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1. Introduction

This paper is an affirmation of the art of psychotherapy through a piece of mixed
media conceptual visual art. In our practice as Jungian analysts we commit ourselves to
an art that is embodied in our careful consideration of the unconscious. Our work on
ourselves and with our patients is a process by which we and our analysands try to bring
together conscious and unconscious tendencies. This sounds simple, but in the current
spirit of our times, the unconscious and the ego are both either deified or vilified. Most
psychotherapeutic systems either deny or diminish the unconscious. At the same time,
our culture is influenced by new age ideals, including some superficial
misunderstandings of eastern philosophies which preach the death of the ego. A third
way or a balance between conscious and unconscious, is rarely found in the culture at
large or in the discourse of our patients. The objective of this paper is to capture this
balance in an embodied experience and write about it, using Jungian theory.
The importance of a balance of unconscious and conscious forces cannot be
overestimated. Jung dedicated much of his work to this issue, especially in the final
years of his life which focused on the fundamental question of how opposites are to exist
and meet each other. That is, of course, more complex than a simple balancing, but it is
a larger version of the same theme. Even though opposites show up in many places, the
complexio oppositorum of conscious and unconscious seems to be the fundamental
issue for a human life that is embraced by the wholeness of psyche, the conjunction of
them both.
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The final chapters of Jung’s ‘autobiography’ Memories, Dreams, Reflections
(MDR) contain important thoughts regarding the mediation of conscious and
unconscious opposites1. For example, the final sentences of the chapter entitled On life
after death: ‘But man’s task is the exact opposite: to become conscious of the contents
that press upward from the unconscious. Neither should he persist in his
unconsciousness, nor remain identical with the unconscious elements of his being, thus
evading his destiny, which is to create more and more consciousness. As far as we can
discern, the sole purpose of human existence is to kindle a light in the darkness of mere
being. It may even be assumed that just as the unconscious affects us, so the increase in
our consciousness affects the unconscious.’ (p. 326)
About two years ago, in order to concretize such an idea, I chose a visual art
project. Decades before becoming an analyst, I had attended art school, and throughout
the years I have continued to work on different art projects, and often exhibited my
work. Since the beginning, my art pieces have reflected my involvement with Analytical
Psychology. Every artist has his or her own inspiration, and Jung's Analytical
Psychology has been mine. Regarding this art project, I bought a copy of the American
Psychiatric Association Diagnostic and Statistical Manual of Mental Disorders, fourth
edition (DSM-IV), and every day I would open it at random and make a black ink blot on
the page. Over time, a large collection of inkblots were generated inside the DSM book.
In this paper, I am presenting some of these images as well as discussing analytical
questions arising from them. I see the project as a package: the art work and the writing

1

Regarding this question of conscious/unconscious opposites and importance of both elements in MDR, start
looking at the dream of the struggle with the Arab prince (page 243), where the point is ego surviving the
unconscious, the importance of the ego. Then the dream of the yogi in the chapel (page 323) affirms the
uncontested power of world creation of the unconscious.
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being equal parts, or fundamental parts, of a larger subject: the relationship of formal
visual material and psychoanalytic discourse. It could be said to reflect a coniunctio of
the two. If ever art and analytical writing seemed to be opposites, or better yet a cluster,
here, the visual and conceptual aspects are brought together.
In the written part of the paper, I first introduce my view of Analytical Psychology
as the inspiration, or inner logic, for my own work as well as for some other art
movements and artists.
Next, I discuss my art project and its elements and also the question of
randomness in art. I will show how the DSM is the quintessential instrument of the
mental health establishment to ward off the ‘devil’ of the unconscious. Like any
conscious move to suppress the unconscious, it constellates the unconscious at an even
more destructive level. The result is the appearance of the collective shadow.
Following this is an investigation of the inkblots themselves. If the DSM was
designed to ward off the unconscious, inkblots are a process of conjuring it up. There is
a long history of inkblots as instruments to summon up the unconscious, spanning the
realms of art and psychology from Leonardo DaVinci to the Swiss psychiatrist Hermann
Rorschach. I would like to point to Jung’s own references to the Rorschach test (mostly
in his essay about UFOs) and how he compares it to modern art as an instrument to
trigger unconscious activity. Then there is a look at the influence of Rorschach’s work on
an art piece by Andy Warhol.
A central structural element of the inkblots is their vertical or bilateral symmetry.
I’ll discuss reflection symmetry, the phenomenon of Pareidolia and contemporary
studies of cognitive mechanisms.
Concluding the second part is an investigation of my metaphor of choice for the
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conscious and unconscious, and the Taoist symbol of their interrelationship, the Taijitu.
The third part of this paper deals with my understanding of Jung's idea of the
transcendent function as it applies to my art work, and amplifies the art historical
processes reflected in the concepts of “academic” and “outsider” art.
In conclusion, I will address my psychological interpretation of the inkblots from
the pages of the DSM that I have appropriated. I’ll address questions of projection and
recollection for this project. I intend to apply the feeling and sensation functions to what
I went through in the making of these specific plates.
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Plate 1: page 102
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Plate 2: Page 726
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Plate 3: Page 214
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Plate 4: Page 710
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2. Analytical Psychology as the inner logic of an artwork

In my understanding, every art object has an inner logic. I use the expression
“artwork inner logic” to refer to the concepts, contents and structure of the art piece.
The “concepts” are the ideas that drive the artist to make a particular art piece.
Another word for this could be artistic inspiration. The artist may want to talk about
politics, as is very common in the art world today, or about chance, nature, the body,
imagination, mathematics, religious and mythological themes, analytical psychology, art
history itself or anything that occupies one’s psyche in almost infinite ways.
The “contents” are the specific images one sees (or hears, or feels, as images are
not only visual) in the final piece. They could be clearly decipherable objects in a
figurative painting or sculpture, geometric and abstract forms, or hybrids that resemble
natural objects distorted in many ways.
The “structure” is also known as the form in which the art piece is presented. It
involves questions of shape and color, media, structural support, delivery and
presentation as well as questions regarding the time and space existence of the piece.
Concepts, contents and structure can and often do interpenetrate each other, so
that the form is related to the concept. The contents are representations of the concepts.
The structure itself is a concept. The contents depend on the structural form. Works
may or may not have a physical existence. They may be a unique piece or multiples, or
eternally reproducible like video copies.
In the past the word poetics has represented this idea of internal concept, content
and structure. Since poetics historically also had the connotation of assigning meaning
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through the questions of concept, content and structure, the words “inner logic” are
more objective. Meaning can then be incorporated inside the logic, whether there is any
meaning intended or not. For me poetics sounds, well, poetic, but I understand the need
to be more objective by naming it a “logic”.
What drives the artist towards a specific inner logic is a valid psychological
question, but it has no influence on the quality of the work itself. The origins of a specific
inner logic might be related to the influence of psychological disposition or a
psychological type of the artist. Certain choices of inner logic are clearly associated to
the spirit of the times, such as the quality of a time that brings abstraction after a
destructive world war, politics after a long history of prejudices and discrimination, and
perspective after a flat world view.
Having introduced my idea of artwork inner logic, I’ll show some predecessors to
my use of analytical psychology as inspiration.
The current concept of the unconscious includes elements like dreams, fantasies,
myths and imagination. These elements were used as artwork’s inner logic in the past,
before the concept of the unconscious, psychoanalysis and analytical psychology were
defined. One example is the work of Hieronymus Bosch. His paintings have scenes
which are rife with imagery produced by the unconscious. On a conceptual level, I
understand him to be commenting on the state of society of his time and the way the
collective handled madness, as represented by his painting The Ship of Fools.
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Figure 1: Jheronimus Bosch Christ in Limbo

More recently (in art after 1900), since the birth of psychoanalysis, the
unconscious elements have been visually represented by the art movement known as
surrealism2. Andre Breton, one of its main exponents, called surrealism a ‘psychic

2

Surrealism was directly influenced by Dada, sharing many artists in both movements, and there is a very
important connection between Jung and Dada (The Art of CG Jung pgs. 19ff). Jung himself was part of the
contents of dadaist artwork through Dadaist Sophie Taeuber-Arp. Sophie used Jung’s kachina figures in her
previous work and she had a direct relationship to Jung mainly through her sister. In 1918, she represented
Jung as Dr. Komplex (Art Since 1900 pg 217). Taeuber created marionettes for an adaptation of the play The
King Stag of the satirist Carlo Gozzi. For this production, Gozzi’s tale of court intrigue, is moved into the
Burgholzli forests and became a spoof of psychoanalysis. The king and his beloved are at the mercy of Freud
Analytikus and Dr. Komplex (Jung), all struggling for control of the royals. In the words of Hal Foster (Art
Since 1900 pg 217): ‘Dr. Komplex appears no less ridiculous than Freud Analytikus’.
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automatism’, with its attempts in automatic writing and art. After the war, other
movements like art informel, abstract expressionism and cobra are said to express a
connection to the concept of the unconscious. Hal Foster (Art Since 1900, p. 17) claims
that ‘Jackson Pollock was involved in Jungian analysis in ways that affected his
painting.’ Later on, starting in the seventies, art became (conceptually) a vehicle for the
feminist criticism of psychoanalysis3.

3

Hal Foster (Art Since 1900, pgs. 18-9) speaks of two examples: Barbara Kruger’s critique of high art and
mass culture obsession with the psychoanalytic defined “male gaze” which is “empowered with the pleasures
of looking, with women mostly figuring as passive objects of this look” as in Kruger’s work “Your gaze hits the
side of my face” and Lynda Benglis’ “Untitled, 1974”, a work showing the naked artist holding a plastic
phallus, “mocking the macho posturing of some minimalist and postminimalist artists” as “some artists
attacked patriarchal hierarchies...in the art world...psychoanalysis figured as both weapon – because it
offered profound insights into the relation between sexuality and subjectivity – and target – because it
tended to associate women not only with passivity but also with lack.”
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Figure 3: Surrealist movie: Un Chien
Andalou by Luis Bunuel and Salvador
Dali

Figure 4: Sophie Taeuber
work Dr. Komplex (Jung)
One artist whose usage of psychoanalysis for the artwork inner logic, that I
particularly like, is the Brazilian artist Lygia Clark. Writing about the relationship of
Lygia Clark with psychoanalysis, the art critic Christine Macel (Lygia Clark, MoMA
catalog, pgs. 253ff) says: “From the 1960’s on, Clark’s work reflected her keen interest in
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psychoanalysis”. Her work, with titles like ‘Relational Objects’ and ‘Structuring of the
Self’ reflected her reading of Winnicott, Anzieu and Lacan. Macel continues: “Clark’s
approach to psychoanalytic treatment, first with Daniel Lagache and then with Pierre
Fedida, bred artistic work that was directly informed by psychoanalysis as she
experienced it in her treatment and through her wide reading.” One of the main aspects
of Clark’s work has been the participation of the spectator, which she called an
experimentation for others derived from her research in psychoanalysis.

Figure 6: Barbara Kruger: Your Gaze Hits the Side
of My Face

Figure 7: Lygia Clark: You and I
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Plate 5: Page 812
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Plate 6: Page 774
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Plate 7: Page 722
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Plate 8: Page 660
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3. The art piece for this project

In this chapter I explore the details of the art piece I created for this art project
and the theoretical questions surrounding these details.

3.1. The Process of making the art piece

The making of the work consisted in opening a copy of the DSM-IV (Diagnostics
and Statistical Manual of Mental Disorders – Fourth edition, published by the
American Psychiatric Association, Washington, DC, copyright 1994) at random, once a
day4, and making an inkblot. The inkblots were made with black waterproof India ink.
The black ink is common India black ink sold at art stores. The ink droplets came from a
dropper that functions as a cap of the ink bottle. I could choose between one or many
drops, sometimes going back to the bottle to refill the dropper. After dropping the ink, I
would move, incline, shake or just wait, and then close the book again. Sometimes, I
would hold the book at an angle while making the drops. Once the book was closed, I
laid it on the floor and stepped on it, to press the ink into the paper. After a few minutes,
before the ink dried, but after enough time for the ink to be absorbed by the paper, I

4

The inkblots were done once a day, but sometimes I would go several days, weeks or even months without
doing any. I have never done more than one a day. There is a long tradition in conceptual art of doing
something at a predetermined pace, as once a day. One famous example is On Kawara’s Today series. From
the Guggenheim Museum website explanation: ‘On January 4, 1966, On Kawara began his Today series, or
Date Paintings. He worked on the series for nearly five decades. A Date Painting is a monochromatic canvas
of red, blue, or gray with the date on which it was made inscribed in white…Kawara’s choice of dates appears
to follow no overall principle. Some dates may have been personally or historically significant. Above all,
however, the Today series addresses each day as its own entity within the larger context of the regularized
passage of time. The series speaks to the idea that the calendar is a human construct, and that quantifications
of time are shaped by cultural contexts and personal experiences.’
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would open it again for it to dry permanently. Sometimes I would repeat the process
over the page that had a dried inkblot. A pair of paper sheets were inserted a page before
and a page after to guard the other pages from being contaminated by ink coming from
this blot. In the end, I wrote the date and page number in a sequential list on the first
page of the book. If opening the book at random fell on a used double page, I could start
again or move backwards or forwards until an unused pair of pages was found. For the
most part, I tried to avoid reading the background text before doing the inkblots, but
sometimes it was inevitable that I got a glimpse of the text. Other times, the text proved
magnetic, so I had to read longer passages before doing the drops. The inkblots
produced by this means have a vertical symmetry configuration, i.e. they are mirrored as
regards the centerfold divider of the DSM. The question of vertical symmetry will be
addressed later on in the discussion of the inkblots.

Figure 8: On Kawara's Day Paintings
Why the DSM-IV? This question is related to the fact that nowadays the DSM 5 is
the current edition in use by clinicians since 2013. Beyond this, the choice has to do with
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the book as the medium for an art work. The DSM-IV, at least the copy I have, has an
interesting red hard cover, while the DSM5 has a bluish soft one. The pages of the DSM
5 are too thin and appear waxed, not good as an absorbent for ink, while the velvety
paper of DSM-IV feels more appropriate. Last but not least, a copy of DSM 5 is very
expensive, while a DSM-IV is almost free. From a feeling point of view, the DSM-IV
book was way more appealing. Furthermore, as a conceptual art work piece, questions of
clinical relevance, such as up to date insurance codes and proper language for clinical
case reports, are absolutely irrelevant. However, the DSM has its own history, and a
decision to use a version that is not current cannot ignore this fact.
The final art object is neither the DSM nor the inkblot art on the DSM. It is a
mixed media object in itself. The DSM has been ‘appropriated’. It is no longer a DSM
copy, but a part of my art work. Appropriation is a major component in contemporary
art theory discourse. Rosalind Krauss (Art Since 1900 pgs. 47-8) calls the incorporation
of an object into somebody else’s work a poststructuralist move. The original object is
stripped from its original ‘author’. Krauss identifies it with Roland Barthes’ and Michael
Foucault’s analyses of “the death of the author”. Krauss calls it “a copy without an
original” and says: “...Theories of poststructuralism came to identify with such work
involved a serious questioning of notions of authorship, originality and uniqueness, the
foundation stones of institutionalized aesthetic culture… the name “appropriation art”
has come to be affixed. And this type of work, building a critique of forms and
ownership and fictions of privacy and control came to be identified as postmodernism in
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its radical form.” So I claim I’m appropriating the DSM out of the APA ownership and
control5.
The question of chance6 in art is very important for conceptual art pieces like
mine. It is equally important in analytical psychology. Chance was a very important
question for Dada7, which we have seen has significant connections to Jung, and it was a
fundamental question for Marcel Duchamp, who at a certain point was a Dadaist, and
the artist that most impressed Jung at the 1912 New York armory show (see Jung’s
many comments regarding Duchamp’s Nude Descending a Staircase in The Art of CG
Jung pgs. 19ff). One of the main tenets of conceptual art is the supremacy of ideas over
artistic manual skill; the irrelevance of that skill which has forever ruled the very core of
an artist’s capacity. Rosalind Krauss (Art Since 1900 page 163) sums this up when she
writes:”...But chance, of course, rules out the traditional artist’s desire to compose his or
her work, to prepare it step by step. And in abrogating composition, the use of chance
also nullifies the idea of skill that had always been associated with the very definition of
the artist.” The poet Charles Simic, on analyzing the work of the artist Joseph Cornell
(Dime-Store Alchemy page 61), touches on this question of chance from a more
analytical psychology point of view: “...Marcel Duchamp and John Cage8 use chance

5
6
7

8

APA itself already has an interesting relationship to “ownership and control” since the DSM is notoriously
“author-less”.
Chance in art functions mostly as a metaphor. All works of art that invoke chance, my inkblots included,
would never pass a strict mathematical test for pure randomness, as a ‘person’, the artist, due to his cognitive
functioning, is not capable of absolute equal probabilities of actions.
The Dada artist Hans Arp (future husband of Sophie Taueber) made collages of pieces of paper that were
torn from something else and recomposed by dropping them by chance on a surface. Francis Picabia, another
Dada, threw ink on a page, making formless splotches, not far from inkblots (not having symmetry though)
and called the work The Blessed Virgin.
“John Milton Cage Jr. (September 5, 1912 – August 12, 1992) was an American composer, music theorist,
artist, and philosopher. A pioneer of indeterminacy in music, electroacoustic music, and non-standard use of
musical instruments, Cage was one of the leading figures of the post-war avant-garde. Critics have lauded
him as one of the most influential composers of the 20th century...Cage is perhaps best known for his 1952
composition 4′33″, which is performed in the absence of deliberate sound; musicians who present the work
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operation to get rid of the subjectivity of the artist. For Cornell it’s the opposite. To
submit to chance is to reveal the self and its obsessions.”
Chance has a very special place in analytical psychology. In a way, analytical
psychology challenges even the existence of chance as a pure random process. Or if it
does exist, then the issue is its coexistence with the question of the quality of time. There
could be purely random chance events, but not everything that happens by chance is
random. The quality of that moment in time dictates the outcomes. Jung was highly
influenced by Chinese philosophy and his study of the I Ching. In Jung’s view, things
left to happen by chance will align with the specific quality of that moment in time. In
that way, all events are connected together, meaningfully but acausally.
On a larger cosmological scale, from a western divination point of view, the
quality of a time changes according to the time evolution of astrological eons. This larger
cosmological scale would be part of an acausal orderedness of the universe. Therefore,
day to day mundane chance events could be in fact a part of a larger order, nonetheless
acausal. Like anything of such a large scale, it would have local ramifications, so that an
individual chance event relates meaningfully to the subject, the time and place of the
event. Synchronicity, an acausal connecting principle, links events across time and space
and subjects, through a shared meaning. Jung defined synchronicity as a particular
instance of a more generic acausal orderedness (CW 8 pars. 816ff).

do nothing aside from being present for the duration specified by the title. The content of the composition is
not "four minutes and 33 seconds of silence," as is often assumed, but rather the sounds of the environment
heard by the audience during performance. The work's challenge to assumed definitions about musicianship
and musical experience made it a popular and controversial topic both in musicology and the broader
aesthetics of art and performance (Wiki).” After reading the I Ching in early 50’s, Cage was highly influenced
by it: “To compose a piece of music, Cage would come up with questions to ask the I Ching; the book would
then be used in much the same way as it is used for divination. For Cage, this meant "imitating nature in its
manner of operation": His lifelong interest in sound itself culminated in an approach that yielded works in
which sounds were free from the composer's will (Wiki)”
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From this standpoint, the drops of ink, as they fall and land on paper, would not
be much different from the yarrow stalks used in the I Ching procedure. So one could
say that the inkblots have a meaningful correlation to the moment when they were
created and somehow to the contents of the text of the page where that happened, the
space9 of action. In other words, the inkblots and the DSM content where they landed
have a meaningful connection. This proposition regarding chance would work in a
different way from the perspective of an art historian, as the artist and the process are
now intermingled through a more objective psychic reality. So chance in this work
wouldn’t be a phenomenon of causal order (artist skill), or disorder (random chance concept), but acausal order.

Figure 9: According to the Laws of Chance', Jean
Arp (Hans Arp)

9

In Physics, space and time are in the same four dimensional spacetime fabric. In the synchronicity essay,
Jung attributes his change of understanding from separate space and time to unified spacetime to
discussions with W. Pauli (CW8 par. 963).
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Figure 10: Francis Picabia: The Blessed Virgin

Figure 11: Marcel Duchamp: 3 standard stoppages - the
birth of chance in art
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Figure 12: Marcel Duchamp's
The Bride Stripped Bare by
Her Bachelors, Even. An
accidental crack to the glass
during transportation is
incorporated into the work as
chance

3.2. Discussions of the DSM usage as it regards this artwork
The appropriated DSM pages in this art object stands for consciousness, the seat
of the ego. As the standard bearer for consciousness, the DSM also works as a device to
ward off the devil, i.e. an apotropaic charm to keep the unconscious out of the way. As
any other attempt to avoid the unconscious, the DSM ends up conjuring the collective
shadow. These claims are backed by some theoretical discussions, but it is my fantasy,
or artwork inner logic, that “paints” the DSM as such.
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The history of the DSM is a statement of the powers of rationality to deal with the
psyche10. It is yet another attempt to make dealing with psyche a science. Anne
Harrington, in her book Mind Fixers, describes how the eternal dualist fight of mind
and biology produced the DSM (the victory of biochemistry). The dualist battle starts
with Emil Kraepelin and goes on through the Freudians, who had an enormous
influence on American psychiatric circles (medical schools, hospitals, practice). In a
way, Harrington paints the DSM as instrumental in the revolt against the psychoanalytic
model. I interpret this revolt against psychoanalysis as the rejection of dynamic
psychology in general or ultimately against the ‘idea’ of an unconscious11.
Harrington opens with an introduction entitled Our Biological Enthusiasms,
quoting from a 1978 interview of the historian and social critic Martin Gross, who had
then just launched a book titled The Psychological Society. Harrington says:

Scorning the current infatuation of psychiatry with psychoanalytic practices, he
prophesied that “within the next ten years...psychiatry will come out of the dark ages,
will drop all the nonsense and expertise about human behavior of which they know
absolutely nothing that my grandmother didn’t know, if they know that much, and will
turn to medicine.”

It is interesting to note the devaluation of his own grandmother and the ‘dark
ages’ as the eternal oblique reference to the unconscious, while ‘medicine’ is the ultimate
science against it.

10 Psyche is a very vast subject. The DSM is a diagnostic manual for psychopathology.
11 Harrington never says this, but her book claims exactly that.
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Harrington brings the ‘manifesto’ of the so called ‘new-Kraepelinians’ as the
guiding principle of the DSM revival, and as the ultimate victory over psychoanalysis. I
think that this manifesto (ibid page 128) is a perfect example of a position against the
unconscious:

1.

Psychiatry is a branch of medicine.

2.

Psychiatry should use modern scientific methodologies and base its
practice on scientific knowledge.

3.

Psychiatry treats people who are sick and who require treatment for
mental illness.

4.

There is a boundary between the normal and the sick.

5.

There are discrete mental illnesses. Mental illnesses are not myths.
There is not one, but many mental illnesses. It is the task of
scientific psychiatry, as of other medical specialties, to investigate
the causes, diagnosis, and treatment of these mental illnesses.

6.

The focus of psychiatric physicians should be particularly on the
biological aspects of mental illness.

7.

There should be an explicit and intentional concern with diagnosis
and classification.

8.

Diagnostic criteria should be codified, and a legitimate and valued
area of research should be to validate such criteria by various
techniques. Further, departments of psychiatry in medical schools
should teach these criteria and not depreciate them, as has been the
case for many years.

The images in this paper are strictly for educational use and are protected by United States copyright laws.
Unauthorized use will result in criminal and civil penalties.

29

ARAS Connections
9.

Issue 1, 2021
In research efforts directed at improving the reliability and validity
of diagnosis and classification, statistical techniques should be
utilized.

If one looks into the underlying themes and words of this manifesto, the
manifesto seems to go in a crescendo from what is scientific, what is normal, what is
causal and shows diagnosis as the instrument through which all culminates in
treatment. It says treatment, but it never says healing. The ultimate god in this
pantheon (diagnosis is the altar), that explicitly bans myths, is statistics.
Jung seems to have regarded statistics as the Antichrist of the self, the eraser of
all that is individual. Nowhere, in my view, is this better stated than by Marie Louise von
Franz, in her book, Number and Time (pgs. 218ff):

The extent to which statistics, in its applied and dogmatic form, has become a
destructive, deadly tool... need not be emphasized.
...When we today believe we have uncovered nature’s secrets through probability theory
or statistics, we too have fallen victim to an inflation...For “faith in large numbers” causes
an inflated identification of consciousness with what is merely one aspect of the
archetypal pattern of the infinite number series, set up in opposition to unique events.

In that sense, statistics would be a way to erase differentiation, the act of
separating from the unconscious. It is odd then, that Jung resorted to statistics when
trying to experimentally address synchronicity (CW8) by statistically analyzing the
astrological birth charts of couples for meaningful Sun-Moon, Mars-Venus aspects. So
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statistics became the tool Jung deployed to prove the workings of the unconscious
objective psyche12.
My next proposition is that the DSM as an instrument of collective consciousness
invariably projects the collective shadow onto scapegoat groups. Social theory would call
it the politics of psychiatry, but we understand it as shadow projection. I’ll go over three
examples.
Harrington (pgs. 129ff) examines the question of homosexuality in the DSM.
Psychiatrists in the 70’s started challenging the notion that homosexuality is a mental
illness. At an APA meeting about this,’...people talked about their lives as homosexuals
and made clear that being homosexual was compatible with perfectly normal and
successful functioning… and that most of the people who engaged in such practices
never came to the attention of psychiatrists. Maybe, they said, this was because these
people weren’t mentally ill.’ So in December of 1973, the APA board of trustees voted to
remove homosexuality from the DSM. When the ‘psychoanalytic leadership’ protested, it
was taken to the full membership of APA for voting. Isn’t it interesting that it was the
‘psychoanalytic leadership’ that wanted to keep it in the books, while the biochemists
wanted to remove it? The main promoter of this change was Robert Spitzer, who in an
interview with the New York Times (ibid page 132) said:
12 Not coincidentally, it is statistics that J.B. Rhine, apparently Jung’s most respected academic parapsychology
researcher, uses to prove all his theories. Also, it is exactly the same with PEAR, the Princeton Engineering
Anomalies Research lab that did parapsychology research at Princeton University from the 80’s on using
quantum electronic devices, instead of cards or astrological birth charts. What is even more interesting is
that all three lines of research (Rhine, Jung on synchronicity and PEAR), and several studies trying to
duplicate results of psychiatric drugs, encounter a very strange statistical behavior. Over time, or over
duplication trials, the results that initially were surprisingly meaningful, statistically speaking, seem to
vanish and disappear under the noise of pure chance events. Some people call it the diminishing effects, a
most mercurial, trickster domain indeed. I see it as form of decay. Of course, rational explanations abound,
like all sorts of statistical methodology issues, but this effect has enormous consequences, at least for the
multi-billion dollar psycho-pharmaceutical industry that can’t get anything new approved past the placebo
and duplication statistical barriers.
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The reason...is not that the American Psychiatric Association has been taken over by
some wild revolutionaries or latent homosexuals. It is that we feel that we have to keep
step with the times. Psychiatry, which once was regarded as in the vanguard of the
movement to liberate people from their troubles, is now viewed by many, and with some
justification, as being an agent for social control. So it makes absolute sense to me not to
list as a mental disorder those individuals who are satisfied and not in conflict with their
sexual orientation.’

I think the “step with the times” sentence is a reminder that the DSM mostly
reflects the spirit of the times.
The second instance is the removal or transmutation of hysteria in the DSM.
Cecily Devereux, from the University of Alberta, has this to say (pgs. 1ff) on her paper
Hysteria, Feminism, and Gender Revisited: The Case of the Second Wave:

When the...DSM-III appeared in February 1980, hysteria, while it appeared in the index,
had apparently lost the status it had held through the first and second editions as an
identifiable and specific clinical disorder. Like some other historically familiar and,
crucially, saliently “female” conditions, hysteria had shifted to another category of
reference...the disappearance from the North American diagnostic manual of the
etymologically gendered term hysteria might have been anticipated to generate some
small celebration, at least among those interested in the status and the rights of women.

As is the case with homosexuality, hysteria was also there in the DSM reflecting
homophobic and misogynist tendencies of the times. Regarding hysteria as an example
of the spirit of the times, Hillman has this to say in Healing Fiction (page 44)13:

13 Somewhere else (page 37), Hillman associates hysteria to Dionysus: ‘Dionysus has been written off, or
adulated, for his hysteria’. Hillman then goes over the association of dreams to drama (Dionysus realm), of
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The historical fictions that the psyche uses to tell us where we are also tell the kind of
therapy called for. Full-blown hysteria in the classical sense of Charcot, Janet, and Freud
exists best in that historical context, and should it appear in a contemporary patient that
historical context is likewise reappearing complete with its suffocating stage-set.
Symptoms are a way of entering history: other times, other complaints. History is a way
of entering symptoms.

Michael Foucault, in The archaeology of knowledge says something similar (pgs.
32-3) regarding the spirit of the times, using madness14 as an example and the text is
important to understand the DSM:

Would not the typical relation that would enable us to individualize a group of
statements concerning madness then be: the rule of simultaneous or successive
emergence of the various objects that are named, described, analyzed, appreciated, or
judged in that relation? The unity of discourses in madness would not be based upon the
existence of the object ‘madness’, or the constitution of a single horizon of objectivity; it
would be the interplay of the rules that make possible the appearance of objects during a
given period of time.

The third element of collective shadow projection I want to point out in the DSM
is greed. Harrington shows (pgs. 248ff) how the psychiatric community moved into
psycho-pharmaceuticals as a way to defend themselves, and keep a profitable niche,
against social workers, psychologists, lay psychoanalysts and such who lack a medical
license to dispense drugs. The pharmaceutical industry then realized the gold mine that
how Jung interpreted dreams as drama. Given that people had dreams before drama was ever invented, I
wonder if this is not the other way around, drama was modeled after dreams.
14 The book is about collective notions of ‘knowledge’ in general. It is a great philosophical discourse about
categories, which is what the DSM is all about. Foucault uses madness frequently as an object of study here.
This is not surprising given his dedication to this ‘cause’ as seen in his classic Madness and Civilization.
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the DSM could be. As a matter of fact, the industry got drugs already in the pipeline and
re-branded them for specific categories of the DSM making millions out of it. Examples
include SmithKline selling tons of Paxil for the new DSM category of social phobia and
Pfizer spinning Zoloft for PTSD, also new since DSM-III, through effective marketing
campaigns that increased the sales of those already existing medications many fold after
pairing them to the DSM-III diagnostic criteria.
It is important to note that Harrington ends her book by pointing out the
bankruptcy of the pharmaceutical model. No company does research or invests in new
psycho-pharmaceuticals any longer. The barriers of proof of efficacy are now defeated
by statistical chaos under the guise of placebo effects and other artifacts. The god of
large numbers promotes and kills, a most mercurial function indeed. Does the demise of
the pharmaceutical model mean a renaissance for the analytical process, ‘our’ art?
All three instances of homophobia, misogyny and greed point to classical shadow
manifestations. If we consider homophobia and misogyny as both being prejudice, then
they would qualify as pride15. Pride and greed are two of the seven deadly sins, a good
way to portray the shadow.

15 Pride leads to feelings of superiority that constellate the inevitable inferiority seen in others: prejudice.
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3.3. The role of Inkblots in this project art object

Figure 13: Fight for territory - sculpture by Nilton Maltz
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If the DSM stands for consciousness, then the inkblots stand for the unconscious
in the fantasy realm of this artwork. To sustain this claim, I would say that inkblots
somehow conjure16 the unconscious.

3.3.1 Inkblots and Leonardo da Vinci
The first proof of my claim of inkblots being associated with the unconscious
comes from Leonardo da Vinci. In his Treatise on Painting (Codex Urbinas), da Vinci
has two entries that clearly speak of the power of undefined forms (splotches) to trigger
what we would call nowadays the unconscious. The first is a passage about the ‘sponge’:

A painter cannot be said to aim at universality in the art, unless he love equally every
species of that art. For instance, if he delight only in landscape, his can be esteemed only
as a simple investigation; and, as our friend Botticelli remarks, is but a vain study; since,
by throwing a sponge impregnated with various colours against a wall, it leaves some
spots upon it, which may appear like a landscape. It is true also, that a variety of
compositions may be seen in such spots, according to the disposition of mind with which
they are considered; such as heads of men, various animals, battles, rocky scenes, seas,
clouds, woods, and the like. It may be compared to the sound of bells, which may seem to
say whatever we choose to imagine. In the same manner also, those spots may furnish
hints for compositions, though they do not teach us how to finish any particular part;
and the imitators of them are but sorry landscape-painters. --Rigaud translation of A
Treatise on Painting

The second is his famous passage in which he says: ‘through confused and
undefined things the mind is awakened to new discoveries’:

16 I have been using the pair conjure-ward off as magical procedures to deal with the unconscious.
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I shall not omit to give a place among these directions to a newly-discovered sort of
observation, which may, indeed, make a small and almost ludicrous appearance, but
which is, nevertheless, very useful in awakening the mind to various discoveries. It
consists in this, that thou shouldst regard various walls which are covered with all
manner of spots, or stone of different composition...For through confused and
undefined things the mind is awakened to new discoveries. Rigaud translation
of A Treatise on Painting

3.3.2 Inkblots and Hermann Rorschach
The most famous psychologist associated with the inkblots is Hermann
Rorschach. Rorschach invented a psychological diagnostic technique, later called the
Rorschach test, based on a set of 10 cards containing colored and monochromatic
inkblots. The history of how Rorschach arrived at this set of inkblots and what happened
to its process after his early death is very fascinating17.
Rorschach’s creative process for the inkblot test was highly influenced by Jung’s
word association test, as well as Freud’s free association method, and his own artistic
training. Rorschach’s father was a professional artist and Rorschach had shown artistic
talent and sensibility since an early age, not only creating works of art (mostly
drawings), but also critiquing them. As Henri Ellenberger reports in his essay about
Rorschach (Beyond the unconscious page 211): ‘Rorschach as a student had been very
fond of visiting art exhibitions and that one of his favorite pastimes had been to
compare the effects of a single painting on different people.’

17 Rorschach’s biography and the history of his work after his death just recently came out on Damion Searles
The Inkblots: Hermann Rorschach, his iconic test, and the power of seeing.
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Ellenberger points to an interesting psychological instance (ibid page 196) of
what he calls “obligation through the name,” as defined by Wilhem Stekel and Karl
Abraham, and that is that Rorschach was nicknamed “klex” in high school. Klex in
German means inkblot.
Rorschach had many influences or precursors in his trajectory towards creating
the inkblot test. The list includes the German romantic poet and doctor Justinus Kerner
(Searles page 74) who created inkblots (“blotograms”) and “klexography” a common
child’s game that Kerner also played as a child. Alfred Binet used inkblots in a more
psychological sense, giving them to school children ‘as a way to measure the amount of
imagination someone had.’ There were several others, including those on the
psychological front, but another precursor that influenced Rorschach, was, well,
Leonardo da Vinci. Ellenberger (ibid page 216) tells the story he got from Rorschach’s
Russian wife about her translating Dmitri Merejkowski’s The Romance of Leonardo da
Vinci to Rorschach. It was a fragment of an alleged diary of Beltraffio, a pupil of
Leonardo:

This evening I saw him...attentively contemplating a wall of stone, with spots of
dampness...“Look Giovanni, what a splendid monster – a chimera with gaping maw;
while here, alongside, is an angel with gentle face and waving locks, who is fleeing from
the monster. The whim of chance has there created images worthy of a great
master.”...“It may be that many would consider such power of invention absurd.” the
master went on, “but I, by my own experience, know how useful it is for arousing the
mind to discoveries and projects.

This passage in the ‘Romance’ seems to have been inspired by the writings in The
Treatise on Painting.
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Rorschach (ibid page 213)’...suspected that there existed a universal key for
deciphering and understanding the world, and the clue to this, he thought, was to be
discovered in the realm of creative fantasy. His ultimate answer, and the solution to
these problems, he believed he had found at the end of his life. He put forth his ideas in
this regard only in an incomplete and veiled form, in his greatest achievement, the
Psychodiagnostics.’After Rorschach published his book and just a few months before his
death, he read Jung’s Psychological Types and was incredibly impressed, particularly
with Jung’s proposition that one sees the world from his own type filters.
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Figure 14: Rorschach set of ten cards
Rorschach can be considered a keen psychologist interested in the psychology of
perception. For him there was a connection between seeing and sensing. He worked
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hard to refine his inkblots until he arrived at the set of ten cards still used today. All his
inkblots contain vertical symmetries, which he realized were very powerful in triggering
the projection mechanisms (“what do you see?”).
In mathematics (from wiki), ‘symmetry means that an object is invariant under
any of various transformations; including reflection, rotation or scaling.’ and
‘Mathematical symmetry may be observed with respect to the passage of time; as a
spatial relationship; through geometric transformations; through other kinds of
functional transformations; and as an aspect of abstract objects, including theoretic
models, language, and music.’ The area of mathematics we are particularly interested in
here is geometry. A geometric shape or object is symmetric if it can be divided into two
or more identical pieces that are arranged in an organized fashion. This means that an
object is symmetric if there is a transformation that moves individual pieces of the
object but doesn't change the overall shape. The type of symmetry is determined by the
way the pieces are organized, or by the type of transformation. In inkblots, like
Rorschach’s or mine, the object has reflectional symmetry (line or mirror symmetry)
since there is a line going through it which divides it into two pieces which are mirror
images of each other. More specifically, Rorschach and my inkblots have vertical or
bilateral symmetry, as the line that divides is vertical18.
18 Although not directly related to this discussion, symmetry has enormous importance in physics and
analytical psychology by other routes. It starts with 7year old Jung and his Natal chart squaring of the
transiting Saturn when the alchemical age old squaring of the circle (first proposed by the Greeks) is proven
mathematically impossible because of transcendence (Pi). The proof involves the question of symmetry and
its breaking. Breaking symmetries is the essence of what is creative (Big Bang for example).The four phases
of matter and their transitional phases is where symmetry breaks (the space from 3 to 4 via 7). Then the
question of charge particle time symmetry (known in physics as CPT) and its consequences in physics, the
creation of all particles. Some claim physics is really a matter of studying symmetry. Jung dealt with this with
Pauli who was in love with symmetry as an assessment of synchronicity, until he was proven otherwise by
experiments done at Columbia University. Main questions of symmetry breaking are related to time(T)
(entropy) and charge. The charge(C) break is, to me, an aspect of the great mother, which I call the great
matter, for there is slightly more matter than anti-matter in the universe, so we exist. Great mother is only
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Vertical symmetry has a differentiated effect in the psyche when compared to
other visual stimuli. For a long time19, researchers have noticed that the brain treats
vertical symmetry in a different way than other visual experiences. The gestalt school of
visual science calls this ‘image goodness’ (Vision Science, pgs. 401-2). People just ‘like’
vertical symmetries more. Lately, this has been studied with sophisticated neural
models and fMRI and it is clear that vertical symmetries in the visual field of perception
are processed faster than anything else and cause reactions that are independent of
parsing by higher cognitive centers of consciousness. Culture has reflected that for a
long time (See Washburn and Crowe Symmetries of Culture). From the Journal of
Vision March 2014, Vol.14, 12:

The visual system is extremely sensitive to symmetry. This could be because symmetry
indicates the presence of objects, because it facilitates figure-ground segregation in a
visual scene, or because it is a cue indicating mate quality...Reflectional symmetry,
rotational symmetry, and translation are equally regular in terms of the number of
isometric transformations involved. However, numerous psychophysical studies have
shown that reflection is the most efficiently detected.

It is interesting that in trying to understand why such a thing exists in our visual
cognitive machinery, researchers look for evolutionary biology explanations about
mating. As Jung used to say, primitive men had more reasons for evolutionary pressure

slightly more constructive than destructive. If we look into the fairy tales (like Venus-psyche and Snow
White) where the mother is envious of the daughter mandated higher consciousness (M.L.von Franz
argument), I see the ‘mandate’ as part of the CPT complex breaking (time as an arrow for the future, matterantimatter imbalance, the mandate of consciousness).
19 The bulk of research including fMRI, etc has been done way after Rorschach. I’m not aware he knew anything
about this in his time. It seems he got it intuitively.
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from food than from sex. It seems that the current vision science researchers, without
knowing it, are very Freudian.
The way I see it, for a long time, men had to hunt in order to survive or run from
becoming the prey. In both instances, it was animals that needed to be quickly seen and
processed by the brain, sometimes being identified inside a mix of complex backgrounds
of nature. If you take too long to react to an animal presence, either it runs away and you
have no food, or it runs towards you and you are the food. So there is an enormous
evolutionary pressure to quickly see and process an animal’s presence. All animals have
in common a vertical symmetry, on the gravity/movement plane. The way I imagine it
(aka my fantasy) is that organisms started to move in order to acquire better
food/location perspectives. In order to move in a gravitational field, it helps enormously
to be symmetric in the gravity/movement plane because of weight distribution and the
so called inertial moment (forces associated with the weight). So vertical symmetry was
born. Also, all this movement requires a lot of energy, so dense energy sources like other
animals became the targets, which in turn required sophisticated brain processing to
hunt or avoid being hunted, which takes more energy and so on. Special visual circuits
for vertical symmetry would make a lot of sense.
Why this special vision system processing would trigger the unconscious is an
interesting question. We are talking about inkblots, symmetrical forms that are not
organic. So, the special processing starts, but there is nothing to go through. It is as if a
cognitive fault line opens the space for the unconscious to kick in. (Jung always says that
psyche abhors a vacuum, so that a conscious retreat brings the unconscious
immediately). Also, as in the da Vinci case and several other asymmetric splotches
objects, the unconscious triggering/projection happens without vertical symmetry.
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So back to Rorschach, his test did have this element of projection. The tester asks
an open ended question “what do you see?” or “what might this be?” The test attempts
to do a catching of the unconscious projection20. Rorschach looked for the answers as it
related to matters of the whole or a detail, color, form and movement. A most perceptive
psychology indeed. Over time, after Rorschach’s passing, particularly as the test made it
to the US21, giant databases of answers were built and the test moved from projective to
objective. What started to matter was someone’s answers as they related to others’
answers. Very complex models and equations were created, all in the name of science.
The statistics monster took this over too and as expected, diminishing effects kicked in,
or at least, people’s faith in ‘this’ science wore out.
The Rorschach inkblots had a great influence on the US cultural environment
(The Inkblots, pgs. 266ff). That’s somehow a meaningful byproduct of its prevalence.
One aspect I find fundamental, from the cultural point of view, is that it affirmed the
existence and importance of the unconscious for the masses. One of the main
examples22 in the contemporary visual arts is a series of paintings by Andy Warhol. As
we read at MoMA’s website description of this work:

This painting belongs to a series modeled on the famous "inkblot" test invented by the
Swiss psychiatrist Hermann Rorschach. Whereas the actual test provides ten
standardized blots for a patient to decipher, Warhol invented his own, achieved by
20 As a matter of fact, the Rorschach test ended up lumped together in a whole class of so called projective tests,
including the TAT cards of Henry Murray and Christiana Morgan, closely associated with Jung.
21 The history of the Rorschach test in the US is fairly complex. At a certain point, there were five different
schools of thought resulting from splits, derivatives, etc. the classical question in psychological schools. John
Exner created a massive work of reconciling all of this in a ‘comprehensive system’. The test had enormous
influence in the US and it still somehow survives (The Rorschach: a comprehensive system, pgs. 3ff).
22 As an example of Rorschach’s influence in the cultural landscape, Searls (The Inkblots, page 309) mentions
that both Hillary Clinton and Barack Obama said of themselves at a certain point “I am like a Rorschach
test”.
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painting one side of a canvas and then folding it vertically to imprint the other half.
Ironically, Warhol originally misinterpreted the clinical process, believing that patients
created the inkblots and doctors interpreted them: “I thought that when you went to
places like hospitals, they tell you to draw and make the Rorschach Tests. I wish I’d
known there was a set.” Because of this misunderstanding, Warhol’s Rorschach series is
one of the few in which the artist does not rely on preexisting images.

In my view, Andy Warhol’s ‘slip’ is telling because in his case, of always
‘appropriating’ images, he created his own. In that way, the unconscious slip was a
compensation for his conscious attitude of using popular images by appropriation. It is
as if the unconscious compensated his pop art ethics.
Aside from Andy Warhol’s or generic inkblots that are vertically symmetric,
Francis Picabia’s The Blessed Virgin is an example of splotches being used in the visual
arts. Jackson Pollock was another artist who became famous for his large dripping
paintings that produced splotches23.

23 The vertical symmetry and its special treatment by the brain brings up another interesting problem for the
visual arts. Visual arts have a historic and ongoing discussion of questions related to figurative versus
abstract in painting and other media. Vertically symmetric Inkblots seem to pose a paradox for this
discussion because they are technically abstract forms, but the brain treats them ‘as if’ they were living forms.
The very definition of figurative art is that which deals with the recognition of natural, living forms.
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Figure 15: Andy Warhol Rorschach painting 1984
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Figure 16: Autumn Rhythm (Number 30), 1950 by Jackson Pollock
Jung’s relationship to inkblots, and Rorschach inkblots in particular, clearly
supports the idea of unconscious conjuring. Jung attributes to modern art similar
characteristics. In MDR (page 18) we find an association of inkblots to the ‘fantastic’:
‘...Then I filled a whole exercise book with ink blots and amused myself giving them
fantastic interpretations’24.
In CW10, in Jung’s essay Flying Saucers: a modern myth, we find him writing
(par. 748) about people’s reaction to a painting of Yves Tanguy25:’I have followed the
method of showing it to as many different people as possible, in this way conducting a
kind of Rorschach test.’ Later on in the same essay, Jung speaks of the power of the
inkblots to bring the unconscious to the fore and tries to explain why. He also makes

24 As I said earlier about Rorschach, a fellow Swiss a few years younger than Jung, “klexography” was a
common child’s game, particularly in German speaking Switzerland where both grew up.
25 Thanks to the recent publication of The Art of C.G. Jung (page 26) we know that Jung bought this painting
and really liked it.
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comparisons of inkblots to modern art, clearly relating how he personally feels about it
(pars. 752-4):

He [Tanguy] thus confirms the tendency of this kind of modern art to make the object
unrecognizable and to cut off the sympathy and understanding of the beholder, who,
rebuffed and confused, feels thrown back on himself.
The psychological effect is very like that of the Rorschach test, where a purely
fortuitous and irrational picture appeals to the irrational powers of the imagination and
brings the observer’s unconscious into play. When his extraverted interest is snubbed in
this way it falls back on the “subjective factor” and increases the latter’s energy charge, a
phenomenon that was observed very clearly in the original association tests. The isolated
stimulus word uttered by the experimenter bewilders and embarrasses the subject
because it may have more than one meaning. He does not quite know what to answer,
and this accounts for the extraordinary variety of answers in these tests and – what is
more important – for the large number of disturbed reactions (Inhibitions, failure to
react, slips of the tongue, subsequent forgetting of the answers, etc. All these are
“complex indicators”.) which are caused by the intrusion of unconscious contents.
The rebuffing of interest by unintelligibility results in its introversion and
constellation of the unconscious. Modern art has the same effect. We can therefore
attribute to it a conscious or unconscious intention to turn the beholder’s eyes away from
the intelligible and enjoyable world of the senses and to enforce a revelation of the
unconscious as a kind of substitute for the loss of human surroundings. This is also the
intention of the association experiment and the Rorschach test: they are meant to supply
information concerning the background of consciousness, and this they do with great
success. The experimental set up of modern art is evidently the same: it faces the
observer with the question “How will you react? What do you think? What kind of
fantasy will come up?” In other words, modern art is less concerned with the pictures it
produces than the observer and his involuntary reactions.

I bring this long quote to show how Jung associated the inkblots to the
unconscious, a point I’m making in this paper. However, I totally disagree with his view
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about modern art being an unconscious endeavor only. This is not the only place where
Jung sees modern art and artists as a pure manifestation of the unconscious, without
any room for a conscious functioning of the artist. It looks as if, for Jung, artists were
object antennas to ‘capture’ the unconscious, lacking somehow a functioning ‘artistic’
ego. The absence of the conscious side would rule out a Transcendent Function working
in the artist, while making art. In Jung’s essay about the Transcendent Function (CW8,
par 135) we read: “The definiteness and directness of the conscious mind are extremely
important...Without them...civilization would be impossible...We may say in general
that social worthlessness increases to the degree that these qualities are
impaired ...Great artists and others distinguished by creative gifts are, of course,
exceptions to this rule.” If being an exception for a rule that confers worth is not enough
to hurt an artist’s nonexistent ego, then a sentence said by Jung during the Tavistock
lectures will do it (Analytical Psychology: Its Theory and Practice page 190)
“Musicians, painters, artists of all kinds, often can’t think at all, because they never
intentionally use their brain26.”
In the summary of his essay about UFO’s, Jung arrives at the core question of the
process of both modern art and inkblots according to his view. It is about the viewer’s
experience (par. 770):

26 Plato, in The Republic, already claims animosity towards the poets for similar reasons. As Charles Griswold
comments ("Plato on Rhetoric and Poetry", The Stanford Encyclopedia of Philosophy (Fall 2016 Edition)):
“Another remarkable passage follows: “Listen and consider. When even the best of us hear Homer or any
other of the tragic poets imitating one of the heroes in mourning and making quite an extended speech with
lamentation, or, if you like, singing and beating his breast, you know that we enjoy it and that we give
ourselves over to following the imitation; suffering along [‘sympaschontes’, a word related to another Greek
word, ‘sympatheia’] with the hero in all seriousness, we praise as a good poet the man who most puts us in
this state” (605c10-d5). So the danger posed by poetry is great, for it appeals to something to which even the
best—the most philosophical—are liable, and induces a dream-like, uncritical state in which we lose ourselves
in the emotions in question (above all, in sorrow, grief, anger, resentment).”
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This view does not fit at all with the programme of modern art, which is more concerned
to put as much as a great a distance as possible between the object and the spectator –
like the Rorschach ink-blot, which is intentionally tachiste in order to avoid any
suggestion of meaning and to produce a purely subjective phantasm.

3.4. Taijitu

As a work of conceptual art, I took the poetic liberty to declare the DSM as a sign
that represents consciousness and the inkblots as signs that represent the unconscious.
It is a metaphor, and like any metaphor, as soon as something is stated in such
reductionist, or shall I say simplistic terms, the counter-currents of a less abstract image
begin to spin. I call it the inner life of a metaphor. It means that when we move from
signs, which is what I say above is what I took the DSM and the inkblots to be, to
symbols27, which is what the DSM and the inkblots probably are in the ‘real’ life outside
of my narrow metaphor, a more complete psychological image emerges.
Therefore, for the sake of psychological completeness, these overlooked aspects
should be considered. No embodiment can happen in such pure terms, i.e., the DSM
cannot be purely a product of consciousness, neither can the inkblots be purely
unconscious material. If inkblots actually were purely unconscious manifestations, we
wouldn’t have access to them in the first place.
It is in the realm of ‘conceptual’ art that things can be pure concepts, or
intellectual constructs. It is one of the characteristics of conceptual art to introduce this

27 Please, refer to the definitions of ‘sign’ and ‘symbol’ in CW6 pars. 672ff.
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psychological poverty on purpose. Benjamin Buchloh (Art Since 1900 page 601) makes
the issue of consciously opting for psychological poverty clear when writing about the
work of the conceptual artist Hans Haacke by saying: “At the same time, however, the
work articulated the extreme poverty of spatio-temporal, psychological and
perceptual/phenomenological experiences available both to the conceptions of the artist
and to a realistic estimation of spectatorial capacities and dispositions.” Conceptual art
pieces want to highlight such misery. It seems to me, this poverty is a critique of the
richness of skill.
The development of the DSM and its usage are contaminated by unconscious
motifs. I have already shown how the shadow was constellated in the DSM history and it
is known that in clinical use the ‘pure text’ of the DSM is subjectively biased by the
clinician. Anne Harrington (Mind Fixers) shows how people get wildly divergent
diagnoses depending on the clinician.
The diseases and diagnostics described in the DSM are never the same over its
historical development. On the other hand, one could look into the DSM from the spirit
of the depths point of view. The DSM categories could then be seen under archetypal
lenses and the diseases are associated to gods (archetypes). Under this perspective, the
DSM no longer stands for personality number 1, ego consciousness, the spirit of the
times, but the unconscious, personality number 2, the spirit of the depths. Hillman
(Healing Fiction page 23) shows how gods were linked with specific literary genres: ‘i.e.,
gravity with Saturn, speed with Mercury, beauty with Venus, vehemence with Mars, and
the like.’ I used my knowledge of astrology and tried to map the DSM-5 diagnostic
criteria under the lenses of astrological archetypes:
•

Neurodevelopmental (intellectual, communication) – Mercury,
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•

Schizophrenia – Pluto,

•

Bipolar – Saturn (depression), Jupiter (mania),

•

Depression – Saturn,

•

Anxiety – Moon,

•

Obsessive-compulsive – Pluto,

•

Trauma – Mars,

•

Dissociative – Neptune, Pluto,

•

Somatic – Moon,

•

Feeding and Eating – Moon,

•

Elimination – Pluto,

•

Sleep- Wake – Neptune,

•

Sexual, Gender – Mars, Venus, Pluto,

•

Substance and addictive – Neptune,

•

Personality – Sun, etc.

If I cannot claim, outside of my metaphor, that the DSM is a pure artifact of
consciousness, the same applies to the inkblots. Inkblots, outside of my metaphor, are
not pure unconscious products. As a matter of fact, I know this quite well from my
experience. While making the inkblots, I made several conscious decisions about
amount of ink, target page angle, movements post dripping, distance of dropping, etc.
Those decisions were sometimes inevitably triggered by my reading of the underlying
text. If the text contained words about ‘splitting’ or ‘dissociation’, for example, I felt
naturally inclined to make blots that were discontinuous.
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The conscious effort to make inkblots is also what happened to Rorschach while
producing his cards. Rorschach dedicated an enormous conscious effort and spent a lot
of time in making his inkblots (The Inkblots page 114ff). He refined them over a long
tedious cycle.
The more complete picture of the psyche, where consciousness and the
unconscious are never pure opposing sides of the same whole, but are rather intercontaminated, is perfectly represented by the Taoist symbol of the Taijitu. In the Taijitu
symbol, Yin representing the unconscious and Yang representing consciousness carry
within themselves the seeds of the other. As Jung writes (CW9i par. 197):”...There is no
position without its negation. In spite or just because of their extreme opposition,
neither can exist without the other. It is exactly as formulated in classical Chinese
philosophy: yang contains within it the seed of yin, and vice versa.” And so the DSM
and the inkblots carry within themselves the opposites I made them conceptually
represent.
In a poetic sense, I’d like to point out that the Taijitu image is black and white
and it represents a rotational symmetry, similar visual characteristics to my art work.
If reductionism can ever be poetic, I want to point to the fact that ink comes from
burnt trees. And paper also comes from trees. So in a way, all the material components
of this artwork piece ‘reduce’ to trees. In the very next paragraph to the one I quoted
above about the Taijitu, Jung talks about the tree (CW9i par. 198):”...In the history of
symbols this tree is described as the way of life itself, a growing into that which eternally
is and does not change; which springs from the union of opposites and, by its eternal
presence, also makes that union possible...”
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It is this relationship of opposites, particularly consciousness and the
unconscious, their interpenetration, and the results of their interaction, that is
considered in detail in Jung’s concept of the transcendent function.

Plate 9: Page 610
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Plate 10: Page 560
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Plate 11: Page 512
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Plate 12: Page 426
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4. The Transcendent Function as applied to this artwork

In this final part of the paper, I’ll go over the transcendent function, which in one
of its definitions, is the process by which conscious and unconscious balance each other
out towards a psychic equilibrium, particularly by the unconscious compensating the
conscious attitude. It is the essence of my art work piece.

4.1 Mathematics and language
In Jung’s essay about the transcendent function (CW8 pars. 131ff), the opening
paragraph says: ‘There is nothing mysterious or metaphysical about the term
“transcendent function” it means a psychological function comparable in its way to a
mathematical function of the same name, which is a function of real and imaginary
numbers....’
Totally taken aback by this definition, which somehow escaped me before, I went
after other references to the mathematical amplification Jung has used. On CW6 par.
184 I found: ‘...This function of mediation between the opposites I have termed the
transcendent function, by which I mean nothing mysterious, but merely a combined
function of conscious and unconscious elements, or, as in mathematics, a common
function of real and imaginary quantities.’ And a passage that delivered the final blow to
my mind (from CW7 par. 121 note 1): “I discovered only subsequently that the idea of
the transcendent function also occurs in the higher mathematics, and is actually the
name of the function of real and imaginary numbers.”
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The reason for my surprise is twofold. First of all, there is no such thing as a
“transcendent function” in mathematics. There is something called “transcendental
function” in mathematics. Transcendent and transcendental are absolutely not the same
thing in English. Consulting a German dictionary, I found out that in German there are
also “transzendent” and “transzendental” with similar meanings to their English
counterparts. So to solve the mystery, I read the prefatory note to the transcendent
function essay on CW8 (page 67) that says: ‘Written in 1916 under the tile “Die
Transzendente Funktion”...’ Neither one nor the other of the German words. I went back
to the Langenscheidt German to English dictionary that explicitly shows “Transzendente
Funktion” as ‘Math – the transcendental function.’ Mystery solved: Bad translation!
Now, that was problem number one, and the simple one. Problem number two is
that the transcendental function has absolutely nothing to do with what Jung has
described. A transcendental function in mathematics is (wiki) ‘an analytic function that
does not satisfy a polynomial equation, in contrast to an algebraic function. In other
words, a transcendental function "transcends" algebra in that it cannot be expressed in
terms of a finite sequence of the algebraic operations of addition28, multiplication, and
root extraction. Examples of transcendental functions include the exponential function,
the logarithm, and the trigonometric functions.’

28 An interesting aspect of a transcendental function, which transcends algebra, is that addition is simply not
part of it. So when the emergent theory says: ’The adage that “the whole is more than the sum of the parts”
(Joseph Cambray Synchronicity page 45) conveys a rough idea of the principle of emergence.’; it may
indicate that emergence is transcendental.
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What Jung has described is known in mathematics as a complex function (wiki):
‘A complex function is a function from complex numbers...A complex number is a
number of real and imaginary numbers...29’
And those are completely different things!
So, Jung confused transcendental with complex. That’s a very interesting slip, as
Jung says that a slip of the tongue is an intrusion of the unconscious: “All these are
“complex indicators””. A funny slip with the word complex itself given his theoretical
concept of a complex. He called a ‘complex’ something transcendental!
Was he talking about his own complex? In MDR (page 28-9) he says: ‘...which
have forever debarred me from understanding mathematics...All my life it remained a
puzzle to me why it was that I never managed to get my bearings in mathematics...Least
of all did I understand my own moral doubts concerning mathematics...Mathematics
classes became sheer terror and torture to me...I contrived for a long while to swindle
my way through mathematics…But my fear of failure and my sense of smallness...’ There
you have it: Jung’s math Complex! It survived later in his life. In the foreward for his
essay on Synchronicity (CW8 par. 816), one of his most ‘scientific’30 endeavors, he
admits: ‘…too inadequate, in the long run, my scientific training.’ And back to
mathematics, in a letter to Philip Wylie (22 December 1957, Letters volume ii page 404)

29 From wiki explaining a complex number: “A complex number is a number that can be expressed in the form
a + bi, where a and b are real numbers, and i is a solution of the equation x² = −1. Because no real number
satisfies this equation, i is called an imaginary number. For the complex number a + bi, a is called the real
part, and b is called the imaginary part. Despite the historical nomenclature "imaginary", complex numbers
are regarded in the mathematical sciences as just as "real" as the real numbers, and are fundamental in many
aspects of the scientific description of the natural world”.
30 Hillman on Healing Fiction (page 9) calls it science fiction for the sake of Jung’s religion (contrary than
Freud’s religion fiction – like Moses and Monotheism – for the sake of his science).
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Jung says: ‘Don’t worry about my mathematics. I never dreamt of adding anything to
mathematics, being myself utterly “amathematikós”.’
4.2 Functions and functions
At any rate, I’ll stick to Jung’s transcendent function. His own creation. My
understanding or ‘application’ of the transcendent function for the purposes of this art
project is about how the transcendent function mediates between the rational and
irrational or between the conscious and the unconscious, to achieve a psychological
balance through compensation31. It is usually a move started by the unconscious, but the
ego might start it (as in active imagination).
In his essay on the transcendent function, Jung describes the many ways
unconscious compensation comes to the fore (CW8, pars. 154ff): dreams, slips,
deception, lapses of memory, symptoms, spontaneous fantasies and produced fantasies
(active imagination). I like to think of this artwork project as a produced fantasy; an
intention from the ego to engage the unconscious.
The transcendent function seems to slowly disappear from Jung’s writing as he
gets deeper into alchemy. Alchemy presents a large number of operations by which
opposites separate and synthesize. The dozens of procedures that can happen between

31 This description actually reminds me of yet another function. It is called the transfer function. In control
theory, the whole idea is to have a closed loop feedback system to compensate for an input set point to be
stable at the output. Jung mentions it, without knowing, all the time, when he talks about homeostasis
(stable body temperature independently of internal [sugar levels, hormone levels, etc.] and external
[environment temperature, humidity, sun exposure, wind, etc.] temperature disturbances) and internal
combustion engines speed governors (stable engine speed independently of load, fuel quality, etc.). Those are
closed loop feedback systems designed for stability through compensation, using transfer functions. If the
language workings of all these mathematical functions and Jungian concepts, right or ‘mistaken’, are not
funny enough already, ‘transfer function’ reminds me of ‘transference’, which Jung associates to the
transcendent function through the role of the analyst as mediator of the transcendent function (CW8 par.
146).

The images in this paper are strictly for educational use and are protected by United States copyright laws.
Unauthorized use will result in criminal and civil penalties.

61

ARAS Connections

Issue 1, 2021

opposites as described in the Psychology of the Transference and the whole Mysterium
Coniunctionis are way beyond the notion of ‘simple’ compensations.
There is another understanding of the role of the unconscious that avoids the
automatism of a compensating control system of the closed loop feedback type, like the
homeostatic and electro-pneumatic-hydraulic systems of late 19th and early 20th century.
Michael V Adams proposes (The Fantasy Principle chapters 2 and 3) a more
postmodern approach. In Michael’s proposition, the unconscious exercises the role of a
critic of the ego position (The Fantasy Principle page 47): “...intrinsically critical...The
unconscious exists to offer constructive criticism of the ego.” “The ego has a decisive
role, the compensation is not an automatic mechanism (The Fantasy Principle, pg. 22):”
The ego may then seriously entertain, critically evaluate, and either accept or reject
these perspectives. There is no imperative for the ego to integrate these perspectives.”
Of course, mathematics is a very powerful abstraction tool, so somebody, in
theory, could go over all of Jung’s descriptions of the way the conscious and unconscious
can interact and build a complex mathematical model or system of equations and
functions that takes it all into account, unifying his whole program. But by then, we
would be falling into what I call mathematical acting out as we try to apply math to
analytical psychology by writing the ultimate function or equation that captures it all.
Like any acting out, coming from a fantasy, that would be a massive waste. So I’ll stick to
the basics, or rather, to my version of the basics, an active imagination artistic exercise.
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4.3 The transcendent function in art process
If I stick to my version of understanding Jung’s transcendent function, in
analyzing my art work, then the proposition of an embodiment of the transcendent
function falls into the question of the irrational inkblots conjuring the unconscious to
compensate for the radical rationality of the DSM’s conscious excesses. Emphasizing
yet again, that the inkblots and the DSM are metaphorically representing the
unconscious and consciousness respectively in my active imagination fantasy.
This proposition, of conscious and unconscious forces constantly interacting, has
a parallel, in my view, to the process by which the history of art moved into modernism.
The birth of the avant-garde is related to the stillness, and some might say the death, of
the art world under the domination of the French academy of the late 19th century.
According to Outsider Art (page 26): “At the center of this re-conceptualization lay the
rejection of traditional modes of pictorial representation. For the modernist artist,
traditional basis of aesthetic authority – the Academy, the imitation of ‘masters’,
classical or otherwise appeared exhausted” I see it similarly in the psychic economy, an
exhausted rational ego consciousness gets a fresh release of life from the unconscious.
In the case of modern art, this new lease of life came through the art of the insane,
children and the so called ‘primitive’, a group that is now identified as “outsider
artists”32 and includes anybody who has not received formal artistic training33.

32 The art curator Massimiliano Gioni, who brought Jung’s Red Book to the Venice Biennial, made it very clear,
speaking during a lecture sponsored by the JPA, that Jung’s art work was art from an outsider. Also, he made
it very clear that there is a lot of ‘bad’ art out there. It doesn’t matter whether one is an insider or outsider, art
can still be judged as good or bad (by whom?) The gatekeepers like him.
33 The term “outsider” is being taken from the art world use of it. Modernists were also ‘inspired’ by Eastern
and Egyptian art that had very long established and academic traditions at their places of origin. There was
intense and sometimes more profound formal artistic training in those traditions. Therefore, those traditions
were not ‘outsiders’ at all; only from a western point of view can they be outsiders. A more proper
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Examples of the outsider artist include Adolf Wölfli34, Martin Ramirez35 and
Johann Hauser36 (Outsider Art page 12) as well as artists that came out of the work
conducted by the Brazilian Jungian psychiatrist Nise da Silveira (Imagens do
Inconsciente passim)37.

34

35
36

37

psychological designation would be the art of the “other” in place of “outsider”, but I’m using the term from
art history.
Adolf Wölfli (February 29, 1864 – November 6, 1930) (Wiki) was a Swiss artist who was one of the first
artists to be associated with the Art Brut or outsider art label. Rorschach knew him personally (The Inkblots,
page100-1) as he was a patient of Rorschach’s colleague and friend Walter Morgenthaler. Searls writes:
“Rorschach was enthusiastic about Morgenthaler’s research into art and mental illness, and with reason:
Morgenthaler was working on a pioneering study of art and mental illness. One of his patients was a
schizophrenic named Adolf Wölfli, hospitalized since 1895, who had developed into a visual artist, writer,
and composer, producing a large body of drawings by 1914. In 1921, Morgenthaler would publish the
groundbreaking A Mental Patient as Artist (1921), which would influence everyone from the Surrealists...to
Rilke...”
Martín Ramírez (January 30, 1895 – February 17, 1963) (Wiki) was a Mexican self-taught artist who spent
most of his adult life institutionalized in California mental hospitals, diagnosed as a catatonic schizophrenic.
He is considered to be one of the 20th century's self-taught masters.
Johann Hauser (1926 – 1996) (Wiki) was an Austrian outsider artist. In 1942 he was committed for the first
time. In 1949 he was transferred to Gugging, where he worked with Dr. Leo Navratil. With the doctor's
encouragement he created many drawings and prints and become one of the most well-known artists of the
'House of Artists'.
Nise da Silveira (February 15, 1905 – October 30, 1999) (Wiki) was a Brazilian psychiatrist and a student of
Carl Jung. In 1952 she founded the Museum of Images of the Unconscious in Rio de Janeiro, a study and
research center that collected the works produced in painting and modeling studios. Through her work, Nise
da Silveira introduced Jungian psychology in Brazil. A few years later, in 1956, Nise da Silveira developed
another revolutionary project for her time: the creation of the "Casa das Palmeiras" (Palms House), a clinic
for former patients of psychiatric institutions, where they could freely express their art and be treated as
outpatients on a daily basis. She also formed the C.G. Jung Study Group, which she chaired until 1968. Nise
had a very large influence on the Brazilian neo-concrte modernist movement. The art critic Mario Pedrosa
(Mario Pedrosa, Itinerario Critico, page 59) attributes to certain patients of Nise the making or ‘real’ art,
important for the art history point of view, instead of just art for therapeutic purposes that has no meaning
for the history of art.
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Figure 17: Jung pointing to a mandala made
by one of Nise da Silveira patients

It seems to me that outsider art, the art of the ‘other’, is being used as a refreshing
renewal mechanism for a stultified art scene. It is not different from what the
unconscious does for the economy of the psyche, when an exhausted ego consciousness
depends on the unconscious for vital energy. As it also happens with the psyche, the new
material that comes fresh from the unconscious is incorporated into consciousness and
becomes old news. What were once innovative ideas become mainstream ‘dogma’, part
of what is ‘old’, and yet newer material is needed. In the psyche that is the inevitable
result of the Individuation Process that is working. This very same mechanics, the
refreshing new art becoming part of the old establishment, is attributed to outsider art
too; “the outsider quickly becomes the insider, once absorbed by culture” (Outsider Art
page 2). In likeness to the psyche process of enlarging consciousness, this is a dynamic
principle: the new art movements enter the books of art history and new art questions
should be supplied for the process to go on.

The images in this paper are strictly for educational use and are protected by United States copyright laws.
Unauthorized use will result in criminal and civil penalties.

65

ARAS Connections

Issue 1, 2021

If we want to apply metaphorically the concept of the Transcendent Function as
an amplification for art historical evolutionary processes, then the outsider artist would
personify the unconscious and the ‘insider’ artist would stand for collective
consciousness. Moreover, the evolution of art history would poetically be described as a
process of individuation of art. I’m here comparing art history to the psyche. I’m saying
that art history behaves as the psyche does, something that Jung called the psychoid
(something that is not the psyche behaving as the psyche does). So art has conscious and
unconscious personifications, the insider and the outsider artists, and a process of
making conscious previously unconscious factors towards an individuation process that
is what is referred to as art history.
I’m amplifying art with Analytical Psychology, not the other way around, which is
what analysts normally do. It is the finalization of my initial proposition of Analytical
Psychology as being the inner logic of my artwork. The natural conclusion for me, of
claiming art historical processes behaving as psyche, is that the artist should carry both,
the insider (proper artistic education and training) and the outsider (open to new
artistic issues) inside themselves.
It is a poetic claim I make as part of my version of an embodiment of the
Transcendent Function in art, that an inner logic is consistent across the two disciplines
I deal with in this paper. I called it an ‘embodiment’ because it is an experience for the
viewer, to be lived consciously and through the unconscious, not just an idea floating in
consciousness. The Transcendent Function produces a third thing, that is neither the
original unconscious content or the original conscious material. It is a synthesis of both
and therefore neither. My work is an embodiment of this synthesis in its microcosm,
while the art historical process, as a metaphor, is the same third synthesis in a
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macrocosm. As the Tabula Smaragdina says: As above, so below. So if my intent stated
in the opening of this paper (to stay with alchemical language) was to do an “affirmation
of ‘our art’ through art”, then those two forms of ‘art’ are formally (by inner logic) linked
by the operation of the Transcendent Function.

Plate 13: Page 374
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Plate 14: Page 276
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Plate 15: Page 342
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Plate 16: Page 46
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5. Conclusion

In conclusion, my paper came full circle, as I started with Analytical Psychology
as the inspiration for my artwork and I ended where art and art history are amplified by
Analytical Psychology. The inner logic is consistent from micro, my artwork, to macro,
art history.
No conclusion could be made in a psychological sense if I’m not talking about
interpreting my own work. The question of interpreting the inkblots on the pages of the
DSM is challenging. The business of interpretation in Rorschach’s inkblots was always
about statistics, what one sees compared to what others see. I want the viewers of my
work to be the third, the one in between the conscious and the unconscious forces, the
one that feels the transcendent function in their bones. Hence the declaration of it as an
embodiment. The idea of this ‘third’ is the way that takes us into the Transcendent
Function as I want to represent it. In his Transcendent Function essay (CW8 par. 189)
the third as I want it to be is precisely defined by Jung: “...The confrontation of the two
positions generates a tension charged with energy and creates a living, third thing...a
living birth that leads to a new level of being, a new situation.”
This question could be divided into two realms. There is the psychological
process of making the plates and there is the psychological process of seeing them.
As regards to my experience of making the plates and the conscious/unconscious
forces that were present then, chapter 3.0. covers that, so I’ll focus on the question of
seeing the plates. In that sense, I’m not different from other viewers. However, decisions
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that I’m conscious I made, like showing discontinuous blots instead of texts that
describe splitting or dissociation, I believe will inevitably influence what one sees.
When it comes to what one sees, the classical question in the Rorschach test
“what do you see?”, we are inevitably speaking of projection, as I covered in 3.3.2.
Projection has a very dear place in art history too. As I presented at the conference Art
and Psyche 2019, one of the most important texts in art history, happens to deal with
projection, even if the word is not used there. The text is Walter Benjamin’s The work of
art in the age of mechanical reproduction. In it, Benjamin discusses the question of the
‘aura’ of an object of art. In it, Benjamin makes several propositions, such as the
originality and uniqueness of an object of art confers it “aura”, that this has a basis in
ritual (parasitic subservience to ritual) and that aura is as a property of matter. The
ritual that projects unconscious material on an object and confers it an aura, also known
as manna, is a perfect book description of psychological projection.
Upon being ‘exposed’ to a plate what would one project? That seems highly
subjective, but the experience with the Rorschach cards shows that some projections are
more likely than others. That would conform to the theory of psychological projection
that posits the existence of a ‘hook’ in the target. The object where projection is being
made has intrinsic characteristics that facilitate certain projections in detriment to
others. In other words, the target object of psychological projection is not a blank
screen. Still, the variations are so large, that anything can be projected.
When Rorschach developed his method, he focused on structural elements of the
projected material. He investigated whether one was going for the whole or for details in
the inkblots, whether one preferred to see the colors or the forms, whether one saw
movement or not in the inkblots. The same is certainly applicable to my work.
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Besides the characteristics that Rorschach described about the inkblots, I want to
point to a concept that simply didn’t exist during Rorschach’s lifetime. It is the idea that
visual images have entropy. It is not entropy as described in physics, but entropy as
defined in Information Theory. It measures the state of ‘agitation’ of an image. If applied
to inkblots, the more spiked, dissolved, ‘dismembered’38, or discontinuous an inkblot is,
the higher its entropy.
There is an extra complication when my inkblots are compared to Rorschach’s
inkblots, which is that my inkblots are over the text of the DSM. The DSM text is very
psychologically meaningful for obvious reasons39. The text contains information about
the psyche states, so the inevitable ‘redacting’ of the text produces a new one. The text
has occlusions. The DSM copy that I bought for this project was a used book. It came
with some pen markings that also interact with the inkblots and the text, creating more
layers for interpretation. In the textual tradition, the reuse of the medium was very
important for economic reasons. That gave rise to what is known as a Palimpsest, the
traces of an erased text left behind on a new document. The same phenomenon existed
(exists?) in painting, so that modern spectroscopic techniques reveal the previous
image. My appropriation of the DSM also repurposed the medium.
Information theory is also applied to text. Particularly to the question of
entropy40. Language is said to be redundant in order to reduce entropy and make the

38 That’s a metaphor, as inkblots don’t have members as human bodies do. It is a very important metaphor
though, as the concept of dismemberment is present in Analytical Psychology via Dionysus and the
alchemical operation of the same name.
39 As I opened the pages of the DSM at random to produce my inkblots, some ended up on pages that are either
blank, or contain information that is not psychologically ‘charged’ at face value, like indexes, instructions of
use, lists of collaborators, codes, etc. Even that, of course, could be interpreted. What if certain collaborators
were ‘erased’ from the list?
40 Information theory entropy is the mathematical basis for code breaking, as it was done by Alan Turing
during WWII in deciphering the German cryptography machine.

The images in this paper are strictly for educational use and are protected by United States copyright laws.
Unauthorized use will result in criminal and civil penalties.

73

ARAS Connections

Issue 1, 2021

brain cognitive machinery capable of listening and reading text that has parts excluded.
In other words, the text is redundant (low entropy) in many places, so that if parts are
missing, the brain can put it back together using what is left. If the text entropy was too
high (low redundancy) the task would be impossible.
It is interesting how this comes together in my artwork, where the shape of the
inkblots and the redacting of the underlying texts speak of this entropy.
If the concept of entropy sounds as if there is too much of the thinking and
intuition41 functions at play, I want to the bring in the feeling and sensation functions.
Through the embodiment of the Transcendent Function, the viewer experiences the
pleasure of the third thing. I want to refer to this pleasure by bringing to the fore its
negative: the refusal of feeling and sensation. Roland Barthes in “The Pleasure of the
Text “(pages. 14-15) attacks the enemies of such pleasure saying: “fools of all kinds who
decree the foreclosure of the text and of its pleasure, either by cultural conformism or by
intransigent rationalism (suspecting “mystique” of literature) or by political moralism or
by criticism of the signifier or by stupid pragmatism or by snide vacuity or by
destruction of the discourse, loss of verbal desire…”
As a matter of fact, my personal experience of viewing the artwork is very sensate
and feeling. I have often found myself liking (a feeling function evaluation) some plates
more than others. The inkblots’ cohesion, running lines, splashes, drops, tones, shapes,

41

This is another poetic license I’m taking regarding intuition as the function that perceives irrationally what is to
come. Informational theory entropy is used in forward correcting algorithms. It means that the future
information is carried in the present for the sake of fixing problems in the future should they occur. For
example, a ‘future’ scratch on a music CD that is playing can be avoided and the music not discontinued not
because it is known that the scratch is there but because the present information was mixed with the future to
make it redundant and lower its entropy.
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edges, textures42, occlusions, mismatches, etc. give a differentiated sensual quality to
them. In the next few paragraphs, I’ll describe some of the pages of my art work.
Page 126: Delirium: The inkblot is very large. It occupies most of the pages. It
looks like a giant winged insect whose wings have been perforated. It can no longer fly.
The text leaks through the wing faults. One reads loose words: “soothe the ch”,
“symptoms”, “medical”, “dementia” “must” and “subsyndromal”.
Page 46: Learning Disabilities: The inkblot looks like a skull of a horned
mammal. The horns are not attached to the top of the head, but to the nose. The text
says: “Criteria for mental retardation”. “Academic skills” reminds me of the insider
artist – the insider artist is the one with a learning disability, not ‘learning’ from the
unconscious. “Specific culture” cuts to “care should be taken” - Advice against confusing
the other as the outsider?
Page 214: Substance related disorders: An airplane flying over the peak of
mountains. Two volcanoes are spewing lava. The word “course”.
Page 88: Conduct disorder: An army camouflage uniform. The word
“adjustment” has the “u” erased. It says “tend to emerge last” and “lower hart rate”.
Page 121: Stereotypic Movement Disorder: A worm in the garden. The cut text
says “order of infancy”
Page 294: Schizoaffective Disorder: Two islands connected by a tiny bridge that
is faltering. The subtitles are all cut “Preva”, “Cour”, Famil” and “Differen”.
Page 560: Sleep Disorders: A swirling dervish. The word “disorder” has the “dis”
occluded so it reads “order”. A reversal? In sleep order swaps with disorder?

42 As the ink dried, the paper on several plates shrunk in different matters, creating all sorts of textures.
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Page 686: Additional Codes: Two mermaids holding their heads. The word “add”
is erased from “additional”. No more codes? The unconscious emissaries (mermaids)
will take care of this.
Page 382: Mood Disorders: A medieval weapon or a wide tree?. It says “criteria
for” but it doesn't finish the sentence.
Page 748: Medication- induced Postural Tremor: A circus performer swirling fire
torches. It says in the middle of nowhere “8 weeks”.
Page 490: Dissociative Disorders: A big heart. The occluded sentence says “This
cat”

In conclusion, the embodied experience might be more about a feeling that is
hard to put in words. The images and the words float around. Like other art pieces, the
concept and the formal solution come together in experiential ways. It is a pleasure to
experience them.
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