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CHAPTER 1

JUNG AND ARTS-BASED RESEARCH: INTRODUCTION

Overview and Aims

This book proposes that the psychology of C. G. Jung and the scholarly practice of arts-based research have the potential to develop each other. In particular, I suggest that Jung and arts-based research already share ideas and strategies about knowing and being that can be furthered by forging a relationship between them. Consequently, the aim of this book is to enrich both Jungian studies and arts-based research, whether they be treated as separate domains or, more excitingly, become a dual enterprise. That is, Jungian studies expands by seeing how the creativity innate to Jung emerges into knowing through arts-based research. Conversely, arts-based research is deepened by the Jungian practice of psyche. What arises is a Jungian arts-based research as we show by two major examples in later chapters. 

Ultimately such a re-orienting of a field within psychology, such as Jung’s, and the multidisciplinary endeavor of arts-based research, can point to a transdisciplinary transformation of learning. Such a future would have important implications for the academy, for societies and cultures, and religions, as described by transdisciplinary theorist, Basarab Nicolescu (2014). Transdisciplinarity is a new framework for knowledge and so too is arts-based research. Key examples in both paradigms are offered in this book by Joel Weishaus’s The Nuclear Enchantment of New Mexico,1 (2019) and Jung’s Liber Novus or The Red Book (2009). 

Therefore, this book is for audiences in which disciplines are related without having to be enacted in a hierarchy, a feature of both transdisciplinarity and arts-based research. For example, this book is for those engaged in arts-based research who seek psychological dynamism within creativity. They will find it in Jungian psychology which is based on the notion of an innately creative psyche oriented towards meaning-making. Such practitioners may come to this book seeking Jung or merely aiming to deepen and extend their practice. As the first four chapters will demonstrate, Jung provides arts-based research with theories and practices that go far beyond psychotherapy to broader concerns of image-making, historical meaning, philosophy and spiritual practice. These concerns augment existing arts-based strategies. 

This book is also for Jungians who want to understand or embark upon arts-based research, not least because arguably C. G. Jung pioneered creative practice as a way of knowing in The Red Book (2009), which will be examined in chapter 4. Those not directly engaged in art-making should also find this book insightful in showing that Jungian studies is already at home in this mode of academic inquiry. Arts-based research enhances what Jungian studies can be, and where it can find new domains of applicability.  In short, Jung and arts-based research (often ABR for brevity) can extend the kinds of knowing and being possible in making new knowledge. Ultimately, I suggest that Jungian ABR amounts to a paradigm that brings together transdisciplinary and arts-based research more directly. For this reason, Jung and arts-based research paradigms are the subject of chapter 2. 

By expanding the definition of Jungian studies and ABR, this book also interrogates the notion of art itself. Like Jungian archetypes (see below), art in some form exists wherever humans live together while also developing specialized functions that may differ across societies. For this reason, this is not a book of art history. Yet it must be acknowledged that existing arts-based research arises from the late twentieth century Western depiction of art as largely separated from other meaning-making activities, such as religion and scholarly inquiry in disciplines. Art in Western modernity has been severed from many of the therapeutic, sacred, and social roles of its distant past. Some of these are found today only in indigenous societies. Indeed, Western art suffers today from conventional assumptions that art is decoration, a financial investment or entertainment. 

Arts-based research explicitly rejects the marginalization of art. It contests the decline the exclusion of art from important questions of knowledge, reality and being. In fact, one crucial link between Jung and arts-based research is that both regard imagination as primal, and therefore creativity as of fundamental importance in who we are and what we can know. Creativity is how humans become both functioning adults and extraordinary beings. Engaging in creative activity is transformative and necessary in ways that deny reducing art to individual idiosyncrasy. Put another way, by cutting off art practice from major social endeavors, including education, Western society has amputated the social psyche in ways only just being recognized by the mainstream, but which are to the fore in Jung and arts-based research.

Jung shows the psyche to be spontaneous, responsive, autonomous, and improvisatory. Such psychic creativity includes what we are aware of in ourselves, the conscious mind, and importantly, what we are unaware of except in dreams and other indirect manifestations, the unconscious. Specific to this psychology is the necessity of forging an ongoing relationship between conscious and unconscious. Due the spontaneity of the psyche, making such a relationship is an innately creative and lifelong process.

 ‘Arts-based’ signifies all possible arts, including but not limited to creative writing, poetry, music, film-making, sculpture, embroidery, gardening, ceramics etc. On the other hand, arts-based research is not making art after doing the research; rather, doing art is an essential and revelatory part of the research inquiry. Art-making becomes knowledge making. 
For example, Jung engaged in a process he called ‘active imagination’ to generate the images that were aesthetically crafted into The Red Book (Jung 1963: 213). Both the active work with images and the ‘crafting’ are arts-based research strategies. Joel Weishaus decided to research the nuclear legacy of New Mexico by evoking psychic images. These are worked into written fragments gradually pattered into forty prose-poems. As well as each page of poetry, he turned to scholarly articles in various disciplines to form a ‘paratext.’ These scholarly notes are not context to the poetry. Rather they compose a parallel framework that weaves the poetic inquiry into the styles and tones of multidisciplinary responses to nuclear weapons technology. 

Both examples of Jungian arts-based research will be explored in later chapters. For now, it is time to start mapping the terrain of Jung and ABR as a prelude to bringing them together. Those familiar with Jung might skip this next section, while readers steeped in arts-based research may not require its introduction in this first chapter. For ease of use, there is also a glossary of Jungian terminology at the end of this book. It will be accompanied by a second glossary of arts-based research terminology.


Getting Started with Jung (for arts-based research) 

Intuition, Imaging, Incompleteness
Three characteristics of Jungian psychology drive its potential union with arts-based research. They are intuition, imaging or imagination, and incompleteness. Regarded by Jung as one of four basic psychic functions, intuition has become central to the making of art since the era of Romanticism. An era of revolution in politics, science and art, Romanticism rejected the previous privileging of tradition or rule-following, in favor of making something entirely new or rule seeking. Post-Romantic Art breaks rules and searches for new form. Intuition has become the creative ally of the practicing artist. 

To Jung, intuition is housed in an active unconscious. It mediates perceptions via the unknown psyche in a way he described as instinctive (Jung 1987: 124). Intuition is irrational and yet may engender conventional knowledge by being harmonized with rational categories. In fact, Jung cited philosophers Spinoza and Henri Bergson as presenting “scientia intuitiva” as a supreme kind of knowledge (ibid.). Significantly, although intuition may appear via emotion or feeling, or found in intellectual pursuits, it neither relies upon not originates in these faculties. Intuition is the lively, embryonic meaning-desiring quality of the unconscious. It is the engine of the unconscious as a source of creativity. 

Imaging and imagining requires careful unpacking; for image in Jungian psychology is not the sense impression it is often taken to be in usual use of the term. Jung was quite explicit: 

When I speak of “image,”… I do not mean the psychic reflection of some external object, but… a figure of fancy or fantasy-image… it then has a greater psychological value, representing an inner reality which often far outweighs the importance of external reality. (Jung 1987: 113, Italics in original)

An image to Jung is a  manifestation emerging from the deep psyche. It is an expression of inner being, a truth of the inner world. It may eventually take material form, such as being uttered, painted, sculpted or narrated. Consequently, genuine psychic images find a home in all  art practices that incorporate the unknown psyche in its processes. Imaging is therefore highly intuitive. In fact, images give form to intuition, and in doing so connect the unconscious to the conscious mind. Here it is worth recalling from above that intuition can be stimulated by external conditions, including reacting to circumstances or intellectual endeavors.. 

Therefore, images are the result of intuition getting involved in meaning making. Activities conventionally found in academic research, such as reading intellectually demanding books, or setting up experiments, often provoke intuition from the unconscious. In turn, intuition provides images that feed the other functions of the psyche (see below) in making knowledge. For arts-based research, the central role of intuition is focused through images that can then be materialized in the work. Hence, imaging is imagination given a new meaning-making purpose. Whereas imagination has long been regarded as a source process for art, Jung’s conception of the image as fundamentally psychic and rooted in the unknown supplies a rationale for creativity as psychically generative. Imagination is the choreography of psychic images.

Incompleteness is an overlooked and undervalued aspect of Jungian ideas. Yet it provides an essential drive for Jung to be important for arts-based research. For Jung took seriously the unconscious as the unknown and fundamentally unknowable. So significant is  the mystery in the heart of being that it must be factored into the human capacity to know the world and ourselves. 

Nobody drew the conclusion that if the subject of knowledge, the psyche, were in fact a veiled form of existence not immediately accessible to consciousness, then all our knowledge must be incomplete, and moreover to a degree that we cannot determine. (Jung 1947, CW8: para. 358).
Humans are creatures with aspects beyond rational control, such as in dreaming, where images arise that are neither summoned nor consciously ‘made.’ It follows that the human project of knowledge must forever be unfinished. Put another way, knowledge is radically incomplete if we demand it to be always ordered, coherent and comprehensible. For example, the conventional scientific assumption is that everything can be discovered by experiments where the researcher is kept out of the frame so only the conscious, rational mind participates. Such an assumption about knowledge leaves out what is irrational, ecstatic or mysterious in human experience. 

The role of such incompleteness for arts-based research and its framework or paradigm will be explored in chapters two and three. However, it is worth noting that incompleteness is the starting place for all research projects. For now, it is important to consider what radical unknowing does to Jung’s own project of knowledge, his psychology. 

In the essay, ‘On the Nature of the Psyche’, Jung comes to the conclusion that his psychology is not a series of proven propositions founding secure concepts (Jung 1947). Indeed, his psychology amounts to a “model” designed merely to offer an effective way of working with the psyche (ibid.: para. 381). It doesn’t reveal ultimate  truths , but is rather a pragmatic practice. Jungian psychology offers a perspective that is effective, while not claiming to be conclusively  authoritative. 

Later in the essay he calls his work “a net of reflections” that has collected material from disciplines beyond psychology, such as philosophy, religious studies and the social sciences (ibid.: 421). This notion of a net of language from different knowledges cast over a protean and mysterious psyche is the seed for an arts-based research with a transdisciplinary future, as I shall show. For now, it is time to look at Jung’s potential for socially engaged research, followed by the other three psychic functions, and core concepts such as archetypes, individuation and the teleological psyche. 

Jungian Psychology and the Social Sphere
Three further characteristics of Jung’s work orient the psyche to social being and knowing. These are the critical attitude within the psychology, the concern for personhood and the tendency to de-center cultural assumptions. To begin, Jung is a critical thinker in three ways. Firstly, he is critically important as a pioneer of working with the unconscious, a factor crucial in the intellectual history of twentieth century. In fact, the unconscious is arguably even more significant in the twenty-first century, in which a loosening of boundaries promotes new kinds of research, including arts-based. This chapter has already noted how fundamental to post-Romantic notions of art is the engagement with the unknown. Jung’s insistence on the importance of intuition and incompleteness is a framework that makes the unconscious a critically necessary part of both knowledge acquisition and art practices.

Secondly, Jung is critical to research, including arts-based research, because his body of texts impact on knowledge far beyond his home discipline of psychology, as he himself noted. Jung is important because his work influences literary writers, visual artists and philosophers. Among notable figures where influence is acknowledged or documented are D.H. Lawrence, James Joyce, Walter Benjamin, Giles Deleuze, Herman Hesse, Thomas Mann, John Fowles, Ted Hughes, Doris Lessing, Jackson Pollock, Anselm Kiefer, and filmmakers such as George Lucas, John Boorman and Derek Jarman. 

Finally, Jung is critical in the sense of offering a meaningful criticism because his work provides a framework for analyzing and evaluating. Jungian psychology is an interpretative enterprise that can be used to make art and to evaluate it. By putting creativity at the heart of what it means to be human, Jung expands the perspective of art-making to disciplines such as literary studies, philosophy, history, cultural studies, politics and religion.

Even more fundamental,  Jung’s work is a mode of social criticism because the focus on intuition, imaging and incompleteness interrogates what it means to be a person and a member of society. A critical approach to personhood occurs because the unconscious is an actively destabilizing factor. Personhood is constantly remade. Moreover, Jung’s unconscious is guided by creativity that cannot be determined by any external factor.  

So, while personhood is styled by family and society, it is not inherently limited to the conventions of any one era. Jung himself was a conservative citizen in a conservative early twentieth century  nation of Switzerland. However, he produced a revolutionary psyche that could not be fixed in any one social norm. His unconscious has priority because it always exceeds conscious knowing. Further chapters in this book will explore the implications of this model of personhood for research through creativity. 

The Jungian psyche is protean to a degree that no rational structure can fully contain;  therefore, the Jungian view of society is fundamentally critical because the imagination can always generate something new. Jungian personhood is built upon an unstable, generative and unpredictable unconscious. It follows that a society made up of these persons is also subject to powerful, often incomprehensible and even overwhelming irrational forces. At this point, Jung the healer and Jung the conservative express a desire for balance. 

Achieving successful personhood, which he called a process of individuation (see below) depended upon a balance or relatively stable alignment between conscious knowing and unconscious being. So too should societies balance destabilizing unconscious forces by healthy ways to engage with the irrational side of human nature. Unfortunately, according to Jung the Western world since the Enlightenment has radically underestimated the extent, irreducibility and generative necessity of the irrational. Where once religion contained and tamed the desire for more than reason supplied, modernity has simply repressed it. The result is a fragile consciousness in modern people that requires psychotherapy, and a perilous fragility in political and social groups. 

While Jung’s specific historical criticisms may not be so relevant, what is of lasting value is his location of the psyche as beyond the biological person. Jungian psychology de-centers cultural norms because the intrinsically creative unconscious is always at work and cannot be absorbed wholly into any one philosophy, creed or practice. Jungian ideas are critical for all kinds of research because no set of assumptions can limit the possibilities of this creative psyche. It is time to focus more closely on how he saw the psyche operating. 

Four Psychic Functions

Jung liked patterns of four. He defends his four psychic functions as activities that cannot be reduced to each other and occur in everyone in his long clinical experience (Jung 1987: 108). He calls two functions rational, thinking and feeling, and two irrational, sensation and intuition, by which he means not fully accessible to consciousness. Each function turns out to be a little more than the common use  the word indicates ,and together they offer, I suggest, fertile ground for arts-based research.

Thinking as a function is not musing or idly dwelling upon an idea. It is very much directed to knowing, and includes judgment (ibid.). Indeed, this thinking means conceptual thought in which ideas are linked together by means of a concept, a basic ingredient in many research processes. Given that concepts are meant to be generally applicable, the function of thinking delivers ideas into the world of communication, and hence judgement plays a role in the process. 

Feeling, too, is not as simple as it might appear to be. . For Jung, feeling is an independent psychic activity where the center of consciousness, called the ego, becomes linked to something  in a way that includes a sense of value. Feeling includes valuation, and hence also implies a kind a judgement, yet not the intellectual kind he ascribed to thinking (ibid.: 105). Feeling is also not synonymous with emotion. Whereas emotion implies being moved by some external impulse, feeling is rooted within the psyche in its relation to validation. If feeling becomes augmented enough to impact physical being, it becomes an “affect” (ibid.). Feeling is therefore necessary for ethical kinds of understanding. Together, thinking and feeling are functions of judgement that make up intellectual rigor and the capacity to value, both distinctive qualities for arts-based research, as we will see.

While the function of intuition has been explored above, that of sensation forms the partly unconscious connection to the physical body. Sensation mediates the physical senses and is therefore a way of describing perception (ibid.: 132-4). Jung calls it an irrational function because being depends upon the body. Sensation is not something added to the person, but rather what generates the person. He argues that sensation should be distinguished from feeling even though a ‘feeling-tone’ may accompany sensation. Feeling is internal to the psyche, whereas sensation may come from external stimuli or the internal organic processes of the body. 

The distinction between sensation and feeling will become important when we examine Jung on art itself later in this book. For Jung regarded art as appealing to the function of sensation because of the physical appreciation of beauty. Here, separating feeling and sensation isolates art, at least the physically sensory aspects of art, from functions of evaluation and judgement. This will later prove important to Jung’s distrust of art; although it need not impede arts-based research from developing from contact with Jungian ideas, as I shall show. 

Distinguishing these four psychic functions enabled Jung to suggest that they are not equally dispersed in every person. While everyone has all four functions, some of the variety of human personalities can be classified through realizing that functions can be over or under-developed. In addition, Jung coined the terms “introversion” and “extraversion” to signify inner and outer orientation respectively. The functions can also be introverted and extraverted. Here are the building blocks of what Jung called his ‘typology,’ a way of classifying personalities. For example, a largely introverted person may have most of her or his functions strongly introverted and only weakly extraverted. Many people will have a mixture of extraverted and introverted functions. 

Jungian typology has received a lot of attention from scholars such as John Beebe, who  developed it into a subtle, much admired system of working with people (Beebe 2016). For these reasons, this book will not pursue typology in the weaving together of Jung and arts-based research. For as  excellent typology resources are readily available, this book will point to what is less recognized about Jung; e.g., his contrary resistance to rational organizing principles in the mysteries of the psyche. While typology may well be useful to the arts-based researcher, I suggest what is most valuable and least appreciated is Jung’s adherence to the psyche as a limitless and generative source of knowledge that is as yet inconceivable. It is therefore now necessary to consider Jung’s own conceptual schema as a  threshold into the unknown. 


Jung: The Basic Concepts (most significant in bold)
The psyche does not exist in fenced off areas, and its  concepts are to be regarded as helpful pragmatic tools , rather than denoting rigid structures. In fact, it is worth starting with the key notion of individuation because it shows that the Jungian psyche is in a state of perpetual making and unmaking. Individuation is the process of becoming a distinctive person by creatively integrating more and more unruly energies that appear from the unknown psyche. 

However, individuation is not about becoming an individual in the sense of being separated  from other people, or from one’s physical or social surroundings. It is just the opposite! Individuation in-corporates what appears separated from consciousness being as the physical body, other people, nature and society. The unconscious greets consciousness in the guise of anything other. Strong, irrational emotions provoked by parents, or a sunset, or an experience of divinity, or a nightmare… all are channels for unconscious energies. Individuation is a never-to-be completed process of being as constantly in touch with what is strange, new, provocative and potentially overwhelming. 

Individuation defies and re-makes the psyche that Jung conceptually divided into the ego, as known center of consciousness and the unconscious or unknowable. Propelled by the active unconscious, individuation is not only unstoppable, its regular functioning is necessary to psychic health. Blocked individuation is the main cause of psychic illness, to Jung. Moreover, individuation is collective as well as personal. In this sense, epochs need to individuate too. Blocked cultural individuation can lead to violence on a terrifying scale in an explosive eruption of the shadow. 

The shadow is one of several important archetypal modes of largely unconscious energy. Archetypes are the embedded, possibly inborn, potentials for certain kinds of patters and meanings. Jung posited that humans have evolved psychic contents as well as physical developmental characteristics. These contents are not inherited images, nor are they inherited ideas. They are the merest potential for images and ideas and what emerges will always be shaped by the surrounding history and culture. In this way, the psychic image is an archetypal image partly derived from the antecedent archetype and partly influenced by the person’s conscious involvement in their world. Art as materialization of psychic, archetypal, images is a physical weaving of a common archetypal inheritance that Jung called the collective unconscious, filtered through art/cultural traditions and the individual artist’s conscious strategies.

Archetypes are inherently active. They test to manifest contrarily to conscious attitudes in order to promote individuation. If consciousness is weak or complacent or determined to repress all that is other, then a particularly overwhelming other may arise that Jung called the shadow. For the shadow is opposite to the ego in the sense that it is what  the ego represses, despises, ignores or disavows in its effort to remain unsullied. For the excessively rational person, the shadow is uncontrollable desire. For the bigoted person, the shadow may be love for the other, the stranger. For the virtuous person, the shadow may be irresistible seduction into crime. Whatever the ego is not, the shadow is. The more it is repressed within the psyche, the stronger and more irrefutable it becomes. 

The healthy psyche is one aware of its shadow, which immediately makes it less powerful and more capable of fertilizing rather than crushing the ego. Psychic breakdown occurs when the unconscious other is so vigorously stamped upon that it manifests as a shadow that floods or splinters the ego. Psychotherapy is then required to forge a new pattern of being that will partially contain shadow energies. 

Once shadow energies are brought into relationship with the ego, Jung felt, heterosexist that he was, that the unconscious would typically offer a contrasexual gender archetypal form for potential union. He called the feminine gender archetype activated in a man, the anima, and a woman has a corresponding masculine animus. Here Jungian psychology needs to move on from Jung’s understanding of gender, based as it was on an essentialist and binary notion of men and women. In Jung’s world, men are innately masculine and women biologically and stereotypically feminine. Gender is not separate from bodily sex and any treatment of sexuality is confined to outmoded, purely heterosexual assumptions. 

Outmoded and not fit for a twentyfirst century understanding of gender as fluid, historically shaped and constructed in multiple bodily and psychic interactions, on the other hand, Jung, a conservative with revolutionary ideas, could be said to have a more flexible structuring of psyche and gender than he admits. For individuation, that necessary psychic deconstruction, requires that gender be unfixed and generated from unconscious exchanges between body and culture. Individuation means that males have to learn to integrate their feminine animas, and not just project them upon women. Similarly, women must assume and absorb their masculine energies. 

Gender cannot be fixed or essentialist for Jungian psychology, even though Jung took this position as a starting point. Given psychic images enacting gender in dreams and fantasies, etc., will be influenced by conscious bodily existence, those archetypal images called animus and anima by Jung, are actually mutable and partly culture specific. Another fundamental point about archetypes applies here as well. Archetypes are androgynous and limitless in their potential image formations. A so-called Mother archetype could manifest as a bear, a spider, a mountain, a woman of another land, or even as a man doing nurturing work. While C. G. Jung might prefer that gender be essentialist and welded to bodily sex; his psychology denies it. 

Jung placed great emphasis on another category of archetypal images, those of the self. Not in any way synonymous with the conscious ego, the self is both an organizing principle of the psyche and a way of imagining a totality of being that encompasses psyche, body and reaches out into the world,  and even the cosmos. The self is the sun in the solar system of being, and the goal of individuation is to securely orbit it. To monotheistic religions, the self is God, or an image of  God. Its power is such that it makes the psyche teleological or goal-oriented. Therefore, to Jung, the aim of individuation is union with the self. 

Later Jungians, such as James Hillman, resist the gravitational pull of the self as a tendency to oneness, Christian theology, balance and coherence (Hillman 1975). Hillman pioneered Archetypal Psychology, which discards the self in favor of a more polytheistic notion of multiple archetypal gods and goddesses of the psyche. Such an importation of pluralism opens up Jungian studies to multicultural, multi-sexual and polyamorous configurations of desire and being. It also brings in the importance of myth as non-essentialist stories of being and knowing. 

In his use of myth Jung anticipates archetypal psychology by regarding it as stories that are creative of being without fixing it. Myths are living stories, the stories we knowingly and unknowingly live by and make meaning from. Myths make us who we are. Unhappy or mentally ill people may be stuck in the wrong myth; they are being blocked by the narrative they unconsciously live out. Hence, Jung coined the term ‘personal myth’ to denote the story we discover and make in the individuation process; the myth that is our fate. 

Dreams often provide clues to the current unconscious myth or story. To Jung, a significant dream is not a code for a deeper truth; it is rather a direct representation of the unconscious in its own language of images. While some dreams are just reflections of everyday concerns, powerful dreams direct us to mysteries, the unknown, and come from the collective unconscious. Combining these two types of dreams, those continuing conscious preoccupations and those that are alien and new, could become a basis for arts-based  research. 

One aspect of what Jung called big dreams is their capacity to exhibit what Jung named synchronicity. By this Jung referred to what are otherwise thought of as coincidences, specifically when something in the psyche bonds with a physical event in a relationship that cannot be causally explained. A dream that proves to foretell some unanticipated event, or a happening that is not known to the dreamer but proves later to have occurred at exactly that moment in time while separated in space – these are what Jung called synchronous. Such instances outside mainstream scientific theories on causality lead Jung to theorize that archetypes are more prevalent in the fabric of the cosmos than just the human psyche. He began to move from a notion that the psyche is unconsciously projected onto exterior reality to a vision of it as unconsciously interconnected. 

While later chapters will dig deeper into the Jungian preoccupation with creativity and meaning, this introduction would not be complete without mentioning how the psychic image manifests in art;  also his understanding of alchemy, which Jung regarded as a precursor to his psychotherapy. 

In an essay on poetry (Jung 1922, CW15), a distinction was made between words as either signs or symbols. This suggestion has far reaching consequences for arts-based research. With his liking for binary structures, Jung called signs those words with a knowable, consciously contained meaning; in complete contrast, the symbol is ineffable: it links the reading psyche to the mysteries of the collective, archetypal unconscious. Jungian ideas of both image and symbol are foundational to the potential for arts-based research and will be explored in later chapters.

In particular, Jung is definite that the psychic image can find a home in words, if words can summon irrational as well as rational connotations. Of course, Jung’s distinction between sign and symbol can be applied to other modes of art. Psychic symbols can appear in paintings, films, music, etc. In fact, the prevalence of signs and symbols in art cause him later, in an essay on literature, to expand the ideas as two artistic categories for the psychologist. He called art psychological if the work revealed its underpinning in the psyche overtly and explicitly. Psychological art is where the psychology has been worked out consciously by the artist. It is likely to contain more signs than symbols because the language of the medium has been subjected to careful analysis. More of the conscious thinking and feeling functions will be apparent. 

By complete contrast, visionary art erupts from the collective unconscious with very little conscious intervention. Composed largely of symbols, visionary art is saturated by unprocessed material from the unknown psyche. It is a work of intuition and sensation with the conscious functions only weakly displayed. Importantly, Jung said that visionary art was to the culture that produced it what a significant dream is to the individual: a revelation of what is ignored, repressed or required to compensate for some imbalance in the collective consciousness (Jung 1930, CW15: para 152). Hence visionary art is a revelation amounting to an intervention for society, far more than it pertains to the individual who suffered it into being. For “[a]n epoch is like an individual; it has its own limitation of conscious outlook, and therefore requires a compensatory adjustment” (ibid.: para. 153). 

Clearly both the categories of psychological and visionary art speak to the aims and practices of arts-based research. Later chapters will show that these categories can be used as interpretative and generative in the making of new knowledge. In addition, the connection with cultural currents and biases is suggestive for a Jungian arts-based contribution to social studies disciplines. Finally, the link to history hints at Jung’s other exploration of imaginative practice; one now marginalized almost out of existence, that of alchemy. 

Popular in the Renaissance as  attempts to convert material lead into valuable gold, alchemy has a long multicultural heritage, possibly back to ancient Egypt, China and early Islam (Linden 2003: 5-10). It existed at a sharp angle to the dualism in Western modernity that eventually forced the divorce of matter and spirit. To alchemy, matter is imbued with spirit. For example, lead was a form of leaden spirit. Thus, should be possible to distill the spirit from  leaden matter and allow it to achieve its perfected golden form. In alchemical texts, Jung discovered images in woodcuts and in words that he recognized as symbols. He concluded that alchemists were in a state of unwitting projection of their psyches onto matter. The enterprise of alchemy was so intensely real for them because they were actually imaging, or imagining, their own individuation process in their chemical experiments. 

From the perspective of today, alchemy is art and science as one unified enterprise; as alchemy is the ancestor of modern chemistry, which began when researchers stopped looking for the immaterial spirit. It was also art because of the ingredients of symbols, philosophy and religious practices were individually combined into meaning making.. Arguably, alchemy was arts-based research because of its constant speculative and investigatory quality. Later chapters will return to Jung’s prescient employment of alchemy in modern psychotherapy. 

 In another evocative quaternary, Jung depicted psychotherapy as confession, followed by explanation, education and transformation (Jung 1933: 35). Here analytic practice is more than helping with mental distress. It is rather re-making the person through an essentially pedagogic process. Confession of problems, linked by Jung to Catholic confession of more ecclesiastic times, is followed by a reassuring explanation of the various creaturely aspects of the psyche. There follows a process of education by doing, by exploring the living qualities of the psyche through its imagery. The result is transformation and a re-orienting to the world. Such a result is exactly the goal of much contemporary arts-based research. It is time to introduce this rich, diverse and challenging field of knowledge making.


Introducing Arts-Based Research 
Research is a term with many connotations. Within its construction is the notion of re-search, or examining again. Hence research is to look again at what we think we know, and to critically examine it with a view to extending, revising, or making it more useful. Research is purposeful. It is required to connect meaningfully to a bigger picture of the established knowing and being of a world or social group. In this way, research differs from art in  Western traditions, which have diverged more and more from specific imperatives. When Oscar Wilde has a character proclaim: “the good ended happily, the bad unluckily,” he was explicitly rejecting the moral teaching value of literature, which was one of its lingering social justifications (1895/1990: 22). 

While artists of all kinds continue to urge the necessity of art for healthy communities, the project to restore the ancient notion of art as research, as a means to new knowledge, is a direct challenge to post-Romantic arts’ desire to be a thing-in-itself, art as its own justification for being. Yet arts-based research was not entirely invented by modern pioneers such as Elliot Eisner, who  set up a series of institutes at Stanford University from 1993 to 2005, leading ultimately to publications with Tom Barone such as Arts Based Research (2012). After all, the role of imagination was treated as a proper knowledge-making tool until the rise of a “scientific method” that insisted on the researchers’ detachment (Nicolescu 2014: 5). James Rolling Jnr.’s invaluable, Arts-Based Research Primer (2013) considers the progressive marginalization of the imagination from making valued knowledge. 

This split between the arts, humanities and sciences will be explored in chapters 2 and 3. For now, Rolling Jnr. helpfully divides ABR, into four categories: analytic research, or thinking in materials; synthetic, meaning re-examining communities of discourse; critical-activist and improvisatory (Rolling Jnr. 2013: 51-8). More details will be given on these categories below, but what all four types of ABR share is their starting base, or what is presumed before the research can begin. For what makes ABR distinctive, and, in the view of many, a different research paradigm, is its lack of commitments to any specific worldview. 

An arts-based research ontology accepts universal laws as they may emerge, yet does not presume them and does not promote the validity of outcomes on their ability to be replicated without significant variance in other contexts. Rather an arts-based ontology accepts a universe of variances and supports knowledge as a local interpretation of reality, valid within its own context, yet fully subject to reinterpretation or translation into other contexts. (Rolling Jnr. 2013: 5, italics in original)

Ontology is the study of being. It is therefore the explicit or implicit starting place for any act of research. Looking again, or re-searching, entails encountering the academic disciplines that themselves possess one or more ontologies. Jungian ontology could be said to be the reality of the known and unknown psyche. Apart from the multifarious psyche, Jung does not suggest that other aspect of being be taken for granted, as we have seen. The existence of the unconscious means that all other knowledge is incomplete. Even Jungian principles can only be taken as a pragmatic working model. Rolling Jnr.’s initial sentence above could be accurately rewritten with Jung instead of ABR: a Jungian research ontology accepts universal laws as they may emerge, yet does not presume them. 

Therefore, ABR ontology is an ungrounded theory; it insists upon nothing except the validity and being of art itself. Since art depends upon the existence of a maker, the human psyche, while not specifying anything about that psyche except the capacity to create, already Jung and ABR are united in a common ontological enterprise. Jung presumes a creative and partly unconscious psyche; ABR presumes the meaningful existences of the product of that psyche. By being what they are, they make conceptual space for each other. 
 
A term often linked to arts-based research is heuristic, which refers to problem solving by practice rather than theorizing in advance. Heuristic research will be driven by the intuitive function in Jungian terms. Although it is true that art-making can be heuristic and almost always intuitive, it would be wrong to define ABR as inherently heuristic. For much art is guided not by the artist alone as a single being presuming nothing with regard to a problem. Rather, the artist is never just a single perspective; it is the artist-and-the-medium as a given. 

A writer is always conscious of other writing, and a painter works, perhaps alone, yet aware of the ghostly presence of painting as a medium that is centuries old and cross-cultural. If heuristics implies meaning making from the single, intuitive and improvising researcher, it does not account fully for ABR. While these qualities are very much part of art practice, they are not its sole tools, as we will see. Rather, artists work with the existing world of art and its concrete materials, even when trying to transform or revolutionize them. Arts-based research may participate in heuristics, but is not restricted to it. 

Similarly, ABR is neither quantitative research nor qualitative exclusively. It rather absorbs ideas and practices from both major research types. Quantitative research derives its validity from using large amounts of data or big populations, whereas qualitative research emphasizes the researcher’s perspective and immersion in the work as an organic part of the study. Although ABR might appear on the surface as securely qualitative, it lacks the research’s specific and ontological location in the researcher. 

Qualitative research locates meaning-making in the researcher’s interaction with her subjects. ABR, on the other hand, must factor in the art as an independently meaningful entity. The art must ultimately stand alone,  not dependent on the artist for its meaning. Also, while ABR is rarely interested in making large quantities of art, or in putting on a show with thousands of actors, its creativity and what counts as art is not excluded from quantitative rules and premises. Jung himself was keen to show that many psychic images, as evidenced in cross cultural art, are plentiful and recurring. To him, their quantity was germane to knowledge. 

Rolling Jnr cites Harold Pearse (1983) on art-making forming systems of production, communication or critical reflection (2013: 9). Again, these characteristics make ABR stand out from traditional quantitative or qualitative practices. Art produces and so indicates knowledge making that may or may not be based on knowledge discovering. Art communicates by its very nature in multiple, complex, and not fully conscious ways. Traditional research is usually communicated after it is completed, and rarely seeks modes appealing diverse audiences or to the unknown psyche. 

Finally, art is a critical reflection in its essence because it enters the world of pre-existing artistic practice, even if only to flout it. Whereas artists may deliberately use art as a medium for cultural criticism; or not, they are, by the very nature of art, producing a creative, idiosyncratic response to the culture. Such individuality and idiosyncrasy can be read as critical. 

Many of these dimensions of art are already present in Jungian psychology. The Jungian psyche is always producing images, some of which are symbols connecting the known to the unknown. Such images of varying psychic intensity and in any media, from the aural, visual, verbal etc., become the raw material of art. Images thus materialized in art communicate on multiple levels within the person and throughout society. Jungian individuation means that critical reflection is built into images-making-art. What is made in dialogue with the unknown psyche will intrinsically vary and challenge stereotypical assumptions. It does so to provoke more interactions with the unknown psyche, and hence more individuation. 

All the above factors in arts-based research make a distinct paradigm, or knowledge-making worldview, according to Rolling Jnr. ABR is a reflexive practice with formational and informational and transformational properties (Rolling Jnr. 2013: 13). While research paradigms will be considered more fully in the next chapter, these notions do bear uncanny resemblance to Jung’s four stages of psychotherapy: confession; explanation; education; transformation (see above). For example, any process of reflection in research means identifying problems or gaps, a kind of confession of what is wrong or absent. 

Of course in psychotherapy a new patient will be pre-occupied with themselves, and a researcher is looking at problems in a more collective sense; but the notion of beginning with a wound or absence is suggestive. Rolling Jnr.’s informational aspect of ABR is close to Jung’s stages of explanation and education, while formational and transformational moments recall Jung’s psychic transformation through enlivened and less painful individuation. For just as much Modern Art seeks form, even when abstracting it, rather than presupposing it, so too does the Jungian psyche search for its own myth, it’s unique story’s arc of being. Similarly, just as one genre of art takes  form in relation to other art genres, so too does the personal myth spark meaning from other, culturally available myths. 

Ultimately, ABR is transformational, of the artist researcher and, as we will see, aims to be so for the culture. While conservative-minded Jung concentrated on individual transformation in psychotherapy, he was also a cultural critic who saw that Western society was sick because it had repressed too much that was ‘other’ to its rational, patriarchal and colonial structures. He knew that individual psychic health could not be separated from cultural health. He suggested that art was one potent means for the collective unconscious to rebalance the world (Jung 1930: para. 161). It is time to look a little closer at Rolling Jnr.’s types of arts-based research. 


Types of Arts-based Research

Analytic arts-based research, or thinking in materials, is arguably empirical or experiential. It means that the artist researcher is immersed in the medium and that very immersion is the guiding direction towards meaning. Rolling Jnr. quotes Barone and Eisner on the way that the term “empirical” has become diverted from its roots. 

[W]e find it ironic that what is regarded as empirical focuses upon studies in which numbers are used to convey meaning… Indeed, it is interesting to note that the word empirical is rooted in the Greek word empirikos, which means experience. What is hard to experience is a set of numbers. What is comparatively easy to experience is a set of qualities. (Barone & Eisner 2012: xi, italics in original, quoted in Rolling Jnr. 2013: 21)

C. G. Jung also regarded creativity as empirical, in that his work with psychic images was immediate contact with the material, the image as a thing itself (1963: 205, 336). To him, his psychology was scientific because it encountered images from the deep psyche, empirically, without pre-judging them. Here we remember Jung’s assertion that his principles and concepts were a model, or a net thrown over psychic experience. The experience of images is, in his mind, an empirical act of knowing to be offered in the hypothetical frame of the psychology as a set of ideas. In a sense, the concepts are meaning-making forms by which to encounter the raw empirical matter of psychic images. Moreover, it is worth emphasizing how close Jung and ABR are in how their empiricism runs counter to what is meant by empirical research in modern times. 

So-called mainstream empirical research is supposed to be repeatable, or  replicated by another researcher. Neither the psyche nor the production of art works that way. Psychic images may share generic archetypal themes, yet they are unique as expressions of a particular moment. The empiricism of the psyche and of art combines what is transcendent or general (archetype, art in genres) with what is immanent, unique and particular (for the artist and the audience). 

So analytic arts-based research is led by empirical practice in the medium, whether that medium be paint, music, film or writing or some other. Rolling Jnr. quotes from his analytic ABR paper, ‘Messing with Identity Constructs: Pursuing a Poststructuralist and Poetic Aesthetics’ (Goffman, 1963; Rolling 2004). He demonstrates through poetic writing that his art is not an example, or a vehicle for ideas for pre-existing ideas. It is rather an exploration through making of the relationship of words, memory and being (Rolling Jnr.: 79).

In this writing I present myself as a child again, reconstituting blue worlds, regaining alternative homes, extra-normal realities, positioned outside of adult constraints and considerations. Outside the home of my father. Outside of schooling. Outside of my anxious body. (ibid.)

For analytic ABR, the art medium is a dynamic, creative, molten entity and a full partner with the researcher-artist. The artist does not shape the medium to a predetermined subject or outcome. Rather, the act of immersion, thinking in the materials (where words are materials too) becomes a mode of being and knowing. Similarly, to Rolling Jnr.’s example, The Nuclear Enchantment of New Mexico, in this volume is not prose-poems about nuclear New Mexico. It is a thinking/being in poetry to explore and investigate how the land,  people and their psyches have been scorched by  nuclear technologies. It is analytic ABR that, like many other such projects, has aspects of Rolling Jnr.’s other types as well. 

Synthetic arts-based research practice reinterprets existing published research and dominant assumptions through the making of art. Rolling Jnr.’s analytic ABR above was also synthetic in undermining and repositioning categories and genres of traditional research writing (Ibid.: 98). Research generally is characterized by forming and re-forming communities around ideas and practices in disciplines and fields. Synthetic research directly addresses these knowledge making activities or discourses. In the making of art, synthetic ABR will enter a dialogue with multiple perspectives. 

Its aim is not to force the research conversation into one dominant view because art is conceived as inherently fluid and open to many and various interpretations. Rather, synthetic ABR enters discourse as a space of mutability and transformation to adopt and switch between voices. It may offer new yet temporary theoretical notions; it always continues the productive dance of generating new positions (Rolling Jnr.: 87-90). Such research could take explicitly theatrical or performative form, while is also conducted through private acts of writing, painting, sculpting etc. The synthetic aspect of The Nuclear Enchantment of New Mexico is both within the poetry and in its dialogue with what Weishaus calls “paratexts,” which bring scholarship from multiple disciplines into a unique and generative relationship with the poetry (see chapter 5). 

Given that synthetic ABR re-orients the existing research field, it is not difficult to see that it may overlap with critical-activist arts-based research. Here research is ex-centric. The art resists and disrupts the centralizing tendency of powerful ideas or powerful groups. The theorist most influential to exploration of power as a centralizing force on language and society is M. M. Bakhtin. In The Dialogical Imagination (1981), Bakhtin has a metaphysical notion of primal centripetal forces of power in language that are countered by the way actual practice dilutes the discourse of power in what he calls heteroglossia. Every act of speech and writing is in one sense individual, and yet also framed and constrained by only partly conscious structures of permission and prohibition. 

Power focuses language and aspires to an impossible purity. Such perfection of pure power in utterance is impossible because it only gets enacted by individuals affected by multiple divergent energies that shape psychic embodiment every day. Hence, critical-activist arts-based research exploits the eccentric, de-stabilizing potential of the artistic imagination. By engaging with powerful ideas and groups through making art, there is emphasis on its heteroglossic capacity to disrupt. 

Critical-activist ABR detonates conventional narratives such as the work of the street artist known as Banksy, who turns graffiti into an investigation of how public spaces are made to reinforce dominant social groups. While in The Nuclear Enchantment of New Mexico,  poetry disrupts the typical scientific and military terminology around nuclear weapons. The work reveals how the positioning of certain types of language has enabled weapons of mass destruction to be hidden from full consciousness. 

Resemblance between the work of Bakhtin and Jung was first considered by Raya A. Jones (2003) and explored in my Jung as a Writer (2005). If language does work in the centrifugal (heteroglossia) and centripetal way proposed by Bakhtin, then it presupposes a corresponding psychic patterning rather like Jung’s archetypes. A sense of Bakhtin for the critical-activist ABR artist will be energized by a psyche that destabilizes fixed meanings. The Jungian psyche de-centers meaning and makes it fluid because that is how individuation works. Therefore, the critical-activist artist would be enthused by understanding the Jungian psyche as inherently challenging of the existing forms and language of power. 

To C. G. Jung art is innately critical-activist, not because he wanted any kind of actual revolution, but because he saw that repression of all that is ‘other’ in psychic terms is enacted in repression of all that is other to hegemonic powers in social and ecological terms. Art imbued with psychic images as symbols of the unconscious destabilizes power as a necessary attempt to heal modernity’s sick psyche. Whether its aim is reforming or revolutionizing society, critical-activist ABR gains by the opportunity of a Jungian underpinning. 

All art  is dialogical in Bakhtin’s sense, because it is always in a tension between the idea of perfect form incarnated in medium or genre, and its enactment, which inevitably brings in individual heteroglossic immanence. Arguably, genre in art is itself a centripetal idea pushing towards conformity, tradition, and the way art has previously reinforced the powerful. Take the genre of portrait painting, for example, where the tradition points to the artefact as a display of worldly dominion. In this context, the ABR painter might disrupt the heritage of portraits as a celebration of an individual’s social position. A portrait can aim to enact immortality (as an icon of the state), or suggest his or her mortality. 

Here I have stressed that critical-activist research need not be an overt act of protest to qualify. This is not to undervalue ABR that is demonstrably subversive in its material processes, such as turning a nuclear weapons base into a theater or guerilla gardening, making artful gardens in neglected or contested public spaces. Above all, critical-activist ABR is sited on the Jungian archetypal psyche as endless encounters with the other, whether it is aware of  it or not. 

The fourth type of improvisatory research practice is a modality more familiar to the artistic community. It corrals intuition in the full Jungian sense of being guided instinctively by the energies of the unknown psyche. Here the self as in the whole being of the researcher becomes the instrument of the process. What most distinguishes this type of ABR is the commitment to an  unknown destination before the artist begins. 

Crucially, the researcher is not always the subject or goal of research, as improvisatory ABR can be directed to interior or exterior material. Indeed, improvisatory research can range from the purely instinctual to the fully cognitive (Rolling Jnr.: 133). In between these polarities is the realm of intuition, which Rolling Jnr., quoting Wilson (1998) expands in a dynamic and comprehensive way. Intuition enables creative play that is not restricted by the rigid demands of instinct, nor the rational demands of logic. 

Between these two distinct modalities of knowing [instinct and cognition] lies the intuitive, defined as that “which allows us to escape the inflexible world of instinct by mixing unlike entities,” relying neither upon inexplicable precognitive impulses or careful logic but on that which is wholly and simultaneously “inventive and unreasonable” (Wilson 1998: 31). This range of instinctual, intuitive, and fully cognitive modalities are all at play in the creation of new knowledge through improvisatory arts-based research. (Rolling Jnr.: 133)

While this is an exciting arena for the researcher, neither Rolling Jnr. nor Wilson include Jung’s development of intuition as embracing both body and non-material psyche. However, the point about mixing unlike entities is important. For Jung, archetypes, as embodied energies, link the deepest pre-cognitive instinctual base, where body and psyche are indistinguishable, to the parts of the psyche where cognition is possible. His understanding of intuition and sensation are how the body becomes psyche through images that can be as diverse as obscure bodily symptoms, or as impactful as the astonishing effect of a powerful painting. Intuition is the autonomous mobilization of images in which the unknown psyche is most alive. In this way, it mixes unlike entities, as it demands that such images be treated as meaningful and their energy, their independent being, be trusted. 

Moreover, Jung integrates intuition as one of the four key psychic functions that can be distinguished from each other, as we have seen above. Intuition is important because the unknown psyche is actively trying to individuate the person by means of its autonomous creative energy. The unconscious will, of its own accord, try to supply the ego with what it lacks, or has repressed. Here lies the great connection between art-making and individuation, a connection, not an identity. While the archetypal unconscious will generate images to compensate or remedy a fragile ego, art psychotherapy has risen to operate in the Jungian psyche’s teleological drive to wholeness. 

A work of art may be the outcome of art therapy; yet art is not the goal of art therapy, which is always the therapy and not the art. Artists in any media are linked by seeing art as possessing a life and integrity independent of themselves, to the extent that art has to be prioritized over self-healing considerations. In fact, Jung came closest to  understanding  art in this way by acknowledging that visionary art may be demanded by wounds, or gaps, in the culture, not the person. Jung’s ambivalence about art will be returned to. For now, it is important to stress that improvisatory ABR, using a range of human qualities from instinct, intuition to cognition, will not be limited to therapeutic aims, whether of the maker or of society. 

Jung’s framework of four key functions of thinking, feeling, sensation and intuition is a tool for working with the experience, process and results of improvisation that could - perhaps should – include exploration in each psychic property. Arguably, Jung’s model of the psyche can in this way expand ABR significantly at the level of process. Sensation, which Jung saw in the participation of the physical senses in art, can be a springboard for intuition that can be further developed by thinking, valuing and feeling. We begin to see that Jungian psychology is a map for building a more integrated model of  artistic process. That such an account of psychic creativity can help ABR address modernity’s way of knowing and being will be the subject of the next two chapters. 

To conclude this introductory chapter, I offer Rolling Jnr.’s succinct summary of the way ABR challenges previous structures of research, more on Jung’s ambivalence over art, and a research context that ABR itself is slowly approaching, that of transdisciplinarity (Nicolescu: 2014). 


Arts-based Research as Challenging Knowledge Conventions
Rolling Jnr. argues that ABR is by nature radical and challenging because it questions not only how we make knowledge but also what we call knowing (4-18). It does so in three ways, all of which undermine any claim of knowledge to be transcendent or beyond dispute, universally applicable and accepted. Transcendent knowledge would exist in a realm above any considerations of history and cultural partiality. It would be abstract and not subject to revision. On the other hand, ABR brings ideological, rhetorical and socially constructed considerations to bear on existing disciplines and paradigms. 

First of all, he stresses that art making is a process directed to an audience that is not limited to a specific group at any one moment. It is therefore ideological in the sense of engaging with current political and social norms and yet also must reach beyond them. In doing so, rather like the critical role of Jungian psychology in revealing what is not yet known, ABR refuses to simply replicate ideological conventions. ABR will of its nature subvert and reveal what is ideological about existing knowledge. 

Moreover, ABR engages rhetorically with traditional research genres and forms. Rhetoric is the art of persuasion, and is therefore  a vital under recognized component of all research. For example, columns of numbers are presented for rhetorical value as well as content value if they are enacting a research paradigm that is generally accepted (see chapter 2). Rolling Jnr. gives an example of his own ABR of creative writing, pointing out that “[m]y approach was literally to undermine traditional research writing practice” (Rolling Jnr. 2013: 98). His work interrupts the rhetorical strategies of typical social science writing about identity in order to examine, critique and offer alternative models of knowing. In this sense all ABR is rhetorically innovative and critical as it brings not only the newness (to modernity) of making knowledge through art, but also the newness of rhetorical form enacted by every individual piece. 

Finally, ABR reveals the socially constructed nature of knowing by foregrounding the making of knowledge, even if it is also discovering knowledge. Knowing is socially constructed if we accept that it arises out of embedded social conditions and agreements about what is real and what is not. Since art is never stripped of a cultural context that is prepared to engage with the artefact, even if to recoil in horror, then it foregrounds the fragile social contract over what is art and what is not art. In this setting, ABR makes visible the socially encoded strategies that go into knowledge producing and disseminating. 

Indeed, ABR often provides far more diverse audiences for academic knowing. Typically in academic research access is limited by its rhetorical conventions that only the initiated can penetrate. In this way, traditional forms of research encode privilege by only being accessible to the highly, if narrowly, educated. ABR questions such privileging by using the broader communicative strategies of art to make and disseminate knowing. Such an overturning of how research is received reveals how far the academy and its research is replicating rather than critiquing social exclusion. In doing so ABR again uncovers social construction in knowledge production. 

Above, I have suggested that ABR and Jung offer similar positions to knowledge making, in aiming to bring the new or previously unknown into consciousness (ABR through embedding in communicable art). Given such cordiality, what about Jung’s own ambivalence about art as key to psyche?



Not Art but Nature? 

In his autobiography, Memories, Dreams, Reflections, Jung records a famous exchange with a figure in his psyche. 

I once asked myself, “What am I really doing?... Whereupon a voice within me said, “It is art.”… This time I… said, “No, it is not art! On the contrary, it is nature,” and prepared myself for an argument.”
(Jung1963/1983: 210-211)

If I had taken these fantasies of the unconscious as art... The anima might then have easily seduced me into believing that I was a misunderstood artist, and that my so-called artistic nature gave me the right to reject reality. (ibid.: 211-212)

Jung is in the midst of a psychological crisis in two senses. His break with Freud is partially due to his inability to accept Freud’s dictum that all psychic energy is fundamentally sexual. To Jung, psychic energy was not fundamentally any one thing; it was mutable and extended into mysterious realms that could equally manifest in a religious or spiritual manner. The quarrel with Freud over ideas in psychology precipitated Jung’s own mental breakdown, with visions, and voices, such as the anima above. These images from Jung’s unconscious eventually find form in his unfinished, and unpublished by him, Liber Novus or Red Book, which will be the subject of chapter 4. Meanwhile, what of his visceral rejection of the role of the artist?

Tjeu van den Berk’s excellent book, Jung on Art (2009), unpicks the psychologist’s suspicion of aesthetics, a term often folded into ideas about art, and refers to the study of what makes beauty (Berk 2009: 57-60). As one immersed in German Romanticism, Jung took aesthetics from Alexander Baumgarten, who in 1735 argued that aesthetics was the “science of the quality of sensory sensation,” and so an instinctual and bodily matter only. From this perspective, Jung saw the aesthetic, or beautiful, sensory qualities as confined to sensation and intuition, the more unconscious of his four functions. Art may employ aesthetics, but is not identical with it. He realized that an artwork can also demand ethical qualities of thinking and feeling as well. 

Jung believed that when a person adopts an aesthetic viewpoint, that is to value something as beautiful or not, it is mainly intuition and sensation that are activated in him. Not thinking and feeling. An aesthetic viewpoint is this not at all the same as an ethical viewpoint. Jung… fundamentally disagreed with the opinion that art is the same as aesthetics. (Berk 2009: 57)

Today, aesthetics is considered as the dimension of art that was engaged with beauty in any sense, including its rejection and destruction. As we will see in later chapters, art-based research vigorously disputes Jung’s Romantic heritage, because it sees the aesthetic as a summoning of what Jung might describe as all four functions. The aesthetic is a way of engaging with art that in ABR extends to ethical considerations that are integral to all research. However, Jung does discover ethics in his later encounters with art, as we will see. His famous concern that identifying as an artist would be a rejection of reality, and hence his patients, is only the beginning of the story of Jung as unwitting contributor to arts-based research. 

A Transdisciplinary Future
In the Handbook of Arts-Based Research, its editor and contributor, Patricia Leavy, uses the term ‘transdisciplinary’ to invoke the way ABR has greater communicative and hence social potential than traditional forms of research  (Leavy 2018: 24). Nowhere in the Handbook is the term ‘transdisciplinary’ defined as anything other than a way of blending hitherto separate and sometimes hostile disciplines. By contrast, Basarab Nicolescu has produced a vision of a transdisciplinary future that would not only welcome ABR but also would provide a new relationship between knowledge, power, culture, religion and the individual. 

Originally a quantum physicist, Nicolescu describes transdisciplinarity as a rejection of any hierarchy of access to the truth among academic disciplines. No branch of science, no one psychology, philosophy, art or humanities subject can claim to be more ‘true’ than any other. While different disciplines construct and/or explore different realities, none of these is more fundamental to who we are and how we know. Rather, the cosmos is made up of different kinds of reality, and so are human beings. Above all, the presumed superiority of the subject/object split in knowing is explicitly denied by transdisciplinarity. The importance of this move will be considered in the following chapter. 

Nicolescu’s book, From Modernity to Cosmodernity, shows an ancient division in Western culture between two forms of knowing. Reductive classical science relies upon the subject/object split and repeatable experiments, while what Nicolescu calls ‘Tradition’ is knowledge fostered by religions, spirituality, bodily practices and the occult. Such knowing is tended by revelation, vision, feeling and intuition (Nicolescu 2014: 19-24). Despite the presence of the sacred in Tradition, it is, like the classical science that denies it, affected by history and culture. 

What Nicolescu does not say is that the arts are a key means by which Tradition is renewed and perpetuated. The arts preserve and disseminate spirituality and revelation through their media. For art has forms with ancient origins that enact historically inflected ways of knowing and being. As we will see, ABR has a lot to say about splits in a culture’s attitudes to knowledge. Jung and ABR together offer unique opportunities to re-weave the torn fabric of our research. 

Future chapters will consider Jungian ABR as providing a psychology that extends to a philosophical approach that is innately holistic and embodied. Moreover, Jungian ABR can serve to address such twenty-first century anxieties as technological alienation: it will propose a new human subject not limited to the human. Jungian ABR is also historically embedded in the multicultural practice of alchemy; it can be ecological, and of necessity is transdisciplinary. Jung can help make arts-based research into a  paradigm for change that this era urgently requires.





Note
1) Joel Weishaus’ “The Nuclear Enchantment of New Mexico” was originally a joint exhibition with photographer Patrick Nagatani that premiered at the Albuquerque Museum May 19-Aug 11, 1991, and went on to the Stanford University Museum of Art, Oct 19-Dec 12, 1993. Afterwards, under the title, “The Deeds and Sufferings of Light,” Weishaus exhibited and further developed the texts on the Internet. In 2018-19 they were further revised with regard to recent research on nuclear weapons. Here they've been returned to their original title, for their first publication in book format.  
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