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ABSTRACT

A STUDY OF JUNGIAN ARCHETYPES
IN THREE HEMINGWAY NOVELS

By

Susan Howard

This thesis is a Jungian archetypal study of three Hemingway works:
The Sun Also Rises, For Whom the Bell Tolls, and The Old Man and the Sea.
Although Hemingway’s portrayal of fishing, the bullfight, hunting, war, and
other predominantly male occupations has often caused his work to be
classified as "masculine,” a close textual study reveals imagery and symbols of
a "feminine" nature. Not only (and not always) Hemingway’s women, but also
his protagonists, embody archetypally feminine traits. = Examining the
characters, settings, images, and symbols in these fictions, unconscious
archetypes emerge which Jung associated with the process of individuation--
the progressive integration into consciousness of unconscious contents. This
thesis illustrates that changing archetypal configurations in works from
different periods of Hemingway’s writing career reveal his increasing artistic
ability to penetrate deeper portions of his unconscious.

The archetypal quest motif is evident in each work. Each text also
contains contrasting images of infertility in the cultural domain of the
symbolic "fathers,” and images of rejuvenation and renewal in the realm of
the Great Mother--the pre-patriarchal world of nature and her cyclic
processes of transformation. In each fiction, the realm of the fathers—the

persona and masculine ego-consciousness—is contrasted with the realm of



Susan Howard

unconscious feminine archetypes: the shadow, anima/animus, primordial
feminine, the wise old man, and the self.

Shadow and anima projections dominate relationships in The Sun Also
Rises where the primordial feminine furnishes compensating images of
wholeness. By the novel’s end, Jake has learned to withdraw his projections.
Robert Jordan in For Whom the Bell Tolls, also struggles with shadow and
anima projections. Before he dies, Jordan attains glimpses of the wisdom of
the archetypal wise old man and the self. In The Qld Man and the Sea.
Santiago embodies within himself the wise old man and the self as he returns
to society with the boon of a spiritually successful quest. The archetypal
configurations in each story support the thesis that artistically Hemingway

was increasingly able to probe deeper unconscious portions of his psyche.
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PREFACE

In a note to his essay, "For Whom the Bell Tolls as Mythic Narrative,"
John J. Teunissen said, "A thoroughgoing Jungian analysis of the book, which
I have not had the space to undertake here, would discover many other
archetypal counterpoints for Hemingway’s characters” (69). Teunissen was
referring to Delbert Wylder’s depiction of Pilar as one of Jung’s "dual
mothers" (160). A "thoroughgoing Jungian analysis" of For Whom the Bell
Tolls or any other Hemingway novel has not been published, and in what
appears to be this lapse in critical coverage, my study attempts to implement
Teunissen’s suggestion. It examines not only For Whom the Bell Tolls, but
also The Sun Also Rises, and The Old Man and the Sea from the point of
view of Jungian depth psychology.

While this study of Hemingway’s works is unique, it is not without
precedent. A study of Jungian archetypes in Hemingway’s fiction entails close
study of the texts’ symbols, and many critics have read Hemingway
symbolically. Hemingway, himself, encouraged reading his works on several
levels. One well-known writing tenet was his determination to "tell the
truth” He was convinced that writing, "out of his experience, should
produce a truer account than anything factual can be™ (Hemingway 64). In
addition, Hemingway’s famous "iceberg" analogy expressed in Death in the
Afternoon suggests the necessity of reading his work symbolically:



If a writer of prose knows enough about what he is writing about
he may omit things that he knows and the reader, if the writer is
writing truly enough, will have a feeling of those things as
strongly as though the writer had stated them. The dignity of
movement of an iceberg is due to only one-eighth of it being above
water (183).

Although Hemingway unfailingly refused to interpret his works for readers, he

accorded his writings multi-dimensional meaning.

The critical approach of viewing Hemingway’s characters, settings, and
images as symbols revealing underlying archetypes began in the 1940’s with
Malcolm Cowley. In his introduction to The Portable Hemingway, later
published as "Nightmare and Ritual in Hemingway," Cowley called attention to
the symbolic nature of Hemingway’s art: "you perceive his kinship with a
wholly different (from the realists and naturalists) group of novelists, let us
say with Poe and Hawthorne and Melville: the haunted and nocturnal
writers, the men who dealt in images that were symbolic of an inner world"
(40). Cowley claimed that instead of retrieving abstract symbols from past
literary sources as had Eliot, Hemingway had "a feeling for half-forgotten
sacraments; his cast of mind is pre-Christian and prelogical" (49). Reflecting
on the rituals that pervade Hemingway’s fictions, Cowley went on to say that
the writer had:

An instinct for legends, for sacraments, for rituals, for symbols
appealing to buried hopes and fears, that helps to explain the
power of Hemingway’s work...Most of us are also primitive in a
sense, for all the machinery that surrounds our lives. We have our

private rituals, our little superstitions, our symbols and fears and



nightmares; and Hemingway reminds us unconsciously of the hidden
worlds in which we live (50).
In the mid-forties, Cowley was addressing the appeal of Hemingway’s
literature to not only the conscious psyche, but also to the unconscious.

After Cowley’s first assertion of the symbolism inherent in Hemingway’s
art, other critics followed. Edmund Wilson in "Emergence of Hemingway" also
noted the "shadows" and observed an emotional and moral complexity behind
the realism in Hemingway’s art (58). Carlos Baker became the leading
spokesperson for viewing Hemingway’s works as symbolic. In Hemingway:
The Writer as Artist (1952), Baker stated the thesis underlying his symbolic
approach:

From the first Hemingway has been dedicated as a writer to the
rendering of Wahrheit, the precise and at least partly naturalistic
rendering of things as they are and were. Yet under all his
brilliant surfaces lies the controlling Dichtung, the symbolic
underpainting which gives so remarkable a sense of depth and
vitality to what otherwise might be flat two-dimensional portraiture
(289).
Baker’s approach to Hemingway’s symbolism called for finding the natural
symbols—the images and actions of real life on which Hemingway based his
fictions--and viewing and amplifying the underlying symbolic structure of
these symbols in his work as a whole. Through this symbolism, deeper truths
were embodied, truths shared by humankind.

Other critics followed in the tradition of Baker. Verne H. Bovie wrote
"The Evolution of a Myth: A Study of the Major Symbols in the Works of
Ernest Hemingway,” a dissertation which drew heavily on the symbols



elaborated by Baker. The metaphor of the "machine in the garden" underlies
Allen Guttmann’s "Mechanized Doom: Ernest Hemingway and the Spanish
Civil War," an essay in which the author saw in For Whom the Bell Tolls a
symbolic struggle between men and machines. Though depicting the struggle
in Spain, the conflict itself also applies to industrialized nations in general
and in particular to the struggle in nineteenth century America. Once the
symbolic realm was opened, many interpretations followed.

Cowley and Baker began an approach to Hemingway criticism which has
become diverse but which still centers on a symbolic reading of Hemingway’s
works. Two major studies used Freudian psychoanalytic interpretations of
Hemingway’s life and his art: Philip Young’s Ernest Hemingway: A
Reconsideration (1966) and Richard B. Hovey’s Hemingway: The Inward
Terrain (1968). Both authors identified the protagonists of Hemingway’s
fictions as Hemingway himself. The characters, settings, and actions were
viewed as conscious manifestations of the author’s personal unconscious.
Hemingway was seen as a writer with a neurosis which he attempted, with
more or less success, to exorcise through his art. Philip Young cited the
repetition of three concerns in Hemingway’s works: “"the wound and the
break, the code, and a working adjustment of them" (80). Attempting to
explain this repeated theme he referred to Freud's concept of "repetition
compulsion” which explains the neurotic desire time after time to revisit an
early trauma: "in order not to destroy ourselves, we destroy other things"
(166).

Additionally, psychoanalysis shows that people adapt to trauma by
implementing primitive rituals. The importance of ritual in Hemingway’s

fiction as well as in his life is legend. Thus, Young concluded, Hemingway"‘s



obsession with killing and death was due to a traumatic wound he received in
World War 1. Young saw Hemingway’s suicide as a possible confirmation of
his insights. In addition to the neurotic trauma of Hemingway’s wound,
Hovey cited the oedipal conflict as the basis of Hemingway’s neurosis.
Chronicling the predominance of images of violence and death in
Hemingway’s works, and the infrequency of strong affirmations of love, Hovey
concluded that "his art seldom gets free of his neurosis” (219). Both Young
and Hovey viewed Hemingway’s art and life as symbolic of a neurotic
personal unconscious; however, neither claimed that their interpretations of
Hemingway’s art were definitive.

Perhaps the most frequently cited symbolism in Hemingway’s art is that
of the hero and the heroic quest motif. Whether symbolist or not, many
critics agreed that a composite Hemingway "hero" emerged from the fictions.
Often that figure was identified with Hemingway himself. While the hero
changes names and identities in various works, the hero is characterized by
his strict adherence to a moral code as a means of mitigating the terror and
chaos with which life besets human beings. Others have discussed the
similarity between the "quests" of Hemingway’s protagonists and ancient quest
motifs. Most often mythographers, particularly Joseph Campbell, were the
source for the mythic interpretations. However, others used, at least in part,
a Jungian approach.

In contrast to the approach of the Freudians as well as others who
equate Hemingway’s protagonists with their author, Delbert Wylder, in
Hemingway’s Heroes, made an effort to disentangle the protagonists of
Hemingway’s fictions from one another and from the life of their creator. By

so doing he traced the growth of Hemingway as an artist, pointing out the



changes in both Hemingway’s conception of the hero as well as innovations in
his artistic technique. The protagonists of Hemingway’s first four novels,
according to Wylder, were not heroes at all but anti-heroes. In his later
novels, beginning with For Whom the Bell Tolls, Wylder found prototypes for
the heroic protagonists in mythic heroes of the past. Wylder’s method of
analysis was not limited to a particular frame of reference until he discussed
the last novels, and there he employed the language of mythographer Joseph
Campbell.

Other literary scholars affirmed the importance of mythic elements in
Hemingway’s works. British critic John Atkins in The Art of Ernest
Hemingway refuted charges that the universal myths of the past were not
alive in Hemingway as they were, for instance, in Eliot. Atkins cited as
mythic elements in Hemingway’s art the various and often repeated rituals, in
particular the bullfight with its mythic, mystical significance. Also, he said
that Hemingway created myths from the life about him, such as Harry
Morgan’s "sense of union with the life-principle itself" before he died (166).

Two critics utilized Jungian terminology in viewing the symbolic nature
of Hemingway’s art. Earl Rovit, in his study Ernest Hemingway, used both
Freudian psychoanalysis as well as Jungian depth psychology. While he did not
discuss the archetypes emerging in the process of individuation, as the
present study does, Rovit examined the "introspective journey motif" (91).
Beginning with "Big Two Hearted River" he focused on the hero’s movement
through painful confusion, learning from a wise tutor, the embodiment of the
wise old man or the archetype of the self, and the final resolution in The
Old Man in the Sea where the teacher (tutor) has split into hero and boy.

Of particular interest is Rovit’s examination of time in Hemingway’s work.
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He discusses Hemingway’s technique of creating a sense of the "now"--a sense
of mystical timelessness, the "always" time of Robert Jordan’s mystical
experiences. While Rovit uses some Jungian terminology, his analysis of the
fictions is eclectic.

The second critic who employed a Jungian framework to examine
Hemingway’s work was Joseph DeFalco. In The Hero in Hemingway’s Short
Stories DeFalco organized the stories chronologically by the protagonists’ age.
He then illustrated the characters’ progressive movement toward the
establishment of an individual self: individuation. The central focus of the
study in terms of Jungian symbolism was the heroic journey or quest motif.
This motif has two levels: an outer journey which symbolizes an inner one.
DeFalco’s reading of the stories emphasized the characters’ original trauma of
separation from containment in the collective, and their gradual creation of a
new self through action in the world. He did not include extensive analysis
of the archetypes emerging on the path toward the creation of the new self,
which this study examines, nor did he discuss Hemingway’s longer fictions.

In addition to the longer works, several essays treat Hemingway’s use of
myth and ritual. First, in "New World, Old Myths," Claire Rosenfield
examined Hemingway’s portrayal of particularly American mythic rituals in
The Old Man and the Sea. Secondly, in "Francis Macomber and Sir Gawain,"
Arthur Coleman said that Hemingway’s story is a modern depiction of the
theme and situation dramatized in "Sir Gawain and the Green Knight." The
archetypal theme, he contended, was the "ceremonial conquest of fear” by way
of the knightly (or Hemingwayesque) code. Next, in Steven R. Phillips’ essay,
"Hemingway and the Bullfight: The Archetypes of Tragedy,” the author
discusses Hemingway’s bullfights as embodiments of religious ritual presided



over by bullfighter-priests. Additionally, John J. Teunissen in "For Whom the
Bell Tolls as Mythic Narrative," said Robert Jordan goes through the mythic
process of "deindividuation” whereby he is ritually initiated into mythic
"tempus and locus” (terms coined by Mircea Eliade) (55). Teunissen saw the
novel as part of the American tradition of romance and ritual as opposed to
political or historical considerations.

Finally, Peter L. Hays in "Hemingway and the Fisher King (‘God Rest
You Merry, Gentlemen’)," examined the Fisher King motif in Hemingway’s
story and attempted to establish, on the basis of several concurrent elements,
that Hemingway must have been familiar with Jesse Weston’s From Ritual to
Romance. Essentially, Hays argued against Cowley’s and Baker’s assertions
that Hemingway’s rituals and myths arose spontaneously from inside himself,
through his intuition, and not from scholarly sources. Although Hays cannot
conclusively "prove" that Hemingway read Weston’s account of the Fisher
King, he said that the similarity of symbolic motifs in Hemingway’s story with
those in the ancient myth is so strong that: "If he (Hemingway) did not read
From Ritual to Romance and if no friend like Ezra Pound communicated to
Hemingway much of the information that appeared in Miss Weston’s study,
then Hemingway’s sensitivity is very sharp indeed, and we must consider
giving more credence than is fashionable in scholarly circles at present to the
spontaneous appearance of Jungian archetypes” (227).

Hays poses an interesting question, one that I have also thought about
and searched to answer. How consciously did Hemingway employ mythic
motifs and symbols? How much did Hemingway know about the depth
psychology of Jung or the psychoanalytic theory of Freud? The assumption
underlying Jungian archetypes is that they are biological factors that emerge
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from the unconscious spontaneously. Archetypal projections should be found
in the works of all artists. However, if authors have knowledge of archetypal
theory it would enable them intentionally to manipulate their expression.
The question must be asked, did Hemingway consciously use acquired
knowledge of Jungian archetypal theory?

In searching to find out whether Hemingway may have read the works
of either Jung or Freud, I consulted two publications listing the books in
Hemingway’s library. In Hemingway’s Library: A Composite Record, James D.
Brasch and Joseph Sigman describe Hemingway’s voracious appetite for
reading. Their list of Hemingway’s books, however, contains only one title by
Freud. Item number 2370 lists: "Freud, Sigmund. "The Basic Writings of
Sigmund Freud™ (134). There is no listing of Jung’s works. Neither is there
mention of writings either by Jung or Freud in Michael S. Reynold’s
Hemingway’s Reading, though the Reynold’s book contains William James’ 1892
edition of Psychology (141). The absence of references to Jungian writings
from Hemingway’s library is not a clear indication that the author did not
read Jung. (Nor would the inclusion of titles by Jung guarantee that he had
read them.) Whether he did or not, there appears to be no record.

Hemingway’s published letters reveal little information either. Within
the selected letters there is one reference to Jung and Freud. In a letter to
Wallace Meyer dated February 21, 1952, after the death of Charlie Scribner,
Hemingway told Meyer that he had asked Scribner to withhold permissions
related to the publication of Philip Young’s Ernest Hemingway. Hemingway
says that Cowley told him Young wanted to prove that all Hemingway’s
characters were Hemingway himself. Hemingway complained to Meyer:

"Criticism is getting all mixed up with a combination of the Junior F.B.L.-



men, discards from Freud and Jung and a sort of columnist peep-hole and
missing laundry list school” (751). Hemingway’s antagonism to adverse
criticism and particularly to "psychologizing,” not only his works but himself,
is well known. The most that can be said on the basis of this letter,
though, is that Hemingway knew of Jung and Freud.

It is hardly conceivable, however, that Hemingway was not at least
somewhat familiar with the new psychological theories circulating in
intellectual and literary circles in the early twentieth century. One of
Hemingway’s early mentors, Gertrude Stein, had studied with William James
and actively experimented with alternative forms of fictional discourse
designed to elicit from the reader particular responses. Also, Ezra Pound’s
literary-intellectual clique, of which Hemingway formed a part, must have
been acutely sensitive to nuances emanating from the realm of scientists of
the psyche. In Hemingway: The Writer as Artist, Baker emphasizes that
among this sophisticated set, "Jazz Age literature, with some few exceptions,
had flirted most noticeably and openly with Sigmund Freud and Tristan Tzara"
(200). But how much Hemingway knew of emerging psychological theories,
and the extent to which he consciously employed what he knew, remains a
mystery.

In his study of Hemingway’s short stories from an archetypal point of
view, Joseph DeFalco briefly addressed the problem of ascertaining how
conscious Hemingway’s use of psychological and mythological symbolism was.
He concluded that the question is finally, unanswerable, but that there are
assumptions which may be made. DeFalco focused on the journey pattern in
Hemingway’s stories, and he suggested that all of the materials of culture

were available to Hemingway to serve as resources for this motif: "This



cultural inheritance alone can account for his knowledge of the journey
pattern. Whether he adapted it consciously or intuitively, he almost certainly
observed it in his reading" (18).

I must echo DeFalco, and point to the fact that scholars have
successfully applied Jungian psychological principles to the art of many
writers-—-Shakespeare, Swinburne, Hesse, Emerson, Poe, Hawthorne, Dickinson,
James, and Faulkner, to name a few. Their existing readings are sufficient
evidence that the method works, that contained in the works of literary
artists are characters, settings, symbols, and images which reflect an
underlying archetypal substrate. This is not to say that a Jungian
interpretation supplants other criticisms, but rather that it compliments these,
by adding yet another dimension to the collection of interpretations already
available. The variety of criticism pertaining to Hemingway’s writing is

itself testimony to his vast talent and insight.
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Chapter 1

A Study of Jungian Archetypes in
Three Hemingway Novels

This book will focus on the study of three Hemingway works: The Sun
Also Rises, For Whom the Bell Tolls, and The Old Man and the Sea. These
fictions will be examined with two purposes in mind: first, to view their
archetypal content and second, to determine the extent of individuation which
the archtypes reveal about each work’s protagonist, hence about the artistic
consciousness of Hemingway himself.

Much scholarship has been devoted to analyzing Hemingway’s style, his
language, his heroes, his women, his existential views and his Victorian
attitudes, the major themes of his work, etc. However, much as the separate
elements of his fiction are of interest, they do not quite explain the whole.
Therefore, I have chosen to analyze these fictions from the point of view of
Jungian depth psychology, a comparatively new approach in Hemingway
criticism, because such an approach treats one of the most important qualities
of the fiction: its conscious and unconscious appeal.

I believe that Carl Jung’s theory about the nature of the collective
unconscious and its archetypes provides such an explanation. Also, I think

what Jung termed the process of individuation (the progressive integration



into consciousness of the compensatory contents of the collective unconscious)
can be observed through examining the characters, settings, symbols and
images portrayed in each of Hemingway’s works. The hypothesis underlying
this study is that an examination of the consciousness of the works’ heroes--
Jake Barnes, Robert Jordan, and Santiago--will reveal the increasingly
individuated artistic consciousness of Hemingway himself.

While the novels themselves are central to this study, I shall examine
them by using Jungian archetypes as a means of illuminating selected elements
of Hemingway’s art. Because of the complexity inherent in Jungian concepts,
I shall, in this introductory chapter, first briefly outline Jung’s concept of
the nature of the psyche. Thereafter, Jung’s view of literature and the
relevance of examining Hemingway’s works through the "lens" of Jungian
archetypes will be discussed. Finally, the archetypes of the collective
unconscious will be elucidated as they occur in "Big Two-Hearted River," an
early story. Each middle chapter will examine one of the major works, which
will be taken in chronological order, beginning with The Sun Also Rises
(1926), and concluding with The Old Man and the Sea (1952).

Some Basic Jungian Concepts
Examining Jung’s conception of the nature of the psyche is difficult but
necessary. Over sixty years of empirical research, Jung developed his
observations regarding the nature of the psyche, extending psychological
theory well beyond that of his well known predecessor and sometime mentor,

Sigmund Freud. Due to its inherent complexity, the task of presenting an



encapsulated summary of Jung’s formulations is formidable and, realistically
speaking, impossible. Jung’s writing spans eighteen volumes of his collected
works as well as several volumes not appearing in the collection. In addition,
there have been numerous books published by Jung’s students and successors.
These volumes seek to systematize, explicate, and sometimes amplify the ideas
of the great intuitive thinker. In particular, I will refer to the works of
Erich Neumann, one of Jung’s students and collaborators, because his
amplification of the archetypal feminine, the matriarchal precursors of the
patriarchal canon, is a concept integral to Hemingway’s creation of fiction.

Throughout his lifetime, Jung continually modified and changed his ideas.
Unlike Freud, Jung remained open to new possibilities for interpreting his
data. That he modified his interpretations often and until the end of his life
shows that Jung, at least in part, was able to avoid the codification and
dogmatization of his own ideas. His intellectual life mirrored his belief that
the living psyche, like all that exists in nature, is and must remain in a
continual state of flux. However, changing perspectives also lead at times to
inconsistency and ambiguity. (This is especially true given the non-rational
material upon which Jung’s studies were focused.) My effort, in discussing
Jung’s concepts, will be to present a consistent overview, keeping in mind
that relevant information may be either intentionally omitted for the sake of
clarity or unintentionally omitted.

Essentially, Jung thought the human psyche is divided into two
complimentary but opposing components: consciousness and the unconscious.

Consciousness is that part of the psyche that is directly known by the



experiencing subject; it might be termed "awareness." Appearing early in
life, consciousness grows through the formation of the ego--the psyche’s
reality principle-which determines the contents of consciousness. In fact,
Jung called the ego the "gatekeeper to consciousness” because anything which
comes into awareness must first pass the censoring ego.

The ego’s gate-keeping function has both positive and negative
consequences. It is necessary to filter and select the impressions one
receives from the outer and inner worlds of sensation. (Awareness of all of
the sensory impressions that exist would be overwhelming.) Jung deemed
discrimination essential so that the ego might help form individual identity.
However, the process of discrimination is necessarily limiting. It prevents
innumerable aspects of the individual’s inner and outer life from coming into
awareness. A person can become conscious only to the extent that the ego
allows incoming impressions to enter, and a major determinant of what the
ego allows into consciousness is the amount of anxiety that a perception
arouses. Thoughts and experiences evoking high levels of anxiety are likely
to be refused admittance to awareness. The ego generally reflects the
condition of the collective, social consciousness of the time, which explains
why, in contemporary Western cultures, the scientific emphasis on casualty is
privileged over the belief in magic, which might be displayed by more
"primitive” societies.

Consciousness becomes individualized through the process Jung termed
individuation (The Archetypes of the Collective Unconscious 275).

Consciousness and individuation are parallel in the developing personality;



the growth of one entails the growth of the other. As a result of his

clinical observations, Jung hypothesized that within every individual psyche

there is a self-actualizing force which has nothing to do with conscious

acknowledgement or volition. Rather, the tendency toward the growth and

expansion of consciousness is a natural, albeit unconscious, aim of the

organism. In addition, Jung discerned evidence that the psyche contains the

inherited experiences and resultant wisdom of the species. On the basis of

"discovering" this innate, unconscious goal orientation and inherited wisdom

Jung concluded that for contemporary individuals the ultimate goal in life is

the development of their inborn potential through the process of
individuation.

Most people, however, reside solely within the societal collective and, by

doing so, fail to actualize their inborn potential. According to Neumann:

The role played by the collective in the human culture is decisive.

Society, with its conscious postulates, sets up an authority, a

spiritual tradition which, spoken or unspoken, forms the background

of education. The individual is molded by the collective through

its ethos, its customs, laws, morality, its ritual and religion, its

institutions and collective undertakings. When one considers the

original submergence of the individual in the collective

(unconscious), one sees why all collective orientations are so

binding and are accepted without question (The Origins and History
of Consciousness 27).



In contrast to the above "mass” person, the individuating personality,
instead of automatically accepting and unreflectingly acting out the dictates
of societal conditioning, becomes "self" conscious in the sense that she or he
intentionally and consciously participates in the unfolding of his or her
individual biological and spiritual destiny. This destiny is governed not only
by external factors, to which environmentalists attribute the causal
development of personality, but by "numinous” (fundamentally important,
emotionally imbued) inborn factors as well. Individuation is not a selfish
goal. Rather, it means that one’s concept of self expands outward, to include
more and more of the collective, transpersonal aspects of experience. During
the process of individuation it is the unconscious portion of the psyche which
becomes integrated into consciousness.

The unconscious is divided into the personal unconscious and the
collective unconscious. The personal unconscious contains repressed or
forgotten contents which, through the loss of energy, have become subliminal.
These contents, even though repressed, are capable of gathering an energy
charge and creating what Jung termed "feeling toned" complexes (Aion:
Researches into the Phenomenology of the Self 28), such as the "mother
complex” and the "father complex." Complexes may gather such a powerful
charge that they subsume other aspects of personality. This is particularly
true of the ego. The ego may erroneously believe itself to be the center of
personality, attributing all of life’s successes and failures to itself. From the
Jungian point of view, however, it is not the ego, but the "self" (the total

psyche, conscious and unconscious) that forms the central core of personality.




The contents of the personal unconscious are usually accessible to
consciousness, but not always. Sometimes the complexes are based on
elements arising from such a deep portion of the psyche that they are
difficult to comprehend. While the personal aspect of the unconscious is not
of particular relevance to the present study, it is of interest to note that
Freud reduced all unconscious manifestations to the personal, instinctual level.
For him the personal unconscious was the single aspect of the unconscious to
be recognized and elaborated upon. In contrast to Freud’s reductive
approach, Jung amplified the personal to the level of the transpersonal. For
Jung the personal unconscious assumed much less importance than the deeper
unconscious strata, the collective unconscious.

The concept of the collective unconscious is one of Jung’s major
contributions to the field of psychology. A multitude of experiences--both
interactions with his patients as well as experiments on himself--convinced
Jung that there is a dynamic realm of living experience below the threshold
of awareness. Early in his work, Jung began to understand that the personal
unconscious rests upon a deeper, unconscious layer which does not derive
from personal experience but is inborn. This part of the unconscious is
collective or universal--its contents are transpersonal and are much the same
everywhere and in all people. The collective unconscious is the idea that the
individual is born with the form of the world already existing in her or his
psyche. Just as the physical body contains the history of the physical
evolution of the human species, Jung theorized that the psyche contains the



history of the evolution of consciousness of the human race, extending
backward to pre-human forms of life.

An integral feature of the collective unconscious is its autonomy; its
existence is not dependent on a person’s conscious orientation. Rather, the
collective unconscious is co