic images in the’inner, psychic
world and events in the external reality. Jung saw these
synchronistic connections as specific examples of a more
s general "acausal orderedness" in mind and matter. Today,

thirty years later, this view seems to be supported by sev-

- eral developments in physics. The notion-of order — or,
more precisely, of ordered connectedness — has recently
emerged as a central concept in particle physics, and physi-

‘ ciats are now also making distinctions between causal (or
"local") and acausal (or "nonlocal") connections. At the
same time patterns of matter and patterns of mind are in-
creasingly recognized as reflections of one another, which

s - suggests that the study of order, in causal 'as well as a- .

causal connectedness, may be an effective way of exploring
the relationship between the inner and outer realms (1982,

PP. 360“63) . - -, .

. Thus, the relationship between modern physics and Jungian psychology
has been long,’if not widely, recognized. What is interesting in Capra's
reassessment, of 1982, is the fact that the most recent theory of quantum
Physics noZ)only strengthens this relationship(yut points also toward an
increasiné.acceptance and wider application of Jung's synchronicity

principle in the future. Capra (1982) and Ferguson (1980), as well as

»

ofa
}(9\,
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Progoff (1973), reveal the current range of its acceptance, primarily

in the sciences; but it is only Progoff (1975) who provides a detailed
example of its application, in psychotherapy. {The latter, because of
its relevancg to my inquiry procedures, I shall refer to again.) As

ﬁith most authors of the transformation literature, the concept upon
which these three base their argument is fundamentally educational, It
is, according to Progoff (1975), the central éoncept of renewing sogfety
by renewing individual lives: "To reintegrate and renew one's life per~
spective has a traﬁsforming and spiritually renewing eff;ct on every
person~Zn whom it takes place," regardless of age, soclal status, or
educational background (p. 12). The authors here mentioned are\\sfjﬁver,
exceptional in theilr recognition of synchronicity as a principle which
is (in Jung's words) "intellectually necessa;y" to, our understanding of

the creative; evolutionary process we call transformation. Additional

material, taken from the work of these, and other, authors of the trans-

formation literature, is to be found in Appendix A 1IV.

e~

To the§best of my knowledge, no'one has as‘yet explored.;pplication
af the synchronicity princiq}e ig art education research; neither Read,
nor Jung himself, although it must be remembered that their writings on
art and education were published before Jung's formulations of the s&n-
¢hronicity principle had been compléted; certainly,.long before any
acceptance of it, bYeyond Jung's own circle, ;;d occurred. In any case,
those Qho now acknowledge the creatlve, ordering function of synchronicity

in the process of éransformation are, to an unprecedented degree, also

acknoé%rdging the functlon of meaning in art, in learning, and in life.

h
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- Ferguson (1980), for e#ample, endorsgs a "new model of the universe in
which art, religion, philosophy, and sclence converge (p. 410)." Showing
how the combined influences of modern systems theory and mystical tradi-
tions, such as Taoism, have begun to yleld promising new perspectives
and innovative approaches in almost every sphere of imquiry, Ferguson
identifies evolution as the emergent paradigm in science (chap. 6); and
learning, in the broadest sense, as the emergent paiadigm in education
(éhapé 9). A summary of material relevant to the new paradigm of learning
is given in Appendix A IV (3). As evidence of the general movement toward
holistic thinking, Ferguson reports-that, in psychology, "syst;ms thinking"
and "unitary operétional thought"'are now being recognized as two stﬁges
of coggit;ve development beyond those previously distinguished by Plaget.
Unitary thought,lgccording to Fergu§on, is marked by a shift to the mode

of whole-knowing which is typical of mystical experience (pp. 371-74).

"Generating our world of apparent concretgness," shé’explains, "is a realm
of unbroken wholeness; from that dimension where there is only potential
we extract meaning — we sense, perceive, measure.'" And we, again, sge
the world as a "work of art." Synchronistic phenomena, as Ferguson says,
"remind us that we have access to a éource of transcendent kﬁowing, a

domain not limited by time and space (pp. 174-76)."

Capra k1982), even more explicitly, equatés mystical experience with
the process of artistic creation (p. 297). Although he refers to art and
education less frequently than Ferguson, Capra's detalled explanation of
general systems theory, in relation to the holistic paradigm, 1s no less

relevant to the present context. A primary indicator of its importance is
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the fact that Capra (1985 bases his discussion of the cultural trans-

formation we are experiencing on the systems view of 1life (chap. 9).

Moreover, his thorough research of psychological theory — contrasting

what he ca.lls "Newtonian'" psychology (chap. 6) with the new "systems"

.

psychology (chap. 11) —’leads him to conclude that the evolutionary
~theories of Jung and Teilha.rd de Chardin fdpresent a systems view of
| mind which is consistent with both the mystical and the sclentific
views of consciousness. For Capra, systWhs theory offers the ideal

framework for unifying the mystical 7and the modern wviews of mind'a.ngi
3 matter:

Indeed, the "new physics,” especially its bootstrap approach,

is very close to general systems theory. It represents rela-
tionships rather than isolated entitles and, like the systems
view, perceives these relationships as being inherently dynamic.
Systems thinking is process thinking; form becomes associated
with process, interrelation with interaction, and opposites are
unified through oscillation. . . . The reductlonist description
of organlsms . . . . is dangerous only when it is taken as the
complete explanation. Reductionism and holism, analysis pnd. syn-
thesis, are complementary approaches that, used in proper balance,
help us obtain a deeper knowledge of life. .

The internal plasticity and flexibility of living systems, whose
functioning is.controlled by dynamic relations rather than rigid
mechanical structures, gives rise to a number of characteristic
propertles that can be seen as different aspects of the same dy-
namic principle — the principle of self-organization. . . . The
two principal dynamic phenomena of self-organization are self-
renewal — the ability of living systems ‘continuously to renew
and recycle their ponents while maintaining the integrity of
thelr overall stfucture — and self-transcendence — the ability
to reach out creatively beyond physical and mental boundaries in
the process of learning, development, and evolution (1982, pp.
267-69; emphases added).

[

Jung's concept of the "self-regulating' psyche, according to Capfa, would
be bettezl‘ expressed in modern systems language as the '"self-orgarizing"

psyche (p. 363).

-
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Systems language was, of course, not available to Jung; and he was

acutely aware of conceptual inadequacles in the "causalistic" language

upon which he ba.d to rely. BEven synchronicity, he or}ce sald, "is an un-
satis\fa.ctory term in so far as it only takes account of time phenomena
(quotéd in Prclagoff, 1973, p. 159)." Jung attributes the initial stimulus
for his formulation of the synchronicity principle to his acquaintance
with Einstein; during the years, around 1912, when Jung was developing
h_}s own breakaway theory. These early discussions wi'th Einstein, Ju.ng
gﬁs writt‘en. led him to consider a "possible relativity of time as well

as space', and their psychic conditionality (quoted in the editorial pre-

face to §_ynchr;)n1c1ty, 19?5, P. vi)." While Jung makes numerous refer-
ences, in his descriptions of synchronicity, to the "psychically condi-
tioned relativity of space and time (1973, p. 19, e.g.)," it is with the
quantum physiclsts, such as Pauli and Bohr, that he prefers to align his
thought . Progoff (1973) suggests intellectual modesty on the part of
Jung; 'whereas Capra (1982) provides a more likely theoretical explanation
"~ for' Jung's reluctance to equate his acausal connecting principle with 0, '
Einsteinian physics. Citing the famous debate between Bohr and Einstein,
of 1920, Capra describes Einstein's difficulty in accepting the acausal,
,or nonlocal, assumptions of quantum physics. Nevertheless, Capra con- )
tinues to explain, the study of subatomic particle interaction — at -
velocities close to the speed of .light - ‘requires a framework that
incorporates, not only quantum theory, but also relativity theory as
developed by Einstein: "In such a framework space gd time are intimate-
ly and 11"139pa.rably connected and form a four-dimensional continuum called
"space-time' (1982, pp. 88-9)." Significantly, Capra. (1982) entitles the

P

[

[



Vo
l/‘

&

31

=
chapter, in which he discusses Jung's synck?oniclty°principle. "Journeys
beyord Space and Time" (chap. 11). I commend this, as well as the other

A 2

chapters of Capra and Ferguson, noted above.

It 1s a point of historical interest, where quantum—rela€lvistic
theory in modern physics is ‘concerned, that a key concept toward such a
unified theory was originally proposed by Werner Heisenberg, in 1943 .
(Capra, 1975, p. 288); the very same year that ﬁerbert Read, relylng on
Junglan psngology, proposed his concept of universal aesthetic education.

Ard it is a point of theor;:ical interest tﬁat both proposals depend upon
the concedbt of an acausally ordered matrix: in the case of Heisenberg\
(1943), 1t is his "S-matrix" theory — "S" referring to the "scattering"
proéess which results in patterns characteristic of particle collision
react}ons; in the case of Read (1943), it is the Jungian concept of an

"unconscious matrix"wout of which arise, synchronistically, the patterns

' charactetristic of human behavior — "S" now referring, I suggest, to the

"synchronistic" prgcess by which such archetypal patterns are org@nized.\\\\

Introduction of ng?s synchronicity principle to Read's work of 1943, I

Y .
-further suggest, is "intellectually necessary" to advance the conc: pt of

aesthetic education to the "grass roots" level urged in the lec;ﬁres %f =
Read (1946); just as application of Helsenberg's uncertainty principle
has already advanced theoretical physics to the "bootgtrap" level de-
scribed by Capra (1975):

According to Geoffrey Chew, who 1s the originator of the boot-
strap idea and has been the unifying force and philosophical
leader in S-matrix theory for the past two decades, the exten-
sion of the bootstrap approach . . . may lead to the unprece-
dented possibility of being forced to include the study of
human consélousness explicitly in our future theories of matter
(p. 351; emphasis added). . :
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It is at-this level that the factor of meaning, which Jung describes as

the "indispensable criterion" of synchronicity, becomes the indispensable

[N

criterion of science as well as art.

° * ) ~

'

While Jung rarely speaks of s*gfhronicity without making reference
to meaning and connection, he does not that often use the description

"meaningful connection" in his explanations o‘a; Instead, he relies

uﬁon the description “meaningful coincidence” to emphasize simultaneity
. LS , N . ‘
Cidnd meaning as ﬁﬁe terms of connection in a iynchronistic event. Never-
theless, it is fﬁe ordering frocess by which a synchronistic connection

is achieved that constitutes the creative act; and it is meaning, as.the

. effective factor in this creative, ordering process, which %rings to
consclousness the "forms of psychic-orderedness." (I refer here to con-
cépts which are, for the most part, explained by Jung in the material of
Appendix A I, 1.) Because my interest is primarily in the dynamics of
the creat%ve process Jung describes, I have ﬁssociated the description
"meaningful connectioq:#EE}h synchronicity, since my first acquaintance
witﬁ the‘coﬁcept. From that point on, the making of meaningful connec-

tions and the experiencing of meaning in the making of art have been

virtually synonymous for me. Capra's emphasis on order and connection,

’

as well as on pattern and process, thus lends theoretical support to a

'Yiaw which I have held, more-or-less intuitively, for some time. The

" fact that such support comes from a ieputahlehpﬁygicist, I think, may
now be considered fortuitous, rather than esse;£ial, where art education
research is concerned.. I have quoted Capra's words at length, therefore,

not because he speaks from the "esteemed" fleld of sclence; but because



he spéaks of a new science which is, like Juggian psychology, conceptual-

.

ly very chose to the fundamental interests of art. Ferguson (1980), at
&

the end of her review of recent trends in scientific thought, suggest:

that perhaps, "at last, Science can say yes to Art (p. 187)." I would

oﬁly rephrase'th;s statement to read: "Perhaps Art may,.yet.asay yes to

%

‘Science." - R

,
a

I am Tess equivocal bver Ferguson'ssstatement that pattern blindness,

the "inability to see relationships or det;ct meaning," is probably the
greatest "“pedogenic” illness of our day (1980, pp. 282-300). This is

essentially the same point that Read (1943) and McLuhan (1964) had been

. urging us to reéognize. In fact, concern for this "fnabiltty to see

relationships or detect méaniqeg" I would say, was the underlying.moti-

vation in my choosing to enter the art feaching profbssion, in 1966 I

a

had by then encountered many people, both young and old, whose lives

seemed unnecessarily«dulled for this 1Eab111ty to see th system of things.

#r 9
Convinced that my own’artistic development®had helped me in this respect’

and encouraged by what I noted was® beginning to happen in art classec in

[\

the schools, I made the decision. In short, I"believed in 1P péssibility

of "education through art." But I also believed that this depended on

learning to see; on the kind of pattern seeing which I now associate’with

3

the Junglan concept of ."meaningful .connection." Perceptual aesthetics

is, thefefore. the most accurate way of deécribing my general approach

to the teaching of art. And it is in this are§~that my experience with

photography has contributed thé most. Through photography, I have learned

to see more and, I-believe, helped'many students to see pore, as a -result.
& - . . ,

. o
.
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I say -this, however, fully v;u'e that my camera would not have served e

- 80 Mell without the years of experlencing the quality of meaning that

cane£ from the making of art.

Jung describes how a few words in the preface of Krafft-Ebing's

‘textbook on psychiatry resulted in his sudden, absolute conviction that

©

..,he must make his career in this branch of medicine. The phrases "sub-

jective chn:uéter" and "disenses of the personality,” he says, brought
together for him "in a flash" the two main currents of hig interest:

the -biologic&l and the spiritual (1965,:pp..108-09). " In my own case,

it was coming upon the phraae‘ "meaningful connection" in Jung's work,
"Synchronicity” (i952), that seemed most accurately to describe what I
believed I was trying to accomplish through the teaching of art. This
occurred, howe?mr. in what turned out "to be my last few monthsﬁof teach-.
ing; not at th; bt;ginning of a caraez;‘, as was the ‘case with Jung. A
“delayed" synchronicity, from my 1974 1ntr6dur_:tion to Jung's connecting
principle, the mysteries of the creative process to which this principle
fpplies-haw sustainpd my research ever since. The literature discussed
in these two sections has been helpful in forgulating some of my ideas
about the creative pm'ooasa{ primarily, I belleve, because of 1ts rele-
vance to what I hagva already experienced in the making ard teaching of
art. I look forward to the examination of my own drawing serial, now, for

2 deeper understanding of how all that T have learned so far applies to

" that process.

!
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3. Hisforical Points

This section, and the one 1mmediately following, are intended to
orient the reader to the material presented in Appeﬁdix A. In ifs con-
tent, thi§ATaterial provides further theoretical support for my theslis,
within the general context of art education history. 'In itsgfogm. it
represents the research process through which I discovered its special =
significance for my inquiry, thus bringing it within the meaning-context
of tﬁe artistic serial that I describe. For both of these.reasons. I
believe it appropriate to offer a selection of thls material as a sup-

plement to description’within the text. Finally, the material itself,

I bvelieve, offers sufficient reason for my empFisis on Jung.
'3

According to Progoff (1973), the range of Jung's investigations
literally spans:the alphabet: from Alchem& to Zen. Although my‘research
“into these areas has barely begun to cover the Jungian alphabei. 1 have
;hde substantial progress: from Art, to Quaggum and Relativity theory,
by way of Synchronicity and Taoisnm. ghe need to assimilate this seemingly
extraneous paterial:—with the theor;;ical ard historical material already
\gaéhered on art education, has resulted in the "outlines" I now presert.
Out of these, the correlations most sepportive of my thesis gradually
emerged. Progoff, using a personal example of its application, describe.
the process of correlation as an extension of Junglan psychotherapy: a
means of establishing a "unity of outer and inner in the continuity of
life experience (1973, p. 3)." The preceding two sections, in.the way
that they reveal a particularly meaningful period 1% my iife experience,

exemplify the process of correlation, as Progoff explains it. He also



%

makes clear, however, that it is only when I begin to work directly with
‘my own images, in the new drawing serial, that the Jungian method of

amplification will apply. As I move forward into this phase of the in-

quiry, therefore, it is through the prpcess of amplification that I may
t expect to discover the nev insights I seek. Only then, based on further

correlations within the mqaning-context of the artistic serial, will the

general impqications of my inquiry become fully apparent. Both methods,
*in chat they tend to promote the making of meaningful connections, are

\dependent upon the Junglan principle of synchronicity. I shall explain

how Progoff's At a Journal Workshop (1975) — in which he describes the
‘"intensive journal process" that evolved from his work on synchronicity —
contributes to my imquiry procedures, later on. Here, I must continue to

explain the form in which the research outlines are preﬂented.

\

The perminology used .in the outlines, if not‘defined, is at least
adequately acknowledged to its source. There are two terms, generally
descriptive of my research, which I”am obliged to acknowledge more expli-
éitly, however. First, based on the need for synthesis as 1t is argued
by Jung (CW 8, 1960), Arguelles (1975), McLuhan (1964), and Capra (1982),
;‘have adopted the term psychotechnological to define the correlations
established during my research of art education history. Both Aréuelles

and McLPhan rely upon the historical viewpoint of lewis Mumférd. whouse

concepts of psyche and'techneﬁare a principal source of this term. But

it is the Junglan concept of psychic transformation which is the very
essence of its meaning. Ferguson (1980) attests to this in her descrip-

tion of the "transformative technologies;" i.e., contemporary therapies

\
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based on a great varlety of introspective techniques which are known,
generally, as the "psychotechnologies."” Through these "subtle sciences
of the mind," according to Ferguson: "The gift of insight — of making
imaginative new connections — once the speclality of a lucky few, is

there for anyone willing to persist, experiment, explore (p. 32)."

The second term derives from the work of the same authors. Based
on the metapsychology of Jung (CW 8, 1960), the metahistory of Arguelles

(1975) and McLuban (1964), and the metaphysics of Capra (1982), I have

addpted the term metatheoretical to define the conceptual framework of
‘'my research. There 1s good reason, according to the authors of the
transformation literature, for taking this greatly broadened view. For
example, McLuhan (1964) explains how the electric media, as technological
extensions of our ‘central nervous systen, ;irtually eliminate the kind of
detachment which ha; for so long prevailed in Western soclety: "Today
the action and the reaction occur almost at the same time. We actually
live mythically and integrally, as it were, but we continue to think in
the old, fragmented space and time patterns of the pre-electric age (p.
20)." It is this situation, this "peculiar drama of the twentieth cen-
tury" which McLuhan sees as the inevitable result of conflict between the
electric and the mechanical tecﬂ;ologies, that makes a metatheoretical

framework for the history of art education conceptually necessary.

~ Out of the psychotechnological correlations established within this
expanded framework, the year 1880 — when modern art, the new electric
technologies, and the new science of psychology first Joined fortes —

marks the beginning of the affective revolution in education. Ostensibly



contained for almost a century, by conciliatory measures such as the
institutionalization of art education, this revolution erupted in

the late 1960s with a violence from which the system Hus never fully
recovered. Educationalvcrisis has been headline news ever since. The
current crisls in art education emerges now, out of the conceptually-
expanded framework I describe, as exemplary evidence that the fﬁremost
pr;dictions of McLuhan are the educational reality with which we live.
If the controversial message of McLuhan, leading s§9kesman on the urgency
of "understaﬁding media" in the 1960s, can no longer be ignored; neither
can the full import of Herbert Read's intention by "education through
arf" continue to remain the self-serving slogan of art gpecialism. Yet,
ig its struggle for status as a specialized discipline within the schools,
art education has a histoxry of steadfastly ignoring the real message of ‘
both. it is in reaching beyond this ideologlcally circumscribed view

Py
that the term metatheoretical begins to reflect the broader educational

interests in art upon which McLuhan and Read base their argument. Con-
=~ ceptually, their views bring art education to a most critical point in

its history; a true turning point. o

The principal advantage of a metatheoretical framework therefore,
in research such as here described, is that it allows us to see art

education in the full perspective of a psychotechnological continuum.
|
Consequently, psychotechnological correlations, over the period since

1880, generate a renewed emphasis on the intrinsic value of art through-

out human history:

0

1) In the art-technology context, i,e., a reaffirmation of
the universality of art, based on — :
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the internal technology, which Arguelles (1975) ascribes
to the "endurance of the archaic” in man;

: the electric implosion which, according to McLuhan (1964),
results in the rapid "retribalization” of man, today.

2) In the art-education context, 1.e., a reassessment of some

of the earlier theories of aesthetlic education, based on —

the educational philosophy of Dewey and Read;
the developmental psychology of Jung and Lowenfeld, through Read;

the psychology of-perception (Gestalt), as advanced by Arnheim
and Ehrenzwelg.

Broadening our perspectives of art education to this extent may, in fact,
be our only recourse, if we are to keep pace with the educational demands
of a rapidly advancing technology. On this point, McLuhan forgefully

reminds us that it is the "power of the arts to anticipate future social
and technological developments, by a éeneration and more (19€4; p. xi),"

which remains our best prospect,. It must be remembered, however, that’

McLuhan's view of the indispensable function of art in our modera society,

like Read's before him, challenges the conéept of art education as we have
known it. For as McLuhan points out, the new electric technologies demand

. a dramatic reversal of our customary views and opinions.

The concept of "four views," or the quaternity, whicg I stated in
the beginning would govern the organization of this thesis, also governs
the four-part (quaternary) structure of the research outlines. Burnham
(1973), in developing his structural analysis of art, concludes that the
"éﬁman brain possesses an innate faculty for partitioning meaningf 1l ré%
lations into groups of four (p. 56)." Jung has explained this phenomenon

‘on many occasions; in particular, as I have stréssed, in connection with

the mandala structure. And it is a prime factor in his concept of mean-

a
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1ng‘as described in "Synchronicity" (1952) . Diagrams, attached to some
of the outlines presented in Appendi¥ A, a%i?mpt to show the mandalio
wholg-vlew upon which the metatheoretical frahework.of this reseaxrch
depends. The more complex‘of these diagrams are patterned on the tra-
ditional movements of the Hopi Sundance Wheel. Similarly, the Hindu

time ratio (4-3-2-1), which Arguelles (1975) describes in relation to

the Holocene Era, has been arbitrarily applied to’outlines of the‘modern
period to emphasize the continuity of pattern in each cycle examined.
Thus, the 4-3-2-1 raiio. a numerical reversa;/of the standard seQuential
view, 1s a device for inﬁicating cyclical renewal (as opposed to linear
advance) along the psychotechnological continuwni ’Psychotechnolqgical
correlations are, in this waj, based primarily on the ancient Hindu and
Hopi cosmologiész a numerical device of the Hindu tradition, symbolizing
. the Great Return; a circular device of the Hopl trkdition, symbolizing
the Great Wheel of Life. 1In parallel with these, the four world views,
of Pepper (1942), and the four psychological types, of Jung (1921), serve
to indicate the potential for renewal R the West. This, I see,‘as the

aesthetic education potential envisioned by Jung and Read. ° »

The Tour-part structure of the outlines, like that of the main text,
1s therefore intended to reflect the "image of wholeness" which Jung
§iscovered in the quaternary form of the mandala; 1.e., the holistic
paraéigm which identifies Jungian psychology with the electric age, the
transformation movement, and universal aesthetic education. Appendix A
is 1§felf presented in four parts, each of which relates to a gpecific

part of the main text: Appendix A I to Part I, and so forth. There is
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also a brief 1ntroductory part, equivalent to the main introduction.
Finally, the material of Appendix A 1s presented in the following ways:
1) Excerpts of theoretical description; for example,

Jung's explanation of the synchronicity principle,
in Appendix A I (1), to which .I have already referred;

2) Descriptive outlines, which include quoted passages
from the work of a particular author, in correlation
with various of the four-part structures used;

-

3) Comparative outlines, historical and theoretical,
which correlate various of the four-part structures;

4) Illustrated outlines, which correlate various dia-
, grammatic representations of the mandala structure.

}ﬁin example of a descriptive outline which correlates the views of
McLﬁhan (1964), within the basic four-part structure just described, is
here attached. As a research mefhod, such outlines represent a personal -~

¢

attempt to restore the essential balance of the internal and external
technologles. ﬁ;thout such balance, one is in d;;éer of viewing the
recent, affluent past of art education as its Golden Age; the'cu;rent
reversal in its gains, as a return to darker days. But as Arguelles
(1975) explains, the views of_Read and McLuhan compél us now to question
the very basis of such an assessment. Having beeq\a participadt in the
""golden" period of art education in Montreal, ffg; 1966 to 1978, I have
found, only adds to the difficulty of the task.\\MacGregor (1979), in his
history of'the Canggian Soclety for Education through Art, regQrds evi-
dence of such difficulty on the part of the general membership: from its
firm adherence fo the Read "slogan" through its equally firm rejection of
the McLuhan "message." By contrast, the "membership" of the tranasformation

movement, to which Read and McLuhaﬁ right%uily belong, is readier for the

risk. "The transformed self," says Ferguson (1980), "is the medium."

o
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. " FOUR VIEWS Psychotechnological Correlations
McLuhan (1964)s  Hindu and Hopi Traditions Jung (1921) and Pepper (1942)

I. ?n%ncu (%) Introspection Sensation Mechanisn
*

"At no period in human culture have men understood the psychic

mechanisms involved in invention and technology (20). + . . As

an extension and expediter of the sense life, any medium at once

N . affects the entire fleld of the senses. . . . The development of

. writing and the visual organization of life made possible the dis-

covery of individualism, introspection and so om\(5)e « « « The
artist is the man in any fleld, scientific or humpnistic, who
grasps the implications of new knowledge in his dwn time. He is
the man of integral awareness (74)."

° II, EDUCATION (3) Wisdom Thought Formism

> "In the 'implosion’ of the electric age the separation of thought
and feeling has come to seem as strange as the departmentalization
of knowledge in schools and universities (158). . . « Even slight
* changes in the environment of the very well adjusted find them
without resources to meet new challenge. Such is the plight of
. the representatives of conventional wisdom in any society. Their
entire stake of security and status is in a single form of acquired
'Y knowledge, so that innovation is for them not novelty but annihi-
lation (74)." ,

ITI. TECHNOLOGY (2) Innocence Feeling Contextuslism

"The power of the TV mosaic to transform American innocence into
depth sophistication, independently of ‘content,' is not surpris-
ing if looked at directly. This mosaic TV image had already been

& adumbrated in the popular press that grew up with the telegraph
(282). « . « Our highly 1iterate societies are at & loss as they
encountsr the new structures of o n and feeling that result
from instant and global information. zVisua.lity has lost its
primacy.) But literate society thinks of its artificial visual
bias as a thing natural and innate (297)."

IV. TRANSFORMATION (1) I1lunination Intuition Organicism

"The electric agzedk® literally omsof illumination. Just as light
: is at once engpiy"Wiid information, so electric automation unites

- - oduction, “4uigibtion, and learning in &n inextricable process

: 305)« « + «¥0ur new electric technology now extends the instant

processing of knowledge by 4Anterrelation that has long occurred

within our centxal nervous system. It 1s that same speed that con-

stitutes organic unity and ends the mschanical age that had gone

: into high gear with Gutenberg (303)s . « . Continued in their pre-

- . sent patisrns of fragmented unrelation, our school curriculs will

ensure & cltizenry umble to understand the cybermated world in

which they live (301)."

% ‘ (Buphases added)

Illustration of a Descriptive' Outline FMgure 1
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4. Theoretical Points

The organization of my research material wa.s.problematical. because
c;f its scope, until I centered on the four éngral‘ headings that appea/.r/
in the example outline just presented: 1i.e., (1) Research; (2) Education!
(3) Technology; and (&) Transformation. These, I found, could be adapted
specifically to any set of correlations attempted and were, consequently,
the effective means of integrating art education theory within the larger,
metatheoretical framework I have described. Thus, the general research
headings became an important part of the structure upon which the psycho-
technological correlations relevant td¢ art education were ba.sed*.‘ The
Read-Jung typolégy, no'ted earlier, is a well-known example of the kind of
specific atdapta.tion to which I now refer. This typology appears, further

adapted, within several of the outlines presented in Appendix A.

The four-part structure of Appendix A is organized under the general
research headings; as is, the structure of Part IV of the main text.
These same headings correlate with the main structural headings of the -

thesis itself, as shown below. The thesls subheadings, given, are some-

what modified in terminology; not, in substance.

Research Headings Thesls Subheadings Thesls Headlinags
. ‘ Q
Research as Personal History ~ I. The Artistic Serial
Education as Self-Education II. The New Drawing Serial

Technology as Inguiry Process ITI. The Micro-Gesture Drawings
Transformation as Inquiry Outcome IV. The Self—Inquizjy Process

The research headings, wherever they a.ppear,‘ are shown in the order just

.glven. This linear arrangement of the categories is intended to refilect

¢
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the ?raditiona.l pattern of educational theory and pra.ctic‘:e, i:n general.
As part of the traditional system, accordflng to Read (1943), aq:t edu-
cation has been dominated by the rational, thinking function de§cribed

by Jung (1921); even in its most "progressive" forms. Consequently, a
transposition of order in some of the research outlines — for example,,
placing feellng before thinking, in the linear arrangement of Jung's .
typology — 1is intended to reflect a shift to the new pattern of learn-
ing -advocated, by Reaﬁ, in terms of universal aesthetic education. The
significance of such”a shift in the educational pattern has been the pre-
occupation of u"\any minds throughout this century. The difference, now,

‘Q e
according to Ferguson (1980), is that the new educational transformers b

are actually "out there" doing something about it. For them, the notion
of educational reform — literally, a reworking of the old paradigm —

has become obsolete.

I focus on the matter of order, here, to re-emphasize thg arbi?rary
nature of the structural devides used in the outlines. _ If the linear
arrangement 1s flexible, in the way describea; the categories themseyyves
are even more So. For example, in Outlines 4 and 5, of Appendix A II,
correlations of the Read-Jung typology, with the analytical structure
_used by Burnham (1973), attempt to show that at least three psychological
functions are operaiive in the types of art given for each category; in
one éase, according to Bu;nham, all four. The circular diagram of Jung's
typology, shown in Outline 5, 1ndicatés the potential for wholeness more
clearly, of_course, than does any linear represenfation of the four tybas.
Like Jung, Read is emphatic on this point, readily conceding that "in

!
'
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their purity all such types are hypothetical.” He malntains, however,

that the interdependence of the diétinctive art and personality types,

which have been shown .to exist, "is a factor of supreme importance in

any consideration of the educational aspects of art (1958, p. 104)."

" Jung (1964), in a reappraisal of his typology, says, furthermore:

The reader should understand that these four criteria or types
of human behavior are just four viewpoints among many others.
+ « + There is nothing dogmatic about them, but their basic
nature recommends them as suitable for a classification (p. 61)

It would obviously be impossible to formulate any psychological
theory, or to teach it, by describing large numbers of separate
cases without any effort to see what they have in common and how
they differ (p. 59).

It is worth ndting. I think, that Jung made the above statements some

forty years after his description of the typology was first published.'

Several Qf the more recently made outlines attempt to correlate the
theory of Jung, with various theories of learning, based on four primary
concepts of his psychology: 1i.e.,.(1) his concept of the self-regulating

Psyche; (2) his concept of meaning as the ordering factor in the principle

of simchronicity; (3) his concept of the function of psychic energy in

the process of transformation} and (’-&)' his concept of the development of

Personality in the process og individuation. Synchronicity is the dynamig
principle which governs the creative psychological processes lead.ing to-
ward 1ndividua.tion. The task of the educator, according to Jung (1954),
is to set these cre"at,ive processes in motion., It is not, as is often

assumed, the development '6:\&’ personality (which only imposes the adult

ideal). Appendix A II (1) contains excerpts of Jung's views on education

. )
which further explain this point. Outlines in this, and other, parts of

\
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Appendix A show the four phases of life through which psychologlcal

development becomes progressively imiividuated; l.e., in the flrst half
) -y
of life. the child and the youth phases, which are the more biologi cally

o/riented. and in the second half of life, the adult and the elder phases,
which are the more spiritually oriented. The term‘elder is one which I
have selected, to emphasize that it is prime.rily'a.t t:.his late stage of

aliulthood, if ever, when individuation {is fukly attained.
&

“a

1

Also shown in these outlines are the four kinds of educa.tion which

el

are distinguished by !ung (1954): 1.e., (1) education through example,

which is unconscious, constant, and the most effective way of all; (2)

collective education, which must attempt to foster the collective values

while, at the same time, making allowance for the uniqueness of the indi-
p s

vidual; (3) individual education, which must attempt to satisfy, by spe-

clal means, idiosyncratic needs that fall outside the collectiye norm;

and (4) self-education, Which applies primarily to adults who are the

examples through whom the unconscious education of others ‘takes place.

1

Parents, educators, and psychiatrists are among those who sho d pay par-

ticular heed to this last category, acc’ording. to Jung. New ge Lra.tionsr
depen::l entirely upon the process of continuing seli‘-educetion in the

adults who have responsibility for their psychological and social well-
being. For this reason, it disturbs Jung that there ha.s been so little

.a&
a.ttention given to adult education. Those who dismiss Jung s educatlional

views, because of his emphasis on adult education, fail utterly to see

this point (e.g., Ehrenszweig, 1967). %$imjlar misinterpretations have

occurred with Jung's theory of the archetypes (e.g., Arnheim, 1966) and,

o



) ficant, only in retrospect. The transformative technologies, to which I
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of course, with synchronidity (e.g., StoFr‘.")19?3).

I have stregsed Jung's synchronicity principle in my description
becausé I belleve that the creative potentia.l of his psychology is great-
ly diminished by its' omission. Too often, in the pa.st, synchroniclty has
either been ignored altogether; or, discredited fo; its association with
parapsychology. The fact that Jung found empirical support for his theory
of synchrppicity in J.B. Rhine's experiments in extra%gnsory perception,
as well as the fact that Jung's own examples of Bhe synchronistic pheno-
menon were frequently of this nature, has undoubtedly led to the many
aspersions cast against it. Jung's prima.z:y a.im, in choosing such remark- B}
able examples of synchronistic events, was to establish the undeniable
facts of their existgnce as. natural phenomena; thus, bringing them within -
the range of normal psychplogy. "Res;.lsta.nce« to the re°cognition'of such .
facts," Jung submits, "r.ests. principally on the repugnance people fe,el
for an allegedly supernatural faculty tacked onto the psyche (19€9, p.
141) * Synchronistic phenoutena., however extraordinary they appear to us.
are not supernatural. In fact, as spontaneous products of the UnCODSCiOUQ,
they go for the most part unnoticed in the course of olu:r daily lives.

Often, as in my own cése, they are recognized as extraordinarily signi-

L
I3

oy

" earlier referred, are now showing a number of ways in which sync,'hronisuc ¢

phenomena can be successfully evoked, as Jung claimed. The a.rt-makinga

situation, providing it is feaningful, s among the ways acknowlddged .

Perhaps, if we take from all this only the word "extraordinary" and

attach it to art egcpei‘iences JFhich are genuinely transforpative in theiy




effect, 1t becomes easier to apply th¢ idea of synchronicity to art
\¢ S

education. Is it not:. after all, the\connection between art and the

extraordinary which gives .us our strohgest arguments for art in edica-

, K
tion? When we speak of aesthetic me artistic vision are we not,

in fact, distinguishing such experientes as out-of-the-ordinary? And

<>

do we not alpo consider such experienées to be natural and normal; the

_cre;t}ve right of each individual in our charge? o

° ! )
Jung emphasizes that his "analytical™ psychology (as, distinct, from
, . . ‘
Freudian "psychoanalysis”) adheres to thHe general field of normal psy-
éholog-/;v and that learning, if not its printipal aim, is certainly its

by-product: "It is obvious that the purpose and inmost meaning of this

‘Anenﬁpsycholo.gy 1s educational as well as medical,(1981, p..93)." It
4

rests with edpcaiors, thbn, as much as with psychiatrists, to be as
certain of the purpose and inmost meaning of tl@ir."a.r.t." For Jung
recognizes‘ that it is the "art" of .the psychiatrist — and, in particular,
the “art"” of the unconscious — that is the effective fdctor in educative
experience. Thié is clearly reflected in his conception of education

Al

through example. Thus, when Jung speaks of education, he does not con-

fine hi'nself( to "mass" education. Where that is éoncerned, he plainly

believes that .{t i{s only as good, or as bad, as its educators. Aldous

Huxley, we do.well to remember, dismisses the latter ég. "bad artists"

(quoted, in Ferguson, 1980, p. 310). ‘ »

r

I shalY offer, for -this section, an example of a comparative outline
which correlates the Jungian concepts of education and individuation with

the self-inquiry process. Its emphasis is on the phases of life and work
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which Jung describes in his autobiography; in comparison with what is
generally known of Joyce, Pollock, And others of simlilar stature. Jung,
nevertheless, rgmains the principal model for my ipquiry. I have stressed
the importance of Jung'é theoretical work, for art education, throughout

the description of my research. His autobiography{ however, [ find a /
lesson in self—educatioﬁ, without equal. :This. unfortunately, cannot be
shown in a bare outline. There are, moreov;r, many interesting inter- .4

connections within this outline that cannot be fully revealed.

. Taking the work of James Joyce as an example: there is the fact
that Jung (1971, p. 125) discerns in the structural elements of Ylysses
the symbol of Joyce's self; a symbol of the self such as was revealed tc
Jung through his own artistic explorations of the mandala., Then, there
'is the fact éhatlArguelles (1975, p. 251) rightly attr@butgg much of
McLuhan's perceptive analysis of our runaway technélogy to his "tireless

’

"interpretation" cf Joyce's runaway language, in Finnigans Wake. And,

while Arguelles her? compares Joyce's achievement, in words, with %
Pollock's achievement, in paint; Read (1968, pp. 89-90) refars us again
to the earlier Ulysses, on the basis bf its "subjective" use of wordg,
to make a similar)zomparison with Picasso's use of plastic forms in his
paintings. Flnally, there is the fa;t that, aécording to Caprg (1975,
-p. 282), the fanciful term guark, applied by quantum physicists to the

unobservable entities known as "quark symmetries,” comes directly from

the Joycean phrase, "Three quarks for Muster Mark," in Finnigans Wake.

Capra relates the mystery surrounding such symmetries to a Zen koan

which, in his terms, becomes the "quark koan."” For the rest, I must
{ -

4
Y



“defer to points tade eélsewhere in this description.

I am fully aware that the outlines I present cannot have, fSr the
reader, the meaningful connections that they haQe for me. On the other
hand, the reader may discover in.them connections that I have missed.

I £ind that, with each review, they yleld more and more. Everything
that I have been confident to state, so far, has come from working with
éhese dutlinqsl I offer them, however, as I shall offer my drawings,
only to repregént a way of uorking'ihat is particqlariy meaningful to
me; not, necessarily, to anyone elss. “It 1s, I believe, the Jungian
concept of self-educa , exempbified in the sdlf—inﬁuiry process I
have pursued — no; the research material, or the dr;wings, as such —

that -will prove, in.the long run, of primary significance.

Appendix A, of uhich I ha%a here spoken at some length, may be
regifabd(§s an iliusfratiqn Qf the research process; i.e., the 1nitial,‘
theoretical phas; of the imquiry. The visual presentation, to which I
have only briefly referred as yet, is ldentified as Appendix B and may
be regarded as an illustration of the drawing process. Description of

this p;actiggl phase of the inquiry, focused on my own way of drawing,

b

begins with Part II.

.-



Toward SELF-EDUCATION

First Half of Life

(Blological)
(1) chiud Innocencet -

Instifctual Phase
-
Familial Influences

Education through Example
Y

(2) Youth ' ¥isdom*

Cultural Phase
Environmental Influences

Collective Education

Second Hal< of Life

Adult Introspection*

Personal ﬁhasc

(3)

Humanistic Conceptions

Individual Education

B

(4) Elder 11lumination™

Transpersonal Phase
Holistic Conceptions

0

Self-Education

Jungo (1966):

“to realize Tao — would be
the true task of the pupil.”

+Hopi Orientations

&

**Joyce,

The Self-Inquiry Process
. " MODELS

The Formative Years
(Vocational)

v

Self-Awaresness

(4)

JUNG Early ﬁenories*
JOYCE Early Portrajit*+
POLLOCK S-Western Years
PICASSO Barcelona Years

~ Self-Discovery
JUNG Mandala*
JOYCE Ulysses
POLLOCK Jungian Thera:py

CASTANEDA Yagu! Sorcery

The Mature ¥Work Years

(Innovational)

(2)

Sel’f-Xnowledge

JUNG % Synchronicity
JOYCE Finnigans Wake
POLLOCK Action Painting

EINSTEIN Relativity

Self-Transcandence ()

JUNG
TEILHARD

JOYCE
POLLOCK

HEISENBERG
CAPRA

Me<apsychology

He:alnné;age
Metaphysics
Capra (1975):

The Tao of Physics

“

rtralt of the

Illustration of a Comparative Outline

-
.

b

(3)

Toward INDIVIDUATION

Influence by Others
(External)

Education through Zxample

Unconsclous Emulasion

Personality Models (Action)

Psychic Transformation
. ZRead. 1943)

Self-Education

Extension of Consclousness

Development of Persoﬁality

Creative Transfornation
(Neumann, 1953) ¢

Influence on Others

(Internal)
Education throuzh Example

Unconscious Inspiration

Persorality Models (Though*)

Transformative Yislon
(Arguelles, 1575)

Self-Zducation
Extensicn of Cgnsclousness
Development of Personalisy

Transforaa‘tion Movenmen®
(Ferguson, 9&C)

Jurg (1954):

"Persorality s Tao.”

*Jung, Memories. Dreaas, Reflections (19€!)
tist as a _Yourz Man (151€) -«

. Flgure 2



"PART II

THE NEW DRAWING SE;RI'AL,

”»

Our primary criterion in choosing the work on which ve
shall focus our attention in establishing a dialogue re-
lationship is not that.it contains problems that we wish ;
-to resolve. We choose it, rather, because it is a work
that séemg to contain meanings and potentialities greater
, , than those that ‘we have so far recognized and understood.
i ( We choose a work that has a further possibility of devel-
s " opment. It will then in all probability also be a work
o that has something to teach us. When we choose the work
for our first dialogue exercise, we bear in mind that
h * this is only the first of a series of exsrcises by which
' We shall establish contact with the various works that
are: neanhngul in our life. -

i o . ‘ 1 W — Ira Progoff ‘
o : t.a Journal Horkshog (1975)



o . Description of Procedures
1. The Journal Process ' «

;N

I have already acknowledged theﬁpractical value of Progoff's work,

_ as a eource of!proceduresgappropriate to my research. The "intensive
Journal Proczes" which Progoff describes in his work of 1975, however,
finds its most direct application in the procedures I shall be following
as I focus on the new drawing serial. The suitability of Progoff's
approach, to the awigg phase of my, 1nquiry, 1s revealed prz;arily in ‘
the chapter he calls "Dialogue with Works." The slgnificance of this
chapter, for anyone undertaking an inquiry such as I describe, 1s quite
apparent,even 1;&the brief, introductory quotation I have used. While,

I make A; attempt to follow his procedures, precisely, Progoff's in-
fluence is nevertheless evident throhgheet my .works "Dialogpe with.
fersone," for examble, is clearly reflected in my frequent refereeces

" to the life and work of Carl Jung; and "Dialogue with Events,' in my
description of the synchronistic eeents which have enriched and e&panded
the meaning-context of my'artrstic serial up to now. "Dialogue with .
Works" will become fully apparent through description and analysis

of the drawing process which I shall soon be examining in much greater
detail (in Part IIT); and "Dialogue with Society," already apparent in
my emphasis on the concept of transformation, will be further developed |
nhe; I discuss the educational ieplicatiohs of the self-inéhiry process '

(in Part IV).



v

The various "log" entries which Progoff describes are similarly

reflected in the historical approach I have taken throughout this work.

The eventc significant to my personal history, as presented in Part I',

-for example, represent the "steppingstones" which Progoff recommends as
the initial entries for the period to be examined. These constitute the
"period log" with which the "intensive Ajm;rnal process” actually begins.
Obviously, the "perlod log" equatee with what I have defined as my
artistic serial In describing my own drawing proces during the Jpart
of the inquiry to follow, I sha.ll be using the 1ntrospec ive procedures
that Progoff recon}mends for entrles in the "daily log,'l although the word
"daily" hardly applies at this iﬁtensive stage of the journal process. -
The ."dream (imagery) log" and the "life history 1og" will find further |
application in Parts FII and IV, respectively. Ultimately, it 1s the

fact that synchronicity and seria.litx are fundamental principles.in the

transformative process that Progoff describes which makes his work, both

theoretically and practically, of value to my inguiry.

Aslide from the fact that Progoff's "intensive journal. procees"
evolved from th_e experience of working 'witrj/.lcng, on synchronicity, and
that his Jjournal procedures indeed reflect the Jungian method imown as
"getive megina.tion." there is one other fact that makes his work especi-
eily relevant to my imuj.ry. Progoff explains that it w’as only after
1963, following his comperative studies of creative lives, that his pro-
cedures took the active form he has f‘ound,mo'ef ei:fective for wider, more
independent‘usage of the journal proceas. He emp.ha.sizes, furthermore,

that "it was not the contents of persons' lives that were taken as the

LY
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model but the essential process, the fluidity of the inner movement {1975,

p. 31)." It is this "essential process" that I shall attempt to disclose

by means' of my Jjournal recordings, as I examine the new drawing serial.

In makiﬁg my observations on the drawing process, I do not intend to
try the kind of stream-of-consclousness recording that others have used;

- nor, do I intend to delay all reéording until after each drawing has been
completed. Either extreme, I believe, risks the "intellectual substitu-
tion" for experience against which Jung, for oné, haé‘warnéd. Instead, I
shall use what I‘pall the "contemplative paﬁses," which occur naturally
within the drawing process, as an opportunity for making the journal
entries. Since such pauses occtur at frequent intervals, the recording
process, in this case, identifies with the dally log procedure Progoff
calls "current"” recordihg. Preliminary practice sessions with this pro-
cedure have shown a time-range of five to thirty-five minutes between
pauses of which I could be aware. The drawing process 1is so totally ab-
;orbing téat it takes practice to pull away from it and make the required
recording. I would expect the interval bu&seen pauses to redgce t6 an
average of ten minutes, or less, with continﬁed practice. Since it'uould"

"be most unnatural for me to voice my thoughts, aloud, during either the '
drawing process or the. contemplative pauses, I have declided to make the
Journal recordings by the slower-paced, silent method of writing which,

I believe, is more conducive to introspection. Photographing the drawing,
I consi@er disruptive enough, at this stage. I shall expiain why I prefer
to record my voicedxresponses, on tape, at a latsr "feedback" stage of the

ay

process, in Section 3.
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2. The Process Photos . i ) .

My intentions, where the visual recording of the drawing process is
concerned, were anticipated by Picasso as early as 1935, when he said:

It would be very interesting to record pﬁotographically,

not the stages of a painting, but its metemorphoses. One

would see perhaps by what course a mind finds its way to-
wards the crystallization of its dream (quoted, in Ghiselin,

1952, p. 56).
What was for Picasso, in the great era of "moving ;)ictures," little more
than an intriguing thought, is today a commonplace. Yet, I was to recall
Picasso's remarks in formulating the basic concept of procedures for my
inquiry into the making of art: +the concept of photographically serial-
izing the detall of transformations witpin my own drawing process. As I
have already indicated, the dissolve projection technique, using slide
s'equences rather than film, was the method finally selected.

. , D
From the art education research literature, it is Beittel (1973) who

best dchribes the photographic procedures I shall use. Beittel fully

"

explaing his preference for ptrocess photos, 'Q;; sequences of slides, that
are taken at frequent intervals during his si;\kiies of individual artists
at work. Dialogue is tape-recorded only as it occurs, spohta.neously. in
the drawing pfocess; and after:vards, during periods of "process-recall,"-
stimulated by showings of the slide ‘seque‘nce.s. Tape-recording of the
stream-of-consciousness approach was tried, and rejected for its super-
ficlality, by Beittel and his associates. On this point, I am clearly in

agreement. I differ on use of the term serial, however. Belttel uses -

N
the terms drawing serial and artistic serial, interchangeably, referring
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only to the work produced during ten sessions of process-observation in

the drawing laboratory. My use of the term drawing serial, by contrast,

applies to all drawings of the kind produced since 1972. Thus, it is

only when I speak of the new drawing serial that our terms are close to

equivalent. My definition of the artistic serial, as already explained,
is considerably broader in scope. »

A

' The set-up I have devised for the photographic procedures, on the
other hand,.is much simpler than the one that Belttel describes. Secured
to one end of my drawing table, I have an adjustable metal frame which
supports both camera and lights.‘ Preliminary tests have shown ;.hat a
disuf,a.nce of 45 cm, from camera lens to drawlng surface, gives the best
results. Other measures to facilitate procedures include the use of:
reglstration tapes, to assure precise placement of the d.fawing for each
photograph; a switch, fastened to the table edge, to operate the lights
conveniently; and a cable release, to prevent camera Wwobble, when the
photograph is taken. I use two (200 W) tungsten.lamps, with reflectors,
set at 65 cm above the drawing surface, to avoid glare spots in the photo-
graphs. The film used is Kodak Ektachrome, No. .160, Tungsten; the camera’:
a Pentax-ME 35 mm SLR; the lens, a Pentax-M 50 mm f/li?. The camera focus
is reset with each change of ﬂlex, only; although periodic checks are made.
When I come to a pause in the drawing, I move to the opposite end of the
table, register the drawing, switch on the lights, and press the cable
release. This is done, each time, only after I have written my obser\{a-

tions and reflections in the journal. Oncé the photo is taken{ I resume

drawing until the next pause occurs.



3. The Feedback Process /

1

To summarize briefly/ at this polnt: throughout the drawing process,
I shall be recording my observations and reflections, in writing, during
each natural pause in the drawing; basically following the "d.ia.logue".g.nd
"feedback' procedures outlir{ed by Progoff (1975). On completion of each
written entry in the journal, a single photographl of the drawing will be .
taken, at the level of development then achieved. This‘ process will be

v repeated through each of the eight drawings planned. At this stage of

the imquiry, feedback is seen as a natural outcome of procedures directly ~
related to ongoing experience in the process of drawing. Tﬁe next stage

attempts, by indirect means, to stinulate further feedback on the. process.

Q

‘Following the return of each set of develope#slides, the sequence
e will be arranged “for projection, to stimulate "process-recall" in the
manner described by Reittel (1973). At 'this stage, ;xzy observations and E
reflections on the drawing process will be tape-recorded, because I am
convinced that writing would, here, be a hindrance. To remove my eyes
from the process unfolding on the screen ‘uould only restrict the flow of
feedback. Immediately following each "feedback" session, however, I
shall aitémpt to record my |impressions of the experience through drawing.
For these “:t‘eed.ba;:k',' drawings, the paper is divided into small sectigns,
Just as a calendar is divided for the days of the month. A spontaneous
i‘mpression-,mage is "entéred" in one of the sections; then the drawing

" process, 'a.gain, takes o;rer. I shall be describing my drawing process in

some detall, very shortly.

- | | — L
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Since the number of processphotos taken will far ;xceed the number
required for the dissolve sequences that I plan, the feedback sessions
— based, initi;lly, on the full complement ofiﬁlides for each drawing —
will be used, also, as an opportunity to begin making the necessary ‘ )
selections. Many such sessiondiwith the sliQes; to eliminate all but
thdse essential to the "dissdee“ effect, are anticipa£ed. With this
accomplished, however, a final feedback session to'repord my observations
on the dissolve sequences, will conclude this part of the inquiry. There-

after, analysis of the recorded data will begin. The analytic process

- . will be described, and the results given, in Parts III and IV.

Two Kodak Carousel projectors and one dissolve unit are required for
pro jection of the sequegces finally selected. The projectors must be set
to focus on the same area of the screen; and the slides mus§ be arranged
in ;he two Carousel trays so that they will project, alternately, and in
sequence, “hen the dissolve unit begins to operate. As one proJjection dis-
solves, the alternate projection emerges as though out of the one fading
away. The effect, although not unlike time-lapse photography, I flnd even
more visually exciting, especially, when a slow dissolve is used, Another
reason I prefer this medium, over film, is that itjgives me full freedom
to manipulate the slides, in any manner I see fit, until the most effective .
arrangement has been achieved. And that is just the point: it is in"the

seeing and handling of the slides that unpredictable possibilities occur.

+  The visual presentation for the thesis will consist of eight short
sequences of slides, selected from-those arranged for digsolve projection.

For further details on the presentation sequences, see Appendix B (p. 197).

*
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4, The Drawing Process

To describe the drawing procesé\in which I became involved, with

the sprinkling can series, I earlier used the term microdynamics. That -

term, I still believe to be a fitting description for the process. To

identify the kind’of drawing I do, however, the term micro-gesture pro-

- .
vides a more accurate description. "Micro-gesture drawing,” to define it

as simply as possible, is distinguished by two main q&gracteristics:

1) 1its concentration on the dynamics of the drawing marks,
those marks traditionally known as artistic handwriting -~
or, as Ehrenzwelg (1967) hds more recently called them;
the micro-elements of art;

2) 1its organic development toward what Arnheim (1966) has
called dynamic complexity of form, the extreme form of
which has been traditionally known as the horror vacui.

This, then, is theukind of drawing that I have been doing since '1972.

Consequently, when I refer to the drawing sggial, it may now be further
distinguished as the "micro-gesture drawing" serial; the serial for ‘this
inquiry being, simply, the new "micfo-gasture" dradwing serial. The in-
spiration for the drawings, the way I begin to draw, the way I choose to
finish, énd so on, have all changed considerably over the years; but not,
basically, the way of drawing. The ideas that come through my close:up
photograghy continue to sustain an interest in making the micro-gestures.
All those minute gestures, that keep the drawing exciting and alive for

me, are, in fact, my way of finding meaning in-the makiné of art.

The first drawings I did of the sprinkling can were the usual, bold
s

gestural drawings; exciting enough, in their quality of line, but somewhat

barren to ny eye. When I began adding torn scraps of black-and-white

]
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newspaper photés to one of the drawings; the comﬁination Wwith the black
felt-pen lines made it, suddenly, much more interesting. A second col-
lage, deliberately using thé’partial images of colored magazine scraps,

became a formalized exercise of which I soon wearied. It was at this

 Point that I turned to the slide, which showed the c&n in the "dynamic

complexity" of its natural setting, and discovered micro-gesture drawing

in the way that T earlier described.

2]
In the new micro=gesture drawiﬁg serial, I shall be using both

found-objects and slides (someuhat reminiscent of the sprinkling can

series) as inspiration for four of the drawings' two others will be

spontaneously drawn, without external references of any kind;- the final

two will be thet"feedback"/ﬁrauings explained in Section 3. I prefer to.

1

do thesa.drauings in fairly small scale. The camera distance of LS cm,

I am quite content. As to media,  the drawing paper with which I prefer ’

to work is a medium-weight Mayfair coverstock that has just enough grain
S N

_ to affect the drawing marks; the drawing pencil, iS5 a Berol Veriblack,

A

No. 315 (éoft) Bec&use of problems in reproducing the ‘1nerq araphia
qualities of this complex pencil-work, the new micro- ges»ure drxuings . ®
w;ll be 1llustrated only‘in the slide sequences of the visual presenta-
tion. Prpjection of the slides, in sequence, better reveals %ot'ogly

the details of the work but the working process which, above all, I wish
t; emphasize. An earlier pe;;and—ink drawing, satisfactorily’reproducedl
as an offset print (Fig%;e 3, Detail), will be the only example ggveg

within the text. While not a true examﬁle of micro-gesture drawlrg, as
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such, it nevertheless illustrates how my personal interests in draufng
have carried over into the art tdaching p‘rocess.l The string-pulled
- 14

blot, which inspired the drawing, wag found among those re:jectfd by
% - ’

. students engaged in the activity. Scores of such trial-gc-)ts remained

|

o scattered about the artroom at this stage of the project.

9

"olhare Was something about the ru}ically off-center concentration of
3 marks in the abandoned blot that intrigued me. I develqpée,the drawing,
' . at hose, late into the night ofvll'ia.llc;we'en 1977, — which explains its
title and perhaps, to some degree, its mage The solid black a;eés
S an:il the coarser li:ma.r markings define the original blot out of .which ‘
the image grew. It was not preconceived but ,develope% gz‘a.dﬂa.lly, from -
a vaguely faée-lika structure, that became the profilév on the right, and
h.a. 'blroa.d lineaY mass, suggestive of hair.\ that became the mane. The
' animal qualities of the image emerged a; a dominant factor in the d.ra‘w—
Aing's development on]:y about- midway th.roug.h the process. In general,
the vague suggastivenes\s of these. string-pulled blots worked equally well
)fo,; students. Their difficulties occurred when the_;,' attempted development
ot'\uhiﬁa:e that was virtually ready-ﬁ\adp in the blot; or, conversely,
ono.aoevague that they were obliged to "fill in" the drawing extensively.
‘Th;.s’ s aﬂ proje?tivq techx%que o'bviously simila.rv, in intent, to t‘he
Rorschach '1ni:-§lot test ca.;ds; but with none of the precise symmetry

- t}pical of them. 1In Figure 3, the open, asymmetrical organization of

# . the drawing had to be sacrificed in order to illustrate the features
described. The detall shown, a section. taken from the extreme rfght of’

2
"the work, represents barely one-sixth of the entire drawing space.

. &

e -
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Hallowe'en 1977 (Detatl)

A, : ..
. Illustration.of an Ink-Blot Drawing
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Variations on this approach, called "Starting Points for Students,"
are outlined in Appendix A II (6). Where initial 1n;3piiatic;n for the

drawing serial is concerned, these falliroughly within the categories

described for the new micro-gestur} drawings. My use of slides in the

‘ new drauings.‘ for example, depends on a projective technique comﬁérable

to that of the ink-blot drawings. The difference, as already implied,

rests with the distinctive features of micro-gesture drawing: a term
<

then unknown to me ahd, consequently, to my students of the time. 1
believe I would have refrained from using&the term, in any case; Jjust

as I refrained awhile from showing the Hallowe'en drawing in class.

i

Students were soon creating more than enough good examples on their own,

so that my drawinga was purely incidental to the work in progress. when
£
shown. If anything, the influence was in my direction. Student enthu-

siasm for this activity was contagious; in e\Pect making me an eager
<

participant in the project.

This, certainly, was contrary to my usual practice. Stude‘nts sawW

far more exafsples of my close-up photography, over the course of a year,
~ . ’
than they ever saw of my close-up art. As for an occasional exposure to

the latter, I think students appreciated the'evidence that their teacher
still made some art, much more than they appreciated the kind of art that

¢ [

she made. Y -



3
-

~ N

#

o . . PART. III

THE MICRO-GESTURE DRAWINGS

And is it not true_that even the small step of a
glimpse through the microscope reveals to us images
which we should deem fantastic and overimaginative
1f we were to see them somewhere accidentally, ‘and.
lacked the sense to understand them?

| «,Does then the a.rtlst concern himself with microscopy?
Hlstory” Paleontology? o /

Only for purposes of comparison, only in the exsrcise
of his mobility of mind. .

Only in the sense of freedon. o .

But in the sense of freedom which merely dema.nds its .
rights, the right to develop, as g:rea.t Nature herself
develops. .

r

From type to prototype.

— Paui Klee
. "On Modern Art" (1924)



In-Depth Examination of the Drawing Process.

1. Process Description )

Jung (1961) explains how, in the early stages of examining ‘éis
inner processes, he was tormented by questions of what he was actually
trying to accomplish in devoting himself, so it seemed, to the art-

making "games" and "fantasies" in which he had indulged as a child.

This wagnot science, as he knew it, to be sure; was it, then, art?
Finally, he concluded that it was not art but nature with which he was,) '
both personally and professionally, most deeply concerned. With the
professional issue resolved, the mandala Qraﬁings in which he was soon
thoroughly absorbed had, by 1920, “begun to yieid the inslights out of
which the principal concepts of his psychology emerged. The theories he
advanced, from then on—.) he had no hesitation in c:J'S.ing his "scientific"
work. And art, whether for himself or for his patients, thereafter was
recognized primarily for its therapeutic value. The technique known as

"active imagination” had been born.

As an art educator, seeking new insights into the creative process
t.hnf. Jung so thoroughly explored, I, tooc, must decide what I am really
doing in focusing on my own draking process., In my case, taking the

' professiomal standpogint means ut;:ing aside much of what Jung describes.
Guided by his example, I need not digress into "aesthetizing" my own work,
as Jung confesses he at ﬁrst did; nor, into "psychologizing"” myself.
This decision in no way precludes recognition of the'therapeutic and
. ~ N ~
4 : . ) ‘ 66 .
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aesthetic values to be derived from the making of art. But it does

_leave, as Jung advises, any major attempt in these areas to the ex-

,perts. Theoretically, _therefore; I dépend on Jung and Read, or on
others who reflect their views, in the areas of psychology and aes-
thetics. Primarily, however, I depend on the first-hand experience of

examining, in depth, the drawing process which has had such a marked

~influence on my work in art education. Even before I was aware of

J\.mg's mandala serial, and its great significance for his work, I had
L‘detemined,to follow this course. Study of the literature glone, .f
was convinced, would not satisfy an inquiry into meaning as it is ex-
perienced in the making of art. Now, of course, I equate Jung"s in-
depth examination of his mandala serial with my own undertaking in
examining the new micro-gesture drawings. It will.be seen, furthor-
more, that my emphasis on the educational implications of the self-
inquiry process represents no radical dep&rfure from Jung's basic ap-
proach.¢ The comparative outline, éiven in Figure 5 (p. 129), shows in
some detail Just how clcsely I have adhered tg the Jungian models

throughout this inquiry.

The language of description, according to Jung.‘ is particularly
Prone to the mesthetizing tendency: the "style of the unconscious," he
says, at first gave him no choice but to record his 'observatio‘ns in a
rather "high-flown" manner. But eventually, in the process, of trans-
ferring the 1n11‘;1&1 recordings from the "Black Book" to the "Red Book,"
along with most of.the original drauings, he found his solution: I

gave up this esthetizing tendency in goonime, in favor of a more

\/\
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rigorous process of understanding. I saw that so much fantasy needed

firm ground underfoot, and that I must return wholly to rea11£y. For

me, reality meant scientific comprehension. I had to draw concrete
conclusions from the insights the unconscious had given me — and that
task was to become a life work (1965, p. 188)." 1In Progoff (1975),

there are similar references to a "poetic" tendency which, acéording to -

his observations, commonly prevails during the initial stages of the '

_intensive journal process. The "stanzas" of Paul Klee — the so-called

"notes" for his 1924 lecture on modern art.— border on the poetic
throughout. Aside from thé obvious relevance of his words to this part
of my imuiry, Klee's introductory statement for his lecture draws at-
tention to an aspect of artistic creation often overlooked by'psycholo-
glsts and aestheticians of the past. Klee statess "I ;m11 confine my-
self largely to throwing some light on those elements of the creative
conscious (in Herbert, 1964, p. 75; emphasis added)." It is the artist
and, I think it fair to say, the art teacher who, through their experi-
ences in the art-making situa.tlon; a.fe more acutely aware of the growth
Qf a worlé of art. I shall explain, as I go along, how t}xis one point’
became a vital factor in amalysis and description of - drawing serial;

~
L3

Despite the great variety of quaternary structures shown in Appendix
A, I shall retain only the Read-Jung typology as the structural basis for

’ analysis of the new micro-gesture drawings. I must point out, however,

that it 1s Jung's explanation of the dymamics of his typology — not

*Read*s linear adaptation of it — which alone suits my purposes here.
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For, it is only within the creative complex described by Jung that
there is place for the four phases of growth I distinguish for micro-
gesturg/d;awing.“ These phases, whicﬁ it must be further emphasized
are no more discrete than the four psychological types distinguished
by Jung, identify as: 1) inspiration; 2) organization; 3) &evelopment;
and 4) coﬁ£emplation. Their inclusion within the Read-Jung typology
not only provides the more comprehensive analytic structure required
for process analysis but 4s, I believe, all the more in keeping with
Jung's emphasis on the active role of imagination in each of the four
basic functjons, hamely: sensation, thought, feeling, and intuition.
An outline of the analytic structure, formulated on this basis, is

presented in Figure 4 (p. 128).

Combining the fpur phases of the drawing process with the Read-
Jung typology sharpeS&\gwareness of the various functions involved, at’
various times, and to varying degree, not only in micro-gesture drawing
but in creative work of ani kind. While the integrity of Read's artistic:

types 1s lost in the process, his central concept of education through art

comes tbrough greatly enhanced; all causal reductionism removed. this

level, as i earlier suggested should be the case, thd synchronicity prln— :
ciple described by Jung (1952) and the aesthetic principle taken from

' Plato, by Read (1943), conjoin as the universal creative p;inciple on

which the concﬁpt of aesthetic education must be. founded. It is on thiQ.L

basis that I regard my imquiry, with its focus on a personal way of dﬁawing.

as an example of "self-education through aré." That being the case, I see

no reason to describe in great detall each phase of the micro-gesture
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drawings; nor, the stream of personal fantasies that accompan:fed their
- ’(x
production. That this fantasizing flowed on to 'a degree that I had not
before Fealized must nevertheless be acknowledged, for it clearly indi-
cates the ease with which a technique such as micro-gesture drawing
maintains access to the unconscious processes; and, thus, to synchro-
n'icify. Jung (1947) applies the physicist’'s concept of complementarity
to the situation: "When an unconscious content passes over into con-
sciousness its synchronistic mgnifestation ceases; conversely, sjmchro-
nistic phenomena can be evoked by putting the subject into an unconscioué
sta.te (1969, p. 142)." While Jung here explains the hypnotic tra.nce, in
clinical terms; Ghiselin (1952) gives a better picture of the trance—like
state of the artist at work: ‘
But actually the state of so-called trance so often mentioned
as characteristic of thé creative process or of stages in it
differs markedly from ordinary trance¢ or hypnosis. in its col-
lectedness, its autonomy, its extreme watchfulness. And it
seems never to be directly induced. It appears rather to be:
gonerated indirectly, to subsist the characteristic of a .
consciousness partly unfocused, atltention diverted from the
too assertive contours of any particular scheme and dispersed
upon an object without complete schematic representation. 1In
short, the creative discipline when successful may generate a
trance-like state, but gone does not throw oneself into a trance
in order to create (p. 25; emphases added). ~
“~ .
For me, this trance-like state was most pronounced during the de velop-

nental. or micro-gestural, phase of the dra.wing process.,

I shall enlist sm;era.l of the artistd, whose views on the crea.tive

process are reprod.uced in Ghiselin's anthology, to aasist me in further
. description of the nim:o-gesturp drawings. But for the most pert, at |

the micro-gestural level, I shall have to let the drawings speak for
themselves; revealing what they will of ‘my fantasigs.
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2. Process Observation

-~  Based on the dialogue and feedback procedures described irf Part II,
observation here refers only to what was initially apprehended and re-
corded during the drawing and process-recall sessions. Much of this
material, which I equafe with Jung's "Black Book" entries, will be re-
vealed, to the exteut possible, in the slide sequences of Appendix 3:

the photographic record of the drawing process. Description, given its
broader educational aius, will therefore depend largely on the reflective
periods that followed. This should not be interpretéd as discounting, in
any way, the importance of the observation procedureSJ. On the contrary,
it is to the in-depth involvement in process, as indicated by the obser-
vations recorded, that I credit a deeper level of reflection and a fuller
understanding of the creative process. Reflection, stimulated by the
drawing-recording procedures. occurred spontaneously, unpredictably,
throughout the drawing .phase of the iLquiry; and continues, still, as I
write. The record of these r:flective periods — of new connections that
frequently forced a whole new line of thought — I equate with Jung's "Red
Book" entries; at least to the extent that my reflections have been greatly"
alded by his thought. 1In that sense, Parts IIT and IV of this thesis may
be regarded as a cordensed equivalent of £hé "Red Book." The major part
of this record, however, is revealed in the selection and organization of

new material for Appendix A. I shall refer to Appendix A more often, from

here on.

;The photographic material of Appendii B is another matter,.altogether.
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Since the micro-gesture drawings are to be illustrated only in this way,

some further comment on my observations of the drawing process is war-
ranted. My comments will i:rlevitably go beyond\ what I have distinguished
strictly as observation and, thus, beyond what is merely a description
of micro-gesture drawing as such. In fact, I intend to use this descrip-
tion as a means of 1illustrating various phases of the drawing process;
and, in that connection, a redirection of thoug}‘rt which led to modifica-

tiop of the analytic structure originally planned.

~ ¢

The drawings, as planned, fall nalurally into four basic categories

which, for awhile, I considered integrating within the Read-Jung typology,

by "type." It soon became apparent that this scheme, limited largely to
the inspirational’ phaseé of the work, would not provide an adequate struc-
tureJ' for process analysis; I shall retain the terms usc;d, despite; tt.xeir
obvious inadequacies, purely as a means of differentiating the "types"

of micro-gesture drawing undex diséussiop. Applying the ®erminology of
I;ead (1943), for example: the first four drawings may be distinguished
as objective, that is, havirig an external referent; the last four, spon-
ta.neous}y d.ra.wr;, as subjective, that is'l; having no "objective" referent.
Within these two broad categories (by which Read intended to reflect the
extraverted and introverted attitudes of Jung's description), the drawings

may be further distinguished along these lines:

No. 1) based on the found object and _
and' No. 2) retaining the term objective; ’

No. 3; based on images, found in super-
and No. 4) imposed slides, and distinguished

as ong‘ ctive;
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No. 5; "based on spontansous drawing and
No. 6) retaining the term subjective;
No. ?; based on process-recall, or "feed-

No. 8) back,” drawing and distinguished
as introjective. ’

B

R

Objective drawing thus begins with the fascinating qualities of

~ the found object and 1s, according to Read's classification, related to

‘"objective superrealism.” The objects that ‘inspired the first two draw- Q”.

ings, found in the advanced state of deterioration which so strongly

appeals to me, were picked up on photo-excursions into the desert: 1.3.‘,

.for Drawing No. 1, a grossly.deformed leather éhoe. disgovered alongside

an old mining road; and for Ro. 2, a bristling, beast-like section of a
fallen Joshua tree. (Indigenous only to this high-desert country, the
Joshua tree assumes hauntingly suggestive 'foma. dead or alive.) Objects
lm.vilng such strikinq ciualities as these can hardly be taken as a "point of
departure,” in the usual sense. Yei, despite the degree of abstraction
already achieved by nature, there is much left for the artist to do. For

instance, I deliberately set myself the task of working from the objects,

alone; 1.e., independent of the background detail used in the drawings of

- the sprinkling can. Not surprisingly, the old shoe, being a constructed

object, retained a much stronger hold over ‘the drawing than did the tree’
stump, ' I had to restrict iysezl.f to drayiné only selected areas of the .
shoe, resorting to a very open organization; whereas the stump, abundant-
ly suggestive in all its natural dntan:. was much easier to d.avelq\p ima-
ginatively, overall. Read (1943)-allows a subjective element even during

the or@uilutioml phase of "obJjective ro&ﬁu." but I think Picasso's

-
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remarks on the matter are, by far, the more illuminating:
There 1is no abstract art. One always has to begin with some-
thing. One ¢an then remove all appearance of reality; one runs
o risk, for the idea of the object has left an ineffaceable .
. - mprint. It 1s the thing that aroused the artist, stimulated
3 ‘ his ideas, stirred his emotions. Ideas and emotions will ulti-

N mately be prisoners of, his work; whatever they do they can't
escape from the picture; they form an integral part of it, even
when their presence is no longer discernible. Whether he likes
it or not, man is the instrument of nature; it imposes its char-
acter, its appearance, upon him (in Ghiselin, 1952, p. 57).

Projective drawing, by Read's classification, also relates to
"obJjective superrealism," which really rl_eaves the term without the in-
tended distinction. Actually, if one turns to Jung's definition of
projection (as I inevitably had to do), one finds that the term applies
not Jjust to a given "type" of artwork, nor even 1'."6 "creative" work in

general, but to each new experience of reality. According to Jung (1921),
%

projection; in its active torm is:

1) the active projecticn of a subjective content igto the object
ard, therefore, a prccess of introversion;

2) the active foim of projection is also an act of judgment, the
aim of which 1s to separate the subject  from the object, .thus
making it dependent on the rational function of feeling (i.e.,
valuing);

3) the active form of projection is an essential component of the
act of empathy which, to be complete, depends upon introjection,
i.e., a process of extraversion, and the opposite of projection
v (1976vb, p. 458).

4) Both empathy and abstraction are needed for any real appreciation
of the obJect as well as for artistic creation. Both are always
present in every individual, though in most cases they are un-
equally differenﬁavtfd (1976b, p. 296)

s It is apparent to me now that,\in choosing the tez pro jective for this
type of drawing, I was trying to hasize it as technique for acti-

vating the imaginative powers. On tha‘t\‘t:a.ais. I let it stand.

3
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The realization that what Jung was saying could apply, ;just as well,
to each micro-gesture was quite’ another matter. Tnis, along with the al-
ready eroded distinctio‘r}s between objective and subjective, convinced me
that any further attempt to classify the drawings, by type, was not likely
to succeed. Since it would have been utterly futile to attempt examina-
tion of each micro-gesture, I began tLo look a‘t hoW the Read-Jung typology
would hold up when applied to different phases of the &Iawing‘ process.
Finally, I arrived at t‘he four phases itdentified as inspiration, organiza-

/]

\empl&fion;,develop_fnent, as said, beingv primarily
~J ] .
the micro~gestural phase; contemplation, the "extreme watctifulness" of

t

Chiselin's description (p. 69, above), or the “unconscious scanping”
stressed by Ehrenzweig in his work of 1967 (t_:s shown in Appendi% A II1, €).
Ju;;g's emphasis on the active nature of the varlous processes involved in |
the creative act must now be understood within each of the terms identi-
fylng the four phg.ses of the ’drawing process: active contemplatic;n. for
example, as used by Arnheim (1966; also, in Appendix A III, €). And thew
phases themselves must be understood as interactive; not strictly sequen-

tial, as the listing of them might suggest. At least, this approach ‘now

‘tave me a manageable working base. A

Having “quallfied my use ;f the terxun to this extent\}‘l shall describe
the "pro:)ective:’ drawings. Based on superimposed slihe§ of a coreek-bed —
slides, that is, which were,taken before I had learned that rippling water
and Qurface glare require some rather special photogrt;phic techniques -
the vague suggestiveness of the images that come through, by fandonly con/-:‘
bining the slides, 1s similar tﬁ off‘-‘t‘ocus‘projection techniques, used

t
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n.j.nlyX for teaching purposes, in the late 1970s.’ This was around the
‘time that the “projective” ink-blot: drawing, illustrated in Figure 3,
r \ .

l’uu, dons. The fwt that, in this cuo. "the snpex:upoaed slides are
-;chsnictlly. projogted'"is a coinbidonce of tom. only. It is the

- -poor quuity of the slides that is primary, facilitating rather than

hind.oring the projectivzr‘*proooss. Drawing No. 3 ha; a aingle, domi:

‘n‘;nt mga. an .ﬂnglnn:y reptilian crutp‘e hauling itself uhore; No. L,

a uu.lutuda of lugimry creatures thraﬁgbout. presenting a strmga
variation on the ‘paradise theme that is highly deserving of e title,

iHorror Vacui.” In both cases, the vague “vatery” images are projected

’ d.t. close 4 reducin.g then f,be gsmall scale of th& drming paper.

Tben, vork n§ frectly over the tiny blobs and blotches displayed, micro-
guat\n'sl scribbles trmtor this conplex, ovanll org;niution onto: the
pspar,,l It is not a definitive tracing, outlj.ning the images auggested.
bug rosults 1n so.ettung ‘rather like ' fimly—deuiled contour up. I
think of this trmfor process as a gastu.rd "lift, almost like otggg
H;x Erga? s account of how he discoveji the ﬁ:ottaga process is colpl—

7

sahle to tho cxperionce I describe:

I was’struck by tho way the floor, its grain wcontuntod by
sany scrubbings, obsessed my nervously excited gase. So I
decided .to explore the syabolisa of the obsession. . . . I

< took & series of drawings from the floorboards by dropping

.. pleces of paper on them at random and then rubbing the paper
with blacklead. As I looked care st the drawings that

e I got in this wvay — some daxk, othez¥ saudgily dim — I was

surp*ised by the suddsn heightening of ay visionary powers, .
,. 'and the dream-liks Sucoesaion of contradictory images that s
. cass Qne on top of another with the persistence and rapidity

. peculiar to moriu of love (in Ghunlin. 1952, p. 6h

n,/uu. of h'mt‘. sssay, “Impmuon to Ordar.g pro\d.dn a fitting”
I3 & )

R
~

e o
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description of what I an attempting to reveal about each of the dvawings

.3
under discussion in this section.

. “
Subjectivé drawing, by Réad's classification, relates to "subjective
expressionism;" in this case;’inspiréd b} the sersational qualities ¢ the
‘medium. Dfawing No. 5, for exampie. hegins wgth the same allover nal o -
géstural Scribbling as described for the "projective” drawiris, abcve.
Here, however, the scribbliq? is done on a totally Siank page, spontareous-

ly, with no éreconception of yhat images, if any, may eventuaVly emerge.

, el
To assure complexity, three pencils (28) are gripped t3gether and moved >

,gﬁimultanagu\sly; “aga'ip. producing a kind of contour map. Drah‘ir}g No. € ,

differs only in that it begins with bolder, single-line scribbling (macro-

o

gestural), using the Veriblack drawing pencil. In both cases, the work
is developed through ﬁicro-gestural drawing. Henry Moore aptly describes
the inspirational and organizational phases of this approach:

I sometimes begir a drawing with no preconceived problem to
solve, with only the desire to use pencil on paper, and make
lines, tones, and shapey with no conscious aim; but some ldea
becomes conscious and cyystallizes, ard then a control and
ordering taKes place (in Ghiselin, 1952, p. 77). '
It 15 when the .crystallization, of which Moore speaks, occurs, that the
A , )

whole analytic scheme reverses itsglf, turning back té Read's "pbjective

'superrealisnm,” once more. In other words, what was a crystalllzation

.found "rendy1m£de“ in the object, a product of the'%xternal'reality, now

> becomes a crystallization found "ready-made" ln the drawiny, a producn'of
the internq} reality. Either way, according to PiC&aSO (p &, above),
¢

it 1s the crystalllzatioﬁ of a dream; or, the active prodection of a

.

.
-
- . B
- 2 '
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' 'subjoctivo content, according to Jung (p. 74, above).
mention is shown in the amalytic structure given in Figure 4 (p. 128).

’ COncarn.tng the final "feedback"” drawings, which I ha.vo 1d.ent1ﬁod

as mtro;}octive, I must refer again to the definitions of Jung (1921):

Psychologically apel.king. introjection is a process of
assimilation, while projection is a process of dissimi-
lation. Introjection is an assimilation of object to
subject, projectiqn a dissimilation of object from sub- -
Ject through the expulsion of a subjective content into
the object (i.s., active projection). Introjection is

& process of extrave sion, since assimilation to the
objéct requires empathy. . . ., A passive and an active

ess of adaptation bolon@s to the latter category ,'_" b,

%:x:.rojection may be distinguished . . . empathy as s & pr pro-

*

If we combine with this the relevant points of Jung's asmtions about

single micro~gesture.

- perception (p. 282).

In my closest observations of ua:q-gastm:e dxuing, I would momesntarily

bs aware of an outward-inward lovuent

52)
Taken as a whole, empathy is a process of mtroJoctfion.

"since it brings the object into intimate relation with

the subject. In order to establish this rohtionship.
the subject detaches a contant — a feeling, -for instance
— from himself, lodges it in the object, thereby animat-
ing it,otnd in this way draws the object 1nto the sphere
of the subject (1976b, p. 458).

¥

lhroméig ,(1967). for. emple. identifies.

L

explanation for a 'single grasp of reality, .a single creative act, a

The reversal I

active projection and en‘pcth'y. we obtain what now appears to be the full

23

pro,jection-introjection u the "dual rhytha" of creativity, suggesting
moreover that this is the very pattern which marks the course of a single
Arnbein (1966), in his( description of perceptual
 abstraction, further substintiates this view in defining the elementary

_prochaus of perception aa;,"cfoativa acts of grasping structure (p. 33)."

. eye to hand, hand to eye — so

w
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intense that I almost believed I could f;el the messages going back and
forth. Based on the foregoing statements, particularly those of Jung,

I believe 1 may reasonably ¢laim the micro-gesture as a creative act:

It is on this basis that I regard each micro-gesture drawing of the new
inquiry serial as a "work of art." The educational aims of the inguiry,
" which were a definitz,factor in planning the series of drawings examined,

take precedence over formal concerns of that nature, in any case.

s My intention in descr}bing the feedback &ranings as introjective,

in fact, had a specific educational motive: 4i.e., evaluation of the ‘

serial concept for students. Egreéfweié-(1967) emphasizes seriality and
“ :

spontaneity in his recogmendationé for art teachers (as shown in Appendix

A III, 8). He submits, moreover, that there is a close correlation be-

tween a lack of spont&neiiy in ihe art teacher’'s own work and an intol-

erance\of spont;ﬁeity in -the work of students, singling out neglect of

the introjective phase of creativity as the source of the problemp(pp.

117—21). I reasoned that the process-recall procedures provided an
opporvunity for evaluating the serial approach not only as a means ot
encouraging spontaneity (which, from experience, I already- belieVed that
it did) but also as a means of encouraging assimilation; or, "re-intro-
Jection,"” as Ehrenzweig calls it, in reference to the finished work of
art. Generally speaking, this is a proble;\more‘eyident'at the juqi$>
high school level. Senior students, with a background of several years
in the art program, are readier to accept-their finished work. This,

' then, was ‘a primary motive in undertaking the so-call;d "feedback" draw-

ings; and, so it remains, in distinguishing them now as introjective.
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As with the "projective” drawings, I am again empwzsing technique but,

in this case, a technique for activating the contemplative powers. Micro-

gesture drawing, I believe, is conducive to this very important aspect

of the creative process in art.

The introjective drawings begin exactly like Drawing No. €, only on

a much smaller s&le. Drawing No. 7, called "First Impressions," is based
on the full complement of slides for each of the previous six drawings;
{.e., on six process-recall sessions\. followed lmedigﬁly by drawing.

The drawing paper is divided 1nto sections, 10 cm square; each, providing
space for a scribb]:ed "entry,” inspired by.one of the sequences viewed.
Drawing No. 8, called "Final Impressions,” is based on ‘;1eu1ng the shorter
dissolve s'équances; arranged for projection as described in Part II (2)¢
thus requiring only one process-recall session for the six scribbledyen.-
triss. It is worth noting, perhaps, that Drawing No. ? presegves tha
segnented organization of the page to a greater extent than No.‘ 8, uhich‘
expinds more freely over-all. Thexe is no attempt to reproduce the images

of the drawings viewed, in either case, but the association remains strong

enough that something of trxeii' essential quality comes through during the

picro-gestural development of each scribbled entry. Surprisingly, these
firal two drawings of the new si:;ial reveal more of the fantasizing that
went on throughout the process tkan do any of the others. It occurs to me
that u;ﬁt I uc;:onpnsmd, with these "introjective” drawings was to bring .

forth, virtually clamoring for assimilation, some of the deepest fintasies

. of "my’ "Black Book" exiiries'. The similardty :}ﬂn what J.L. Lowes was able

to disclose t_.hrqugh.his painstaking search of Coleridge's "Note Books" " for
: . y
. .
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The Ancient Mariner is striking. I would‘be hard pressed to impfove on

* the description Lowes gives:

Facts which sank at intervals out of conscious recollection
drew together beneath the surface through almost chemical
affinities of common elements. . . . And there in Coleridge's
unconscious mind, while his consciousneil\uas busy with the .
toothache, or Hartley's infant ills, or pleasant strollings
with the Wordsworths between Nether Stowey and Alfoxden, or
what is dreamt in this or that philosophy — there in the dark
moved the phantasms of the fishes and animalculae and serpen-
tine forms of his vicarious voyagings, thrusting out tentacles

~ of association, and interweaving beyond disengagement (quoted
by R.W. Gerard, in Ghiselin, 1952, p. 228).

Here, Lowes gives us a glimpse into what I would call the meaning-
context of Coler%?ge's artistic serial. So far as the educational .
motive of the intro jective drawings is concerned,-'the key poiﬁt is made
by Lowes in the final phrases; his allusion to the "tentacles of asscci-
ation."” In germs of meaning, 1£ is the network of associations or, to
put it another way, the context of relevance which the seriai proyides
that appé;rs to foster spontaneity (through active projection) and, at
the same time, assimilation (through active introjection): where thare

is no active p?ojection of the’imagination, there is no genuine assimila-
tion of the work at any stage. In germs of education, the serial concept
is therefore, ‘ entally, a ﬁg§:§:f what is generally known as a depth
prograﬁf”"f;/:i::zi? I assigned myself a depth program in undertaking this
inmuiry. This is reflected in the expanded definition of the artistic
serial with whidh I established its meaning-context. As description con-
. tinues, however, it will be apparent that it is primarily through process
observation and reeréLion that ths complex function of meaning, within

the context of the artistic serial, is more fully understood. N\



As explained, the general distinctions (or "types") hergin de-
scribed derive largely from the inspirational phase of the drawings;

that is, their starting point. I have stressed this phase not only

<

because it lends itself well to description but also because I have
found the starting point such a vital factor in the work of students.
I have observed its significance in my own work, with particular at-

tention, for that reason. Paradoxically, the stronger the hold of the

object, the freer éhe fantasies flowed (as described in the sprinkling

- can drawings, for example); mostly, in the first four drawings of the

+

new serial, irrelevant, and as distracﬁing in themseives as the extra-
neous thoughts they triggered. Conversely, in the more sponfaneous
drawings (Numbers 5 to 8),lI was less aware of the fantasies for they
seemed to flow direétly into the drawing. This, as mentiopeq,'yﬁs most
remarkable in the "introjective" drawings, which quite nqtur§1£} :thrust
out tentacles of association,” or "feedback loops,” during the dévelop-
mental pﬁFSe of the drau%ng. In either Cas;, the drawings became more
purposive, or meaningful, through some associatioﬂu;ith reality; howeVer-
loose the link. Without such looseneés, there is of course little scope
for\the imagination: acti;e projection and active introjection are denied

their vital, conplementary funetions throughogt the growth of the work.

w’"

Hicro-gesture drawing, I conclude, 1nsofhr as it prevents a too-early,
' »
over-precise realization of the initial 1nspiration. appears to accomplish

this fbr me. The new ﬁicro—gasture drawing serial, planned specifically

'“‘fbr 1n—dapth exnnination of this drawing technique, is not ome I would

roconmand for studbnts, howevar - restricted, as it is, to. one medium,

ond scalo, and one wvay of'drauing. . ’
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Exanples of starting points for student serials, given in Appendix
A II (6), come closer to those described: by Ehrensweig (1967), of which
he says: "ﬁha.t matters most . . . in all these examples is the use of
the intellect in order to challenge, assist, and control spontaneous
image-ma.kipg." Taking a selected image or idea through a.»ser‘ies of
formal fransformations, he explains, involves the students in tasks that
canriot be solved by a purely intellectual analysis, however: "a case of
the intellect obstricting its own way of functioning (pp. 164-65)." The
par;dox. according to Ehrengweig, is that somehow "our involvement with
outer events is far better able to express our real preoccupations than
a direct attempt at looking inside ourselves (p. 157)." On several such
points, there is a remarkable similarity between Ehrenzweig's recommenda-

tions for "teaching spontaneity through the intellect" (as outlined in

‘Appendix A III, 8), and Jung's description of “"active imagination" (gi}en

in Appendix A III, I). Both methods rely on a series of:‘ transformations
as the indirect meanls of access to processes in the creative unconscious.
Jung's reference to a "spontaneoua amplification of the archetypes"” thus
underscores what appears to be the real advantage of the serial approach
for art students: without radical disruption, without loss of meaning,

the serial gradually moves the stude‘rgxt from sterectype to archetype; or,

as Klee puts it, from "type to prototype."



' 3. Process Reflection S

5

Up to now I havé been giving what might ordinarilynbe considered
"general observations" on the drawing process, which implies, rightly
enough, that a certain amount of reflection has gone into the comments

nmade. The distinction I make between observation and reflection must be

nore clear:cut than that, however. Simply put, it is a distinction based

on the root meanings of apprehension and comprehensibn; in essence, giving

s us another example of the "complemeﬂtarity" situation so often described
by Jung. The need for such a distinction, here, arises out of the way in
which reflection occurred: .literally, as afterthought.‘“?he beginnings. of
such thought, however intriguing, were nevertheless ﬁore problematic than

productive.

In the early stages of obsexvation, thoughts.of this kind were an
intrusion, hindering attempts\to write down whatever could be, ﬁoment&ri-
ly, grdsped of processes behind the drawing; occasionally, even, fore-
stalling resumpfion(of the work. Unbidden, and 11}-formed, éhe thoughts

-"that pushed forward at this stage were merely a disruption of the ‘concen-
tration needed for the obéerv&tion procedures, The problem occurred less
and less, howe?Eff/;:\thg\gfj?ing—observing-recordinq.procedures became
smoother, more automatic; developing, as ;t were, a rhythm all their own.

. By then, I was thoroughly caught up in the observation process. And from
then on, my raflection; — certainly, the more significant of them — were
based on thoughts that came afterwards, by sgi?rise, when I would be engaged

in some routine task totally removed from the drawing. Now, more in the
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nature of genulne insight, these thoughts were jotted down, whenever they
occurred, to be further developed as time allowed. With this, I became
increasingly involved in the reflective periods described; in a process,
that is, of adapt;ng to the new patterns of thought with which I Qas

constantly confronted. It is primarily for this reason that I consider

the drawing phase of the inquiry its transformative phase.

Many of these "afterthoughts" sent me, again and again, back to the
books; often disclosing peints of new significance among the references
with which I was most familiar; often, too, resulting in more new out-
lines, based on correlations which had hitherto escaped me. The odd
assortment of notes accumulated in this way soon required consolidation.
BEventually, they were all typed — considerably expanded upon during the
process, I might add — and organ;zed into the form I compare wWith Juhg's
“Red Book." The journal,{containing tﬁe process observations, remains in
the original hand-written form; including the rudimentary " Jjottings" with
which each entry began. The latter, a kind of spontaneous short-hand,
bécame the effective means of forestalling distractive thought long enough,
at least, for me to write a brief description of what these odd markings
‘meant. Space was allowed so that in going over the journal entries aftef -
wards, 'they too could be expanded upon. Sinde"I was soon fully occupied
with the rush of ideas that came so effortlessly, at other times, I did
not pursue expan;ion of the journal entries to any‘gr?at extent. It would
nevertheless be interesting, at some later date, i@ apply the "introjective"
technique to the journal matéfi#i through writing, much in the same way, as
I have described doing with the process-photos. through drawing; in other

g ' tﬁ%ﬁ

& -
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1
words, to give full rein to the aesthetizing and psychologizing tendencies
withheld, I think for good reason, from the present work. Perhaps, after

the style of Klee? |

o}

Description in the ‘previous two sections, I believe, shows clearly
enough that the idea for the four p/hases of growth in a work of art cannot
"be attributed entirely to the words of Klee, howaver. I would like to
elaborate on tinis point a little mf,rther,' 0;1 the assumption that one well-
rounded example of the 'n;any reflective periods, which followed observatlion
of the drawing pro'cess, will better satisfy. description within the text.
In fact, each, of some seventeen entries in Agpendix A alone, represents
a yeflective period 'stmulated by process observation; and the outlines,
presented in Figures L and 5, are Sut two examples of the many others
made. Figure 4, the analytic structure based on the phases of growth in
the micro-gesture drawings examined, represehts a redirection of thought
which, as explained, is attributable primarily to Jung's dynamic view of
the creative process. Cer.tainly,. there can be m: doubt that the mandala
structure, maintained throughout this thesis, directly influenced the
identification of four phasas Ain the drawing process. All the more so,
since the quaternity, upon which Jung s typology is based, is, as he says,
the "logical basis for any whole jud.gnent (1965, p. 397)." On the other
hand, readyglmade. schemes sﬁch as Graham Wallas' (preparation, incubation,
illumination, verifigation), however logical they may have at one time
appeared, proved no match for the Jungian procéss-view. I turned, instead,
to some of the most commonly used terms of art-process description; the |

tern cohteightion being, perhaps, an exception.
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Identification of the four phases was relatively easy once the need
for them, as the basis for process analysis, had been recognized: for

example, organization, the first to be decided updn, is a term which I

have long prefbrfed to the more academic "composition.” 'I have no di’—
ficulty, that 15} in associating the word active with "organization;".nor,
with "developmen} " probably the commonest of all the terms selected. As

alneady explaine&, active development refers mainly to the micro- gestural

ph&ses of the drauing process. nspiration beyond the “flash" most often
emphasized in art description, is, as Picasso's words make clear (p. 77,
above), active throughout the process of artisfic creation. Maslow (1971)
t; some extent supporiq this view, in distinguishing the in;pirational
phase as p;im&rz creativity; all other phases (the "working" phases, that
is) being secondary to it. Ehrenzweig (1967) relatea the moment of inspi-
ration.to the "super-real;" Arnheim (1966), to the "primordial," relying
on terms used by Read and Jung, respectively, but laying much more stress

on the role of artistic vision (as indicated in Apperdix A III, 6).

As to the term contemplation, it is Arnheinm's analysis of percep-

.tual dynamics in art; in particular, his emphasis on the role of active

contemplation throughout the process af artistic creation, which directly
influenced this choice. Active"ontemplatio thus becomes not only the

logical but the essential counterpart of active imagination; in other

uords, its complementary opposite. A glance at descriptive outlines,

which correlate the four phases of the drawing process with Qiews of the

above-mentioned authors, begins to reveal the educaticnal éfgnificande
\

of points iade this far. I refer to the views of Arnheim (1966), in

. . . !

. !
<
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Appendix A III k?); Ehrenzweig (1967), in A III (8); and Maslow (1971),

in A IV (2). Wnile Maslow (1971) openly supporta’the concept of education
through art as the new paradigm for all education, it is at a more funda-
mental level that the views of these three are linked to' the educational
concepts of Read and Jung: 1i.e., in tHeir csmmon recognition of the art-

making situation as a potential growth situation for the individual.

It is at this level that the educational interests of analytical psy-
chology and philosophical aesthetics are equally well served. For example:

Jung's analysis of the technique of active imagination, centered on the

growth of the individual, reveals its potential for art education as much

a

as for art therapy; in turn, my analysis of the dra7ing prucess, centered

on the growth of a work of art, reaflirms that it is the irdirect approach,

upon which the technique of active imagination depends, which is the effec-
0 ~tive factor, in either case. Jungfs deécription of active imaginatlon,

along with his explanation of how the i%direct approach operates through

1

the auxiliary, or non-dominant, psychological functions, is given in Appen-

dix A III (1). This, and the outlines given in Figures 4 and 5, begin to

%

-

* show how the growth of a work of art and the growth of an individual, T -

! through art, are fnndaméntally interconnected. W¥hat I wish tgﬁgnphasize,

here, is that the "growth situation," 'in art, 1s made possible only because

[ 7

of the "complementa;ity situation” which results when Jung's active imagi-

nation'and Arnheinm’s active contemplation are, together, taken as essential

components of thé process of artistic creation. It will be recalled that

, © Jung makes a very §1milar statement Eoncprning the need for both abstraction

and empathy in artistic creation.



P 89

:l)

Perhaps, by way of clarificatlon, it may be helpful at this ﬁoln‘

to paraphrase some of Jung's statements on empathy (pp. 74, 7%, above)y—~—"

-—

active imagination (i.e., active projection, whith As a process of intre-

version, an act of abstraction) is an "essential component™” of the ar~t o 7

smpathy; but "taken as a whole,” empathy 13 a process of actlve con‘u—- !

glation (iie., active introjeot;on. which 1s a process of extraversion,
the complementary opposite ‘of active projection). Thus, through art —

or, for.tpat matler. through any deeply atsorbing, gurggsi;e activivy
uﬁ;ch stinulates the participation of functions not ofdin&:lly operative —
there is a constant alternation of oppnsitie, but complementary; a:iitnﬂg”. G

In terms of the present analysis, active imaginatlon and active ccnterula-

tion, like the complementary pairs of opposites Just mentlored, rdprenunﬁ
the lntroverted-extravefteq attitudes'describéd by Jung. Thls 15 precinely
what was 1ntende@\ln distinguishing observation (appreheﬂsion) ard refla -
tion (comprehension) as the complementary palr of oppesites governi :; Lhe
imuiry procedu:és. New insights, thgg is, zhe ideas tha* irmsplred, an
sustained reflective thoué;t‘over prolonged perlicds, are,

uivalent to the ideas tha*t inspired ard sustalned =h
eq

- \
ings, from start to finish. Jung's description of the :reptive
L

in which he relates the :Hythmic alte'ﬁa~1on of the =Wo atilwucen ami "le
four basic pslobbio;;>al fJnctIOﬂs. is given in Appendix A IV (°). [ anhal

have more to say about the four functions, in relatlon %o “he fcir praza:

o

of the drawing process and the creative coaplex, .n “he secticn on pricen.

»

analysis. ‘ ) i
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. Jith rare exceptions, the rethinking }orced‘ﬁp‘ me througkout
examination of the dﬂ?ﬁing process, would result in a new understandins .
of some theoretical pgint made by Jung. In turn, Jung's thorough expo-
sition of the subject in question wéuld, invariably, lead to a fuller
appreciation of similar views, differently expréssed, by various other

authors. My use of the term active contgmplation, of Arnheim's descrip-

tion, 1s a case in poini. The term was certalnly not chosen because Jung,

< ‘in any way, neglected this aspect of the creative process. In fact, *
.Arnheim regularly. suppofts this side of his argument ‘on artistic creatlion
by quoting Jung: -e.g., "an exaggerated trust in thp unconscious (only)
.impairs the conscious power of decision (iﬂ.Arnheim, 1966, p. 288)."
While, it is true, Jung himself appears at tipes to place an "exaggerated",'
emphas£; on, the power sf the unconscious, to prejudé; his wofinsn that’

basis 1s tantamount to dismissing‘Dewey's concept of qualitative thought

on the grounds that it derives from,an "exiggerated" emphasis on exper

encé: iR short "the “pragmatist” label for Dewey. the "myshical " or the

"romantic," for Jung.\ It must be, remembered, however, that both these men
spoke from where they saw the greater need; and their arguments were di- |
rected toward a restoration of balance, not a substitution of one extremé

for the other. For Jung, it was a matter of balancé between the consclous

-and unconscious processes, which he saw as the primarz.paig'of complenen-
/ -
tary opposites governing individual growth.

4

-

A

Growth, which in Jungian terms refers to the¢ process of irdividuation -

or the transformation of personality, depends upon the "integration of

»

N
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e
unconscious contents into consciousness (19€9; p. 127)" and is effected,

“

each step along the way, onlywhen an extension of consciousness has

been achieved; or, as Dewey might pﬁt it, "when such an experience has

been had." °Arnheim puts it this way: “The delicate balance .of all a

4

person's powers — which alone germits him to live fully and to work well —.

is upset. not only when intellect ig;erfe;es with’intuitioﬁi°but;eqﬁélly‘
when sensation dislodges r;asoning (1974, p. 3).". Thus, it is not only
because psychologists, such as Arnheim, have applied thelr experience and
knowledge to aesthetics e extensively than Jung did but because they,
1ndbe§. reflect the Jungian view more éxtensively than they are ready to
admit, that I have come to rely upon their wo;k. This is ifue, although
to a lesser degree, of the aesthetic philosophers. Langer (1962), for
example, simply declares the unconscious conceptually unnecessary to her
argument, "once we treat feéiing as a phase of processes which in most of
their stages are not felt (p. 21) ™ ‘In'my view, it is Jung's argument,
niore than Langef's owﬁ, which gives full impoft to ste of4her tersegt
statements: e.g., "Aft education is the education .of feeling, .and a
society that neglects it glves itself up to formless emotion (p. 84)."

In short, Langer remalns cohtent with & "semantic shift" to the process '
of feeling (p. 54); whereas Jun? lcoks for the "connecting” principle. X
“ There was a time, nevertheless, about midway through the.drawing

process, when I believed that Jung had overlooked one vital point: on

the matter of order, in his descriptions of the synchronictity principle;

Nowherelin these descriptions does Jurg so much as mention the word rhythm;

)

?
yet, suddenly, it seemed to me, this had to be the underlying explanation
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for the ordering process by which a meaningful connection is made. Read
(1943) discusses rhythm at some length in explainiﬁg P}ato*s 1dea%gsystem
of education wh;ch,*according to Read, 1slbased,on the view that "all
grace of movement and harmohy of living — the moral disposition of the
soul ;tseif — are determined by aesthetic feelings by the recognition
of rhythm and hatmony (1958, p. 62)." This is followed by the passgée
from Plato's Reguglic.whicﬁ asserté; basicglly, that the qualities of
rhythn and harmony, which enter inté the works of man, are the very

qualities which exist in the works of nmature; g;yiég us, in-essence, a
¢’ >

~

systems view of aesthetic education. The Platoni¢ view of rhythm and
harmony, described by Read as the universal aesthetic principle, ié-very
similar to thé systems view of life described by Capra (1982; chap. 9).
-Capra, devoting several pages of this cﬁgpter to the discussion of rhythnm,

reaffirms its elementary role in the ordering processes of man and nature:
In the future elaboratlion of the new holistic world view, the |
notion of rhythm is 1ikély to play a very fundamental role.

The systems approach has shown that living organisms are in-
trinsically dynamic, their visible forms being stable manifes-
tations of underlying processes. Process and stability, how--
ever, are compatible only if the processes form rhythmic pat-
‘terns — fluctuations,-oscillations, vibrations, waves. The
new systems bilology shows that fluctuations are crucial in the
dynamics of self-organization. They are the basis of order in
the living world: ordered structures arise from rhythmic
pattern (emphasis added).:

The conceptual shift from structure to rhythm may be extremely
useful in our attempts to find a unifying description of nature.
Rhythmic patterns seem to be manifest at all levels. Atoms are

. patterns of probability waves, molecules are vibrating structures,
and organisms are multidimensional, interdependent patterns of-
fluctuationé. Plants, animals, and human beings undergo cycles-
of activity and rest, and all their physiological functions oscil-
late .in rhythms of various periodicities. The componemts of eco-
systems are interlinked through cyclical exchanges of matter and
energy; civilizations rise and fall in evolutionary cycles, and
the planet as a whole has 1its rhythms-and recurrences as it. spins
around its axis and moves around the sun (p. 300).

’

-
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Capra, whose work has already been extensively used to support the views
- ' ,

of Jung, from the standpoint of modern physics, continues to do so in.the

passages just quoted.. In fact, Jung comes remarkably close to Caprd's

‘description, wgen he exi)la..t«r’xs'i the application of Bohr's complementarity

theory, to synchronicity), in terms of psychic probability and psychic
orderedness (as described in Appendix A I, 1). It is as tﬁoﬁgh Jung takes

for granted what Capra has to say about rhythm.

3 ) -

-

It is typical of Jung not to fepeat himself. Thus, we have to go. .

back to Chapter 3 of his earlier Symbols of ?ransforma{ion, originally
published i 1912, for a full discussion on-the mitter of rhythm. The
fact that this work was reissued, extensively revg.fses., in 1952 — the- same
year that ‘hs monograph on synchronicity was finally publi:shed — is, I
think, highly significant. This, hbwever, is not immediately obvious to
the reader for Jung devotes much of this chapter to the‘ ‘Ihistory of fire-
making (or, "fire-boring," as he calls 1t); Etyu;_ologically, & number of
the words which refer to the rhythmic action i‘nﬂvolved in i;ire—making ha;re

also acquired meanings which refer to learning, thinking, and speaking;

fire—making and’' speech, as Jimg points out, beiné the two most significant
achievements of early man. The ﬁgﬁuative meanings, according to Jung,
reflect thgi element of rhythm as the "movement tc; and fro in the mind
(1976a, p. 145)." Mythologically, Prometheus, who stole the fire of il-
lumination for mankind, représente the unconscious (as the "fore-thinker");
,while.his brother, Epimetheus, hus‘ba.nd of Pandora and her fateful "box,"
represents human consclousness (as.the "after-thinker") . All of this fol-

lows upon Jung's psychological interpretation of rhythm which, ds we miéht



expect, refutes the prevaiiing view that "there is né.aifferentiated
achievement which is not a substitute for some form of sexuality,”

Attributing this error, at least in part to the influence of Freud,

Jung explains his own change of mind: ,
14

Only later did I realize that the rhythmic tendency does not
come from the nutritional phase at all, as if it had migrated
from there to the sexual, but that it 1s a pgculiaritx of
emotional processes in general Any kind of excitement, no
matter in what phase of life, displays a tendency to rhythmic
expression, perseveration, repetition. . . . Rhythmic patterns
therefore offer no ground for assufiing that the function they

affect originated. in sexuality (1976a, p. 155; emphases added)

Such statements become all the more relevant to the special in-
stances of synchronicity — as the "act; of creation in time" with
which we are most concerned in art education — when combined wi%h
Jung's definition of affect: ‘ :

- By the term affect I mean a state of feeling characterized
by marked physical innervgyion on the one hand and a pecul-
lar disturbance of the ideational process on the other. I
use emotlon as synonymous with affect. I distinguish . ..
feeligg from affect, in spite of the fact that the dividing
line is fluid, since every feeling, after attaining a certain
strength, releases physical innervations; thus becoming an
affect, . . . I regard affect on the one hand as a psychic
feeling-state and on the other as a physiological innervation- .
state, each of which has a cumulative, reciprocal effect on
‘the other (1976b, pp. 411-12; emphases added).

;f‘we take from the above quotations, the underscore@ statements of Capra
(1982) — that "ordered structures arise from rhythmic pattern,” and of

Jung (1912) — that "the rhythmic tendency . . . is a pecullarity of emo-
tional procesces in generai;" and then apply a%ese to Jung's definition _ .
of affect, we gain a clearer picture of how both meaning and rhythm func-

tion as the integrative factors in a synchronistic event. Jung's defini-

&
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tion is, in fact a description of the process of 1ntegration which), 1n
terms of synchronicity, refers to the making of meaningful connectlions.
It is based on the,concept of psychophysical equivalence (in Gestalt
theory, called "isomo:phisg") and resulﬁs in what Jung speaks of as a
psychobhysicgl.oneness; in other words, the union of dpposites, within
the affective system. %hus, for.a given affect, the "physiological
1nnsrvation-state,"'indicating a percepsion of rhythmic pattern, defines
the ordering fa:tor; while the "psychic feeling-state,"” indicating a
perception of ordered structure, as {mage or idea, defines the meaning
factor. These factors, 1in tsrms of art description, may be idsntified
as kinesthetic feeling (i.e., felt rhythm) and.aesthetic feeling (1i.e.,
felt meaning); the%; integration, called synesthetic, beihg the "unitive,"
| or Jpsychophysical," aesthetic described by Arguelles (1975). In psy-
chology; éhe equivale?t term, attributed to Robert Assagioli, 1s psycho-
sxgthesis: Jung (1912) refers to the process of integration.as sublimi-

nal synthesis, according it the precognitive function which he later

" ascribes tolsynchronicityx i.e., the creative, transcendent function

upon which the growth of the individual. depends. Capra (1982), speaking
of self-transcendence, says: "Living organisms have an inherent potential
for reaching out beyond themselves to create new structures and new pat-
terns of behavior (p. 285)." Self-renewal (as adaptation) and self-

. transcendence (as creative transformation), according to Capra, represent

the complementary dynamic phenomena of self-organization. '

Like Jung, Capra equates the par@icle/wave terminology_of‘atomic

physics — that 1s, the complementary terms of opposites in Bohr!s theory —

&
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with the Yang/Yin terminology of the ancien/t/ Taolst texts: Capra
showing ho; the notion of ggxzég brings t?é modern scifntific view of
reality ever closer t;E%he holistic vieﬁ)ﬁf the early Chinese sages
(198, p. 301ff); Jung, tracing the notion of harmony, as viewed by the
early "peripatetic" philosophers“‘to bha modern physicist's concept of -

correspondence, the term which Bohr}#pparently first used- to describe -

his theory (1973, p. 73n). Here, JGng_notes that "Niels Bohr used
'correspondence' as a mediating td;m between the representation of the
discontinuum (particle) and the/bontinuum (wave)." Applied to synchro-
nicity, this concept may be iqﬁérpreted as the mediating term between
the rgpresentation of the digcontinuum (1.e., felt megning, as the unique
factor, in "psychic orderedness") éﬁd the continuum (i.e., felt rhythm,
as the universal factor, !n "psychic probability"). Jung (1947), in
describing the relationgéip between the concepts of atomic physics and

/ .
his own dynamic view qf the psyche, explains that it 1s the unconscious

effects‘(archetypal)/which have an organizing influence on the contents

t /
of consclousness: /"Investigation of these effects ylelds the singular

‘fact that they préceed from an unconscious, i.e., obgective, reality

vwhich behaves @t the same time as a subjective one — 1in other words,
like a consi}g;sness. Hence the reality underlying thé unconscious
effects . ., . . 1s, at one and the same time, absolute subjectivity and
universa;/éruth (1969, pp. 139-40)." This statement further explains
Jung's;#éferences to "obJjective," or "transcendentai," meaning in his
descri%tions of synchronicity (quoted, in Afpendix AI, 1), It also
po%#%s to the dual aspect of perception, establishing the link between

syﬁchronicity and umconscious {ex&rasensory) perception,
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‘Capra (1982), describing the crucial role of rhythm in our perception
of reality, points out that: "Pictures of separate objects exist only in
our inner world of symbols, concepts, and ldeas. The reality around us is

an ongoing rhythmic dance, and our senses translate some of it into fre-

L d

quency patterns that can be processed by the brain (p. 301)." Relevant to
Jung's statement about Bohr's theory, Capra explains furtbe[;:;e:

The discovery of the dual aspect of matter and of the
fundamental role of probability has demolished the
classical notion of solid objects. At the subatomic
level, the solid material objects of 'classical physics
dissolve into wave-like patterns of probabilities (which)
do not represent probabilities of things, but rather pro-
babilities of interconnectlons. . . . In quantum theory
you never end up with "things;" you always deal with inter-
" connections. This is how modern physics reveals the basic
oneness of the universe (1982, p. 80; emphases added).

e

Much in %hé same way, recent geurophysiongical studies disclosing the dual

aspect of perception have begun to undermine the &lassical notion of how

the brain processes sensory data:

Numerous experiments have indicated that the registration

of ‘data by the sense organs will be different for different

'individuals before perception is experienced. These studies
show that the physiological aspects of perception cannot be

separated from the psychological aspects of interpretation.

Moreover, the new view of perception also blurs the conven-

tional distinctlion between sensory and extrasensory percep-

tion — another vestige of Cartesian thinking — by showing

that all perception is, to some extent, extrasensory (1982,

P~ 295).
In light of all this, it is not surprising that Jung found considerable
support for:the idea of synchronicity in the theoretical formulations of

quantum physicists, such as Niels Bohr; and -statistical evidence of its

phenomenality in the ESP experimenté of parapsychologlists, such as J.B.

Rhine. It will be remembered from earlier description, however, that it
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. was the work of the sinologist, Richard Wilhelm, which-gave real im-
petus to Jung's researches on the matter, Capra (1975) notes that
fiels Bohr was, simila.rly,‘ so impressed by the parallels he discovered
between his own theory and Eastern philosophy, while visiting Chima in
1937, that he selected the T'ai-chi tu — a.nfientsymbol of the comple-
mentary opposites Yin and Yang — as the central motif for his coat-of-
arms, when knighted by the Danish govermment ten years iater (p. 174;

illustrated).

4

Psychogppd.cal oneness, the subliminal synthesls described by

the synchronicity principl’e', depends upon subliminal perception, which

Jung distinguishes as intulition; in contrast with sensation, consclous
percep-tion, which is. its complementary opposite. Hhere the 1ntuit1ve
function i{concerned Jung relies extensively on the Taoist viewpoint, %
as interpreted by Richard Wilhelm (quoted, in Append.ix AI 1).. Here,
the reference is to Lao-tzu»’s description of Tao as "Nothing" because,
as Jung explalins, it does not appear in the world of the senses but is
only its organizer. Wilhelm, Jung continues, describes it as a "border-
. 1ine conception" which is potentially meaningful in that it points- to:
something that corresponds firstly to the visible, 1. e.,
something in the nature of an image; secorﬂly to the audible,
o i.e., something in the nature of words; thirdly to o extension
; in space, i.e., something with a form. But these three things
are not clearly distinguished and definable, they are a non-
spatial and non-temporal unity (in Jung, 1973, p. 71).
Jung (1921) speaks of intuition as the "precursor" of ideas. It is in
this sense that Wilhelm's interpretation of Tao, as "Nothing," rafers to
¢ ’ .
the latent "rationality" in all things. This also, says Jung, 1is what

makes '"meaningful coincidence” possible.

-
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Arnheim (1966) adopts a similar view of "the" unconscious, em-

phasizing that it is "no thing” — as nomimal usage of the term

'commonly implies — b}‘i'b rather an "attribute”" of mental phenomena

(p. 287). The point is essential to‘his.explanation of conscious and
— unconsgio‘vus reasoning in creative work (quoted in Appendix A ITI, 7)
and is, perhaps, the j)gint on which he' comes closest to an acceptance
of the Jungian view. Ironically, in the essay in which he is most
openly critical of Jung, it 1s the T'ai_.-chf tu which Arnheim chooses
‘for analysis; a perceptual analysis intended to refute Jung's theory of .
"the" uchetﬁés, over the issue of —i.nherited. pérceptual matrices (pp.
222—245. What he .accomplishes, expertly, is not a refutation of Jung's
theory, at all, but a clarification of one of the commonest misconcep-

tions-of 1it: 1i.e., the notion of "inborn" ideas., Jung repeatedly

disavows such "arrant assumptions" in the very work to which Arnheim
refers; k"On the Nature of the Psyche," ‘1969, p. 136, e.g.); claiming, as
do the Gestaltists,-only a tend’encx, ét "borderline conception" such as
g Wilhelm deséfibes, above. On the positive side of the issue, there is-
b the\ fact tha.;t Arnheﬁ does apply Bohr's theory of complementarity to
o "oscillatory alternation,” his term for the way e i>erce-1ve the dynamic’
properties of the Yin-Yang d.i'agram and, thereby, its .symbolic meaning:
"The dynamics craalted; by shapes isn what perceptual patterns and symbo-’

-

lized 1life situations have in common (pp. 21#0-41)."'

3 R \ !
The spirit of the Bast which Jung, in 1930, believed was "at our
gates” (1971, p. 59), has now entered the hallowed halls- of some of our

; sclences. Gradually, it reveals to us the wisdg?gf its Way.
a

. N

! : "y et
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4. ° Procesd Analysis g

Once declision was made to apply the Read-Jung typology to the phases
of grbwg,h identified in the micro-gesture drawings,\analys)‘s. based on
this manifold structure, became an ongoing part of the inquiry procedures.
In particular, the observation procedui'es, because of their closeness to.
the drawing process, stimulated thoughts relevant to the analysis of each
phase. Increasingly, I found myself adding comments of this nature to
entries in the Jjournal; sSometimes during a contemplative pause in the draw-
ing but, more often, at the end of a drawing-recording session. In turn,
1t was working with thes analytic structure which finally eme;ged from these
procedures that stimulated reflection on the creative process, in general.
Much of the relevant theory, derived largely from Jung's metapsychq;ogy,
has already (;been presented. The purpose of this section is to show how

Jung's constructive approach to analysis takes us closer to a metatheory of

‘creativity. Discussion will be based, essentially, on a four-point analogy
with certain funda.;nental concepts of modern physics as they relate to the

basic psychological functions of Jung's typology: l.e., feeling, intuition,

sensation, and thought — in that order,

%

Jung's conviction that he was studying nature through art — in his
terms, the "natiire of the psyche" — refers, in' fact, to the nature of the
creative process; its "structure' and "dynamics" as described, primarily,

in Volume 8 (1960) of The Collected Works. The culmination -of *he theory

developed in this volume is "synchronicity," Jung's explanatory principle

for the éreative act which is, as we have seen, from the very outset an

"
;Y
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dact of perception: an "intuitive leap” equivalent, in principle, to the
"quantum leap"” recognized by modern physics. Such phenomena defy ely”
causal explanation and can be described, quant;tatively, only in terms of

energy. Thus, Capra (1975) describes the sudden switch from one "quantum

state" to another in terms of numerical value (p. 82); while Jung (1947), *

on the grounds that an ehotion&lly—chérged psychic ‘state "exhibits a

certain quantitative aspect,” suggests an analogous description in terms
of fbeligg'value (1969, p. 144). Synchronistic phenomena, aécording to
Jung, are clearly dependent on affects:

Every emotional state produces an alteration of consciousness -
« « « that.is to say there is a certain narrowing of conscious-

. ness and a corresponding strengthening .of the unconscious which,
particularly in the case of strong affects, is noticeable even
“to the layman. . . . The conscious then-comes under the influ-
ence of unconscious instinctual impulses and contents. These
are as a rule complexes whose ultimate baslis is the archetype,
.the "instinctual pattern” (1973, p. 30; emphases added).

Jung's argument, heré; is basgd on experimental evidence that the emotional

state of the subject is the “critical" factor in extrasensory perception.

In such cases, he says: "Synchronistic events rest on the simultaneous \} '

occurrence of two different psychic states. One of them is the. normal,

probable state (i.e., the one that is causally explicable), and the other,

the critical expérience, is the one that cannot be derived causally from s

the first (1973, p. 28).7 Since affectivity rests to a large extent on the
instincts, Jung explains, "simultaneity or synchronicity seem to be bound

up with the archetypes (pp. 21, 24)." Consequently, they arerprimarily

: bonnqgted with processes in the unconscious; i.e., with feeling, function-

ing at the unconsclious level of perception we call intuition. Jung defines

intuition as "perception by means of subliminal contents (1973, p. 35)."
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Continying the analogy with nmddern Physics more,sp;clfically, the
"excited statg" yfran atom — 15 ;hich an electron has madedthe quantum - . .
jump into a higher atomic orbit (Capra, 1975, pp. 79-83), may now be )
eqéated with the heig;téned "feeling—tone".of a compiex — whose arch. -
typal gigégg has irrupted into consciousness as the new image or ldea.
Jung establishes the grounds for this analgg; ih the essays, "On Psychiﬁ-
.Energy," and "The Transcendent Function" (cWw 8, 19€0); speaking of.‘the
nucleus, w?ich is the affective center of the compléx, aﬁé/of the fan-
tasies that”move in orbit around it. cThe real basis for the aralogy,
however, is the principle of synchronicity aé,it afplies, for example,
to the "essential interconnectedness of all phenomena" argued by Capr;f7
(1982); in particular, his observation that in the gég physics "patterns
of Eatter and patterns of mind are incréasingly recognized as reflections

of one another (quoted, p. 26, above)." This view which is fundagental

,to classical Chinese thought, Jung interprets as: "t
microcosm of macrocosmic events (quoted, in Jung‘s;%%ﬁ;ipé;on of the

synchronicity principle, Appendix A I, 1)." - A,

The eiistenée of synchronicity, accorging t; Juné (1952), is self-
;vident to the Chinese thinker. Thus, in looking for Q method which
would jield "measurable results" of its éqpurrence as well as further
insight into the psychic factors invéived, Jung turned tgﬂthe I Chin; or

‘Book ,0f Changes, long acknowledged as the "experimental foundation" of

Chinese philosophy and science. '"Basing themselves qp the hypothesis

—

of thq_unity of ‘nature," the sages who devised the intuitive gethpd of

the I Ching some three 'thousand years ago, Jung says, "soyght to explain

A
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L the simulfaneous occurrence of a psychic state with a physical process

as an equivalence of meaning." In order to verify their basic hypo-

tllesis, however:
—— ° .
some limiting condition was needed.in this apparently limitless
experiment, namely a definite form of physical procedure, a
method or-technique which forced nature to answer in even or odd
- numbers., Thes%, as representatives of Yin and Yang, are found
in both the unconscious and nature in the characteristic form

of opposites (1973, p. 36). ‘ .
Progoff (1973) gives a detailed account of how Jung introduced him to

.- "
using the I Ching; even providing tifee Swiss coin;\ for the purpose.
The distinction Progoff_ makes betwWween correlation, as he applies'it to

the oracle*fig\me he drew from the I Ching oq'tha.t occasion, and Jung's

‘

method of amplification, has a].readx been pointed out. We cannot assunme,

~ ’ however, that Jung — “a practised user of the I Ching and fully Jaware of
the subtleties of its operation — turned to other methods for the reason
. v 94 )
that Progoff's distinction would suggest. In his psychiatric practice,
- we km;w, Jung relied on g variety of indirect techniques for bringing
about a spontaneous a.milificat:}on of the archetype; including the I Ching,

0

when it seemed ai:prépriate. What we can assumeé, I think, is that Progoff's
. ¥ ‘ '
introduction to the I Ching was so-considered. Active imagination, the
“ 1l ~

{’ . . ~
%’ indirect, intuitive method that evbolved from Jung's_own experiences with

art, was just as judiciously used.

In one of his descriptions c;f active",ima.gination (reproduced in Ap-

_ pendix A III, 1), Jung 1ists the abstract (archetypal) features of images

- \ diversely expressed in the art of his patients, allowing that these basic,

(Y

univa;sal forms are to some extent conscious. But, "as formative pr:!.xi—

/
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ciples they are unconscious, and by the same token their psychological

o

meaning is not conscious eithﬁgy" Explaining that his own most funda-

. " ( ! .
mental ldeas were_derived from such experlences, he again emphasizes:

"First I made the observatlions, and only then did I hammer out my

And so it is with the hand that guldes the crayon or brush, the
foot that exscutes the dance-step, with the eye and the ear, with
the 'word and the thought: a dark impulse is the ultimate arbiter
» of the pattern, an unconscious a priori precipitates itself into
" plastic form . . . .- Over the whole procedure there seems to reign
. a dim foreknowledge not only of the pattern but of 1its meaning.
~.Image and meaning are identical; 'and as the first takes shape, so
the latter becomes clear (1969, p. 114).

a

Piogpff's distinction highlights the real issue, after all, for it

" 1s not the method but the attitude of the subject which is, again, the

critical factor. And it is the latter that glves us valld reason for

~ . L]
equating Jung's technique of active imag{nation with the iptuitive method

of @he I Ching. If the hand that guides the brush, or tosses the coins,

is “moved" by an attitude of’intuitive expectatiqn, the organi irng ability

™

. of the affected archetype is called into play., In that sense, the imarge

' spontaneously produced -in the mind of the painter, or yhe image spon-

taneously produced in the mind of the oracle-seeker, may, at any given

moment in the process, represent a meaningful equivalent of tne emotional

state of the subject. 1In this same way, according to Jung, the high

. scores of participants in the ESP experiments are a '"product of pure ima-

&
gination, of ‘'chance' ideas which'reveal the structure of that which pro-
duces them, namely the unconscious (1973, p. 20)." Ferguson (1980), as
earlier mentioned, includes various forms of artistic creation in a long

1ist of alternative therapies to which "active imagination,” as a generic

) ‘ R
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term, equally applies. It is, therefore, primarily in principle that
the intuitive methods recognized*ind practised by Jung rec?mmend them-

selves to teachers of all discip%ines; i.e., “universal. creative

principle he called synchronicity.

Jung (1921) “says of intuitién that it "stands in a compensatofy
relationship £§ sensation and, like it, is the matrix out of which
thinking and feeling'develop as éational functions (1976b, p. 454).;

On the other hand: "The kind of |thinking or feeling that is directed 3 ’
to the percepéion of accidentals, and is therefore irrational, is eithér

intuitive or sensational. Both intuition and sensation are functions

that find fulfilment in the absolute perception of the flux of events.
£1 .
Hence, by their very nature, they gill react to every possible occur-

rence and be attuned to the absolutely contingent (p. 455)." Jung (1952),

-AT‘.

speaking of synchronicity, idéntifies the ggéthype as the contingent,

»

granting it“the "functional significance of a world~co§st1tuting factor

(quoted, in Appendix A I, 1).""This statement is supported by Jung's

concepts of absolute knowledge and transcendental meaning, described in

the same reference. According to Jung, "the 'absolute knowledge' which
is ch&racterist}c of synchronistic phenomena, a knowledge not mediated
by the . sense organs, supports the hypothesis of a self-subsistent meaning

(1973, p. 90)." Such argument establishes the way in which synchronicity

operﬁtes within the complex,vtranscendent function described by Jung (in
Appendix A IV, 8). So far, only feebing and intuition, as part of this
creative, complex function,’have been emphasized within the context of

our analogy with modern physics.
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Feeling, as discussed to this point, functions irrationally‘along
with intuition, 15 the manner just described‘by'ang. Together, we may
" say, they glve us the "wave plcture" of unconsclous processes involved
in the making of meaniﬁgful connect109§. Because of Jung's emphasis
oﬂ the role of emotional affectivity at the unconscious, intuitive leve.

of perception, I prefer to distinguish this synchronistic phase of the

creative process by the term affective abstraction. Jung's ription
of a "dim foreknowledge" of pattern and meaning (p. 103, above), as well

as Wilhelm's description of a "borderline conception” (p. 98, above),
define the unconsclous, synchronistic phase of the p;;ceptual act to
which the term refers. As to the conscious phase of the process, based
on Arnheim's description of ?Perceptual Abstraction in Art"” (1966), I

reserve the term perceptual abstraction for the complementary, Gestalt

phase of the perceptual act.when, as Jung puts it, "the synchronistic
' marginal phenomena,disappear, time and space resume £heir accustomed
‘ sWway, and consclousness is once more isolated i% its subjectivity (1969,
p. 141)." 1In this case, feeling functions irrationally along with sen-
sation to give us the "particle picture" describgd by modern physics.
Interpretations of the particle (discontinuum), as felt meaning, and
of the wave (continuum), as felt rhythm, were explained in the previous
section. What we often call felt thought, Jung speaks of as the "ori-
k\‘gﬁ.mi.l, affec£1ve thought," or the "archetypal 1idea." He explains how
such thought comes into the picture, in this way: - |
' Feeling is impure and, because undifferentiated, stiil fused with
the unconscious. Hence, the individual is unable to unite the con-

taminated feeling with the idea. At this juncture the primordial
image appears in the inner field of vision as a symbol, and, by
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virtue of its concrete nature, embraces the undifferentiated,
concretized feeling, but also, by virtue of its intrinsic
significance, embraces the idea, of which it 1s indeed the
matrix, and so unites the two. In this way the primordial
image acts as a medlator, once agaln proving its redeeming
power (1976b, p. b46). \

Juﬁé. in this example of the ideation process, is actually describ-

ing the operation of synchronicity in the transcendent function: 1i.e.,

the unconscious perception of an equivalence of pattern and meaning

which, by transcending the typical attltude, symbolically, leads to a

transformation of consclousness. Not as an act of "pure" intuition,

because feeling and thinking. are also functioning irrationally in the
Q&( .

process, but as an act of "pure" imagination. Jung explains, relevant .

to this example, that he uses the term idea to express the meaning of

"~ the primordial image; not as something secondary, which has been derived

through rational elaboration, but as something primary, a "glven possi-
bility of thought-combinations in general (1976b, p. 437)." It is im-
portant to note here that, by Jung's definition, abstraction — 1like
imagination — is an activity that pertains to all four functions.' Tt
also calls upon the two basic attitudes in the way earlier described:
i.e., beginning as a process of introversion (abstraction) and, if com-
pleted, ending as a process of extraversion (empathy). Accordingly,

Jung identifies.abstract intuition with the symbolic (as opposed to the
purely fantastic); abstract sensation, with the aesthetic (as opposed to
the purely sensuoué). On the other hand, since abstract feeling, as a
r#tional act of judgment, generally reflects the_“intellectual,'aésthetic,
and moral"” aspirations of mankind, Jung places it on the same "high' level

as abstract thought (1976b, p. #10). It is the original affective thought
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nevertheless, when symbolically united with its countérfunction.
aesthetic feeling, in the way that Jung describes, which makes under-

standing, and the further development of rational thought, possible.

Sb, it is in the dynamics of Jgng's typology, not fn its structure
alone, that we find sound argument for art as the basis of education:
i.e., for Plato's and Schiller's "aesthetic" education, as endorsed by
Jung and Read (in Appendix A II, 1); for Read's "education through art,”
as endorsed by Maslow (also, in A II, 1); and for Maslow's‘"transpersonal"
gducation, as endorsed by Ferguson (in A IV, 3). We must ackﬂowledge,
t;o, that the concept of aesthetic education, which ha; been around al;
most as long as- the I—Ching, is based on the same universal principle |
and cails for the same attitude of intultive expectation; the design and
implementation of the method, as Jung himself teaches, being the ultimate
respoﬂsibility of the individual educator. Aesthetic education, we are /

beginning to see, for teacﬁeg_and learner alike, depends upon the trans~

cendent function.

We are also beglnning to see why Jung defines the “transcendent
function” as a "complex” function: it is complex in that it is "made

up of other functions;" transcendent, in that it "facllitates a transi-

tion from one attitude to another (quoted, in Appendix A IV, 8)." 1In
tq? analytic structure of Figure 4, a Tgmericgl device showing three
psychological mnct;ons in a different combination for each ..'ase of
the drawing process, attempts to reveal\something of the d&namics in-
volved. As .it stands, of course, this structure is no more than a crude

schematic of the creatlve process which Jung describes. I am dependent

(

S —
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on descriftion in this part of}the text, as well as on the relevant
material of Appendix A, to sh&w its basic significance. Where the
micro-gesture drawings fit into this scheme, I rely particulany on
the description given in Section 2. The words "micro" and "macro"
)

are about the only reminder that the analytic structure of Figure 4
actually developed éqt of the examination of my own drawing process.
I mention this fact to bring the personal, experiential nature of the
self-inquiry proéess once more to the forefront. In terms of our on-

going analogyﬂwifh modern physics, this equates with the affective

state of the observer; the subjective factor which, according to Jung,/

"modifies or even eliminates the principles underlylng the physicigfcs
picture of the world (1973, p. 108)." Psychglogy appears to haye/a

_ certaln advantage over physics, in this regard, for 1t can "suﬁﬁlement
the purely subjective psychology of consciousness by postulating the
existence of an unconsclous that possesses a large measuré of objective

reality (W. Pauli, in Jung, 1969, p. 140n)."

Up to now emphasis has been on the wave plcture; on feeling and
intultion as they'functioﬁ in our unconsclous perception of the flux
of events until that moment, when %he meaningful connection has been
made, and the particle picture takes hold. Nicro-gesture draging, to
the extent that it promotes the kind of "unconscious scanning" dis-
tinguished by Ehrenzweig (1967), relates to the indirect, intultive
methods Jung believed evocative of the synchronistic‘phenomenoh. In

theory, then, each micro-gesture has the potential of becoming a syn-

°
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chronistic event; an affective abstraction, as I have called it. And
this is precii’iy where the personal, or subjective, element may enter
the picture as a pegative factor. If the affect weakens-at any point

in the process, the micro-gestures lose thelr dynamic quality, falling
back on subliminai contents that are limited té pPrevious experlence;
i.e., on typical, rather than on archetypical, patterns of thought.
Usually, a contemplative pause, scanning the overall development of

the work, is enough to overcome such' lapses ;nd allow the drawing to
continue, revitalized. Jung, néting a similar falling off of attitude
ameng participants in the ESP experiments, comments: "But, if for some
inner or outer reason, there is a freshening of interest on the subject’'s
part, the score rises again. . . . énthusiasm,‘boéitive expectation,
hope, belief in ESP (synchronicity) seem ?o be the real conditions which
determine . . + results." As an example of unexpectedly poor results,
Jﬁhg refers to the case\of a well-known medium who, in the experimental
setting, was "unable\t?.;ummon up any feeling for the 'soulless' test-
car&§ (1973, p. 18)." 1In a very similar way, it seems, the 'mechanical'
nature of the imquiry-procedures — of which ; was at first overly con-
scious — interferea with the intuitive attitude essential to the micro-
gesture drawing process. As Jung points out, hgwever, an attitude which
is oriented toward consclousness "plays a disturbing role gghy when the
one-sidedness is excessive (1976b, p. 416)." Fortunately, this disturb-
ing feature of the inquiry procedures was eventually overcome, in the
manner already described. The mechanics, once mééﬁered, no longer in-

truded significantly upon the drawing process.
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The two basYc attitudes, introversion and extraversion, which,

>

for purposes of this inmquiry I have identifled as active imagination

and active contemplation, are thus entirely dependent on the strength

of thé affect. Thelr alternation, it has been emphasized, 1s equally
vital to the growtﬁ of a work of art or to the growth of an individual.
And it is the autonomous‘creative complex, in which the opposites of
attitude and function are symbolically uni£ed, that elevates Art to the
visionary, transformative level distinguished by Jung (1966; e.g., in
Appendix A IT, 6): The "transformative vision,"” in art, is a theme cen~
tral to the work of Arguelles (1975; e.g., in Appendix A IV, 1); while
the "creativ;\transfﬁrmation," of the:artistic personaiity, is central
to much of the work of Neumann (}959; e.g., also in Appendix A IV, 1).

A fu:fher contribution fo the theory of analytical psychoiogy, for which

bl

Neumann 1s recognized, is his concept of centroversion; the term by which

.he describes the transformative effect, on conscilousness, when a subliminal
synthesis of introversion and extraversion has occurred. It is Neumann's ~
view, moreover, that tke partial transformations, which in fact we most
often .experlience, are important for their cumulat;ve effect; that is to
"say, they become part of a creative complgx which will, given the proper
affect, lead to a_'decisive transformation of consciousness (1959, pp.

H
150-51)." This, I believe, is how the micro-gestures work, for me, in

the drawing process: their effect is also cumulative.

Singly, the microdynamic marks of the drawing are momentarily arti-
cu;até, and meaningful, as they are made; in sum, however, they are mean-

ingful only to the work as a whole,'rapidly constellating themselves iﬁtd

[
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, pa.’ct..e;:;ls that are increasingly macrodynamic in their effect. Yet,

‘ because of the organic nature ’of theilr micro-gestural deﬂre_lgpment, it

is quite possible to think of each one of the drawings as a serial in
its own right. And when the work is going well, one drawing follows
naturally upon the other, expanding into the larger inquiry serial
described in Section 2. The analytic structure of Figure 4 1is designed ,
to show f.he serial nature of each ‘drawing, horizontally, by phases; and
the sequence of drawings which comprise the inquiry serial, vertically,
by general category. The four basic functions, .with their auxillaries,
are shown along the horizontal alignment of the structure; the two basic
attitudes, along both the horizonta.l and the vertical. This cross-

connecting méchanism gives some indication of how Jung's constructive

approach to analysis differs, markedly, from the reductive approach

taken by Read (1943) in his classification of artistic types.
}

“Relevant to the micro-, macro-, elements of the drawing process,
as shown in Figure 4, it will be noted that sensation is the principal
function where attention is on the micro-gestures; with 1ntuition and
thought as the auxiliary functions. Thought, in this case, alternates
between intuitive and sensational thinking; thus, calling upon feeling
in the way described by Jung (p. 106, above). It is oriented toward
organization, guided by inspiratic:n and conte'mpla;,ion. When attention
shifts to the macro—elem?ants, however, feeling becomes t:he principal
function, with intuition and sensation operating as the auxiliaries.
It is this intensified feeling for the found object (inner\qr quter),

which generates affective thought in all phases of the drawiné process,

\
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3

freshenir.xg interest and sustaining meaning througr‘xout the development
of each drawing. All of which, according™o Jung {1921), must be
iqitiated through active fantasy: a proﬂduct of intuition and a pro-
cess of abstraction. Referriné &gain to Jung's‘definition of abstract

]
I

. feeling (p. 107, above) we may say, very generally, that the "micro- /

I;ha.ses" of the drawing process are assthetically oriented — indirectly,

through iggling and intuition, toward the pattern o:i‘ the fantasy-product;

while the\'macro-phases" are intellectua.llgr oriented — also indirectly,
through sensation and thouéht, toward its symbolic nieanigg. In terms
of our analogy, thls assoclates the microdynamics of the pattern with

the "wave pictu:r;' described by modern physics, and the macrodynamics of

,» . its meaning, with the "particle picture;" giving us what Capra calls

"two complementary descriptions of the same reality (1982, p. 79)."

e

Turning, theh, to the particle theory of modern physics,, which I

“

)

have already identified with Arnheim's theory of perceptual abstraction

in art, it seems only loglcal to continue;#l).he analogy based on points
of similarity between the physicist's a.m{ the artist's pictures of
reality: the physical macrocosm and the psycholoéica.l microcosm. While
attention. is now directed toward sensation (conscious perception), it is
with the understanding that the other functions are also involved; 1.e.,
feeling or thinking, along with intuition. For example, I describe the
"superrealism" of the new;’micro-gesture drawings in terms of intensified
feeling for the found object; an ':excited state,” that is, in which it
may be said, I am suddenly "struck" by an equivalence of pat£ern and

meaning. Capra (1975), on the other hand, describes the "supernicro-*

b %
-



Y = ‘ 114

scopes" which enable the physicist to observe particle reaction-
L;‘;a.;:terns, i;r;i_;?;erms ok increased velocity; patterns, that is, which
are suddenly—*avnd very briefly, "struck" under experimental condi-
tilons. He is referring to high-energy acg\glerators, up to four miles
long, ir; which particles tra.vélling at close to the speed of 'light are —
phbtographed, in collision, despite the fact [that they exist under such
condftions for "muc:h less than a millienth of a second." Observation
<is"!possible,~ Capra explainsegonly bécause the particles, collidinug in
speclally-designed "bubble chambers,” leave tracks which c;an be plﬁcto-
graphed in much the‘ same way that a jet plane leaves yisible trails in
the sky (p. 90). Several of Capra's illustrations of these recorded
patterns are reminiscent of some of Klee's more whimsical line—drawings
(e.g., p. 91). Another illustrating "a shower of about 100 particles
produced by a cosmic ray whic;h found its way into a bubble chamber,” fls
‘rema.rka.b'ly like some of the drawings in Leonardo's "deluge" series (e.g.,
p.‘261). Nor, is the aesthetic quality of the particle tracks missed

by Capra. The curves and spirals of the linear patterns théy create

are, in his word for then, "beautiful" (p. 90).

— ¢

Capra (1975) uses another common analogy in his explanation of -
‘how matter acquires 1its characteristic solid appearance: "The coni"ine-
ment of electrons in an atom re;ults in enormous velocities of up to
600 miles per second: These high velocities make the atom appear as a
rigid sppere, Just as a fast rotating propeller appears as a disc (?
80)." Jung takes his quantitative analysis ‘of feeili_r_zg almost to this

=
point when he suggests that "mass and velocity would 'be adequate con-

»

. .
\
- ' \
.
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JE
cepts for charamteriziné’the psyche so far as it has any o \bserable

F

aspects in space (1969, p. 144)." 1In Capra's description, howeveri
there 1s the further suggastion that movéﬁent within the mind's eye
must reach speeds sufficient to concretize jthe 1nner'imagé. Studies
in perception, reviewed in Appendix A IIIsz)y\give some indication
of the actua}'speeds inyolved. Registgation of an image, at thg sub-
liminal level, has been shown to occur within a mere fracti;n of a
second. Even at the conscious level, reéistratiqn is brief and un-
stable: with "prolonged inspection,; for exahple, a restructur%ng of
the "good" Gestalt will occur within seconds. Arnheim (1966) estab-
lishes the connection between the phenome:;;/gg‘prolonged inspection

and his own concept of "active contemplati6n" (e.g., in Appendix A III,

6 ard 7). The connection with Jung's cdncept of "active imagination"

" 1s clear in his definitions of the perceptual fuﬁctions, sensation and

intuition (CW 6, 1971). Specifically related to artistic vision, it

depends on the compensatory role of intuition (subliminal perception)

in our conscious perception of reality. 1In terms of the creative com-
Plex, however, the ‘connection depends primarily on argument taken from

various parts of The Structure and Dynamics of the Psyche (cw 8, 1960).

4

As with infuition. Jung (1921) recognizes the primordial image as

the "precursor" of the idea; the original idea, or inspiration, that is,

e

for créative work.in any field. While-we may‘look‘to a modern physicist,
such as Cgpra, for analogles yhich enhance our understanding of the
"structure and dynamics of the psyche-" for its "observable aspects in

space," we find concrete evidence in the work of a modern artist like

»

N =y
L Y
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a

.Henry Mooré ’ ﬂwhose sculpture consiste.ni_;ly bears the 1mpr1nt~ of a .
primordial vision. :-Moore's c'omn;ents on his work (reproduced in

Ghiselin, 1952) are, once more, especially releva}t. Reflecting "

ung's view of the a%chetypes, for example, Moore: remarkss "There

are universal shapes to which everybody i1s subconsciously conditioned

and to which they can respond if their'cgnsc'ious control does not

shut them off (p. 75)." Reflecting my particular ixiie'r’est in micro-

" gesture drawing, Moore empmsize’s, the gmotiorial meaning of the very
. ° o
° large and”’ the very small for the artist, explaining that "the average
\ - ?

o

in-between size does not\diséomnect an idea enough from pfosaic_ every-

o

) day life (p. 76)." Moore, we know, often found inspiration for his

nonumental sculptures in the smallest of objects: a pebble, a shell, ’

~

or a bit of bone. :'And, .‘313 quick to point out, the feeling of monu-
e

. L, v . .
mehtal grandeur engendered¥by a work depends, not so much on its phy-

/

)/

si size, as on the size of the vision behind it (p. 75).

4

2 Moore's comments ‘bring:the matter of‘ scale into the particle .pic-
ture, as an emotional factor which can posi_tively affect the artist's

attitude toward his wotk. This noy gives us.four factors of meaning

I

L4

; " to be considered in our analysis of the drawing process. Based on the °
‘ analytic structure of Figure _Q, these may be showr:l‘operative in each
) work, as followsi{' o
Drawing Phases Meaning Factors (Variables) Principal Furctions
) A Inspiration 'Image Primordial (Macro) Feeling (Aesthetic)q:
’ ’[‘Organization:l 3 Scale Imaginary (Micro) [In’cuitibn (Symbolic)
° ,En'evelof:ment ”  Marks Gestural  (Micro) .l-Sensation .(Aesthetic)
) Contemplation Idea  Visionary (Macro) Thought - (Symbolic)

“ * ,ﬁ"‘J
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~B. [:the "reversal,"” outlined in Figure 4, and described in Section 2t]

A

Brackets, in this scheme, indicate some of the complementary pairs
of opposites whose synthesis,-at’fhe subliminal lével, is essential to
the C{gggive‘process. The aesthetic and the symbolic, as pattern ;nd
/é;bing, are GES%c components of the transcendent ' function, which is to’

'Ee the final poinQ‘o{ discussion in our analogy with modern physics.

- In this case, attenti@p will be focused on thought, with operation of

‘7the awdiliary functidés again understood; and on number, which is de;,

. fined by Jung asgéhe "archetype of order" (in Appendix A I, 4). The
number "j," abov;Ex}n fact represents the transcendent funbtion; i.e.,
the briqging together of opposites for the production of a third, trans-
formative function; a synthesi; that opens the way’to new p;tterns of
thouéht. At this point, according to Jung, consciousn;ss must take

over the lead; a consciousness which, he points out, "is not only it-

self a transformation of the original instinctual image, but also its
» .

transformer (quoted, in Appendix A III, 1)." The instinctual patterns
of order are, for the most part, triads or tetrads whose mathematical

structures, Jung insists, provide "irrefutable" evidence that "the un-

I conscious uses number as an ordering factor (1973, p. 41)." Jung ~

gt

equates the transcendent function, which in mathematics is based on:.

“

""real" and "imaginary" numbers, with his own psychological concept of

>
it, based on "consclous"” and "unconscious" processes.
@ ° 2 R vN
/ o

- Capra (1982), in developing his argument for the systems view of

llfe. glves order as 1mportant a role as rhythm in our perception of

a

realityz “The ability to reiygni?; order seems to be an essential
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aspect of the rational mind; every pgfception of a pattern is, in a
sense, a perception of order (p. 95)." He.goes on to explain how ige
language of topology, a }orm of mathéméticai description only recently-
applied to particle physics, is 50195 successfully used to classily |
tpe patterns of "ordered interconnectedness” obsef;ed in particle re-

action processes. Topology, Capra's description leads us to conciude,

is as widely applicable, in research, as gereral systems theory. Be-

<

t

cause it is more concerned with connection than with &ﬁantification.
topology has already fbund‘application 1X such diverse flelds as sym-
bolic loglc, the social sciences, and psychology. "Topological psy-
chology," notably in the work of Kurt Lewin, has been around since the
1930s, for example. Jung's descriptiog of number, in relation to syn-
chronicity, leaves 1little doudbt that he saw, in mathematics, a p;omis-
1ng’fiéf§ of investigaiion for his own psychology. Cayr; (1982) has
alread} crédited Jung with a "systems view of mind." i£~1s>just pos- i
sible that some mathematical thinker hay yet, onehday. recognize in

Jung's psychology of number a topologlical déscription og mind. Jung,
however, did not venture nuch beyond the natural numbers, of which he
says: "The sequence of natural numbers turns out to be mofé than a mere
stiinging together of identical units: it contain; the whole of mathe-
matics and everything yet to be discovered in this field (1973, p. 40)."
The natural Aumbers, when applied to Jung's c&gﬁepa of the transcendent
function, we Fhall see, take us no? into the ‘abstract mathemifical for-
mulations of modern -physics but back into the so-call;ﬁ *magic numbers"
of ancient alchemy”

o

¥
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Burnham (19?3) makes a substantial movévin this direction when,
he substitutes the alchemical agents for the mathematical equations
on which he bases his structural analysis of art. Burnham's "tépo—
logical” approach to analysis is described in Appendix A I (4) and is
shown, adapted to the Read-Jung typology, in A IT (4) and (5). While
his "alchemical equations" are the basis of the thrée-term "functional
equations," u:ed in Figure 4, Burnham's quaternary structure shows the
coming together of obposites, not as the ig;;g function mentioned
above, but as the fifth. This fifth function, or equation, 1is repre-
sented mathematically, by gg;é{ §1chemically, by aether, or the "quin-
tessence.” It appears as‘the center of Burnham's diagrams (D2 and D4);

t

~or, at the end of the linear sequencés used to describe them. This,

it will be noted, characterigfs thé form in which most of the outlin;;'
and diagrams of‘Appendix A are presented: a synthesis, or transforma-
tigh,‘is shqwg as the fifth term. The ::;tering process which Jung
discovered through his work with the mandala structure may, neverthe-
less, be described as the thixd, the fifth, the seventh, and so on.

The main criterion, judging by Jung;s use of tﬂese'énumeratives. 15

the number of factors under consideration. Leiﬁniz, as McLuhan tells
us (in Appendix A;“B), "saW in the mystic elegance of the binary system
of Zero, and 1 the image of Creation." Jung (1952) discusses certain
parallels bétween the vie#s of LeibniZ'(who was also influenced by
Chinese thgught) and hls concept of synchronicity, but he relies on an
alchemical a#iom to e;plain\the numerical.fignificance of the mandala;

the éuaternaxy system in which he saw the image of self-creation. The

axiom, which reads simply, "Out of the Third comes the One as the Fourth,"
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is quoted in Jung's description of number (Appendix AI, 4). I shall.
rely on corollaries of this axiom to explain the numerical significance

of the creative complex déscribed by Jung (in Appendix A IV, 8).

In alchemy, it seems, there is always'this idea of the "ene more;"
a concept of change that is eiearlj reflected in Jeng's description of
the psyche which, "as a living phenomenon," ﬁe says, "1s always indis-
solubly bouﬁd up with the continuity of the vital process, so that it '
is not only something evolved but also continually‘evolvfng.and creative

(1976b, p. 431)." 1In the Chinese Book of Changes or the I hing, this

continuity is represented, as Yang, by assigning an odd- numbered 3elue
of three to coins that come up as talls; heads, assigned an even-numbered
value of two, represents Yin, the formative, synchronistic phase of the
process.‘ As- Jung points out, mantic procedures such as the hing show
that "the method best adapted tq the nature of chance is the numerical
'eethod." Such methods reveal, moreover, that both number and sypchro—
nicity "possess numinosity and mystery as their common characteristies."
The natural numbers, which have been used from earliest times to formu-
late numinous experiences, Jung observes, "have never been entirely
robbed of their numinous aura;" thus, all the numbers from 1 to 9 remain ‘
"sacred” (1973, p. 40). To these, Jung adds a series ef seven "signifi-
cant numbers" (from 10 to 40), which is comparable to the series of .seven
c numbers" (from 2 to 126) used to describe the consiituents of ‘an
a:Ziic?nucleus. Discovery of the latter, we note, earned its author a
Nobel Prize (in Jung, 1964, p. 307n). The fact that the number 28 appears
in both series is especially significant to my analysis, as I shall soon

explain, -
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Applying the concept of even and odd numbers, used in the I Chin
to the alchemical axiom, quoted above, allows us to extend the axiom
over the numbers one to nine, as follows:

Even Numbers (Yin) 0dd_Numbers (Yang) Interpretations (Alchemical)

Out of the Two
comes the One «es a5 the Third + the tertium comparationis

Out of the Four
comes ‘the Ons ... as the Fifth : the quinta essentia (aether)

%

-

Out of the Six . _
comes the One .es &3 the Seventh : the septenarlius maglcus occultas

Out of the Eight .
comes the One .+« &5 the Ninth + the novenarius magicus occultas

In éenergl, Jung uses the Latin phrase tertium comparationis to identify

- the common factor, or mediating term, between ‘two oppositess The p}g‘aje

occurs, for the most part, in hls descriptions of synchronicity, where he

refers specifically to meaning as the tertium ¢ ompa_._rationis (as quoted,
for emmple, in Appendix A I, 1). In mathematics, equivalent terms would

again be thé "common factor;" or, the "lowest common denominator." The

’
-

quinta essentia, or the "quintessence," is described in relation to

[

unconscious perception and the concept of absolute knowledge, in Synchro-

nicity (1973, pp. 77-8). The septenarius magicus occultas, or the "hidden

magic number, seven," is described in Aion (1979, p. 240) and is illus- =

trated, with material from this .source, in athe diagrams of Appendix A IV,~

~t

(?). It represents the seventh, transcendent factor of the creative

complex which is described by Jung in Appendix A IV (8). The "hidden ma-
G§D gic number, nine,"” is my own invention, included hexe prima.rily because

of 1ts relevance to the I Ching.
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Among the most significant numbers associated with the I Ching
o
are: sik, for three heads, and nine, for three tails, — each of which
represents a fall of the coins highly favorable to transformation; six r

tosses of the three coins are required to make up the six lines of a

hexagram, which is composed of two trigrams; seven 1s a factor of 49,

the number of yarrow stalks whose fall may be used instead of the six
falls of the coins; eight is a fac£or of 64, the total possible number
of Yin-Yang combinations on which the hexagrams of the I Ching are based.
The number of positions represented on the Hopi Sundancé Wheel is also '
64, as shown in Diagr%p 13, of Appendix A IV (7). Diagram 12, on the
same page, indicates how the 28 bhases, in Yeats' vision of th; GCreat
Wheel, derive. Deséription, and additional diagrahs, of both models

are given in Appendix A IV (6). It will ﬁg noted, relevant to these
particular models, that seven is a factor of 28, the number of phases

in Yeats' cosmological scheme; and that the Hopi cosmology is based on

a concept of seven worlds, the present era being only the fourth.

The number 28, as mentioned, is particularly significant to my own
analytic scheme, in that it represents the'product of the "hidden magilc
number, seven," multiplied by the four phases of the drawing process.

’;he 28 phases obtained by this calcuiation, however, are only numerical-
ly comparable to those of Yeats' scheme. Diagrammatically, the structure
developed for analysis of the micro-gesture drawings is more closely re-
lated to the Hopl model: with its four microwheels, representing the

four phases of the drawing process; and its greaf seven-world macrowheel,

representing the creative complex of each {rawing. The number 64, of

]
-
3
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;
both the Hopl and the I Ching structures, thus becomes as significant
as the number 28, relevant to my analysis. A comparison of the num-

bers 28 and 64, based on the "hidden magic number, nine," and the “one

o

more" of the alchemical axiom, ylelds some rather interesting results:

9 x3 =27 27 +1 =28 (cf) 9x7 =263 63 + 1 =64
as the bth .... 4 x 7= 28 as the 8th .... B8 x 8= 64
Out of_the Four .... the Fifth Out of the Eight .... the Ninth

~

The irchetfpal patterns of order — the tetrads and triads dis-
tinguishgd by Jung — are each regresented in the "maglc number" seven
(4 + 3 =7). Four, as the common factor of 28 and 64, represents the
tetradic structure of the Yeats and Hopi models, which equate with my
own in the w;; described. The "one more" of the alchemical axiom is ° .
particularly signiffpant, however, in establishing & numerical relation-
ship with the I Cﬁigg, to which Jung ascribes a triadic structure. - fhe
three, in this case simply a factor of the numbe;-six, represents the
three lines of each trigram, on.which the hexagrams of the I Ching are
"built. 1In the above calculations, three, as a common “factor of 27 and
63, must be based on the "magic number" nine and must include the "one
more," as shown, to reveal ‘the triads common to eachlygdel. One of the
more\significant‘features of these simple calculatlions is the fact that
the "magic number"‘gg!gg appears as the multiplier (9 x 7) in the equa-
tion relevant to both the Hopi and the I Ching models; despite their
basic differen;;L in structure. A summary of variogs other calculations,.

based on the "magic circles" and the "maglc numbers," 1s given in Appen-

dix A IV (9). with that, I shall let the numbers speak for themselves
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in the same "magical™ way that the process-photos of the micro-gesture
drawings are intended to do, in Appendix B. Both, in that sense, reveal

» . '

something of my fantasies — gestural and. numerical. /

Jung speaks of the creative complex in discussing the psychology

of the artist (CW 15, 1966), but he details the seven criteria of its

structure only in describing the transcendent function (CW 8, 1960).
The dynamics of its operation are more thoroughly q&p}ained, however,

in his definitions of the terms that relate to his typology (CW 6, 1971;

J}chap. 11); the latter being the source of excerpts reproduced in Appen-

dlx A IV (8). The transcendent function is itself the seventh creative
-

factor; no# identified by the "hidden magic numbsfljseven." It,is

‘gpmplex in that it unites the four basic psychoclogical functions: 1i.e.,

thg irrational perceptual functions, intuition and sensation; and the
rational reflective fUncﬁions, feeling and thought. As Jung explains
(in Appen¢ix A IIT, 1.3), this 1s accomplished indirectly through Phe
auxiliary functions; not by apiealing directly to the most reprggssed

. ERY
function. In other words, the union of the principal (typical) function

" with its opposite can only bé achieved, subliminally and symbolically,

through imagination. The comple; function is transcendent in that it

‘ unites the two basic psychological attltudes, introversion and extra-

version, to produce the synthesis called "centroverion"™ by Neumann

(1959). This, as I intgrpret the process, is aécomplfsﬁed‘through the
operation of synchronicity at the subliminal lavel of pgrceétion. De-
scription of the trans;endent function, in alchemical terms, therefore

reads: "Out of the Six comes the One as the Seventh.”
’ -
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Synthesis of the Six — the four functlons and the two attitudes —
is ai&qd-by the fact that the functions themselves alternate between the
introverted and the extraverted attitudeg. Jung (1921) identifies the"
artistic personality primarily with introverted intuitfon and introverted
sensation. It will be|noted in the analytic structure of Figure 4, how-
ever, that — while @ two perceptual functions, intuition and sensation,
are shown operative in each phase of the drawing process — they are not
always a principal function; nor, do they remain "introvefted." Ideally,
"1t is thé rhythmic alternation of the two attitudes, here identified as
vactive imagination" and "active contemplatilon,” that accounts‘fbr the
dynamic interplay of all four functions during the process of artistic
creation. Consequently, each function can be giJen only a representative
role as either a principal, or an auxiliary, function in any one phase.
Opération of the fourth, opposing functiop (not shown in the various
three-function equations of Figure 4) is best explained by Jung: his
description of'the symbolic. union of feeling aqd thought, “for exampls,
(quoted, pp. 106-07, above). Figure 4 is presented immediately follow-

ing this description.

I have referred to’the analytic structure of Figure 4 many times in
this part of the thesis but have delayed its presentation, because of its
admitted shortcomings, until explanation of the concepts on which it is

based had been completed. Jung's constructive approach to analysis, bare-

ly discernible in this structure, requires some further comment, howsver.
Actually, it is reflected in the many aépects of his work which have been

. “I N
used in support of this thesis: in particular, his theory of meaning, as

.
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it applies to the creative principle he called synchrohicity; énd ta the

creative #pocess he called individuation. In defining his constructive
method, for example) Jung uses three key wordls that relate directly to'i .
the thesis title: described as synthetic, the constructive method is
i]flplied,in the general concept of "meaning in the making of a.rtt;." de-

Y
[/

scribed as individualistic, it.is implied in the concept of the "sel%-

inquiry" process; and descRbed as prospective, it is ixﬁplied in the
conc#dt of the ongoing "artistic serial,” as a complex of potentially
symbolic meanings. The significance of this mithod, as 1t applies to
the present imguiry, is even more clearly evident in the‘concluding
st;tements of Jung'’s definition:

The constructive method can also be directly applied by the
subject to his own material, in which case it is an intuitive
method, employed to elucldate tQe general meaning of an un-
consclous product. This elucidation is the result of an
assoclative (as distinct from actively apperceptive) addition .
of further material, which so enxriches the symbolic product
(e.g., a dream) that it eventually attains a degree of clarity
sufficient for conscious comprehension. It becomes interwoven
with more general assoclations and is thereby assimilated
(1976b, pp. 423-24; cf., the constructive role of the "living".
symbol, in Jung's description of the transcendent function,
Appendix A IV, 8.2).

-

\

- The degree to which Jung's intultions and thoughts have aided me

.

in the "elucidation" of material acquired through the examination of my.

. own drawing process, 1s outlined;in Figure 5 (presented as the final
page Eﬁ%fs section). This outline is, in effect, a summary of Jung's
influence on all phases of work done for the theslis; an influence, I

must add, far greater and far more beneficial than anticipated when“the

work began. Hence, it also represerits a personal endorsement of the

Junglian models of "self-inquiry" and the "artistlic- serial” in art edu-

¢
s

&' 0
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cation research. There is no’ naeq. to explain Figure 5, for in fact that
" has already been done in various parts of my description. I present it,
now, primarily to mark a transition from the &nalysis of Part III, to '

the synthesis of Part IV.
/

Part IV, a summation ra:ther than a descr'iptivon,ﬁ attempts to pull
toget’her the ‘pr'actica.l’ and theoretical aspects of the self-inquiry
process that were discussed in Parts I, II, and ITT. Synthesis will be
based on th‘e four general research headings, 1n correlation with the

main thesis headings and the material of Appendix A (as previously out-

lined, p. 43, above). The terms used to identify the four phases of the
drawing process will also be incorporated, as subheadings, within this g
scheme. _,The principal terms of description for the thesis will be given
at the beéinning of each section of Part IV, in outlirs form; followed
Ry ‘a short summ#tion of poix:rﬁs relevant to each. Two broader §mmations;

0 hese same lines, will cover the research ("A") and the fi.rawiggl

. ~
("B") phases of the ingquiry; from the constructive, i.e., synthetic,

point of view outlined in Figure 5. Emphasis will be on the educational
implications of the self-inquiry process, as self-education of the edu- /

+ cator, and will include suggestions for further research. Description,

’

as such, terminates here.
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s | ' THE SELF-INQUIRY PROCESS

’ ¢
¢ - 5
The years when I was pursuing my inner images were
the most important in my life — in them everything
essential was decided. It all began then; the later
details are only supplements and clarifications of
the material that burst forth from the unconsclous,
and at first swamped me. It was the prima materia
of a lifetime's work. ’ ‘

‘It has taken me virtually fbfty-five yéars tondistili

within the vessel of my scigptific work the things
that I experienced ard wrot®'down at that time.

v =
= —~ Carl Jung '
Mehories; Dreams, Reflections (1961)

°
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1 Educational Implications -of the Self-Inquiry Process

Y ,

4..' ' PHASE A: Metatheoretical Implications for Art Education Research

1. Self-Inquiry as a Research Method (described in Part I)

. Thesis: The Meaning-Context of the Artistic Serial .
.0 ONE Principle in the Making and Teaching of Art

Synchronicity (as outlined in Appendix A I):

the universal, creative principle described by Jung (1952),
whose concept of meaning, as the "indispensable critérion”
of a synchronistic event, provides the metatheoretical
foundation of all research for this imquiry. .

!) Inspiration for the self-imuiry process began with the dis- -
covery of qicx“o-gastur; drawing and, from that, development of a serial _
. approach in working with my "more advanced" art students; paralleled by
. the discovery ochung"s mandala serial and the technique.’ called "active
imagination,” which h&roserve)d for his ."mére advanced” patients.

2) The indirect method of Jung's description, applied to the

" research phase of the imquiry, refers to my reliance on the transforma-
tion literature which, ir its open support of Jungian psychology, led me
to see Lntuitivelx, withk the eys of the artist-teacher, the relevance of

. Jung's work for art education research. Meaningful connections, derived

largely from study of the transformation literature, thus brought the re-

search experience fully within the meaning-context of the artistic serial.

-~

3) As a research method, the ':self-ixnuiry process therefore

n

relates to the Jungian concepts of "educaticn through example” and "self-
- L]

education,” as shown in the comparative outline of Figure %(p 51, above).

4) MNetatheoretical implications of the synchronicity principle,

! in learning and in life, are outlined in Appendix A I (3).

- - 131
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2. Self-Inuiry as Self-Education (descrited in Parts I and II)

Antithesis: The Creative Context of the New Drawing Serial
TWO Forces in the Development of Personality

Agsthetic Education (as outlined in Appendix A 11):
!

based on recognition of the formative (aesthetic) and
transformative (intellectual) “"correlates" of the
creative process, described by Jung (192*); and in-
terpreted by Read (1943) as "éducation through art."

1) Organization of all material relevant to the thesis, as

2N

explained in Part I, is based on the quaternary structure of the mandala:
ar

the Read-Jung typology, for example, which is used.in the outlines of

Appendix A as a structural basis for the concept of aesthetic educatlon.

2) In-depth examination of the transformation literature, with

.focus on the work of Jung as described in Part I, 1is paralleled in the

. in-depth procedures for examining the creative process in art, with

~

focus on the new micro-gesture drawings as described in Part II.

.\

3) The concept of self-education through art, based on Jung's

exemplary model of the artistic se;?al, is seen as appropriate beginning»

Fesearch for the art educator., As here app%ied,\howevgr, it depends upon

a history of meaningful experiences in botﬁ the making and teaghing of art.
4) Metatheoretical implications of the concépt of universal

\

aesthetic education indicate a broader role for art education in the

future; as suggested by Maslow, in Appendix A II (1.3), ;nd as outlined
in Appendix A II (3).

5) The fifth term, representing the alchemical concept of the
"one more," which is typical of ‘most of the outiines of Appendix A, may be

generally interpreted as the aesthetic imperative in education, today.




Phase A . . . ’ ) 133

SUMMATION A: Jung’'s constructive approach to analysis as it applies\
- to the research phase of the self-inquiry process.

Self-Education through Example (Parts I and II):

the Jungian models of "self-inquiry" and the "artistic
serial? applied to art education research; 1i.e., Jung's
. artistic explorations of the mandala as a source of in-
- sight into the structure and dynamics of the creative
process; into meaning in the making and teaching of art.

1) s theéis, based on correlations between the art education

ard the transformation literéture — intuitively 1ntegrated\with recalled
aeéihetic experiences in the making and teaching of art ~— established the
me&hing-context of the artistic serial, as defined, in that the research
remained personally meaningful throughout this phase of the inquiry. It
is because the insights gained at this stage are derived largely from the
thoughts of others that the research phase of the inquiry is identified,
above, as "self-education through example;" 1i.e., primarily,'the example
of Jung. On the other hand, because the self-inquiry process, by its very

nature, calls upon the introspective intuitions which Jung associates with

the contents of the personal unconscioﬁs, reasoning remains at a formative,

and essentially aesthetic, level. 1In that sense, the research phgse of
the inquiry equates with the inspirational and organizational phases of
the.drawing process shown in Figu£e 4 (B); i.e., the formative phases of
. the "subjective" drawings in which sensation and thought are recognizeﬁ
as the principal functiong; with intuition and feeling serving the vital,
. -

compensatory role. The limitations of this subjective treatment of the

research material are thus more than compensated for by the retention of

meaning which it allows. Constructively viewed, this is an essential,

preparatory step in the process of self-education.
b} \ ’
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2) Structure, i.e., the mandalic structure of the research

phase as it relates to the meaning-context of the artistic serial, is
~ based on the tetrad of the four psychological functions distinguished
b; Jung; the dynamics of the creative (antithetical) forces, governing

subliminal synthesis of the four, being understocd within his concept of
"meaningful connection.” ‘Jung's connecting principle, "synchronicity,"
in this way.accounts for the fifth term that aﬁbears in most of the
research outlines. In the analogy with modern physics, this fifth term

equates with the fifth dimension introduced, in 1923, and long since sur-

passed; or, with the recently verified fifth force, called "electro-weaﬁ."
which is not likely to be surpassed until high-energy accelerators of
greatly increased length have beenhconstructed. In terms of aesthetic
education, Read (1943) takes another direction, multiplyling the four
functions by the two forces to produce eight_artistic types; the scheme
identified as the Read-Jung typology and described, in relation to the
eight micro-gesture drawings, in Part III (2). In terms of the "magic
numbers," however, Read's eight "types,” even when multiplied by the four
phases of the drawing process, give us only half the picture; i.e., 324
rather than 64, ggrmﬁtations. Based principally on sensation and thought,
as shown for the formative phases of the drawings in Figure &4 (B), this
repre%ents tﬁe "particle picture,” onl;z i.e., in mathematical terms, the
"real" numbers; or, in psycholoéical—terms: the "consclious" processes, of
the traﬂscendent function described by Jung. It is significant, therefcre,
that the functiénal equations of Figure 4 (B), showing sensation and ‘
thought as the principal functions, have a numerical “order-value” of

eight (as indicated in Appendix A IV, 9.2). 9
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3) Educational implications of the self-inquiry process

remained centered, during the research phase, on aesthetic education -

in 553; i.e., on various means of as%uring its implementation in art
~education. Like many others since, Read (1943) recognizes teacher
training as a principal means for achieving this goal. 3But it is only
Jung,\ébeaking from his own practical experience, who urges self-

- education of the educator: "The educator should know above all else
that talk and officious discipline lead nowhere, that what counts is
example. . . . The doctor thereéZre believes that the best way to edu-
cate others 1s for the educator himself to be educated." This, he ex- °
plain;, requiréb that the educator at'least try out first op himself

the "profundities" learned from the texkbooks (1581, p. 132). Edmonston
(19€1) provides an appropriate example of such an attempt, in that he
examines his own "studio processeé" from the point of view of the "artist-
teacher.” ' His thesis 1s limited, however, to the highly specialized
notions that wére then b;ing promoted in art education. (Cf., Beittel's
description of the kind of euphoria that developed during'the‘affluent
sixties; in Victoria & Sacca, 1978). The work of Arguelles (197%) is a
pref?rable example, in that it adheres closely to the Jungian model of
self-education through art. Arguelles explains (quoted, in part, p. 23,
above) how his own artigtic explorations of the man&ala, combined with

extensive research, led to his concept of the transformative vision in art.

The words of Jung himself, in the introductory quetation to this final

. . _
part of the thesis, are full testimony to the profound implications of the
self-imuiry process as a research method on which the aesthetic self-

education of the art edg’cator might be based.

’r
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4) Further research on the self-inmquiry process, Exxdﬂﬁf”“+-

education of art educators, suggests the study of its applicatioﬁ at
the undergraduate level; to instill, in the early stages of training,

awareness that the education of others through example is, as Jung .

says, of "incomparably more powerful effect" than any teaching method

yet devised. To be constructively effective, in the way described by

Jung (19%), this unconscious form of education defmands nothing less
than a continuous process of aesthetic self-education on the part of
the educator. From experience, with beginning art teachers who rely
mainly on the "profundities" learned in training, there is an alarming
dependency on 1imitation, rather than innova{i;n; usually accompanied by
a standstill in their own art work. Follow-up studies, on in-service
programs designed specifically to encourage aesthetic self-educatio;
among art educators, could help to alleviate such problems not only
during the probationary period but long afterwards. Experiencing the
benefits of aesthetic self-education, through art, should not have to
be delayed for a formal inquiry, when the teaching career is well-ad-
vanced; as in the case of Edmonston, and myself. Following the example&!
of Jung, which I believe could be of great benefit at any stage, does
not mean taking up the painting of mandalas, however, in the way that
Arguelles chose to do; nor even, using the mandala structure as an
organlzing device, in the way that I have done. It means only that the

AN
effort be "the product of a conscious attitude not opposed to the uncon-

. " -4
scious, and of unconscious processes not opposed but merely compensatory
_ to consciousness;".advice that comes from Jung's general definition of

imagination, in its active form (i.e., "active fantasy," 1976b, p. 429).
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Educational Implications of the Self-Inquiry Process

PHASE B: Metatheoretical Implications for Aesthetic Education

- .
. 3. Self-Inquiry as a Transformative Technology (described in Part II1)

Synthesis: The Creative\Complex of the Micro-Gesture Drawings
THREE Phases of Creativity in the Process of Transformation

Art as Psychotechnology (as outlined in Appendix A I1I):

the subliminal synthesis of opposites, through projection
and introjection, to produce a third, transformative
function; i.e., the complex, transcendent function which
is described by Jung in Appendix A IV (8).

1) quelopment of fhe new micro-gesture drawing serial 1is dg—
stribed in terms of active imagination (projectioﬂ) and active contempla-
tion (1n£rojec%ion); an 9xample of the complementa;ity situation which.
applies, also, to)the Way process observation and reflection developed.

2) The indirect method, applied to the drawing phase of the in-

quiry, thus refers not only to the drawing process but to the examination
v , \d

procedures as well; bringing the entire experience of this phase of the
imquiry fully within thewmeaning-context of the artistic serial.

3) The concept of art as a transformative technology is para-

=~ ’
mount at this stage; not only as a means of aesthetic self-education for
. the educator but as a general concept of "self-transsendence through art."

L) Metatheoretical implications nevertheless enicompass all of the

- "transformative technologies;“ artistic creation being the one principal

example here studied. In educational terms, based on Jung's dynamic view

- . of the c:ggz}ve process, this extends the aesthetic imperative to all fields
of learning and to all phases of life; as indicated in the comparative out-

1ine of Appendix A ITI (3). See also Outlines A IV (2), (3), and (#). °*

)
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4, Self-Inquiry as Creative Transformation (summari%ed in Part IV)

/
Metathesls: The Meaning-Complex of the Self-Inquiry Process
FOUR  Factors of Meaning in the Creative Process

The Process of Individuation (as outlined in Appendix A IV):

the creative, transformative process by which the psyche
becomes progressively individuated; .especlally during the
second half of life, when the search for meaning is more
fully identified with the search for -wholeness (Jung, 19€1).

4 .
1) Contemplation, not only as it occurred aesthetically during

the drawing-observing process, but as it occurred intellectually, and

transformatively, during tHe reflective periods that followed; i.e., still
guidedjg% aesthetic feeling bu£, now, rationally directed toward analysis
and ev?iuation of the self-inquiry process, as a whole.

2) Through in-depth examination and analysis of micro-gesture
drawing, came a new understanding of the dynamics of the creative process
described by Jung (1921); i.e., a working knowledge toobe carried over in-
to future undertakings in art, in education, and in further research.

3) As creative transformation, the self-inquiry process 1mplies'

attainment. of a new level of individuation, based on the many synchronici-
ties and partial transformations that culminate in the final event: self-

transgcendence through art, as one of the "transforpdtive technologles."

4) Metatheoretical implications at this stage suggeét that the

continuing aesthetic self-education of the educator is the primary means

for effectively implementing aesthetic education, on a universalrgasis.
5), 6), and 7) The creative triad, within tﬁe tetradic structure

of the mandala, reveals the "hidden magic" of its meaning., 1In aes?hetic

education, as in Jung's abstract feeling, this triad is generally expressed

in terms of the aesthetic, the intellectual, and the moral.
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SUMMATION B: Jung's constructive approach to analysis as 1t applies
to the drawing phase of the self-imguiry process.

Self-Education through Art (Parts III and IV):

the concepts of "self-inquiry” and the "artistic serial”
applied to the examination of my own art process; i.e.,
the in-depth examination of the new micro-gesture draw-
ings as a source of further insight into the creative
process described by Jung (CW 8, 1960).

1) Synthesis, based now on amplification of the .material ac- '

quired tﬁrough process observation and reflection, exparided the meaning-
) N

context of the artistic serial in an unexpected way. With each new in-

sight into my own drawing process, came a clearer understanding of Jung's

const|ructive view of the role of the unconsclous in ¢reative work. This

expla.i\ns" the overridir;g emphasis on Jungian metatheory in description and
analysis of the drawing phase of the imquiry. Indirectly, through exami-
nation of the new micro-gesture drawings, the self-imgquiry process reached

into the retrospective intultions which Jung assocliates with the contents

of "che collective unconscious, namely the archetypes. Thought shifted

suddenly from my own drawing process to the creative process in general;
from meaning, in the persoria.l creative context, to meaning in the auto-
nomous creative complex described by Jung. As explained in Part III, it

was primarily during the reflective peri&ds, stimulated by process obser-

vation, when thegeq"crystallizations" occurred. It is for this reason
o P

¥
N " } .’

essentially intellectual; related to the "objective," developmental and

the drawing phase of the inquiry as transformative, and

c_g{xtemi)lative. phases of the spontaneous drawings outlined in Figure 4 (B).
In this case, feeling and intuition are recognized as the principal func- '

tions, with sensation and thought now serving the dynamic, complementary

role that makes assimilation of the new material possible.

L
&
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2) Structure, i.e., the mandalic structure of the drawing

phase as it relates, now, to the meaning-complex of the artistic serial,

continues to be based on the four psychological functions; each of which
is a fundamental factor in the experiencing of new meaning. Understand-
ing the dynamics of the procéé‘s, howev-'er, requires recognition of three
additional factors: the two "creative" forces and the one "transcendent"
function, syr;chronistically achieved, in the way described by Jung (1952)3
in other words, the "wave plcture,” missing from Read's scheme. These
meaning factors, explained in relation to arnalysis of the drawing process
in Part III (pp. 116-17), thus identify with the seven criteria of the
creative complex described by Jung in Appendix A IV (8). (Cf., the 'seven-
part structﬁres, of Gendlin and Castaneda, outlin;d in A IV, 4). It is
this Jungian model that equates with the latest concepts of pattern and
order in modern physics: e.g., "supersymmetry," based on the dynamics

of the circle or sphere; or, "oscillation," the fiotion of rhythm explained
by Capra (1982). It also gives us the whole-picture of "meaning in the

making of art,” in that meanings, which accrued during the research pha.:s,e

of the self-inquiry process, became part of the meaning-complex for the

d:L:a.wing phase: l.e., the "associative material” which, from a constructive
standpoint, makes p:)ssible the "elucidatlion" of new, intuitively acquired,
material in the wa.y} described by Jung (p."126‘!.l above). In other words,

the synchronicities and partial tra.nsformatio(r?s of the research phase be-
came creativszi transformative only through the transcendent function as it
occurred during the drawing phase. Significantly, the functional equations

based principally on feeling and intuition, in the transformative phases

of Figure 4 (B), have an "order-value" of seven, the "hidden magic number."
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3) Educational implications o} the self-imquiry process, as

they developed during the drawing phase, are the logical, and ethical,
extensioﬁ of those discussed for the ;ésearch phase: \i.en, the imple~
mentation of aesthetic education on a universal basis. The achievement
of thiﬂs wider goal depends, all the more, on the Jungian conceﬁt of ~
aesthetic self-education for the educator; nét necessarily through art,
as-such, but through the art of self-inquiry and,.by‘implication. through
the art of teaching. That, I like to think, is wha{ this inquiry based
on the‘gungian model is all about. It is in this vein, I believe, that
the concept of "education through art," recommended by Maslow (1971) as
the paradigm for all education, must be interpreted. Maslow's.views on
aesthetic education (as expressed in Appendix A II, 1.3, arﬁ% IV, 2) are,

in many respects, a synthesis of the aesthetic education imperatives *

argued by Jung and Read. Moreover, Maslow supports his views by citing

*

various "peak experiences" in his own aesthetic self-education as psy-
chologist and teacher: educating himself aesthetically, in mathematics,
for example (as quoted). From personal experience in art teaching, it
was oﬁly after I had educated myself aesthetica%ly, in art history, that
I was able to develop meaningful ways of presenting this pari of_the art
program to students. It is the "peak<producing" experiences of aestheﬁic
self—educatiogxthat leéad to creative transformation and, with that, the
ethical responsibllity_whtch Jung describes as the "burden" of new in-
sight: a responsibilit& felt on his part, he says, as an obligation to
"communicate to the world" what he had discovered about the unconscious
(1965, pp..192-93); consequently, on my own part, as an obligation to

cammunicate the value of Jung's discoveries for all education.

-
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.(1950), a Freudian psychoanalyst, is an acknowledged example of self-

’ Summtion B « o e ” 1“2

4) Further research on the self-inguiry process, in the -

education of aesthetic educators, suggests the study of aesthetic self-
education through art in the tralning of educators whose professional
interests lie’ outside the fleld of art education. The work of Milner
education of this kind, for the inexperienced artist, In turn, this
suggests a parallel study of aesthetic self-education through sub jects,

other than art, in the trailning of art educators. As an example of the

latter, I offer the research method of this imuiry, through which .—
with the z;.id of Jung and Capi'a — my aesthetic education in péychology
and physics has been advanced, Such studies, a.ccompanied by the kind
of in-service proéra.ms previously describéd, could hel}; pfe'pafe art
educators (beginning and advanced, alike) to take an ;active role in the
implementation of universal aesthetic education; i.e., in the develop-
ment and applica%lon of the art education paradigm in all subjects and,
eventually, at all levels. That appears to be the real challenge of
Maslow's endorsement. Circumstances (no longer affluent) seem to be.
forcing a redefinition of art education, along generalist 1lines, in any

case; e.g., as described in MacCregor!(1980.). Constructively viewed,

however, the present situation is: perhaps richer in opportunity for
leadership and initiative, o.n the part of axrt educa.tors," than ever before.
With a publif at last beginning to realize that "%uality" education re—~
quires "quality" téachipg, the time may soon be ripe for another "Woods
Hole" — on the process of a;gthetic education. Significantly, Bruner
(1971), in assessing the fa.ilére of the last one, suggests a renewed em-

phasis on vocation. (Cf., Jung's emphasis, in *ppendix A II, 1.2).
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, . "Out of the Four . . « "
{

5) Read (1943) a.f:penda to his chapter, '"Uncon.scious Modes-of

Integration,” a discussion on the .q}lectro-—chemi’cal aspects of the con-

cept of¢psychophysical isomorphism in Gestalt psychology. He points out

that, while the quadrivalent structure of carbon may explain thé\nature

of patterns deposited on the 4nterfaces of" the cortex, it does not ac-
A v
count for the "further elaboration of these cortical configurations into

» e

significant images, or symbols." He concl st~ "For an hypothesis ade--

quate to e}plain this developmerﬁtéfe must_for the present rely on the
dynamic psychology of Jung (1958, p. 206)." The dynanmic principle of
' . ¢ . .
Jung's psychology of the unconscious, it has been emphasized, 1s the
principle of synchronicity "(on which the fifth term of the research otut-
lines is based). Jung himself, in explaining the psychoid nature of the
archetypes of the unconscious — the instinctual patterns of meaning and
(
order in mandalic form — also.refers to carbon:
The deeper "la;}ers" of the psyche lose’ their individual
uniqueness as they retreat farther and farther into dark-
ness. "Lower down," that is to say as they approach the
autonomous functional systems, they become increasingly
collective until they are universalized and extingui shed
in the body's materiality, i.e., in chemical substances.
@ The body*'s carbon is simply carbon. Hence "at bottom"
the psyche is simply "world" (1965, p. 405).
” .
"Qut of the Mve . . . "
6) Read illustrate§ his discussion with a diagram of the carbon-
based molecule reproduced \below; pointing out that it is "comparable in
quaternity, regularity, and complexity with the Golden Flower and other
mandalas." What he does not mention, however, is the fact that carbon has

"an atomic number of 8ix (i.e., 6 electrons and 6 protons), which would

S §
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relate its dynamics to the six basic factors of the qreative complex

described by Jung. (Cf. also, the hexagrams ®f the I Ching.)
. Ry , N ,

o
0)
0 2. (o)

P Q

a

e
o

¢

"'Ma.nda.la" ) . Map .of a molecule ‘of Platimon Phthalocyanine drawn
\ in the form of a contour map showing the distribution of electron
density, or scattering matter, in the molecule

"Out of the Six . . . "
) | It is the dynamics of these six factors (the two forces,
or attitudes, and thes four functions) which produces the seventhz. the .
complex, trans A ction described by the "hidden magic humber,

seven. " Jung's comment on his initial experience in working with the

“mandala form is prophetic, in this regard. He says: "I had painted the

'%\‘L .

first mandala in 1916 a.ftei writing the Septem Sermones (Seven Sermons); )

naturally I had not, then, understood it." He refers to the Septem
/ . ' Taw
Sermones — a mystical work, spontaneously written in the language of
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Cnosticisa — as & "preluds® to thé scientific work that was to tome out.

of his discoveries about the mandala (1965, pp. 192-95), According to

~ Jung, he began to understand the symbolism of his mandala drawings only

\
after 1918. Since, through my oWn drawings, I have been able to share

Q

in that understanding, it is fitting that I conclude with an 11lustration

¢ v - ,
of one of Jung's mandalas. It is the last one he painted, in 1928; the
. ' Q
- o o, *
"so-Chinese” mandala described at the very beginning of this thesis.
S
!
t
~ ! “ *
- ]
“\
\ -
v r\ :

Jung's Mandals of the Golden Castle | ~ Fgure 7

'

A ¢ R

N



e

» REFERENCES

The original date of publication, for each work referenced,
appears immediately after the author's name. References to
several works by the same author are listed, chronologically, ’
on this basis. Subsequent dates of publication, in cases

where revised editions of the original works have been used,

are given with the particulars of publication.

Arguelles, J.A. '19?5.‘ The transformative vision: Reflections on the
nature and history of human expression. Boulder and London:
Shambala Publications. .

Arguelles, J.A., and M.T. 1972. Mandala. Berkeley and London:
Shambala Publications.

Arnheim, R. 1954, Art and visual perception: A psychology of the ~*
creative eye (2nd ed.). Berkeley and Los Angeles: University
of California Press, 1974. '

. 1966. Toward a psychology of art: Collected essays. Berkeley
and Los Angeles: University of California Press.

y
© 1969. Visual thinking. Berk&ley and Los Angels;z . University
of California Press.

Beittel, K.R. .1973. Alternatives for art education research: Inguiry
into the making of art. Dubuque, Iowa: William C. Brown & Co.

. 1978. Qualitative description of thetqualitative. 1In J.J.
Victoria and E.J. Sacca (Eds.), Presentations on Art Education
Research, No. 2. Montreal: Concordia University Publication.

Boyd,’D. 1974. Rolling Thunder: A personmal eéxploration into the secret
healing powers of an American Indian medicine man. New York:
Dell Publishing Co.

Broudy, H.S. 1972. Enlightened cherishing: An essay on aesthetic
education. Urbana, Ill.: University of Illinois Press.

Bruner, J.S. 1960. The process of education (Report on the Woods Hole
Conference of September, 1959). Cambridge, Massachusetts:
Harvard University Press.

. 1971. The process of education revisited, Phi Delta Kapvan,
September, 1971, pp. 18-21.

-

\ 146



147

Bﬂrnham, J. 1971. The structure of art (2nd. ed.). New York: George
Braziller, Inc., 1973.

Campbell, J. 1971. The portable Jung. New York: Viking Press/Penguin

Books, 1985. (Reproduction of fifteen essays from The Col-
lected Works of C.G. Jugg, notably, five, from Volume 85.

Capra, F. 1975. The Tao of;physics: An ezploration of tbe parallels
' between modern physics and Eastern mysticism (2nd ed.).
Iondon: Wildwood House/Fontana Paperbacks, 1983. .

. 1982, The turni imt: Science, society, and the rising
culture. Toronto: Simon and Schuster?Bantham Books, 1983.
Castaneda, C. 1968. The téachings of don Juan: A Yagui way of know-
ledge. New York: Simon and Schuster/Pocket Books, 1975.

Dewey, J. 1929. The quest for certainty (Gifford Lecturea) New York:
Capricorn Books, 1935

1934, Art as experience. New York: Putnam/Capricorn
Books, 1958,

L]

Duncan, C.P. 1958. Figural displacement with quasi-circular stimuli,
Perceptual and Motor-Skills, 1958, 8, 295-305.

Edmonston, P. 1961. A methodology for inquiry into ome's own studio
processes. ~ Unpublished doctoral dissertation, The Ohio State
University. - . ¥ '

Ehrenzweig, A. 1967. The hiddén order of art: A étudy in the psycho-
logy of artistic 1mag;nation. London: Granada/Paladin Books’
1970, «

Bisner, E.W., and Bcker, D.W. (Eds.). 1966. Readings in art education.
Waltham, Massachusetts: Blalsdell Publishing Company.

Evans, R.I. 1964. J on _elementary psychology (2nd ed.). New York:
E.P. Dutton & Co., Inc., 19?3. iTranscript of filmed inter-

' views, with Jung, in 1957).

‘Feldman, D. 1974. The developmental approach: Universal to unique.
. In S. Rosner and L.E. Abt (Eds.), Essays in creativity.
Croton~-on-Hudson, N. Y.: North Rivers Press, 1974,

" Feldman, ‘E. 1970. Becoming human through art. Toronto: Prentice-
' Hall of Canada, Ltd. o

Ferguson, M. 1980, The aquarian conspiracy: Personal and social
transformation in -the 1980s. Los Angeles: J.P. Tarcher, Inc,

A comprehensive history of the transformation movement ) .




148

Fisher, C., and Paul, I.H. 1959. The effect of subliminal visual
' stimulation on subsequent images and dreams: A validation

study, Journal of the American Psychoanalytic Association,
v 1959, ‘7, 38-53. (Noted in Ehrenzwelg, 19g7. pp. 47; 281-82).
Geiger, G. 1958. John Dewey in perspective: A reassessment.
Toronto: McGraw-Hill Book Company, 1964,

Gendlin, E.T. 1962. Experiencing and the creation of meaning: A

philosophical and psychological approach to the subjective.
-Glencoe, Illinois: The Free Press of Glencoe. ’

. 1978, \Focusing (2nd ed.). New York: Bantham Books, 198le
(A technique in self-therapy). ,

Chiselin, B. (Ed.). 1952. The creative process. Berkeley and Los
: Angeles: University of California Press.

Gordon, W.J.J. 1961. Synectics: The development of creative capacity.
New York: Macmillan/Collier Books, 1968. .

Hausman, J.J. (Ed.)., 1965. Report of The Commission on Art Education.
Washington, D. C.t The National Art Education Association,

Heisenberg, W. 1958. Physics and philosophy: The revolution in
modern science. New York: Harper and Row,.

Herbert, R.L. (Ed.). 1964. Modern artists on art. Englewood Cliffs, .
N. J.: Prentice-Hall/Spectrum Books. :

Jaffé, A. (Ed.). 1979. C.G. Jung: Word and image (Princeton/Bollingen
edition on the centennial exhibition for C.G. Jung, 1975).
Princeton: Princeton University Press, 1983.

_Joyce, J. 1916. A portrait of the artist as a young man. New York:
Viking Compass Edition/Penguin Books, 1976. '

&

. 1922, Ulysses. New York: Random House,, 1961.

. 1939. Finnigans Wake. New York: Viking Compass Edition/
Penguin Books, 1976. .

Jung, C.G.- The Collected Works (trans. R.F.C. Hull). In H. Read,
M. Fordham, and G. Adler (Eds.), the Princeton/Bollingen
Paperback Editions of Bollingen Foundation Series XX.
Princeton: Princeton University Press, from 1969 —

. 1912, 8 1s of transformation (2nd ed., 1952).
CW 5, 1956): 1976 (a). :

. 1916, Two essays on analytical psychology (5th ed., 1943),
CW 7, 1953): 1972 (a). '

. ' ' . ) 4

‘-’



-~ ? 149
Jung, C.G. The Collected Works . . . -
. 1921, Ps cholo t ) !
; 1971); 197 (b) .

~. 1947, On the nature of the psyche (Extract).

. 1950. Mandala symbolism (Extract).
(cwW 9, Pt. 1, 1959); 1972 (b),

1951. Alon: Researches into the phenomenology of the self.’
{(cW 9, Pt. 2, 1959); 1979. .

€ o,
. 1952. Synchronicity: An acausal conrecti rinciple (Extract).
. zCH 8, 19365; 1973.
195%. The development of personality (Papers, 1910-1946).
ZCH 17, 1954;; 1981. ’ )

.+ 1966. The spirit in man, art, and literature (Papers, 1922-1950).
. (CU 15, 19€6); 1971.

&

. 1968. Alchemical studies (Papers. 1929~ 1954)
(cw 13, 1968); 1983.

%

- Jung, C.G., and Jaffé, A. (Ed.). 1961. Memories, dreams, reflections
(trans. R., and C., Winston). New York: Random House/Vintage
Books, 1965.

//Jung. €.G. (Ed.). 1964. Man and his symbols. New York: Doubleday &
Company. ‘

o

‘Kepes. G. (Ed.). 1965. The education of vision. New York: George
Braziller, Inc. ; "

Langer. S. K. 1942. Philosophy in a new key:s A study in the symbolism
] of reason, rite, and art ZBrd ed.s Cambridge, Massachusetts:

Harvard University Press, 1976.-

. 1953. FPeeling and form. New York: Charles Scribmer's Sons.

. 1962. Philosophical sketches. Baltimore: Johns Hopkins
Press/Mentor Books, 196%.

Logan. F.M. 1955, Growth of art in Amerlcan schools. New York:
Harper and Brothers Publishers.

' ¢ 1965. Development of art education in the twentieth century

U.S.A. In J.J. Hausman (Ed ), Report of The Commission on Art
Bducation. Washington, D. C.: The National Art Education .

Association.



150

Logan, F.M. 1976. Discussion with students and faculty at Concor&ia
" University. In Canadian Review of Art Education Research,
J No. 5, 1979, pp. 6-19. (Transcript).

Lowenfeld, V. 1945, Creative and mental growth. New York: The
Macmillan Company, 1958. ' -

MacGregor, R.N. 1979. A history of the Canadian Society for Education
through Art, 1951-1975. Lexington, Ma.: Ginn Custom
Publishing Program. -

« ' MacGregor, R.N. (Ed.). 1980. Canadian art education in the 80's: An
appraisal and forecast. Published by the Canadian Soclety
for Education through Art.

.

Madenfort, W.J. 1965. A phenomenology of the esthetic and art edu- °
, cation. Unpublished doctoral dissertation, The Pennsylvania
,State University. ST . ‘ v

Maslow, A.H. 1962. Toward a psychology of being‘(an ed.). New York:.
. D. Van Nostrand Company, Ltd., 1968.

. 1971. The farther reaches of human nature (Papers, 1958-1971).
5 - New York: Penguin Books, 1976. . =

May, R. 1975. The courage to create. New York: Bantham Books, 1976.

b

McLuhan, M. 1962. The Gutenberg galaxy. Toronto: University of
Toronto Press. .

5

. ) Y
. 1964, Understanding media: The extensions of man (2nd. ed.).
New York: McGraw-Hill/Signet Books, n.d. '

McLuhan, M., and Watson W. (Ed.). 1970. From cliché to archetyve. ,
New York: Viking Press.

&4

Milner, M. 1950. On not being able to paint (2nd ed.). London:
Heinemann Educational Books Ltd., 1971. ’ﬁ

Mumford, L. 1934. Technics and civilization. New York: Harcourt, Brace.

Neumann, E. 1959.. Art and the creative unconscious: Four essays.
Bollingen Series LXI, Vol. 1. Princeton: Princeton University
Press, 1971.

L 3

. 1979. Creative man: Five essays. Bolllingen Series LXI, Vol. 2.
 Princeton: Princeton University Press.

S

‘ .
Nicolaides, K. 1941, The natural way to draw. Boston: Houghton Mifflin
‘ Company. ‘ : .

Orwell, G. 1948, 1984, New York: Harcourt, Brace, Jovanovich.



" ’ P 151

Panofsky, E. 1955. Meaning in the visual arts. Chicago, Ill.:
University of Chicago Press, Phoenix Edition, 1982,

Parker, R.J. 1977. The development of aesthetic education as a
curriculum model in the structure c¢© art education. Un-
published doctoral dissertation, The University of Iowa.

Pepper, S.C. 1942, World hypotheses. Berkeley and Los Angeles:-
University of California Press, 1970.

‘Philipson, M. 1963. Outline of a'Jungian aesthetics. Evanston, Ill.:
’ Northwestern University Press. ‘

Polanyi, M. 1967. The tacit dimension. London: Routledge & Kegan
) Paul Ltd. / ) '

Polanyi, M., and Prosch, H. (Ed.). 1975. Meaning: _
Michael Polanyl (lecture series of 1969). o, I11.3
Chicago University Bress. ‘
Progoff, I. 1963. "The symbolic and the real. Toroﬁtoz McGraw-Hill
Paperback, 1973. °

!

. 1973, Ju s chroﬁicit and human destin . New York:
Julian Press/Delta Books, 1975.

.-.1975. At a journal workshop: The basic text and guide for
using the intensive journal process. New York: Dialogue

House Library Paperback, 1977.

Read, H. 1931. The meaning of art (rev. ed., 1968). London: Faber
Paperbacks, 1972.

. 1933, Art now (bth ed., 1960). London: Faber Paperbacks
1968, '

. 1943, _Edﬁhation through art (3rd ed., 1958). London: -
Faber and Faber Limited, 1958. . : .

.. . . 1946, The grass roots of art: Lectures on the social aspects
of art in an industrial age ZBrd ed., 19555. Cleveland:

Meridian Books, 1961.

’

Rosner, S., and Abt, L.E. (Eds.). 1974, Essays in creativity.
) Croton-on~Hudson, N. Y.t North Rivers Press, Inc.

Sakurabayashi, H. 1953. "Studies ip creation IV: The meaning of pro-
longed 4nspection from the standpoint of creation, Japanese

Journal of Psychology, 1953, 23, 207-16; 286-88. (Discussed
by Arnheim, 19668, pp. 293-301: Contemplation and creativity).

LY

Ea)



-~
\

152

L

Schiller, J.C.F. f?95 Letters on the aesthetic education of man
(trans. R. Snell). New Haven and London, 1954.

Stapleton, D.J. 1976. Ontological inquiry in art education: Herme-
neutic interpretation of a drawing serial. Unpublished
doctoral dissertation, The Pennsylvania State University.

Steinberg, L. . 1972, Other criteria: Confrontations with twentieth-
century art. New York: Oxford University'Press.

Steveni, M. 1968. Art and education. London: William Clowes and
Sons Ltd. .

Storr, A. 1973. Jung. Glasgow: Collins/Fontana Books,.1977.

Teilhard de Chardin, P. 1955. The phenomenon of man (trans. B. ¥all).
New York: Harper and Row Publishers, 1975. :°

Todorov, T. 1970. The fantastic: A structural approach to a literary
genre (trans. R. Howard). Ithaca, New York: Cornell (\\
Univgrsity Press, 1975.

Victoria, J.J., and Sacca, E.J, (Eds.). 1978. Phenomenological descrip- "
tion: Potential for research in art education, Presentations
on Art Education Research, No. 2. Montreal: ' Concordia
University Publication.® ‘

-

Waters, F. 1963, Book of the Hopi. Toronto: Ballantine Books of
Canada, Ltd. . -

Watts, A.W. 1957. The way of Zen. Toronto: Mentor Books, 19€4.

. f961. Psychotherapy east and west. Toronto: Mentor Books,
1963.

Willer), J. 1973. Pafﬁmind (An Orwellian projection into the twenty-
first century, by a Canadian artist). Toronto: MclLelland
and Stewart. \

’,

Worringer, W. 1911, Abstraction and empathy. London: Routledge ard
Kegan Paul, 1953. ;

. 1927. Form in Gothic (trans. H. Read). New York: Schocken
Books, 1964.

Yeats, W.B. 1925. A yision. New York: 'Macmillan, 1966, . ‘



Note:

|

List of Contents

APPENDIX A

Illustragion of the Research Process

Introduction + A (1) - (&)
Research A I (1) - (&)
Education A II (1) - (6)

'Tachnology A III (1) - (8)
Transformation A IV (1) - (9)

Diagrams D
Dl and D2 in A I (W)
D3 and Db A, II (5)
DS to D8 A IIT (k)
D9 and DI0 . A IV (6)

Dil to D16 in A IV (7)

1)

Quaternary Structures
Synchronicity
Aesthetic Education
Psychotachnol'ogy
Salf—Eduéition

Quaternary Models

Jung - Paull - Burnham
Jung - Read - Burnham

Hopi - Hindu - Alchemy

Arguelles - Staplston

Septenary Models

Yeats - Jung - Alchemy

xcerpts from the major works of Jung, only, are ) »

referencod by paragraph number; e.g:, (par. 845).

2)

Shorter quotations, taken from the work of Jung

and others, are referenced by pags, number only;

e.g., (276), (43), etc.
3)

Appendix A ntorial is identified in the lower,

Y

right-hand corner of each page; e.g., A II (4),

A IIT (1.2), etc.

Diagrams — D4 through D16 — are adaptations,

based on the descriptions/diagrams of the authors .

to whom they are attributed.

153



ARGUELIES (1975):

APPENDIX A '

-

The Development of the Holocene Era

According to the Four Ages

10,000 5
GCLDEN AGZ
Sar Yuga
Undiffermnnated
Psychazechucal
Conanuum
° 4,500 yars

-

$,200 ¢
SILVER AGE
Dwwarpars Yugs
Art-As-Rircal
” 3,600 yan

1,600 o2
BRONZE AGE
Treta Yugn

2,400 yurs

8 A0
IRON AGE
Kalt Yuga

Art-As-Tachnuqae

1.200 yan

. 2.000 A0

Ar-As-Craiz-hole

Key
Symbel

SEED

4

SWQRD

MACHINE

4%

15

#, ' (4) Hindu Time Ratlo

N



155

» (€261 *3011TR)

» 93ed(oT3xud IV

STAUSNOTOSUOD

snnujjuog
Teoyfogouyoe-380d

ofoyR AForouyosejoydisd-3ay

ONINYIH
81030wg enbjup

OTOUA 1Fexy ABorouydoel-3ay

NOISIA °

8101084 TYSIGATUN

TN3TH 8OJUSTOE-81073 9] -8 IV
\ JHONOIL
8X070%¢ TexnjiInd

wnnuyjuc) Aweyory-jay

SWIL

- 830399 913exouisSoTPpl

snnuijuoy 3y
THoTouyoe; 04oksd

kyeyo0p TwnsyA

(0561 *9) euiyoey

Kq9t00g TWnOIA

08610567
T™o10 o8y wdcohooﬁv
W 0861-0081
_xeuu] a8y oyxyoeTy
s )
sotuoxjoer® kyyup
Toquny  (T) 0502-0561
KAxexodweyuon

AydwIoyoud »w«.ﬁ!a
9an301d (2) 0561-05471
UIopoy

KydexBodiy £3yugay
pop  (€) 0541-05411
TeotTe8EL)

LR O TR fuzervnd
%0010 {(#1) *a’v osy1-0501

d TeABTPOY
1oquks oty potied
AFoTouyde], oty TWTI0I9TH
vl ulepoy I1 o243

» ojuavdeg qdy

BEOUSTIOTOSUOY

smnhuyjuo)
TeotBoouyoer-e13g

enbyuyoeL-ew-3IV
OTOUR JWIJ-ST-1IY
1} TH-se-11y

mnuyjuop
TwotRorouydejoyoied
pojwTjueIazITRUN

AMOUTIUOD IV
N TR TRy CF

Kye1008 1e10

" (0541 *9)
;Q -
Qg
BT
Tetplowyaxd
ougtoey (1)
prong  (2)
~——
pesg  (C)
oxxd Aav
. Yoqukg oyy3wy
‘KIoTooeL el
oy ocooc.mo—_

82103084 O1j0ucdoioog ve gvomh@oo»zo»nu pue LBorouydel
uoT}wonRpy 11yY Jo jusedorere( ey3 IOF JIONewwl{ [WOTI9X0YjWIoN V

euyroeq

L ]

[ ]
Lyeto0g Tex0
054T-0011
sely o:a:.v

‘G'v 0011-944

soly xI1wq

)

sxwex 00T

‘a'v oo
efly uoxy

sIwe) O0HhZ

'D°d 009'1
efy esuoag

sxeos 009€ -

*0°d 002
efly xeaTTg

81w9] 0084
*0°d 000°01
eBv uepiod

potasd
.—.dOa.uoan.—m.

1 otokp

A (2)



156

(poppe siswidug), )

«*(111) uotjwaxy jyo efve] ey} | puw 0197 Jo woshs Aiwuiq e} Jo eouviara
o1jeke oYy U mws zZiuqle [VOTIvEsyIwe oy ‘peepul ' ¢ * *(GQ1) suuwre) JO owyy
%y} SoUIS 8}8[}IT JO SPUIN &M} pessesqo SWY ‘jxe JO NIOM ey} uf Ajjun ojumio

* x0 w988 SnoAIou Jo puty ® Futreyyo * °* * ‘siesin oy} Aq esues ,o13dwy, oy
peiIvo ‘yonoy jo A3nowy eyl ° ¢ | °yonoj jo esuss amo ‘A37Aarjow Buijwpexrrsyug
pu® ©0}WNTIUT 1508 INO JO uoyijwrwdes puv UOTSUBIXe U 9] lequnu ‘JyP{s- Jo esues
oyl ‘esuss ©A1108{Q0 puw [YIjNEU (SO INOC JO UO[SUS}Xe uw 8] Bufjpam sw ysnp,

snbyun uojyynIul uopywuymul . wg (oyuedag Amnncuo:v HIANNN
¢ w' (#l1) Bupyee qouup 03 Buiyojve Ieyno woiy poAow jxw smyy * * ° ‘(19
-0g1) TT¥1968% £q pue ‘ocmiw Lq ‘panisel Aq jucwelwms A1{weX SYM UOTIWET[W|19A IO
xwjuks 3nOYITA JUCWEIWIS C*PTIOM ISUU ey} JO uojjweui(ep w o} snjedwy oyy eaed
fydwaBojoyd , ‘xwjuds Jnoyifa juswelwig, Jo ‘8109(Q0 JO UCTIWEUTTOP-JT68 JO Suvew
v Sutiaejuoo Ag °30ejJe ©s8IeAel w pwy ‘op pinod o vt X0 juted uwyy asyang

yonw s306{q0 TeIN}WU JO udijweuiiep (wra0301d oy Buykxawo Aq ‘*Aydwifojoud.

TwexeATUN - Buyyesd edugoouu]  wsylwnixejuo)  (UOYsYA) HUNLOId

»*(Co¢) FuTInjonae DJUEHIo wexynbex peeds Mﬂﬂmfi * ¢ * *(lS1) verFacue [vio0S
Fuipucixe Jo suxoj meu A{yw10} pexjdsul 3wy} uoysyoead eyqeiwedox jo ofwey uw
pejuesexi juixd 104 “uoyywonpe puw A0wIeIT[ [VSIGATUN puUT ‘@jexIve Sdve ‘woy

-Tefrionpus ‘svy{wiorisu uy jySnorq dww Jo uotsueixe oiudwidodAy eyy 'Afrwicog
* ¢ * *notA Jo juiod pexiy @Yy puw eArjoedsied petjisuejul- ‘A3Tnowy [WNSTA oYy
Jo uotsueixe ue ‘(,euyyoes Butyowe;, 3ISITF eu3) xooq pejutad Buy ‘ATTWOTYOASd.

yfnoyy,

ey Ing uops A woTHI04

«(1yBnour) aMOA

v
«"(L€1) uxelred peTTun ® U I8TXE0D BESUEY By} TV WOTUM 4Aq
edwe{ O139v[d 64} pPoxvAODeX BWY ‘euuwsp) eouils ‘rejuiwd oy ‘Aem owws oy} ul
* * 0 *39Tjuetoe puw 381OTeAud uxepow ey3 Aq proy evues-owy} JO puUTH oY}
o7 ‘oure ‘eryl ° ° * *Surietxecd sBuTY} Jo spuily Auwe jJo wsyremiyd e Inq
‘UoTIeInp I0 UOTESEOINE, WIOFTUN W J0U 9] (suwypur tdofi ou3) weyy 03 ewyl.

fore)
oy318I0ULsotpl uoljwsusg uotyoedgoxjuy WY TUR{OONH (owtl) %0010
(1eFwrd(161) (1261) ~ (vdon(9261) - (261) 1(4961)
uvepted °q Sunp ; uorerdng ~ ledded . NVHIYION
ONINVIH NOISIA JHONOHL MIL 93007J% VIPOH

* ¢ * moyA Jo sjuyod BuyBaey) suorjwiexxoy yworBorouyoeiooked

<

(1)

(2)

(£)

-
© 0RGY ' VESD v 'IoWeanow
£718v00104 8| ¥IPUM) VISO

- 0861
. .
Juemdoreanq T8T[vI00dE YHED

- 661 o 10FBINOWy
(0061-4461) NOLLVHHOJENVHL

161 ‘VEED 1¥ 'UWIWIoR

© OANTYIA (V01D otuoxOely

- .amd
Axwien Fiequejnh [eOTUWOON
: - 2961 ‘uwqwioN
(4L61-1461) .ADOTONHTRL

8461 ‘wipaoouod 1w ‘INOV uj
Fuijuiwe] jJo sseooag

- 1461
Uo§I WoIlpg Jo 8980014
- 0961 'Iounag
(1461-2961) NOLLYDNCS

gl6t ‘eiproouo) v '{ejjveq

SeTpNIE e8W) QATIVWIOH
- 9961
gotpn}e dNOAD AATIWE.ION

4 - 1961 ‘T?rved

(n)

(2961-0561) HOoYVISEY

(0861-0561) ey ojuoxjoery
wpwusp Uy UOTIwOupE 1AV

111 FVALONULE AUVNUILYND

A (2

‘Al

‘111

‘11

‘1



157 .

~

3
4

I

,
-

w*(1g2) awero 8y utpreyy

op pawirte] eaxetd yo Auydosorjud AIwuolsSiA ey} 0} ©OURIGFIX Oy} (urod
wJowg oYy ‘xojued ey} JO AJIIWSIGATUR Oy} UO BnOOJ ITOt} :Hv
-8SNMOTOBUO0D JO UOTITPUOD AIBUOTINTOAD BIETPOWE] o] JO UOT1W3[[woX &Yy WoIJ
anq exnyno eed Jemorpawd ou woxy ©ATISp Aeyj ‘oxvuds 10 [eeym poloijues

* e s egepy

oy jo srdtoutad-wioy oyeyoxw ey3 Buyhpoqee fenbiun eaxw ®,0/ puw 58,0961
eyl JO swrepuse o4y ‘SBunp Jo smrwpuem ,Bujuren AyIews, snoyaead ey Xy,

Bunr puw F(6661) utpreyp op parwyriey, ‘UVN JO uouswousyg oug IROLLYNUOSENVEL

4

»"(91) vpouwiswy Aq pe3v10qo1X00 K106l w ‘opow {wnsiA ey} uo syseydwe
~30A0 837 y3tA ‘ssexd Bujjutad eyy jo uoyjueAut eyy 0} Ayedxel 37 senqLny
-19 UWIYION TTeYeIey {983V OTPPTH o4l JO PuUe oy} ¥ Pelrmoado esuwqamisip v
yong *peqanyietp A13wead uoceq SWY eduw(weq [UOTW{oejooksd ey} ueyn sueddey

Iwn 8y 37 lerqiveod uoyjou pezyyeioeds W OV JIv SONUW JWYM OF (uotatpPRX?
Ten}yxtds eA13008T700 w JO usopywexq oyj3 03 juenbesuod) uoysnuoo o1jey3Isey,,

uwynol puv ! (4(61) projuny ‘TICTI¥3TTIIATD DUV BOTUYOB]

VAOOTOHHOAL

. »*(€22) 88,0961 ®y3 Jo uoyangorsx
ortepeyohsd eyy Aq ssouexemv 107901 ojup paSuntd exen Aeyj3 TIIUN UOFSTA
8,2unp Jo enywA eAljWEIOIIURI} ATTWOTISTIIV ‘OAT3v6I0 ey} ejwyooxddw qou PIp
U10AI08Q0 3SO0W ‘peey 3X6QqIGH XIS I Py puw oxooK Aluey exy[ suwioIeyy
-99% puw S39T}XV HeJ ¥ JO uotjdedxe &f] YjTA Ing °*TWIINI0 643 JO IXeJUCO
oy} uy ABcroyqoysfed puw BOHoEEo»N”:.«o IXojued eyj uy 3xe peourd Sunfr,

peey pue 1(1261)"

uynIe0 Aq pejdope: oxen gesiwead Twiuewwpung 83(1)

!
1(GL61 v serrenday

Fuot}vIexIon teoyfojouyomoyoheg
ROLLYNIMATII 40 XDV 3HI

r fuﬂ»a W tHoovjokeg 'ROILVONQE

w*(9H1) KPotoyoksd jo toouos uwihunp ey} puw s3syoysAyd Wwmjuend

¢ v ¢ czeate0x0d WAy}, JO
suoyjdooxed pus suotywsues eyy Lq pejueseadex sw Ly3yrwez zo uofwxepisudo »
03 xmaeoxed oy} 03 Twuxejxe Fuiyjewow 8% L1T{¥aX JO UOTIWIOPISUOD ® WOXT
= DT3I9TIIV puv OYTIUSTI® — Yoxwesex JO Syswydus oy} 3JTUS 03 veM e nd
.7 puw jynoyy Amijueo-yjueejeutu uo satekuydoyohsd jo 30e3J0 ejwipewmy oyl

< Sunp puw _:mwﬁcs Teuyoag ‘EOTEAQdOuIASd  YHOYVISIY

uorjwuywnyyl Jo edy

©
Y

1961-€881
STUGoe] OO

(0861-0881)
ony OI1001Y

TOOIR 1uel] 8Yy,

1 ueAeoj

sxwex 26 (1)

e»  YI-IIIA TEeH

.sxweg HO1 (2)

IIA-A TTeH

savex 95T  (€)

AI-1 TTI®H

sawox goz  (#)

IIIX-1 ueAwsy

| wawex ﬁ.% (1)

15¥1040
6e2(t8 "a’'v

IepuUeTw) ©033VY

umiey wexd oeyyg

« BT weol(,,
6£02-2961

ERUTECFGIRLCE

£
xW001D POTIIOE.

- Lg61-€g81
JTUDe] 00

»S00TD) POT3I196.

£881-4241
OJU{o9 001 vd

wNOTD POSNIJTC.

L2L1-6161
(1v1) STEPeR

~WBTT juvypey
Jo Butwwyg,

61S1€C19
(A1xeg) dTuyoe3o3

#£61 ‘paojeny
[ {woTuWo

A (4)



£

P

¢ &>

APPENDIX I
Research ) .
JUNG (1952): Forerunners of the Idea of Synchronicity Q

The causality principle asserts that the conm::tion between .
cause and effect is a necessary one. The synchronicity prin-

~ciple asserts that the terms of a meaningful coincidence are

connected by simultaneity and meaning. So if we assume that
the ESP experiments and numerous other observations are es-
tablished facts, we must Conclude that besides the connection
between cause and effect there is another factor in nature'
which expresses itself in the a.r-angonont of events and ap-
pears to us as meaning. Although zdeaning s an anthrapomor-
phic interpretation it nevertheless foras the indispensable
criterion of synchronicity. What that factor which appears

to us as "meaning” may be in itself we have no possidility of
Kknowing. As an hypothesis, hdwever, it is not quite so ia-
possible as may appear at first sight. We must remember that
the.rationalistic attituds of the West is not the only poss!
ble one and is rot all-embracing, but is in aany ways a p:o—g
Judice and a bias that ought perhaps to be corracted. The ,
very much older civilization of the Chipese has alwayd thought
differently from us in this respect, and we have to go back to
Heraclitus 1f we want to find something siziler in our clvili-
zation, at.least where philosophy is concerned. Only in as~

o> trology, alcheay, and the mantic procedures do we no d12-

o

ferences of principle between our attitude and the Chinese.
That 13 why alcheay developed along parallel lines in East and
West and why in both spheres it strove towards the same goxl
with nore or less identical ideas {par. 916).

In Chiness philosophy ons of the oldsst ard aost central ideas
is that of Tao, which the Jesuits translated as "God." - But

that 1s correct only for the Western way of thirking. Other
translations, such as "Providence™ and the like, are mere zake-
shifts. Richard Wilhelm brilliantly interprets it as “seaning.”
The concept of Tao pervades the whole philosophical thought of
hina. Causality occupies this paramount position with us, but «
it'acquired ita importance only in the course of the las‘ two
centuries, thanks to the levelling influence of the statisti- =
cal mapthod on the one hand and the unparalleled success of the
natural: sciences on the other, which brought she aouphys‘.cL
view of the world into disrepute (par. 91?i£ .

Lao-tzu (the founder of Taoisa) describes as "llothing,” by .-
which he means, says Wilhels, only its "contrast with the world
‘of reality.” . . . *“Nothing” is evidently “meaning” or "purpose,”

. and 1t 1s only called Nothing because it does not appear in'ihe

world of the senses, ‘but is only its organizer (pars. 919, 920).

L~ - - A1 (1.2)
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Jung (1952). . . . ’ ’ {
Reality, thinks ¥ilhelm, 1s conceptually knowable because
according to the Chiness view there is in all things a2 latent

“zationality.” This is the ic idea underlying meaningful
coincidence: it is possible Decause doth sides have the sanme

seaning. Where meaning preyails order results (par. 922).

Chuang-tzu (a contemporsry of Plato’s) says of the psycholo-
gical premises on which Tao is based: "The state in which

. ego and non-ego ars no longer opposed is called the pivot of

Tao.™ It sounds almost.like a criticisa of our scientific

. view of the world wvhen he remarks that ™Tao is obscured uhon

.you fix your eye on little segments of existence only,”

"Limitations are not originally grotinded in the meaning of
11fe. Originmally words had no fixed meanings. . . .* If you
have insight, says Chuang-tzu, “you use yowr inner eye, your °
inner ear; to plerce to the heart of things, and have no nesed

of intellectual knowledge."” This is obviously an allusiom to
" ,the absolute knowledge of the unoonscious, and to the presence

1n the microcosm of macrocosaic events (par. 923). o
JUNG (1952): On Meaning a.nd Connection :

If — and it seeas plwsiblo = the meaningful coincidence or
"cross-connection” of (synchronistic) events cannot be oxphimd
causally, then the connecting principle must lie in the equal

of parallel events; in other words, their tertiunm

i
comparationis is meaning. We are so accustomed to regard meaning

as a psychic process or content that it never enters our heads to

A

supposs that it could also exist outside the psyche. But we do
know at least enough about the psyche not to attribute to 1t any
aagical pover, and still less can we attribute any magical pover
to the conscious aind. If, therefore, we entertain the hypo-
thesis that one and the same (transcendental) meaning might mani-
fest itself simultansously in the husan psyche and in the arrange-
ment of an external and independent event, we at once come into
conflict with the conventional scisntific and epistemological
views. . « . The great difficulty is that we have absolutely no
sclentific mseans of proving the existence of an objective meaning
which is not Jjust a psychic product. We are, however, driven to
some such assumption if we are not to regress toc & magical causal-

" Aty and ascribe to the psyche a pover that far exceeds its en-

pirical range of*action. . . . Nor does traditionm help us much
in choosing between magical causality and transcendental -uning.

" bevause on the one hand the primitive untality has always ex-

.pleined synclironicity as magical causality right down to our

- present day, and on the other hand philosopby assumed a secret

gorrespondance or meaningful connection betwesn natural events

- until well into the eightsenth century. I prefer the latter hy-
. pothesis decause it doss not, like the first, conflict with the

eapirical cowopt‘ff cauulity. and cu; count as-a principle sui
gensris (per. 915), ‘ .

¢ N , o
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JUNG (1952):, On Ac;u?al Ordexedness

A causalistic explanation of synchronicity seems out of the

question for the reasons given above. It consists essentially

of "chance” equivalences. Their tertium comparationis rests

on the psychoid factors I call archetypes. . . . Archetypal

equivalences are contingent to causal determination, that is to

say there exist between them and ths causal processes no rela-

tions that conform to law. They seem, therefore, to represent

s special instance of randomness or chance. . . . It is an ~

initial state which . . . is the precondition of law, the chance
substrate on which law 1s based. If we consider synchronicity

or the archetype as the contingent, then the latter takes on the -
specific ‘aspect of a modality that has the functional significance

of a world-constituting factor. The archetype represents psychic .
probability, portraying ordinary instinctual events in the form £
of types. It is a special psychic instance of probability in
gensral, which "is made up of the laws of chance and lays down
rules for nature just as the laws of mechanics do."” We must.
agree with Speiser (here quoted) that although in the realm of  *

pure intellect the contingent is a "formless substance,” it .
‘reveals itself to psychic introspection — so far as inward per-

ception can grasp it-at all — as an image, or rather a type .

which underlies not only the psychic equivalences but, remarkably . '
enough, the psychophysical equivalences too (par. 964). ot

The meaningful coincidence or equivalencs of a psychic ard a
physical state that have no causal relationship to one another
means, in genural terms, that it 1s a modality without a cause,
an "acausal orderedness.” The question now arises whether our
definition of synchronicity with reference to the equivalence of- . °
psychic and physical processes is capable of expansion, or rather,
requires expansion. This requirement seems to force §tselt‘ on us
when we consider the above,” wider consception of ;;{néfmroniclty as
an “acausal orderedness.” Into this category come all “acts of
creation,” a priori factors such as the properties of natural num-
bers, the discontinuities of modern physics, etc. . . . I incline
in fact to the view that synchronicity in the narrow sense is only

a particular instance of general acausal orderedness —' that,
* namely, of the equivalence of psychic and physical prodesses wWhere
the observer is in the fortunate position of being abla to recog-
nize the tertium comparationis. . . . In this way we also avoid
multiplying our principles of explanation illegitimately, for the
archetype is the intrcspectively recognizable form of’a priori
psychic orderednsss. If an external aynchronistic process now
agsoclates itself with it, if falls into the sane basic pattern — ”
in other words, it too is "ordered.” This form orderedness :
differs from that of the properties of natural numbers or the dis-
contimiities of physics in that the latter have dxisted from
eternity and occur regularly, whereas the forms af psychic or-
dersdness are acts of creation in time. That, intidentally, is 3@
precisely why I have stressed the element of time ks being charac-
;tgr%stic of these phenomena and called them synchronistic (pgx. B R,

5) . ' L

TS
-

AI(1.3)



"
i
Al

. The Jungian Quatsrnities

Vorldviewss Extraverted/Introverted
Technoloay Iypdloay
(Symbol) Jung (1921)s
CLOCK Sens? (&)
Mechanism Perceptiog (Conscious)
Introspection . Irrational
Factual/Experiential
WORD Thinking Type (3)
Foraisa Conception
Wisdon Rational
Factual/Ideational
®
PICTURE BeelingMwe = (2)
Contextualisa Valuing ®
Innocence  °  Rational o
Sonsitive/h:)tioml
NUMSER ¢ Intuitive Tvps (1)
Organicisa Paxception (Unconséiou.n)
Illumiration ,BEzstional
I2iosyncratic/Visiooazy
sy of duation
depends upon
,
m ] L ] . * Bm L[] [ 2 ] [
Visual/Haptical Ratioral/Irratiomal .

. 161

The Acausal Connecting Prirciple

Synchronicity
*Iung (1952)s

Time-Space Continuum

"Just as the introduction of time as
the fourth dimension in modern physics
postulates an irrepressentable space-tinme
continuum, so the 1dea of synchronicity
with .its inherent quality of meaning
‘produces a picture of the world :hat is
completely baffling (97).”

Trisdic Thousht
*The decision in favour of the triad
(space, time, and causality) which in
certain respects ran counter to the
alchemical tradition, was followed by a
"scientific epoch that knew npthi=g of
correspondence and clung with passionats
inaistence to a triadic view of the world.
o w o I 18 difficult to divest conceptual
language of itas causalistic colouring (98-3).”

Neaningful\Coigeidence

"Although meaningful coincidences are infl-
nitely varigd in their phenomerology, as
acausal events they nsvertheless form an
elesent that is part of the sclentific
,Picture of the world, Causality is the.
way we explain the link betwsen two suc-
cessive events. Synchronicity desigrates
the parallelisnm of time and asaning tetween
paychic and psychophysical events, which
scientific knowledge has so far teen urable
to reduce to a comkp‘_nc‘.plo (1:4-15)."

~

i

ca Ordersdness

"Remariably enough, ths psychic images of
wholeness which are spontansously produced
by the unconsciocus, the syabols of ‘the sel’
in sandala form, also have a mathematical
structuxre, They ars as a rule quaterzitiaes
(or their multiples). These structures rot
only express ordsr, they also creata it.

o « » Fzon thisg it follows irrefutahly
that the unconscious uses number as an
ordering factor. . . . Accordingly 1:
would seem that natural numbers have an
archetypal character (41).”

SCIENCE :
Relativity/Synchronicity

AI(2)



A,

«

.aouwApe ofw3ys uwgiaReid
Uy s1010%] wmmto«a«ﬁcoo

1(n.61 *1ay ¥ 19uSOY UT)
°q ‘uweniad.

1€2

Qﬂ.@.—ugOaOnCOU ojws0)

apoN KIWUOTSTA

uoyywonpa-J 19§
nJ>aoduoan coe (eo1skyder sy

twuosiedsuey]

( -69) u3qId

enbyun,

uogieonpy [WNPTATPUY
goayiviedey 1e3tads

eswyq (wuosIad
(09-0%4) LiInav

0119IoUABOT DI

uofieonpy SAT300719D

o118y sey

eswyd (w3 [nd
(6€-51) HINOX

‘ goAyyuredwy *°
. ”~ 1

(eININOw

oydwwxy yPnoayy uoyyvonpl
soayyexeduy '+ peoysAydoyohsd

198I0ATUN, eswyd TeImImy

(o1- ) quud

WUTJUOD SATIRSID Aowé Ynoxn

UOTIWNPIATPU] JO 6s@003d 8y} uf ERSUd

sanyIy c3eauuta

*3s0 843 Jo

ayy JO £819KD 0Iay SN [APTION
1(1961 ‘Bunp uy) 1{z161)
*1°f ‘UOCSIAPUAH, ‘g *aedded,

ws(o(uedIQ PATIENIOJSURI] '

ﬁwnaUacwwuo eAYESRIBold - uoyyesnpd (1av) uaao:aao<u

3

WSUTHL., (1reuotyvaar)

NOILININI

hwnaodcnwuo {suoriwy - uofieonpld (sseR) ﬂnduc>a::Q

WSIWIOd e

wUIOH POH. (Teuotywy)

JHONOHL

3o SToAR] IUATY onl

t(oy61 ‘uosniieg uy)
‘H ‘zagnordon,

‘. -
(ovl) oJ11 uy Suiuuoy, SREMIO[OYN
uoyivuiEni(le
wgiotuediQe JYFNOYY teungivradg Kawytdn,. 1yfrsul
AdUNRORUNIL-J [PS ) ano001d
uogieaReu] FUTUWOH . NOILVNU1AIGNI
' wop3iA,
Bupyuiyl swayshs, BnoyL 14
uogywonpi-J 198 sged0xd
uotywidepy [nyFuUTUVON NOILYWHO4SNVEL
,eo:d>v< afleyg cq.aomd«%u .ou:ouqccua

ﬁwuauacdwuo @ATIONPeR -
&
RS TENIXNNUO0D,

(teuotawy)
ONIT¥3d

«oxT,,
|

. ﬁnuﬂ:_:muo o73ovpIqd -
WS TUTYOON,

(Teuoyyvaal)
NOILVENIS

PRl 2L CATS PN

weojuedig oAlywmIod

XForoqeASe TFoyodXL

Suteeg-uxenivd Buyuwoy 104
uoy3werd-J (o8 eydiouyad
uofioeuuo) TnyFuTURON ALIDINOHHONAS
~
(4-1) sedwmg :-aaowquu uoyyoedsorjul,
Buineeg-uzeyred uoyjeuySeny
wo8Ag Buyzjuwdao-J 198 eIm3onays
uoyywuetig nyFuTuwon ’ . 1ter §21

9Jt o1uoksd  wnuiIUO) 01VWRID

sseo0xg oyweukpoyoskad 1oNAr

-

-asuwApR ofmys uwijoRuid "Aujuwes jo Fupduajied
-xo ayy uy Kyyre(dwcd

1(9L61 ‘uoyardmis uy)
gnafapriop 1done

(n

(€

{2

(1

ATI(3)

i



189

- (1261) | (2561)

2d ofuIvjwny utel-wwuIng id Sjuleyen}y jnegd-Jung
HIYV HILVA ( wmnutquog
B B A it *3 20 ouy]-0owdg
\ : . (Suyuven) (+09133)
0) . k410 tuoryouks Kyyresne)
uoy3osUL0) uoy300UuU0)
/ juwiguoou] juwsuoy
(2).u f(0)ummumes >(%). : J (o)u ) o o K91ouy
HIHVY JuId - - efqrIdnIjeepuU]
SuotIvIel suoyyeiey «*(46) W3INO4 oYy S® GUQ 9Y3 BEWOD PITUL Y} JO 3IN0,
(Teanyen) glm PO TEIGd (1eamymo) 1370811 seAT0os pue sqwedox sny) sxwek pexpuny ueajil
) X0} 8318jweyOlw Jo suoyjwnoede !3 yfnoayy peeayy pex v
© wSudTIwredo oxIT sunx jwy} woqqoxad oyl ° ° *(96) usudpn{ eyoyn
Oony eAOQe® 943 3O 1onpoad ayy FUTHNY, SUBON cguummen v syqissod soywe yoyjym c«.cuoﬁ!m v 'pR1397 v eWODeq

rﬁw«.n Suguyof oﬁfuo o1180ddo oy BUTNE;. SUVEE ~e-—-mm puw 10309 nﬁo«:o»:ﬂ.nu oy} Lq poruoweiddns oq uoysy

»93U0TOTJ 1000 ey} Jo o3ysoddo oyy Futxe;, Suwow <«—— - ‘ouwyy ‘eowdg °* ¢ ¢ °(101) serdtoutad o peTI} Yy 03

snyj) puw £371esne0 Jo enx ufjexsans ey} 03 pue uw Ind

*(4S) ®anymieyyT TROTWSYOTY oYy UT JuemudITY BIY) JOJ eouep m!. (o319 ‘Awoep wnipex jo ‘wijuwnd ABxeus jJo sosupsiop

~TA® o[qEuOTReI 8] exey] “°juesexdex Aeyj amydnNIIs WYy -0 oy} ‘*3°9) L3TnUTIUCIBTP JO AIGACOSIP UIOPON oyl -
e guoryende oyy 207 sjuele [YOTEAYd(Y Gy3 pejn3Tieqns *(0%) SoT3TUIeIIND oIn: ¥ s¥ exv °

_ 8awy on vesAywun Juinor(ol oyj ui °3 4§ g ‘suoyiwxedo
ony eseyy 3o jonpoad oyy ATTWIT} puw 'y m 0 'SueTosxF0 snotosuodun oYy £q voo:vou._&»uosowcﬂ:&ehou- Yogun
-00 JO UOTUSTEO &y3 OoS[¥ 8T exey} !(3),u 4 (D)u eyysoddo . ssouetoyn jo sedweg owso» Imm...m %mmu%_ _er “w
%37 91 oxeyy ‘(3).u = (D)u uoyywnbe o7j0TWES Oy} UGATD £ SNOTOTUCD YMODOq WY YOTUA X " 3
11eo1dotoysked zoqumu outryep Oa JT TIV I83Jw uorenyd
?nv wuoIvEIOJEURI] SATITINEaed eeay) snid UOoD SNOTOWPNY UW YOoNEe J0U ST 17 SUSH °* ° ° *SUSIOT)
uoTiIvRIOSuUTI} A3TIUGPT UR 1seIMIoNIIE }I1wd-INOJ SXW SYIvE U100 JO Inq ouiw JOo eamydefuocd w ‘Aen sy}

ednoxp uyerX ° * * -anoy jo sdnoxd ojuy suoyjwiea yngfug AN jou 8} uoljwpunoy Twdhjeyoxe uw eawy sxequwu Wyl
-uvew Buiuogiyiaed 303 £3[nows ejwuuy uv sessossod uyyxaq ‘g o I0 spwil) ATisom oxw Iepi1o JO suxejjwd ealy
uveny oy3 3wy} joedsne 03 euo Spwer SOT}wEsyem dnoxy -twgad N IO UT “OJUSPIDUT YSOPIA 8y} GAWY puw

ugeTy JO LITTESIPATUR WYl ° ° ° °8198 JO wiqafyw eyjz 03 Kouonbexy 1s0werd oyl YITA INOD0 4 01 | sIsqurml 8y}
Sujutwyzed swexoeyy jo dnoxd v pedoteasp (ujep) 2opun) Iy} Jujees ‘pUIR UREN] SY) U] IOPIO JO JUSESTR GATY
suetOTINNeY v TNwqInog oy} ofw exwek Ajueml ‘31w joO -iwyad qsow oy} oq 1Ton Aww 31 . 'SESUPSISPIO, 10 juUSE
. Suypywe oyj Suryyorjucd sepom o51Fo[ JO XjIIWM oY} STyl -eBuwaze Te(nFex ‘uxouun TTIIS Inq ‘Suiisixe Apwexyw
\ T YPte o ° * * ‘SNIe} A0 ony 04 [enbe Ayunod (Ue Suipueysxdde 03 20 ‘10pa0 FUTIEEID I0J JUSWNIAISUTY
-OTRUR GI¥ SWIO} ON3} SIGYA 0In}onxis Axwuzrejwnd w uo poutivepexd ey st 31 °eeouvavedde jo sowyo eyj ojug
pes¥q ST jI¢ [[v jwy3 peziveyjodiy uceq swy 11 IV og 10pr0 Sutxq 03 esye Supyikue uwpy sz08 sdysy Tequny
XTIVW TeINIONIIE Syy J1(€l61) wequang xTI7eR snogosuooupn oyl t(€L41) Tumf

N

AT (&)

pnon ‘soyikud TWIUSVI0 JO PYIny oy ‘AITLOINEO puw



JUNG (CW. 17, 1954): "The Development of Personality”

Nowadays, "personality training” has become an educational
ideal that turns its back upon the standardized, mass-pro-
duced, "normal" human being demanded-by the machine age.

i ¢+ « The yearning for personality has therefore become a
real problem that occupies many minds today, whereas in
former times there was ohly one man who had a glimmering of
this question — Friedrich Schiller, whose letters on aes-
thetic education have lain dormant, like a Sleeping Beauty -
of literature, for more than a century. We pay confidently
assert that the "Holy Roman Empire of the Cerman Nation" has
not taken much notice of Schiller as an educator. On the
other hand, the furor teutonicus has hurled itself upon peda-
gogics (in the strict sense of the education of childxeng';
delved into child psychology, ferreted out the infantillism
of the adult, and made of childhood such a portentous condi-
tion of life and human fate that it completely overshadows
the creative meaning and potentialities of adult existence.
Our age has been extravagantly praised as the "century of
the child.” This boundless expansion of the kindergarten
amounts to complete forgetfulness of the problems of adult
education divined by the genius of Schiller. Nobody will
deny or underestimate ths importance of childhood; the se-
vere and often 1life-long injuries caused by stupid upbring-
ing at home or in school are too obvicus, and the need for
more reasonable pedagogic methods.is far too urgent. But if
this evil is to be attacked at the root, one must in all se-
riousness face the question of how such idiotic and bigoted
methods of education ever came to be employed, and still are
employed. Obviously, for the sole reason that there are half-
baked educators who zre not human teings at all, but walking
personifications of method. Anyone who wants to educate must
hinself Ye educated. But the parrot-like book-learning and
mechanical use of methods that is stlll practised today 1s
noa‘sducation either for the child or for the educator (par.
2 . -

It is presumed that the youthful persﬁw who have ‘picked on
education as a carser are themselves educated; but nobody, -I
daressy, will venture to assert that they are all "personall-
ties” as well. By and large, they suffer from the same de-
fective sducation as the hapless children they are supposed
to instruct, and as & rule axe as little "personmalities” as
their charges. Our whole educational problem suffers from .
a one-sided approach to ths child who is to be oducated, and
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Jung (1954) . « .

from an equally one-sided lack of emphasis on tha uneducated-
ness of the educator. Everyonse who has finished his course of
studies feels himself to be fully educated; in a word, he feels
grovn up. He nmust feel this, he must have this solid conviction
of his own competence in order to survive the struggle for exds-
tence, . . « The professional man is irretrievably condemned
to be competent (par. 284).

Everyone knows that these conditions are not ideal. }But, with
reservations, we can say that they are the best possible under-
the circumstances. We cannot imagins how they could be dif-
ferent. We cannot expect more from the average educator than
from the average parent., If he is good at his job, we have to
be content with that, Jjust as we have to be content with par-
ents bringing up their children as best they can (par. 285).

The fact is that the high ideal of educating the personality is
not for children: for what is usually meant by personality —

& well-rounded psychic whols that is capable of resistance and
abounding in energy — 1is an adult ideal. It is only in an age
like ours, when the individual is unconscious of the problems
of adult life, or — what is worse — when he consciously sbirk§
them, that people could wish to folst this i1deal on to child-
hood (par. 286). '

No one can train the personality unless he has it himself. And
it is not the child, but only the adult, who can achieve person-
ality as the fruit of a full life directed toward this end. The
achisvement of personality means nothing less than the optimum
development of the whole individual human being. It is impos-

.sible to foresee the endiess variety of conditions that have to

be fulfilled.. A whole lifetime, in all its blological, social,
and spiritual aspects, 1s needed. Personality is the supreme
realization of the innate idlosyncrasy of a living being. It is
an act of high courage flung in the face of 11fen? . 289),

What is it, inh the end, that induces a man to go his own way and
to, rise out of unconscious identity with the mass as out of a
swathing mist? Not necessity, for necessity comes to many, and
they all take refuge in convention. Not moral declsion, for nine
times out of ten we decide for convention likewise, What is it,
thnn, that inexoradbly tips the scales in favour of the extra-

ordinary (par. 299)? .
It ia whlt is commonly calldd vocation: an irrational factor
that destines a man to emancipate himself from the herd and from
its well-worn paths. . . . fact that many a man who goes
his own way ends in ruin means nothing to one who has a vocation.
He must obey his own law, as if it were a daemon whispering to
hin of new and wonderful paths (par. 300),

Creative 1ife alvays stands outsids convemtion (par. 305).
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READ (1958): On Aesthetic Education

The thesis which is put forward in this book is not original.

It vas very explicitly formulated by Platoc many centuries ago.

« o« o It is surely one of the curiosities of the history of
philosophy that one of the most cherished notions of this great
man has never bsen taken seriously by any of his followers,
Schiller alone being an exception.

The thesis is: that art should be the-basis of education (i).

It must be understood-from the beginning that what I have in
mind is not merely ‘art education’ as such, which should more
properly be called vigual or plastic education: the thsory to
be put forward embraces all modes of self-expression, literary
and poetic (verbal) no less than musical .or aural, and forms an
Antegral approach to reality whidh should be called aesthetic
education — the education of those senses upon which conscious-
ness, and ultimately the intelligence and judgment of the human
individual, are based. It is only in so far as these senses
are brought into harmonious and habitual relationship with the
‘external world that an integrated personality is built up (7).

The integral education which I.concsive i3 relatively indiffer-
ent to the fate of individual subjects, since its underlying
assumption is that the purpose of education is to develop

generic qualitles of insight and sensibility, which qualities

are fundamental even in mathematics and geography (221). .

. MASLOW (1971): On Education through Art

My feeling is that the concept of creativeness and the concept
of the -healthy, self-actualizing, fully human person seem to
be coming closer and closer together, and may pe"haps turn out
to be the same thing (55).

Another conclusion that I seem to be impelled toward, even though
I am not quite sure of my facts, is that creative art education,

or better said, Education-Through-Art, may be especially important
not so much for turning out artists or art products, as fpr turn-

ing out better people. . . . So I am thinking of education through'

art not so much becauses it turns out pictures but bscause I think
it may be possible that, clearly understood, it may become the ‘
paradigm for all other education. That is, instead of being re-

garded as the frill, the expendable kind of thing which it now \is,
if we take it seriously enough and work at it hard enough apd if

it turns out to be what some of us suspect it éan be, then we may
one day teach arithmetic and reading and writihg on this paradigm.
So far as I am concerned, I am talking about all educatlon. This
is why I am interested in education through art — simply because
it seems to be good education in potential (55-6).

Mathematics can be Just as beautiful, Just as peak-producing as
ausic (@.8.). . « « I had no glinphe of mathematics as a study
in aesthetics until I was thirty years old, untu I read some ,
books on the subject (171).

1
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Toward Aesthetic Education in Canada

Axt Education History (Logan, 1976) Historv of the CSEA (MacGregor, 1979)

(&) Prosyessive Education Education throush Art »
-

Logan (1955) finds it significant that early (1952) Gaitskell gains adoption of

eains, influsnced by the theory of Dewey ard ml 11osophy for the CSEA

the Gestalt psychologista, are most apparent .

at the elementary level: "Only very young -

artists are slmost unaware of social pressures (1955) Pirst Natiooal Assembly

in their work.” logan (1965/1976) emphasizes Lismer Inaugural Address:

that 1t is the creative element in the teach- "So Littls for the Soul”

ing which allows the fundamental princlples of " the Mind"

such theory to "work," whatever the age-group. (ct: Nfztlx;;?:l;u:ﬁ shsg. criticism

‘(Exanples of “creative teaching,” at various
levels, are described to support this point).

(3) Creative Education Creativity v. Copving

According to Logan (1976), it took five years . ‘K .
to dispel ths notion, based on exaggerated (1958) Q—————T" I:‘:"i: 3:‘;;:::; Behavior

interpretations of Lowanfeld's theory, that Visual and Haptical Types

.of Progressive Education)

the power to stimulats creativity in the minds
of students wvas something unique to axt: "Im - (Bdict agrinst Colorirg Books)
retrospect, it seems almost incredible that (1958) Assembly C ssionss
so many people wrote so many busy, busy Proposed study for improved ar:
articles about creativity in those terms. It tsacher triining facilities; *he
was & popular myth for art education at that concept of the artist-teachesr
tize,." (Antidote to “School Arts”)

(2) Perceptual Aesthetics Universality of Ar: (Gestalt Principle) N
Logan attributes the accelerated intesrest (1961) Schaeffer-Simmern Address:
in perceptivity to Gestalt psychologists, Perceptual Development of Chil
such as Arnheim, and to one of his students,
June McFee; in twrn, to the circulation of (1962) McFee Address:

her students and thes publication of her book Alterratives for trne Child
ot the subject. Thus, thjfjlink between per-

coptivity and creativiiy was finally made. (1983) Read Address:

Of the dslayed correlation with perceptivity, . Universality of Child Axrt
Logan explains, sinmply, that no one had pre-
viously "gotten around to that particular (1965) Gaitskell Address:
element to aay g=eat extent.” The Child's Pexcspticn
(1) Phepomenoclogical Aegthetics Hunanistic Aesthetics
" Logan traces ths phenomenological usthntics\ (15€2) Haslow Address:
of Madeafort, Tswmwa, and Flarrery to the Art as Sell-Actualization

humanistic-environmental. ssasthetics of Barian,
Feldman, and Eisner. Logan's concer:a hers 1s (1967) 3Black recommends adovntion of

that the phenomenoclogical scholars’ way of , Cazl Rogers* philosophy of
writing fresents art teachers, faced with some Self-Deterairation, for CSEA

thirty students at a tinme, with an extIenely
difficult task of translatiom: ' "how they are- (197:) Taylor Address:

going to persuads all these little ruzmies thit Humanistic Principles and
11%¢ 'a aesthetic and beautiful, in terazs such Teansformation in the Aris
as Madenfort puts down in the jowrmal; I'm not

80 sure about that.” . cat the 1980°'s

[y

(1980) MacGresor Presentation

AL (2



(0861) uosnlxeyq

1913U070J UOTIeONPF [USIOATUN &

(7uBnoyy, BuiiwuiBiag)
uosnBxed

yoeoaxddy teuosxedsuwi],

88ypn3g OrIstINey

(Buysuiyy tenidesred)
uswpad

yovoxddy tpruosxad

8OTPNIS Ol S TuURENy

(SutquTyL ®ATIINIUI)
Jounxg

yowoxddy teanjonxig

Setpnig Weadoid

(21unoyy, eAgerTIwNY)
Keno(

yovwoaddy tejuswdoioae(

881pn31g PIIUD

eatssexdoxd

uogIROoNpPy O[30 150V [EBJBATH

(€161) peay

. —uadcodok uofiyeonpy o131y

Aw=aooma:ucaadmv W TOjURII() SATIVMIOJBURI],

Ao«aa:achmozo»wmv Aoaamdﬁacomuoamcuubv

g10199y anbiup
uoy31eonpgr-J19S

Aa 9(0AkSq oxrjeN

(27194304 1AK)
51030%4 oy3RIoULSOTPI
uotieonpy TYNpPIAIpPUI

(€ e(oksd 1 pV

(o110uBB0T00g)
8310308% [YIM3IND

uoyyednpyg eA]}0e1[00

(2 ayoksd Buydoreasq

(ov3eualoysfed)
8I070®d TESIOATUN

erdwexy £q uogjwonpy

(1

eUdoksd o{1IuvIul

1

e0UspUeISUBIL-J 185
YIysul earjear)

3STIIV ATRUOTSTA

Aoaamaﬂoocoouv
aBpenouy-J 195

yBnoyy 3104

38711V 8INIEBK

Aow:maHW®=00mV
‘ uotT3weIn-J105

Butuwey 1184

18132V TIyInox

AOﬂzmduwoa:<v
uoyesexdxx-J 198

uojjvuiFeu] eAyIeel)

1813LY PLIUD

awcdxoom-cuoaeamv wstoTuEdx() SATIvEI0Y

888001 BujuIve]

Kxoey}, uotywonpy

$86001g UOI}UNPIATPUL

, Ky11euosxed jo juemdoyess(

»

BTENPIATPUL 38OX)

£

1u1a3yed,
o1wy1hqy

HOLLININI «

emion1ig
1ewIo§ -

Aﬁv WS TA}1ONI3EU0H
otuedr) - SAlIwISWNUY
JHONOHL
ANV ws{1eay
eAjIvuUlBen] -~ ©ATIeI0de(
ON1T3AA
(€) ' wsjreearadng
¢  orydey - otyyedwy
NOILVSHAS
&
(4) WS juo(s8eIdXd
PO}ISAOIU] - POIISABRIIXT

A¥doyodA], Aunp-pesy

Kxoey] uoijeonpy o1194ysey

(uotiewaojsuvyy, eA(IveI))

funp.
seayjeredu] oyinedwaeyl

(otwepwov) 33V 16713
v
(uotrezyI1E¥MOY-J198)

noiseR

geAtieaaduy o778 fuBENy|

(187u8pOR) IV ITNPV

.Axamadt snoyosuodun)
fStonzuoxyy

seAli1vieduy O13104y3soy

(temydeoaeg) 3ay yjnox

(sedL} otadel/rencyA)

projusno]
geAf)eIedu] aATI®eI)

(temaeN) 33V PLIWD

eayssexford

BBB001J OA[3wel)

uotjeonpy 3V

AIX (D)

(4

(€

(¢

(v



LY

sopuN-Apeey dweyong (019Z) YIHIAV TS: v 8mu_ (109u8D) VIVAHVH
,mw.w 1e8eg uxepou puv [ewAS|pew oSNy wseduvId °p °d
- . ejovwy — IV snotFT{ey puw Ofjemiey - uoy}dwIIsqy ,0Ind, Kk1eyq0d4
99 ) idod 'woyepug ‘wsj[eslIng owog 31Y 8AT308{ qQOuON *Yyoay Tvuojound
ugnSnwy : 088wd1d 16897
AV oOyjomIey Uoy3wuten{L (eAT10efqng) wsiqny WSTATIONIIFUOC)  wsIqn) (©A1306{qO)
wejotuwdIQ peageg ©  eanjonaig [emIog - uxeed oTWAuy
HALVA === HINVE <<--- YLd (%) ) NOIIININI =
. F-1g ¢ 13y 8800014 ‘dQ ‘pretd 1070) . sfutjuted 8AR) T 3ay uxesep
sxeqly ‘ws(ATI0NIISUO) ‘wetjwweadng Suyjuyed eseutyd pavpunyg
eamesg — 31V 8AT306{qOuUoN 1V otodet] ‘oyFPwAwre) oIy I8eV
oFvWOIY) . xyoxowyeq ‘etqeisuc) Ao«ﬁanwo..ofv
WS TUO(8S0IdXY <fmuw SOpSIA . wgyuoyseoxdwy - we{ [y weiIvInNIeN '
Ioer1I8qy
wgyaIod ouwjoxld “otunldaQ - QAT RISENUY
14 <*--- HIYVE <—— YIV (€) JHONOHL
outi gatmiued ‘Yoay dTUI0n euyuyway
Sujuooy ep Y302 Pu® U161 943 Jo Iy uopoy (onbyyehi)
yd01TO0d apIeN-JUBAY OATIVINITL ayerd . OATITHTId
TeInysen yootrrod verda
WY TUOTE8eIdXY G wwm CTCRE I ws{vEoIny wsjleeiledng @Anoxl 3e{qO
oRIIBQY s
ey enIxejuo) eI D . eAyIwuTHew] - oAt wI0d9(]
HI¥VE <*--- FHIA <=—— HALVA (2) _ DNIT334
. . ‘yoay
expuy KImued Y30z ey jJo , e euyINnog ooUVeBTRUOY
STIXOH 11y 1wotforooy ‘1wnideduo)n o 0001y 19 1puerqusy
. ppar ‘wstepeq ‘wsyyvexang Jo yony _ preneunay sueqny _—
uyAeld 11V uweloh (s9131TEND)
3AY [RUSWIOITAUY uoj3doedsoljuy 18Tuoises1dxy WSjuolessexdxy {euoTIwSUSS
e [URYOey TexnyeN " o1ydwy - otyywdey
IV <$=== HYId «€--- HIUVE (1) NOILYSNSS
8108 juejuo) on == (%) uorsseidxy POIIBA0IIUY - POJIGARIIXY 9398
w0l - Xwouo1v - ’ wojgo1oyoked

(€#61) XFotodX], Funr-pesy

He

AII (&)



R

4

[

1938n  (S)
(2a f.:. voriwydepy) W
(3) ox1J
oXTd (L) AT ¥ cou_
(N) v

0107 ©9X3o(q 1Y

quejuoy () <¢--- UAHIAV

(8).u = (D)u (38exg) UuoTIBUTEM(]]

wepoTURB X0
UELVA <t==w HINVE -t--- SUId

\ (- % $0 (u3x0N) wOopsiA A

L LR B OY
JYIA <¢--- HINVE <+ MIV

=0 (uanog) oo:owo::m
wgITVN}IX03UO0)
HIHVY <®¥«=--  FHIA < HILYA
(3).u \ (o)u (3sen) Uoj3oedgoxjuy

wsTUwYoel
UIV bmes  JUId <--- HINVE

ueuol (p) == ().

(€261) TIoTodog ujeTH-wvquang

Suytesy (2) .

- ‘ ™
ta
yixea (n) (#) uoxjgnyug uotjesues (1)
) (€) ufnoyy
(0) + (1) TeuotIvII]
(0) = —— —_— K3juzerend ey}
€) + (@ TwuoTyy
. edueleq VIVQHVK —> (D) 2e3ueD
(2)
(1) + () wsTAT3ONIIBUOD)
poiowg eIn3onIyg dun.uou - uzeyjyed opwIAyy
; (n) NOLLININI
(n)_+ (1) -
(€) woTTvey
eugyoad ofuedrg - eA}exeunuy
(€) IHONOHL
(1)_+ (0 :
g eoxxedng
. (2 .
%IN1 N9 oATIvuiduN] - eAt3wI0O8e(q -
€4 v ONITIRI - )
(©) P
Q&lwl.ﬁu ) wejuojeveIdxy
TemaeN oy3dey - otyyvdey ‘-
(1) HOILVSKNSS
uoysgexdxy uotjenby peizeacIjur . - pe3IoARIIXY
motNeuaTy (€461) KIoToaKL Funp-pwey

A II (5)



2,

17

Student Drawing Serials (Secondary Level 5) : cto .
Starting Points - Series of Transformations# Synectics Method¥*
familiar (simple) imagery - familiar medium/technique 1. Personal Analogy
(e g ) - unfamiliar instruction ﬂ )
student’s own initials to de-faniliarize images -~ Depersonalized

_ through increased complexity
familiar (complex) imagery - fanilgn: medium/technique 2. Direct Analogy
(e.5.) unfaniliar instruction . .
clunp of weeds (student-found) to re-familiarize images ~ Redirected
- through decreased complexity
unfamiliar (simple) imagery - familiar medium 3. Fantasy Analogy
(e.g.) unfaniliar technique
string-drawn ink blot to familiarize images -~ Empathized

through s stively complex .
(student-made) development See Fig. 3)

familiar (complex) imagery - familiar medium . 4. Symbolic Analogy
(0.8.) unfamiliar technique

Cf.

photo-detall drawing to re-familiarize images ~- Realized

. through selectively complex
(student-solecvted) developnent

Ehrenzweig (1967): Teaching Principle Gordon (1961): Symectics Principle

"every student deserves to be treated "making the familiar strange and
as a potential genius (122)" making the strange familiar (35)"

*See, also, appendix A III: (8) ##*Four mechanisms of metaphor, above

Cf.:

Jung (1971):

Two Modes of Artistic Creation: Psychological and Visionary Art

The psycholoaical (i.e., personalis‘tic) mods works with materials drawn
from man's ‘conscious life . . . . ralsed from the commonplace o the
lavel of poetic experience, and expressed with a ‘power of conviction that
glves us a greater depth of human insight by making us vividly aware of
those everyday happenings which we tend to evade or to overlook because °
We percelve them only dully or with a feeling of discomfort. . . . There
is no work left for the psychologist to.do (89). :

(In the visionary, or transpersonalistic, mode of artistic creation) every-
thing is reversed. The experience that furnishes the material for artistic
sxpression is no longer faailiar. It 1s something strange that derives its
existence fron the hinterland of man‘'s mind. . . . This disturbing spec-
tacle (glamorous, dasmonic, and groteasque) of some tremendous process that
in every way transcends our ‘human feeling and understanding makes quite
other demands upon the powers of the artist than do ths experiences of the !
foreground of 1ife. Thess never rend the curtain that veils the cosmos.

» + » But the primordis® experiences rend from top to bottom the curtain »
upon which is painted the plcture of an ordered world, and allow a glimpse

into the unfathomable abyss- of the unborn and of things yst to be (90).

A II (6)



u‘ fi}wmmn’ bos SN

)
Te¢hnology

JUNG (1947)1 Active Imagination (as Psychotschnology)

¢
We have stated that the lower reaches of the payche tegin
where the function emancipates itself f{rom tha compulsive
force of instinct and becomes amenable to the will, and we
have defined the will as disposable energy. But that, aa
said, presupposss a dispoatng subject, capable of judgzent
and endowed %With consciousness (par.- 397).

In viev of the .structure of the body, it would be astonish-
ing if the psyche were the only blological phenomencn not
to shgw clear traces of its evolutionary history, znrd $¢ 43
altogether probable that these marks ars closely connrected
with the instinctual bass. Instinct and the archaic aode
meet in the bilological conception of the "pattern of behav-
iour."” There are, in fact, no amorphous instincis, as .
every inatinct bears in itself the pattern of its situation.
Always it fulf{lls an izage, ard the imsge has fixed quail-
ties. . . . Ve may say that the inage represents the mean-
‘Ang of the instinct (par. 398).

Although the existence of an instinctual jattera i{n human
biology is probable, it seems very difficult tc prove the
existence of distinct types eapirically. For the organ
with which we aight apprehend them — consclousness — s °
not only a transforaation of the original instinctual iaage,
but alse its transformer. It is therefore not surprising
that the human aind .finds it impossible to specify precisas
types for man similar to those we «iow in the arfimsl king-
dom. I aust confess that I can see no direct way to solve
this problem. And yet I have succeeded, or so I belleve, .
in finding at leas: an indirec: way of approach to the in-
stincteal image (par. 399).

In what follows I would like to give a brief descripiion of
how this discovery .took place. I had often observed patlents
whose dresas pointed %o a rich stors of fanzasy-saterial.
Equally, from the patients thezselves; I got tiw iapression
that they were stuffed full of fantasies, Without thelr delsg
able to tell me Jjust whare 2he inrer pressure lay. I there-
fore took up a dreaa-image or an association of the patient’s,
and, with this as a point of departure, set him the task of ,
elaborating or developing his theme by giving free rein %o

his fantasy. This, according tq individual taste and talent,
“could be dons in any number /6f ways, dramatic, dimlectic,
visual, acoustic, or in the form of dancing, painting, draw-
ing, or modelling. The result of this techniqus was a vast .

o

v
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Jung (1947) . . .

, .
. number of complicated designs vhose diversity puzzled me for

yoars, until I was able to recognize that in this method I was
witnessing ths spontansous manifestation of an uncceanscious pro-

cess vhich was merely assisted by the tschnical abiliiy of the

patient, and to which I later gave the mame “individuation pro-

cess.” But, long before s recognition dawned upon me, I had

made the discovery that this method often diainished, to a con-
siderable dagree, the frequency and intensity &f the dresas,

thus feducing the inexplicable pressurs exsrted by the uncon-

‘scious. Invmany casks, this brought a large aeisure of thera-

peutic sucgesf, wvhich encouraged both ayselZtend the patient

to press forvard despite the baffling nature of the results

(par. 400). ‘ \

The chaotic assortment of iaages ‘Put fizat confronted as )
reduced itself in of the work to certain well- AT
formal eleaenis, vhich repeated theaselves T
us foym with the most varied, individu- -
als, I mentiop, &3 the 3ost salisnt chazacteristics, cheotic -
sultiplicity order; dualisy; the opposition of light and .
dark, upper and lower, zight and left; the n of oppnsi‘es - ‘u
in a third; the quateinity’ (square,- cross)i otation (sircle, -~ ®
.sphete); and finally the cexzering process and a radial ar- )
rangemedt thet usually followed some Quatarmacy systea. . . .
. The centaring process is, in ay experience, the never-to-be- .
surpessed climax of the whole development, and is charscter- '
ized as such ty the fact that L% brings with 4t the greatest
posaidble therapeutic effect. The typical Zeatures listed
above go to the 1i%itts of abatrsction, yet at the sane tine
they are the sisplest expressions of tne foraative principles
L . tars at work. ' In actual reality, the patterns are infinitely

P . ' . more 7ariegated and fir more concrete than this would suggest.
4 ' L. - Their vartety delies description (pax. 1),

_ ) .- Thase riences and-reflaciicns lead aa %0 belleve that thers
- TR , ' aze crtain collective unconscloup conditiors which act s regi-
: , N y . “lators and stimulators’ef creacive. Zantasy-aceivity snd calil
. Ce fTorsh corresponding forzmaziods by avalling themselves of the
Ry o . existing conscious materisl. They betave exactly like the mo-
- : . tive Zorces of dreaas, for which reason active lasginstion, as
. T, 77 .1 have called this sethod, to scne cxtent takss tne place of
R dreass. The existence of thess unconscious regwators — 1 .
t, LT somstines refer %o thea as “doalzants” decause of sods
o = of functioring — seensd to me 80 important -tha’: I dased upon
. .. .. 1%t ay hypotifels of an ispsrsossl collsctive unconsclous. The o
‘e . - - sbst remarikable thing about this msthod, I felt, vas that it "

. did pot izvolve & g&. » Wt rather & ayn- ..
. o theais — an attd voliutanily sdopted, though ¢ -
ST ey _— . for the rest volly patural — ¢f passive conscious msterial
e g and unconsscious infl 8, ksnce & kind of gpontanequs ampli-

: S fication of the archetypes. The iasges . . . mske their ap-

pearance oaly in uf course of asplification (par: 80)).

K - ' .

ot ' # S A Iz (1.2)

defined themss a
in identical or




© JUNG (1921): The Indirect Approach

The unconscious functions likewise group thensé].v:; in’
patterns correlated with the conscious ones. Thus, the
correlative of conscious, practical thinking may be an
“ unconscious, intuliive-feeling attitude, with feeling
under a stronger inhibition than intuition. These
- - peculiu;ities are of interest only for one who is con-
. ,cernad with the practical trpatment of such cases, but
’ it 1s important that he should know about them. I have
' frequently observed how an analyst, confronted with a
terrific thinking type, for instance, will do his utmost
* to develop the feeling function directly out of the un-
conscious. Such an attempt is foredoomed to failuxe,
) : ' because 1t involves too great a violapion of the consclous -
' e ' ‘ . standpoint. . . . But the approach to the unconscious and
g ' ‘ to the most repressed function is disclosed, as it were',
of its cwn accord, and with.adequate protection of the "con-
. ' . , scious standpoint, when thexay of development proceeds via
. . the auxiliary function — in the case of & rational type 6
via one of the urational functions (par. 670). R

v ARGUELLZS (1975): Art as Internal Technology .

/‘ Once he is attuned to the psychological and spiritual nature
of the world ‘crisis, the internal technologist must first
seek to transcend the ceaseless intellectual thinking prin-

" . ciple upon which material progress depends. Because the ‘
practice of seeing through thought is fundamental to all ex-
| " .. perience of a cosmic nature, the mandala and other primary
| . " geometrical forms have persisted throughout human culture.
Transcending the gz'ip of intellectualization, rationalization, -
o or conceptualization, one will almost certainly experience the
{ . mandalic nature -of the primordial. Second, in whatever form
| T the sacred is experienced there must be a complete identifica-
o "’ tion of self with the object of experience. At its most pri-
nary level, art is not a thing done but a dissolution of the
N ego; nor is anything "created." Whereas the materialistic
. view is that creation is an addition to reality, from the
point of view of internal fechnology, creation is adtually a
oo dissolution of duality and a merging into a unitive state,
' o producing a transformation of reality {284).

, . The rediscovezy of Tantra art by the technological world and
; I \ its subsequent popularity ars further signs that the circle i
S o conpleting itself. In Tintra, as in certain American Indian
' , | . rituals, art is not.a ‘specialized profession or a particular
T ; . style but a path to a greater self-realization open to anyons
N .. willing to cast aside the und-forged manacles of man. 0°f
-+ . - course, 'to choose this path'requires the réversal of all his-
o N o torical and logical processes. -The extent to which individuals
{ . R ' “are capable of undergoing this Initial transformation is the
. L | extent to which @ new world view is being 'tn'ought forth (284).

- :'I-:f W ‘., ’ , W . ‘ A 11T (1.3)
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" sifies his ineptness by & defensive AXTogarce s

" "FoP many people, this cooling system trings on
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Toward an Understandicg of Media in Canada

The Electric Age (McLuhan, 1964):

.The TV Image: 'Tho Sensuous Revolution

"It is not hard to explain this ssnsuous-
revolution to psinters and sculptors, for
they have been striving, ever since Cézanne,
« o« « to bring about the change that TV has
now effected on a fantastic scale. TV 1s
the Bauhaus program of deaign and living,
or the Montessori educational stratasgy,
given total technological extension and
commercial sponsorship (280)."

Cutenberz 1: Revolution in Expression (161)

"Literate man is nbt only numb and vague in
the pressnce of film or photo, but he inten~

and condescension to ‘pop kulch' arnd ‘mass €A
entertainment.’ It was in this spirit of @
bulldog opacity that the scholastic philoso-
phers Zatled to meet the challenge of the
printed book (175). . « . the favov'*e stince
of literary mwan has long been ‘to view with
alarn' or ‘to point with pride,’' while scxu~
pulously ignoring what’s going on (179).”

Art as An:i-Environment: Civil Defense (267)

"Each new tschnology creates an environment
that 18 itself regarded as corrupt and degrad-
ing., Yet the new one turns its predscessor
into an art form. . . . (T)he industrial age
turned the ReraisSance into an art form as seen
in the work of Jacob Burckhardt. Siegfried
Giedion, in *urn, has in the electric age
taught us how to see the entire process of
sechanization as an art process. . . « Art as
anti-environmer: (Ll.e., civil defense agains:
media fallout) becomes more than ever a means
of tnining percaption ard judgment (ix).”

Gutenberz 2: Self-Defense (Our Cooling System)

& life-long state of psychic rizor mortis . . .
particularly observable in periods of new tech-
nology (37). « « . Those who penic now about
the newer medis and about the revolution we are
forging, vaster in scope than that of Gutenberg,
are obviously ladidng in cocl detachment and

" gratitude for that most potent gift bestowsd on

Western mam: his pover to act without reaction.
*« « o« Print taught men to say, 'Damn the ‘tor-
pedoes. Full stean ahead!' (162)." -

2r g '\'”Guunﬁors 23 Communication Revolution® -

<

History'of the CSEA (MacGregor, 1979)
A New L ‘Education in Canada

(1955) &’EI:E Address:
 Fila and TV in Art{ Education

Jagues Address:
ani.ronn.ont arnd Bxpression "

(1958) Assembly Commissions: Urged
artist-teacner training school

modalled after the Zathaus.

Aesthetic Bducation 1

(1558) Lowenfeld Address:
Traits ofsCreative Jehavior

Inspired a "michdog astitude”

against coloring book practices
in art education.

(1959) Assembly Co sions: On
< art history, for primary acd
secandary gradss; led by J. R.
Ostiguy, of the Natioral Gallery.

Environmental Aesthetics

(1961) Galtskell Address:
Visual -Corruption
and Urban Blight
Assembly Commissions:
Stressed the need for public

sawareness of tha roles of art
in environcental design,

(196;7) Preusssr Addrsss:

Mutual Desizn 3snefits of an
Art-Technology Partnsrship.

Aesthetic Education 2: Coolirg . . .

" The in tion anada

(1971) Culldn Addvess
(A "quiet alternative” to Mcluhan)

(1973) {'_t_ﬂgor Address
¢ . (A fascinating altexmative)

(1974) %g_hihgg)\dd:na
A predictable reaction %o
his disquieting nessage)

(1980) Godfrey Address

AIII(Z) .
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Summary of Revorts ) On Aztisfic Vision
Observation *Studies in Creation" . (Sakurabayashi's title)
1. Arnheim, Rudolf, (1966)

Toward a Psychology of Art, the es "On Inspiration”
and “Contemplation and Creativity", pR. 285-301.

Active contemplation, requisits to cxeative work,
results in restructuring, invention and discovery of
nevw configurations; i.s., Gestalt disintegration., The
theory is discussed in relation to Sakurabayashi's

study (IV) on prolonged inspection:

over-exposure (10 min.) of relatively simple geometric
patterns, of the iddnd on which Gestalt studies had
based their qonclusions, showed fundamental stricfuzral

Gestalt Test Circle (1) changes. Phenomenal results were seen to have direct
HB Pencil on Gray Paper bearing on artistic vision and the creative procesa\
- m -

»

Ehrenzveig, Anton. (1967) ‘
The Hidden Oxder of Art, pp. 37, 4€-47, 281-282,°

Unconscious scanning (as with the "vacant stare” )

attends both figures and ground, brealkdng the 'good'’

i " Gestalt and widening the choices essential to creative

. search. Unconscious or subliainal perception admits,
peripheral distortions such as displacement, conden-

A . sation, fragmentatlon, etc.,- charactazlstic of primary
- ocess imagery, By its total range, peripheral vision
provides the vivid plastic effects necessary to the
conscious perception of reality. The theory is sub-
stantiated by the Fisher-Paul validation study on

subliminal visual stimulation, by tachistoscopy:

under-exposure (17100 Sec.) of the Rubin double-profile,
: shown, produced a variety of transformations and dis-

Rubin Test e (1) tortions of the stimulus in subsequent drawings, con-

Zine DraWing (Pencil) - firming the phenomenality of subliminal registration.

-

Duncast, C.P, .

"Figural displacement with quasi-cire stimull”,
Percentual and Motor Skills,.1958, 8, 295-305, A
study on the apparent expansion of an outline cirnle
undsr prolonged inspection; a recurrent issus in
neural satiation theory. 3

Pxolo and divect fixation of the centar of:
1) a complete (C) outline circle; 2) a dot rotat (R)
continuously in'a circular path; 3) a dot moved (M
step-wise around a circular path; 4) a stationmary (S)
dot. The diameter of each circle/path was 6 3/8 in.;
of the fixation point, 1/8 in.; of each’'dot, 3/4 in.;
the width of the circle outline, also 3/4 in. Subjects
zade a total of 42 verbal judgments, against comparison
circles of slightly varied diamsters, presented in

‘ ’ varied sequances, over a period of nire ainutes, Only -

Duncan Test Miqures (1-4)  the outline circle showed no outward ment under,

(Sectional Illustration) any conditions. Only the step-wise moved dot showed
y Black Ink on dhite Card .  outward displacement without prolonged fimation,

- . " A IIZ (6.1)
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Observation . . .

3.

Necker's Cube
Figure No. 2 (of 12)

[\

i

Clock Test Figurs (2)
(Differential Stimulus)

4, Observation-Interview

Closures An Example
Za-r. Juncan Study, above) stronger sense of personal engageasnt and commiliaent.

180

"Studies 1n Creation” K

Sakurabayashi, Hitoshi.

"Studies in Creation: IV. The meaning of prolonged
inspection fromz the standpoint of creation.” Japanese
Journmal of Psycholoay, 1953, 23, 207-2164, 286-287.

Prolonged inspection (PI) 1s related to records of the
working habits of Cezanne (Quoted: “Time and reflection
change the sight 1little by little . . ."”) and Rodin
(Quoted: "“The pxolonged inspection of the figure will
£111 pe with inspired isagipation . . ."). Results of
the study confirn the validity and effectiveness of PI

as a technique for visual creation. During the ten-
ainute period of PI, new conflgurations appeared spon-
tansously severtl times, the minimum recording time being
4O seconds; as a resul’ of PI, visual plasticity occuxred
and voluntary figures were created with ease, actively
and intentlonally, within 5 to 20 seconds.

. - and -
Fisher, C., and Paul, I. H.
*The effects of sublininal visual stimulation on images
ard dreams: A validation stddy.” Journal of the American
Psvchoanalytic Association, 1959, 7, 35-33. Mathodo-
logical deficiencies of previous Tesearch were corrscted
by additional checks and controls. Subjects produced a
total of thirty drawings; five, for each of six ssparate
conditions, over & period of two months.

Sublimiral resgistration was demonstrable in the draw-
ings: elenents of the completsly sublizinal exposuras
(double-profile and clock) appeared, variously trans-
foraed, in post-exposure imsges. Qualitative analyses
indicated the Gestalt laws of continuation, closwre,
2igure-ground, stc., aay hold only for conscious per-
ception, not for subliminal perception. The atudy
concludes that subliminral registration is a genuine
phenomenon, and sublininal visual stimulation zay
influence subsequent dreams and images,

Gotzels, J; W., and Associates,
"Problea-finding: correlailon between success in the
fine arts and the ability to ask new guestions.”

Leading Edge Bulletin, Se»t. 28, 1381, vol. II, no. J.

Thirty-one, male, fine arts majors wers Lnst:uct‘d to
select from twenty-seven assorted objects to creats a
still 1ife drawing. They wers observed and photographed
throughBut the process oi selection and creatlon; in-
dividuslly interviewed, as follow-up., Later, the draw-
ings were rated, as to degres of success, by experts,

Delayed closure proved the crucial difference tetueen
‘successful’ and ‘unsuccessful' work: the more suc-
cessful artists toock longer to start - handlirg many
objects, choosing zore unusual itsas, often including

a humanoid element. The 1aterview ~evealed the zore
successful artists to be more process-oriented in their
work - more open and flexible in attitude, expressing a-

R

A III (6.2)



", 181

¥

Observation-Intexrview . . . "Active Conteaplation” (Arnbein‘s descxiption)

S. Observation of an experienced sculpture student, at work.‘:.n class. Ones session.
) Movements to juige progress in the work, almost constant during périocds -
- of concentration, followed no particular sequence but appeared as thres
distinct forms of the contemplative stance &nd stare (i.e., assuming
the “vacant stare” of Ehrenzweig's description): .

periodic Ju:lgunts. ..on a distance of a few steps back - for the
whole view - occurring about every five minutes, sometines repeated
from various positions around the plece; more frequent judgnents, .
from shorter distance, usually one step back.-~ for the part to whole
view - occurring about once a minute; most frequent judgments,
remaining close to the plece - for the part view - ccowrring sveyy
few seconds, and visible only as a slight baciomard tilt of the head.

6, Ianterview with aa oxporioncod. sculpture instructor. Two sessions,

Co Two sain points came through very glearly from this interviews call
) it what you will, thers is a special way of seeing that is essential
o to all creative work: it is not the ‘'normal’' way of seeing and nust,

therefores, be learned; 'preconceived’' notions about art only make the.
learnirg that aufh more difficult. Of beginning students in scilptwre,
the instructor ssys: “"They are unable to focus their creative enexgy
three-dimensionally.” He makes this suggestion: "Conconﬁttion on a
small detail is a way of revealing probleas in the .whole. Once relaxed,
pexripheral vision takes over the task. Conversely, over-concentration .
on the whole will distort, even delude; for example, if roundness is
sought, the form may appear m_ctlx round, when actuslly it is not."
(Nots, in the latter case, that the 'good’' Gestalt takes over. Note
also, that ‘concentration’ and ‘peripheral vision', above, equate
with the terms used by Arnheim and Ehrenzweig, respectively.)

7. Inte mo\n (published) . . . "Active Imagimation” (Jung’s delscription)
lncountors with Carl Jung: Synchronicity, his creative principle
. of msaningful connsctions

‘1951 . After thirty years of development, Jung asde his first formal
presentation on Synchronicity at the Eranos Conference of 1951.
The English transcript became availabdle only in '1957, B -

1953 Ira Progoff, following publication of his book on Jungian theory,

Vas granted the :l.vuo;n of studying with Jung. The book which
Tecords this expe » Jung, Synchronicity, and Human Testiny (1973),
npud.ua the moxe ldvmc«l concepts of Jung's later years, summarizing
discussions with Jung and including relevant conversation and corres-
pondence., Jung was working on the Synchronicity transcript at this time,

) 1957 Richard I. Evans was granted a ssrieg of four, ons-hour, filmed interviews
° : with Jung. Intended for intrdoductory psychology coursss in U.S. colleges,
. : 4he interviews dsal with basic concepts only. The full text of these
intérviews is published undexr the titles Jung on Klementary Ps Fglogg
| ’ 1959 John Freeman was granted a filmed interview for tslevision. 1576).
< : ’ Viewer responss f y elicited Jung®s collaboration on the ook,
. %%_&_gm_ 1964), presenting his ideas to the lay readér Zor
j : . irst tine. He con.htod. the hymu chapter just prior to his death,

1980 Marilm Ferguson' new book, The Aquaiian Conspizacy, takes up®the stary
of ths extent of Jung's ever-widening influsnce today.

L)
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ARNHEIM (1966): Aesthetic Imperatives for the Artist of Today

Four Essays on the Psychology of Art Cf.1 Four Phases of Analysis (Part III)
Perceptual Reasoning (3) Active Imagination
-
1. On Inspiration (1957) 1. Inspiration (Reality Level)«

"(In) our modern thinking — 4inspiration is no

longer consaidered to come from the outside but Aasf.hotic Parception

from the insids, not from above but from below Sensation
(286): . . . (However) we must not assume that
unconscious functioning is different in principle Haptic Expression

from consclious functioning. In fact, if . . . vwe
assunme that what we call creativity is a kind of

reasoning, such reasoning can be either intellec- Jung, quoted (268)

tual or perceptual — and, of course, is mostly Read, quoted (176) N
a combination of both (287)." ‘ o
2. Perceptual Abstraction and Art (1%47) 2. QOrsanization {Abstraction Level)

"The psychology of artistic abstraction involves not

only problems of perception but also of representa- Cymesthetic Impression

tion (34). . . . analysis shows that pictorial rep- . Thought

rasentation presupposes more than the formation of \

a perceptual concept. A way must be found to trans- Dynamic Structurse
- late the percept into tangible form. . . . (In draw-

ing, 8.g.) translation of perceptual concepts into
patterns that can be obtained from the stock of avail-
able forms in the particular medium will preceds the
actual drawing, continue during ths drawing, and then
again be influenced by what shows up on paper (36).”

Lowenfeld, noted (20)

Intellectual Reasoning Active Contemplation

3. Accident and the Necessity of Art (1957) . 3. Development (Integration Lavel)

"Accident is a shrewd halper, and the unconscious
is a powerful one. Art has always profited from

Kinesthetic Impression

both. . . . Some relatively self-contained mecha- Faelinz

nisms, such as motor behavior and perception, can

operate practically on their own. When released Dynamic Proce .
from control, they will rely on routins reactions

and automatic skills. . . . We can thus account for

" the weave of strokes, which i1s surely not constructed Jung, quoted (177)

‘but is rather the largely spontansous product of what ° Ehrsnzweig, noted (178)
a pair of hands and a pair of eyes falt like doing at
a given time in a given material (178)."

L, Contemplation and Creativity (1961)

"Undoubtedly, a thorotigh contemplation of the/ob-
Ject to be depicted or interpreted as well af of

4.

Contemplation (Meaning Leval)

Subliminal Perception

the work itself at every s i3 an essential re- Intuition
quisite of all creation (297). . . . Trus contem-
Plation is not mere waiting and gathering; it is Symbolic Expression

assentially active (298). . . ¢ When it assumes the

task of uniting the complexity of the world with the . .

complexity of the mind, it must attain the higher Sakurabayashi (Commentary)

sipplicity of profusion organized by form. This sin-

plicity is no aere gift of the sensas’ (but a) blend X

of freedom and disciplined concentration (301)." #(Arnheims Lavels of Zxpression)
- y A III (])
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nmmic (19€7): Aesthetic Isperatives for the Youth of Today

v
CL.:

(a)
The Fertile Motif 1.

"A truly fertile 'aotif’ . . . bears the lmprint

of the undifferentiated vision which created it in
the first place and which guides its use (&4). . . .
Superficially significant or accidental looking de-
.tall say vell carry the acet important unconsclous
symbolisa (35)."

The Happy Accident )

Practical Hints for Art Teachers K

4

The Subjective Elements: Unconscious Scanning

2.

- "Good art teaching has always intuitively disrupted

the student's over-precise visualizatiom (71).". . .
Perhaps disruption as a teaching technique has had
{ts cutting edge worn off and shotld (now) dis-

nf. « « « A more constructive approach is
nesded, & determined and sustained search for a reslly
significant image and idea (62)."

Includes: a) change to yafamiliar medium or technique
b) change in $tale or dimension
c) development of the motif in stages

e (See Appendix A II, 6)

The Spontaneous Elenents: Unconscious Handwriting

The Dynaaics of Pictorial Space 3.

. "The importance of teaching awareness of pictorial

space can hardly be exaggerated. . . . Once the
student has made hinself sensitive to the dynamic
inatability of pictorial space he has also made
contact with art's substructure (74)." .

a) awareness of the unpredictable impact
of the siaplest element — like a single

* btrush stroke — on'the flat picture plane

b) awareness that the sasllness of the micro-
elements, like the hreadth of the macro-
‘®lenents, defies conscious articulation.—

Training Spontaneity through the Intellect L,

Includes:

"“The students must be kept intellectually avare of

their power to bring an idea unscathed and indeed
fortified through such drastic. transformation. Ths
intellect aust be enlisted as a potent helper of
spontaneity (164)."

Includes: a) an ajpeal to the student's interest in

ideas bshind the pattern .

b) the student's recognition of the image
as & point of departure

c) assurance to the student that sustained
effort on tasks that call upon the in-
tellect to motivate the powers of spon-
taneity will eventually pay off

Practical Aralysis (Part III)

Activa' Contemplation *
Inspiration (Projection)

Aesthetic Perception
Superrealisn

Organization (Dynamic)

Sﬁhl;c Transformation
Constructivism

Excludes; x) use of schema,
formal apstraction, mannered
sxpressionisa; disruvtive
devices, per se

Active Imagination

Developnent (Haptic)

Aesthetic Feeling

Expressionisnm
Excludes: x) any switch of

conscious attention towards
these minute distortions,
scribbles, and texturas which ~
interferes with thelr uncon-
scious order and significance

Contemplation (Introjection)
Symbolic Meaning )
Realisn

Excludes: x) aimless,
non~productive waiting for
inspiration and rushes of
spontaneity

* (Notes dniémtod. phases of

creative work are

nteractive
not discrets, as shown

A III (B)



APPENDIX IV

Transformation

JUNG (1965): 'On Psychic Transformation

A subject with which I had been deeply concerned ever since
ay book Wandlungen und Symbole (i.s., Symbols of Transforma-
tion) was.the thedry of the 1ibido. I conceived the lidido
as a psychic analogue oR physical enesrgy, hence as a more or
leas quantitative concepti\which therefore should not be de-
fined in qualitative terms.™~My idea was to escape from the
then prevailing concretism of the lidbido theory.— in other
words, I wished no longer to speak of the instincts of hun-
ger, aggression, and sax, but to regard all these phenomena
as expressions of psychic energy (208).

What I wished to do for psychology was to arrive at some
logical and thorough view such as is provided in the physi-
cal scliences by the theory of energetics. This i1s what I
was after in my paper "On Psychic Energy" (1928) (208).

As I worked with my fantasies, I became aware that the un-
consclious und.o;gor or produces change. Only after I had

familiarized elf with alchemy did I realize that the un-
.conscious 1s/a process, and that the psyche is_ transformed
by the relatjonship.oT tha-e to the co%h:nts

of the uncgnscious. In individ casg¢s transfor@ation
can be resd from dreans and fantasies.' In collective 1ife
it<has 1 its deposit principally in the various religious
systems their changing symbols. Thirough the study of
these collective transformation processes and through under-
standing of alcheaical symbolism I arrived at the central
concept of my psychology: the process of individuation (209). -
My 1ife 'ia what I have dons, my scientific work; the one is-
inseparable from the other. The work is the expression of

ny lmner development; for commitment to the contents of the

unconscious forms the man and produces his transformations.
My works may be regarded as stations along life's way (222).

NEUMANN *(1959): On Creative Tr'a‘nafomtion

Creative transformation: each of these two wordg embraces
a mysterious, unknown world. Transformation alone — the

whole work of 0.G. Jung, from his early Wandl n und Syn-
bole der Libido (1.e., Symbols of nmfomuon; to Psycho-
logy and Alcheay and the most recent work on the transforma-
tion syabolisa of the Mass, 1s an untiring attempt to encoa-

pass the meaning of this word (149).

]

[
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_very essence of our condition, there must be a unitive-experi- .

. 185

Neumann (1959) -. . o

The separation between the psychic systems, which becomes in-
tensified in the course of development, leads more and more to

a defensive attitude of consciousness over against the uncon-

scious, and to the formation of a cultural canon that is ori-

ented more toward .stability of consciousness than toward the et
transformative phenomena of possession. Ritual, which may be ’
regarded as a central area of psychic transformation, loses

1ts regenerative significance. With the dissolution of the .
primitire group and the progress of an individualization

dominated by ego consciousness, religious ritual and art be- . L.
cone ineffectual; and we approach the crisis of modern man, e
with his sharp separation of systems, his split between con-

sciousness and unconscious, his neurosis, and his incapacity .

for total creative transformation (159). <

The probleam of individual transformation arises. But here ve
shall not be concerned with the transformative process that

takes place in individuation, with its relation to the univer-
sal creative principle and its deviations from it. These mit-

" ters have been treated exhaustively by Jung (160). ’ .

The modern turn toward creative transformation is manifested not

only in analytical psychology but also in the efforis of educa-.

tors to develop the creative faculty both of children and adults.
Domination by our one-sided culture of consciousneas has led the

individual almost to a sclerosis of consciousness; he has becomd

well-nigh incapable of psychic transformation (160). o

ARGUELLES (1975): On the Transformative Vision
In order for us to transcend the combative dualism that is the

ence of the world that can be achieved only through a major
collactive catharsis. And it may be that we are already in the
throes of such an event (292). |

So we are already changing, autating, whirling around ths cen-

ter, at the very least, of an apocalypse of consciousness. To~

pass through the center of this apocalypse is to eabark on-a

new stage of growth. Once the test of pexrso and historical o

"catharsis is met, trus individuation becomes possible. . . .

The road is hard, and only those who are ready for individuation,

the reunion of psyche and techne, will themselves become the path

that aust be traveled in order for humans to realise their full

humanity. The vision-seed has alresdy been planted in thelr L -
faxrtile consclousness. Through these beings of transformed vision ‘

the earth and the heavens may experience reunion, and the world’ oL
may be returned to a mythic.spice to be divined and explored by .
humanity in full consciousness (293).

Any further culture thaldmay develop will do so only through the N
fully realised individual, and not through a collectivity based |
on race, religion, political affinity, or the like (293). N

-
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Axguelles (1975) ¢ . -

I we c&roﬁzlly follow the path of consciousness, vhich ia;

“ the same as tha process of individuation in which everything
is brought to light, the Road of Life itself, our rebirth in-
to this new world is inevitable. To attain this rebirth only
one thing is required — that we die to our frozen identitisa
— scientist and artist alike. This is the”tru(f art, the-act
of transforsation (294-95). - ‘

el

FERGUSON (1980): On the Transforaation Process °

In its eaxly stages, transforaation nay sees easy, even fun,
-, not at all stressful or threatening. Ve may enloy an inten-
sifled sense of cor.nog’ian. vocation, freedom, peace (Jé1).

Gradually there is a urm that we have been betraying saae
sori of harmonious inner universs by our atiitudes, behavicr,
and beliefs. A reala of exquisize order, intel l‘pncc Ard
creative potential begins to reveal Ltself (26I).

Imxonbly. direct experierce of a larger reality demards that
wve change our lives. Ve can conpromisé for a tine, but éven-
tually we realize that aabivalerce iz like dectiing o recognize
the -lan of gravity only sometia¥s and in certaln places. 7This
transforsation of ‘ransformation, with 1%a asgeleration of con-
nections and insights, can be a foighlening po--od Eventually,
in stages, there is actlon. We aust alke our lives corgruen:
¥ith our consclousness: "A cordition of uimost slapliciiy,”
said T.S. Eliot, "costing not less than svery:hiag (3€3)."

The spizitual quest begins for most pyople as’'a searsh for
meaning. At first this aay be only & restless desire for zome-
thing more (363). . . . Vestern psychologists like ¥illlan
James, Carl Jung, Abtrahas Maslow, and Rober: Assagloll focucel
their ‘spture povwers on :rying %0 understand iranscerdent needs
and the irrepressidle hunger for aeaning (265).

Although there is reason tc belleve <ras we all hive an inrate
caPacity for aystical experiencd — difect connection — ard
alshough about half the population Teporss having rad at least:
one spontanecus experience, never tefore nhad thlis cazacitiy teer
axplored by pcop ® in great nuabera. Historiczally, even in
those parts of the werld whe: M:;a a0st sophiztilated “echnigues
were available — India, T2 hita, Jagan — only a tlay
ainority undertook the systematiic searxch .'or spioitual under-
standing (J6€). : \

—Among the aillions nov engaged in this search, zany, LI mov
208t, vere dravn in alsos: uravares, like he good-ratured

4

Hobbits drawn into cosaic quests in J.R.R. Tolkien's jo3d =<
uite innocently thay 'ound chanselves beyord
e - their iar haunts (J6€). ) .

[y
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MASIOW (1971): Aesthetic Imperatives for Education Today’

Four Eés'ays on Creativity C'f.: Four Phases of Syntheais (Part IV) :
v ” :
Primary Process: Peak Emrienfs ,  Meaningful Connections
N
The Creative Attitude (1963) N 1. Inspiration and Jesearch

*The primary . . . inspirational phase of crea-

tiveness must be separated from the working out A Metatheory of Creativity

~

and the development of the inspiration. This is B Jung - Maslow "
because the latter phase stresses not only crea-

tivensss, but also relie3d very much on just plain Transpersonal Psychology

hard work, on the disciplim® of the artist who may

spend half a lifetime (in.becoming technically) Int 1 :
ready for a full expression of what he sees (57). 2ALI08Pect o0

« « + 1t seems to me a better strategy to turn ¢

mors attention to the inspirational phase (95)."

A Holistic Approach to Creativity (1971) ~+ 2., Orzanization and Education

{his more holistic, organismic point of view

would suggest the more likely question: ‘And why A Universal Creative Principle

should not svery course help toward Areativeness?’ Jung - Read
Certainly this kind of education of the parson

should help create a better types of person . . . Education through Ar:
° -a person who, incidsntally, would be more creative o

as a matter of course in‘all départmgnts of life Intultion

(71). .. . It just happens to be a\}:storica.l S

accident that the art educators are the ones who - -
went off in this direction first. It could just as ¢ , }s
easily be ‘true of m#thematical education (962." AR

Secondary Procesas; Self-Actualization ‘ Creative Transformation

Emotional Blocks to Creativity (1958) " 3. Development and Technology

“In the healthy person, and especially the heal- S

thy pﬁ*son whe creates, I find that he has somehow Art ;}a’a Transformative Technology
managed a fugcion ard, & synthesjs~of~oth primary L Jung - Progoff .

and secondary processes (85). . . . This 1s the : cen

person who can live with his unconscious; Jlive with, Self-Education through Art - .., .
let's"say, his childishness, his fantasy,‘fils iza- * -
gination (86). . . . (Practically speaking . . . )

Any technique which will increase self-knowledge in Illumipation

depth should in principle increase one's creativity
by making available to oneself these sources of fan- . '
tasy (89). . . . why not a technology of joy (169)7"

The Need for Creative People (1965) L4, <Contemplation ari Transformatiorn

*This new kind of human being that we would need
even 1f there were no cold war . . . 1s needed

A Systéms View of Educatlicn

. simply t6 confront the new kind of world in which Jung - Capra
we live. . . . We must bscome more lnterested in - .
the cresative process, the creative attituds, the Aesthetlc Zducation of Educaters
creative person, rather than in the created pro- -~
duct alone (95). . . . 4in this respect education Insight

through art is a kind of therapy and growth tech-
nique, because it permits the desper layers of the
psyche to emerge . . . and be educated (97)."

>
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Ferguson (1980): .
The Transformation Movement

The Age of "Mass” Education
(1880-1980)

RESEARCH (&)

The Transcendentalist Dreanm:

"These spokesmen for a larger
worldview pointed out how our
institutions were violating
nature: Our education and phi-
losophy failed ‘to value art,
feelings, intuition (48)."

Ref: John Dewev, his impact .
on educational reform.

EDUCATION (3)

Mg&c?ﬂnasa:

"The greatsst learning dis-
ability of all may be pattern
blindness -~ the inability to
ses ralationships or detact
zeaning (298)."

Ref: Jerome Bruner, on
the power of intuition

in the learning process.
Y

(2)

by slectronic com-

, ffeed from the old
restraints \of family and culture,
‘the network|is the antidote %o
alienation {(213)."

Ref: Xarshall McLuhan, on
the pover orf media in the
transformation process.
TRANSFORMATION (1)
Extanding the Drean: }

"The scientific™validation of
intuitiorn . ., . has shaksn

science and is just row having
an impact on education (256)."

-Ref: Tellhard de Chardin,
oa the pcwer of the

evolutiorary principle.
“Synthesis and ‘patiearn-seeing are
survival skills, Soxr the twenty-
first century (380)."

. [ S P
‘ ' . 18$
. ' 3 v 1
{EARNTNG
The Emrgon“f. Paxradignm-
The Age of "Universal” Education .

(1950-1980)

"
Brain Research: A Holographic World

"Recently a Stanford nsuroscientist, Karl
Pribram, proposed an all-encompassing paradigm
(the hologram) that marries brain reseazch to
theoretical physics; (incorporating both the
Gestalt principles of isomorphism and ths Jungian
principle of smchrog:{citi; it accounis for
normal perception and simultanecusly takes the
‘paxanormal’ and transcendental experiences out
of the supernmatural by demonstrating that thay
are a part of mature (180-82)."

Transpersonal Education: Whole-Brain learning

! humanizing the educatioral snvironment
WAS something of a concession to the status
quo. too many cases the reformers ware afraid
to challenge the learner, . . . I[ranspersogal
education is mors humane than traditional educa-
tion and more intelldctually rigorous than many
alternatives in the past. It aims to akd tran-
scendence, not furnish mere coping skills, It is
education's counterpart to holiatic medicire:
education ¢of the whole person (287)."

Communicationa: Our Nervous System

"Just as transformation builds on wider aware-
ness and copnnection in the individual brain, so -
our socisl imagination has been painfully, ex-
quisitsly enlivenad by a nerve network of alec~
tronic sensing. . . . And just as modera physica
and Eastern (psycho)technologies ‘ars introducing

a more integrated worldvisw to <he West, cur fluent

media nsrvous system Lis linkirg our social vrain,
« s+ » If we let it, our technology can shock us
out of the sleepwalking of ceaturies (129)."

mﬁgfomtive Princivlas: The, lleed for Connection

“In ths mldst of & wealth of informaiior, we may
be noving toward an economy of learning — & faw
povwerful principles and theories making sense
across sany disciplines (305). . . . Perhaps
(for example) the vack~to-tasics movement could
be channaled deeper — to tedrock fundamertals,
the underlying principles and relationships,
real 'universali’ education (281)." .

-

"Having no alternative, we wers horn creati-m, . , .,

¥

For the first iime, 1 we're very lucky . .. (o)uz

schcols may gradually stop trylag %o ow sailbcats
t (303) .

A IV (3)
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. Tba'Procass of Learning
Co STRUCTURAL COMPARISON- .

, A Yaqul Way of Knowledge
- * (The Sorcerer's Philosophical Frame)

R The xal:ck_li_ng_s_ of Don Juan
‘ . (1968) CASTANEDA

I. [Knowledge as a Way of learning

The operative order
in becoming & man of knowledge
was a matter of:

the act of learning (1)
an unbending intent (2)

. a clarity of mind (3)
‘ & strenuous labor (4)

being a warrior (5)
unceasing process (6)

. / hwiné an ally (7)

An ally

Was perceived as

N a a2 quality
- ¥ Thus:

]

II. A man of knowledge had an ally
I1I. The ally had a rule

\ ‘- IV, The zuls Vas corrobcrated by

' . special consensus
\ .

Don Juan' s root

*(3) explication

'Y
\ -~
[

3

A Contemporary Theory of Meaning ) \

(The Psychiatrist's Philosophical Frane) Y

Sxperiencing and +he Creatidn of Meari-gz
GENDLIN (1962)

v
'

Falt-Meaning functions i C g;tion I -

The functioral order 7 o

of cresative modifications
in felt meaning is: )

(1) direct refarencs /

(2) recognition

(&) aetaphor
(5) comprehension
(6) relevance

(?7) ecircumlocution

All continuity - o -

of meaning has an aspsct . :
of relsvancs o

That is: ‘ ] -

(3]

Idlosyncratically condiztoned I

Culturally corditionad JIIT
Universally corditloned oIV *
Detaphor

was the path with a heazt

A man of knowledge ‘would

o D. Feldmin, The Develoomental Agwou

The concept of & creative
crystallizing conditions
uniqus — applied to the'y

theory.

~

20llow such a ja<h

(1974)

%on?: um, sarked by four sets of

, cultural, idlosyncrasic,

bustion of stage advance 1o Plagetian' ~

A TV (4
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JUNG (1921): Criteria of thas Creative Complex (?)

-

The Basic Attitudes (2) =

The names and concepts by which the mechanisps of extraversion
and introversion have been grasped are extreZoly varied. . . .
But despite the diversity of the formulatiods the idea common
to them all constantly shines through: ln/bna case an outward
movement of interest towards the object, and in the other a
movement of interest away from the object/to the subject and
his own psychological processes (par. 4)/ g

These contrary attitudes are in themsslyes no more than cor-
relative mechanisms: a diastolic going out and, seizing of the
object, and a, systolic concentration detach&ent of energy

from the object seized. Every human being possesses both
mechaniams as an expression of his natural life-rhythm, a rhythm
which Goethe, surely not by chance,/dsscribed physiologically

in terms of the heart's activity. /A rhythmical alternation of
both forma of psychic activity woyld perhaps correspond to the
normal course of life. But the complicated outer conditions un-
der which we live and ths even more complicated conditions of our
individual psychic make-up splddm permit a completely undisturbed
flow of psychic energy. Outer/circumstances and inner disposition
frequently favour one mec m and restrict or hinder the other.
One mechanism will naturally /predominate. . . . (3ut) there can
never be a pure type in the sense that it possesses only one
nechanism with the complete/atrophy of the other. A typical
attituds always means merely the relative predominance of one >
mechanism (par. 6).

The Basic Functions (4)

Experience has taught ge that in general individuals can be dis-
tinguished not only agcording to the broad distinction between
introversion and extyaversion, but also according to their basic
psychological funct¥ons. For in the same measure as outer circum-.
stances and inner disposition cause either introversion dr extra-
version to predomiynate, they also favour the predominance of one
definite basic ction in the individual. I have found frem
axperience that/ﬁhe basic psychological functions, that is, Sunc-

tions which are/ genuinely as well as essentially diffarent from
other functions, prove to be thinkinz, feeling, sensation, and
intuition. one of these functions habitually predominates, a

correspo type results., I therefore distinguish a thinking,

a fesling, A sensation, and an intuitive type. Each of thase
types may moreover be either introverted or extraverted, depending
on its relation to the object as we have described above (par. 7).

The Auxiliary Functions (Secondary)

.Closey investigation shows with great regularity that, besides

the most differentiated function, another, less differentiated
funotion of secondary importance is invariably present in con-
sc;éusnass and exsrts a co-de‘ermining influence (par. £€6).

/ A4
/
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Jung (1921) . . .

Its secondary importance is due to the fact that it is not,

like the primary function; valid in its own right as a ve-

liable and decisive factor, but comes into Play more as an .
auxiliary or complsmentary function. Naturally only those "
functions can appear as auxiliary whose nature 1s not opposed

to the dominant function. For instance, feeling can never act \
as the second function alongside thinking, because it is by .
its very nature too strongly opposed to thinking. Thinking,

if 4t is to be real thinking and true to its own principls,

aust rigorously oppose fesling (par. 667).

Experience shows that the secondary function 1s always one ,

whose nature {s different from, though not antagonistic to, N

the primary function. Thus, thinking as the primary function

can readily pair with intultion as the auxiliary, or indsed

equally well with sensation, but, as already observed, never .

with feeling (par. 668; see also par. 670, quoted in A III, 1.3)..
J

The Transcendent Function (1)

‘Since 1life cannot tolerate a standstill, a damming up of vital !

enexrgy results, and this would lsad to an insupportable condition
did not the tension of opposites produce.a new, uniting function
that transcends them. This Tunction arises’quite naturally from
the regression of libido caused by tha blockage. All progress
having been remdsred temporarily impossible by the total division
of the will, the libido streams backwards, as it were, to its
source. In other words the nsutralization and inactivity of con-
sclousness bring about an activity 4f the unconscious, where all
the differentiated functions have their common, archaic root (par.
824). . +-. From the“activity of the unconscious thers now emerges
s new content, constellated by thesis and antithesis in squal mea-
sure and standing in a compensatory relation to both (par. 825).

If the mediatory product remains intact, it forms the raw material

for a proceas not of dissolution but of constructlon, in which

thesis and antithesis both play their part. In this way it be-

comes a new content that governs the whole attitude, putting an

end to the division and forcing the energy of the opposites into.

a common channel. The standstill is overcome and 1ife can flow

on With renewed powsr towards nsw goals (par. 827). - S

I have called this process in its totality the transcendent
function, "function" being here understood not as a basic func-
tion but as a complex function made up of othar functions, and
"transcendent” not as denoting a metaphysical quality but merely
the fact that this function facilitates a transition from ons
attitude toward another. The raw material shaped by thesis and
antithesis, and in the shaping of which the opposites are united,
is the living symbol. Its profundity of meaning is inhersnt in
the raw material itself, the very stuff of the psyche, transcend-
ing time and dissolution; and its configuration by the opposites
ensures its soversigh power over all the psychic functions (par.

' 828; see also par. 915, quoted from Synchronicity, im A I, 1.2).

-
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Axiom:

Computations:
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Models of the Creative Complex

The "Magic Circles” &nd the "Magic Numbers"

Description of Part IIT (4); description and diagrams
of Appendix A IV (6), (7), (8); structurs of Figure 4
(p. 128), based on the Jungian model, and identified

below simply as "Mandala."

"Out of the Third comes the One as the Fourth" ., . .
Based on the dynamics of the Ome (more); shown as (+1)

in "2g"

Tetrads (4)
/-4(‘(& + 3) = 28
Mandals (6)  Yeats (6)
(%) +2)
4 x 6” = 24
f(Lxb)m ) =28
Mandala (7) Jung (7)
(f) +3)
~l+ x 7 = 28
Factors (&) of 28:
Y2, 4,7, 1
Sum of Factors = 27
(3x9) +1) =28
¥andala (8) Read (8)
(&) +4),
b x4 = 16
beb = 8 =28
+ (1 x4) = +1+)
Mandals (9)  Burzham (5)
&) + 5)
L x5 =20 "
hey = g =28

Triads. (3) in "64n
9 (3+4) +1)= 64

Iching (6)  3-vin (6)

{3) + 2) +1) .
2bx2 =48 -
(x4 =180 =&

I Chinz (7) Hopt (7)
(3)+3)+1)
28+ 36 =64 =4 (7+9)
Factors (6) of (28 x 2) = 561
2, 4, 7, 8, 14, 28

Sum of Factors = 63
(‘7 x9) +1) =6 .

I Ching (3) Drawirgs (8)e__
(3) ~ &) 1)

- 48
- 16)

16'x 3
Cg.a
8x8

- G
- &

I ching (9)  3-Yang (9)
(3) + 58) +1)
J(xs) =66 . .
+ﬁ(1xl&) -'H&) - o '
ATV (9.1)
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The "Hidden Maglc Number Seven" of the Jungian Mandala
"Out of the Six comes the One as the Seventh" . . . .

E“ . A ‘
‘The Six: the Mandala (6) Structure of the Creative Complex, (4) + 2) —
1.0, the Functions (&) plus the Attitudes (2) .

Lbx 6= +'(txl) =28 (2x2) +b(l xh)= &

g

Wi m
Seven: the Mandala (7) Ditanics of the Creative Complex, (4) + 2) + 1) —
' 1.e., the Functions (4), plus the Attitudes (2),plus the Ore ~

b'x 7 = 28 Phases (Drawing) 2({5:%’:7%@) = 64 (Serial)

1 the Complex (1) Txanscerndent Funciion of the Creative Process
} 1.e., the "oneness" of Synchronicity, as the Creative Prirncivle
\ " . represented by the odd "magic numbers” 3, 5,7, 9 . . . ‘

——

« » s the Mardala (7) Dymamics of Flgure 4, as the Meaninz-Complex
of the Drawing Serial, based on the numbers b, 8, 2; ard 3 —

The Four: the Phases (4) of the Micro-Gesture Drawing Process (cf., Seven)

4 x 7 = 28 Phases (Drawing) 2(4 x 7) + (L x 8) = 64 (Serial)

Eight: the Drawings (8) of the New Micro-Gesture Drawing Serial
bx 8= (28 +L4)= 32 2(4 x 8) = 64 Phases (Serial) .

L

‘ i
T4o: the Alternat¥ (2) Schames of the New Drawing Serial

L A. 4 x 7 = 28 Prhases + (1 x LL) Drawings = 32 )
"ﬁ ' 3« Z X U = 28 - (1 X L") - 32) - 6“‘ (Se:‘ial)

Three: the S\Jncti)oml (3-Tern) Equations 3¢ each Drawing Phase, in
which each Function is assigned an "order-value” — {.e,,
Sensation (1), Feeling (2), Thought (3), ard Intuition (&) —
c?., assigned values for Yin (2) and Yang (3), i{a the I Ching

' I Ching (9) and (6) ¥ardala (3) and (7) A .
9=0x3) (3x2)=6 8= (b+1+3) 7= (l+4+2)
. 9x9=81 = (3x27) 8x8=6k 7 x7=U49+15= 64
9+6-15-(3x.5) g+ 7=15 £B7 x 8= 56+ §= &4
3 9 xb= 5 = (3 xi8) 8+ 1= 9 7+ 1= 8
| g §x6=36 = (3x12) 2x2m6 Bx2256-8 =6
I Suns 3/189 15 & - T 5
; -63+1)- -8’0‘ - . , ' o‘
o : : . ’ A TR (9.2)
. .
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AFPENDIX B/ , \

List of COnt.énts

-

[ * AR -
Illustration of the Drawing Procass ,
’ . ; .
Micro-Gesture L Process-Photos
Drawing No. 1. Found-Object (Hg.n—Made‘) 1st Sequsnce
0ld Silvermins Shoe Slides (1 - 5)
Selective Devalopment .
No. 2. Found-Object (Natural) 2nd Sequence
Joshua Tree Stump Slides ( 6 - 10)
‘ Sugges}:ive Development
v, ' .
No. 3. Creek-Bed Slides (Composite) 3rd Sequence
Emergence : Slides (11 - 15)
) Single-Image Development .
' . No. 4. Creek-Bed Slides (Composite) 4th Sequence
. Horzor Vacui . Slides (16 20)
. ' G Multiple-Image Development .
Y No. 5. Micro-Gestural Scribbles 5th Sg‘ uence
Inner Landscape Slides (21 - 25)
i , Spontaneous Drawing :
\ ’ .
No. 6. Macro-Gestural Scribbles . 6th Sequance
Inner Imagery Slides (26 - 30)
* Spontaneous Drawing -
. -
s /" No..7. Process-Recall Observations . Ith Sequence
i . First Impressions ° Slides (31 - 35)
Feedback Drawing
No. 8. Process-Recall Reflections 8th Sequance
Final Impressions Slides (36 - 40)
Feedback Drawing
'Note: Visual Presentation {Non-Typescript Material)
The slides :for each drawing are arrangsd in clear
plastic folders (2) so that the sequencees may be
o Viewed even without projection. Instructions, and
, additional material, for two methods of projection ~ .
‘  are also included:s - ‘
¢ . 5 sequential projection, using only one projector; or,

dissolve projection, using two projectors as described.
The slides ars appTfopriately numbered for both methods.

v ' /
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