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Bringing the Inner Out  
 
Everything exists in potentiality, ready to ‘be’ if the right causes and conditions present. We can see 
how the material is made manifest simply by observing the processes of creation in action – whether it 
be the formation of a star or the development of a human embryo. But how is new knowledge 
produced? How is this thing which is not a ‘thing’ brought from an implicit to explicit state, revealed 
in a form which can be shared? 
 
For Deleuze & Guattari, ‘the new is an outside that exists within this world, and as such it must be 
constructed’ (O’Sullivan & Zepke 2008, p.2). A rhizomatic methodology informs their approach to the 
production of the new, a process by which an expanding fabric of interconnections, ‘all manner of 
becomings’ (D&G 2004, p.24) may be explored, and their results shared on a single never-ending 
‘plane of consistency’ (D&G 2004, p.9). Knowledge, like life, is dynamic, never static. We may draw 
boundaries around different parts of the whole to isolate specific research inquiries at a given point in 
time, but the creative urge infuses the production of new knowledge as surely as any other ‘becoming’ 
over the full stretch of cosmic existence. The way a rhizome grows is thus an apt metaphor for how 
knowledge comes into being – the principles of Bateson’s ecology of mind would suggest that the 
question is already implicit in the root system’s ‘neural pathways along which (information) travels’ 
(Bateson 2000, p.460). 
 
Within this context of producing new knowledge, my PhD was based on a specific research question: 
How do I bring inner knowing out onto an external plane, constructing a ‘new’ in the outer world for 
such knowledge to enter time once more? I had borne witness to a past event and words had formed in 
my understanding as to its import to now. The treasure guarded by the souls of the dead already 
existed, but remained latent in the rhizome of the Otherworld unless I chose to translate a brief 
moment of witness into a form which could be shared. I decided to craft a work of prose fiction, The 
Taste of Translation, to house the treasure as it reflected the creative aesthetic form which resonated 
best for my mode of being. In the process of translation – from inner to outer – the art of writing 
proved a worthy tool for excavating said treasure and charting territories explored as they were 
traversed. In becoming landscapes where encounters with inner guides were prefaced by reciprocal 
recognition, my ethical engagement toward this outcome was founded as a way of love. My PhD 
research was thus based on direct experience documented as creative practice. As a pearl diver in the 
spirit of Walter Benjamin, this essay is offered in good faith as an example of how inner knowing can 
be afforded new life and potentially contribute to the conversation on peace. 
 
From the personal to the collective 
 
I often draw on the work of Carl Jung to make sense of my own. In observing that a lifetime of 
research into the collective unconscious constituted his own personal myth rather than a body of 
purely rational scientific work, he wrote: ‘What we are to our inward vision, and what man appears to 
be sub specie aeternitatis, can only be expressed by way of myth. Myth is more individual and 
expresses life more precisely than does science … which (is) far too general to do justice to the 
subjective variety of an individual life’ (Jung 1995, p.17). But what of the collective? Myths work to 
reflect and shape life at a societal level as well, placing it in a larger setting to reveal the underlying 
pattern. They can be a positive force for change, or not. Here, an example: ‘During the 20th century, 
we saw some very destructive modern myths, which have ended in massacre and genocide. These 
myths have failed because they do not meet the criteria of the Axial Age. They have not been infused 
with the spirit of compassion, respect for the sacredness of all life. … We cannot counter these bad 
myths with reason alone. That is the role of an ethically and spiritually informed mythology’ 
(Armstrong 2005, p.142). 
 
The interesting thing about Armstrong’s commentary on the collective and how it fits with Jung’s at 
the personal is her observation that ‘writers and artists, rather than religious leaders … have stepped 
into the vacuum and attempted to reacquaint us with the (sacred) mythological wisdom of the past 
(Armstrong 2005, p.144). By sharing stories in text, paint, song and dance, for example, she holds that 
writers and artists operate at the same level of consciousness as the mythmakers of old: ‘A novel, like 
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a myth, teaches us to see the world differently; it shows us how to look into our own hearts and to see 
our world from a perspective that goes beyond our own self-interest. If professional religious leaders 
cannot instruct us in mythical lore, our artists and creative writers can perhaps step into this priestly 
role and bring fresh insight to our lost and damaged world’ (Armstrong 2005, p.155).  
 
While feeling far from priestly, I accept Armstrong’s challenge. It is no understatement to say that we 
live in a fractured world – a world where spiritual life has stagnated and decayed in the face of rabid 
materialism, where geo-politics and the commercial imperative have, far too often, far too arrogantly 
and far too ignorantly, caused needless suffering to humanity as well as our beautiful Earth, and where 
the selective amnesia of various religious leaders has seen the original teachings of their faiths 
discounted, hijacked or co-opted to support particular power plays. If my work can contribute in some 
small way to a process of healing, then let it be so. ‘Jung argued that it is because we are all linked by 
a common ancestral life, which continues within each of us, that a personal myth is not an individual 
matter’ (Huskinson 2008, p.4). It follows that ‘any content that emerges from the unconscious into 
consciousness involves a spiritual or moral task’ (Jaffé 1983, p.72). My ethical responsibility extends 
from understanding the messages of inner guides myself to sharing what is gifted if and when I receive 
their permission to tell (Virgil’s plea refers). The Taste of Translation is such an example of inner 
knowing brought out onto an external plane, a personal Axial myth of compassion, of unconditional 
care for the suffering other. All because Laleima appeared to me, and said: There is not enough love in 
the world. 
 
Going in 
 
As previously noted, Laleima’s treasure already existed in the fecund swamp of the Otherworld, its 
knowing implicit in the rhizome’s neural pathways. But to offer it an ‘afterlife’ in my writing, reveal 
new knowledge in a form which could be shared, I needed to learn to navigate the rhizome, twin the 
head-knowing of intellectual research with the heart-knowing of creative practice, cross-fertilise the 
intuitive with the reflective, and emerge with treasure intact. To assist this process, I developed a 
framework to assist my unwieldy and lonely charting of a tiny section of the ultimate unknown 
territory, an inner universe as dark as any beyond Earth’s atmosphere and where tiny firefly sparks 
pinpoint various zones of clarity as much as stars in the night sky help us navigate the seven seas. 
Documenting each of the rich and strange pearls which percolated up from the fecund swamp helped 
me develop scaffolding to support this production of the ‘new’, the methods used aiming to honour the 
source without overlaying their unique voices with interpretive layers.  
 
In my journal, the art of writing represented both data collection as much as a place to reflect on said 
data. It included matter-of-fact reportage of landscapes visited, conversations entered or words 
formed, as well as creative texts in poetry or prose to coalesce understanding of direct Otherworld 
experiences. These were supplemented by photographs, sketches or small touchstones from the natural 
world to act as memory triggers. In addition, drawing mandalas of the spaces which constellated (and 
how they constellated) was a method by which I could ‘contain’ emergent understanding. In this I was 
informed by Jung’s use of mandalas as a therapeutic tool to bring unconscious elements to 
consciousness (Jung 1995, p.415-6) as much as Eastern spiritual practice to elaborate the complexity 
of the universe in a finite setting. By focusing on a mandala in meditation, a way back in to the space 
is often guaranteed. 
 
A framework thus gradually evolved to house my embodied knowing and provide a holding space 
within me by which I could re-enter the becoming landscape of inner knowing at a place in the 
rhizome already mapped. Each documentary ‘artefact’ I created or collected acted to translate the 
aetheric and intangible inner territories I experienced into textural and tangible forms, in turn serving 
as psychic prompters to my inquiry. The process was circular. In-built feedback loops existed between 
the three principal techniques I used to channel embodied knowing into the space of performance, as 
the following model demonstrates.  
 
To elaborate on each technique: 
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Character-immersive practices entailed research into the worlds of Laleima and Kisha in order to 
enflesh the backdrops to their ‘lives’ and ensure that The Taste of Translation would be accurately 
sited in its relevant historical, cultural, literary, religious and geo-political context. This involved 
extensive desktop research. My bibliography extended to more than 180 text-based references as well 
as numerous cultural interlocutors covering film, music, art and architecture. I also assembled a raft of 
symbolic mediators (Samir’s ring an example), and conducted site visits to Granada and Sarajevo to 
infuse me with a spirit of place. My process was founded on the premise that, as a writer, it was 
equally critical to understand the backdrop to events presented in the narrative myself as well as assure 
that the situations so-described were valid 
representations of their respective 
temporal-spatial realities for a reader. 
 
Dreamwork was a Jungian technique 
which offered instant access to the inner 
landscape and its shifting narrative but 
was not something I could consciously 
‘control’. It may have seemed to occur at 
‘random’ from my point of view, but from 
my sources’, it was clearly an ideal choice 
to connect with me on their terms, not 
mine. Examples were when I had missed a 
‘cue’ from one of my other methods of 
embodied knowing, something my sources 
thought necessary to reiterate or 
reformulate, or when I required direction along a specific path of inquiry which my sources thought I 
would not understand in any other way than via an allegorically-presented dream setting. Mostly I 
assumed the role of witness in dreamwork, but at times was an actor in the drama itself. In either case, 
it required my ‘attendance with full respect, empathy, sensitive intelligence, intuition and a sense of 
symbolic expression’ (Whitmont & Perera 1989, p.5). As dream messages are always symbolically 
encoded or encrypted, its language can be likened to hieroglyphs. Hence translation is required: ‘In 
order to gain access to this level of communication, a combination of artistic, emotional and intuitive 
attunement and rational logic is necessary. … Often it seems as if the dream uses whatever images are 
meaningful to the dreamer’ (Whitmont & Perera 1989, p.27). This last point is extremely valid. If the 
images do not connect with my pre-existent intuitive knowing, then understanding of these cryptic 
messages is made doubly difficult – not an ‘efficient’ process for either side. Yet it is such a valuable 
initiatory avenue to inter-world communications that this essay provides an example of a dreamwork 
experience amplified by other embodied knowing techniques over the course of outing Laleima’s 
treasure to explain the concept more. 
 
Active Imagination (AI) was the method Jung applied from 1913 till 1930 in his ‘confrontation with 
the unconscious … to get to the bottom of (his) inner processes’ (Jung in Hoerni 2009, p.viii). In 
developing his own unique way in to the collective unconscious, Jung had previously studied mediums 
in trance states and conducted experiments with automatic writing. Later he would supplement this 
with a comparative study of Eastern and Western esoteric practices such as visualisation techniques 
used in meditation (Shamdasani 2009, p.201-2). For me, AI was the way to understand the messages I 
encountered in dreamwork with greater coherence. Approached like classic meditative practice, my 
intent was to maintain enough conscious direction to re-enter the dream experience not as an observer 
but as an active participant in co-performance. Informed by Gallbach’s extension of the technique into 
Body-Active-Imagination (BAI) which implies both an ‘embodied imagination as well as an active 
and conscious body’ (Gallbach 2006, p.35), my own corporeal reality became the seat of ‘profound 
empathy’ (Gallbach 2006, p.195). This was not something with which I had difficulty, perhaps 
because my sensory response to the event had opened pathways to facilitate access as and when 
required by the process. Nevertheless, it was only when I understood how this operated that it was able 
to be harnessed to best effect. My experience of AI during site visits especially attested to the 
deepened awareness offered by BAI and in this essay I give some examples. 
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Accordingly, the intent of AI is to incarnate or ‘personify’ the contents of the collective unconscious 
which ‘always possess a certain degree of autonomy, a separate identity of their own (Jung 1995, 
p.211-2). Bringing these contents out of the imaginal psychic space of an AI encounter (ie. my 
becoming landscape) to the surface, in a ‘movement from the world of spirit and idea to the concrete 
world of matter’, results in a ‘unique product of both the conscious and the unconscious’ (Cwik 1995, 
p.151). The writing I produced out of my AI ‘events’, a process of translating inner experiences onto a 
plane of intimate exteriority, thus fulfils Cwik’s criteria. ‘Incarnating’ such contents is what I describe 
as the ‘afterlife’ afforded to treasures sourced from the Otherworld. 
 
As well as these inner or embodied techniques, the framework includes outer phenomena – 
synchronistic events which act to aid decryption or guide inquiry. Defined as ‘meaningful 
coincidences’ (Jung 1995, p.419), Jung describes such occurrences as examples of ‘psychic 
parallelisms’, acausally related and connected via the ‘contingency of events’ (ibid.). Their purpose is 
to offer a glimpse of a pre-existent and unknowable psychoid unity split between an outer physical 
phenomenon and inner psychic image – ‘opposites that can now be recognised … (in) parallel events 
(Jaffé 1983, p.152). Once recognised, meaning can be ascertained. In this context, synchronistic events 
thus acted as support mechanisms for my psychic processes – examples include instances of just the 
right book at just the right time, or the triggering of some felt-sense to catalyse a seemingly random 
observation into a position of importance in my research. On numerous occasions during the writing 
of The Taste of Translation, I may 
have thought that aspects of the 
whole appeared complete from a 
rational perspective, yet the chaos 
of the fecund swamp seemed 
unready to settle back into itself, 
something I felt as ‘niggles’ in the 
body. In such instances, I had to 
be patient, trust my inner guides 
and wait until the split ‘psychoid 
unity’ could be recognised. Only 
then could the chaos be left 
behind, ‘closing on itself like the 
sea on the wake of a ship’ (Nancy 
1996, p.112).  
 
Thus was the framework to facilitate my way in to the becoming landscape conceived, embodied 
practice a methodology by which to shed personal and cultural conditioning before entering the 
intertidal zone. There I would meet my interlocutors in an ‘ongoing exchange between self and other, 
and between text and images – the image/text becom(ing) an active space, echoing and reverberating 
in communion’ (Springgay et al 2005, p.906), our dialogic co-performance in the space prefaced by 
reciprocal recognition and founded as a way of love. Only through dialogue could I deeply know and 
understand the story of the deeply other. And only through an iterative process of translation could I 
hope to reveal the treasure in a form which honoured my source. 
 
Bridging inner and outer 
 
Irigaray holds that the practice of ‘making has seldom been considered as a work carried out inside 
subjectivity itself, starting from and upon what the subject already is and with a becoming in mind’ 
(Irigaray 2002, p.115). She suggests that ‘such a work of interiority remains almost unknown to us. 
Perhaps because the relation with the other has not been sufficiently recognised as a decisive part of 
subjectivity’ (ibid.). In doing so, she returns to her key theme, the way of love, to invoke ‘welcoming 
the speech of the other in oneself and … accepting that this speech questions us’ (ibid). Irigaray’s 
practice of ‘making’ is, for me, the art of writing as my chosen creative aesthetic form by which to 
bridge inner and outer spaces in the production of the new. 
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I understood my task at an intellectual level, I lived my engagement with inner guides at an intuitive 
level. To bring the inner out in my writing therefore meant being able to bridge the different 
dimensions of myself as well. I found it helpful to name these different dimensions, like Edward de 
Bono did with his coloured ‘thinking hats’. My head-knowing I called the purposeful witness (PW) as 
my outer purpose to bringing Laleima’s treasure back into the land of time was to contribute to the 
conversation on peace; my heart-knowing I called the compassionate witness (CW) as compassion 
was the central intuition I brought to my inner engagement with the other. My translator (T) was the 
dimension of myself required to act as bridge between the two. Suffice it to say that this bridging task 
involved iterative drafts and multi-step 
feedback loops between inner and outer 
spaces, between CW and PW, a practice 
which constantly reminded me of Samuel 
Beckett’s lament: ‘Ever tried. Ever failed. 
No matter. Try again. Fail again. Fail 
better’ (Beckett 1989, p.101). Still, on the 
back of many maps and flow charts 
cluttering the pages of my journal, I 
finally arrived at the following 
crystallisation of process in action, 
something I named ‘becoming product’. 
 
The important thing to note with the 
model as shown is how the three 
dimensions of myself – CW, T and PW – 
overlap each other. There are intertidal 
zones in their interactive performance as 
much as between me and my Otherworld guides. These ‘sisters’ may wear different hats in the process 
of bringing the inner out, but in performing their roles, none can ever fail to commune with and 
understand the perspectives offered by her sister dimensions. It cannot be otherwise – I am me, after 
all, a subjective fact culminating at the centre of a turntable of circle-of-self in a pivotal point of all 
meeting all. Here, together, at one in the core of my being, the spark of love manifests as both intent 
and action, my process none other than the way of love itself. 
 
If writing was the way to make sense of inner experiences in a first round of translations, via the long-
winded and wieldy drafting process which followed, this writing gradually developed into a form by 
which it could be shared. Writing was my thinking process in which ‘externalising and internalising 
happen at the same time’ (Colyar 2009, p.429). I drew inspiration from ethnographic researchers who 
suggested that ‘writing is not only inscription but discovery. It is a kind of nomadic inquiry in which I 
am able to deterritorialise spaces in which to travel in the thinking that writing produces’ (St Pierre 
1997, p.407). Schulz notes a similar receptivity: ‘In letting the words come to me, I am opening 
myself up to the possibility of creating new meanings’ (Schulz 2006, p.226). It is writing which 
confirms the writer’s place as ‘neither historian nor prophet: (s)he is an explorer of existence’ 
(Kundera 1988, p.44). While each of the three triptych panels of The Taste of Translation may have 
constituted their own unique rhizomatic territories, certain thematic threads were repeated and 
explored in different ways to support the overarching narrative of Laleima’s treasure returned to the 
land of time. The entire work of prose fiction thus revealed the unified circle of knowing my inner 
guides shared, and in so doing, reflected WS Sebald’s observation: ‘When the narrative is finished, its 
beginnings show up in a new light, … after the tock comes the tick again’ (Sebald, cited in Schwartz 
2007, p.104) as much as TS Eliot’s poetic insight: ‘We shall not cease from exploration, And the end 
of all our exploring, Will be to arrive where we started, And know the place for the first time’ (Eliot 
1944, p.43). In homage to conversation partners such as these, therefore, I was committed to weaving 
their words, and spirit, into the textual fabric of the work, my intent to afford mystics, philosophers 
and writers down the ages an afterlife as rich as Laleima’s.  
 
And so was this new knowledge produced – by bringing the inner out. 

 


