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ART AND TIME

type is a representation of something eternal, and al-
though the archetypes are the real content of art, the
eternal quality in a work of art can by no means be

apprehended at first glance. Precisely because art is de- - 1 o~ ¢
e ‘v‘f:)' L =
yoted to such a great extent to the representation of the Y=, 57 =
M » . . . r--i ""l.‘ W . o
cultural canon, its understanding requires historical v 7, ¢
o >

}f@gl*ﬂgdgc,_gn orientation in the assumptions of the cul- " v
hich the work belongs. Here perhaps

tural canon to w

———— T L —
et et s 0 i i,
o T

you will disagree, but consider how we take the great-
ness of Asian or primitive art for granted today, and
then recall Goethe’s judgment on the horrid idols of
India and the general opinion of primitives held up to
a generation ago. Only in our own time has it become
possible to experience and appreciate a “world art.”
And consider that nearly all the great artists of our
own culture, from Rembrandt to Bach, from the Gothic
sculptors to El Greco, have had to be rediscovered. Here,
too, we are the heirs of a tradition which taught us to

sce, hear, and experience anew.”Where there is new
an, new art will be discovered, and the

knowledge of m
cternal in the art of the past will be discovered afresh.

In this sense, the timelessness of art can be experienced

only by an enhanced consciousness, for what figure of
Christ can be fully understood without knowledge of
at Buddha without Buddhism, what
ption of cosmic cycles?
llusion? Can
ation of the

Christi:mily, wh
Shiva without the Hindu conce '

Is, then, the stage of transcendent art an
we really know nothing more than the rc.l ;
work of art to ourselves and 10 its own lm.wP And is
the most we can say of an artist that, if we disregard the
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ART AND THE CREATIVE UNCONSCIOUS

eternity of the archetype he represented, he was a hair’s
breadth in advance of his own time?

Perhaps I can best explain what I mean by “tran.
scendent” if I refer to the works of the great artists’ ]q
age.

We are accustomed—and this, too, is an acquisition of
the last Western century, with its emphasis on the ind;.
vidual—to take an interest in the biographies of artists,
We approach their lives like the mythological lives of
prehistoric heroes, except that these Great Individuals are
closer to us and we feel more related to their sufferings
and victories, so that, far above us as they may be, they
seem to offer a pledge of the dignity of our own individ-
ual existence.

It is no idle curiosity that makes us follow the course
of their lives. They serve us as models in the sense that
their work and lives form the unity which we call in-
dividuation and for which we must strive on the smaller
scale allotted to us.

Each of these artists seems to pass through all the
stages that we have attempted to characterize. He be-
gins by responding to a creative impulse within him,
which, as in the stage of the self-expression of the un-
conscious, strives to find form of whatever kind. Then,
maturing, he grows into the contingency of his epoch;
through study, he becomes the heir and son of his cul-
tural tradition.

But whether the artist grows slowly away from the
tradition of his time or passes over it at one bound and
brings the new element the epoch lacked, ultimately, if
he does not stop at the stage of representation of the
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cultural canon—and no truly great artist has ever d

o—he finds himself alone, He i alone regs 3{ one
whether be is worshiped as an Olympian ihrm }::ss }t:f
is an organist respected in a small ¢jrele o,r whcther hﬁ
ends in deafness, poverty, or madness, , e

The struggle of these great men with the powers i

side them and the times outside them seems to res:_ﬂ;
in a statement which transcends the artistic and sym.
bolic reality of their creative life. In music, painting
sculpture, and poetry they penetrate to the archctypai
transcendence which is the inner life of the world, What
speaks to us from a self-portrait of the aged Rembrandt,
from the end of Faust, Part 11, from Shakespeare’s last

plays or Titian’s late paintings, from The Art of Fugue
or a late Beethoven quartet, is a strange tranéﬁéﬁfﬁtibﬁ;
a break-through into the realm of essence. And this trans-
figuration is independent of content, form, matter, or
style, although the transcendence of form would seem
to be one of its elements.

In these works of man a numinous world is mani-
fested in which the polarity of outward and inward—
nature and art—seems to be resolved. Their secret al-
chemy achieves a synthesis of the numinosum at the
heart of nature and psyche.

These aged masters seem to have attained the image
and likeness of a primal creative force, prior to the
world and outside the world, which, though split from
the very beginning into the polarity of nature and psy-
che, is in essence one undivided whole. .

In the creative solitude of the Great Old Men the lirn-
itations of the epoch are passed over; they have escaped
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ART AND THE CREATIVE UNCONSCIOUS

the prison of time and the ego-bound consciousness, W
begin to see that the supreme alchemical trEHSfﬁrmatiU:: |
of art merely reflects the alchemical transformatiop of
the Great Individual’s personality. At first, whether cq,.
ried along by the powers or resisting them, he had ..
mained distinct from them. But now, as his ego itself ;;
integrated by the creative self, which from the very oy;.
set was the directing force of his existence, the center
of gravity shifts. The original tension between his ego,
the numinous substratum, and the outside world is an.
nulled and, in the highest form of this transcending art,
replaced by a creative act which is spirit-nature and
transfigured nature.

For this reason it is not possible to characterize the
style of these- works of advanced age, for the creative
integration of the personality transcends the contingency
of any time-bound form.

This art no longer relates either consciously or uncon-
sciously to any historical time; the solitary monologue of
these “extreme” works is spoken, as it were, into the
void. And one cannot quite tell whether it is a mono-
logue or a dialogue between man and the ultimate.
Hence the alienation of these great men from their
contemporaries—they all, like the aged Laotse, have left
the mountain pass of the world behind them.

If we call this transcendent art religious it is because
the faith of Bach and the atheistic infinity of a Chinese
landscape would seem to be two kindred forms of tran-
scendence, and because we regard these ultimate works
and many others of different kinds as the supreme I
ligious act of which creative mankind is capable.
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ART AND TIME

And here again we must declare that 4 feeling for this
universal kinship has become possible only in our own
ostensibly irreligious time, a time, as we often hear, that
is fit only to be destroyed. Wherevyer traditional art ap-
prehends the essence of the archetype, jt does so by fit-
ting the archetype into a fixed framework oriented to-
ward the human world—even when this archetype
consists of the death of the Saviour, the meditation of
the Buddha, or the emanation of the divine. As object
of worship, as example, and as representation of the
transpersonal, it always signifies a descent of the eternal
into the reality of a secure world of fajth.

But in the rare instances when the phenomenon of
transcendence occurs, the transpersonal seems, even
though it has passed through the medium of the human,
to have achieved its own objectivity—to speak, one might
say, with itself. It is no longer oriented toward the world
or man, the ego or the collective, security or insecurity;
instead, the creative act which mysteriously creates form

e e o .

and life in nature as in the human psyche seems to have
perceived itself and o shine forth with its own incandes-
cence. The creative impulse seems to have liberated it-
self. United on the plane of artistic creation, the self
which man experiences within him and the world-crea-
tive self which is manifested outwardly achieve the trans-
parency of symbolic reality. o

Of course, it is impossible to state ob;cct.nr_cly tl‘mt
everyone can find this transcendence in certain ?spemﬁc
works of art. It suffices to note that the level exists and
it is possible to experience it 1n some works of art. One

of us will find it in a landscape by Leonardo or a pocm
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ART AND THE CREATIVE UNCONscroys

by Goethe; another will find it elsewhere, B,
event we may say that this experience cap },
only through a few of the very greatest works
by those who are open and prepared for it
- when the highest form of artistic reality has
) objective existence in a work, it must be rebor

:‘ * -
é,,.} |Jective human experience.

And it seems to us that one of the principal functions
of all art is precisely to set in motion the archetypal real.
ity of the transpersonal within the individual and on the
highest level of artistic experience to bring the individual
himself to transcendence—that is, to raise him above
time and epoch and also above the limited eternity real-
ized in any limited archetypal form—to lead him to the
timeless radiant dynamic that is at the heart of the world.

[ In this sense the greatest art is a . learning to_sec_in the
A, way described by Rabbi Nachman of Bratislava: “Tust

tin ny
€ aineg
and on]),
For even
achieveq

0 in syh.
5

&7 X, as a hand ‘held before the eyes conceals the greatest
?} e % mountain, so does petty earthly life conceal from view
2 4 the vast lights and mysteries of which the world is full,
»Ktﬁf - and he who can withdraw it from his eyes, as one with-
\&* ¢ £ | draws a hand, will behold the great light of the inner-
P, Lmost world.” 8
It

- . . . . r

It is difficult if not impossible to analyze the art of ;U
i 1y 1 . sthin
OWn time, because we ourselves still live entirely Wl; lc
1 _ . I

the psychic field of which it is a part. You will therefo

8. Martin Buber, Die chassidischen Biicher, p. 32
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[N”HW Piie ‘ut !MHH’HH 4 ;,fgt‘i/ i rratiers we ?;2 re 2l
gy ot fieee Ui,
in Vigg. & you will finid a diagram of 3 “balanced” cul-

e, showing s colleetivity and an epoch integrared with
f 4 » ¥ F

a eultoral canon, The semicircle is the arch supporting

the aupreme values of the time, the symbols, images,

' - "

idenls that constitute the transpersonal medium in which
the paychicspiritual existence of the collectivity is rooted.
An archetype of the collective unconscious is associated
with each of these supreme values. And we may say
that the depth and force of an “archetype, which is per-é

ceived throu;,h its prolcctxon into a supreme value of the »
cultural canon, are commensurate with the elevation of |

T L e A
t

1

£ i o Srrw A s v

its position in the celestial arch.

For the collectivity the world of the cultural canon is
as transpersonal as the world of the collective uncon-
scious. The bond between the upper and lower semicir-
cles, and between those two and the psyche of the group
and of the individual, is unconscious.

The unity of life in this relatively self-contained sphere
is secure and ordered as long as the higher corresponds.
to the lower. For in a balanced culture the collectivity
2nd the individual integrated with the group are fed by
the forces of the unconscious. In part, these forces flow
into the personality through consciousness, which stands
in direct communication with the constellations of the

cultural canon in religion, art, custom, science, and daily

.-
*

life; in part, the unconscious is sct in motion by the

rehetvpes embodied in the cultural canon.

'I"'}c diagram in Fig. 3 represents the disintegration
of the canon, characteristic of our time and the century

147

v

Scanned by CamScanner



ART AND THE CREATIVE UNCONSCIOUS

cultural canon
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ART AND THE CREATIVE UNCONSscCIous

or two preceding it. The equilibrium in the tension of
the psychic field has been lost. In my figure the arche.
types forming the canon seem to be fading out, The
symbols corresponding to them disintegrate ang the
arch collapses because the underlying order has broken
down. Just as a hive of termites or bees falls into chaos
'and panic as soon as the central power vested in the
queen is destroyed, here too chaos and panic arise whep
the canonic order crumbles.

This chaos and the attendant atmosphere of doom are
by no means diminished by the approach of other arche.
types, which may actually have ushered in the collapse
of the old cultural canon. Just as in antiquity and the
Middle Ages, men today are afraid when stars fall, when
comets move across the heavens, and when terrifying
changes in the firmament and other signs announce the
end of an ‘epoch, which for the generation in question
seems to be the end of the whole world.

For just as, archetypally, every New Year—or as in
Aztec Mexico the beginning of every new end-of-year
week ®—is a perilous time of judgment and doom, so is
the beginning of every mew cultural epoch bound up
with all that characterizes the end of an era. Only at
rare intervals, when the clouds part in the dark sky of
the crumbling canon, do a few individuals discern a new
constellation, which already belongs to the new canon of
transpersonal values and foreshadows its configuration.

We need not dwell at length on the trend of Western
culture in the most recent centuries and particularly the

9. [Cf. Neumann, The Great Mother, p. 185, and Vaillant, The
Aztecs of Mexico, pp. 195 f—Eb.]
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ART AND TIME

last. This work of cultural critique has been done b

great thinkers, particularly by Marx, Kicrkcgaardy
Nietzsche, and Freud. The self-assurance and smugnes;
of this age; its hYPOCriSy ; Its certainty of possessing
everything that was good, true, noble, and beautiful; its
indifference to the misery next door; the missionary and
imperialist arrogance of this age, which thought it rep-
resented the peak and summit of humanity; its Victori-
anism, against a background of prostitution and French
cancan—all this was an expression of the inner hollow-

-

ness of values

s A B

css of values which had once held meaning and which

mankind had built up at the cost of endless effort.
Since then, all these stage properties have rotted away;

today the disintegration of our cultural canon is evident,

and it is the general symptoms of this disintegration

L ——— A i g R LT T e . A DO ) a5

which characterize our time and its expression in art.

P T T I e e N e o e M

It seems to me that on the whole this disintegration is
similar to that which occurs in an individual when for
some reason his individual canon, his conscious world

of values, collapses.

The disappearance of the certainty and security once C&/&
conferred by the cultural canon shows itself primarily S
in a sense of isolation, of forlornness, of homelessness k}&k‘”
and alienation, which has vastly increased in the course
of the last hundred years. Probably never before in the
history of literature or painting have there been so many
The concepts of school, tradition,
and unity of style seem to have vanished. At a distance,
of course, we can discover certain klﬂSl‘“PSi yet C‘}Ch
individual seems to have felt the necessity of starting

from the very beginning.
111
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Consider, to mention only a few of the painters of the
last sixty years, such figures as Cézanne, Van Gogh,
Gauguin, Rousseau, Munch, Klee, Matisse, Chagall,
Picasso—there has never been anything similar in history,
Each of them is a world in himself, endeavoring alone to
ward off the chaos that menaces him or to give it form,
each with his own characteristic desperation. It is no
accident that we hear so much today of the void and the
forlornness of the individual. And the profound anx-
iety, the sense of insecurity, uprootedness, and world
dissolution, at work in these painters also move mod-
ern composers and poets.

True, just as there is still a preanalytical psychology,
there still exists an art that belongs to the day before
yesterday. But the false innocence of this pseudo art,
which strives to illuminate life with the light of stars
that set long ago, is no less disquieting than the modern
art that belongs to our time. To this day-before-yester-
day’s beauty the words of the I Ching apply: “But [the
superior man| dare not decide controversial issues in
this way [that is, according to beauty of form].”*® And
indeed today we are confronted with great and contro-
versial questions.

Thus in our age, as never before, truth implies the

r—— e i . sisia e e B .

T o e gy

embodies the profoundest insight into the character of
our time, Thomas Mann says of Leverkithn’s Apoca-
lypse, that expression of modern despair: “The whole

10. The I Ching, or Book of Changes, Hexagram/ 22: )Pi

(Grace), p. g7. Also cf. Wilhelm, Der Mensch und das Sein,
p. 211.
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work is dominated by the paradox (if it is a paradox)

that in it dissonance stands for the expression of every-

ching lofty, solemm, prous, everything of the spirits while

consonance and firm tonality are reserved for the world

of hell, in this context a world of banality and common-

place.” ™
When the world of security crumbles, man is inevi-

tably devoured by nigredo, the blackness and chaos of

the prima materia, and the two great archetypal figures

of the Devil and the Terrible Mother dominate the

world. The Devil is shadow, evil, depression, darkening

of the light, harsh dissonance. Elsewhere T have discussed

at greater length this incursion of the dark aspect into

the Western world and, to the displeasure of those who

like to see the world through rose-colored glasses, at-

tempted to draw its ethical consequences. \\(’)
Consider the great line which begins with Goethe’s /- ()

Faust and the Romantic Doppelginger literature: Mel- 7 \/

ville's Moby Dick, Poe, Baudelaire, Trakl, Heym, Kubin, / 7 \(\

/
Kafka, and their heirs in modern crime fiction and films. _{{.7.'
Consider how the dark prophecies of misery, sickness, /

[ Sy

crime, and madness have been realized, how the black  /

hordes of darkest mankind have shaken the world. Hell, /
,{_;n;i'gw;} o, has been let loose and, as in the paintings of
Bosch,| peoples our reality. Those whom this blackness
was alimost blinded do not believe that nature is good,
man noble, progress natural, or the godhead a good God.
This darkening brings with it dissonance; the “beauti-
ful” is abandoned for the true, for so-called ugliness.

k"-.\ 11. Tr. H. T. Lowe-Porter, p. 375 .
Y 12, My Dcptbr’gqgﬁg@m@ww X~
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ART AND THE CREATIVE UNCONSCIOUS

And the dissonance characteristic of the contemporary
world has not only carried its dark, negative content into
our consciousness but has concurrently brought about 2
general disintegration of form. Behind the archetype of

o e i i et

Satan and the blackness surrounding him, at whose im-

collapsed, rises the devouring Terrible Great Mother,
tearing and rending and bringing madness. And every-
where in modern art we_see this dissolution in the
breakdown and decay of form. T

The libido would seem to have withdrawn from the
once round and solidly modeled outside world and
flowed inward. In painting, the world, formerly seen as
real, has become one of appearance and illusion. This
process began with the Impressionists, who abandoned
the “illusory depth” of perspective, optical surface, ob-
jective color, and outward unity. Similarly in literature,
the laws of composition have broken down. The line
from Goethe to Dostoevski to Proust and Joyce is not a
line of degeneration, but it does mark the increasingly
conscious dissolution of style, human personality, and
the unified work.

In Dostoevski’s novels, for example, we have no longer
a plastic individuality but a psychic movement which
shatters all form, even that of the individual; what he
essentially reveals is not any single man but the numi-
nous powers of the inner world,

Even in such great portrayers of character as Balzac
and Tolstoi we find an analogous dissolution of the
plastic individual. A collective process, the group or the
epoch, replaces the individual as the actual “hero.” This

gt 71 e B ot ol e a7 B
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does not mean that the individual is no longer character-

ized as an individual or that there is no emphasis on

literary form. But the central character is a collective
entity, which is seen not only in sociological but in much

more universal terms: war, money, marriage, etc. The |

novel has ceased to be purely personal and is peopled SN

with transpersonal powers. And where the family novel
does appear as such, its emphasis is on the passing gen-
erations, the changing times, and epochs and their decay.

Unity of time, place, and action; unity of character:
plasticity of the individual: the Bildungsroman—how
harmless and dated they all scem at a time when chaos
threatens to engulf us and every serious work of art must
directly or indirectly come to grips with this problem.
For even where the problem is formulated differently,
even where it assumes a philosophical or sociological, a
theological or psychological, coloration—if we consider it
as a whole, we perceive an immense anxiety and indeed
a clear consciousness of great danger. And this was true
long before our own epoch of world wars and atom
bombs.}® The chaos was first discernible within; this

13. It is highly questionable whether we can derive all these
manifestations from the decay of our social structure. We can
equally well demonstrate the contrary, that the disintegration of
the cultural canon, originating in the unconscious, leads to the
collapse of the social structure. More significant than any typo-
logically determined overemphasis of inward or.-outward.causal-

e,

ity, in my opinion, is the realization that.we have to do with an_
. T — ey e b e b

integral psychic field embracing two, worlds in which changes

occur simultaneously. Such prophecies regarding the fumj'c of
our culture as those of Heine and Nietzsche show that the disease
of the times can be diagnosed from within as well as from
without,

115

Scanned by CamScanner



e

S

ART AND THE CREATIVE UNCONSCIOUS

danger threatened from within; and perhaps more than
any art before it, modern art is turned inward.

If we have abandoned outward unity, quasi-reality, i
is in response to an overwhelming force from within us;
the annihilation of everything that passed as good hag
brought with it the devastation of all that was held 1o
be real. Ouistandingly in (]u}'ce this force from within
is manifested as an erupting stream of language, as in-
voluntary creation.

It is at this point that psychoanalysis and depth psy-
chology, which are analogous phenomena from another
part of our psychic field, invaded modern art as a whole
—not merely literature; they have fructified its develop-
ment in every sphere. The method of free association is
an instrument for the discovery of unconscious contents
and their movement, and it is also a destroyer of form
and of conscious systematization, which now seem a

fraud and fagade, a figment of the “outside world,”

without inner truth.
In reality this incursion of the irrational into art was a

legitimate expression of the time long before the Sur-
realists made a dogma of it. The surrender of conscious

et iy g PR ——

control is only a consequence of the dlsmtegrauon of the

ERp—_T T

cultqral canon_ "and of the values by which alone con-
sciousness had oriented itself. And if the Surrealists
made dreams, sickness, and madness the central content
of art and tried to make their writing and painting flow
directly from the unconscious, this was merely a Jate
caricature of what was suffered by the great creative per-
sonalities, for they all stand under the sign of Orpheus,

who was rent to pieces by the maenads. And in conse-
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quence the art which CXPresses our time seems to consist
only of fragments, not of complete works. For the
swarms of “little” artists the absence of canon imposed **
by the situation has itself become canon, and this is what
gives rise to all our current “isms.”

Here again the Great Men differ from the little. The
great artists make conscious use of the situ
ing configured outward reality into
and action that,

ation, dissolv-
a stream of feeling
though coming from within, is neverthe-
less directed; this is equally true of Klee or Chagall, of
Joyce or Thomas Mann. The lesser artists make a pro-
gram of this principle; they amuse themselves and the
world with the literary and artistic expression of their in-
continence, with an exhibition of their private complexes.

For examg{& Dali. - L.

The modern painters of the last sixty years have been
captured by a power which threatens to destroy them.
These painters are not masters in the old sense, but vic-
tims, even when they dominate this situation. Because
the form of the outside world has been shattered, an
identifiable and learnable artistic technique has almost
ceased to exist. All these artists suffer the demonic vio-
lence of the inward powers. Whether they are driven
like Munch into solitude and sickness, like Van Gogh
into the release of madness, like Gauguin to the distant
isles of primitivism, or like Picasso i_nto the flmorphous
world of inner transformation—their despair ax?d thez
strain under which they work contrast sharply with the
tranquillity of earlier artists, who felt that they were !

arrvin tradition. -
c I;g;ngnzn; Kubin and the early Klee the grotesque
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distortion, the anxicty and distress, that come of inun.
dation by the unconscious; we find it in Odilon Redon
and Ensor, in Lautrec and Munch. A sinister quality, 3
fear of world catastrophe, arc apparent not only in the
fractured lines of the paintings of Picasso and Braque
but equally in much modern sculpture, with its disorgan-
ized fragments of shattered bodies.

The dream world of Chirico and the spirit world of
Barlach are interrelated, just as they are related to Rim-
baud and Rilke, to The Magic Mountain despite its to-
tally different configuration, and to Hesse’s Steppenwolf.
Over them all stands anxicty, the incursion of die andere

, | Seite (the Other Side), which Kubin intuitively antici-
- pated.

As our daytime world is devoured by the Terrible
Mother, torn to pieces in the bloody rituals that are our
wars, demonic, magical, and elemental irrationality in-
vades us. The stream of the libido flows inward, from
the crumbling canon into the unconscious, and activates
its latent images of past and future.

This is why the art of primitive peoples, of children,
and of the insane arouses so much interest today; every-
thing is still in mixture and almost unarticulated. It is
almost impossible to render this phase of the world faith-
fully, because we are still in a formless state of creative
disintegration: protoplasm, mingling decay and new
birth—amorphous, atonal, disharmonious, primeval.

Blackness, nigredo, means the breakdown of distinc-
tions and forms, of all that is known and certain. When
the psychic libido of the individual drains off into the
darkness, he falls back into prima materia, into a chaos
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in which the psychic state of origination, of participation
mystique, is reactivated. And in modern art we find the
same phenomenon. The dissolution of the outside world,
of form and the individual, leads to a dehumanization
of art.

The vital energy leaves the human_form that_was
hitherto its_highest embodiment_and _awakens_extra- .
human and prchuman forms. The human figure that
corresponds in a psychological sense to the personality
centered in the ego and the system of consciousness is
replaced by the anonymous vitality of the flowing un-
conscious, of the creative force in nature and the psyche.

This process is evident in the landscapes of the Im-
pressionists. The transformation begins with the outside
world, which becomes psychic and gradually loses its
objective character. Instead of painting a segment of the
outside world, the artist paints for painting’s sake, con-
cerning himself only with the inherent modality of the
picture, with color and form; the psychic symbol has re-
placed the object. But through participation mystiqgne ,
this psychic symbol has a closer, more effective, and more Z
inward contact with the segment of world to which it &
relates than a naturalistic, objective picture, dictated by ?’
consciousness and “made” with detachment.

We find in modern paintings a strange mixture, 2
unity of world and psyche, in which fragments of land-
scapes, cubes, circles, forms, colors, parts of human fig-
ures, organic and inorganic components, curves, tatters
of dreams, memories, deconcretized objects, and con-

cretized symbols seem to float in _a strange contnuum,
We are reminded of the myth that, before the world
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 was created with its familiar figures, fragments came
into being, arms, heads, eyes, torsos, etc,, without inter-
. connection, which appeared only in a later birth.
" Whether Picasso represents this world of the begin-
ning or in his cubist efforts he opposes its chaos, whether
in harmony with the life stream of color Chagall hovers
lyrically over this world, or Klee; with the knowledge
of an initiate, chisels out the secret counterpoint of its
inner order, the driving force is in every case the partici-

pation_mystique, the inner stream that follows its own

laws, detached from the illusion of outward reality.
All this is deconcretized; and if corks and cookies,

scraps of paper, or other articles are pasted on the pic-

ture, this quasi-concreteness only makes the spectral

B )

quality of the whole even more evident. Dynamics re-

places composition, the energy of color and form replaces

the illusion of outward reality, the amorphous replaces

the conventional and matter of fact, and disintegration

and the abyss banish comfort and “still life.”

This deconcretization is also expressed in the two-

\ dimensional trend of painting, which relinquishes the
(\ corporeality of world and body for a ‘dynamic of form
| and color—a trend, by the way, which has ts analogy in

i science, in both physics and psychology
i-%:'f . i
“*"The human becomes demonic,

things become human:
a face dissolves into colors and forms, a blob of paint

looks at us with a human eye. Everything shifts and
leaps, now into empty banality, now into an abyss of
cosmic suffering, now into a mystical transhiguration of
color, Whip all this together and mix it with the unin-
telligible—isn’t that just what life really looks like? But
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even if we recognize that this moderp ag is an authent;

. L i " '
expression of our time, the question ariges: [s it still
.y the same sense as all previous are? And a]

- . NS BRI
those who first called it “degenerate apt” were th

art
though

has our art 1 emselves
degenerates, has art not really gone astray?

But Ict‘lls be carefull We are speaking of ourselves, If
chis art 18 degeflemte, We too are degenerate, for in.
qumerable individuals are suffering the same collapse of
the cultural canon, the same alienation, the same loneli
ness—the rising blackness with its shadow and devour.
ing dragon. The disintegration and dissonance of this
art are our own; to understand them is to understand
ourselves.

If the need for expression has its source in the intensity
of the experience, how can modern man, whose world is
menaced by chaos, do other than give creative form to
this chaos? Only where chaos is overcome can what lies

; AT e
LIS

behind it emerge, and the seed of the fruit of chaos is

perhaps more precious than the seed of any other fruit.
Today there can be no hope for the future in any reli-
gion, art, or ethic that has not faced this threat of chaos.
That a new ethic is needed is neither a philosophical
whim nor merely the product of an unfortunate disposi-
tion; it is a profound concern of our time* Here the
men of today and the men of yesterday must part com-
pany. Anyone whose ears do not burn, whose eyes do not
cloud over, at the thought of the concentration camps,
the crematoriums, the atomic explosions which _muki up
our reality—at the dissonances of our music, the }L:‘mn::s’
tattered forms of our painting, the Jament of Dr. Fau

ﬁ"r}f my Depth Psychology and @ New Ethic.
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<y free to crawl into the shelter of the sale ol miethody
L and roty The rest of us must again wate the Fruir of the

tree of knowledye, which will vedeem us from (he I-J;“‘i;"

dise n which it is believed that man and the world ;“.'{,:
wholly good. It is true that we run the risk of cg-mk;n”
on it. But there 18 no other Wiy, Wt‘ ”_'.‘U“'.i..?’.-“f‘»..ltf.iw.!mlgé:v
- the evily the blackness, the disintegration which cry to

1. . us so desperately from the art of our time, and whose

Lo presence it so desperately affirms.

Paradoxical as it may sound when formulated in theo.
logical terms, it seems today that we must_redeem a by
ol Satan. It is not without significance that I have never
met any man for whom the idea of hell as eternal pun-
ishment, the idea of absolute damnation, was not utterly

s inconceivable. Hell no longer secems an inhuman, alien

{, conception, for all of us are too close to this hell within
5";;? us and outside us; all of us are consciously or uncon-

/- sciously dominated by the numinous law of transforma-

tion, which leads to hell, and also through it and be-

/ yond it.

Again I must quote from Dr. Faustus, this time Frau
Schweigestill's words, with which the tragedy ends:
“Often he talked of eternal grace, the poor man, and I
don’t know if it will be enough. But an understanding
heart, believe me, is enough for everything.”

Let us understand these words correctly. They are not
proud or arrogant; on the contrary they are desperately
modest. We really do not know any longer whether
grace is enough, preciscly because we are as we are and.

are beginning to sce ourselves as we age, But at a time of

i L

overwhelming crisis, the questionable natare of grace, of

|\5\€(‘

o, o, §
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cather our knowledge that we are unworthy of grace,

compels us to understand and love mankind, the fallible

mankind that we ourselves are. Behind this abysmal L v AL
crisis, the archetype of the Eternal Feminine as earth :Efﬂ S
and as Sophia would seem to be discernible; it is no ac-

Gident that these words are spoken by Frau S'chweigestill,

the mother. That is to say, it is precisely in chaos, in hell,

that the New makes its appearance. Did not Kwanyin

descend into hell rather than spend her time with the

serene music makers in heaven?

Modern art, then, is not concerned with beauty, much
less with aesthetic pleasure. Modern paintings are no mu-
seum pieces. Since they are not primarily the product of
a directing consciousness, they can only be effective and
fruitful when the beholder himself is in an adequate
psychic situation—that is, not centered in his ego con-
sciousness but turned toward his own unconscious, or at
least open to it.

There is in modern art a psychic current which de-
scends like a waterfall into the chasm of the unconscious,
into a nonobjective, impersonal world. With their ani-
mism that brings to life the inner world and the realm.

i

of participation_mystique, many of these works are

charged with a demonic force that can suddenly leap
out at the overwhelmed and terrified bcholdtr‘ at any
time, in any place, and strike him like lightning, for
haos and arche-
¢ which such

modern art lives in a world between ¢
type; it is filled with plasmatic forces out 0
an archetype can suddenly be constellated. _—
Sometimes the powers themschfes appea’lr, as 1:‘1 e
spectral, demonic world of Kubin, in Ensors masks, a
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to a lesser deg_g_ggjnhpa_.l’fx_,iiTrue,,most modern artists dep-
recate  realistic, objec"tivc representations of demonic
forces, and indeed there are countless other ways of ex-
pressing the powers. They range from Barlach’s picture
of a world dominated by unseen forces to the plastic ab.
stractions of Hénry Moore and Picasso’s abstract gro-

tesque demonism.

| Distortion, crookedness, andogrotesqﬂg‘& Eorror form an
"& archetypal aspect of the demonic. If modern art is char.

acterized by the disintegration of external reality and an
activation of the transpersonal psychic world, it becomes
understandable that the artist should feel a compulsion to
depict the powers in their own realm—which is, of
course, a psychic realm—and not as they appear, dis-
guised, in nature. And in the art of primitives also, ab-
straction is often the form corresponding to the world of
spirits and the dead.

As magnets order a field of iron filings, so do the

e Ao,

R s T 5 N A S O A

archetypes order our psychic life; a similar process takes
place in modern painting. Among primitive peoples the
powers are projected into strange forms and symbols,

and modern art has returned to this primordial phase of
exorcism.

In Western culture the artist first set out to represent
the world implied in the idea of the beautiful; he strove
to concretize this transfigured vision, and later, with the
emergence of the earth archetype, the ideal of the beau-
tiful seemed to have been imprinted on life itself. The
modern development, however, has been to shatter all
these static, ontological conceptions. The powers become
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gisible as PUre dynamic, no longer incarnated in man
and object. '

He who has perceived the numinosum which destroys
every canom, dissol'.fe_s every fixed system, and reduces
eyery form to relativity tends to see the godhead as an
jrrupting power, a lord of destruction who dances like
ghiva himself over a collapsing world. And it is easy to
misinterpret our world and its art in this sense—as an-
nihilation. For all of us are still accustomed to believe in
cet images, in absolute ideas and values, to see the arche-
type only as eternal presence and not as formless dy-
namic, to forget the central commandment of the god-
head, which is: “Thou shalt not make unto thyself any
graven image.”

‘But it is a total misunderstanding of our time and our
art to regard their relation to chaos as purely negative.
For all these artists have one thing in common: they
have all experienced the creative truth that the spirit
blows where it will; and even where they seem to be
playing and leaving things to chance, it 1s not only be-
cause the perplexed ego has renounced all hope of
knowledge but because they believe profoundly that in_
and behind aflance a greater truth may.be at work,. Con- W

T R L i o ey 7 P A RS P A i o T it

scious renunciation of form is often?ﬂéély interpreted as
inability to give form, as incompetence. Actually the
breakdown of consciousness, carrying the artist back-
ward to an all-embracing parzia'patifm with the world,
‘ontains the constructive, creative elements of a new

world and

The deflacion of man makes for a sense of :
unites all

llfﬁ fal' transcﬁnding thC Common b{)ﬂd Whi’:h
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men on earth. It is no accident. that o human elerens
/,‘. 7 appears w seldom at the center of the modern h.?‘iirs__:_:« o ,;jd*

v and 5o f requently a flower, a star, 4 spring, a light, an
g i cye, or f_hﬁ Vfiiij itﬁ{i’]f. ’;['}jf:(,t,‘,ntrﬂ,r (;f gr;ﬂ:{;f;{jﬁm ?-hif?;“;ri

e from mrxﬁsinmnc% tovard the (:re‘:zfit.i‘fg matriz whg;;u;
-~ ’i. ..’?.f:‘ﬂ[‘ﬁ’,.l.}_i_l,ig:HEWJ{J'.JI}_,p_r_t_:i'{{#_{:_jur.-!_h
e This shift is perhaps most evident in Chagall’s paint-

ings, which reflect most clearly the synthetic force of the
soul’s emotional reality, The luminous power of the in-
ward colors, an inward movement guided by a stream of
symbols, produces paintings which are an authentic
metaphor for the inward life of the psyche. And beyond
all chaos, yet profoundly bound up with it, there arises
a new kind of psychic beauty, psychic movement, and
irrational unity, whose flowerlike growth—otherwise
found only in Klee, and here in a different form—is
rooted in the profoundest and most secret depths of
the soul.
+ Our art contains as many revelations of the archetype
as of chaos. Only the simplest form of this reawakened
archetypal world is reflected among the neoprimitives,
, whether like Gauguin they seck archaic form or like
- Rousseau represent the archetypes in naive splendor:
~the desert, the forest primeval, the Grear Mother as
:snake charmer, the battle in the jungle, or, contrasting
with all this, the petit bourgeois world, the nosegay, ¢tc.
An animistic, pantheistic sense of a world animated
by the archetypes is revealed in the autonomous dynamic
of natural form, as in Cézanne, the cubists, and modern
plastic art, Not only in Van Gogh and Munch, but ac-
tually in all moderns, whether they paint portraits, land-
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sages, of sontractions, this antonerous dynamic crestes
ceychic lancapes whone mond, eton, color—the in.
s mmizsic of primal feeling, line and form, and the pri-
mat eomuellations of form and color—zre the
erTrEsinn of the pirers, Th

-

wrind znd cube, in the ugly

authentic
“E powiers everywhere, in

and zbsurd, as well as in
sreme GF Sresrn—and ulzimamfy in the human 24

well—
zre manifested 21 overment, never as given and fized
things.

For the z2rt of our time inclines wward 4 radical
itualism, 2 wlemnization of the secret transpersonal and
supraperional forces of life and death, which surge up
from within o compensate for the materialism dominat-
ing the outward picture of our tires, 2 materialism con-
ditioned by the rise of the carth archetype during the

spir-

' " w
Benzissance, 1o Y.
Thus it is 2 grear misunderstanding to characterize A k;st_;;,uw

this zrt 25 intellectual—for only its hangers-on are intel- o\

vzl—znd to underestimate jts religious and, in the
true sense of the word, metaphysical impetus. The

anonymous creative drive itself is the essential reality of

2 human zrt independent of any cxternal world, Our art,

like our times, is characterized by the old Chinese say- Mﬂ;j;ffm
ing quoted by Richard Wilhelm: “The heavens. battle %
vith the creatures in the sign of the Creative(15,/-

In compensation for _the decay of our cultural canon
and our permanent values, both the individual and the

e e e a——

#roup ﬁré”é}cpcricncing an_awakening of the collective

PSP i e, s e s
e L - =

gy it R ] il BT P e

Pﬂﬂéﬁ_ﬂfﬁifét:ﬁfmltﬁ inward, psychic expression is moder
art, but it is aleo outwardly discernible in the flood of
1g. Wilkelrn, Der Mensch und das Sein, p. 234
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religious, spiritual, and artistic forms that are erupting
from the collective unconscious into Western Coasci s

ness.
The art of diverse epochs and religion, peoples and
cultures, tends to merge in our modern experience. In

the symbols of their worshipers’ rapture the gods of 2l
times confront us, and we stand overwhelmed by this in-
ward pantheon of mankind. Its expression is the world’s
art, that prodigious net of numinous creation in whick
man is captured, although he himself has brough
forth.

The dignity of man now appears to us in his creati
power, whether in the modern or the Indian, in the me-
dieval Christian or the Bushman. All together are the
creators of a higher reality, of a transpersonal existence,
whose emanation, transcending times and cultures,
shows man in his creative reality and spurs him to-
ward it.

~t
hod e
-t

The revelation of the numinosum speaks out of every
creative man regardless of his cultural level, for there are
different aspects of the transpersonal, which leads one
individual to a religious calling, another to art, stll an-
other to a scientific or an ethical vocation. The fraternity
of all those who have been seized by the numinosum is
one of the great human phenomena we are beginning t
perceive in this era which, more than any other before it.
is gaining an awareness of the immensity of man’s
works. '

The religions of the world, the saviors of the world,
the revolutionaries, the prophets, and not least the artists
of the world—all these great figures and what they have
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created form for us a single whole. We all—and not just
individuals among us—are beginning not to free our-
selves from our personal determinants, for that is impos-
sible, but to j&ﬁjhf}@mi_[l_ugiriggtive. The African medi-
cine man and the Siberian shaman assume for us the
same human dignity as Moses and the Buddha; an Aztec
fresco takes its place beside a Chinese landscape and an
Egyptian sculpture, the Upanishads beside the Bible and
the Book of Changes.

At the center of each culture and time stand different
numinous—or, as we say, archetypal—powers, but all are
eternal, and all touch upon the eternal existence of man
and the world. Whether it be Egypt’s striving for per-
manence, Mexico’s primitive terror, the human radiance
and clarity of Greece; whether it be the faith of the
Psalmist, the transfigured suffering of Jesus or the
Buddha withdrawing into the infinite, the power of
death in Shiva, Rembrandt’s light, the emptiness of an
Islamic mosque, the flowering earth of the Renaissance,

the flaming earth of Van Gogh, or the dark earth of the

African demons—all bear witness to the timelessness of
man’s seizure by the numinosum.
e T T

For the source of the creative drive 1s not nature, not

the collective, not a definite cultural canon, but some-
thing which moves through generations and peoples,
epochs and individuals, which calls the individual with
the rigor of an absolute; and whoever he may be, and
wherever he may be, it compels him to travel the road
of Abraham, to leave the land of his birth, his mother,
and the house of his father, and seek out.thc land to
which the godhead leads him.
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In our time two forms of integration appear side by
side, an outward and an inward, a collective and an in.
\F \diviciual’. Much as they may seem to differ, they are ¢s.
sentially related. The one is the integration incumbent
upon our culture, an integration with world culture and
all its contents. Inundation by the world's collective con-
tents leads first to chaos—in the individual as in the
group as a whole. How can the individual, how can our
culture, integrate Christianity and antiquity, China and
India, the primitive and the modern, the prophet and the
atomic physicist, into_one humanity? Yet that is just

T apreden

what the mdw:dual and our culture must do. Though

wars rage and peoplcs ‘exterminate one another in our

atavistic world, the reality living within us tends,

whether we know it or not, whether we wish to admit

it or not, toward a universal humanism. But there is an

inward process of mtegrangﬁ*“{;ﬁﬁicﬁwgarﬁﬁpensates for the

A k\ outward one; this is individuation. This inner integra-

tion does not consist merely in the integration of the in-

dividual’s personal unconscious; when the collective un-

£ conscious emerges, the individual must inwardly come

““4\ to grips with the very same powers whose integration

¢ and assimilation as world culture are his outward tasks.

Our conception of man is beginning to change. Up to

now we saw him chiefly in a historical or horizontal per-

spective, embedded in his group, his time, and his cul-

\ ¢, tural canon, and determined by his position in the world

“" —that is, in his particular epoch. There is truth in this

vision, no doubt, but today.we are beginning to see man

ﬁ:n a new perspectlve—vcrtlcally—ln h1§ rclat:on to the
absolute. T
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The roots of every man’s personality extend beyond
the historical area of his factual existence into the world

of the numinosum. And if we follow the course of these
roots, we pass through every stratum of history and pre-
history. We encounter within ourselves the savage with
his masks and rites; within ourselves we find the roots
of our own culture, but we also find the meditation of
Asia and the magical world of the Stone Age medicine
man. The challenge of this transpersonal world of

powers must be met by modern man, despite his char-
acteristic sense of inadequacy.

We must face our own problems and our own imper-]

N B e K o i s A

fections; and at the same time we must integrate a super-

abundant outward and inward world that is shaped by |
no canon. This is the conflict which torments modern |

man, the modern era, and modern art.

This integration of chaos, however, is not possible in
any single act or constellation; the individuation it re-
quires is a process of growth, embracing the transforma-

S -

tions of a whole lifetime; during such a process each

A s <

-

/

£

e S NS R

individual’s cai)-é‘city for resolving conflict is repeatedly °
strained to the utmost. This perhaps is why the careers
of the great artists of our time are all, in greater or
lesser degree, calvaries, The task of integration facing
the great artist _today can no longer be performed in a

AT YW L P N AT T Ry e W

single work, but more than ever before requires a unity

L e i rpmre———

ngﬁljtfg, and work. Van Gogh'’s pictures cease in this sense

g

NS N

to be individual paintings; they are a storm of painting
bound up with his life, and each picture is only a part of
it. But often it has even ceased to be the painter’s inten-
tion—if we cap speak here of intention—to achieve a

131

Scanned by CamScanner



ART AND THE CREATIVE UNCONSCIOUS

complete statement in any one picture; his orientation is
toward the work as a whole, which is meant to express
a reality that transcends painting.

All modern artists—in contrast to the fulfilled artists
of normal times—have the sacred enthusiasm of which
the I Ching says: “Thunder comes resounding out of
the earth: the image of enthusiasm,” and “Devotion to
movement: this is enthusiasm.” 18

Whether we consider Picasso, with his single-minded
devotion to a great creative impulse—whose work rep-
resents a significant reality only when taken as a whole,
each part being problematic, questionable, and incom-
plete; or Rilke, whose development leads from delicate
sound arrangements through the catastrophe of ten
years’ silence to the gigantic dome of the Duino Elegies;
or the even-paced building of Thomas Mann’s work, in-
creasingly preoccupied with what is evil, diseased, and
archaic in man, which he (who, more than any other
artist of our time, has achieved the unity of life and work
that is individuation) uniquely integrated; when we
consider the tragic frenzy of Van Gogh or the mysteri-
ous transformation of Klee—all of them belong to us;
they are we, or rather we are fragments of them all.

We know that the core of the neuroses of our time is

the religious problem or, stated in more universal terms,
the search for the self. In this sense neuroses, like the
mass phenomena resulting from this situation, are 2

kind of sacred disease. Our whole epoch is full of it, but

A S Sl W TR T WA P T

behind it stands the power of a numinous center, which
seems to direct not only the normal development of the

16. Vol. I, p. 715 Vol. II, p. 105.
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. dividual but his psychic crises and transformations as
ell—not only *the disease but also its cure, hoth in the
ndi vidual and in the collective.

This centroversion has great consequences in the great
Jnd small consequences in the small, HDchgr,' .
whole a1t which may be called neurotic in its rapture
and «sacred” in its neurosis, is unconsciously or—in its
highest summits—consciously directed by this central
force. And so it is with each one of us.

Just as the psychic totality of the individual takes form
Jround a mysterious center, the mandala of modern art,
in all its vast diversity, unfolds around a mysterious cen-
ter, which as chaos and blackness, as numinosum and
as change, is pregnant with a new doom, but also with
2 new world. In the Duino Elegies Rilke wrote:

For Beauty’s nothing
but beginning of Terror we're still just able to bear,
and why we adore it so is because it serenely
disdains to destroy us.'

More than to any other beauty in art, these words
apply to the terrible beauty of modern art, which itself
denies that it is beauty. Never before was the beauiful
so close to the terrible. The masters of Zen Buddhism
often twisted their .c‘l.i's'.eiples‘ noses or struck them in the
face in order to bring them illumination by thrusting
them back on themselves. Similarly, our time and our
destiny, and often our art as well, strike us in the face,
perhaps also in order to fling us into the void of the cen-

ter, which is the center of transformation and birth.

17. Tr. Leishman and Spender, p- 25-
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For despite all the despair and darkness whic}, are
still more evident in us and our art than the secret
forces of the new birth and the new synthesis, we must

not forget that no epoch, amid the greatest dangﬁgg_,t_g its

N S o e e T AR A LB M o R e
i ]

existence, has shown so much readiness to burst the pgy.

row limits of its horizon and open itsclf to the greq

i e e e L e s g

sho s
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power which s striving to rise out of the unknown, here
and everywhere in the world. Menaced as we are by our
own atom bombs, every act of destruction will be ap.
F_s__rm:;:c;dmbyﬂa_.,ggb@il_dlrﬁgﬁ_n which the unity of everything
\\ human will be affirmed more strongly than ever. |
This is surely no prophecy; it is the reality of the road
which we travel, or rather which we are compelled to
travel. Upon this road the horizons are changing in a
way we ourselves scarcely realize, and we along with
them are moving toward the New, all of us, on this side
and that side of the iron curtains that divide us today.
Let us not forget that, despite all the darkness and
danger, the man of our time, like the art that belongs to

him, is a great fulfillment and a still greater hope.
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NOTE ON MARC CHAGALL

Marc Chagall. The strange painter from Vitebsk is gen-
erally regarded as a Romantic, a painter of folklore.,
Some stress his “childlike” or primitive quality, others
the idyllic aspect of his youth in a small town, or his
Jewish milieu. But all these interpretations miss the
essential.

He is not a great painter of the kind whose gradual

rowth takes in greater and greater areas of the outward
or inner world. Nor is he a painter of upheaval like
Van Gogh, who passionately experienced the nascent
modern world in every cypress tree of Provence. But he
is unique in the depth of feeling that carried him
through the surface manifestations of his personalistic
existence to the fundamental symbols of the world, the
foundation underlying all personal existence.

His pictures have been called poems, they have been
called dream images, implying that the intention of his
painting extended to a plane removed from all painting
—even that of our day. Perhaps only the Surrealists, who
for this reason called Chagall the first Surrealist, shared
his intention, which might in a certain sense be called a
lack of intention. But—and this is the very crux of the
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matter—Chagall is no Surrealist working with the bling
unconsciousness of Freudian free association. A pro-
found, but by no means unformed, reality makes itself
felt in his work. The dream law of his paintings Aows
from a unity of feeling, reflected not only in the in-
trinsic color development but also in the relationship
berween the symbols that order themselves round the
symbolic center of the picture. These symbolic centers of
Chagall’s pictures are unquestionably spontaneous prod-
ucts of his unconscious, and not constructions of his ego.
The consciousness that executes his painting follows the
mood and inspiration of the unconscious. The unity and
force of conviction in his pictures are an expression of
the obedience with which he accepts the intention of his
unconscious. Like a medium, undisturbed by the im-
pressions and influences of the world around him, he
follows the inner voice that speaks to him in symbols.

Here we touch on a central Jewish paradox in Cha-
gall: a prophecy in which the godhead does not, as from
time immemorial, speak in words, but in mystery and
image—an unmistakable sign of the upheaval that has
taken place in the Jewish soul.

Language, and the language of prophetic religion
more than any other, is indeed rooted in the uncon-
scious, with its stream of images; but Judaism and Jew-
ish prophecy were formed by the ethical accent of a con-
sciousness which derived its own central force from its
analogy with the central power of the One God. The
imperative guidance of this prophetic will so sharpened
the intention of the unconscious forces that stood be-
hind, heated it to so white a glow, that the images lost
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their colors; the variegated flowers of psychic life were
urned to ashes.

But in Chagall for the first time something originat-
ing in the very same psychic stratum from which Jewish
prophecy drew its power speaks in images and colors.
In the new historical situation of a Jewish people trans-
formed through the central depth of jts unconscious,
prophecy speaks a new language and utters new con.
tents—the beginning of a new Jewish message to the
world. The soul of Jewry, compressed by necessity into
the shell of isolation, makes itself free, sinks its roots
deep into the earth, and manifests itself in a first new
flower.

At first glance there seems to be nothing very im-
pressive about Chagall’s Jewish provincialism. Folklore,
the village idyll, the Jewish small town with its petty
bourgeoisie, childhood memories—childhood memories
over and over again. Who cares about this Jewish town,
about all these relatives and bridal couples, these eccen-
trics and fiddlers, these festivals and customs, sabbath
candles and cows, these scrolls of the Torah and village
fences? Childhood—that is the milieu from which Cha-
gall never escaped and to which he returns over and over
again, regardless of Paris and Europe, of world wars and
revolutions. All this may be lovable and touching, unEeSf
one prefers to call it sickly and sentimental. Is this all?
one is justified in asking. What is all the fuss about? Is
all this not a mere variant of modern primitivism, only
a kind of colorful, romantic popular art? Chagall would
give no answer, probably he would knmjf no %HSWEF? he
would only smile and keep on painting his colorful
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world, the same little houses, the same childhood
memories, the same colored fragments of his carly
world: cows and fiddles, Jews and donkeys, candelabra
and brides. But in the midst of it there are angels and
moons, blazing fires, and the eye of God in the village,
For what is childhood but the time of great events; the
time in which the great figures are close at hand and
look out from behind the corner of the house next door;
the time in which the deepest symbols of the soul are
everyday realities, and the world is still radiant with its
innermost depth? This childhood reaches back to the
earliest prehistory and embraces Abraham’s angels as
tenderly as the neighbor’s ass; it experiences the wedding
and the meeting between bride and bridegroom with
the same joy and the same radiant color as the spring
and the moonlit nights of first love. In this childhood
there is as yet no separation between personal and supra-
personal, near and far, inward soul and outward world;
the life stream flows undivided, joining godhead and
man, animal and world, in the glow and color of the
nearby. This simultaneity of inside and outside, which
perceives the world in the soul and the soul in the
world; this simultaneity of past and future, which ex-
periences the promise of the future in the remote past
and the guilt of the ages in the anguish of the present—
this is the reality of Chagall’s childhood, and the eternal
presence of the primordial images lives in his memory
of Vitebsk.

For this reason there is no above and below in his
paintings, no rigid, inanimate thing, nor any dividing
line between man and animal, the human and the di-
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vine. In the ecstasy of love man still wears the ass’s head
of his animal nature and the angel’s countenance shines
,mid calamity and doom. All Chagall’s pictures are per-
meated by the soulful divine light—unbroken by the
prism of the understanding—which in childhood fills the
whole world; all reality becomes a symbol; every bit of
the world is transformed into a divine mystery.

Presumably Chagall “knows” nothing of what befalls
him in his pictures, but the pictures themselves know
and bear witness to their knowledge. There is the be-
loved, over and over again, in endless transformations,
as soul, as angel, and as the inspiring power of the femi-
nine. In one painting the artist—assuredly without knowl-
edge of the ass Lucius, the unregenerate lower man in
Apulﬁius" romance—bears an ass’s head as he stands at
his easel and the feminine soul figure guides his eyes up-
ward: in another picture it is the angel himself who
holds his palette, or else the figure of the anima, the
soul, may peer out of the easel. In every case he ex-
presses the unconscious knowledge that his hand is
guided and that an earthly creature is receiving inspira-
tion and guidance from an unearthly, suprapersonal
force. In all these visions the masculine is dull, bestial,
earth-bound, while the feminine blooms in all the colors
of a transfigured, unearthly radiance.

This emphasis on the feminine reflects something es-
sentially new in the outlook of Jewish mankind, which
hitherto with its ethic and spirit seemed so fundamentally
patriarchal that the feminine, repressed and almost de-
spised, could speak to it only through subterranean
channels. In Chagall it is not only the compensating
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contrary aspect that breaks through, as in the mystica]
undercurrents of. Jewish cultural history; rather, he i
the prophet of a nascent new reality, of an upheaya]
from out of the depths. It is this alone that justifies yg
in speaking of Chagall’s prophetic mission.

The feminine soul figure that fills Chagall’s worlg
reaches out beyond his own personal sphere and jy.
deed exceeds the limits of any purely Jewish contempo.-
rary constellation; for the circle whose center it forms js
the primordial circle of archetypal symbols, such symbols
as night or moon, bride or angel, loving one or mother,
But it is striking, and characteristic for the situation of
the modern man and the Jew, that the mother with child
seldom occupies the center of these pictures. The Ma-
donnalike mother with child who appears in Chagall’s
paintings has always played a significant role in Jewish
life as the collectively regenerating emotional force of
the feminine. But she has always remained a symbol of
collective forces, and has never become truly incarnated
as an individual feminine power in life, or as a femi-
nine force deep within the psyche of the Jewish man.
But the essential is the individual incarnation of the
soulful and feminine in man, and this is how the fermi-
nine appears in Chagall and dominates his pictures: as a
configuration of the magical and fascinating, inspiring
and ecstatic soul that transforms the world with the star-
fall of its colors.

For this reason the center of his work is the relation
of the masculine to this type of the feminine; and for
this reason it is in the lovers that the secret reality of the
world flowers mysteriously over and over again. Cha-
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gall's Vitebsk and likewise his Paris are full of this bride
:ud pridegroom, whom he never wearies of painting; in
them live the darkness of nocturnal drives and the
colden light of the soul’s ecstasy. The ass of the body
may stagger, 1t may rise on wings to higher realms; in
the form of a gigantic, glowing red angel it may hold
¢he chalice with the sacred wine of drunkenness; and
vet again the moon may stand so close to the lovers that
the distant bridge, like the rim of reality, marks the
limit of the transfiguration in which lovers, angels, and
fowers hold out their hands to one another, in which
the interweaving of drive and soul, the human and the
divine, of color and light, is always the one encounter,
which lives behind all the rest, the meeting of the bride-
groom with the bride. But this is the encounter of the
transcendent God with his feminine immanence; it is
the encounter of keter and Shekinah, of God and soul,
of man and world, which takes place in the inner reality
of every living couple.

Here the cabalistic and Hasidic symbolism of Jewish
mysticism become the reality of a man drunk with love,
whose rich palette bears witness that creative man 1s
made in God’s image, and in whose pictures of human
life in the world the creation begins forever anew.

The lovers are God’s seal on the world, the seal in
which his bond with the reality of man 1s confirmed like
a new rainbow of promise. For despite all the terror, de-
spite all the pogroms and crucifixions, despite all the
fires and wars, this earthly life is the consolation of the
godhead itself, if it is taken as the symbol that it 1s.

Tht white COW i}ring beside the ]eW wrap.pcd in the
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tallith of his loneliness is the appeasement of the ma-
ternal world; and in the nocturnal village whose poor
little houses stand low and crooked between the fields
and fences, there gleams the gigantic, wide-open eye of
God (PL VII). It watches us always, always it sees the
world and us in it and itself; and everywhere it is the
center of reality that becomes visible in the stillness g
God’s presence. Perhaps the woman milking the blue
cow beneath the moon sees this eye less than she sees the
chickens and the houses; but nonetheless it dominates
the nighttime world and opens wherever the creature
comes to himself.

But it is chiefly at night and under the moon, when
the inwardness speaks and the world of the secret is un-
sealed, that the world comes to itself. And that s why
the night is the time of ecstasy, when the soul’s firebird
in the form of a flaming rooster abducts the feminine
and the music of lovers refashions the world in the per-
fect original unity from which it sprang in the beginning.

Yet this glowing interior world of Chagall—in which
things occupy not their earthly place but the place they
hold in the soul, the place assigned them by the creation
that is even now in progress—this world is by no means
an airy figment. Nor is it the world of miracles and
magic spells, in which the Jewish mankind that draws
Messianic time down to earth in prayer flies in ecstatic
concentration over the historical time of reality. Rather,
it is an earthly, real world of the soul, whose nocturnal
roots reach deeper than the roots of a merely earthly life,
down to the primordial stream of the images, which
Waters every living existence.
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In Chagall’s symbol world, the Jewish and the Chris-
dan, the individual end collective, ?I‘imiti\?ﬂ paganism
and complex modernism, are fused into an indissoluble
unity- The persecuted, massacred Jew with the phylac-
reries hangs as Christ on the Cross of suffering, and the
cart, filled with all those terrified fugitives whose home
is going up in flames, drives past the figure of the cruci-
fied one, who joins their suffering with his; for sacrifice
and suffering are everywhere, and crucified mankind
hangs everywhere from the Cross of the son of God.
But side by side with this there is the pagan vitality of
the animals; ram and ass become Panlike figures of the
primordial pagan era, in which the angelic cuts across
the divine. For nature is life with all its direct fullness
of color and all its tragic depth, manifested in drives and
instincts and in the wild drunkenness of ecstasy. Drunken
knowledge pours from the red luminous wine and from
the woman’s white body no less than from the crucifix
and the scroll of the Torah, and the desperate mixture
of higher and lower in human nature becomes a mys-
terious coincidence of opposites in the one center of life.

Here past and future, higher and lower, fuse into a
dreamlike reality; as in Chagall's enchanted forest, out-
side and inside appear as mirror worlds, reflecting a
third world that hides its true reality behind them and
in them.

This reality is just as much alive in the Jew at prayer
and the rabbi as in the miserable servant girl and the
drunkard, the rooster and the weary little horse. The

transhguration of sensuality in the nude lovers is the
blazing fiery rooster, whose ecstatic arc cuts through the
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night; and the lovers in the boat or under the bridge
glow like the sabbath candles or the red sun of the
wedding.

All these planes of God's hidden world become visible
in Chagall's pictures; they appear in the natural, that is,
divine, intermixture that determines the world of the
soul: natural thing and symbol; specter and reality;
harlequinade of life and lovers' magic; naked drive and
religious ecstasy; pillaging soldiers and the silver, fish-
tailed dancer of the soul; rrumpets of judgment and the
endless train of mothers with child, of Marys on the
flight 1o Egypr; the apocalyptic end of the world and the
October Revolution: scrolls of the Torah, crucifixes,
candelabra, cackling hens, ecstatic asses, and radiant vio-
lins whose music hovers berween heaven and earth. And
over and over again the moon.

The godhead speaks in colors and symbols. They are
the core of the world of fecling and truth, a truth of the
heart, the subterrancan dream reality which, like a net of
colored veins, runs through existence. For the “real
world” is only a feeble illusion that forces itself on the
sober; only the drunken eye of the creative man cn see
the authentic world of images. One of Chagall’s paint-
ings bears the motto that for him embodies the secret of
all authentic life or knowledge of God: Devenir flamme
ronge et chaude. Only the flame, the passionate devotion
that summons up the profound powers of the psychic in
man and makes them flow, can reveal the secret of the
world and its divine heart.

Bur all this should not be taken in 2 pantheistic sense;
it is not a universal statement about the presence of the
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gmjhc:ld. Close as Chagall’s work is to Jewish mysticism
and to symbols such as hitlahavut (passionate devotion)
and dveikut (adhesion to the divine), it must not be re-
duced to these narrow limits. The depth and scope of a
revelation correspond to the depth and scope of the
psychic intention for which it is revealed, for which the
world as a whole is first manifested as a creative secret.
And we find similar intentions and unconscious insights
throughout modern painting and modern art in general,
and in modern man wherever he attains to the heart of
actuality. For the reaction against the mechanized and
soulless forces, in man as well as the machine, against
the soulless mechanization that threatens to stifle the
world, is the rebellion of the soul and the inward

plunge of modern manlkind.

The irruption and descent of the soul into Jewish
mankind—this event with which Chagall is possessed
and which he proclaims—was long in preparation. Mil-
lennia were needed before the godhead could descend
from the hard grandeur of the all-governing law, from
the steep summit of Sina, before it could make its way
through the luminous spirit. worlds of the cabalistic
spheres and rranscendent divine secrets to the warm
carthly fervor of Hasidic mysticism.

With the Diaspora the fenced-in Jewish community
he world, and this descent into the world,
'« ar the same time—this, in any casc, is
y—the rise of the Jew’s
cople, with its mix-
and differentiation,
building cthos, of

opened to t

begun in exile,

the secret hope of Jewish destin

new psychic reality. This strange p

ture of youth and age, primitivism

prophetic fervor and worldly, world
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extreme materialism and timeless spirituality—and Cha.

gall is eminently an expression of all these traits—is ep.
gaged in a transformation. Regathered in the face of
impending doom, the Jews are sowing once more the
sceds assembled in centuries of exile. It is an age of
degeneration and rot; the primordial world rises to the
surface, the angels fall; but in all this the soul is reborn,
Yet like all birth, this birth of the human soul occurs
“Inter urinas et faeces.” The supreme values collapse, the
candelabra totter, vainly the angels blow the shofar of
judgment, and bearded Jews unroll the parchment
scrolls of the Torah. Everything is carried downward by
the fall of a world, and this catastrophe, this crucifixion,
is enacted in a sea of blood, violence, pain, and tears. The
crematoriums of the concentration camps and the moun-
tains of corpses of the world wars are the stations in this
catastrophe and this transformation. For the'catastrophe
is a rebirth.

The fate of Jewish mankind is also the fate of Europe,
the fall of Vitebsk is also that of Paris, and the wan-
dering Jew is the wandering of countless millions of
uprooted men, of Christians and Jews, Nazis and Com-
munists, Europeans and Chinese, of orphans and mur-
derers. A migration of individuals, an endless flight from
the extreme limits of Asia through Europe to America,
an endless stream of transformation, whose depths are
unfathomable and whose aim and direction seem im-
possible to determine. But from this chaos and catas-
trophe, the eternal rises up in unsuspected glory, the
eternal that is age-old and then again utterly new. Not
from outside but from inside and below shines the mys-
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terious light of nature, the divipe gloriole of the She-
kinah, consoling and healing—the feminipe secret of
transformation.

Chagall’s aloofness from the events of the world is
anything but indifference to the happenings of his time.
Perhaps the pain-drenched colors of the dying villages
and homeless fugitives in Chagall’s pictures mourn and
suffer more profoundly than Picasso’s famous Guernica,
Chagall lacks monumentality because any rigid, monu-
mental form is bound to dissolve in such a swirling
stream of emotion, because the pain is too great and its
immediacy hollows out all circumscribed form from
within. It is the dissolution of a world out of joint, a
world whose whole soil is shot through with volcanic
crevices; the norms collapse, floods of lava destroy the
existing order, but geysers of creativity spurt from the
tortured soil. For in this very dissolution a deeper plane
of reality is disclosed, yielding its secret to those who,
torn like the world itself, experience its primordial psy-
chic source, which is also their own. The divine and the
human travel the same road, the world and man are not
a duality of one confronting the other; they are an in-
separable unity. The moon rises in the soul of every in-
dividual, and the house in whose forehead the eye of the
godhead opens is you yourself.

Chagall’s aloofness is that of the lover who looks to-
ward the one unknown that gives him the certainty of
his own being-alive. It is the age-old covenant of Jew
and man with the God who, shorn of all limits, not only
offers his succor, but sacrifices himself to every nation
and every individual. In each man Sinai burns, each man
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ing of inadequacy.

Q@ of these two words em-
Of3CCs 2 mysterious, unknown world. Transformation
3 * 3

aione—ine whole work of C. G. Jung, from his early

gen und Symbole der Libido! 1o Psychology
Alckemy and the most recent work on the trans-
formation symbolism of the Mass, is an untiring attempt
to encompass the meaning of this word.

And when we turn to the adjective “creative,” how
can we help being assailed by a sense of utter hopeless-
ness? On the one hand the image of the creative God

1. [This work, first published in 1912, appeared in Beatrice
Hinkle's English translation in 1916 as Psychology of the Uncon-
scious. The zth Swiss edn., much revised, was published in 1952
as Symbole der Wandlung; tanslated as Symbols of Transforma-
tion, 1956, vol. 5 of the Collected W‘orks: P.cyclfology and Al-
chemy: its chief contents were first published in ‘thc Eranos-
Jahrbiicker 1935 and 1936, and it appeared as \-"ol. 12 of the C?}l.
lected Works in 1953. “Transformation Symbolism in the Mass‘ :
first published in the Eranos-Jahrbuck rgqr and translated in
Psychology and Religion: West and East, vol. 11 of the Col-
lected Works, 1958.—Ep.]
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and of creation; on the other the image of the Creative
with its six masculine lines, which, standing at the be-
ginning of the Book of Changes, lends emphasis to the
primordial connection between transformation and crea-
tion. But between these two great images of the world-
creating God on the one hand and of the self-transform-
ing divine world on the other, there emerges the human
creative world, the world of culture and creativeness,
which constitutes man as man and makes his life in the
world worth living.

How infinitely vast is the realm evoked by the word
transformation; it embraces every change, every strength-
ening and slackening, every broadening and narrowing,
every development, every change of attitude, and every
conversion. Every sickness and every recovery are re-
lated to the term transformation; the reorientation of
consciousness and the mystical loss of consciousness in
ecstasy are a transformation. Even the normalization and
adaptation of a neurotic individual to a given cultural
environment appear to one observer as a transformation
of the personality, while another diagnoses an experience
that makes over the whole personality as sickness and
disintegration of the personality. Each of the many re-
ligious, psychological, and political trends interprets
transformation in a different way. And when we con-
sider how limited and relative all of these points of view
are, where is the psychologist going to find criteria that
will enable him to say something about transformation
pure and simple, not to mention creative transformation?

What we encounter most often are partial changes,
partial transformations of the personality, and particu-
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Jarly of mnsciou‘sncss. Such' partial transformations are
by no means unimportant, The development of the epo
and cc:nscmusness,-the centroversion of consciousness
the mldfllﬁ‘ of which thfi': cgo complex finds itself, the
diffcrcnf".iatl?ﬂ and specialization of consciousness, ity
orientation in the world and adaptation to i, its ampli-
fication by change of contents and assimilation of new
contents—all these processes of normal development are
highly significant processes of transformation. Down
through the ages the development of man from child to
adult, from primitive to differentiated culture, has been
bound up with decisive transformations of consciousness.

Let us not forget that it is less than a hundred years
since modern man ceased to regard the transformations
of consciousness, i.e, of the partial personality, as al-
most all that mattered. Even since depth psychology has
begun to reshape the outlook of modern man in a way
that would have been inconceivable only a short time
ago, the education of the individuals who make up the
nations is directed almost entirely toward transforma-
tions of consciousness and conscious attitudes—or ¢lse
transformation is held to be altogether unnecessary. Yet
the experience of depth psychology has taught us that

5% 1n

unless changes in ”conséigﬂs_r}és'sﬂfg’"ﬁlﬁ%g Inhanaw:th | |
a change in the unconscious components of the person- <77
ality, they do not amount to much. A purely intcl{cctual &

orientation can, to be sure, bring about significant
changes in consciousness, but for the most part ;such
changes are restricted to the limited zone of conscious-
ness. Whereas partial changes in the personal uncon-

i i ’ - fluence consciousness |
scious, in the “complexes,” always influ |

151

Scanned by CamScanner



ART AND THE CREATIVE UNCONSCIOUS

' at the same time, and changes effected through the arch
! types of the collective unconscious almost always seizc.
' upon the whole personality. )
Most stfiking are those transformations which vio.
]cz.nly assall. an ego-centered and seemingly airtight cop.
sciousness, i.e., transformations characterized by more or
less sudden “irruptions” of the unconscious into con-
_‘{Gﬁ«f\) sciom‘lsncss. The .irruptive character is experienced with
(\)\< parucula.r force in a culture based on ego stability and 2
( systematized consciousness; for in a primitive culture,
‘ open to the unconscious, or in a culture whose rituals
provide a bond with the archetypal powers, men are
prepared for the irruption. And the irruption is less vio-
lent because the tension between consciousness and the

unconscious is not so great.

# "In a culture where the psychic systems are separated,
the ego experiences such irruptions primarily as “alien,”
as an outside force that “violates” it, and this feeling is

justified. For chiefly where a pathologigalwdével‘

partl
partly justiticc.
opment or constitution has loosened the personality and

made it permeable, where the ego has not acquired the
necessary stability and the systematization of conscious-
ness is incomplete, the chaotic stratum of repressed emo-

tional charge rises up overpoweringly from the collective
and attacks the weakest spot, which is the

- A

unconscious
“irruptive personality.

But the psychologica
alien invasion include a
disturbance of the biolo

- which may be caused by organic disease,
by hunger, thirst, exhaustion, intoxicants, or medicines:

?

I disorders having the character of
Iso the irruptions provoked by 2

gical foundation of the psyche,
i.e., infections,
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Related to these are the transformations known to us
from the phenomenon of sudden conversion or illumina-
sion. But here the suddenness and strangeness of the
;rruption apply only to the affected ego and conscious-
qess, not to the total personality. Usually the irruption
into consciousness is only the culmination of a develop-
ment that had long been maturing in the unconscious
stratum of the personality; the irruption represents only
thvcw_“,b_ursting point” of a t;gnsformativc process, that has
Jong been present but has not previously been perceptible
to the ego.? For this reason such irruptions are not to be
rcgardcd as “alien” from the point of view of the total
personality. But even the possession that accompanies an
«ychievement” or a creative process can take the form

of psychic “irruption.”

Yet psychic transformation and normalcy by no means

stand in a fundamental opposition to one another. The

phases of normal biophysical development—childhood,
puberty, middle life, climacterium—are always transfor-
mative phases, subjectively critical in the life of the per-
sonality.

The normal development is characterized by a number

of transformations_that. archetypal dominants_help to

guide. But here again it is difficult to distinguish the

personal and individual from the archetypal, for in
every ontogenesis the archetype crystallizes in and
through the personal and individual; thus, nple
we inevitably experience the ages of man also as indi-
vidual biography. Every childhood is both “childhood
as such” and my own childhood. Al

2. William James, The Varicties of Religious Experience. -
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transformation are common to the species and are at the
same time unique, individual destiny. They represent
natural transformations that should be understood in a
total sense, i.c., biologically as well as sociologically. As
total transformations they embrace the whole personality,
consciousness as well as the unconscious, the relation
between the two as well as the relation of the personal-
ity to the world and the human environment. The in-
tensity and scope of these natural stages of transforma-
tion vary in the human sphere; but almost always
childhood, love, maturity, old age, the expectation of
death, are experienced and mtcrpretcd as_crises, irrup-
tions, catastrophes, and rebirths. That is why human
culture set rituals in these places, rituals in which and
through which the merely natural aspect of the develop-

"/ mental phase is raised to an awareness of psychic trans-

Trg

/ formation.® In other words, the knowledge that man

undergoes transformations, and that the world trans-
i, forms itself with him and for him, is an element of
/every human culture.

Religion and ritual, festival and custom, initiation and
experience of destiny, form a whole; they blind the in-
dividual to the culture of the collectivity just as they
attach the life of the collectivity to the partial experience
of the individual. The fact that the festivals and rites of
transformation are almost always brought into conson-
ance with the division of the year shows that the trans-
formations of human development are experxcnccd as
one with the transformations of the natural world. In
other words, the nature symbolism of the phenomena of

3. See my “Zur psychologischen Bedeutung des Ritus,”
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psychic transformation is experienced not op
but also as an authentic identity of inside a

ly in itself
nd outside:
light, and winter solstice ik
resurrection, rebirth, and .- ~%"
spring; of introversion, descent into hell or Hades, |
autumn; of death, west, and evening;
and morning.

e =

new consciousness, birth of the
are one. The same is true of

and
or of victory, east,

In all these cases the natural ‘transformation of the

oy
s i R e A 5 g

glfgelogr?fntal phase was enhanced and made conscious

by culture, either for all the members of a culture or, as
in the secret societies and mysteries, for certain indi-
viduals. And this means that in human culture man not
only experiences himself as one who is transformed and
should be transformed, but, in additmn, that this spe-
c1ﬁcally human transforrnatmn is fcIt to be somcthmg
that is not mcrcly natural. In primitive cultures, as we
know, man “must” be initiated. What counts is not his
age, not the transformation ordained by nature, but the
initiatory transformation ordained by the collectivity;
a higher process of transformation, tra_nscendmcr nature .,
—a traditional, that is, sPeaﬁcaliy human, process—m
exacted of him. In this process the spiritual side of the
collectivity, the archctypal world as related to the cul-
tural canon of the time, is conjured up, experienced, and
solemnized as the creative source of collective and indi-
vidual existence. This may be accomplished by means
of mysteries or sacraments or in other ways; but i clln ‘?{;’:g
case the fundamental phenomenon, common n0 a£1 \
all mankind, is a transformation that is mfluccd y the

the individual for life
cultural collectivity and prepares doubt that these
in the collectivity. And there can be no dou
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vites of transformation, which emphagize and enhance
the phases of nature, are regencrative both in purpose
and efTect.

Although in our time this cultural sublimation of the
natural transformations has been virtually lost, the nat.
ural curative power of the unconscious has been very
largely preserved in the healthy, normal man. Not only
is he guided through the phases of life—though less so
than primitive man—by his phylogenic development,
but n1orwvc1 his whole life is molded by the compen-
satory action of the psyche with its tendency toward
wholeness.

We have said that biopsychic transformation always em-

. braces the whole of the personality, while possession by a
- . personal complex, an emotional content, leads only to a

weE
5o AT
A -

\  partial transformation that overpowers consciousness and
‘. its center, the ego. Here one might be inclined to dis-
tinguish the complexes of the personal unconscious as

negative from the creatively archetypal contents of the
“collective unconscious. But often in the hcalthy, creative
man, as well as in the sufferer from mental disorder, the
emotional complexes of the personal unconscious can
only be separated very incompletely from the archetypal
contents that stand behind them.

All psychoanalytic theories permit us to connect a pos-

scsscd consciousness with a complex of the pcrsonal un-

iy

fenonty, a mother ﬁxatxon, an anxxcty constcllanon, etc.
But the problem must be put differently if the complex
releases an achievement. Wherever a complex of the
“bcrsbna-l unconscious” has led to an achievement and
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not to a neurosis, the personality has succeeded spon-
tancously or reactively in going beyond the “merely per-,
sonal_and_familiar”_clement in the complex to attain a X%'
E,’Tﬁ; when this happens, the personal coﬁiplcx, e.g.,

the feeling of inferiority or the mother complex, was

only the initial spark that led to the achievement,
whether in religion, art, science, politics, or in some
other field.

The term “overcompensation” here simply means that
the personal complex of the individual, which is a mat-
ter of complete indifference to humanity, did not lead
to an illness that would also be completely indifferent to
mankind, but to something—an accomplishment—that

WA S

does to a greater or lesser extent concern humanity. The

initial spark, e.g., the feeling of inferiority and the re- 7 [,
. . i

lated will to power, has not stopped at pathological fan-

tasies; rather, the complex, the wound, has “opened up” I

some part of the_personality to something with. an au-
thentic sxgmﬁcmcc for the collectivity. In this connection
it is of secondary importance whether something is a
content of the collective unconscious or a revaluation of
the cultural canon. As we know, every man, sick, nor-
mal, or creative, has “complexes,”* and the question
arises: What is it in the reaction of the individual to the
complexes of the personal unconscious, which occur in
every individual development, that distinguishes the one
from the other?

Depth psychology has found that the psychic life of
the individual comprises a tendency toward balance and

4. C. G. Jung, “A Review of the Complex Theory.”
157

Scanned by CamScanner



ART AND THE CREATIVE UNCONSCIOUS

wholeness of the personality, not only in the second half
of life, but from the very start. This tendency toward
wholeness compensates for disturbances of dcvelopmcnt.
it supplies largely unconscious countermovements that
tend to correct excessive one-sidedness. The law of ip.
dividual self-regulation, which applies to psychic as we]]
as organic life, is reflected in an attempt to draw the
“labile psychic position” indicated by the personal com-
plex into the totality. First of all, fantasies develop
around the complex. These fantasies consist in a con.
nection established by the unconscious itself between
merely personal complexes and unconscious representa-
tions, which are often interpreted as wish images and
representations of omnipotence. But too often this inter-
pretation leads one to forget the constructive effect of the
fantasies that are always bound up with archetypal con-
tents. These fantasies give the blocked personality a new
~tg_l_g_g(_:g15‘)&:(_32_»sl:art: the psychic life on a new advance, and
cause the individual to become productive. A relation to
the primordial image, the archetypal reality, brings
about a transformation that must be designated as pro-
| ductive.

In the case of the average, normal development fan-
tasies of salvation or greatness lead, perhaps through 2
relation with the archetypal hero myth and identification

| of the ego with the hero, who always archetypally sym-
| bolizes consciousness, to the strengthening of the ego
that is necessary if the personal complex is to be over-
come. In addition these fantasies, under the control of
! reality, help to foster a natural ambition that leads 1

cultural achievement. But the control of reality means

©

|
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the acceptance of the cultural canop and its values, to
which the ambition now extends. The content of ’thls

ambition may vary greatly; it may embody a desire to be

¢ Cm P! « . .
masculine” or “feminine,” shrewd, competent, brave,

etc.; in other words, it always relates 1o that part of the
cultural canon which is directly connected with the per-
sonal complex. This “_t:ansfo_rmation” might be charac-
terized by the vague term _“_sublimafion,” which would
here mean a culturization and socialization of the indi-
vidual, made possible by the connection established be-
tween the complexes and the archctypés. In the neurotic

who is confined regressively within his fantasy world, . 1"

this transformation process of the personal complexes is
not successful, or only incompletely so;  but in the crea-

tive man the process takes a different course, as we shall
presently see in detail.

The separation between the psychic systems, which
becomes intensified in the course of development, leads
more and more to a defensive attitude of consciousness

s

over against the uncoﬁécmus, and to the formation of a
cultural canon that is oriented more toward stability of
consciousness than toward the transformative phenom-
ena of possession. Ritual, which may be regarded as a
central area of psychic transformation, loses its regenera-
tive Signiﬁcancc. With the dissolution of the primitiv'c
group and the progress of an individualization domi-
nated by ego consciousness, religious ritu.al. and art be-
come ineffectual; and we approach the crisis of modern

5. The reasons for this failure, which are to be sc}ught;1 f:rrnt?;
fMost part, in disturbances of ego development, cannot co

here,
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man, with his sharp separation of systems, his split be.
tween consciousness and unconscious, his neurosis, ang
his incapacity for total creative transformation.

At this critical point, as we know, a compensatory
trend sets in: the individuation process with its individ.
ual mythology and individual rites. The problem of ip.
dividual transformation arises. But here we shall not be
concerned with the transformative process that takes
place in individuation, with its relation to the universal
creative principle and its deviations from it. These mat-
ters have been treated exhaustively by Jung.

The modern turn toward creative transformation is
manifested not only in analytical psychology but also in
the efforts of educators to develop the creative faculty
both of children and adults. Domination by our one-

e A AN R A LS W

sided culture of consciousness has led the individual al-

. most to a sclerosis of consciousness; he has become well-

nigh incapable of psychic transformation. In this situation

" the ego becomes an exclusive ego, a development re-

fected in such terms as “egoistic” and “egocentric.” It

" becomes closed both to the zhou of the self, of the indi-

E
X

/" vidual’s own wholeness, and to the rhox of the outside,
7" of the world and mankind.

This “egoization” of a closed-off and sclerotic cob-
sciousness is completed by the formation of an ego 1d§a:i«'
In contradistinction to the self, the center of thereal &%y

living totality. (i.e., the totality that is transformed an

brings transformation), the ego ideal is a function an
an artificial product of reaction. It arises in part thr.()flg
the pressure of the collective conscience, the trz.xdltxon'
bound superego, which impresses the values desired by
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tends to erupt, to overpower and destrovy the world of
the victors; this underworld is inhabited by the van-

quished 2nd suppressed gods, the demons and Titans,
the dragons, which form the perilous substructure of the
dominant world of the victors. But as the myth implies,
this repression does not transform the powers; it merely
chzins them temporarily. The day of judgment, or some
other day in the future, brings 2 twilight of the gods.
The victorious gods of consciousness are overthrown,

and old Satan, old Loki, M itans, breali;},x:,g;‘ég.ba

EEE@E?SI;,ER@W%SWmnighiy,.-,é§.£&,Eb,§md£m,£h§um&ub;

Ecﬁf’.&:. Seen from the standpoint of this final aspect,
161
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ART AND THE CREATIVE UNCONSCIOUS

when only the intervention of the creative godhead can
bring a victory and a new bcginning,_r_.ha_eg_ti_m_qpursé of
history is meaningless. The antagonisms between the
powers that had led to battle and repression remain as
intense as they were in the beginning, and the powers
that had been repressed but not transformed must again
—at least according to an absurd dogma, here simpli-
fied—be repressed, but now forever. But only if the
saving figure of the redeemer returns, not as a judge, in
accordance with the old myth, but, as_the new myth
s;czﬁé to say, as one who transforms, can there be a real-
ization of the synthesis toward which the original ten-
sion of opposites aimed. .

But until then—that is, as long as our reality is dom-
inated not only by a separation of opposites within
reality but also by the dangerous splitting-off of the
conscious world from the unconscious—evil will appear
predominantly, though not exclusively, in two very
different but closely related forms. For Satan as antith-

esis to the primordial living world of transformation

qﬂ\,\ r is rigidity—the rigidity which our conscious culture, for

- }f* x"a“m'ﬁlc, ordains so sternly in its hostility to transforma-

g ion—but at the same time he appears as its opposite,
QI s chaos.

7/‘?” \\ The rigid, unequivocal self-certainty—in this connec-
C}A tion, one should say “ego-certainty "—which excludes
transformation and all creativity, including revelation, 1s

a thing of the Devil. Where it prevails, the situation of
ciousness is profoundly misunder-

¥

man, ego, and cons
stood, and the fundamental phenomenon of existence,
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the phenomenon of

ave eyes and not see,

; these are the typical and un-
mistakable symptoms of occlusion to the ¢a]] of creative

vitality.

But the other side of the Dey
his rigidity, is chaos. We know
own example, as individuals and

“other side” of our rigid consciousness looks. We en-
gender within ourselves this structureless, blurred, im-
pure amorphousness, this mass formlessness and aversion
to form, wherever the Devil’s rigidity domihates our
consciousness and our life, The smooth, undifferentiated
fixity of the one is inseparable from the molluscous, un-
differentiated chaos of the other.

Rigidity and chaos, these two forms of the negative,
are directly opposed to the creative principle, which en-
compasses transformation, hence not only life but also
death. Across the diabolical axis of rigidity and chaos
cuts the transformative axis of life and death, In the
unconscious life of nature these two axes seem to coin-
cide, and what in the gx_trg:n_l_;:_casc_.i_s_._.r_.i.g_i_c__lii__ty.gp_p;ar_s
subsequently as firmness rooted in. life, Similarly, what
in the extreme is chaos appears normally linked with

il, the exact reverse of
only too well by our
as a whole, how this

the principle of death, It is only in man, with his de- | _

B 8, o

velopment of consciousness and separation of the. sys-
tems, that the axes move apart. Chaos and a seemingly

Scanned by CamScanner
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unshakable order of consciousness appear only in hy.

mankind, for extrahuman nature is as free from the
Devil as it is from rigidity and chaos.

For this reason only the experience of our own cop.

fused psyche has led us to begin our mythology with 5

. —_—, v

chaos out of which, as we assert in defiance of all prob.

s it

gt T

ability, o_géeﬂgﬁ_ﬁdﬂgyg}gpgg: This again is only a projection
of our incomplete experience of the genesis of our own

A bt et s o b
iyt ———

order-giving consciousness. Even today our conscioys.
ness, in its striving to comprehend itself, has for the
most part failed to sce that the development of this order

and light of consciousness is contingent on a pre-estab-
lished order and a primordial light. "

" The order that we find in the unconscious as well as
in consciousness—the spiritual order of the instincts, for
example—long before the rise of consciousness as a de-
terminant of organic life and its development, lies in a
plane of experience to which the normal experience of
our polarizing consciousness does not attain. On this
plane the human community lives with the relative solid-
ity and security of a world supported by the cultural
canon, and only seldom does an ‘earthquake, a subter-
ranean cﬁcbur_ltcr with the repressed p'owers_ of chaos;"the'
Titans and the Midgard Serpent, disturb the security
of the human collectivity.

The stratum of chaos and the world of a prechaotic
order that lives deep down below it are separated from
the upper world by a fiery zone of emotions, into which
the average individual rightly avoids plunging. In the
late period of culture, at least, as long as the points of
approach to the powers are solemnized in the cultural
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pon itself, it suffices for the average map to approach
] roac
¢ pUINOUS voleano of the SUBteffﬂnean fire Y&,’iti)l
’ oo ith_ven-
jon ﬂﬂd atasafc‘dmt;}ncc But if, a5 in our day wth
y LNC

Terallolt 5 .
rive oad to these regions js ng longer vj

“ollec . :
qperience thﬁl‘f presence primaril
ruptions O which 'belongl the psychic disorders, Related
(o these, but essentially different, is the Creative process—
 fundamental human phenomenon, o
““We know that phenomena of possession appear also
o the creative man. But in the evaluation of the con-
pection between the creative personality and transforma-
tion, the individual who StOpS in his possession and
whose productivity is based on a monomania, an idée
fire, occupies only a low rank in the hierarchy of crea-
tive men, though his achievement may still be significant
for the collectivity.

Creative transformation, on the other hand, represents
a total process in which the creative principle is mani-
fested, not as an irruptive possession, but as a power
related to the self, the center of the whole personality.
For partial possession by a single content can be over-
come only where the centroversion that makes for ;,;
wholeness of the personality remains the guiding factor.i
In this event the law of psychic compensation leads to
a0 unremitting dialectical exchange between the assim- y&’

. able, we
y 1n tht‘, Zones Of ir-

. . x
Bp——— o el ) i s

ilating consciousness and the contents_that

e b L st NS A B TR,
ot

are continu-

B

ouSlYmewlm@_E@“ Then begins the con-
tinuoﬁsB;S:;;;Ehia};mterisgc of creative transform%non
—new constellations of the unconscious and of conscious-
less interact with new productions and new transform-

dtve phases of the personality- The creative principle
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thus seizes upon and transforms consciousness as wel]
as the unconscious, the ego-self relation as well as the
ego-thou relation. For in a creative transformation of
the total personality, a modified relation to the 240y and
the world indicates a new relation to the unconscioys
and the self, and the clearest, though 1 not the only, ind;.
. cation of psychic transformation is a change in the rely.
7% tion 1o extrapsychic reality,
" TBur Bbjectively the transformative process typical of
the creative man is not reflected only in what we ca]
“personal influence.” Often enough this personal infly-
ence, as the phenomenon of dictators has shown, is based
on possession and projections, in other words, on factors
of highly dubious origin. In its highest form it belongs
to the effects of the creative process; but the phenome-
non of the “opus,” synthesized from the inside and out.
side, the psychically subjective and objective, is a more
evident part of it. In every field of human culture, the
Opus is its creator’s “child”; it is the product of his in-
dividual psychic_,tr_an_sformgt_iqnw.é_h_d' Wholéncss, and at

the same time a new objective entity which opens up
something to mankind, that s, represents a form of
creative revelation,

Precisely because for us the symbol-creating collective
forces of myth and religion, rites and festivals, have lost
most of their efficacy as cultural phenomena binding
upon the collectivity, the creative principle in art has
achieved 2 unique prominence in our time. Art, which
up to the Renaissance was almost exclusively the hand-
maiden of religion, of culture, or of the state, has ac-
qQuired an ever increasing influence on the consciousness
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of our day, as the abundance of
,nd artists of all times indica
change becomes clear when we

ion of so great  genius as Mozart g5 Jage 4 the eight-
centh century, and the nationa] of International esteerm
in which the leading musicians, painters,
held today. The creative individual seem
prestige partly because he exemplifies th

publications op the art

es. The extent of the
consider the soci] posi-

and writers are
s to enjoy such

. : . ; € utmost trans-
formation possible in our time, but ab

JOrtart . _ ove all because
the world he creates is an adequare image of the pri-

mar.dié},l,om’_ _re:ality,_ not. yet_spii'.t_"b}'r consciousness—a

e =

reality that only a personality creating from out of its
wholeness is able to create. - B

Differentiation and hyperdifferentiation of conscious-
ness down to the most dangerous one-sidedness and dis-
equilibrium are the hallmarks of our culture, whose
faulty balance can no longer be repaired solely by the
natural compensation of the psyche. But a return o the
old symbols, an attempt to cling to what still remains
of the symbolic-religious values, also seems doomed to
failure. For our understanding of this symbolism, even
our afirmation of it, implies that the symbol itself has
departed from the numinous realm of the creative and
entered into the sphere of conscious assimilation. And
this cannot be altered by our knowledge, born of expe-
rience, that the symbol embodies a numinous factor
transcending our consciousness. As long as authentic
symbolic action is present, an interpretation and a con-
flict of interpretations are indeed possible—as the lllistory
of all religious dogmas bears witness—but the object of
controversy is realities and not symbols. To simplify, the
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I f disagreements involve the attributf:s of the godhead, Not

| |the symbolism of the representations of God.
" The creative principle has its home no longer ip the
symbolism of a cultural canon, but in the individyg]
It has almost ceased to live in favored holy places, i,
sites or at times dedicated to it, or in men consecrated
to it, but may live everywhere, anywhere, in any way
e and any time, that is to say, anonymously. Because i
our time the creative principle always hides in an anony.-
mity that discloses its origin by no divine sign, no visible
radiance, no demonstrable legitimacy, we have entered
upon the spiritual poverty suggested in the Jewish legend
about the Messiah in the guise of a beggar, sitting and
waiting by the gates of Rome. What is he waiting for?
He is waiting for you. This means that creative redemp-
tion—and for the Jew, as we know, redemption has not
yet come—is disguised as an Everyman, and, what is
far more, his poverty and helplessness make him depend-
ent on the devotion that every man accords to this
+ Everyman. This is our situation. We stand before the
é_ creative principle. Wherever we find the creative prin-

ciple, in the Great Individual and in the child, in the
sick man or in the simple everyday life, we venerate it

/

733 the hidden treasure that in humble form conceals a
Z fragmcnt of the godhead.

If the Old Testament conception of a man made in

God’s image can be experienced as living reality, it 1s

primarily because man, in addition to being a creaturt,

is also a creative force demanding fulfillment. Wherever

it appears, this creative force has a character of revela-

tion, but the revelation is intimately bound up with the
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psychic structure to which and in which it is revealed.
For us the character of revelation is no longer separable
from the individual. The creative principle is so deeply
rooted in the deepest and darkest corner of his uncon-
scious, and in what is best and highest in his conscious-
ness, that we can comprehend it only as the fruit of hisj
whole existence. .

One of the basic fallacies in regard to the creative
principle springs from the accent on a human develop-

S~

ment progressing from the unconscious to consciousness. ‘
As long as the development of human consciousness is '
regardcd as identical with the differentiation and devel- v

opment O_f thought, the creative man, as well as the
group which in ritual and festival comes into contact
with the depths of the unconscious, must appear to be
immersing themselves in worlds of archaic primitive
symbolism. Even if the regenerative character of this
phenomenon is understood—an insight that is often
cloaked beneath the notion of sublimation—it is still
held that this archaic, regressive mode should and can
be overcome with advancing development. This attitude
underlies every so-called scientific view of the world,
including psychoanalysis, for which all symbolic, creative
reality is essentially a “prescientific” phase that must be
superseded. For this orientation the highest human type
is the exponent of the radically rational consciousness,
while the symbol-creating man, though not neurotic,
“actually” represents an atavistic human type. In such an
approach the nature of the artist, the creator of symbols,
is totally misunderstood; his development and creative
achievement are derived from a fixation in a childhood
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phase of development. The symbol, too, is misunder.
stood and poetry, for example, is reduced to the “magi.
cal infantilism” that holds with the “omnipotence of
thoughts.”

It cannot be stressed enough that the key to a funda-
mental understanding, not only of man, but of the
world as well, is to be sought in the relation between
creativity and symbolic reality. Only if we recognize
that symbols reflect a more complete reality than can be
encompassed in the rational concepts of consciousness
can we appreciate the full value of man’s power to create
symbols. To regard symbolism as an early stage in the
development of the rational, conceptual consciousness in-
volves a dangerous underestimation of the makers of
symbols and of their functions, without which the
human species would be neither capable nor worthy of
living.

We do not mean to deny that at certain points the re-
ductive analysis of the creative and noncreative man dis-
closes authentic facts. These personal factors are signifi-
cant both for the therapy of the sick man and for the bi-
ography of the creative man. But analysis of the creative
process begins precisely where reductive analysis stops,
with the investigation of the connections between per-
sonal factors and archetypal contents, that is to say, the
contents of the collective unconscious. It is only by virtue
of these connections that the individual can become cre-
ative and that his work can become significant for the
collectivity. Hence a reductive .analysis of the creative
process and of the creative man is not only false but rep-
resents a danger to culture, because it prevents the cre-

170

Scanned by CamScanner



CREATIVE MAN AND TRANSFORMATION

Jtive pOWers from compensating for the culture of con-
ciousness, exacerbates the one-sided development of

individual consciousness, and drives both individual and
culture to 2 neurotic cleavage,

And the result of such a development is that even
from the standpoint of the one-sided rationalist the re.
verse of what he had intended happens. For if devalu-
ation of the symbol-creating unconscious brings with it
a severe split between the rational consciousness and the
unconscious, the ego consciousness, unbeknownst to it-
self, will be overcome by the powers which it negates
and seeks to exclude. Consciousness becomes fanatical
and dogmatic; or, in psychological terms, it is overpow-
ered by unconscious contents and unconsciously remythi-
cized. It still recognizes only rational dominants, but in
reality it is subjected to processes which, because they
are archetypal, are stronger than itself, but which the
prejudiced consciousness cannot understand. Conscious-
ness then forms the unconscious religions and myths
that we see on a small scale in psychoanalysis and on a
large scale in movements such as Nazism and Com-
munism. It is the pseudo-religious background of such
dogmatic positions that explains why they are virtually
ineradicable. Such dogmas are rooted in archetypal
images which consciousness had resolved to exclude;
but they are pseudo-religious because, in contrast to au-
thentic religious contents, they lead to a regression and
4 dissolution of consciousness.

Even if consciousness were justified in regarding the
3rchetypa1 powers of the unconscious as archaic and hos-
tile to consciousness—though this is by no means the
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case—it could ensure its development only by “keeping
them carefully in mind,” for the moment it loses sight of
them or regards them as nonexistent, it unconsci
falls a victim to them. When we consider the totality of
the human psyche, in which consciousness and the un-
conscious are interdependent both in their development
and in their functions, we see that Lonsciousness can de.
velop only where it preserves a livin .bond with the cre.
ative powers of the unconscious.

The growth of consciousness is not limited to aware-
ness of an “outside world”; in equal measure it com-
prises grljncrcasigg_gwarcncsmEg}_ dependence on

U — B

ously :

e

1ntrapsychic forces. But this must not be taken as

“growing” awareness of a subjective limitation, of a

“personal equation” which obscures an objective manifes-

tation of the outside world that we designate as “reality.”

ﬁ;must not be forgotten that the outside world that we

apprehend with our differentiated consciousness js only

a segment of reality, and that our consciousness has de-

I eoyieo jiyveloped and differentiated itself as a specialized organ
\ado. ... ifor apprehending this particular segment of reality.

We have elsewhere shown in detail® that we pay a

heavy price for the sharpness of our conscious_knowl-

" edge, which is based on the separation of the psychic
- éystems and which brcaksl dqygq thconcworldmto the
polarity of psyche and world. This price is a drastic cur-
tailment of the reality that we experience. And we also

| Ipointed out that the experience of this one reality is a

| qualitatively different form of experience, which seems
'

6. See my “Die Psyche und die Wandlung der Wirklichkeits-
ebenen,”
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“indistinct” from the standpoint of the dCVClOpgd con- Yy OF
sCIOUSTIESS. A'e®
The experience of the one reality, which ot phylo- o
géf{éﬁcﬂllj’ and ontogenetically precedes the experience |, [l Y
of reality by the differentiated consciousness, is eminently .
“symbolic.” Early psychologists looked back from the -
Vantage point of the differentiated conscious
dissected the symbol into its components,
that something inward was projected outw

cently we have come to view symbol
primary existence: the one reality is experienced ade- _

I ONE
quately and as a whole by a psyche that has not yetbeen | \ I 7 )"

.. R . A ———

. split by the separation of the systems, or th

ness and
in the belief
ard. More re- \

ic experience as a

'“-,f‘ . ‘ e
¥ to be split. Formerly it was thought,

for example, that | /
< ¢ the symbolic perception of a tree involved an outward |

Y projection of an interior something; one projected a l
N psychic image upon the tree, the object outside. But this
thesis has proved untenable, although it seemed plausi-
ble to the ego consciousness of modern man, who experi-
ences the one world as split into an inside and an outside.
* Actually, for ourselves as well as for primitive man,
there is not a tree object outside and a tree image inside,
which may be regarded as photographs of one another.
The personality as a whole is oriented toward the one
reality, and its primary experience of the intrinsically
Bﬁkg?ﬁl:pgt of that reality that we call a tree is sym-
b_@,}}g In other words, the feeling-toned experience of the
symbol with its sense content is something primary and
Synthetic; it is a unitary image of one part of the unitary A

at has ceased | v

£ ] R Y

e

T

e . - ,,
World, Inward and outward ‘rﬁcrccptual images,” on the
other hand, are secondary and derived. An indication of
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ART AND THE CREATIVE UNCONSCIOUS

this is that the science of our isolated and isolating cop.
sciousness still discovers vestiges of symbols in our per-
ceptual images and strives to move us into an imageless

~world that_can _,,Only. be thought. But even then our

psyche persists in perceiving images, and we continue to
experience symbols, though now they are scientific and
mathematical symbols. But the greatest of our scientists
and mathematicians experience_these symbolic abstrac-

B S s
e i e e e 1 g

e

tions of consciousness as something numinous; the emo-

-
e

tional factor in the subject,previously excluded from,
4

scientific inquiry as a matter of principle, reappears, “so.

to speak, in the object.”

o AT

The development of the intrinsically unknown sub-
stance, of the intrinsically unknown and unrepresentable
one world, brings with it a confrontation and a differen-
tiation; with the help of images the psyche so orients
itself in, and adapts itself to, the world as to become ca-
pable of life and development. For this reason we call
these images “adequate to the world.” This development
comprises symbolic images in which parts of the one_
reality are perceived. The subsequent process of con-

it s et

———

scious differentiation, with its dual schema of inside and
outside, psyche and world, splits the unitary symbolic
image in two: on the one hand an inward, “psychic”
image, on the other an outward, “physical” image. Ac-
tually neither can be derived from the other, for both
are partial images of an original symbolic unity that has

e e

been split in two. The tree outside is just as much an

i i e o e

“ . . ‘ -
image as_ _iimt;‘[lgmf‘;!ggw;‘g&»dgﬂ To the tree outside “cor

responds” an unrepresentable part of the unitary reality,

which can be experienced only with relative adequacy
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;n the image; while to the tree inside corresponds a part
of the experiencing, living substance, which again is ex-
pcrichCd only with relative adequacy. We cannot derive
the inward partial tree image from the tree outside, for
we experience the latter too as an image; nor can we de-
five the outward partial tree image from the projection

of an inward image, since this inward partial image is |} |
just as_primary as the outward one. Both spring from *>*

i v

the primary symbolic image—tree—which is more ade-
quate to the unitary reality than are its partial deriva-
tives, the inward and outward image relating to the sec-
ondary, divided world.

But the “primary symbolic image” is not complex, or
alien to our experience. In a certain state of mind, which
may be brought on in a number of ways, the “object vis-
3-vis” becomes transformed for us. The term participa-
tion mystique has a very similar implication, but was

coined for something remote from the experience of
modern man. When things, a landscape or a work of art, 7,
come alive or “grow transparent,” * this signifies thata,/7

AR O

they are transformed into what we have called “unitary 47

reality.” What we see becomes “§}We§’

that it speaks to us in a new way, that it reveals some-

thing unknown, and that in its actual presence, just as

it is, it is at the same time something entirely different:

the categories of “being” and “meaning” coincide. >
A passage in Huxley’s The Doors of Perception will

make my meaning clear. A psychic transformation, arti-

ficially induced by the drug mescaline, has led the author

to a symbolic perception of the one reality.

7. See “Art and Time” in this volume, p. 105:
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AT AND THYE GREATIVE UNCONGCIOUS,

“I was not looking now at an unusual flower arrange.
ment. | was seeing what Adam had seen on the morn.
ing of his creation—the miracle, moment by moment, of
naked existence,

““Is it agrecable?” somebody asked. (During this part
of the experiment, all conversations were recorded on 5
dictating machine, and it has been possible for me 1o
refresh my memory of what was said.)

“‘Neither agreeable nor disagrecable,’ I answered. ‘It
just 7s.”

“Istigheit—wasn’t that the word Meister Eckhart liked

(to use? ‘Is-ness.’ The Being of Platonic philosophy—

except that Plato seems to have made the enormous, the
grotesque mistake of separating Being from becoming
and identifying it with the mathematical abstraction of
the Idea. He could never, poor fellow, have seen a bunch
of flowers shining with their own inner light and all but |
quivering under the pressure of the significance with |
which they were charged; could never have pcrcewcd
that what rose and iris and carnation so intensely signi- |
fied was nothing more, and nothing less, than what they ||
were—a transience that was yet eternal life, a perpctual
perishing that was at the same time pure Being, a bundle
of minute, unique particulars in whxcﬁ by some un-
speakable and yet self-evident paradox, was to be seen
the divine source of all existence”

This insight into the symbolic ' mode that pr_ecedcd
our consciousness seems to justify our theoretical digres-
sion. For it turns out that the vision and production of 2
symbolic world of the archetypal as well as patural in

8. Aldous Huxley, The Doors of Perception, p. 17,
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cligion, rite, myth, art, and festival not only involve an

e B

thﬂrcmﬂtiﬂﬂalfhafgﬂ In a certain sense they are char-
“acterized precisely by the fact that in them a fragment
of the unitary 1 cality is _'?EP}'F‘h?nd?El-ja deeper, more
“primordial, and at the same time more complete reality
that we are fundamentally unable to grasp with our dif-

jravistic factor and a regenerative element arising from _

ferentiated conscious functions, because their develop- S

ment is oriented toward a sharper perception of sections
of polarized reality. In the differentiation of conscious-
ness we seem to be doing the same thing as when we

s g o s e T

close our eyes in order to enhance our hearing, in order

ﬂjat“'ﬁmﬂ}’ be “all ears.” Unquestionably this exclusion
sharpens and intensifies our hearing. But in thus ex-
cluding the other senses we perceive only a segment of
the total sensory reality, which we experience more ade-
quately and fully if we not only hear it but also see,
smell, taste, and touch it,
There is nothing mystical about the symbolical uni-
tary reality, and it is not beyond our experience; it is the
world that is always experienced where the polarization
of inside and outside, resulting from the separation of
the psychic systems, has not yet been effected or is no
longer in force. It is the authentic, total world of trans.
formation as experienced by the creative man.

II

Every transformative or creative process comprises stages

'-"f. Possession. To be moved, captivated, spellbound, sig-

.?Lf)l,.m,_h;ngosscssed by something; and without such a
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ART AND THE CREATIVE UNCONSCIOUS

inati 1 ension connected il .
fascination and the emot}ona.l t . d with it
no concentration, no lasting interest, no creatiye p
are possible. Every possession can justifiably be inter.
preted either as a one-sided narrowing or as an intengjf,

S —

cation and deepening. The exclusivity and radicality of

-
- malvacrv

mcess,

]
[

%, || such “possession” represent both an oPportunity and 4
RV danger. But no great achievement is possible jf one dogg
i not accept this risk, though the notion of “acce 1nce of

the risk” implied in the hero myth presupposes far mope

——
'
o SRR

N . e e e g s T S e

freedom_than_the overpowered ego_actually possespn
i The workings of the autonomous complexes presuppose

a disunity of the psyche, whose integration is an end]ess
process. The world and the collective unconscious ip
which the individual lives are fundamentally beyond his
mastery; the most he can do is to experience and inte.
grate more and more parts of them. But the unintegrated
factors are not only a cause for alarm; they are also the
source of transformation,

It is not only the “great” contents of world and psyche,
the fateful irruptions and arch

i e

archetypes is continuously rep]
with the environment, and th
types of childhood js transferr
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CREATIVE MAN AND TRANSFORMATION

of the prevailing culture. This occurs through increasing
emphasis on the ego, on consciousness and the environ-
ment. The world of childhood, with its stress on totality,
on direct contact with the self, is repressed in favor of
normal adaptation. In the creative man, too, a link arises Lt
between personal complexes and archetypal images. But , /(0"
in him it is not assimilated, as in the normal man, % ' h
through adaptation to the principle of reality as repre- pal 1
sented by the cultural canon.
As we know, psychoanalysis attempts to derive cre-
ativity from a constitutional deficiency. By way of sim-
plification this might be called an excess of llbldO, which
causes a personally unfulfilled childhood and a fixation
in it. All the schemata valid for the average man—pre-
Oedipal fixation, castration anxiety, superego formation,
and Oedipus complex—are applied unchanged to the
creative man; but his excess of libido and its supposed
“sublimation” are made responsible for the abnormal so-
lution of his childhood problem and for his achieve-
ment. In this view the creative man represents a highly
dubious variant of human nature; he remains fixated in _

childhood, and never grows beyond the prcscxenuﬁc

R TP R

stage of symbohsm Sublimation and recognition by the
collccnvn:y would then signify that the artist helps all 7_
men to enjoy a pretty-well-concealed infantilism—and f
this is called secondary elaboration. In art men abreact -
their own infantile complexes, looking on as Oedipus,
Hamlet, or Don Carlos slays his own father. (But even

in the normal man these schemata, here construed per-
sonalistically, are related to archetypal constellations that

reach much deeper.)
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Yet the difference between the creative and the nor.
mal man does not, as the psychoanalytical school Sup.
poses, consist in a surplus of libido;_it_.(gsi.dcs in an jj,
tensified psychic tension that is present in the Creative
man from the very, start. In him a special animation%c;,f

SO TN

the unconscious and an cqually strong emphasis op the
ego and its development are demonstrable at an ea
stage.

""" This acute psychic tension and an ego that suffers from

rly

usually possesses it even as a child, but this alertness i
not identical with the reflecting consciousness of a pre-
cocious intellect. The childhood state of the creative in-
dividual can be characterized no better than in Holder-
lin’s words: “und schlummert wachenden Schlaf” (“and
slumbers in waking sleep”).? In this state of alertness
the child is open to a world, to an overwhelming unitary 1
reality that surpasses and overpowers him on all sides. At
once sheltered and exposed, this waking sleep, for which
there is as yet no outside and no inside, is the unforget-
table possession of the creative man. It is the period in |
which the whole and undivided world, infinite and be-
yond the compass of the ego, stands behind every pain
and cvery joy. In this childlike experience every personal
content is bound up with a transpersonal archetypal con-
tent, while, on the other hand, the transpersonal and
archetypal are always situated in the personal. Once we [
appreciate what it means to experience such a unity of 1
the transpersonal and personal, in which ego and man-

9. “At the Source of the Danube,” in Hélderlin (tr. Michael iy
Hamburger), p. 169. ?1
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ind are still one, We begin to wonder how it is possible,
by what paths and what exertions, to overcome and for-

et this fundamental experience, as the average man suc-
ceeds in doing with the help of his education; and we
cease tO marvel that the creative man should remain
fixated in this stage and its experiences.

From childhood onward the creative individual is cap-
qvated by his experience of the unitary reality of child-
hood; he returns over and over again to the great hiero-
glyphic images of archetypal existence. They were
mirrored for the first time in the well of childhood and
there they remain until, recollecting, we bend over the
rim of the well and rediscover them, forever unchanged.

It is true that all the normal tendencies are likewise
present in the creative man and that he realizes them to

a certain extent, but this individual destiny cuts across

his normal development. Because his nature prevents

him from accomplishing the normal development of the
;iygfagé ‘man, with its prééaibé_‘d\ adaptation to reality,
even his youth is often abnormal both in.a good and a

bad sense. His conflict with his environment often be- &

gins at an carly age with an intensity that seems patho-
h the creative

logical, for precisely in childhood and yout
and the abnormal or pathological are close together. For,
in opposition to the demands of the cultural canon, the
creative man holds fast to the archetypal world and to
~ his original bisexuality and wholeness, or, in other words,
$to hlssclf sexua .
This constellation of the cr
as a fixation in the childhood mi
persons and places of childhood. But
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than in other childhoods, the personal is alwy,
mingled with the suprapersonal, the personal
with an invisible world. And this world is not
“childlike” world; it is the true, the real, or,
called it, the “open” world.

ys intcr_

IOCality
mercly a
as Rilke

Love, the possessive, encircles
the child for ever betrayed in secret;
and pledges it to a future that’s not its own.

Afternoons when, left to itself, it kept looking from Mirror
to mirror,

staring; when it kept asking itself the riddle

of its own name: Who? Who?—But the others

return home and overwhelm it.

What the window, what the path,

what the stuffy smell of a drawer confided

to it yesterday: they drown with their presence, frustrate,

Once more it is their possession.

Sprays will at times fling themselves out from the denser

bushes in the way its desire flings out

from the tangle of family, swaying into clearness.

But day by day they keep blunting its glance on their wonted

walls, that upward glance which encounters dogs

and has taller flowers

nearly opposite time and again.1®

But openness—here we speak of the boy, whose cre-
ativity is easier to understand than that of the girl—al-
ways_coincides with, fcmlmmnln the creative man this
feminine principle, this motive of transformation, thCh
in the normal adult becomes discernible as an “anima,”

10. R. M. Rilke, Correspondence in Verse with Erika Mitterer

(tr. N. K. Cruickshank), p. 35.
182
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is usually associated withﬁ the image of the maternal.!
It makes the child receptive, open to suffering and ex-
perience, buF also to w!'xat is great and overpowering in
the world; it keeps alive the stream that pours in_on
him from without. It is only too easy to understand that
~this constellation must be rich in conflicts and must
make adaptation difhicult unless nature has been particu-
Jarly kind in its mixing of the elements. | 3
In every creative individual the accent is unquestion-
ably on the receptive component from the very start, but
we must not forget that this same accent prevails in the
child, and that a great struggle is often required before
it can be overcome by an education oriented toward the
sexually one-sided cultural values. But on the other
hand, the preservation of a certain receptivity is at_the
same time a preservation_of one’s.awn_individuality, an
alertness toward one’s own self—whether experienced as
hardship, as mission, or as necessity—which now comes
into conflict with the world, with convention, with the
cultural canon, or, according to the ancient pattern of
the hero myth, with the traditional father image. And
because the dominance of the primary archetypal world
is preserved and not replaced by that of the cultural
canon, the development of personality and consciousness

s subject to a different law than in the normal man.

e o BT LT WL 0 M

The dominance of the mother archetype in numerous
Wrlters and artists is not adequately explained by the
child’s relation to his personal mother. We find good as

well as bad relationships; we find mothers who have

IL. See “Leonardo da Vinci and the Mother Archetype” in this
Volume,
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died young and mothers who have lived to a ripe olq
age; we find mothers with imposing as well as insignif.
cant personalities. The reason for this—as the psycho.
analysts recognized—is that the determining facto; i

o nﬁu..a‘-,“_.

the child’s and not the adult ego’s relation to the mother.
But the small child’s relation to his mother is molded by
the mother archetype, which is always blended with the

mother imago, the subjective image of the experience of

R z

~ the personal mother.,

In the course of normal development the importance
of the mother archetype diminishes; a personal relation
to the personal mother takes form, and through it the
individual develops a large part of his capacity for rela-
tions with the world and with his fellow men in gen-
eral. Where this relation is impaired, the consequences
are neuroses and fixation in the phase of the original
mother relation, when something: requisite to the
healthy development of the individual was not accom-
plished. But when the archetypal mother image remains

——— T, e i N Wi A .

dominant and the individual does not fall sick, we have

LT
e T e - e

one of the fundamental constellations of the creative

e —pL S P

process.

. We have elsewhere pointed out the significance of the

mother archetype for the creative man; here I wish only
to stress that the Good (or the Terrible) Mother is
among other things a symbol for the determining influ-

P ———

ence of the .g_l'hc_hgt.}{ggll;_iw_orldl as a whole, an influence that

- et e

may reach down to the biopsychical level. The preva-
lence of the Great Mother archetype marks the preva-
lence of the archetypal world, which is the foundation of
all development of consciousness, of the childhood world,
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died young and mothers who have lived to a ripe d
age; we find mothers with imposing as well as insignif.
cant personalities. The reason for this—as the psycho.
analysts recognized—is that the determining factor j,
the child’s and not the adult ego’s relation to the mothey,

R —

But the small child’s relation to his mother is moldéEE
the mother archetype, which is always blended with the
mother imago, the subjective image of the experience of
the personal mother,

In the course of normal development the importance
of the mother archetype diminishes; a personal relatiop
to the personal mother takes form, and through it the
individual develops a large part of his capacity for rela-
tions with the world and with his fellow men in gen-
eral. Where this relation is impaired, the consequences
are neuroses and fixation in the phase of the original
mother relation, when something requisite to the
healthy development of the individual was not accom-
plished. But when the archetypal mother image remains

B A e e ST T

dominant and the individual does not fall sick, we have

one of the fundamental constellations of the creative

i e e T

Process, |

We have elsewhere pointed out the significance of the
mother archetype for the creative man; here I wish only
to stress that the Good (or the Terrible) Mother is
among other things a symbol for the determining influ-

o e e W

ence of thg_gi_guchet_}_{p.a_lfwo:l.d_a__s a whole, an influence that

— i e e

may reach down to the biopsychical level, The preva-
lence of the Great Mother archetype marks the preva-
lence of the archetypal world, which is the foundation of
all development of consciousness, of the childhood world,
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thar they cannot b: rfcn wfd Tra: nam,zl dmduﬂ
relezsed from hic heroic mission by his institutional edu-

- - - - L3 -
cztion towszrd identification with the father archerype,
" < - :
znd w0 becomes a well-adjusted member of his pati-

-

archally directed group. In the creative man, however,
vrevs e ot

with his predominznt mother archervpe, the uncertain,
wiavering ego must itself take the cxemalar»* archetypal

vzy of the hero; must slay the father, é@throgﬁt}kf con-
ventionzl World of d‘w traditional canop, and seek an

-
e s 54

”{z. nown direc ecting zuthdrity, namely, the self f that is 5o
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T
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In the creative individuzl, rcgad’css of b‘oeraabxcal
details, reductive analysis will a2lmost invariably discover

L Y
G

Oedipus complex;

"""”h"l’ ﬁutmn and parrrcxdc, Idc*;
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“family romance,” ie., the search for the unknoy
father; and narcissism, i.e., preservation of g relation ¢,
himself in opposition to love of the environment and of
an outside object.

\wr~ S This relation of the creative man to hi

| - i
LI L)

| ©.Mman to himself involyes
S an enduring and insuperable paradox. This type’s innate
| receptivity makes him suffer keenly from his persong]
complexes. But from the very outset this suffering h.

ing, be.

cause he always experiences his personal  compleyeg

along with their archetypal correspondences, is not only

, @ private and personal suffering but _;el__twthg:_'_sg’;ng_;ju_mg a
‘_‘-?;*’-.:: largely unconscious existential suffering from the funda.
e | mental human problems that constellate_themselves in
N every archetype.
Consequently, the individual history of every creative

man is always close to the abyss of sickness; he does not,

like other men, tend to heal the personal wounds in.

) volved in all development by an increased adaptation to
A the collectivity. His wounds remaijn open, but his suffer-
ing from them is situated in depths from which another

U7 curative power arises, and this curative power is the
d"r'# ’\_\v!, . ""'““"""-——.._,,__....h S
Y.y creative process.

P £ S m— Pl .
{A G :‘___q_-i“*"[ As the myth puts it only a wounded man can be a -
' oo healer, a physician.’? Because in his own suffering the
5;,—*5; creative man experiences the profound wounds of his

| 1 collectivity and his time, he carries deep within him a

\ 5 1\ E 3 regenerative force capable of bringing forth a cure not

;\" ’ only for himself but also for the community.

- l This complex sensibility of the creative man increases

his dependence on the center of wholeness, the self,

5@ Kerényi, Asklepios: Archetype of the Physician’s Existence.
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CREATIVE MAN AND TRANSFORMATION

which, 1n continuous attempts at compensation, en-
pances the ego development and ego st
provide @ counterweight to the arche
ance. In the perpetual tension between
menacing archetypal w

ability that must
typal preponder-

an animated and

'orld and an ego reinforced for
purposes of compensation, but possessing no support in

the conventional father archetype, the ego can le
upon the self, the center of individual wholeness
however, is always infinitely more thap individual.

One of the paradoxes of the creative man's existence
is that he experiences his attachment to his ego almost as
asin against the suprapersonal power of the archetypes
that hold him in their grip. Neverthlessﬂc knows that .
this is the only possible means of enabling himself and 05"
the powers that command him to take form and express \
themselves. This fundamental fact constellates the pro-

an only

, which,

Ay b,

found personal ambivalence of the creative man, but
through it he achieves individuation in his work, since
he is always compelled to seek the center if he is. to exist.
Whereas a normal life, in accordance with the dictates
of the ego ideal, demands repression of the shadow, the |
life of the creative man is shaped both by the suffering
that knows itself and by the pleasure-toned creative ex-
pression of the totafity, the pleasure-giving ability to let

what is lowest and highest in him live and take form
together. .

L S ———

This phenomenon of formation from out of the whole
has nothing to do with “sublimation” in the usualrsg)ig,
and it is also meaningless to reduce this totality to 1n-
fantile components; for example, to derive the funda-

mental fact that the creative man expresses something of
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himself, that an essential part of his individua] subjec.
tivity is manifested in his work, from exhibitionjgy,
Such a reduction is no more justified than the churligh,
and absurd attempt to explain Rilke’s habit, of “carrying
his material around with him for years before giving i
final form and parting with it,” on the basis of anal
eroticism."

For in the creative man attitudes that in the infant
and child appear on the physical plane as universally
human phenomena, and in the sick man are likewise
fixated in this plane as perversions and symptoms, cease
to express themselves or at least to find their chicf ex-
pression on this plane. They have achieved a totally dif-
ferent and new level of psychic expression and meaning;
they.not only mean but also are something different.

Nearly forty years ago Jung established that the pre-
disposition of the child was not polymorphously per-
verse but rather polyvalent, and that, as he then put it,
“even in adult life the vestiges of infantile sexuality are
the seeds of vital spiritual functions.” 14 Today, for rea-
sons that it would take us too far afield to explain, I pre-
fer to speak not of infantile sexuality, but rather of in-
fantile experiences on the bodily plane. Such ¢
always contain both archetypal and

the child, ___ag_fgr_ggﬂx man, there is no such thing as a

o

“merely” bodily factor; his experience of the unitary

world regularly includes what we later describe as sym-
bolically significant elements,

xperiences
worldly factors. For

e il

13. E. Simenauer, Rainer Maria Rilke, Legende und Mythos,
P- 596.

14. Jung, “Psychic Conflicts in a Child,” Foreword,
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CREATIVE MAN AND TRANSFORMATION

The normal individual has the sampe experience, in
sexuality, for example, :Whﬂl‘f: the personal and the arche-
ypal, the bodily, psychic, and spiritual, are,

: momentarily
at least, experienced as

2 unity. This enhanced experi-
ence of unity is analogous to that .Uf._-_thé._.ngiflild.._and,_cthc
creative man. The creative process is synthetic, precisely
111 that the transpersonal, i.e., the eternal, and the per-
sonal, i.e., the ephemeral, merge, and something utterly
unique happens: the enduring and eternally creative is
actualized in_the ephemeral creation. By” c::)mparison iilkicne
everything that is solely personal is perishable and in- /{,a o
significant; everything that is solely eternal is inherently \
irrelevant because inaccessible to us. For every experi- /[ -p/
ence of the transpersonal is a limited revelation, ie, a ; ALY s
manifestation according to the modality and scope of our
vesllike power of comprehension.

For the creative man this is fundamental—regardless
of whether or not he is aware of it. He opens himself to
the transpersonal; or, one might better say, only that
man is creative who holds himself open to the trans-
personal, that man from whom the period of childhood
experience, which takes this openness to the transper-
sonal for granted, has not departed. This, it should be
added, has nothing to do with an interest in childhood
or conscious knowledge of it. What has always been re-
8arded as childlike in the creative man is precisely his

B

B ———

‘openness to the world, an openness for which the world
is each day created anew. And it is this that makes him
Perpetually aware of his obligation to purify and
broaden his own quality as a vessel, to give adequate
®Xpression to what pours in on him, and to fuse the
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ART AND THE CREATIVE UNCONSCIOUS

archetypal and eternal with the individual and eph-
emeral.

In Leonardo, in Goethe, Novalis, or Rilke, for ex-
ample, the experience of the child, which normally re-
mains mute, and the archetype of the Great Mother,
otherwise known to us only from the history of primi-
tive man and of religion, take on new life. They no
longer coincide with the archaic image of early map.
kind but have also encompassed the entire subsequent
development of human consciousness and spirit. The
image of the mother archetype to which creative form
has been given always discloses archaic, symbolic traits,
which it has in common with the mother image of

- early mankind and early childhood. But Leonardo’s na.
ture goddess and St. Anne, Goethe’s nature and Eternal
Feminine, Novalis’ night and Madonna, Rilke’s night
| and feminine loving one, are all creative new forms of
the One; they are supreme and ultimate new state-
. ments. Behind them stands the “eternal presence” of
. the archetype, but at the same time the creative man—

and therein lies his achieveme_nt——exPeriences and lends
form to this “eternity” as something which eternally

changes and takes on new form, and through which his
time and himself are at the same time transformed.

'~ One of the fundamenta] facts of creative existence is
that it produces something objectively significant for cul-
ture, but that at the same time these achievements al-
ways represent subjective phases of an individua] devel-
opment, of the individuation of the creative man. The
psyche carries on its creative struggle “against the
stream” of normal direct adaptation to the collectivity;
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CREATIVE MAN AND TRANSFORMATION

but what began as compensation of the personal complex
by the archetype leads to
animation of the archetypal world as a whole, which
henceforth holds the creative man fast. One archetype
Jeads to another, related one, so that the continuously
renewed claims of the archetypal world can be satisfied
only through continuous transformatmn n of the gw SOT

_contin erson- ',
1 T
ahty ‘and creative achlevcment. e

Because the creative individual undertakes, or rather
is subjected to, this constant struggle with the arche-
typal world, he becumcs the instrument of the - archetypes
that are constcllatcd in the unconscious of the pertinent
collectivity, and that are al:)s{:vlut:v::hr necessary to the col-
lectivity by way of compensation.® But despite the sig-
nificance of the creative man for his time, he is far from
always achieving direct and immediate influence, not to
mention recognition by his contemporaries. And this
discrepancy, which in no way argues against the creative
individual’s essential function for the community, inevi-
tably compels him to preserve, and indecd to ﬁght for,

-- —— e

jective as well as_the subjective situation we ve have

e e L A

stressed throws ‘the creative man back on hlmself His
resultlng aloofness from his environment and his fellow
men can easily be misinterpreted as narcissism. But here
We must learn to distinguish between the maladjustment |
of the neurotic, whose ego fixation makes him almost j *ﬁ;
incapable of relations with others, and the malad;ust—“
ment of the creative man, whose self-fixation impedes his |
relationg with his fellow men. ';’

15. Cf. “Art and Time.”
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The symbolism of the creative process contains some-
thing regenerative for its epoch; it is the seedbed of fu-
ture development. But this is possible only because what
emerges in the creative work is not only individua] but
also archetypal, a part of the unitary reality that is en.
during and imperishable, since in it the real, the psychic,
and the spiritual are still one.

The creative process effected in the tension between
the unconscious and the ego-centered consciousness rep-
resents a direct analogy to what Jung described as the
transcendent function. The hierarchy of creative proc-
esses hinges on the varying degree to which the ego and
consciousness are drawn into them. When the uncon-
scious produces something without participation of the
ego, or where the ego remains purely passive, we have a
low level of creativity; the level rises with increasing
tension between ego and unconscious. But the tran-
scendent function and the unifying symbol can appear.
_only where there is a tension between a stable conscious-
ness. énd :a,,f_‘ché;_'gc_cl_’,’,_qnc_onscioius'_., Such a constellation
normally leads to repression of the one pole: to victory
of the stable consciousness, or to capitulation of con-
sciousness and a victory of the unconscious position.
Only if this tension’ is endured—and this always calls
forth a state of suffering—can a third term be born,
which “transcends,” or surpasses, the opposites and so
combines parts of both positions into an unknown, new
creation.

“The living symbol cannot come to birth in an inert
or poorly developed mind, for such a man will rest con-
tent with the already existing symbols offered by estab-
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shed ¢radition. Or.lly the passionate yearning of a
highly dcvelopec.l mind, "for whom the dictated symbol
Lo longer contains the highest ;econciliation in one ex-
ession, €an create a new symbol. But, inasmuch as the
fy mbol proceeds from his .highest and latest mental
Jchievement and must also mc.lude the deepest roots of
his being, it cannot be a one-sided product of the most
highly differentiated rr?ental functions, but must at least
pave an equal source in the lowest and most primitive
motions of his psyche. For this co-operation of anti-
thetic states to be at all possible, they must both stand
side by side in fullest conscious opposition. Such a condi-
tion necessarily entails a violent disunion with oneself,
even to a point where thesis and antithesis mutually
deny each other, while the ego is still forced to recog-
nize its absolute participation in both.” %

The one pole of this tension is provided by the con-
sciousness of the creative man, by his will and intention
to produce a work. Normally he is not without purpose
and direction. But independently of his intention, as we
know from innumerable statements of creative men, the
unconscious often breaks through with a “will of its
own,” which by no means coincides with the will of the
artist. (To mention but one example, Thomas Mann’s
Joseph cycle, first planned as a short story, was to grow
into a long novel and exact ten years of effort.) But de-
spite this autonomy of the unconscious, the archetypal
world does not stand here in a hostile polar tension to
conscioumess; for a part of the creative man’s»gqgs‘c;ipg‘sf'
1658 1 always receptive, permeable, and turned toward

16. Jung, Psychological Types, def. “Symbol.”
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the unconscious. Thus in the greatest of cre
the contents ‘r'ép'r‘csscd by the collective consciousness (,,
not emerge as hostile powers, for they too are constel.
lated by the creative man’s self, his wholeness,

The creative man’s bond with the root and found,.
tion of the collectivity is perhaps most beautifully oy.
pressed in Hélderlin’s words: “The thoughts of the com.
munal spirit come to a quiet end in the poct’s soul.” 17
But the creative man’s product, as part of his develop.
ment, is always bound up with his “mere individuality,”
his childhood, his personal experience, his ego’s tenden.
cies toward love and hate, his heights and his shadow.
For the alertness of his consciousness permits the cre.
ative man more than the average man to “know him.
self” and “suffer from himself.” His lasting dependence
on his self fortifies him against seduction by a collective
ego ideal, but makes him all the more sensitive to the
realization that he is inadequate to himself, to the “self.”
Through this suffering from his shadow, from the
wounds that have been open since childhood—these are
the gates through which flows the stream of the uncon-
scious, yet the ego never ceases to suffer from them—
“the creative man arrives at the humility that prevents
~ him from overestimating his ego, because he knows that

“he is too much at the mercy of his wholeness, of the
- unknown self within him.

His childlike nature as well as his inadequacy to the
world forever kindle his memory of a primordial world

and a happy feeling that he may, from time to time at
least, show himself adequate or at least receptive to this

17. “To the Poets” (tr. Hamburger), p. 163,
194
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CREATIVE MAN AND TRANSFORMATION

world. But in the creative man, receptivity and the suf-

fering that comes of a higher sensibility are not limited
to childhood and the archetypal, to the “real,” the

“great,” one might almost say the “worthy,” world that
has been experienced in it. Always and everywhere, to
be sure, he is driven to rediscover, to reawaken, to give
form to this world. But he does not find this world as
though secking something outside him; rather, he
knows that this encounter with full reality, the one
world, in which everything is still “whole,” is bound up
with his own transformation toward wholeness. For this
reason he must, in every situation, in every constellation,
refresh the openness into which alone the open world s
can cnter.

But although, particularly in the greatest creative men,
the process of formation is often long and arduous, re-
quiring the most strenuous effort on the part of the ego
and of consciousness, the finding. of one’s. depth and . the =
bmng—fqp_n;i___ by it are, 11ke _every.authentic. transforma. "
twc prdcess neither an act of the will nor of magi, | but
an event that takes placa by.the. grace..of God. This does
not lessen the weight of the opus, but on the contrary
enhances it; since in the mysterious correspondence be-
tween self and ego, the ego, whether rightly or wrongly,
associates its own responsibility for the work with its
own guilt and unreadiness.

Although the creative process is often pleasure-toned
and is not always dominated by suffering, the inward
tension or suffering of the psyche forms the problem
that is creatively solved only in production. In this suf-
fering which the creative man must experience in his
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unremitting struggle with the unconscious and himse]f,
the ascending transformation that constitutes his jng;.
viduation process assimilates all the flaws, defeats, fy;).
ures, hardships, misery, and sickness of humap life,
which are normally thrust aside and given over to the
shadow and the Devil as negative elements opposed tq
the ego ideal.

But the unity of ego and self that determines the cre.
ative process as such also contains the zones of rigidity
and chaos that threaten the life of the conscious man. In
the creative sphere they give rise to a third term, which
embraces and transcends them both, and this is form,
Both antitheses have a part in it, for rigidity and chaos
are the two poles that are joined together in form, and
form is menaced from both sides, by sclerosis and by
chaotic disintegration.

But it is not only in the bonds of form that the nega-
tive is redeemed. For the creative man always finds a

source of growth and transformation in his own shadow
and deficiency.

For we to what disturbs us, makes afraid,
owe from the first such boundless obligation.
Death always took a part in its creation:

that’s how the so unheard-of song was made.!®

Here “death” means the terrible and the perilous as well
as the barriers of human weakness. It is everything that
strikes the ego as suffering and ruin. In praising death
as the prerequisite of every transformation that merges
life and death, the poet allies himself with the creative

13' Rilke, Correspondence in Verse with Erika Mitterer (tr.
Cru:ckshank), p. 8s.

196

Scanned by CamScanner



CREATIVE MAN AND TRANSFORMATION

God himself, the God of transformation who bestows
and £ life and death.

The creative man experiences both the godhead and
himself as changing, as willing transformation in cre-
ation. And the poet is speaking both of the godhead
and himself when he puts these words in the mouth of
the Creator:

For there is an impulse in my works
That drives toward an increasing transformation,?

At the risk of concluding one incomplete statement
with another, I should like to close my remarks with an
analysis of one of Rilke’s poems. An interpretation of a
poem can never offer more than a hint, an intimation;
but what may justify our attempt is that this poem has
given unique expression to the relationships with which
we have been concerned today.

The poem in question is the twelfth sonnet in the
second series of the Sonnets to Orpheus:

Strive for transformation, O be inspired with the flame
Wherein, rich in changes, a thing withdraws from your

reach; .
the planning spirit who masters everything cartl?ly, _
loves above all in the sweep of the figure the point where it

turns.

What locks itself in endurance grows rigid; sheltered

' i it feel safe?
In unassuming grayness, does it ft:f-: .
Wait, from the distance hardness 15 menaced by something

still harder.

Alas—: a remote hammer is poised to strike.

19. Rilke, “Die Worte des Herrn an Johannes rf{ufcpi:tn'!())s,"
Gedichte 1906-1926, p. 571 (Unpublished tr- by J. M. Cohen.
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Knowledge knows him “who pours forth as a spring;
Delighted she guides him, showing him what was created in

joy
And often concludes with beginning and starts with the end,

Every happy space they traverse in wonder
Is child or grandchild of parting. And Daphne, transformed,
feeling herself laurel, wants you to change into wind.20

A critic has written: “One might be tempted to relate
this poem to Goethe’s words about recreating creation
lest it arm itself in rigidity.”*! But the second. stanza of
the sonnet has nothing to do with Goethe’s nature that
contains life and death, but is based on the apocalyptic
experience of vision; it is not a statement of an anony-
mous principle but is made in the name of the God who
proclaimed to St. John on Patmos: |

To me learning is as nothing,

for T am the fall of fire

and my glance is forks, like lightning.
See, I never let it linger.22™

And in the lines |
O be inspired with the flame
Wherein, rich in changes, a thing withdraws from your
reach,

we seem to hear an intimation of Goethe's “blessed
yearning,” but here again Rilke is concerned with some.

20. Rilke, Die Sonette an Orpheus, Zweiter Teil, XII. (Unpub-
lished tr. by Ruth Speirs.)

21. K. Kippenberg’s postscript to the Duineser Elegien—
Die Sonctte an Orpheus.

22. “Die Worte des Herrn an Johannes auf Patmos,” Gedichte

1906~1926, p. 572 (tr. Cohen).
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thing else. The deadly flame brings radiant transforma-
tion, but it is only in its drawing away from us that the
thing can be transformed; only in its “becoming invisi-
ble” that the miracle occurs.

We have opposed the life- and death-containing prin-
ciple of transformation to rigidity and chaos. In this
poem these antitheses are raised, as it were, to the realm
of the invisible; the flame consumes their substance, as
God says to John on Patmos:

And T taste one of their objects
to see if I shall accept it—
If it takes fire, it is real.?3

Only in self-sacrifice, in death by the searing flame,
does the thing prove its authenticity. The “strive for
transformation” of the first line (more literally, “will
transformation™) applies only to him who is wholly pre-
pared in his self-abnegation. For transformation, this
thing that happens in opposition to all will, can only be

WLIIed” whcre thf:re is readiness to dic, The man of
dcep ms1ght knows that ‘authentic life is not lived arbi-
trarily but is governed by a secret mesh of invisible
images: “For we live truly in figures”™; * but even this
seems like almost too much certainty, too- much of the
“enduring,” for “in the sweep of the figure” the godhead
loves above all “the point where it turns.”

Here flame and sacrifice mean nothing hostile to the
world and the earth, but—although we have used the
word—neither do they mean a sacrifice in the usual

23. Ibid,, p. 572. | . .
24. Die Sonette an Orpheus, Erster Teil, XII (tr. Speirs).
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sense. The meaning is closer to that contained ip the
Hebrew root of the word sacrifice: 127D, namely, “y
‘come near,” to approach God. It is in this approach to
‘God that the soul takes fire, but the deadly blaze is pre-
cisely the turning point, in which life springs from death,
For existence at the point where the figure turns, as the
strange and profound metaphor of the poem has it, i
also a pouring forth, a spring, The spirit that devises
projects loves the point where the figure turns and
Knowledge knows him “who pours forth as a spring.”
i~ Like the act of generation, the essential, creative act
| in which the spring pours forth contains a sacrifice and
| an approach as well as a coincidence of life and death.
- This midpoint between oppositions, in which the tension
i1 gathered into a third and higher term, is such a “turn.
_ing point.” The never-resting flow of the spring is eter-
nal transformation, and as birth and death it is also
enduring life, in which there is nothing that endures.
Precisely the involuntary character of the flowing reveals
the grace of transformation that, as though coming from
afar, enters into man and passes through him. Thus the
creative man knows himself to be a “mouth,” through
which passes what has arisen in his innermost earthen
night. In this flowing of creativity occurs the essential,
which is not embodied in its origin, for that is a “secret,”
or in the creation, which is enduring and therefore fated
to die. Only the source point, in which the stream
emerges from darkness and enters the light, and is both
at once, darkness and light, is the turning point of
transition and transformation. It cannot be locked for
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and cannot be held; in every moment it is creation from
nothingness, independent of its history, and as pure pres-
ent it 18 independent of its past as well as its future.

it is this flow that “Knowledge knows.” This knowl-
cdge embraces God’s knowledge of the known; but in
it one also senses some force that animates him who
pours forth as a spring. The turning point and the
spring that pours forth are a duality encountered by the
duality of the loving and knowing God. Yet in this su-
preme drama of love between godhead and man, in this
drama of creativeness, he who turns and is transformed,
who pours forth as a spring, is not a counterpart of the
godhead; he is a medium through which it passes, its
mouth and expression. For what turns and pours forth
in him is the godhead itself. And nevertheless this
knowledge of the earthly still has the Biblical sense of a
begetting—a connection so fundamental that even a
zoologist, far enough removed from the text of the He-
brew Bible to be regarded as unprejudiced, writes: “The
encounter that leads to procreation presupposes a simple
kind of ‘knowledge’ of what belongs together, a finding
of beings of the same variety.” 25

It is the same drama that is enacted between the di-
vine knower and the earthly known, who in his self-
sacrificing flow both is and becomes creative. For what
happens here is what happened at the beginning of time:
the creation of the world. And accordingly:

m what was created in joy

... she guides hi ing hi
she guides him, showing ¢ with the end.

And often concludes with beginning and start

25. Adolf Portmann, Das Tier als soziales Wesen,
201
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And again, in this primordial act of having become

ative, of world creation, such a “turning POintncr?'
achieved, in which creator and creature, as yye|) s }is
acts of being begotten and born and bCCOming Creative
merge with one another. The creative process is g"-ncri’
tion and birth as well as transformation and rebi, A;
the Chinese said: Lransformation is the crea

i Ny i T e

tio

_.creating.” ®° The rapture of him who pours for;hhr]}z“c%
spring is reflected in the serenity of the creation, The
perpetual self-renewal and dependence on grace of him
who pours forth eternally are a human parallel to the
cternal rebirth of all that is created. The rapture of the
flowing deathlessness of creativity is just as much at
work in man as in nature; indeed, it is only in his
creative flowing that man becomes a part_of nature, is
joined once more to the “one reality” of existence, in
which no enduring thing can endure, because all is
transformation.

“The soul,” said Heraclitus, “has its own Law
(Logos), which increases itself (z.e., grows according to
its needs).” ®" These words express what Philo and the
Church Fathers said about the Logos born from the
soul, and what the mystics knew of the generative word
and the Holy Ghost of speech; but the archetypal meatr
ing of this creative utterance goes deeper. The Biblica
myth of the creation of the world by the word of God,
and the “word magic” known to us from primitive psY”

26. Hellmut Wilhelm, Change: Eight Lectures on the | Cz::f
27, Kathleen Freeman, Ancilla to the Pre-Socratic Philosophe™

P. 32.
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chology, both embody the strange unity in which to

speak, to know, and to beget-create are still one. This

“Zotion of the creative word springs from one of the pro-
foundest experiences of mankind, the realization that a
creative, psychic force, reaching out far beyond the in-
dividual man, “speaks” in the poet. The images that
burst forth in the man gripped by the depths, the song
that is their expression in words, are the creative source
of nearly all human culture; *® and an essential part of
all religion, art, and customs sprang originally from this
dark phenomenon of creative unity in the human soul.
Primitive man regarded this creativity of the psyche as
magic, and rightly so, for it transforms reality and will
always do so. '
The basic archetypal image of this creatively trans-
formed reality of the world is the self-contained rolling
wheel of eternity, every single point of which is a “turn-
ing point,” that “often concludes with beginning and
starts with the end.” For one of the paradoxes of life is
that in its creative reality it is “existence” as pure present,
but that the entire past flows into this existence while all
the future flows out of it like a spring: hence it is a point
both turning and at rest. This point of existence, the

creative zero point of mysticism,%® is a hiatus in creation,

at which consciousness and the unconscious momentarily
become a creative unity and a third term, a part-of the
one reality that almost “lingers” in the rapture and
beauty of the creative moment. |

But the poem continues:

28. George Thomson, The Prehistoric degean, p. 435,
29 See my “Mystical Man.”
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Every happy space - - - is child or grandchild of parting,

That is to say, the place of being created in the world,
even the happiest part of it, is built upon a parting, a
departure from the cternity of the per fect circle into
limitation and into a historical reality of past, present,
and future—of generations. Here death creates separa.
tion and space and can only be overcome 1in the creative
moment. And to pass in wonderment through creation
is to incur the deadliness of separation, whereby all ex-
istence must be delimited over against the infinite. Thus
every birth rests on death, just as all space rests on sep-
aration, and to be a child and grandchild is in every
sense a beginning in which something else ends; but
that which ends is at the same time a beginning, in
which the past closes and is at the same time tran-
scended. For in experiencing themselves as child and
grandchild of separation, child and grandchild at the
same time experience their birth from death and the
rebirth in themselves of what is dead. They experience
themselves as something created, that “often concludes
with beginning and starts with the end.”

But as they pass through creation in wonderment, the
circuit transcends itself in a new turning. The circling
wheel of birth and death, in which everything is at once
beginning and end, is only the rim: the essential action
in its center. And in this center appears the “trans
formed” Daphne. Fleeing from the pursuing god, escap-
ing him by transformation, the soul becomes a laurel
tree. Metamorphosed, she is no longer the pursued fugi-
tive; her transformation is pure growth, but at the samé

204

Scanned by CamScanner



GRERTUTE BMAM A CUAHSY ORI L1

e b the Baurel that crovms the paet as well as the
li”’lllll'f o, |

Al e at the beginning of the poerm, in which the
hing, eocapes by changing from enduring bieing to burn-
J”r" Ir.iji’;fmrﬂs:hun Vst 118 H}th”mﬁ in ?}}‘* r-“;} e
ﬁimhm} fugitive hecnrtios d plint eternally rrmmj in
being I Apolla's Jove for I*‘f’-i*hﬂﬁ? the pursuing god
el ansformation here ayain there is o creative
subliation of the soul, 4 higher love, For the Daphne
o has escaped dnto the higher grovnh of her plant
cpistenice now feels “herself Taurel” Now she is subject
" *h" law and the love of Orpheus, of whom Rilke
said: “Gong, is existence,”

Yer because it ois ezistence, this higher existence of
gy, which eaptures the laureldike soul, is not static but
erernally moving, This creative spirit of song also “blow-
eth where it listeth,” And although thit which is con-
sumed by the flame snd that which pours forth in the
spring, were contained in the clernentary nature of the
creative, the soul teansformed in the midat of this creas
Lt }ma hecorne something other and h;ghcr. Tt is the
partner of the divine song of which it is said: “A breath
for nattiing, A bresthing in God, A Wind.” Daphne,
beving taken root, desires only to be captivated; she de-

sires anly higher transformation—of herself, of God,
of s,

Andd Daphne, transformed,
ferling herself laurel, wants you to change into wind,

v Lie Sanette an Orphews, Brster f'eil, 1L
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