
 



 



 

 

 Hindsight  Participation Mystique and Looking Backward to Prehistory 

Art helps people remember what he called “hidden memories” (cryptomnesia) 

or repressed images which “rise from the unconscious,” both personal and collective 

(phylo-cryptomnesia for species memories) and take form in art (as cited by van den Berk, 2012, 

p. 1). To understand and psychologically process the artistic images that form this path, Jung said 

that “you  should  think  of  the  collective  unconscious  in  a  very  primitive  way” (p. 204) 

in which “primordial  experience”  is  “the  raw  material  as  nature  produces  it”  (p. 

159).  



 

Human nature, animal nature and our “human animal” as Jung’s soul calls it 

  “I  needed  to  find  the  image  behind  the  emotion  of  I  would  be  torn  apart”  Jung  

“Habitual  repression  of  emotions  is  dangerous,  it  can  even  endanger  life.” Jung 

Lead by the soul of TRB or what Jung (1961) called “the  soul  in  the  primitive  

sense” (p. 186), the archetypal artist leads humanity upon this path of return to the pre-logical 

and imagistic state of earlier humans. This is a return that requires the seeker to look “into 

the depths of history” to find and understand the soul by remembering an older 

prehistoric way of vision-based knowing (p. 206). From this preliterate visionary and artistic 

state, Jung was taught and then taught his students, in turn, to record visions by drawing or 

painting them, since “when  you  make  a  drawing  of  it,” according to Jung (1997), the 



visionary or fantasy image “remains  in  your  mind  or  in  your  field  of  vision” (p. 38). 

Jung’s art-based methodology was thus a way or pathway to return to a “primitive” state of 

mind and remember ancestral visions in which Jung said the “proof that the patient had reached 

the primitive level was that, from that time on, the main progress took place through direct 

vision” in which the artist “began to visualize . . . instead of thinking” (p. 95). 

After achieving a primordial state, “the  visions  will  be  rather  more  like  real  

experiences,”  according to Jung, and the patient will be “more active in them,” as “part 

of the mystery play [a medieval religious play and TRB]” (p. 147). They will think 

in fantasy images.  

 

 



Evolving the work of James and other psychologists, Jung used “fantasy  thinking” as 

opposed to “directed thinking” in TRB, characterized by RB editor Sonu 

Shamdasani (2009) as “passive,  associative,  and  imagistic” fantasy thought, 

“exemplified  by  mythology,” as opposed to “verbal and logical” directed 

thought, “exemplified by science” (p. 13). In order to induce fantasy thinking 

(also referred to as viewing and active imagination), Jung experimented with “hypnogogic 

states” between conscious waking and unconscious sleeping (p. 23). He then instructed “his  

patients  as  to  how  to  induce  visions  in  a  waking  state” (p. 75). In this 

visionary process, Jung avoided traditional directed thought during the duration of his visions, 

and he avoided subjecting the resulting visions or art to analysis afterward as well.  

 

Recognizing that thought was 

antithetical and even prohibitive to 

viewing, Jung (1997) declared that if 

“the intellect has tampered with 

it [visionary experience or art], I 

don’t believe it, because I know 

it is then only a metaphysical 

assertion which I hold to be hubris and illusion” (p. 301).  Critically, while the fantasy 



images produced by Jung’s art-based methodology were not intellectual they likewise made 

“no claim to be art [in a classical sense],” since, according to Jung, the art “is  

simply  an  aid” to remembering and understanding the soul’s visions (p. 38). Not aesthetic, the 

art was educational and therapeutic, described by Jung as “a  sort  or  visualization  of  your  

thoughts” (p. 38). This visual or pictorial thought was “immensely  valuable”  to Jung, 

“because  we  have  in  such  material  the  beginnings  of  the  most  

different  thoughts—thoughts,  for  instance,  that  you  find  in  China,  in  

India,  in  old  Alexandria,  in  Rome,  or  in  the  middle  ages” (p. 159). 

 

Through 

“deliberately  evoking  

a  fantasy  in  a  waking  

state,  and  then  

entering  into  the  

drama”  in TRB, as 

Shamdasani (2009, p. 23) 

described it, Jung (1933) 

followed his “archaic,”  



“primal,” and “original” soul (p. 125) in a return to the mythopoetic or myth-making thought 

of the ancestors, like the Primitivist artists of his time. A contemporary movement to TRB, 

Primitivism returned to past tribal and non-Western art and magical thinking, like Jung did in 

TRB, and as I will in this dissertation, to remember a different way of perceiving and knowing. 

Primitivist artist Pablo Picasso said, “Everything  you  can  imagine  is  real,” like Jung 

(1997) who said that objects “are real inasmuch as you can perceive them” (p. 

208). As will be elaborated, this magical thinking is a return to what sociologist Lucien Lévy-

Bruhl called participation mystique, a mystical participation that Jung believed allowed 

“primitive man” to know that they are “just  a  piece  of  this  world,  a  part  of  visible  

nature,” valuing themselves “as one among the other animals” and 

“an indistinguishable part of the collective unconscious” (p. 211).  

 

Because “as soon as 

civilization begins,” 

according to Jung, “there is that 

differentiation from nature” 

(Jung, 1997, p. 211), he insisted that 

a return to imaginal art-based knowing becomes necessary to remember nature within. This 

return was not to be found in “abstract  ideas  of  functions  and  archetypes” but 

“the  very  simple  idea  of  ghosts  [ancestors],  or  the  souls  of  objects  



[art]”  (p. 205). Referring to it as the secret effectiveness of art, Jung said that “the  effect  of  

participation  mystique”  is  “really  a  return  to  the  primitive  condition” that allows 

humanity to see human nature as a part of nature and both as ensouled (p. 220).   

 

Jung (1997): 

A feature common to all these pictures is a primitive symbolism which 

is conscpicuous both in the drawing and in the colouring. The colours 



are usually quite barbaric in their intensity; often, too, an archaic 

quality is present. These peculiarities point to the nature of the 

creative forces which have produced the pictures. They are non-

rational, symbolistic currents in the evolution of man, and are so 

archaic that it is easy to draw parallels between them and similar 

manifestations in the fields off archaeology and comparative religion. 

We may therefore readily assume that these pictures originate chiefly 

in that realm of psychic life which I have called the collective 

unconscious. By this term I designate an unconscious psychic activity 

present in all human beings which not only gives rise to symbolical 

pictures today,  but was the source of all similar products of the past 

(p. 71).   



 

The reemergence of 

archetypal and primal 

images can be seen in 

the art of Christiana 

Morgan, a patient that 

Jung taught his art 

process. “Such  

pictures  spring  

from—and  

satisfy—a  natural  

need.  It  is  as  if,  

through  these  

pictures,  we  bring  

to  expression  that  part  of  the  psyche  which  reaches  back  into  the  primitive  past  

and  reconcile  it  with  present-‐day  consciousness,  thus  mitigating  its  disturbing  

effects  upon  the  latter”  (p. 72).  



 

This is not a new idea, and Jung drew heavily from the past and past ways of knowing like the 

‘Primitivist’ artists of his time. Returning to past images and myths like the primitivist artists, 

Jung can be seen as a primitivist himself. While this language and the concepts behind it are 

highly problematic in terms of race and gender, Jung repeatedly and specifically described the 

soul of TRB as primitive, making the role of primitive art and a primitive perspective central.  

 



Participation Mystique 

The primitive (primordial) way of seeing was characterized by sociologist Lucien Lévy-

Bruhl as participation mystique, based on the ‘primitive mind’ of earlier humans. While foreign 

to most modern adults, Jung seemed to possess an innate sense of participation mystique as a 

child. Jung (1961) said that he “drew  endlessly” in childhood, stealing into a “dark  

sequestered  room”  to  “sit  for  hours  in  front  of  the  pictures,”  describing  art  as  

“the  only  beautiful  thing”  he  “knew”  (p. 16). Though Jung worked with art throughout 

his life, he was shamed in an early incident in which his viewing nude sculptures was greeted 

with, “disgusting boy, shut your eyes!” (p. 16) and later kicked out of art class because he could 

not “soullessly copy” external still lives as dead image but could only draw what from “his 

imagination” (p. 29).  

In particular, Jung drew and was drawn to mandalas.  



 

Beginning with mandalas, this section lists a number of key concepts or practices 

involved in Jung’s art-based methodology. Mandalas are not only an archetype of wholeness but 

a way of seeing that marks an essential aspect of Jung’s methodology, since:  

It  is  true,  I  must  add,  that  the  mere  execution  of  the  pictures  is  not  all  that  is  required.  

It  is  necessary  besides  to  have  an  intellectual  and  emotional  understanding  of  them;  

they  must  be  consciously  integrated,  made  intelligible,  and  morally  assimilated.  We  

must  subject  them  to  a  process  of  interpretation.  But  despite  the  fact  that  I  have  so  

often  travelled  this  path  with  individual  patients,  I  have  not  yet  succeeded  in  making  

the  process  clear  to  a  wider  circle  and  in  working  it  up  in  a  form  suitable  for  

publication.  This  has  so  far  been  accomplished  only  in  a  fragmentary  way (p. 72).  



 

This website attempts to integrate his fragments in a publishable form. For more on Jung’s 

mandalas (since I cannot show them given the prohibition of 5 images), please go to the visual 

glossary for information and links or https://www.youtube.com/watch?v=NiQ1f8IwvMk  

 



 

Besides mandalas, Jung worked with Visionary Art 

 Jung (1933) later called this kind of art visionary art for art based on symbols and the 

imagination—inner visions as opposed to an outer reality (p. 155). Contrasting visionary art with 

psychological art based on known signs, Jung focused on the symbolic nature of the unconscious 

as a way of knowing through art: art-based knowing. This imaginal knowledge was the way that 

people related in the past based on a concept of the soul as ancient and primordial. This was a 

lost or forgotten knowledge that is resurfacing from the past. 



 

Visionary art is not only an ancient practice, it is also a modern movement in which Jung is 

recognized as a pioneer. Increasingly digital, visionary art has a long history of translating inner 

visions into art as an imaginal way of knowing and communicating extrasensory reality.  

Contemporary visionary art: https://www.youtube.com/watch?v=exRPVlLB3lI 

Tribal African art: https://www.youtube.com/watch?v=7Q1M-jiKcXQ 

Visionary art: (not in English) https://www.youtube.com/watch?v=QX8qhijB3O4  

 



  

 

In TRB Jung worked with mandalas in visionary art through the enlightened body. 

This is a CRITICAL DISTINCTION between traditional and imaginal research. 

Jung (1997) “couldn’t get himself to read a professional book” (p. 1), instead 

learning what his soul called the “enlightening thought [that] comes from the body” 

through a body of art in TRB (Jung, 2009, p. 485). This enlightened thought of the body is an 



archetypal echo of the light of the embodied Christ who said that: “The light of the 

body is the eye: if therefore thine eye be single, the whole 

body shall be full of light” (Matthew 6:22) and Izdubar in TRB who had a blinding 

and “indescribable light break from his body” (p. 308). This is the enlightenment of the 

illuminated manuscript in which Jung (1997) said the “creative  eye” (p. 307) is a “mystical 

organ that emits light” (p. 304), making people a “creator” (p. 305) 

 

 

Embodied or tacit knowledge is foundational to understanding art-based research, since it 

is the lens of psychological perception—a lens not only of the eye but the embodied eye. So, in 

TRB Jung’s soul went within him “throughout the day,” so he could see through her 



embodied eyes and the Gods (Izdubar here) “became a living fantasy, whose workings” 

he said he “could feel on my own body” (Jung, 2009, p. 295). From Jung’s RB perspective: 

“The history of the world seems to be the progressive incarnation of deity” (p. 

353). This embodiment of the Gods through the soul is essential to the concept of visionary art 

and Jung’s methodology—because it is the eye of the soul that the artist sees through.  

 

Monotheism and Polytheism: a Multiple Soul  

Given the multiplicity of the soul that cannot be thought in TRB because of Elijah’s “old and 

ingrained mistake, that the one excludes the many” (p. 547), the monotheism of what has been 



called (Logan) “the Alphabet Effect” will be central. As others like Shlain have attested, the 

correlation between the rise of the monotheistic Christian word and God with the fall of the 

polytheistic, image-based Goddess is a critical cultural shift. This shift in worldview, as Jung 

referred to it, can be blamed for the memory loss of the soul and her art. Beyond the prohibition 

of art, multiplicity itself was then demonized in the three monotheistic religions based on the 

bible where, for example, the demons’ name, is “Legion” for “we are many” (Mark 5:9).  

For more: https://medium.com/re-visioning-religion/the-literalization-of-monotheism-

3ec380425033  ; https://study.com/academy/lesson/polytheism-monotheism-in-religion-many-

gods-vs-one-god.html   

 



This will be an important shift for this art process because it relates to Jung’s advice to 

view the soul as a painting as opposed to thinking. To overcome the biblical exclusion of the 

feminine, Jung insisted “that  the  Godhead  includes  the  feminine”  in TRB, according to 

Shamdasani (Hillman & Shamdasani, 2013, p. 124). In his argument associating the fall of the 

goddess as manifest in women and nature with the rise of an abstract, alphabetic God, Shlain 

(1998) gave modern scientific evidence that corroborates Jung’s argument in the Cornwall 

Seminar and his imagery in TRB. Shlain will be included in this art process, because he 

evidenced the biology of the loss of the soul and her art teaching, going back to correlate the 

decline in women’s power and the power of the goddess in relationship to the rise of monotheism 

and patriarchy. This is another way of framing the subordination and blinding of Eros by Logos 

in mythic and historical terms—a history that is still lived out in its affect TODAY. 

 



 

In Morgan’s art she is often 

depicted as a black woman 

and Madonna. These 

paintings stem from 

hypnogogic visions that she 

induced and can be seen as a 

return to the primordial 

ancestry of the soul and Eve. 

Recognizing that this is 

highly problematic in terms 

of race (please see ethics 

video), I acknowledge that in 

the same Visions seminar 

Jung used the n word as well 

as pejorative and prejudicial 

language. Yet, given my own visions and art of the black Madonna or Yin, I highlight it here as a 

theme that seems to be emerging from the depths. Jung (1997): 

Yes,  that  is  the  assumption,  that  the  Yin  is  a  mere  shadow  of  the  conscious,  that  all  

psychological  phenomena  are  just  shadows  cast  by  the  light  of  consciousness  which  

have  no  substance  whatever.  Therefore  it  is  an  amazing  discovery  when  something  in  

that  shadow  moves. (p. 667) 



 

Jung speaks directly the “black anima” in an earlier passage (and in a longer passage included in 

the section on Feminine Gnosis) in a way that indicates something not to do to your visions or 

visionary art—or that of someone else. Try not to project yourself or impose your theory: “In a 

man’s case it would be a black anima; . . . But in this case, as a woman is not supposed to have 

an anima” (p. 662). As indicated, I am working with the soul in men and women, reflecting 

Jung’s own statements from TRB, but the point is to not judge—or e  

en think. Allow and observe if you cannot participate, but to judge is to exit the image and to 

shut it down. To judge, as Jung advised Morgan, is how you can lose your soul.  



 

Transcendent Function  

Chodrow explained that Jung’s “early concept of the transcendent function arose out of 

his attempt to understand how to come to terms with the unconscious” in his RB period (Jung, 

1997, p. 4). During this time, he discovered that there was an “inborn dynamic 

process that unites opposite positions within the psyche” and 

“draws  polarized  energies  into  a  common  channel,  resulting  in  a  new  

symbolic  position  which  contains  both  perspectives” (p. 4). In a corresponding 

way, in Jung on Active Imagination, the evolution of Jung’s archetype of wholeness, which he 

later labelled the Self, began with an early exploration of the “transcendent function through 

active imagination” (p. 5), evolving into a perspective and embodiment of the whole. 



 

Corpus Callosum (as another aspect or mechanism of the transcendent function 

Critically, viewing is holistic, reflecting the network-like creativity of the soul (Shlain, 

1998) and the soul’s ability to allow Jung (2009) to “see the whole in the parts,” which has been 

labelled the “imaginal network” by neuroscience (Kaufman & Gregoire, 2015). Bridging 

the hemispheres of the brain, viewing through the imagination lets artists individuate through a 

trans-cranial union in which the transcendent function is manifest in the biochemistry of the 

brain (Kaufman & Gregoire, 2015). Notably, women’s corpus callosum are thicker and they 

work more bi-hemipherically with both sides of the brain.



As stated, I will not go in depth into neuropsychology and neurobiology, but will use this 

perspective to lend support to the sight of the soul as evidenced archetypally throughout history.  

 



 Long associated with the feminine, the functions of the right hemisphere have diminished in 

perceived value over past millenia, along with arts-based learning (Pinson, p. 10). The separation 

of the right and left hemisphere and their gendered association with the feminine and masculine, 

anima and animus as soul and mind respectively, marks the evolution and subsequent 

ascendency of verbal language from and over the previously existing and dominant visual 

language. Originating in ancient Egypt, two separate languages evolved, one the symbolic and 

sacred language of “pictures and images” that was related to the soul, and the other the 

“colloquial language used for ordinary conversation,” which was 

phonetic and alphabetic (p. 10).   

 

RENAISSANCE  



Jung (1923) returned to 

the Renaissance (meaning 

“rebirth”) in TRB, embodying 

the purpose of the “soul of 

humanity” as to “give birth 

to the old in a new time” 

(p).  Noting that the artists of 

the were able to reclaim this 

magical artistic tradition, Jung 

referred to Leonardo as a 

“magician,” and he 

spoke of the magical effect of 

art on the viewer: “In as 

much as such a 

figure (art object) 

makes an impression on you, it releases energy” (p. 17)—energy 

which is soul. Citing Leonardo’s famous portrait, the Mona Lisa, as an example of a “figure,” 

Jung concluded that “such  picture  is  mana,  fetish,  etc.”  (p. 17).   

For an animated look at the masculine and feminine in the Mona Lisa: 

https://www.youtube.com/watch?v=Cm_nD5onxxo or 



https://www.videoblocks.com/video/mona-lisa---leonardo-da-vinci--renaissance-painting-

animation-sc_r3fbnej0r1ekx7  

 

Such figures make up TRB, in which Shamdasani said that Jung was attempting to 

reimagine the ritual purpose of art (Hillman & Shamdasani, 2013, p. 50). I believe that the ritual 

purpose of art offers a new way of uniting inner and outer realities and redefining duality itself 

by taking us back to a time when duality did not exist (Harding, 1923). Finally, the creation of a 

personal myth, like Jung’s in TRB and the beginning of mine in my art process, offers a gnostic 

teaching in which people are called to find their “own way” (Jung, 2009, p. 125) instead of 

following Church doctrine—or Jung’s. Jung was emphatic that each person finds their own way 

in TRB, reflecting a return to earlier gnostic teachings and what he called art as a Reformation 

that can restore the original diversity of Christianity (Harding, 1923).  

  


