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reality. T h e h u n t e r is d r o w n e d b e c a u s e h e r a n 
after a wishfu l f a n t a s y t h a t c o u l d n o t b e 
fulfilled. 

A n o t h e r w a y in w h i c h t h e n e g a t i v e a n i m a in 
a m a n ' s p e r s o n a l i t y c a n b e r e v e a l e d is i n 
waspish, p o i s o n o u s , e f f e m i n a t e r e m a r k s by 
which he d e v a l u e s e v e r y t h i n g . R e m a r k s o f t h i s 
sort a l w a y s c o n t a i n a c h e a p t w i s t i n g of t h e t r u t h 
and a r e in a s u b t l e w a y d e s t r u c t i v e . T h e r e a r e 
legends t h r o u g h o u t t h e w o r l d in w h i c h " a 
poison d a m s e l " (as t h e y c a l l h e r in t h e O r i e n t ) 
appea r s . S h e is a b e a u t i f u l c r e a t u r e w h o h a s 
weapons h i d d e n in h e r b o d y o r a s e c r e t p o i s o n 
with w h i c h s h e kil ls h e r l o v e r s d u r i n g t h e i r first 
night t o g e t h e r . I n th i s g u i s e t h e a n i m a is a s 
cold a n d r eck l e s s a s c e r t a i n u n c a n n y a s p e c t s o f 
n a t u r e itself, a n d in E u r o p e is o f t en e x p r e s s e d 
to this d a y b y t h e b e l i e f in w i t c h e s . 

II, o n t h e o t h e r h a n d , a m a n ' s e x p e r i e n c e o f 
his m o t h e r h a s b e e n p o s i t i v e , t h i s c a n a l s o affect 
his a n i m a in t y p i c a l b u t d i f f e r e n t w a y s , w i t h 
the resu l t t h a t h e e i t h e r b e c o m e s e f f e m i n a t e o r 
is p r e y e d u p o n b y w o m e n a n d t h u s is u n a b l e 
to c o p e w i t h t h e h a r d s h i p s o f life. A n a n i m a o f 

t h i s s o r t c a n t u r n m e n i n t o s e n t i m e n t a l i s t s , o r 
t h e y m a y b e c o m e a s t o u c h y a s o l d m a i d s o r a s 
s e n s i t i v e as t h e f a i r y - t a l e p r i n c e s s w h o c o u l d 
feel a p e a u n d e r 3 0 m a t t r e s s e s . A sti l l m o r e 
s u b t l e m a n i f e s t a t i o n o f a n e g a t i v e a n i m a 
a p p e a r s i n s o m e fa i ry t a l e s i n t h e f o r m o f a 
p r i n c e s s w h o asks h e r s u i t o r s t o a n s w e r a se r i e s 
o f r i d d l e s o r , p e r h a p s , t o h i d e t h e m s e l v e s u n d e r 
h e r n o s e . I f t h e y c a n n o t g i v e t h e a n s w e r s , o r if 
s h e c a n find t h e m , t h e y m u s t d i e a n d s h e i n 
v a r i a b l y w i n s . T h e a n i m a i n t h i s g u i s e i n v o l v e s 
m e n i n a d e s t r u c t i v e i n t e l l e c t u a l g a m e . W e c a n 
n o t i c e t h e effect o f t h i s a n i m a t r i c k i n a l l t h o s e 
n e u r o t i c p s e u d o - i n t e l l e c t u a l d i a l o g u e s t h a t i n 
h i b i t a m a n f r o m g e t t i n g i n t o d i r e c t t o u c h w i t h 
life a n d its r e a l d e c i s i o n s . H e re f l ec t s a b o u t life 
so m u c h t h a t h e c a n n o t l ive i t a n d loses a l l h is 
s p o n t a n e i t y a n d o u t g o i n g f ee l i ng . 

T h e m o s t f r e q u e n t m a n i f e s t a t i o n of t h e 
a n i m a t a k e s t h e f o r m o f e r o t i c f a n t a s y . M e n 
m a y b e d r i v e n t o n u r s e t h e i r f a n t a s i e s b y l o o k 
i n g a t films a n d s t r i p - t e a s e s h o w s , o r b y d a y 
d r e a m i n g o v e r p o r n o g r a p h i c m a t e r i a l . T h i s is a 
c r u d e , p r i m i t i v e a s p e c t o f t h e a n i m a , w h i c h 

A b o v e , f o u r scenes f r o m the 1 9 3 0 

G e r m a n f i l m The Blue Angel, w h i c h 

c o n c e r n s a s t ra i t - l aced pro fessor 's 

i n fa tua t i on w i t h a cabaret s inger, 

c lear ly a negat ive an ima f igure 

The gir l uses her c h a r m to degrade 

the professor , even m a k i n g h i m 

a b u f f o o n in her cabaret act. 

R igh t , a d r a w i n g of S a l o m e w i t h 

the head of J o h n the Bapt is t , 

w h o m she had k i l led t o p rove her 

p o w e r over K ing H e r o d 
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A b o v e , a p a i n t i n g by the 1 5 t h c e n t u r y 

I tal ian art ist S t e f a n o di G i o v a n n i 

d e p i c t i n g St. A n t h o n y c o n f r o n t e d by 

an a t t rac t ive y o u n g gi r l . But her 

ba t - l i ke w i n g s reveal that she is 

ac tua l ly a d e m o n , o n e of the m a n y 

t e m p t a t i o n s o f fe red to St. A n t h o n y 

— a n d ano the r e m b o d i m e n t of the 

dead ly a n i m a f igu re . 

A b o v e r ight , a Br i t ish c i n e m a poster 

adver t i s ing the French f i lm Eve 

(1 9 6 2 ) . T h e f i l m is c o n c e r n e d w i t h 

the exp lo i t s of a femme fatale 

(p layed by t h e French actress J e a n n e 

M o r e a u ) — a w i d e l y k n o w n te rm for 

the " d a n g e r o u s " w o m e n w h o s e 

re la t ionsh ips w i t h m e n clear ly image 

the na ture of the negat ive an ima . 

The f o l l o w i n g is a desc r i p t i on 

( taken f r o m the poster a b o v e ) of 

the cent ra l charac ter of the f i l m 

(a m e l o d r a m a t i c d e s c r i p t i o n , but one 

that m i g h t f i t m a n y person i f i ca t ions 

of the negat ive a n i m a ) : " M y s t e r i o u s 

tan ta l i z ing — a l lu r ing - w a n t o n -

but deep w i t h i n her b u r n i n g the 

v io len t f i res that des t roy a m a n . " 

b e c o m e s c o m p u l s i v e o n l y w h e n a m a n d o e s n o t 
su f f i c i en t ly c u l t i v a t e h i s f e e l i n g r e l a t i o n s h i p s -
w h e n h i s f e e l i n g a t t i t u d e t o w a r d life h a s 
r e m a i n e d i n f a n t i l e . 

Al l t h e s e a s p e c t s o f t h e a n i m a h a v e t h e s a m e 
t e n d e n c y t h a t w e h a v e o b s e r v e d in t h e s h a d o w : 
T h a t is, t h e y c a n b e p r o j e c t e d so t h a t t h e y 
a p p e a r t o t h e m a n t o b e t h e q u a l i t i e s o f s o m e 
p a r t i c u l a r w o m a n . I t is t h e p r e s e n c e o f t h e 
a n i m a t h a t c a u s e s a m a n t o fall s u d d e n l y in 
l o v e w h e n h e sees a w o m a n for t h e first t i m e 
a n d k n o w s a t o n c e t h a t t h i s is " s h e . " I n th i s 
s i t u a t i o n , t h e m a n feels a s if h e h a s k n o w n th i s 
w o m a n i n t i m a t e l y for a l l t i m e ; h e falls for h e r 
so h e l p l e s s l y t h a t it l o o k s t o o u t s i d e r s l ike c o m 
p l e t e m a d n e s s . W o m e n w h o a r e o f " f a i r y - l i k e " 
c h a r a c t e r e s p e c i a l l y a t t r a c t s u c h a n i m a p r o j e c 
t i o n s , b e c a u s e m e n c a n a t t r i b u t e a l m o s t a n y 
t h i n g to a c r e a t u r e w h o is so f a s c i n a t i n g l y 
v a g u e , a n d c a n t h u s p r o c e e d t o w e a v e f a n t a 
sies a r o u n d h e r . 

T h e p r o j e c t i o n o f t h e a n i m a in s u c h a s u d 
d e n a n d p a s s i o n a t e f o r m a s a l o v e a f f a i r c a n 
g r e a t l y d i s t u r b a m a n ' s m a r r i a g e a n d c a n l e a d 
t o t h e s o - c a l l e d " h u m a n t r i a n g l e , " w i t h its 

a c c o m p a n y i n g d i f f i cu l t i e s . A b e a r a b l e s o l u t i o n 
t o s u c h a d r a m a c a n b e f o u n d o n l y if t h e a n i m a 
is r e c o g n i z e d as a n i n n e r p o w e r . T h e s e c r e t a i m 
o f t h e u n c o n s c i o u s in b r i n g i n g a b o u t s u c h a n 
e n t a n g l e m e n t is t o fo rce a m a n t o d e v e l o p a n d 
to b r i n g h i s own b e i n g to m a t u r i t y b y i n t e g r a t 
i n g m o r e o f h i s u n c o n s c i o u s p e r s o n a l i t y a n d 
b r i n g i n g it i n t o his r e a l life. 

B u t I h a v e s a i d e n o u g h a b o u t t h e n e g a t i v e 
s i d e o f t h e a n i m a . T h e r e a r e j u s t as m a n y i m 
p o r t a n t p o s i t i v e a s p e c t s . T h e a n i m a is, for 
i n s t a n c e , r e s p o n s i b l e for t h e fac t t h a t a m a n is 
a b l e t o find t h e r i g h t m a r r i a g e p a r t n e r . A n o t h e r 
f u n c t i o n is a t l ea s t e q u a l l y i m p o r t a n t : W h e n 
e v e r a m a n ' s l o g i c a l m i n d is i n c a p a b l e o f d i s 
c e r n i n g fac ts t h a t a r e h i d d e n in h i s u n c o n s c i o u s , 
t h e a n i m a h e l p s h i m to d i g t h e m o u t . E v e n 
m o r e v i t a l is t h e r o l e t h a t t h e a n i m a p l a y s in 
p u t t i n g a m a n ' s m i n d in t u n e w i t h t h e r i g h t 
i n n e r v a l u e s a n d t h e r e b y o p e n i n g t h e w a y i n t o 
m o r e p r o f o u n d i n n e r d e p t h s . It is as if a n i n n e r 
" r a d i o " b e c o m e s t u n e d to a c e r t a i n w a v e l e n g t h 
t h a t e x c l u d e s i r r e l e v a n c i e s b u t a l l o w s t h e v o i c e 
of t h e G r e a t M a n to b e h e a r d . I n e s t a b l i s h i n g 
th i s i n n e r " r a d i o " r e c e p t i o n , t h e a n i m a t a k e s 
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A m a n ' s stress o n in te l lec tua l i sm 

can be d u e t o a negat ive an ima — 

o f t e n represented in legends a n d 

m y t h s by the fema le f igure w h o 

asks r idd les that m e n must a n s w e r 

or d ie . A b o v e , a 1 9 t h - c e n t u r y 

French p a i n t i n g dep ic t s O e d i p u s 

a n s w e r i n g the S p h i n x ' s r iddle. 

Left, a t rad i t i ona l v i e w of t h e 

d e m o n i c a n i m a as an ug ly w i t c h — 

in a 1 6 t h - c e n t u r y German w o o d c u t , 

" T h e B e w i t c h e d G r o o m " 

The an ima appears in c rude, ch i ld i sh 

f o r m in m e n ' s erot ic f a n t a s i e s — 

w h i c h many m e n indu lge t h r o u g h 

fo rms of p o r n o g r a p h y . B e l o w , part 

of a s h o w in a m o d e r n Br i t ish 

s t r ip- tease n igh t c l ub . 

I 8 I 
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In the 1 9 5 3 Japanese f i lm Ugetsu 

Monogatan, a m a n c o m e s under the 

spell of a g h o s t p r incess (center , 

a b o v e ) — an image of a p ro jec t i on 

of the an ima o n to a " f a i r y - l i k e " 

w o m a n , p r o d u c i n g a des t ruc t i ve 

fan tasy re la t ionsh ip 

In Madame Bovary the 1 9 t h cen tu ry 

F rench novel is t F laubert descr ibes 

a " l o v e m a d n e s s " caused by an an ima 

p r o j e c t i o n : " B y her c o n s t a n t l y 

c h a n g i n g m o o d s , s o m e t i m e s myst ica l , 

s o m e t i m e s gay, n o w ta lka t ive , n o w 

si lent , s o m e t i m e s pass ionate , 

s o m e t i m e s super ior she k n e w h o w 

to evoke a t h o u s a n d desires in h i m , 

a t h o u s a n d ins t inc ts and m e m o r i e s 

She w a s the b e l o v e d o n e of all 

nove ls , the hero ine of all p lays, 

the she' of all p o e m s he had ever 

read O n her shou lde rs he f o u n d 

the amber g l o w ' of the b a t h i n g 

Oda l i sque ; she had the l ong wa is t 

of ladies in the ch iva l r i c age; 

she a lso l ooked like the pale lady 

of Ba rce lona ' ; but she w a s a l w a y s 

an a n g e l . " Left , Emma Bovary ( in 

the 1 9 4 9 f i lm of the nove l ) w i t h 

her h u s b a n d ( le f t ) and lover. 

I 82 
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on t h e r o l e o f g u i d e , o r m e d i a t o r , t o t h e w o r l d 
w i t h i n a n d t o t h e Self. T h a t is h o w s h e a p p e a r s 
in t h e e x a m p l e o f t h e i n i t i a t i o n s o f s h a m a n s 
t h a t I d e s c r i b e d e a r l i e r ; t h i s is t h e r o l e o f B e a 
t r ice in D a n t e ' s Paradiso, a n d a l s o o f t h e g o d 
dess Isis w h e n s h e a p p e a r e d in a d r e a m t o 
A p u l e i u s , t h e f a m o u s a u t h o r o f The Golden 
Ass, i n o r d e r t o i n i t i a t e h i m i n t o a h i g h e r , m o r e 
s p i r i t u a l f o r m o f life. 

T h e d r e a m of a 4 5 - y e a r - o l d p s y c h o t h e r a p i s t 
m a y h e l p t o m a k e c l e a r h o w t h e a n i m a c a n b e 
an i n n e r g u i d e . A s h e w a s g o i n g t o b e d o n t h e 
e v e n i n g b e f o r e h e h a d th i s d r e a m , h e t h o u g h t 
to h i m s e l f t h a t it w a s h a r d t o s t a n d a l o n e i n 
life, l a c k i n g t h e s u p p o r t o f a c h u r c h . H e f o u n d 
h i m s e l f e n v y i n g p e o p l e w h o a r e p r o t e c t e d b y 
the m a t e r n a l e m b r a c e o f a n o r g a n i z a t i o n . ( H e 
h a d b e e n b o r n a P r o t e s t a n t b u t n o l o n g e r h a d 
a n y r e l i g i o u s a f f i l i a t i o n . ) This w a s h i s d r e a m : 

I a m in the aisle of a n old c h u r c h filled wi th 
people. T o g e t h e r wi th m y m o t h e r a n d my wife, 
I sit at the end of the aisle in w h a t seem to be 
extra seats. 

I a m to ce l eb ra t e the Mass as a priest , a n d I 
have a big Mass book in my h a n d s , or , r a t h e r , a 
prayer book or an a n t h o l o g y of poems . T h i s book 
is not famil iar to m e , a n d I c a n n o t find the r ight 
text. I a m very exci ted because I h a v e to begin 
soon, a n d , to a d d to my t roub les , my m o t h e r a n d 
wife d i s t u r b m e by c h a t t e r i n g a b o u t u n i m p o r t a n t 
trifles. Now the o r g a n s tops , a n d e v e r y b o d y is 
wait ing for me , so I get u p in a d e t e r m i n e d w a y 
and ask one of the n u n s w h o is kneel ing beh ind 
me to h a n d me her Mass book a n d poin t out the 
right p lace which she does in an ob l ig ing m a n 
ner. N o w , like a sort of sex ton , this s a m e n u n p r e 
cedes me to the a l t a r , wh ich is s o m e w h e r e b e h i n d 
me a n d to the left, as if we a r e a p p r o a c h i n g it 
from a side aisle. T h e Mass book is like a sheet of 
pictures, a sort of b o a r d , th ree feet long a n d a 
foot wide , a n d on it is t he text wi th a n c i e n t p ic
tures in c o l u m n s , one bes ide the o the r . 

First the n u n has to r ead a p a r t of the l i turgy 
before I begin , a n d 1 h a v e still not found the r ight 
place in the text. She has told m e tha t it is N u m 
ber 15, bu t the n u m b e r s a r e no t c lear , a n d I c a n 
not find it. W i t h d e t e r m i n a t i o n , however , I t u rn 
toward the c o n g r e g a t i o n , a n d now I have found 
N u m b e r 15 ( the next to the last on the b o a r d ) , 
a l though I d o not yet know if I shall be ab l e to 
decipher it. I w a n t to try all the s a m e . I wake u p . 

M e n pro jec t the an ima o n to t h i n g s 

as w e l l as w o m e n . For ins tance, 

sh ips are a l w a y s k n o w n as " s h e " ' 

above , the female f i gu rehead o n 

the o l d Br i t ish c l ipper sh ip 

Cutty Sark. The cap ta in of a sh ip 

is s y m b o l i c a l l y " h e r " h u s b a n d , 

w h i c h m a y be w h y he m u s t 

( a c c o r d i n g t o t rad i t i on ) g o d o w n 

w i t h the sh ip if " s h e " s inks. 

A car is ano ther k i n d of possess ion 

that is usual ly f e m i n i z e d — i.e. that 

can b e c o m e the focus of m a n y m e n ' s 

an ima p ro jec t ions . Like sh ips , cars 

are ca l led " s h e . ' ' and the i r o w n e r s 

caress a n d p a m p e r t h e m ( b e l o w ) 

l ike favor i te mist resses. 
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' I l l i s d r e a m e x p r e s s e d in a s y m b o l i c w a y a n 
a n s w e r f rom t h e u n c o n s c i o u s t o t h e t h o u g h t s 
t h a t t h e d r e a m e r h a d h a d t h e e v e n i n g b e f o r e . 
It s a id to h i m , in e f f e c t : " Y o u y o u r s e l f m u s t 
b e c o m e a p r i e s t in y o u r o w n i n n e r c h u r c h in 
t h e c h u r c h of y o u r soul."" T h u s t h e d r e a m 
s h o w s t h a t t h e d r e a m e r d o e s h a v e t h e h e l p f u l 
s u p p o r t o f a n o r g a n i z a t i o n : h e is c o n t a i n e d in 
a c h u r c h n o t a n e x t e r n a l c h u r c h b u t o n e t h a t 
ex i s t s i n s i d e his o w n s o u l . 

T h e p e o p l e (al l h is o w n p s y c h i c q u a l i t i e s ) 
w a n t h i m to f u n c t i o n as t h e p r i e s t a n d c e l e b r a t e 
t h e M a s s h imsel f . N o w t h e d r e a m c a n n o t m e a n 
t h e a c t u a l M a s s . for its M a s s b o o k is v e r y dif
f e ren t f rom t h e r e a l o n e . It s e e m s t h a t t h e i d e a 
o f t h e M a s s is u s e d as a s y m b o l , a n d t h e r e f o r e 
it m e a n s a sac r i f i c i a l a c t in w h i c h t h e D i v i n i t y 
is p r e s e n t so t h a t m a n c a n c o m m u n i c a t e w i t h 
it . T h i s s y m b o l i c s o l u t i o n is. of c o u r s e , n o t g e n 
e r a l l y v a l i d b u t r e l a t e s to th i s p a r t i c u l a r 
d r e a m e r . It is a t y p i c a l s o l u t i o n for a P r o t e s 
t a n t , b e c a u s e a m a n w h o t h r o u g h r e a l fa i th is 

184 

T w o stages in the d e v e l o p m e n t of 

the a n i m a : First, p r im i t i ve w o m a n 

(above , f r o m a p a i n t i n g by G a u g u i n ) ; 

s e c o n d , roman t i c i zed beauty — a s in 

the ideal ized port ra i t , left, o f a 

Renaissance I tal ian gir l w h o is 

d e p i c t e d as C leopat ra The s e c o n d 

s tage w a s classical ly e m b o d i e d in 

He len of Troy ( b e l o w , w i t h Pans) 
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still c o n t a i n e d in t h e C a t h o l i c C h u r c h u s u a l l y 
e x p e r i e n c e s his a n i m a in t h e i m a g e o f t h e 
C h u r c h herself , a n d h e r s a c r e d i m a g e s a r e for 
h im t h e s y m b o l s o f t h e u n c o n s c i o u s . 

O u r d r e a m e r d i d n o t h a v e th i s e c c l e s i a s t i c a l 
e x p e r i e n c e , a n d th i s is w h y h e h a d to fo l low a n 
i n n e r w a y . F u r t h e r m o r e , t h e d r e a m t o l d h i m 
w h a t h e s h o u l d d o . It s a i d : " Y o u r m o t h e r -
b o u n d n e s s a n d y o u r c x t r a v c r s i o n r e p r e s e n t e d 
by t h e wife w h o is a n c x t r a v e r t d i s t r a c t y o u 
a n d m a k e y o u feel i n s e c u r e , a n d b y m e a n i n g 
less t a l k k e e p y o u f rom c e l e b r a t i n g t h e i n n e r 
M a s s . But if y o u fo l low t h e n u n ( t h e i n t r o v e r t e d 
a n i m a . s h e wil l l e a d y o u as b o t h a s e r v a n t a n d 
a p r i e s t . S h e o w n s a s t r a n g e M a s s b o o k w h i c h 
is c o m p o s e d o f 16 fou r t i m e s four a n c i e n t p i c 
tures . Y o u r M a s s c o n s i s t s o f y o u r c o n t e m p l a t i o n 
of t h e s e p s y c h i c i m a g e s t h a t y o u r r e l i g i o u s 
a n i m a r e v e a l s to you . " ' I n o t h e r w o r d s , if t h e 
d r e a m e r o v e r c o m e s his i n n e r u n c e r t a i n t y , 
c a u s e d by his m o t h e r c o m p l e x , h e wil l find t h a t 
his life (ask h a s t h e n a t u r e a n d q u a l i t y of a 
re l ig ious s e r v i c e a n d t h a t if h e m e d i t a t e s a b o u t 
the s y m b o l i c m e a n i n g o f t h e i m a g e s in h i s s o u l , 
ihc \ will l e a d h i m to th i s r e a l i z a t i o n . 

In th i s d r e a m t h e a n i m a a p p e a r s in h e r p r o 
per p o s i t i v e r o l e t h a t is. as a m e d i a t o r b e t w e e n 
the e g o a n d t h e Self. T h e f o u r - t i m e s - f o u r c o n 
figuration o f t h e p i c t u r e s p o i n t s t o t h e fact t h a t 
the c e l e b r a t i o n o f t h i s i n n e r M a s s is p e r f o r m e d 
in t h e s e r v i c e o f t o t a l i t y . As J u n g h a s d e m o n 
s t r a t e d , t h e n u c l e u s o f t h e p s y c h e ( t h e Sell" 
n o r m a l l y e x p r e s s e s i t se l f in s o m e k i n d o f f o u r 
fold s t r u c t u r e . T h e n u m b e r fou r is a l s o c o n 
nec t ed w i t h t h e a n i m a b e c a u s e , as J u n g n o t e d , 
the re a r e four s t a g e s in its d e v e l o p m e n t . T h e 
first s t a g e is be s t s y m b o l i z e d b y t h e f igu re of 
Eve, w h i c h r e p r e s e n t s p u r e l y i n s t i n c t u a l a n d 
b io log ica l r e l a t i o n s . T h e s e c o n d c a n b e s e e n in 
Faus t ' s H e l e n : S h e p e r s o n i f i e s a r o m a n t i c a n d 
aes the t i c level t h a t is. h o w e v e r , sti l l c h a r a c t e r 
ized by s e x u a l e l e m e n t s . T h e t h i r d is r e p r e s e n 
ted, for i n s t a n c e , b y t h e V i r g i n M a r y a figure 
w h o ra i ses l ove eros to t h e h e i g h t s o f s p i r i t u a l 
d e v o t i o n . T h e f o u r t h t y p e is s y m b o l i z e d by 
S a p i e n t i a . w i s d o m t r a n s c e n d i n g e v e n t h e m o s t 
holy a n d t h e m o s t p u r e . O f th i s a n o t h e r s y m b o l 
is the S h u l a m i t e in t h e S o n g o f S o l o m o n . ( I n t h e 

A b o v e , the an ima 's th i rd stage is 

person i f ied a s t h e V i rg in M a r y ( in 

a p a i n t i n g by v a n Eyck ) . The red of 

her robe is the s y m b o l i c co lo r of 

fee l ing (or eros): but in th is s tage 

the eros has b e c o m e sp i r i tua l ized. 

B e l o w , t w o examples of the f o u r t h 

s tage: the Greek g o d d e s s of w i s d o m 

A t h e n a ( le f t ) , and the Mona Lisa. 
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p s y c h i c d e v e l o p m e n t o f m o d e r n m a n th i s s t a g e 
is r a r e l y r e a c h e d . I h e M o n a Lisa c o m e s n e a r e s t 
t o s u c h a w i s d o m a n i m a . ) 

A t th i s s t a g e I a m o n l y p o i n t i n g o u t t h a t t h e 
c o n c e p t o f f o u r f o l d n e s s f r e q u e n t l y o c c u r s in 
c e r t a i n t y p e s o f s y m b o l i c m a t e r i a l . T h e e s s e n 
t ia l a s p e c t s of t h i s wil l b e d i s c u s s e d l a t e r . 

B u t w h a t d o e s t h e r o l e o f t h e a n i m a a s g u i d e 
t o t h e i n n e r w o r l d m e a n in p r a c t i c a l t e r m s ? 
This p o s i t i v e f u n c t i o n o c c u r s w h e n a m a n t a k e s 

s e r i o u s l y t h e f ee l ings , m o o d s , e x p e c t a t i o n s , a n d 
f a n t a s i e s s e n t b y his a n i m a a n d w h e n h e fixes 
t h e m in s o m e f o r m for e x a m p l e , in w r i t i n g , 
p a i n t i n g , s c u l p t u r e , m u s i c a l c o m p o s i t i o n , o r 
d a n c i n g . W h e n h e w o r k s a t t h i s p a t i e n t l y a n d 
s l o w l y , o t h e r m o r e d e e p l y u n c o n s c i o u s m a t e r i a l 
we l l s u p f rom t h e d e p t h s a n d c o n n e c t s w i t h t h e 
e a r l i e r m a t e r i a l . A f t e r a f a n t a s y h a s b e e n fixed 
in s o m e spec i f i c f o r m , it m u s t b e e x a m i n e d b o t h 
i n t e l l e c t u a l l y a n d e t h i c a l l y , w i t h a n e v a l u a t i n g 
f ee l ing r e a c t i o n . A n d it is e s s e n t i a l t o r e g a r d it 
as b e i n g a b s o l u t e l y r e a l ; t h e r e m u s t b e n o l u r k 
i n g d o u b t t h a t t h i s is " o n l y a fan tasy ."" If t h i s 
is p r a c t i c e d w i t h d e v o t i o n o v e r a l o n g p e r i o d , 

t h e p r o c e s s of i n d i v i d u a t i o n g r a d u a l l y b e c o m e s 
t h e s i n g l e r e a l i t y a n d c a n u n f o l d in i ts t r u e f o r m . 

M a n y e x a m p l e s f r o m l i t e r a t u r e s h o w t h e 
a n i m a as a g u i d e a n d m e d i a t o r t o t h e i n n e r 
w o r l d : F r a n c e s c o C o l o n n a ' s Hypnerolomachia, 
R i d e r H a g g a r d ' s She, o r " t h e e t e r n a l f e m i n i n e " 
in G o e t h e ' s Faust. I n a m e d i e v a l m y s t i c a l t e x t , 
a n a n i m a f i gu re e x p l a i n s h e r o w n n a t u r e 
as f o l l o w s : 

I a m the flower of the field a n d the lily of the 
valleys. I a m the m o t h e r of lair love and of fear 
a n d of k n o w l e d g e a n d of holy hope . . . . I am 
the m e d i a t o r of the e l emen t s , m a k i n g o n e to agree 
witli a n o t h e r ; t ha t wh ich is w a r m I m a k e cold 
a n d the reverse , a n d tha t wh ich is d ry I m a k e 
moist a n d the reverse, a n d tha t wh ich is h a rd I 
soften. . . . I a m the law in the priest a n d the 
word in the p r o p h e t a n d the counsel in the wise. 
I will kill a n d I will m a k e to live a n d the re is 
n o n e tha t can de l iver ou t of my h a n d . 

I n t h e M i d d l e A g e s t h e r e t o o k p l a c e a p e r 
c e p t i b l e s p i r i t u a l d i f f e r e n t i a t i o n in r e l i g i o u s , 
p o e t i c a l , a n d o t h e r c u l t u r a l m a t t e r s ; a n d t h e 
f a n t a s y w o r l d o f t h e u n c o n s c i o u s w a s r e c o g -

Left , a 1 7 t h - c e n t u r y eng rav ing 

d o m i n a t e d by the s y m b o l i c f igure 

of the a n i m a as med ia to r b e t w e e n 

th is w o r l d ( the m o n k e y , p robab ly 

represen t ing m a n ' s ins t inc tua l 

na tu re) and the next ( the hand of 

G o d , reach ing f rom the c l o u d s ) . 

The an ima f igure seems to paral le l 

the w o m a n of the A p o c a l y p s e , w h o 

also w o r e a c r o w n of 1 2 stars; 

a n t i q u i t y ' s m o o n goddesses ; the 

O l d T e s t a m e n t ' s Sap ien t ia ( the 

f o u r t h stage of the an ima , p. 1 8 5 ) ; 

and t h e Egyp t ian g o d d e s s Isis ( w h o 

also had f l o w i n g hair, a h a l f - m o o n 

at her w o m b , and s tood w i t h o n e 

f o o t o n land a n d o n e on w a t e r ) . 

R igh t , the an ima as med ia to r (or 

g u i d e ) in a d r a w i n g by W i l l i a m 

B lake: It i l lustrates a scene f r o m 

the " P u r g a t o r i o " of Dan te ' s Divine 

Comedy, and s h o w s Beatr ice lead ing 

D a n t e a l o n g a s y m b o l i c a l l y t o r t u o u s 

m o u n t a i n pa th Far r ight , f r o m 

an early f i lm of Rider H a g g a r d ' s 

nove l She, a mys te r i ous w o m a n 

leads exp lo rers t h r o u g h m o u n t a i n s . 
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n izcd m o r e c l e a r l y t h a n b e f o r e . D u r i n g t h i s 
p e r i o d , t h e k n i g h t l y c u l t o f t h e l a d y s ign i f i ed 
a n a t t e m p t to d i f f e r e n t i a t e t h e f e m i n i n e s i d e of 
m a n ' s n a t u r e in r e g a r d t o t h e o u t e r w o m a n a s 
well as in r e l a t i o n t o t h e i n n e r w o r l d . 

T h e l a d y to w h o s e s e r v i c e t h e k n i g h t p l e d g e d 
himself , a n d for w h o m h e p e r f o r m e d h i s h e r o i c 
d e e d s , w a s n a t u r a l l y a p e r s o n i f i c a t i o n o f t h e 
a n i m a . T h e n a m e o f t h e c a r r i e r o f t h e G r a i l , 
in W o l f r a m v o n E s c h c n b a c h ' s v e r s i o n o f t h e 
l e g e n d , is e s p e c i a l l y s i g n i f i c a n t : Conduir-amour 
( " g u i d e in l o v e m a t t e r s " ) . S h e t a u g h t t h e h e r o 
to d i f f e r e n t i a t e b o t h his f ee l ings a n d h i s b e 
h a v i o r t o w a r d w o m e n . L a t e r , h o w e v e r , t h i s i n 
d i v i d u a l a n d p e r s o n a l e f for t of d e v e l o p i n g t h e 
r e l a t i o n s h i p w i t h t h e a n i m a w a s a b a n d o n e d 
w h e n h e r s u b l i m e a s p e c t fused w i t h t h e figure 
of t h e V i r g i n , w h o t h e n b e c a m e t h e o b j e c t o f 
b o u n d l e s s d e v o t i o n a n d p r a i s e . W h e n t h e 
a n i m a , a s V i r g i n , w a s c o n c e i v e d a s b e i n g a l l -
p o s i t i v e , h e r n e g a t i v e a s p e c t s f o u n d e x p r e s s i o n 
in t h e b e l i e f in w i t c h e s . 

I n C h i n a t h e figure p a r a l l e l t o t h a t o f M a r y 
is t h e g o d d e s s K w a n - Y i n . A m o r e p o p u l a r 

A c o n n e c t i o n b e t w e e n the mo t i f o f 

f ou r a n d the an ima appears a b o v e in 

a p a i n t i n g by the S w i s s art ist Peter 

B i rkhauser A fou r eyed a n i m a 

appears as an o v e r w h e l m i n g , te r r i f y ing 

v i s ion The fou r eyes have a s y m b o l i c 

s i g n i f i c a n c e s imi lar t o tha t o f t h e 

16 p ic tu res in the d r e a m q u o t e d o n 

p. 1 8 3 : They a l lude to t h e fact tha t 

the a n i m a c o n t a i n s the poss ib i l i t y 

of ach iev ing w h o l e n e s s . 

In t h e p a i n t i n g , r ight , by t h e 

m o d e r n art ist S lavko , t h e 

Self is separate f r o m the an ima 

bu t sti l l me rged w i t h nature. T h e 

p a i n t i n g can be cal led a " s o u l 

l a n d s c a p e " : O n the left sits a 

d a r k - s k i n n e d , naked w o m a n the 

a n i m a . O n the r ight is a bear, the 

an ima l sou l or ins t inc t Near the 

an ima is a d o u b l e t r e e — 

s y m b o l i z i n g the i n d i v i d u a t i o n process 

in w h i c h the inner oppos i t es un i te 

In the b a c k g r o u n d o n e at first sees 

a g lac ier , but o n l o o k i n g c losely 

o n e sees that it is also a face. 

Th is face ( f rom w h i c h t h e l i fe-

s t ream f l o w s ) is the Self. It has 

fou r eyes, a n d looks s o m e t h i n g l ike 

an a n i m a l , because it c o m e s f r o m 

ins t inc t i ve na ture (The p a i n t i n g 

t h u s p rov ides a g o o d examp le o f 

the w a y an u n c o n s c i o u s s y m b o l can 

inadver ten t l y f i nd its w a y in to 

a fantasy landscape . ) 
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C h i n e s e a n i m a - f i g u r e is t h e " L a d y of t h e 
M o o n , " w h o b e s t o w s t h e gift o f p o e t r y o r m u s i c 
o n h e r f a v o r i t e s a n d c a n e v e n g i v e t h e m i m 
m o r t a l i t y . I n I n d i a t h e s a m e a r c h e t y p e is r e p r e 
s e n t e d b y S h a k t i , P a r v a t i , R a t i , a n d m a n y 
o t h e r s ; a m o n g t h e M o s l e m s s h e is ch ie f ly 
F a t i m a , t h e d a u g h t e r o f M o h a m m e d . 

W o r s h i p o f t h e a n i m a as a n off ic ia l ly r e c o g 
n i z e d r e l i g i o u s f i g u r e b r i n g s t h e s e r i o u s d i s a d 
v a n t a g e t h a t s h e loses h e r i n d i v i d u a l a s p e c t s . 
O n t h e o t h e r h a n d , if s h e is r e g a r d e d as a n 
e x c l u s i v e l y p e r s o n a l b e i n g , t h e r e is t h e d a n g e r 
t h a t , if s h e is p r o j e c t e d i n t o t h e o u t e r w o r l d , it 
is o n l y t h e r e t h a t s h e c a n b e f o u n d . T h i s l a t t e r 
s t a t e o f a f fa i r s c a n c r e a t e e n d l e s s t r o u b l e , b e 
c a u s e m a n b e c o m e s e i t h e r t h e v i c t i m o f his 
e r o t i c f a n t a s i e s o r c o m p u l s i v e l y d e p e n d e n t on 
o n e a c t u a l w o m a n . 

O n l y t h e p a i n f u l ( b u t e s s e n t i a l l y s i m p l e ) d e 
c i s i o n t o t a k e o n e ' s f a n t a s i e s a n d fee l ings ser i 
o u s l y c a n a t t h i s s t a g e p r e v e n t a c o m p l e t e s t a g 
n a t i o n o f t h e i n n e r p r o c e s s o f i n d i v i d u a t i o n , 
b e c a u s e o n l y in th i s w a y c a n a m a n d i s c o v e r 
w h a t t h i s figure m e a n s as a n i n n e r r e a l i t y . T h u s 
t h e a n i m a b e c o m e s a g a i n w h a t s h e o r i g i n a l l y 
w a s — t h e " w o m a n w i t h i n , " w h o c o n v e y s t he 
v i t a l m e s s a g e s of t h e Self. 

M e d i e v a l Europe 's idea of "court ly 

l o v e " w a s in f l uenced by the w o r s h i p 

of the V i rg in Mary : Ladies to w h o m 

k n i g h t s p l e d g e d love w e r e be l ieved 

to be as pure as the V i rg in (o f 

w h o m a typ ica l med ieva l image w a s 

the d o l l - l i k e ca rv ing , t o p of page, 

c. 1 4 0 0 ) . O n a 1 5 t h - c e n t u r y sh ie ld , 

far left, a kn igh t kneels to h is 

lady, w i t h dea th b e h i n d h i m . Th is 

ideal ized v i e w of w o m a n p r o d u c e d 

an o p p o s i n g v i e w : the bel ief in 

w i t c h e s . Left, a 1 9 t h - c e n t u r y 

p a i n t i n g of a w i t c h e s ' sabba th . 

W h e n the an ima is p ro jec ted o n to 

an " o f f i c i a l " pe rson i f i ca t ion , she 

t e n d s t o fal l apart i n to a d o u b l e 

aspect , s u c h as M a r y a n d w i t c h 

Left, ano the r o p p o s i n g dua l i t y 

( f r o m a 1 5 t h - c e n t u r y m a n u s c r i p t ) : 

pe rson i f i ca t i ons o f the C h u r c h 

(on the r ight , iden t i f ied w i t h 

M a r y ) and of the S y n a g o g u e (here 

ident i f ied w i t h the s in fu l Eve) . 
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The animus: the man within 

T h e m a l e p e r s o n i f i c a t i o n o f t h e u n c o n s c i o u s in 
w o m a n — t h e a n i m u s e x h i b i t s b o t h g o o d a n d 
b a d a s p e c t s , as d o e s t h e a n i m a in m a n . B u t t h e 
a n i m u s d o e s n o t so o f t e n a p p e a r in t h e f o r m of 
an e r o t i c f a n t a s y o r m o o d ; it is m o r e a p t to 
t a k e t h e f o r m o f a h i d d e n " s a c r e d " c o n v i c t i o n . 
W h e n s u c h a c o n v i c t i o n is p r e a c h e d w i t h a 
l o u d , i n s i s t e n t , m a s c u l i n e v o i c e o r i m p o s e d o n 
o t h e r s b y m e a n s o f b r u t a l e m o t i o n a l s c e n e s , t h e 
u n d e r l y i n g m a s c u l i n i t y in a w o m a n is ea s i l y 
r e c o g n i z e d . H o w e v e r , e v e n in a w o m a n w h o is 
o u t w a r d l y v e r y f e m i n i n e t h e a n i m u s c a n b e a n 
e q u a l l y h a r d , i n e x o r a b l e p o w e r . O n e m a y s u d 
d e n l y find o n e s e l f u p a g a i n s t s o m e t h i n g in a 
w o m a n t h a t is o b s t i n a t e , c o l d , a n d c o m p l e t e l y 
i n a c c e s s i b l e . 

O n e ol t h e f a v o r i t e t h e m e s t h a t t h e a n i m u s 
r e p e a t s e n d l e s s l y in t h e r u m i n a t i o n s o f t h i s k i n d 
of w o m a n g o e s l ike t h i s : " T h e o n l y t h i n g in 
the w o r l d t h a t I w a n t is l o v e — a n d h e d o e s n ' t 
love m e " ; o r " I n th i s s i t u a t i o n t h e r e a r e o n l y 
t w o p o s s i b i l i t i e s a n d b o t h a r e e q u a l l y b a d . " 

( T h e a n i m u s n e v e r b e l i e v e s in e x c e p t i o n s . ) O n e 
c a n r a r e l y c o n t r a d i c t a n a n i m u s o p i n i o n b e 
c a u s e it is u s u a l l y r i g h t i n a g e n e r a l w a y ; y e t 
it s e l d o m s e e m s t o fit t h e i n d i v i d u a l s i t u a t i o n . 
I t is a p t t o b e a n o p i n i o n t h a t s e e m s r e a s o n a b l e 
b u t b e s i d e t h e p o i n t . 

J u s t as t h e c h a r a c t e r o f a m a n ' s a n i m a is 
s h a p e d b y h i s m o t h e r , so t h e a n i m u s is b a s i c a l l y 
i n f l u e n c e d b y a w o m a n ' s f a t h e r . T h e f a t h e r 
e n d o w s h i s d a u g h t e r ' s a n i m u s w i t h t h e s p e c i a l 
c o l o r i n g o f u n a r g u a b l e , i n c o n t e s t a b l y " t r u e " 
c o n v i c t i o n s c o n v i c t i o n s t h a t n e v e r i n c l u d e t h e 
p e r s o n a l r e a l i t y o f t h e w o m a n h e r s e l f a s s h e 
a c t u a l l y is. 

T h i s is w h y t h e a n i m u s is s o m e t i m e s , l ike t h e 
a n i m a , a d e m o n o f d e a t h . F o r e x a m p l e , in a 
g y p s y f a i ry t a l e a h a n d s o m e s t r a n g e r is r e c e i v e d 
b y a l o n e l y w o m a n in s p i t e o f t h e fact t h a t s h e 
h a s h a d a d r e a m w a r n i n g h e r t h a t h e is t h e 
k i n g o f t h e d e a d . A f t e r h e h a s b e e n w i t h h e r 
for a t i m e , s h e p r e s s e s h i m t o tel l h e r w h o h e 
r e a l l y is. A t first h e r e fuses , s a y i n g t h a t s h e wi l l 

Above, J o a n of A rc (p layed by Ingr ld 

Bergman in the 1 9 4 8 f i l m ) , w h o s e 

animus — the male side of the fema le 

p s y c h e — t o o k the f o r m of a "sac red 

conv ic t ion " R ight , t w o images of 

the negat ive an imus : a 1 6 t h - c e n t u r y 

paint ing of a w o m a n d a n c i n g w i t h 

death; a n d ( f r o m a manusc r ip t c 

1500) Hades w i t h Persephone, w h o m 

he a b d u c t e d to the u n d e r w o r l d . 
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Heathch f f , the sinister p ro tagon is t 

of the Br i t ish au thor Emi ly B ron te ' s 

nove l , Wuthenng Heights ( 1 8 4 7 ) , is 

part ly a negat ive , d e m o n i c a n i m u s 

f i gu re p r o b a b l y a man i fes ta t i on of 

Emily B r o n t e ' s o w n an imus . In the 

m o n t a g e above , Heathc l i f f (p layed 

by Laurence Ol iv ier in the 1 9 3 9 

f i lm) c o n f r o n t s Emily (a por t ra i t 

by her b r o t h e r ) ; in the b a c k g r o u n d , 

W u t h e n n g He igh ts as it is today . 

T w o e x a m p l e s of d a n g e r o u s a n i m u s 

f igures : Left, an i l lus t ra t ion (by 

the 1 9 t h - c e n t u r y French art ist 

Gus tave Dore ) to the folk tale of 

B luebeard Here B luebeard w a r n s his 

w i f e against o p e n i n g a cer ta in d o o r 

(Of course, she d o e s so and f inds 

the corpses of B luebeard ' s fo rmer 

w i v e s . She is c a u g h t , a n d jo ins 

her p redecessors ) R igh t , a 19 th 

cen tu ry p a i n t i n g of the h i g h w a y m a n 

C laude Duva l , w h o o n c e robbed a 

lady traveler bu t gave his b o o t y back 

o n the c o n d i t i o n that she d a n c e 

w i t h h i m by the roads ide 
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d i e if h e te l ls h e r . S h e ins i s t s , h o w e v e r , a n d 
s u d d e n l y h e r e v e a l s t o h e r t h a t h e is d e a t h 
himself . T h e w o m a n i m m e d i a t e l y d i e s o f f r i gh t . 

V i e w e d m y t h o l o g i c a l l y , t h e b e a u t i f u l s t r a n 
g e r is p r o b a b l y a p a g a n f a t h e r - i m a g e o r g o d -
i m a g e , w h o a p p e a r s h e r e as k i n g o f t h e d e a d 
d i k e H a d e s ' a b d u c t i o n of P e r s e p h o n e ) . B u t 
p s y c h o l o g i c a l l y h e r e p r e s e n t s a p a r t i c u l a r f o r m 
ol t h e a n i m u s t h a t l u r e s w o m e n a w a y f r o m al l 
h u m a n r e l a t i o n s h i p s a n d e s p e c i a l l y f r o m all 
c o n t a c t s w i t h r e a l m e n . H e p e r s o n i f i e s a c o c o o n 
o f d r e a m y t h o u g h t s , filled w i t h d e s i r e a n d j u d g 
m e n t s a b o u t h o w t h i n g s " o u g h t t o b e , " w h i c h 
cu t a w o m a n off f r o m t h e r e a l i t y o f life. 

T h e n e g a t i v e a n i m u s d o e s n o t a p p e a r o n l y 
as a d e a t h - d e m o n . I n m y t h s a n d fa i ry t a l e s h e 
p l a y s t h e r o l e of r o b b e r a n d m u r d e r e r . O n e 
e x a m p l e is B l u e b e a r d , w h o s e c r e t l y ki l ls al l his 
wives in a h i d d e n c h a m b e r . I n th i s f o r m t h e 
a n i m u s p e r s o n i f i e s a l l t h o s e s e m i c o n s c i o u s , c o l d , 
d e s t r u c t i v e r e f l e c t i o n s t h a t i n v a d e a w o m a n in 
t h e s m a l l h o u r s , e s p e c i a l l y w h e n s h e h a s fa i l ed 
to r e a l i z e s o m e o b l i g a t i o n of f ee l ing . I t is t h e n 
t h a t s h e b e g i n s t o t h i n k a b o u t t h e f a m i l y h e r i t 
a g e a n d m a t t e r s o f t h a t k i n d — a s o r t o f w e b o f 
c a l c u l a t i n g t h o u g h t s , filled w i t h m a l i c e a n d i n 

t r i g u e , w h i c h g e t h e r i n t o a s t a t e w h e r e s h e 
e v e n w i s h e s d e a t h t o o t h e r s . ( " W h e n o n e o f us 
d i e s , I ' l l m o v e to t h e R i v i e r a , " s a i d a w o m a n 
to h e r h u s b a n d w h e n s h e s a w t h e b e a u t i f u l 
M e d i t e r r a n e a n c o a s t a t h o u g h t t h a t w a s r e n 
d e r e d r e l a t i v e l y h a r m l e s s b y r e a s o n ol t h e fact 
t h a t s h e s a i d i t ! I 

By n u r s i n g s e c r e t d e s t r u c t i v e a t t i t u d e s , a wife 
c a n d r i v e h e r h u s b a n d , a n d a m o t h e r h e r c h i l 
d r e n , i n t o i l lness , a c c i d e n t , o r e v e n d e a t h . O r 
s h e m a y d e c i d e t o k e e p t h e c h i l d r e n f rom 
m a r r y i n g — a d e e p l y h i d d e n f o r m of ev i l t h a t 
r a r e l y c o m e s t o t h e s u r f a c e o f t h e m o t h e r ' s c o n 
s c i o u s m i n d . (A n a i v e o l d w o m a n o n c e s a i d t o 
m e , w h i l e s h o w i n g m e a p i c t u r e o f h e r s o n , w h o 
w a s d r o w n e d w h e n h e w a s 2 7 : " I p r e f e r it t h i s 
w a y ; i t ' s b e t t e r t h a n g i v i n g h i m a w a y t o a n 
o t h e r w o m a n . " ) 

A s t r a n g e p a s s i v i t y a n d p a r a l y s i s of a l l feel
i n g , o r a d e e p i n s e c u r i t y t h a t c a n l e a d a l m o s t 
to a s e n s e o f n u l l i t y , m a y s o m e t i m e s b e t h e 
r e s u l t of a n u n c o n s c i o u s a n i m u s o p i n i o n . I n t h e 
d e p t h s of t h e w o m a n ' s b e i n g , t h e a n i m u s w h i s 
p e r s : " Y o u a r e h o p e l e s s . W h a t ' s t h e u s e of 
t r y i n g ? T h e r e is n o p o i n t i n d o i n g a n y t h i n g . 
Life wi l l n e v e r c h a n g e for t h e b e t t e r . " 

The a n i m u s is o f t e n person i f ied as 

a g r o u p of m e n A negat ive g r o u p 

an imus m i g h t appear as a d a n g e r o u s 

band of c r im ina ls l ike the w r e c k e r s 

(above, in an 1 8 t h - c e n t u r y I ta l ian 

pa in t ing) w h o o n c e lured ships o n t o 

rocks w i t h l ights , k i l led surv ivors, 

and loo ted the w r e c k s 
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A f requent pe rson i f i ca t i on of the 

negat ive g r o u p a n i m u s in w o m e n ' s 

dreams has been t h e band of romant i c 

but d a n g e r o u s o u t l a w s . A b o v e , an 

o m i n o u s g r o u p of band i t s f rom the 

1 9 5 3 Brazi l ian f i lm The Bandit. 

c o n c e r n i n g an a d v e n t u r o u s w o m a n 

schoo l teacher w h o fal ls in love 

w i t h a band i t leader. 

B e l o w , an i l lus t ra t ion by Fuseli of 

Shakespeare 's Midsummer Night's 

Dream. T h e fairy q u e e n has been 

caused (by m a g i c ) t o fal l in love 

w i t h a peasant w h o has been g i v e n 

an ass's head, also by mag ic . Th is 

is a c o m i c t w i s t o n the tales in 

w h i c h a g i r l 's love releases a m a n 

f r o m a m a g i c spel l 
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U n f o r t u n a t e l y , w h e n e v e r o n e o f t h e s e p e r 
s o n i f i c a t i o n s o f t h e u n c o n s c i o u s t a k e s p o s s e s s i o n 
of o u r m i n d , i t s e e m s as if w e o u r s e l v e s a r e h a v 
i n g s u c h t h o u g h t s a n d f e e l i n g s . T h e e g o i d e n t i 
fies w i t h t h e m t o t h e p o i n t w h e r e i t is u n a b l e 
t o d e t a c h t h e m a n d see t h e m for w h a t t h e y a r e . 
O n e is r e a l l y " p o s s e s s e d " b y t h e figure f r o m t h e 
u n c o n s c i o u s . O n l y a f t e r t h e p o s s e s s i o n h a s f a l l e n 
a w a y d o e s o n e r e a l i z e w i t h h o r r o r t h a t o n e h a s 
s a id a n d d o n e t h i n g s d i a m e t r i c a l l y o p p o s e d t o 
o n e ' s r e a l t h o u g h t s a n d f e e l i n g s — t h a t o n e h a s 
b e e n t h e p r e y o f a n a l i e n p s y c h i c f a c t o r . 

L i k e t h e a n i m a , t h e a n i m u s d o e s n o t m e r e l y 
cons i s t o f n e g a t i v e q u a l i t i e s s u c h a s b r u t a l i t y , 
r e c k l e s s n e s s , e m p t y t a l k , a n d s i l e n t , o b s t i n a t e , 
evil i d e a s . H e t o o h a s a v e r y p o s i t i v e a n d v a l u 
a b l e s i d e ; h e t o o c a n b u i l d a b r i d g e t o t h e Se l f 
t h r o u g h h i s c r e a t i v e a c t i v i t y . T h e following 
d r e a m of a w o m a n o f 4 5 m a y h e l p t o i l l u s t r a t e 
this p o i n t : 

T w o veiled figures c l i m b o n t o t he b a l c o n y a n d 
into the house . T h e y a r e s w a t h e d in b lack h o o d e d 
coats, a n d they seem to w a n t to t o r m e n t me a n d 
my sister. She hides u n d e r t he bed , b u t they pull 
her ou t wi th a b r o o m a n d t o r t u r e her . T h e n it is 
my t u r n . T h e l eader of t he two pushes m e aga ins t 
the wal l , m a k i n g mag ica l ges tures before m y face. 
In the m e a n t i m e his he lpe r makes a sketch on 
the wal l , a n d w h e n I see it, I say (in o r d e r to 
seem fr iendly) , " O h ! But this is well d r a w n ! " 
Now sudden ly m y t o r m e n t o r has t he nob le h e a d 
of an art ist , a n d he says p r o u d l y , "Yes , i n d e e d , " 
and begins to c lean his spectacles . 

Above left, the s inger Franz Grass 

in the t i t le role of W a g n e r ' s opera 

The Flying Dutchman, based o n t h e 

tale of the sea cap ta in d o o m e d t o 

sail a ghos t sh ip unt i l a w o m a n ' s 

love breaks the curse o n h i m . 

In many m y t h s a w o m a n ' s lover is 

a figure of mystery w h o m she mus t 

never try to see. Left, a late 1 8 t h -

century engrav ing of an e x a m p l e 

from Greek m y t h : The m a i d e n Psyche, 

loved by Eros bu t f o r b i d d e n to t ry 

to look at h im . Eventual ly she d i d 

so and he left her; she w a s able to 

regain his love on ly after a l ong 

search and m u c h su f fe r ing . 

T h e s a d i s t i c a s p e c t o f t h e s e t w o figures w a s 
w e l l k n o w n to t h e d r e a m e r , for i n r e a l i t y s h e 
f r e q u e n t l y s u f f e r e d b a d a t t a c k s o f a n x i e t y d u r 
i n g w h i c h s h e w a s h a u n t e d b y t h e t h o u g h t t h a t 
p e o p l e s h e l o v e d w e r e i n g r e a t d a n g e r — o r e v e n 
t h a t t h e y w e r e d e a d . B u t t h e f ac t t h a t t h e a n i 
m u s f i g u r e i n t h e d r e a m is d o u b l e s u g g e s t s t h a t 
t h e b u r g l a r s p e r s o n i f y a p s y c h i c f a c t o r t h a t is 
d u a l i n i ts e f fec t , a n d t h a t c o u l d b e s o m e t h i n g 
q u i t e d i f f e r e n t f r o m t h e s e t o r m e n t i n g t h o u g h t s . 
T h e s i s t e r o f t h e d r e a m e r , w h o r u n s a w a y f r o m 
t h e m e n , is c a u g h t a n d t o r t u r e d . I n r e a l i t y th i s 
s i s t e r d i e d w h e n f a i r l y y o u n g . S h e h a d b e e n 
a r t i s t i c a l l y g i f t e d , b u t h a d m a d e v e r y l i t t l e u s e 
o f h e r t a l e n t . N e x t t h e d r e a m r e v e a l s t h a t t h e 
v e i l e d b u r g l a r s a r e a c t u a l l y d i s g u i s e d a r t i s t s , 
a n d t h a t if t h e d r e a m e r r e c o g n i z e s t h e i r gifts 
( w h i c h a r e h e r o w n ) , t h e y wi l l g i v e u p t h e i r ev i l 
i n t e n t i o n s . 

W h a t is t h e d e e p e r m e a n i n g o f t h e d r e a m ? 
I t is t h a t b e h i n d t h e s p a s m s o f a n x i e t y t h e r e is 
i n d e e d a g e n u i n e a n d m o r t a l d a n g e r ; b u t t h e r e 
is a l s o a c r e a t i v e p o s s i b i l i t y for t h e d r e a m e r . 
S h e , l i ke t h e s i s t e r , h a d s o m e t a l e n t as a p a i n t e r , 
b u t s h e d o u b t e d w h e t h e r p a i n t i n g c o u l d b e a 
m e a n i n g f u l a c t i v i t y for h e r . N o w h e r d r e a m 
tel ls h e r i n t h e m o s t e a r n e s t w a y t h a t s h e m u s t 
l i ve o u t t h i s t a l e n t . I f s h e o b e y s , t h e d e s t r u c 
t i v e , t o r m e n t i n g a n i m u s wi l l b e t r a n s f o r m e d 
i n t o a c r e a t i v e a n d m e a n i n g f u l a c t i v i t y . 

As i n t h i s d r e a m , t h e a n i m u s o f t e n a p p e a r s 
as a g r o u p of m e n . I n t h i s w a y t h e u n c o n s c i o u s 
s y m b o l i z e s t h e f ac t t h a t t h e a n i m u s r e p r e s e n t s 
a c o l l e c t i v e r a t h e r t h a n a p e r s o n a l e l e m e n t . 
B e c a u s e o f t h i s c o l l e c t i v e - m i n d e d n e s s w o m e n 
h a b i t u a l l y r e fe r ( w h e n t h e i r a n i m u s is s p e a k i n g 
t h r o u g h t h e m ) to " o n e " o r " t h e y " o r " e v e r y 
b o d y , " a n d i n s u c h c i r c u m s t a n c e s t h e i r s p e e c h 
f r e q u e n t l y c o n t a i n s t h e w o r d s " a l w a y s " a n d 
" s h o u l d " a n d " o u g h t . " 

A v a s t n u m b e r o f m y t h s a n d f a i ry t a l e s tel l of 
a p r i n c e , t u r n e d b y w i t c h c r a f t i n t o a w i l d a n i 
m a l o r m o n s t e r , w h o is r e d e e m e d b y t h e l o v e 
o f a g i r l — a p r o c e s s s y m b o l i z i n g t h e m a n n e r i n 
w h i c h t h e a n i m u s b e c o m e s c o n s c i o u s . ( D r . H e n 
d e r s o n h a s c o m m e n t e d o n t h e s i g n i f i c a n c e o f 
t h i s " B e a u t y a n d t h e B e a s t " m o t i f i n t h e p r e 
c e d i n g c h a p t e r . ) V e r y o f t en t h e h e r o i n e is n o t 
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a l l o w e d to a sk q u e s t i o n s a b o u t h e r m y s t e r i o u s , 
u n k n o w n l o v e r a n d h u s b a n d ; o r s h e m e e t s h i m 
o n l y i n t h e d a r k a n d m a y n e v e r l o o k a t h i m . 
T h e i m p l i c a t i o n is t h a t , b y b l i n d l y t r u s t i n g a n d 
l o v i n g h i m , s h e wi l l b e a b l e t o r e d e e m h e r 
b r i d e g r o o m . B u t t h i s n e v e r s u c c e e d s . S h e 
a l w a y s b r e a k s h e r p r o m i s e a n d finally finds h e r 
l o v e r a g a i n o n l y a f t e r a l o n g , d i f f i cu l t q u e s t a n d 
m u c h s u f f e r i n g . 

T h e p a r a l l e l i n life is t h a t t h e c o n s c i o u s a t t e n 
t i o n a w o m a n h a s t o g i v e t o h e r a n i m u s p r o b 
l e m t a k e s m u c h t i m e a n d i n v o l v e s a lot o f suf
f e r i n g . B u t if s h e r e a l i z e s w h o a n d w h a t h e r 
a n i m u s is a n d w h a t h e d o e s t o h e r , a n d if s h e 
faces t h e s e r e a l i t i e s i n s t e a d o f a l l o w i n g h e r s e l f 
t o b e p o s s e s s e d , h e r a n i m u s c a n t u r n i n t o a n 
i n v a l u a b l e i n n e r c o m p a n i o n w h o e n d o w s h e r 
w i t h t h e m a s c u l i n e q u a l i t i e s o f i n i t i a t i v e , c o u r 
a g e , o b j e c t i v i t y , a n d s p i r i t u a l w i s d o m . 

T h e a n i m u s , j u s t l ike t h e a n i m a , e x h i b i t s fou r 
s t a g e s of d e v e l o p m e n t . H e first a p p e a r s a s a 
p e r s o n i f i c a t i o n o f m e r e p h y s i c a l p o w e r — f o r 
i n s t a n c e , a s a n a t h l e t i c c h a m p i o n o r " m u s c l e 
m a n . " I n t h e n e x t s t a g e h e possesses i n i t i a t i v e 
a n d t h e c a p a c i t y for p l a n n e d a c t i o n . I n t h e 
t h i r d p h a s e , t h e a n i m u s b e c o m e s t h e " w o r d , " 
o f t e n a p p e a r i n g a s a p r o f e s s o r o r c l e r g y m a n . 
F i n a l l y , in h i s f o u r t h m a n i f e s t a t i o n , t h e a n i m u s 
is t h e i n c a r n a t i o n o f meaning. O n th i s h i g h e s t 
l eve l h e b e c o m e s ( l ike t h e a n i m a ) a m e d i a t o r 
of t h e r e l i g i o u s e x p e r i e n c e w h e r e b y life a c q u i r e s 
n e w m e a n i n g . H e g i v e s t h e w o m a n s p i r i t u a l 
firmness, a n i n v i s i b l e i n n e r s u p p o r t t h a t c o m 
p e n s a t e s for h e r o u t e r so f tness . T h e a n i m u s in 
h i s m o s t d e v e l o p e d f o r m s o m e t i m e s c o n n e c t s 
t h e w o m a n ' s m i n d w i t h t h e s p i r i t u a l e v o l u t i o n 

E m b o d i m e n t s of the fou r stages 

of the a n i m u s : First, the w h o l l y 

phys ica l m a n — the f i c t i ona l 

l u n g l e h e r o T a r z a n ( t op , p layed by 

J o h n n y W e i s m u l l e r ) . S e c o n d , the 

" r o m a n t i c " m a n — the 1 9 t h cen tu ry 

Br i t ish poet Shel ley (cen ter l e f t ) : 

or the " m a n of a c t i o n " — A m e r i c a ' s 

Ernest H e m i n g w a y , w a r hero, hunter , 

etc. T h i r d , the bearer of the " w o r d " 

— L l o y d George , the great po l i t i ca l 

o ra tor F o u r t h , the w i s e g u i d e to 

sp i r i tua l t r u t h — o f t e n p ro jec ted 

o n to G a n d h i ( l e f t ) . 

A b o v e r ight , an Ind ian m in ia tu re 

of a gir l gaz ing w i t h love at a 

m a n ' s por t ra i t . A w o m a n fa l l ing 

in love w i t h a p ic tu re ( o r a f i lm 

star) is c lear ly p r o j e c t i n g her 

a n i m u s o n t o the m a n . The ac to r 

R u d o l p h V a l e n t i n o ( r ight , in a 

f i lm m a d e in 1 9 2 2 ) became the 

f o c u s of a n i m u s p r o j e c t i o n for 

t h o u s a n d s of w o m e n w h i l e he 

l i v e d — a n d even af ter he d i ed 

Far r ight , part o f the i m m e n s e f loral 

t r ibu te sent by w o m e n all over the 

w o r l d to Va len t i no ' s funera l in 1 9 2 6 
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of h e r a g e , a n d c a n t h e r e b y m a k e h e r e v e n 
m o r e r e c e p t i v e t h a n a m a n to n e w c r e a t i v e 
i d e a s . I t is for t h i s r e a s o n t h a t i n e a r l i e r t i m e s 
w o m e n w e r e u s e d b y m a n y n a t i o n s a s d i v i n e r s 
a n d s e e r s . T h e c r e a t i v e b o l d n e s s o f t h e i r p o s i 
t i v e a n i m u s a t t i m e s e x p r e s s e s t h o u g h t s a n d 
i d e a s t h a t s t i m u l a t e m e n t o n e w e n t e r p r i s e s . 

T h e " i n n e r m a n " w i t h i n a w o m a n ' s p s y c h e 
c a n l e a d t o m a r i t a l t r o u b l e s s i m i l a r t o t h o s e 
m e n t i o n e d in t h e s e c t i o n o n t h e a n i m a . W h a t 
m a k e s t h i n g s e s p e c i a l l y c o m p l i c a t e d is t h e fac t 
t h a t t h e p o s s e s s i o n o f o n e p a r t n e r b y t h e a n i m u s 
( o r a n i m a ) m a y a u t o m a t i c a l l y e x e r t s u c h a n 
i r r i t a t i n g effect u p o n t h e o t h e r t h a t h e ( o r s h e ) 
b e c o m e s p o s s e s s e d t o o . A n i m u s a n d a n i m a 
a l w a y s t e n d to d r a g c o n v e r s a t i o n d o w n t o a 
v e r y l o w l eve l a n d t o p r o d u c e a d i s a g r e e a b l e , 
i r a s c i b l e , e m o t i o n a l a t m o s p h e r e . 

A s I m e n t i o n e d b e f o r e , t h e p o s i t i v e s i d e o f 
t h e a n i m u s c a n p e r s o n i f y a n e n t e r p r i s i n g s p i r i t , 
c o u r a g e , t r u t h f u l n e s s , a n d in t h e h i g h e s t f o r m , 
s p i r i t u a l p r o f u n d i t y . T h r o u g h h i m a w o m a n 
c a n e x p e r i e n c e t h e u n d e r l y i n g p r o c e s s e s o f h e r 
c u l t u r a l a n d p e r s o n a l o b j e c t i v e s i t u a t i o n , a n d 
c a n find h e r w a y t o a n i n t e n s i f i e d s p i r i t u a l a t t i 
t u d e t o life. T h i s n a t u r a l l y p r e s u p p o s e s t h a t h e r 
a n i m u s c e a s e s t o r e p r e s e n t o p i n i o n s t h a t a r e 
a b o v e c r i t i c i s m . T h e w o m a n m u s t find t h e 
c o u r a g e a n d i n n e r b r o a d m i n d e d n e s s t o q u e s t i o n 
t h e s a c r e d n e s s o f h e r o w n c o n v i c t i o n s . O n l y 
t h e n wi l l s h e b e a b l e t o t a k e in t h e s u g g e s t i o n s 
o f t h e u n c o n s c i o u s , e s p e c i a l l y w h e n t h e y c o n 
t r a d i c t h e r a n i m u s o p i n i o n s . O n l y t h e n wi l l t h e 
m a n i f e s t a t i o n s o f t h e S e l f g e t t h r o u g h t o h e r , 
a n d wi l l s h e b e a b l e c o n s c i o u s l y t o u n d e r s t a n d 
t h e i r m e a n i n g . 
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The Self: symbols of totality 

I f a n i n d i v i d u a l h a s w r e s t l e d s e r i o u s l y e n o u g h 
a n d l o n g e n o u g h w i t h t h e a n i m a ( o r a n i m u s ) 
p r o b l e m so t h a t h e , o r s h e , is n o l o n g e r p a r t i a l l y 
i d e n t i f i e d w i t h i t , t h e u n c o n s c i o u s a g a i n c h a n g e s 
i ts d o m i n a n t c h a r a c t e r a n d a p p e a r s i n a n e w 
s y m b o l i c f o r m , r e p r e s e n t i n g t h e Self, t h e i n n e r 
m o s t n u c l e u s o f t h e p s y c h e . I n t h e d r e a m s o f a 
w o m a n t h i s c e n t e r is u s u a l l y p e r s o n i f i e d as a 
s u p e r i o r f e m a l e f i g u r e — a p r i e s t e s s , s o r c e r e s s , 
e a r t h m o t h e r , o r g o d d e s s o f n a t u r e o r l o v e . I n 
t h e c a s e o f a m a n , i t m a n i f e s t s i t se l f a s a m a s 
c u l i n e i n i t i a t o r a n d g u a r d i a n ( a n I n d i a n guru), 
a w i s e o l d m a n , a s p i r i t o f n a t u r e , a n d so f o r t h . 
T w o folk t a l e s i l l u s t r a t e t h e r o l e t h a t s u c h a 
figure c a n p l a y . T h e first is a n A u s t r i a n t a l e : 

A k ing has o r d e r e d soldiers to keep the n igh t 
w a t c h beside the corpse of a b lack pr incess , w h o 
has been b e w i t c h e d . Every m i d n i g h t she rises a n d 
kills the g u a r d . At last one soldier, whose t u r n it 
is to s t and g u a r d , despa i r s a n d runs a w a y in to 
the woods . T h e r e he mee t s a n " o l d gu i ta r i s t w h o 
is ou r L o r d Himsel f . " T h i s old mus i c i an tells h i m 
where to h ide in the c h u r c h a n d ins t ruc ts h i m 
on h o w to b e h a v e so t h a t the b lack pr incess can 
not get h im . W i t h this d iv ine h e l p the soldier 
ac tua l ly m a n a g e s to r e d e e m the pr incess a n d 
m a r r y her . 

C l e a r l y , " t h e o l d g u i t a r i s t w h o is o u r L o r d 
H i m s e l f " is, i n p s y c h o l o g i c a l t e r m s , a s y m b o l i c 
p e r s o n i f i c a t i o n o f t h e Self. W i t h h i s h e l p t h e 
e g o a v o i d s d e s t r u c t i o n a n d is a b l e t o o v e r c o m e 
— a n d e v e n r e d e e m — a h i g h l y d a n g e r o u s a s p e c t 
of h i s a n i m a . 

I n a w o m a n ' s p s y c h e , as I h a v e s a i d , t h e Se l f 
a s s u m e s f e m i n i n e p e r s o n i f i c a t i o n s . T h i s is i l l u s 
t r a t e d i n t h e s e c o n d s t o r y , a n E s k i m o t a l e : 

A lonely girl w h o has been d i s a p p o i n t e d in love 
meets a w iza rd t r ave l ing in a c o p p e r boa t . H e is 
the "Sp i r i t of the M o o n , " w h o has given all the 
an ima l s to m a n k i n d a n d w h o also bestows luck in 
h u n t i n g . H e a b d u c t s the girl to the heaven ly 
rea lm. O n c e , w h e n the Spir i t of the M o o n has 

left her , she visits a litt le house n e a r the M o o n 
Ghos t ' s m a n s i o n . T h e r e she finds a t iny w o m a n 
c lo thed in the " in t e s t ina l m e m b r a n e of the 
b e a r d e d s ea l , " w h o w a r n s the he ro ine aga ins t the 
Spir i t of the M o o n , saying t h a t he p lans to kill 
her . (I t a p p e a r s t h a t he is a killer of w o m e n , a 
sort of B l u e b e a r d . ) T h e t iny w o m a n fashions a 
long r o p e by m e a n s of w h i c h the girl c a n descend 
to e a r t h a t the t ime of the new m o o n , wh ich is 
the m o m e n t w h e n the litt le w o m a n can w e a k e n 
the M o o n Spir i t . T h e girl c l imbs d o w n , b u t w h e n 
she ar r ives on e a r t h , she does no t o p e n he r eyes 
as qu ick ly as the litt le w o m a n told her to. Because 
of this, she is t u r n e d in to a sp ider a n d can never 
b e c o m e h u m a n aga in . 

A s w e h a v e n o t e d , t h e d i v i n e m u s i c i a n i n t h e 
first t a l e is a r e p r e s e n t a t i o n o f t h e " w i s e o l d 
m a n , " a t y p i c a l p e r s o n i f i c a t i o n o f t h e Self. H e 
is a k i n t o t h e s o r c e r e r M e r l i n o f m e d i e v a l 
l e g e n d o r t o t h e G r e e k g o d H e r m e s . T h e l i t t l e 
w o m a n i n h e r s t r a n g e m e m b r a n e - c l o t h i n g is a 
p a r a l l e l f i g u r e , s y m b o l i z i n g t h e Se l f as it 
a p p e a r s i n t h e f e m i n i n e p s y c h e . T h e o l d m u s i 
c i a n s a v e s t h e h e r o f r o m t h e d e s t r u c t i v e a n i m a , 
a n d t h e l i t t l e w o m a n p r o t e c t s t h e g i r l a g a i n s t 
t h e E s k i m o " B l u e b e a r d " ( w h o is, i n t h e f o r m o f 
t h e M o o n S p i r i t , h e r a n i m u s ) . I n t h i s c a s e , h o w 
e v e r , t h i n g s g o w r o n g — a p o i n t t h a t I s h a l l t a k e 
u p l a t e r . 

T h e Self, h o w e v e r , d o e s n o t a l w a y s t a k e t h e 
f o r m o f a w i s e o l d m a n o r w i s e o l d w o m a n . 
T h e s e p a r a d o x i c a l p e r s o n i f i c a t i o n s a r e a t t e m p t s 
t o e x p r e s s s o m e t h i n g t h a t is n o t e n t i r e l y c o n 
t a i n e d i n t i m e — s o m e t h i n g s i m u l t a n e o u s l y 
y o u n g a n d o l d . T h e d r e a m of a m i d d l e - a g e d 
m a n s h o w s t h e Se l f a p p e a r i n g as a y o u n g m a n : 

C o m i n g from the street , a y o u t h rode d o w n 
in to ou r g a r d e n . ( T h e r e were no bushes a n d no 
fence as t he re a re in real life, a n d the g a r d e n lay 
open . ) I d id no t q u i t e k n o w if he c a m e on pu r 
pose, or if the horse ca r r i ed h im here aga ins t 
his will. 

I s tood on the p a t h t h a t leads to m y s tudio a n d 
w a t c h e d t he a r r iva l w i th g rea t p l easure . T h e sight 
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The S e l f — the inner center of the 

total psyche — is o f ten person i f ied 

in dreams as a super ior h u m a n 

figure To w o m e n , the Self m i g h t 

appear as a w i s e and p o w e r f u l 

goddess — l i k e the anc ien t Greek 

mother g o d d e s s Demeter ( r ight , 

shown w i t h her son T r i p t o l e m u s 

and daugh te r Kore. in a f i f t h -

century -B . c . re l ie f ) . The " fa i r y 

g o d m o t h e r " of m a n y tales is also 

a symbol ic pe rson i f i ca t i on of the 

female Self: above . C indere l la 's 

godmother ( f r o m an i l lus t ra t ion 

by Gustave D o r e ) . B e l o w , a he lp fu l 

old w o m a n (also a fairy g o d m o t h e r ) 

rescues a gir l in an i l lus t ra t ion of a 

Hans Chr ist ian A n d e r s e n tale 
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Person i f i ca t ions of the Self in 

m e n ' s d reams o f t e n take the f o r m 

of "wise o ld m e n . " Far left, the 

m a g i c i a n M e r l i n o f the A r t h u r i a n 

legends ( in a 1 4 t h - c e n t u r y Engl ish 

m a n u s c r i p t ) Center , a guru 
(w ise m a n ) f r o m an 1 8 t h - c e n t u r y 

Ind ian pa in t i ng . Left , a w i n g e d 

o ld man like th is appeared in o n e 

of Dr. J u n g ' s o w n d reams ca r ry ing 

keys: a c c o r d i n g to Dr. J u n g he 

represented "superior i n s i g h t . " 

T h o m a s S u l l y . W a s h i n g t o n at t h e 
Passage o f t h e D e l a w a r e . Courtesy 

Museum of Fine Arts, Boston 

The Self usual ly appears in d reams 

at c ruc ia l t imes in the dreamer 's 

l i f e — t u r n i n g po in ts w h e n his basic 

a t t i t udes a n d w h o l e w a y of l ife are 

c h a n g i n g The c h a n g e itself is 

o f ten s y m b o l i z e d by the ac t i on o f 

c ross ing water . A b o v e , an ac tua l 

river c ross ing that a c c o m p a n i e d 

an impor tan t upheava l : George 

W a s h i n g t o n ' s c ross ing of the 

De laware River d u r i n g the A m e r i c a n 

R e v o l u t i o n ( i n a 1 9 t h - c e n t u r y 

A m e r i c a n p a i n t i n g ) . Left, ano ther 

ma jo r event that i nvo lved c ross ing 

w a t e r : the first at tack l a u n c h e d 

against the N o r m a n d y beaches o n 

D-day , J u n e 1 9 4 4 
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The Self Is not a l w a y s person i f ied 

as a super io r old person. Left, a 

p a i n t i n g (o f a d r e a m ) by Peter 

B i rkhauser , in w h i c h the Self 

appears as a marve lous y o u t h . 

W h i l e the art ist w a s w o r k i n g o n 

the p a i n t i n g , o ther assoc ia t ions a n d 

ideas c a m e up f r o m his u n c o n s c i o u s 

The r o u n d ob jec t l ike a sun b e h i n d 

the y o u t h is a s y m b o l o f to ta l i ty , 

and the boy ' s fou r arms recall o ther 

" f o u r f o l d " s y m b o l s that character ize 

p s y c h o l o g i c a l w h o l e n e s s . Before the 

boy ' s hands hovers a f l o w e r — a s if 

he need o n l y raise his hands and a 

mag ica l f l o w e r w i l l appear . He is 

b lack because of his noc tu rna l ( i .e. 

u n c o n s c i o u s ) o r i g in . 

of the boy on his beaut i ful horse impressed m e 
deeply. 

T h e horse was a smal l , wi ld , powerful a n i m a l , 
a symbol of ene rgy (it r e sembled a b o a r ) , a n d it 
had a thick, br is t ly , s i lvery-gray coa t . T h e boy 
rode past me b e t w e e n the s tud io a n d house , 
j umped off his horse , a n d led him carefully a w a y 
so that he would not t r a m p l e on the flower bed 
with its beaut i ful red a n d o r a n g e tul ips. T h e 
flower bed h a d been newly m a d e a n d p l a n t e d by 
my wife fa d r e a m o c c u r r e n c e ) . 

T h i s y o u t h s igni f ies t h e Self, a n d w i t h it r e 
n e w a l of life, a c r e a t i v e elan vital, a n d a n e w 
s p i r i t u a l o r i e n t a t i o n b y m e a n s o f w h i c h e v e r y 
t h i n g b e c o m e s full o f life a n d e n t e r p r i s e . 

If a m a n d e v o t e s h i m s e l f t o t h e i n s t r u c t i o n s 
of his o w n u n c o n s c i o u s , it c a n b e s t o w th i s gift , 
so t h a t s u d d e n l y life, w h i c h h a s b e e n s t a l e a n d 
du l l , t u r n s i n t o a r i c h , u n e n d i n g i n n e r a d v e n 
t u r e , full of c r e a t i v e p o s s i b i l i t i e s . I n a w o m a n ' s 
p s y c h o l o g y , t h i s s a m e y o u t h f u l p e r s o n i f i c a t i o n 
of t h e Se l f c a n a p p e a r a s a s u p e r n a t u r a l l y g i f t ed 
girl . T h e d r e a m e r i n t h i s i n s t a n c e is a w o m a n 
in h e r l a t e f o r t i e s : 

I stood in front of a c h u r c h a n d was w a s h i n g 
the p a v e m e n t wi th w a t e r . T h e n I r a n d o w n the 
street j u s t a t the m o m e n t w h e n the s t uden t s from 
the high school were let ou t . I c a m e to a s t a g n a n t 
river across wh ich a b o a r d or t ree t r u n k h a d been 
laid; bu t w h e n I was a t t e m p t i n g to walk across, 
a mischievous s t u d e n t b o u n c e d on the b o a r d so 
that it c r acked a n d I near ly fell in to t he wa te r . 

" I d i o t ! " I yelled ou t . O n the o t h e r side of the 
r iver t h r ee l i t t le girls were p l ay ing , a n d one of 
t h e m s t re tched ou t her h a n d as if to he lp me . I 
t h o u g h t tha t her small h a n d was not s t rong 
e n o u g h to he lp m e , bu t w h e n I took it, she suc
ceeded , w i t h o u t the slightest effort, in pu l l ing me 
across a n d u p the b a n k on the o t h e r side. 

T h e d r e a m e r is a r e l i g i o u s p e r s o n , b u t 
a c c o r d i n g t o h e r d r e a m s h e c a n n o t r e m a i n in 
t h e C h u r c h ( P r o t e s t a n t ) a n y l o n g e r ; in f ac t , s h e 
s e e m s to h a v e lost t h e p o s s i b i l i t y of e n t e r i n g i t , 
a l t h o u g h s h e t r i e s t o k e e p t h e a c c e s s t o it as 
c l e a n as s h e c a n . A c c o r d i n g to t h e d r e a m , s h e 
m u s t n o w c ros s a s t a g n a n t r i v e r , a n d th i s i n d i 
c a t e s t h a t t h e flow of life is s l o w e d d o w n 
b e c a u s e of t h e u n r e s o l v e d r e l i g i o u s p r o b l e m . 
( C r o s s i n g a r i v e r is a f r e q u e n t s y m b o l i c i m a g e 
for a f u n d a m e n t a l c h a n g e o f a t t i t u d e . ) T h e 
s t u d e n t w a s i n t e r p r e t e d b y t h e d r e a m e r h e r s e l f 
a s t h e p e r s o n i f i c a t i o n o f a t h o u g h t t h a t s h e h a d 
p r e v i o u s l y h a d — n a m e l y , t h a t s h e m i g h t sat isfy 
h e r s p i r i t u a l y e a r n i n g b y a t t e n d i n g h i g h s c h o o l . 
O b v i o u s l y t h e d r e a m d o e s n o t t h i n k m u c h o f 
t h i s p l a n . W h e n s h e d a r e s t o c ro s s t h e r i v e r 
a l o n e , a p e r s o n i f i c a t i o n o f t h e S e l f ( t h e g i r l ) , 
s m a l l b u t s u p e r n a t u r a l l y p o w e r f u l , h e l p s h e r . 

B u t t h e f o r m of a h u m a n b e i n g , w h e t h e r 
y o u t h f u l o r o l d , is o n l y o n e o f t h e m a n y w a y s 
in w h i c h t h e Se l f c a n a p p e a r in d r e a m s o r 
v i s i o n s . T h e v a r i o u s a g e s it a s s u m e s s h o w n o t 
o n l y t h a t it is w i t h us t h r o u g h o u t t h e w h o l e o f 
life, b u t a l s o t h a t it ex i s t s b e y o n d t h e c o n -

199 

Das
ein

 Foundati
on



s c i o u s l y r e a l i z e d flow o f life — w h i c h is w h a t 
c r e a t e s o u r e x p e r i e n c e o f t i m e . 

J u s t as t h e S e l f is n o t e n t i r e l y c o n t a i n e d i n 
o u r c o n s c i o u s e x p e r i e n c e o f t i m e ( in o u r s p a c e -
t i m e d i m e n s i o n ) , it is a l s o s i m u l t a n e o u s l y o m n i 
p r e s e n t . M o r e o v e r , it a p p e a r s f r e q u e n t l y i n a 
f o r m t h a t h i n t s a t a s p e c i a l o m n i p r e s e n c e ; t h a t 
is, it m a n i f e s t s i t se l f a s a g i g a n t i c , s y m b o l i c 
h u m a n b e i n g w h o e m b r a c e s a n d c o n t a i n s t h e 
w h o l e c o s m o s . W h e n t h i s i m a g e t u r n s u p in t h e 
d r e a m s o f a n i n d i v i d u a l , w e m a y h o p e for a 
c r e a t i v e s o l u t i o n t o h i s c o n f l i c t , b e c a u s e n o w 
t h e v i t a l p s y c h i c c e n t e r is a c t i v a t e d ( i . e . t h e 
w h o l e b e i n g is c o n d e n s e d i n t o o n e n e s s ) in o r d e r 
t o o v e r c o m e t h e d i f f i cu l t y . 

I t is n o w o n d e r t h a t t h i s f i g u r e o f t h e C o s m i c 
M a n a p p e a r s i n m a n y m y t h s a n d r e l i g i o u s 
t e a c h i n g s . G e n e r a l l y h e is d e s c r i b e d a s s o m e 
t h i n g h e l p f u l a n d p o s i t i v e . H e a p p e a r s as 
A d a m , as t h e P e r s i a n G a y o m a r t , o r a s t h e 
H i n d u P u r u s h a . T h i s figure m a y e v e n b e d e 
s c r i b e d as t h e b a s i c p r i n c i p l e o f t h e w h o l e w o r l d . 
T h e a n c i e n t C h i n e s e , for i n s t a n c e , t h o u g h t t h a t 
b e f o r e a n y t h i n g w h a t e v e r w a s c r e a t e d , t h e r e 
w a s a co los sa l d i v i n e m a n c a l l e d P ' a n K u w h o 
g a v e h e a v e n a n d e a r t h t h e i r f o r m . W h e n h e 
c r i e d , h i s t e a r s m a d e t h e Y e l l o w R i v e r a n d t h e 
Y a n g t z e R i v e r ; w h e n h e b r e a t h e d , t h e w i n d 
r o s e ; w h e n h e s p o k e , t h u n d e r w a s l o o s e d ; a n d 
w h e n h e l o o k e d a r o u n d , l i g h t n i n g flashed. I f h e 
w a s in a g o o d m o o d , t h e w e a t h e r w a s fine; if 
h e w a s s a d , it c l o u d e d o v e r . W h e n h e d i e d , h e 
fell a p a r t , a n d f r o m h i s b o d y t h e five h o l y 
m o u n t a i n s o f C h i n a s p r a n g i n t o e x i s t e n c e . H i s 
h e a d b e c a m e t h e T ' a i m o u n t a i n in t h e E a s t , 
h is t r u n k b e c a m e t h e S u n g m o u n t a i n in t h e c e n 
t e r , h is r i g h t a r m t h e H e n g m o u n t a i n in t h e 
N o r t h , h is left a r m t h e H e n g m o u n t a i n in t h e 
S o u t h , a n d his feet t h e H u a m o u n t a i n in t h e 
W e s t . H i s e y e s b e c a m e t h e s u n a n d m o o n . 

W e h a v e a l r e a d y s e e n t h a t s y m b o l i c s t r u c 
t u r e s t h a t s e e m t o r e f e r t o t h e p r o c e s s o f i n d i 
v i d u a t i o n t e n d to b e b a s e d o n t h e m o t i f o f t h e 
n u m b e r f o u r s u c h as t h e f o u r f u n c t i o n s of 
c o n s c i o u s n e s s , o r t h e f o u r s t a g e s o f t h e a n i m a 
o r a n i m u s . I t r e a p p e a r s h e r e i n t h e c o s m i c 
s h a p e o f P ' a n K u . O n l y u n d e r spec i f i c c i r c u m 
s t a n c e s d o o t h e r c o m b i n a t i o n s o f n u m b e r s 
a p p e a r in t h e p s y c h i c m a t e r i a l . T h e n a t u r a l u n 
h a m p e r e d m a n i f e s t a t i o n s o f t h e c e n t e r a r e 
c h a r a c t e r i z e d b y f o u r f o l d n e s s - t h a t is t o s a y , b y 
h a v i n g f o u r d i v i s i o n s , o r s o m e o t h e r s t r u c t u r e 
d e r i v i n g f r o m t h e n u m e r i c a l s e r i e s o f 4 , 8 , 16, 
a n d so o n . N u m b e r 16 p l a y s a p a r t i c u l a r l y i m 
p o r t a n t r o l e , s i n c e it is c o m p o s e d o f f o u r fours . 

I n o u r W e s t e r n c i v i l i z a t i o n , s i m i l a r i d e a s of 
a C o s m i c M a n h a v e a t t a c h e d t h e m s e l v e s t o t h e 
s y m b o l o f A d a m , t h e F i r s t M a n . T h e r e is a 
J e w i s h l e g e n d t h a t w h e n G o d c r e a t e d A d a m , 
h e first g a t h e r e d r e d , b l a c k , w h i t e , a n d y e l l o w 
d u s t f r o m t h e f o u r c o r n e r s o f t h e w o r l d , a n d 
t h u s A d a m " r e a c h e d f r o m o n e e n d o f t h e w o r l d 
t o t h e o t h e r . " W h e n h e b e n t d o w n , h i s h e a d 
w a s in t h e E a s t a n d his feet in t h e W e s t . 
A c c o r d i n g t o a n o t h e r J e w i s h t r a d i t i o n , t h e 
w h o l e of m a n k i n d w a s c o n t a i n e d in A d a m f rom 
t h e b e g i n n i n g , w h i c h m e a n t t h e s o u l o f e v e r y 
b o d y w h o w o u l d e v e r b e b o r n . T h e sou l of 
A d a m , t h e r e f o r e , w a s " l i k e t h e w i c k o f a l a m p 
c o m p o s e d o f i n n u m e r a b l e s t r a n d s . " I n th i s 
s y m b o l t h e i d e a o f a t o t a l o n e n e s s o f a l l h u m a n 
e x i s t e n c e , b e y o n d a l l i n d i v i d u a l u n i t s , is c l e a r l y 
e x p r e s s e d . 

I n a n c i e n t P e r s i a , t h e s a m e o r i g i n a l F i r s t 
M a n c a l l e d G a y o m a r t — w a s d e p i c t e d a s a 
h u g e figure e m i t t i n g l i g h t . W h e n h e d i e d , e v e r y 
k i n d of m e t a l s p r a n g f r o m h is b o d y , a n d f r o m 
his s o u l c a m e g o l d . H i s s e m e n fell u p o n t h e 
e a r t h , a n d f r o m it c a m e t h e first h u m a n c o u p l e 
in t h e f o r m of t w o r h u b a r b s h r u b s . I t is s t r i k i n g 
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M a n y peop le t o d a y person i fy the 

Self in thei r d reams as p r o m i n e n t 

pub l i c f igures J u n g i a n psycho log is ts 

f i nd that , in m e n ' s dreams. 

Dr. A lbe r t S c h w e i t z e r (far lef t ) and 

Sir W i n s t o n C h u r c h i l l ( le f t ) 

o f t e n appear; in w o m e n ' s d reams, 

Eleanor Rooseve l t ( r i gh t ) a n d 

Queen El izabeth II ( far r ight , a 

por t ra i t on an A f r i c a n h o u s e ) . 
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Cosmic M a n the g igan t i c , a l l -

e m b r a c i n g f igure that personi f ies and 

c o n t a i n s the ent i re u n i v e r s e — i s a 

c o m m o n representa t ion of the Self in 

m y t h s a n d dreams. Left, the t i t le page 

of Leviathan, by the 1 7 t h - c e n t u r y 

Engl ish p h i l o s o p h e r T h o m a s H o b b e s . 

The g i g a n t i c f igure of Lev ia than 

is m a d e u p of all the peop le o f t h e 

" c o m m o n w e a l t h " — H o b b e s ' s ideal 

soc ie ty , in w h i c h the peop le c h o o s e 

thei r o w n cent ra l a u t h o r i t y (or 

" s o v e r e i g n , " hence Lev ia than 's 

c r o w n , s w o r d , and scep te r ) . A b o v e , 

the c o s m i c f igure of anc ien t 

Ch ina ' s P a n Ku — s h o w n covered in 

leaves to ind ica te that Cosmic M a n 

(or First M a n ) s imp ly ex is ted, l ike 

a p lant , g r o w n in nature. B e l o w , 

o n a leaf f r o m an 1 8 t h - c e n t u r y 

Ind ian i l l um ina ted manusc r ip t , the 

C o s m i c L ion Goddess h o l d i n g the 

sun ( the l ion is m a d e up of m a n y 

peop le a n d an ima ls ) 
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t h a t t h e C h i n e s e P ' a n K u w a s a l s o d e p i c t e d 
c o v e r e d b y l e a v e s l i ke a p l a n t . P e r h a p s th i s is 
b e c a u s e t h e F i r s t M a n w a s t h o u g h t o f as a self-
g r o w n , l i v i n g u n i t t h a t j u s t e x i s t e d w i t h o u t a n y 
a n i m a l i m p u l s e o r se l f -wi l l . A m o n g a g r o u p o f 
p e o p l e w h o l ive o n t h e b a n k s o f t h e T i g r i s . 
A d a m is s t i l l , a t t h e p r e s e n t t i m e , w o r s h i p e d as 
t h e h i d d e n " s u p e r - s o u l " o r m y s t i c a l " p r o t e c t i v e 
s p i r i t " o f t h e e n t i r e h u m a n r a c e . T h e s e p e o p l e 
s a y t h a t h e c a m e f r o m a d a t e p a l m a n o t h e r 
r e p e t i t i o n o f t h e p l a n t mot i f . 

I n t h e E a s t , a n d i n s o m e g n o s t i c c i r c l e s i n t h e 
W e s t , p e o p l e s o o n r e c o g n i z e d t h a t t h e C o s m i c 
M a n w a s m o r e a n i n n e r p s y c h i c i m a g e t h a n a 
c o n c r e t e o u t e r r e a l i t y . A c c o r d i n g t o H i n d u 
t r a d i t i o n , for i n s t a n c e , h e is s o m e t h i n g t h a t l ives 
w i t h i n t h e i n d i v i d u a l h u m a n b e i n g a n d is t h e 
o n l y p a r t t h a t is i m m o r t a l . T h i s i n n e r G r e a t 
M a n r e d e e m s t h e i n d i v i d u a l b y l e a d i n g h i m 
o u t of c r e a t i o n a n d i ts s u f f e r i n g s , b a c k i n t o his 
o r i g i n a l e t e r n a l s p h e r e . B u t h e c a n d o th i s o n l y 
if m a n r e c o g n i z e s h i m a n d r ises f r o m h i s s l e e p 
in o r d e r t o b e l e d . I n t h e s y m b o l i c m y t h s o f 

o l d I n d i a , t h i s f i gu re is k n o w n a s t h e P u r u s h a , 
a n a m e t h a t s i m p l y m e a n s " m a n " o r " p e r 
s o n . " T h e P u r u s h a l ives w i t h i n t h e h e a r t of 
e v e r y i n d i v i d u a l , a n d y e t a t t h e s a m e t i m e h e 
fills t h e e n t i r e c o s m o s . 

A c c o r d i n g t o t h e t e s t i m o n y o f m a n y m y t h s , 
t h e C o s m i c M a n is n o t o n l y t h e b e g i n n i n g b u t 
a l s o t h e final g o a l o f a l l life o f t h e w h o l e of 
c r e a t i o n . " A l l c e r e a l n a t u r e m e a n s w h e a t , al l 
t r e a s u r e n a t u r e m e a n s g o l d , a l l g e n e r a t i o n 
m e a n s m a n , " s a y s t h e m e d i e v a l s a g e M e i s t e r 
E c k h a r t . A n d if o n e l o o k s a t t h i s f r o m a psy
c h o l o g i c a l s t a n d p o i n t , it is c e r t a i n l y so . T h e 
w h o l e i n n e r p s y c h i c r e a l i t y o f e a c h i n d i v i d u a l 
is u l t i m a t e l y o r i e n t e d t o w a r d t h i s a r c h e t y p a l 
s y m b o l o f t h e Self. 

I n p r a c t i c a l t e r m s t h i s m e a n s t h a t t h e ex is t 
e n c e o f h u m a n b e i n g s wi l l n e v e r b e s a t i s f a c t o r i l y 
e x p l a i n e d in t e r m s o f i s o l a t e d i n s t i n c t s o r p u r 
p o s i v e m e c h a n i s m s u c h as h u n g e r , p o w e r , sex , 
s u r v i v a l , p e r p e t u a t i o n o f t h e s p e c i e s , a n d so o n . 
T h a t is, m a n ' s m a i n p u r p o s e is n o t t o e a t , d r i n k , 
e t c . , b u t lo be human. A b o v e a n d b e y o n d t h e s e 
d r i v e s , o u r i n n e r p s y c h i c r e a l i t y s e r v e s t o m a n i 
fest a l i v i n g m y s t e r y t h a t c a n b e e x p r e s s e d o n l y 
b y a s y m b o l , a n d for i ts e x p r e s s i o n t h e u n c o n 
s c i o u s o f t en c h o o s e s t h e p o w e r f u l i m a g e of t h e 
C o s m i c M a n . 

I n o u r W e s t e r n c i v i l i z a t i o n t h e C o s m i c M a n 
h a s b e e n i d e n t i f i e d t o a g r e a t e x t e n t w i t h C h r i s t , 
a n d in t h e E a s t w i t h K r i s h n a o r w i t h B u d d h a . 
I n t h e O l d T e s t a m e n t t h i s s a m e s y m b o l i c figure 
t u r n s u p a s t h e " S o n o f M a n " a n d in l a t e r 
J e w i s h m y s t i c i s m is c a l l e d A d a m K a d m o n . 
C e r t a i n r e l i g i o u s m o v e m e n t s o f l a t e a n t i q u i t y 
s i m p l y c a l l e d h i m A n t h r o p o s ( t h e G r e e k w o r d 
for m a n ) . L i k e a l l s y m b o l s th i s i m a g e p o i n t s to 
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T o p left, a R h o d e s i a n rock pa in t i ng 

of a c rea t ion m y t h , in w h i c h the 

First M a n ( the m o o n ) mates w i t h 

the m o r n i n g star a n d e v e n i n g star 

to p r o d u c e the creatures of ear th . 

C o s m i c M a n o f t e n appears as a n 

A d a m - l i k e or ig ina l m a n — a n d Christ, 

t oo , has b e c o m e ident i f ied w i t h 

th is pe rson i f i ca t ion of the Self: 

T o p r ight , a p a i n t i n g by the 1 5 t h -

c e n t u r y G e r m a n art ist G r u n e w a l d 

s h o w s the f igure of Chr is t w i t h 

all the majesty o f Cosmic M a n 
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a n u n k n o w a b l e s e c r e t — t o t h e u l t i m a t e u n 
k n o w n m e a n i n g o f h u m a n e x i s t e n c e . 

A s w e h a v e n o t e d , c e r t a i n t r a d i t i o n s a s s e r t 
t h a t t h e C o s m i c M a n is t h e g o a l o f c r e a t i o n , 
b u t t h e a c h i e v e m e n t of th i s s h o u l d n o t b e u n d e r 
s t o o d a s a p o s s i b l e e x t e r n a l h a p p e n i n g . F r o m 
t h e p o i n t of v i e w o f t h e H i n d u , for e x a m p l e , it 
is n o t so m u c h t h a t t h e e x t e r n a l w o r l d wi l l o n e 
d a y d i s s o l v e i n t o t h e o r i g i n a l G r e a t M a n , b u t 
t h a t t h e e g o ' s e x t r a v e r t e d o r i e n t a t i o n t o w a r d 
t h e e x t e r n a l w o r l d wi l l d i s a p p e a r in o r d e r t o 
m a k e w a y for t h e C o s m i c M a n . T h i s h a p p e n s 
w h e n t h e e g o m e r g e s i n t o t h e Self. T h e e g o ' s 
d i s c u r s i v e flow o f r e p r e s e n t a t i o n s ( w h i c h g o e s 
f r o m o n e t h o u g h t t o a n o t h e r ) a n d its d e s i r e s 
( w h i c h r u n f r o m o n e o b j e c t t o a n o t h e r ) c a l m 
d o w n w h e n t h e G r e a t M a n w i t h i n is e n c o u n t 
e r e d . I n d e e d , w e m u s t n e v e r f o r g e t t h a t for us 
o u t e r r e a l i t y ex i s t s o n l y i n so far a s w e p e r c e i v e 
i t c o n s c i o u s l y , a n d t h a t w e c a n n o t p r o v e t h a t 
it ex i s t s " i n a n d b y i t se l f ." 

T h e m a n y e x a m p l e s c o m i n g f r o m v a r i o u s 
c i v i l i z a t i o n s a n d d i f f e r e n t p e r i o d s s h o w t h e u n i -

Examples of the "royal c o u p l e " (a 

s y m b o l i c image of psych ic to ta l i t y 

a n d the S e l f ) : left, a t h i r d - c e n t u r y 

AD . Ind ian scu lp tu re of Siva a n d 

Parvat i , h e r m a p h r o d i t i c a l l y j o i n e d ; 

b e l o w , the H i n d u dei t ies Kr ishna 

and Radha in a g rove . 

The Greek head, b e l o w left, w a s 

s h o w n by Dr. J u n g t o be subt ly t w o -

s ided (i.e. h e r m a p h r o d i t i c ) . In 

a letter t o the o w n e r J u n g a d d e d 

that the head "has, l ike his ana l ogs 

A d o n i s , T a m m u z , a n d . . Ba ldur , all 

the grace and c h a r m of e i ther sex . " 
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Right , a p r e - R o m a n scu lp tu re of the 

Cel t ic bear g o d d e s s A r t i o , f o u n d 

at Berne ( w h i c h means " b e a r " ) . 

She w a s p robab ly a m o t h e r g o d d e s s , 

resemb l ing the she-bear in t h e 

d r e a m q u o t e d o n th is page. Further 

c o r r e s p o n d e n c e s to s y m b o l i c images 

in th is d r e a m : Center , Aus t ra l i an 

abor ig ines w i t h their " sac red 

s t o n e s , " w h i c h they be l ieve c o n t a i n 

the spi r i ts of the dead B o t t o m , 

f r o m a 1 7 t h - c e n t u r y a l chemica l 

manusc r ip t , the s y m b o l i c royal 

c o u p l e as a pair of l ions. 

v e r s a l i t y o f t h e s y m b o l o f t h e G r e a t M a n . H i s 
i m a g e is p r e s e n t in t h e m i n d s o f m e n a s a s o r t 
o f g o a l o r e x p r e s s i o n o f t h e b a s i c m y s t e r y o f 
o u r life. B e c a u s e t h i s s y m b o l r e p r e s e n t s t h a t 
w h i c h is w h o l e a n d c o m p l e t e , it is o f t e n c o n 
c e i v e d o f as a b i s e x u a l b e i n g . I n t h i s f o r m t h e 
s y m b o l r e c o n c i l e s o n e o f t h e m o s t i m p o r t a n t 
p a i r s o f p s y c h o l o g i c a l o p p o s i t e s — m a l e a n d 
f e m a l e . T h i s u n i o n a l s o a p p e a r s f r e q u e n t l y in 
d r e a m s as a d i v i n e , r o y a l , o r o t h e r w i s e d i s t i n 
g u i s h e d c o u p l e . T h e f o l l o w i n g d r e a m of a m a n 
of 4 7 s h o w s th i s a s p e c t of t h e Se l f in a d r a 
m a t i c w a y : 

I a m on a p la t fo rm, a n d below me I see a h u g e , 
b lack, beaut i ful she -bea r wi th a r o u g h bu t well-
g r o o m e d coa t . She is s t a n d i n g on her h ind legs, 
a n d on a s tone s lab she is pol ishing a flat oval 
black s tone , wh ich becomes increas ingly shiny. 
Not far a w a y a lioness a n d her c u b d o the s a m e 
th ing , but the s tones they a r e pol ishing a r e b igger 
a n d r o u n d in s h a p e . After a whi le the she -bea r 
tu rns in to a fat, naked w o m a n with b lack ha i r 
a n d da rk , fiery eyes. I b e h a v e in an erot ical ly p ro 
voca t ive w a y t o w a r d her , a n d s u d d e n l y she moves 
n e a r e r in o r d e r to ca t ch m e . I get f r ightened a n d 
take refuge u p on the b u i l d i n g of scaffolding 
w h e r e I was before. L a t e r I a m in the midst of 
m a n y w o m e n , half of w h o m a re p r imi t ive a n d 
h a v e rich b lack ha i r (as if they a r c t r ans fo rmed 
from a n i m a l s ) ; the o t h e r hal f a r e o u r w o m e n [of 
the s ame na t iona l i ty as the d r e a m e r ] a n d have 
b l o n d e or b r o w n ha i r . T h e p r imi t i ve w o m e n sing 
a very s en t imen ta l song in m e l a n c h o l y , h igh-
p i tched voices. N o w , in a h igh e legant ca r r i age , 
the re comes a y o u n g m a n w h o wears on his head 
a royal go lden c r o w n , set wi th sh in ing r u b i e s -
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a very beaut i ful sight. Beside h im sits a b l o n d e 
young w o m a n , p r o b a b l y his wife, bu t w i thou t a 
crown. It seems t h a t the lioness a n d her c u b h a v e 
been t r ans fo rmed in to this coup le . T h e y be long 
to the g r o u p of p r imi t ives . N o w all the w o m e n 
(the pr imi t ives a n d the o thers ) i n tone a so lemn 
song, a n d the royal c a r r i a g e slowly t ravels t o w a r d 
the hor izon . 

H e r e t h e i n n e r n u c l e u s o f t h e d r e a m e r ' s 
p s y c h e s h o w s i t se l f a t first in a t e m p o r a r y v i s i o n 
of t h e r o y a l c o u p l e , w h i c h e m e r g e s f r o m t h e 
d e p t h s of h is a n i m a l n a t u r e a n d t h e p r i m i t i v e 
l a y e r o f h is u n c o n s c i o u s . T h e s h e - b e a r in t h e 
b e g i n n i n g is a s o r t o f m o t h e r g o d d e s s . ( A r t e m i s , 
for i n s t a n c e , w a s w o r s h i p e d in G r e e c e as a s h e -
b e a r . ) T h e d a r k o v a l s t o n e t h a t s h e r u b s a n d 
p o l i s h e s p r o b a b l y s y m b o l i z e s t h e d r e a m e r ' s i n 
n e r m o s t b e i n g , h i s t r u e p e r s o n a l i t y . R u b b i n g 
a n d p o l i s h i n g s t o n e s is a w e l l - k n o w n , e x c e e d 
ing ly a n c i e n t a c t i v i t y o f m a n . I n E u r o p e " h o l y " 
s t o n e s , w r a p p e d in b a r k a n d h i d d e n in c a v e s , 
h a v e b e e n f o u n d in m a i n p l a c e s ; as c o n t a i n e r s 
of d i v i n e p o w e r s t h e y w e r e p r o b a b l y k e p t t h e r e 
by m e n of t h e S t o n e A g e . A t t h e p r e s e n t t i m e 
s o m e of t h e A u s t r a l i a n a b o r i g i n e s b e l i e v e t h a t 
t h e i r d e a d a n c e s t o r s c o n t i n u e t o exis t in s t o n e s 
as v i r t u o u s a n d d i v i n e p o w e r s , a n d t h a t if t h e y 
r u b t h e s e s t o n e s , t h e p o w e r i n c r e a s e s ( l ike 
c h a r g i n g t h e m w i t h e l e c t r i c i t y ) for t h e b e n e f i t 
of b o t h t h e l i v i n g a n d t h e d e a d . 

T h e m a n w h o h a d t h e d r e a m w c a r e d i s c u s 
s ing h a d h i t h e r t o r e f u s e d to a c c e p t a m a r i t a l 
b o n d w i t h a w o m a n . H i s f ea r o f b e i n g c a u g h t 
by t h i s a s p e c t o f life c a u s e d h i m , in t h e d r e a m , 
to flee f r o m t h e b e a r - w o m a n to t h e s p e c t a t o r ' s 
p l a t f o r m w h e r e h e c o u l d p a s s i v e l y w a t c h t h i n g s 
w i t h o u t b e c o m i n g e n t a n g l e d . T h r o u g h t h e 
m o t i f of t h e s t o n e b e i n g r u b b e d b y t h e b e a r , t h e 
u n c o n s c i o u s is t r y i n g t o s h o w h i m t h a t h e s h o u l d 
let h i m s e l f c o m e i n t o c o n t a c t w i t h t h i s s i d e o f 
life; it is t h r o u g h t h e f r i c t i o n s o f m a r r i e d life 
t h a t h is i n n e r b e i n g c a n b e s h a p e d a n d p o l i s h e d . 

W h e n t h e s t o n e is p o l i s h e d , it wi l l b e g i n t o 
s h i n e l ike a m i r r o r so t h a t t h e b e a r c a n see h e r 
self in i t ; th i s m e a n s t h a t o n l y b y a c c e p t i n g 
e a r t h l y c o n t a c t a n d s u f f e r i n g c a n t h e h u m a n 
soul b e t r a n s f o r m e d i n t o a m i r r o r in w h i c h t h e 
d i v i n e p o w e r s c a n p e r c e i v e t h e m s e l v e s . B u t t h e 

In d reams a mirror can symbo l i ze 

the p o w e r of the u n c o n s c i o u s t o 

" m i r r o r " the ind iv idua l ob jec t i ve ly 

— g i v i n g h i m a v i e w of h imsel f tha t 

he m a y never have had before On ly 

t h r o u g h the u n c o n s c i o u s can such a 

v i e w ( w h i c h o f ten s h o c k s and upsets 

the c o n s c i o u s m i n d ) be o b t a i n e d — 

jus t as in Greek m y t h the G o r g o n 

M e d u s a , w h o s e look tu rned m e n to 

s tone, c o u l d be gazed u p o n on ly in 

a mirror . B e l o w , M e d u s a ref lected 

in a shie ld (a p a i n t i n g by the 1 7 t h -

c e n t u r y art ist C a r a v a g g i o ) . 

d r e a m e r r u n s a w a y to a h i g h e r p l a c e - i .e . i n t o 
a l l s o r t s o f r e f l e c t i o n s b y w h i c h h e c a n e s c a p e 
t h e d e m a n d s o f life. T h e d r e a m t h e n s h o w s h i m 
t h a t if h e r u n s a w a y f r o m t h e d e m a n d s o f life, 
o n e p a r t of h is sou l (h i s a n i m a ) wi l l r e m a i n 
u n d i f f e r e n t i a t e d , a fact s y m b o l i z e d b y t h e g r o u p 
o f n o n d e s c r i p t w o m e n t h a t sp l i t s a p a r t i n t o a 
p r i m i t i v e h a l f a n d a m o r e c i v i l i z e d o n e . 

T h e l i ones s a n d h e r s o n , w h i c h t h e n a p p e a r 
o n t h e s c e n e , p e r s o n i f y t h e m y s t e r i o u s u r g e t o 
w a r d i n d i v i d u a t i o n , i n d i c a t e d b y t h e i r w o r k a t 
s h a p i n g t h e r o u n d s t o n e s . (A r o u n d s t o n e is a 
s y m b o l of t h e Self . ) T h e l i ons , a r o y a l c o u p l e , 
a r e in t h e m s e l v e s a s y m b o l of t o t a l i t y . I n m e d i 
e v a l s y m b o l i s m , t h e " p h i l o s o p h e r ' s s t o n e " (a 
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p r e - e m i n e n t s y m b o l o f m a n ' s w h o l e n e s s ) is r e 
p r e s e n t e d as a p a i r o f l i o n s o r a s a h u m a n 
c o u p l e r i d i n g o n l i ons . S y m b o l i c a l l y , t h i s p o i n t s 
t o t h e fact t h a t o f t en t h e u r g e t o w a r d i n d i v i d u 
a t i o n a p p e a r s i n a v e i l e d f o r m , h i d d e n in t h e 
o v e r w h e l m i n g p a s s i o n o n e m a y feel for a n o t h e r 
p e r s o n . ( I n fac t , p a s s i o n t h a t g o e s b e y o n d t h e 
n a t u r a l m e a s u r e o f l o v e u l t i m a t e l y a i m s a t t h e 
m y s t e r y o f b e c o m i n g w h o l e , a n d th i s is w h y o n e 
feels , w h e n o n e h a s f a l l en p a s s i o n a t e l y in l ove , 
t h a t b e c o m i n g o n e w i t h t h e o t h e r p e r s o n is t h e 
o n l y w o r t h w h i l e g o a l o f o n e ' s l ife.) 

A s l o n g as t h e i m a g e o f t o t a l i t y i n t h i s d r e a m 
e x p r e s s e s i tself in t h e fo rm of a p a i r o f l i o n s , it 
is s t i l l c o n t a i n e d i n s o m e s u c h o v e r w h e l m i n g 
p a s s i o n . B u t w h e n l i on a n d l i ones s h a v e t u r n e d 
i n t o a k i n g a n d q u e e n , t h e u r g e t o i n d i v i d u a t e 
h a s r e a c h e d t h e l eve l o f c o n s c i o u s r e a l i z a t i o n , 
a n d c a n n o w b e u n d e r s t o o d b y t h e e g o a s b e i n g 
t h e r e a l g o a l o f life. 

B e f o r e t h e l i ons h a d t r a n s f o r m e d t h e m s e l v e s 
i n t o h u m a n b e i n g s , it w a s o n l y t h e p r i m i t i v e 
w o m e n w h o s a n g , a n d t h e y d i d so in a s e n t i 
m e n t a l m a n n e r ; t h a t is t o s a y , t h e f ee l ings of 
t h e d r e a m e r r e m a i n e d o n a p r i m i t i v e a n d sen 
t i m e n t a l l eve l . B u t in h o n o r o f t h e h u m a n i z e d 
l i o n s , b o t h t h e p r i m i t i v e a n d t h e c iv i l i z ed 
w o m e n c h a n t a c o m m o n h y m n o f p r a i s e . T h e i r 
e x p r e s s i o n o f t h e i r f ee l ings i n a u n i t e d f o r m 
s h o w s t h a t t h e i n n e r sp l i t i n t h e a n i m a l h a s n o w 
c h a n g e d i n t o i n n e r h a r m o n y . 

S t i l l a n o t h e r p e r s o n i f i c a t i o n o f t h e Se l f 
a p p e a r s i n a r e p o r t of a w o m a n ' s s o - c a l l e d 
" a c t i v e i m a g i n a t i o n . " ( A c t i v e i m a g i n a t i o n is a 
c e r t a i n w a y o f m e d i t a t i n g i m a g i n a t i v e l y , b y 

O f t e n the Self is represented as a 
he lp fu l an ima l (a s y m b o l of t h e 
psyche 's i ns t inc tua l bas is ) . T o p left, 
the mag ic fox of G r i m m ' s f a i r y tale 
" T h e G o l d e n B i r d . " Center , the 
H i n d u m o n k e y g o d H a n u m a n 
car ry ing t w o g o d s in his heart . 
B o t t o m , Rin T in T in the hero ic d o g 
o n c e popu la r in A m e r i c a n f i lms a n d 
te lev i s ion . 

S tones are f requen t images of the 

Self (because they are c o m p l e t e — 

i.e. u n c h a n g i n g — a n d las t ing ) . 

M a n y peop le t o d a y look for s tones 

o f spec ia l beau ty — perhaps o n 

beaches, t o p r ight . S o m e H i n d u s 

pass f r o m father to son s tones 

(cen te r ) be l ieved to have mag ica l 

p o w e r s . "Prec ious" s tones, like the 

j e w e l s of Q u e e n El izabeth I (1 5 5 8 

1 6 0 3 ) , b o t t o m , are an o u t w a r d 

s ign of w e a l t h a n d p o s i t i o n . 
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w h i c h o n e m a y d e l i b e r a t e l y e n t e r i n t o c o n t a c t 
w i t h t h e u n c o n s c i o u s a n d m a k e a c o n s c i o u s 
c o n n e c t i o n w i t h p s y c h i c p h e n o m e n a . A c t i v e 
i m a g i n a t i o n is a m o n g t h e m o s t i m p o r t a n t o f 
J u n g ' s d i s c o v e r i e s . W h i l e it is i n a s e n s e c o m 
p a r a b l e t o E a s t e r n f o r m s o f m e d i t a t i o n , s u c h a s 
t h e t e c h n i q u e o f Z e n B u d d h i s m o r o f T a n t r i c 
Y o g a , o r t o W e s t e r n t e c h n i q u e s l ike t h o s e o f 
t h e J e s u i t E x e r c i t i a , it is f u n d a m e n t a l l y d i f fe r 
e n t i n t h a t t h e m e d i t a t o r r e m a i n s c o m p l e t e l y 
d e v o i d o f a n y c o n s c i o u s g o a l o r p r o g r a m . T h u s 
t h e m e d i t a t i o n b e c o m e s t h e s o l i t a r y e x p e r i m e n t 
of a free i n d i v i d u a l , w h i c h is t h e r e v e r s e o f a 
g u i d e d a t t e m p t t o m a s t e r t h e u n c o n s c i o u s . T h i s , 
h o w e v e r , is n o t t h e p l a c e t o e n t e r i n t o a d e 
t a i l e d a n a l y s i s o f a c t i v e i m a g i n a t i o n ; t h e r e a d e r 
wi l l f ind o n e o f J u n g ' s d e s c r i p t i o n s o f it in his 
p a p e r o n " T h e T r a n s c e n d e n t F u n c t i o n . " ) 

I n t h e w o m a n ' s m e d i t a t i o n t h e S e l f a p p e a r e d 
as a d e e r , w h i c h s a i d t o t h e e g o : " I a m y o u r 
c h i l d a n d y o u r m o t h e r . T h e y ca l l m e t h e ' c o n 
n e c t i n g a n i m a l ' b e c a u s e I c o n n e c t p e o p l e , a n i 
m a l s , a n d e v e n s t o n e s w i t h o n e a n o t h e r if I e n t e r 
t h e m . I a m y o u r f a t e o r t h e ' o b j e c t i v e I . ' W h e n 
I a p p e a r , I r e d e e m y o u f r o m t h e m e a n i n g l e s s 
h a z a r d s o f life. T h e fire b u r n i n g i n s i d e m e b u r n s 
in t h e w h o l e o f n a t u r e . I f a m a n loses i t , h e 
b e c o m e s e g o c e n t r i c , l o n e l y , d i s o r i e n t e d , a n d 
w e a k . " 

T h e Se l f is o f t en s y m b o l i z e d as a n a n i m a l , 
r e p r e s e n t i n g o u r i n s t i n c t i v e n a t u r e a n d its c o n 
n e c t e d n e s s w i t h o n e ' s s u r r o u n d i n g s . ( T h a t is 
w h y t h e r e a r e so m a n y h e l p f u l a n i m a l s in 
m y t h s a n d fa i ry t a l e s . ) T h i s r e l a t i o n o f t h e Se l f 
t o a l l s u r r o u n d i n g n a t u r e a n d e v e n t h e c o s m o s 
p r o b a b l y c o m e s f r o m t h e fac t t h a t t h e " n u c l e a r 
a t o m " of o u r p s y c h e is s o m e h o w w o v e n i n t o 
t h e w h o l e w o r l d , b o t h o u t e r a n d i n n e r . All t he 
h i g h e r m a n i f e s t a t i o n s o f life a r e s o m e h o w t u n e d 
to t h e s u r r o u n d i n g s p a c e - t i m e c o n t i n u u m . 
A n i m a l s , for e x a m p l e , h a v e t h e i r o w n s p e c i a l 
foods , t h e i r p a r t i c u l a r h o m e - b u i l d i n g m a t e r i a l s , 
a n d t h e i r d e f i n i t e t e r r i t o r i e s , t o a l l o f w h i c h 
t h e i r i n s t i n c t i v e p a t t e r n s a r e e x a c t l y t u n e d a n d 
a d a p t e d . T i m e r h y t h m s a l s o p l a y t h e i r p a r t : 
W e h a v e o n l y t o t h i n k o f t h e fact t h a t m o s t 
g r a s s - e a t i n g a n i m a l s h a v e t h e i r y o u n g a t p r e 
c i se ly t h e t i m e o f y e a r w h e n t h e g r a s s is r i c h e s t 
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a n d m o s t a b u n d a n t . W i t h s u c h c o n s i d e r a t i o n s 
in m i n d , a w e l l - k n o w n z o o l o g i s t h a s s a i d t h a t 
t h e " i n w a r d n e s s " o f e a c h a n i m a l r e a c h e s far 
o u t i n t o t h e w o r l d a r o u n d it a n d " p s y c h i f i e s " 
t i m e a n d s p a c e . 

I n w a y s t h a t a r e st i l l c o m p l e t e l y b e y o n d o u r 
c o m p r e h e n s i o n , o u r u n c o n s c i o u s is s i m i l a r l y 
a t t u n e d to o u r s u r r o u n d i n g s t o o u r g r o u p , t o 
s o c i e t y in g e n e r a l , a n d , b e y o n d t h e s e , t o t h e 
s p a c e - t i m e c o n t i n u u m a n d t h e w h o l e o f n a t u r e . 
T h u s t h e G r e a t M a n o f t h e N a s k a p i I n d i a n s 
d o e s n o t m e r e l y r e v e a l i n n e r t r u t h s ; h e a l s o 
g ive s h i n t s a b o u t w h e r e a n d w h e n to h u n t . A n d 
so f r o m d r e a m s t h e N a s k a p i h u n t e r e v o l v e s t h e 
w o r d s a n d m e l o d i e s o f t h e m a g i c a l s o n g s w i t h 
w h i c h h e a t t r a c t s t h e a n i m a l s . 

Bu t t h i s spec i f i c h e l p f r o m t h e u n c o n s c i o u s 
is n o t g i v e n t o p r i m i t i v e m a n a l o n e . J u n g d i s 
c o v e r e d t h a t d r e a m s c a n a l s o g i v e c i v i l i z e d m a n 
t h e g u i d a n c e h e n e e d s in f i n d i n g his w a y 
t h r o u g h t h e p r o b l e m s o f b o t h h i s i n n e r a n d his 
o u t e r life. I n d e e d , m a n y ol o u r d r e a m s a r e c o n 
c e r n e d w i t h d e t a i l s o f o u r o u t e r life a n d o u r 
s u r r o u n d i n g s . S u c h t h i n g s a s t h e t r e e in f ron t 
o f t h e w i n d o w , o n e ' s b i c y c l e o r c a r , o r a s t o n e 
p i c k e d u p d u r i n g a w a l k m a y b e r a i s e d t o t h e 

level of s y m b o l i s m t h r o u g h o u r d r e a m life a n d 
b e c o m e m e a n i n g f u l . I f w e p a y a t t e n t i o n t o o u r 
d r e a m s , i n s t e a d o f l i v i n g in a c o l d , i m p e r s o n a l 
w o r l d o f m e a n i n g l e s s c h a n c e , w e m a y b e g i n t o 
e m e r g e i n t o a w o r l d o f o u r o w n , full o f i m p o r 
t a n t a n d s e c r e t l y o r d e r e d e v e n t s . 

O u r d r e a m s , h o w e v e r , a r e n o t as a r i d e 
p r i m a r i l y c o n c e r n e d w i t h o u r a d a p t a t i o n t o 
o u t e r life. I n o u r c i v i l i z e d w o r l d , m o s t d r e a m s 
h a v e t o d o w i t h t h e d e v e l o p m e n t ( b y t h e e g o ) 
o f t h e " r i g h t " i n n e r a t t i t u d e t o w a r d t h e Self, 
for t h i s r e l a t i o n s h i p is far m o r e d i s t u r b e d in us 
b y m o d e r n w a y s of t h i n k i n g a n d b e h a v i n g t h a n 
is t h e c a s e w i t h p r i m i t i v e p e o p l e . T h e y g e n 
e r a l l y l ive d i r e c t l y f r o m t h e i n n e r c e n t e r , b u t 
w e , w i t h o u r u p r o o t e d c o n s c i o u s n e s s , a r e so 
e n t a n g l e d w i t h e x t e r n a l , c o m p l e t e l y fo r e ign 
m a t t e r s t h a t it is v e r y d i f f icu l t for t h e m e s s a g e s 
of t h e S e l f t o g e t t h r o u g h to u s . O u r c o n s c i o u s 
m i n d c o n t i n u a l l y c r e a t e s t h e i l l u s i o n o f a c l e a r l y 
s h a p e d , " r e a l " o u t e r w o r l d t h a t b l o c k s off m a n y 
o t h e r p e r c e p t i o n s . Y e t t h r o u g h o u r u n c o n s c i o u s 
n a t u r e w e a r e i n e x p l i c a b l y c o n n e c t e d to o u r 
p s y c h i c a n d p h y s i c a l e n v i r o n m e n t . 

I h a v e a l r e a d y m e n t i o n e d t h e fac t t h a t t h e 
Se l f is s y m b o l i z e d w i t h s p e c i a l f r e q u e n c y in t h e 

The " e t e r n a l " qua l i t y of s tones can 

be seen in pebb les or m o u n t a i n s . 

Left, rocks b e n e a t h M t W i l l i a m s o n , 

Ca l i fo rn ia . T h u s s tone has a l w a y s 

been used for m e m o r i a l s — l i k e the 

heads of four U S. pres idents 

( a b o v e ) carved in the cl i f f face 

of M t . Rushmore , S o u t h Dako ta 

S tones w e r e also o f ten used to mark 

p laces of w o r s h i p — as w a s the sacred 

s tone in the T e m p l e of Je rusa lem 

(far r i g h t ) . It w a s the center of 

the c i ty ; a n d (as the med ieva l map , 

r ight , s h o w s ) the c i ty w a s seen as 

the center of the w o r l d 
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f o r m of" a s t o n e , p r e c i o u s o r o t h e r w i s e . W c s a w 
a n e x a m p l e o f t h i s i n t h e s t o n e t h a t w a s b e i n g 
p o l i s h e d b y t h e s h e - b e a r a n d t h e l i o n s . I n m a n y 
d r e a m s t h e n u c l e a r c e n t e r , t h e Self, a l s o a p p e a r s 
as a c r y s t a l . T h e m a t h e m a t i c a l l y p r e c i s e 
a r r a n g e m e n t o f a c r y s t a l e v o k e s in us t h e i n t u i 
t ive f e e l i n g t h a t e v e n i n s o - c a l l e d " d e a d " m a t 
t e r t h e r e is a s p i r i t u a l o r d e r i n g p r i n c i p l e a t 
w o r k . T h u s t h e c r y s t a l o f t e n s y m b o l i c a l l y s t a n d s 
for t h e u n i o n o f e x t r e m e o p p o s i t e s — o f m a t t e r 
a n d s p i r i t . 

P e r h a p s c r y s t a l s a n d s t o n e s a r e e s p e c i a l l y a p t 
s y m b o l s of t h e S e l f b e c a u s e o f t h e " j u s t - s o - n e s s " 
of t h e i r n a t u r e . M a n y p e o p l e c a n n o t r e f r a i n 
f rom p i c k i n g u p s t o n e s o f a s l i g h t l y u n u s u a l 
c o l o r o r s h a p e a n d k e e p i n g t h e m , w i t h o u t k n o w 
ing w h y t h e y d o t h i s . I t is a s if t h e s t o n e s h e l d 
a l i v i n g m y s t e r y t h a t f a s c i n a t e s t h e m . M e n h a v e 
c o l l e c t e d s t o n e s s i n c e t h e b e g i n n i n g o f t i m e a n d 
h a v e a p p a r e n t l y a s s u m e d t h a t c e r t a i n o n e s w e r e 
t he c o n t a i n e r s o f t h e l i fe - force w i t h a l l i ts m y s 
t e ry . T h e a n c i e n t G e r m a n s , for i n s t a n c e , b e 
l i eved t h a t t h e s p i r i t s o f t h e d e a d c o n t i n u e d to 
live in t h e i r t o m b s t o n e s . T h e c u s t o m of p l a c i n g 
s tones o n g r a v e s m a y s p r i n g p a r t l y f r o m t h e 
s y m b o l i c i d e a t h a t s o m e t h i n g e t e r n a l o f t h e d e a d 

p e r s o n r e m a i n s , w h i c h c a n b e m o s t f i t t i ng ly 
r e p r e s e n t e d b y a s t o n e , f o r w h i l e t h e h u m a n 
b e i n g is a s d i f f e r e n t as p o s s i b l e f r o m a s t o n e , y e t 
m a n ' s i n n e r m o s t c e n t e r is in a s t r a n g e a n d 
s p e c i a l w a y a k i n to it ( p e r h a p s b e c a u s e t h e s t o n e 
s y m b o l i z e s m e r e e x i s t e n c e a t t h e f a r t h e s t r e m o v e 
f r o m t h e e m o t i o n s , f ee l ings , f a n t a s i e s , a n d 
d i s c u r s i v e t h i n k i n g o f e g o - c o n s c i o u s n e s s i . I n 
th i s s e n s e t h e s t o n e s y m b o l i z e s w h a t is p e r h a p s 
t h e s i m p l e s t a n d d e e p e s t e x p e r i e n c e — t h e e x 
p e r i e n c e o f s o m e t h i n g e t e r n a l t h a t m a n c a n 
h a v e in t h o s e m o m e n t s w h e n h e feels i m m o r t a l 
a n d u n a l t e r a b l e . 

T h e u r g e t h a t w e find in p r a c t i c a l l y a l l c iv i l i 
z a t i o n s t o e r e c t s t o n e m o n u m e n t s t o f a m o u s 
m e n o r o n t h e s i t e o f i m p o r t a n t e v e n t s p r o b a b l y 
a l s o s t e m s f r o m t h i s s y m b o l i c m e a n i n g of t h e 
s t o n e . T h e s t o n e t h a t J a c o b p l a c e d o n t h e s p o t 
w h e r e h e h a d his f a m o u s d r e a m , o r c e r t a i n 
s t o n e s left b y s i m p l e p e o p l e o n t h e t o m b s o f 
l o c a l s a i n t s o r h e r o e s , s h o w t h e o r i g i n a l n a t u r e 
o f t h e h u m a n u r g e t o e x p r e s s a n o t h e r w i s e i n e x 
p r e s s i b l e e x p e r i e n c e b y t h e s t o n e - s y m b o l . It is 
n o w o n d e r t h a t m a n y r e l i g i o u s c u l t s u s e a s t o n e 
t o s igni fy G o d o r t o m a r k a p l a c e o f w o r s h i p . 
T h e h o l i e s t s a n c t u a r y o f t h e I s l a m i c w o r l d is t h e 
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K a ' a b a , t h e b l a c k s t o n e i n M e c c a t o w h i c h a l l 
p i o u s M o s l e m s h o p e t o m a k e t h e i r p i l g r i m a g e . 

A c c o r d i n g to C h r i s t i a n e c c l e s i a s t i c a l s y m 
b o l i s m , C h r i s t is " t h e s t o n e w h i c h t h e b u i l d e r s 
r e j e c t e d , " w h i c h b e c a m e " t h e h e a d o f t h e c o r 
n e r " ( L u k e x x : 17) . A l t e r n a t i v e l y h e is c a l l e d 
t h e " s p i r i t u a l r o c k " f r o m w h i c h t h e w a t e r o f 
life s p r i n g s (1 C o r . x : 4 ) . M e d i e v a l a l c h e m i s . t s , 
w h o s e a r c h e d for t h e s e c r e t o f m a t t e r i n a p r e -
sc i en t i f i c w a y , h o p i n g to find G o d in i t , o r 
a t l e a s t t h e w o r k i n g o f d i v i n e a c t i v i t y , b e l i e v e d 
t h a t t h i s s e c r e t w a s e m b o d i e d i n t h e i r f a m o u s 
" p h i l o s o p h e r ' s s t o n e . " B u t s o m e o f t h e a l c h e 
m i s t s d i m l y p e r c e i v e d t h a t t h e i r m u c h - s o u g h t -
a f t e r s t o n e w a s a s y m b o l o f s o m e t h i n g t h a t c a n 
b e f o u n d o n l y w i t h i n t h e p s y c h e o f m a n . A n 
o l d A r a b i a n a l c h e m i s t , M o r i e n u s , s a i d : " T h i s 
t h i n g [ t h e p h i l o s o p h e r ' s s t o n e ] is e x t r a c t e d f r o m 

you: you a r e i ts m i n e r a l , a n d o n e c a n find it 
in y o u ; o r , t o p u t it m o r e c l e a r l y , t h e y [ t h e 
a l c h e m i s t s ] t a k e it f r o m y o u . I f y o u r e c o g n i z e 
t h i s , t h e l o v e a n d a p p r o b a t i o n o f t h e s t o n e wi l l 
g r o w w i t h i n y o u . K n o w t h a t t h i s is t r u e w i t h 
o u t d o u b t . " 

T h e a l c h e m i c a l s t o n e ( t h e lapis) s y m b o l i z e s 
s o m e t h i n g t h a t c a n n e v e r b e lost o r d i s s o l v e d , 
s o m e t h i n g e t e r n a l t h a t s o m e a l c h e m i s t s c o m 
p a r e d to t h e m y s t i c a l e x p e r i e n c e o f G o d w i t h i n 
o n e ' s o w n s o u l . I t u s u a l l y t a k e s p r o l o n g e d 
s u f f e r i n g t o b u r n a w a y a l l t h e s u p e r f l u o u s 
p s y c h i c e l e m e n t s c o n c e a l i n g t h e s t o n e . B u t s o m e 
p r o f o u n d i n n e r e x p e r i e n c e o f t h e S e l f d o e s o c c u r 
t o m o s t p e o p l e a t l e a s t o n c e i n a l i f e t i m e . F r o m 
t h e p s y c h o l o g i c a l s t a n d p o i n t , a g e n u i n e l y r e l i 
g i o u s a t t i t u d e c o n s i s t s o f a n ef for t t o d i s c o v e r 
t h i s u n i q u e e x p e r i e n c e , a n d g r a d u a l l y t o k e e p 
in t u n e w i t h it (it is r e l e v a n t t h a t a s t o n e is 
i t se l f s o m e t h i n g p e r m a n e n t ) , so t h a t t h e S e l f b e 
c o m e s a n i n n e r p a r t n e r t o w a r d w h o m c / ie 's 
a t t e n t i o n is c o n t i n u a l l y t u r n e d . 

T h e fact t h a t t h i s h i g h e s t a n d m o s t f r e q u e n t 
s y m b o l o f t h e S e l f is a n o b j e c t o f lifeless m a t 
t e r p o i n t s t o y e t a n o t h e r field o f i n q u i r y a n d 
s p e c u l a t i o n : t h a t is, t h e still u n k n o w n r e l a t i o n 
s h i p b e t w e e n w h a t w e ca l l t h e u n c o n s c i o u s 
p s y c h e a n d w h a t w e ca l l " m a t t e r " — a m y s t e r y 
w i t h w h i c h p s y c h o s o m a t i c m e d i c i n e e n d e a v o r s 
t o g r a p p l e . I n s t u d y i n g t h i s sti l l u n d e f i n e d a n d 

Left, the Black S tone of M e c c a , 

blessed by M o h a m m e d ( in an Arab ic 

m a n u s c r i p t i l l us t ra t ion) to in tegrate 

it in to the Is lamic re l ig ion . It is 

carr ied by f o u r t r ibal ch ie f ta ins 

(at the f o u r co rners of a ca rpe t ) 

in to the Ka 'aba, the ho ly sanc tuary 

to w h i c h t h o u s a n d s of M o s l e m s make 

an a n n u a l p i l g r image ( b e l o w le f t ) . 

R igh t , a n o t h e r s y m b o l i c s tone: 

the S t o n e of S c o n e (or S tone of 

D e s t i n y ) o n w h i c h Sco t t i sh k ings 

w e r e fo rmer ly c r o w n e d . It w a s taken 

t o Eng land ' s W e s t m i n s t e r A b b e y in 

the 1 3 t h cen tu ry , bu t it never lost 

its i m p o r t a n c e for S c o t l a n d O n 

Chr i s tmas Day, 1 9 5 0 , a g r o u p of 

S c o t t i s h Na t iona l i s t s s to le t h e 

S t o n e f r o m the A b b e y a n d t o o k it 

back to S c o t l a n d ( I t w a s re turned 

to the A b b e y in Ap r i l 1 9 5 1 . ) 

R igh t , a tour is t k isses the f a m o u s 

"Blarney S t o n e ' ' of Ir ish legend. It 

is s u p p o s e d to con fe r the g i f t of 

e l o q u e n c e o n those w h o kiss it 
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u n e x p l a i n e d c o n n e c t i o n (it m a y p r o v e t o b e t h a t 
" p s y c h e " a n d " m a t t e r " a r e a c t u a l l y t h e s a m e 
p h e n o m e n o n , o n e o b s e r v e d f r o m " w i t h i n " a n d 
the o t h e r f r o m " w i t h o u t " ) , D r . J u n g p u t for
w a r d a n e w c o n c e p t t h a t h e c a l l e d synchroni-
cily. T h i s t e r m m e a n s a " m e a n i n g f u l c o i n c i 
d e n c e " o f o u t e r a n d i n n e r e v e n t s t h a t a r e n o t 
t h e m s e l v e s c a u s a l l y c o n n e c t e d . T h e e m p h a s i s 
lies o n t h e w o r d " m e a n i n g f u l . " 

If a n a i r c r a f t c r a s h e s b e f o r e m y e y e s as I a m 
b l o w i n g m y n o s e , t h i s is a c o i n c i d e n c e o f e v e n t s 
t h a t h a s n o m e a n i n g . I t is s i m p l y a c h a n c e 
o c c u r r e n c e o f a k i n d t h a t h a p p e n s a l l t h e t i m e . 
But if I b o u g h t a b l u e f rock a n d , b y m i s t a k e , 
the s h o p d e l i v e r e d a b l a c k o n e o n t h e d a y o n e 
of m y n e a r r e l a t i v e s d i e d , t h i s w o u l d b e a 
m e a n i n g f u l c o i n c i d e n c e . T h e t w o e v e n t s a r e n o t 
c a u s a l l y r e l a t e d , b u t t h e y a r e c o n n e c t e d b y t h e 
s y m b o l i c m e a n i n g t h a t o u r s o c i e t y g ive s t o t h e 
co lo r b l a c k . 

W h e r e v e r D r . J u n g o b s e r v e d s u c h m e a n i n g f u l 
c o i n c i d e n c e s in a n i n d i v i d u a l ' s life, it s e e m e d (as 
the i n d i v i d u a l ' s d r e a m s r e v e a l e d ) t h a t t h e r e 
was a n a r c h e t y p e a c t i v a t e d in t h e u n c o n s c i o u s 
of t h e i n d i v i d u a l c o n c e r n e d . T o i l l u s t r a t e t h i s b y 
m y e x a m p l e of t h e b l a c k f r o c k : I n s u c h a c a s e 
the p e r s o n w h o r e c e i v e s t h e b l a c k f rock m i g h t 
also h a v e h a d a d r e a m o n t h e t h e m e o f d e a t h . 
I t s e e m s a s if t h e u n d e r l y i n g a r c h e t y p e is m a n i 
fest ing i t se l f s i m u l t a n e o u s l y in i n n e r a n d e x t e r 
na l e v e n t s . T h e c o m m o n d e n o m i n a t o r is a 
s y m b o l i c a l l y e x p r e s s e d m e s s a g e — in th i s c a s e a 
m e s s a g e a b o u t d e a t h . 

As s o o n as w e n o t i c e t h a t c e r t a i n t y p e s o f 
e v e n t " l i k e " t o c l u s t e r t o g e t h e r a t c e r t a i n t i m e s , 
we b e g i n t o u n d e r s t a n d t h e a t t i t u d e of t h e 
C h i n e s e , w h o s e t h e o r i e s of m e d i c i n e , p h i l o s o 
p h y , a n d e v e n b u i l d i n g a r e b a s e d o n a " s c i e n c e " 
of m e a n i n g f u l c o i n c i d e n c e s . T h e c l a s s i c a l C h i 
nese t e x t s d i d n o t a sk w h a t causes w h a t , b u t 
r a t h e r w h a t " l i k e s " t o occur with w h a t . O n e c a n 

A p a i n t i n g by the m o d e r n art ist 

Hans Haf fenr i ch te r resembles the 

pa t te rn of a crystal — l ike o rd inary 

s tone, a s y m b o l of w h o l e n e s s . 

see m u c h t h e s a m e u n d e r l y i n g t h e m e in a s t r o 
l o g y , a n d in t h e w a y v a r i o u s c i v i l i z a t i o n s h a v e 
d e p e n d e d o n c o n s u l t i n g o r a c l e s a n d p a y i n g a t 
t e n t i o n t o o m e n s . Al l o f t h e s e a r e a t t e m p t s t o 
p r o v i d e a n e x p l a n a t i o n o f c o i n c i d e n c e t h a t is 
d i f f e r e n t f r o m o n e t h a t d e p e n d s o n s t r a i g h t f o r 
w a r d c a u s e a n d effect . 

I n c r e a t i n g t h e c o n c e p t of s y n c h r o n i c i t y , D r . 
J u n g s k e t c h e d a w a y in w h i c h w e m i g h t p e n e 
t r a t e d e e p e r i n t o t h e i n t e r - r e l a t i o n of p s y c h e 
a n d m a t t e r . A n d it is p r e c i s e l y t o w a r d s u c h a 
r e l a t i o n t h a t t h e s y m b o l of t h e s t o n e s e e m s t o 
p o i n t . B u t t h i s is s t i l l a c o m p l e t e l y o p e n a n d 
i n s u f f i c i e n t l y e x p l o r e d m a t t e r , w i t h w h i c h 
f u t u r e g e n e r a t i o n s o f p s y c h o l o g i s t s a n d p h y s i 
c is t s m u s t d e a l . 

I t m a y s e e m t h a t m y d i s c u s s i o n of s y n c h r o n i 
c i t y h a s l ed m e a w a y f r o m m y m a i n t h e m e , b u t 
I feel it is n e c e s s a r y t o m a k e a t l eas t a b r i e f 
i n t r o d u c t o r y r e f e r e n c e t o it b e c a u s e it is a 
J u n g i a n h y p o t h e s i s t h a t s e e m s to b e p r e g n a n t 
w i t h f u t u r e p o s s i b i l i t i e s o f i n v e s t i g a t i o n a n d 
a p p l i c a t i o n . S y n c h r o n i s t i c e v e n t s , m o r e o v e r , 
a l m o s t i n v a r i a b l y a c c o m p a n y t h e c r u c i a l p h a s e s 
o f t h e p r o c e s s o f i n d i v i d u a t i o n . B u t t o o o f t en 
t h e y p a s s u n n o t i c e d , b e c a u s e t h e i n d i v i d u a l h a s 
n o t l e a r n e d to w a t c h for s u c h c o i n c i d e n c e s a n d 
to m a k e t h e m m e a n i n g f u l in r e l a t i o n t o t h e 
s y m b o l i s m of h i s d r e a m s . 
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The relation to the Self 

N o w a d a y s m o r e a n d m o r e p e o p l e , e s p e c i a l l y 
t h o s e w h o l ive in l a r g e c i t i e s , suf fer f r o m a t e r 
r i b l e e m p t i n e s s a n d b o r e d o m , as if t h e y w e r e 
w a i t i n g for s o m e t h i n g t h a t n e v e r a r r i v e s . M o v i e s 
a n d t e l e v i s i o n , s p e c t a t o r s p o r t s a n d p o l i t i c a l 
e x c i t e m e n t s m a y d i v e r t t h e m for a w h i l e , b u t 
a g a i n a n d a g a i n , e x h a u s t e d a n d d i s e n c h a n t e d , 
t h e y h a v e t o r e t u r n t o t h e w a s t e l a n d of t h e i r 
o w n l ives . 

T h e o n l y a d v e n t u r e t h a t is sti l l w o r t h w h i l e 
for m o d e r n m a n lies i n t h e i n n e r r e a l m of t h e 
u n c o n s c i o u s p s y c h e . W i t h th i s i d e a v a g u e l y i n 
m i n d , m a n y n o w t u r n t o Y o g a a n d o t h e r 
E a s t e r n p r a c t i c e s . B u t t h e s e offer n o g e n u i n e 
n e w a d v e n t u r e , for in t h e m o n e o n l y t a k e s o v e r 
w h a t is a l r e a d y k n o w n to t h e H i n d u s o r t h e 
C h i n e s e w i t h o u t d i r e c t l y m e e t i n g o n e ' s o w n 
i n n e r life c e n t e r . W h i l e it is t r u e t h a t E a s t e r n 
m e t h o d s s e r v e t o c o n c e n t r a t e t h e m i n d a n d 
d i r e c t it i n w a r d ( a n d t h a t t h i s p r o c e d u r e is i n 
a s e n s e s i m i l a r t o t h e i n t r o v e r s i o n of a n a n a l y 
t i c a l , t r e a t m e n t ) , t h e r e is a v e r y i m p o r t a n t d i f fe r 
e n c e . J u n g e v o l v e d a w a y o f g e t t i n g - t o o n e ' s 
i n n e r c e n t e r a n d m a k i n g c o n t a c t w i t h t h e l i v i n g 
m y s t e r y of t h e u n c o n s c i o u s , a l o n e a n d u n a i d e d . 
T h a t is u t t e r l y d i f f e r e n t f r o m f o l l o w i n g a w e l l -
w o r n p a t h . 

T r y i n g to g i v e t h e l i v i n g r e a l i t y o f t h e S e l f 
a c o n s t a n t a m o u n t of d a i l y a t t e n t i o n is l ike 
t r y i n g to l ive s i m u l t a n e o u s l y o n t w o l eve l s o r i n 
t w o d i f f e r e n t w o r l d s . O n e g i v e s o n e ' s m i n d , a s 

b e f o r e , t o o u t e r d u t i e s , b u t a t t h e s a m e t i m e 
o n e r e m a i n s a l e r t for h i n t s a n d s i g n s , b o t h i n 
d r e a m s a n d in e x t e r n a l e v e n t s , t h a t t h e Se l f 
u ses t o s y m b o l i z e its i n t e n t i o n s — t h e d i r e c t i o n in 
w h i c h t h e l i f e - s t r e a m is m o v i n g . 

O l d C h i n e s e t e x t s t h a t a r e c o n c e r n e d w i t h 
th i s k i n d o f e x p e r i e n c e o f t en u s e t h e s i m i l e o f 
t h e c a t w a t c h i n g t h e m o u s e h o l e . O n e t e x t says 
t h a t o n e s h o u l d a l l o w n o o t h e r t h o u g h t s t o i n 
t r u d e , b u t o n e ' s a t t e n t i o n s h o u l d n o t b e t o o 
s h a r p — n o r s h o u l d it b e t o o d u l l . T h e r e is 
e x a c t l y t h e r i g h t l eve l o f p e r c e p t i o n . " I f t h e 
t r a i n i n g is u n d e r g o n e in th i s m a n n e r . . . it wi l l 
b e e f f ec t ive as t i m e g o e s o n , a n d w h e n t h e c a u s e 
c o m e s t o f r u i t i o n , l ike a r i p e m e l o n t h a t a u t o 
m a t i c a l l y fal ls , a n y t h i n g it m a y h a p p e n t o 
t o u c h o r m a k e c o n t a c t w i t h wi l l s u d d e n l y c a u s e 
t h e i n d i v i d u a l ' s s u p r e m e a w a k e n i n g . T h i s is t h e 
m o m e n t w h e n t h e p r a c t i t i o n e r wi l l b e l ike o n e 
w h o d r i n k s w a t e r a n d a l o n e k n o w s w h e t h e r i t 
is c o l d o r w a r m . H e b e c o m e s free of a l l d o u b t s 
a b o u t h i m s e l f a n d e x p e r i e n c e s a g r e a t h a p p i n e s s 
s i m i l a r to t h a t o n e feels in m e e t i n g o n e ' s o w n 
f a t h e r a t t h e c r o s s r o a d s . " 

T h u s , in t h e m i d s t o f o r d i n a r y o u t e r life, 
o n e is s u d d e n l y c a u g h t u p in a n e x c i t i n g i n n e r 
a d v e n t u r e ; a n d b e c a u s e it is u n i q u e for e a c h 
i n d i v i d u a l , it c a n n o t b e c o p i e d o r s t o l e n . 

T h e r e a r e t w o m a i n r e a s o n s w h y m a n loses 
c o n t a c t w i t h t h e r e g u l a t i n g c e n t e r o f h is s o u l . 
O n e of t h e m is t h a t s o m e s i n g l e i n s t i n c t i v e d r i v e 
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or e m o t i o n a l i m a g e c a n c a r r y h i m i n t o a o n e -
s i d e d n e s s t h a t m a k e s h i m lose his b a l a n c e . T h i s 
a lso h a p p e n s t o a n i m a l s ; for e x a m p l e , a s e x u 
ally e x c i t e d s t a g wi l l c o m p l e t e l y forge t h u n g e r 
a n d s e c u r i t y . T h i s o n e - s i d e d ness a n d c o n s e q u e n t 
loss of b a l a n c e a r e m u c h d r e a d e d b y p r i m i t i v e s , 
w h o ca l l it " l o s s of s o u l . " A n o t h e r t h r e a t t o t h e 
i n n e r b a l a n c e c o m e s f r o m e x c e s s i v e d a y d r e a m 
ing , w h i c h in a s e c r e t w a y u s u a l l y c i r c l e s a r o u n d 
p a r t i c u l a r c o m p l e x e s . I n fac t , d a y d r e a m s a r i s e 
jus t b e c a u s e t h e y c o n n e c t a m a n w i t h h i s c o m 
p l e x e s ; a t t h e s a m e t i m e t h e y t h r e a t e n t h e c o n 
c e n t r a t i o n a n d c o n t i n u i t y of his c o n s c i o u s n e s s . 

T h e s e c o n d o b s t a c l e is e x a c t l y t h e o p p o s i t e , 
a n d is d u e t o a n o v e r - c o n s o l i d a t i o n of e g o -
c o n s c i o u s n e s s . A11 h o u g h a d i s c i | ) l i n e d c o n s c i o u s 

ness is n e c e s s a r y for t h e p e r f o r m a n c e o f c i v i l i z e d 
a c t i v i t i e s ( w e k n o w w h a t h a p p e n s if a r a i l w a y 
s i g n a l m a n l a p s e s i n t o d a y d r e a m i n g ) , it h a s t h e 
se r ious d i s a d v a n t a g e t h a t it is a p t t o b l o c k t h e 
r e c e p t i o n o f i m p u l s e s a n d m e s s a g e s c o m i n g f r o m 
the c e n t e r . T h i s is w h y so m a n y d r e a m s o f 
c iv i l i zed p e o p l e a r e c o n c e r n e d w i t h r e s t o r i n g 
this r e c e p t i v i t y b y a t t e m p t i n g to c o r r e c t t h e 
a t t i t u d e of c o n s c i o u s n e s s t o w a r d t h e u n c o n 
scious c e n t e r o r Self. 

A m o n g t h e m y t h o l o g i c a l r e p r e s e n t a t i o n s o f 
the Se l f o n e finds m u c h e m p h a s i s o n t h e f o u r 
c o r n e r s o f t h e w o r l d , a n d in m a n y p i c t u r e s t h e 
G r e a t M a n is r e p r e s e n t e d in t h e c e n t e r o f a 
c i rc le d i v i d e d i n t o fou r . J u n g u s e d t h e H i n d u 

w o r d mandala ( m a g i c c i r c l e ) t o d e s i g n a t e a 
s t r u c t u r e o f t h i s o r d e r , w h i c h is a s y m b o l i c r e 
p r e s e n t a t i o n of t h e " n u c l e a r a t o m " of t h e 
h u m a n p s y c h e w h o s e e s s e n c e w e d o n o t k n o w . 
I n th i s c o n n e c t i o n it is i n t e r e s t i n g t h a t a N a s 
k a p i h u n t e r p i c t o r i a l l y r e p r e s e n t e d his G r e a t 
M a n n o t as a h u m a n b e i n g b u t as a m a n d a l a . 

W h e r e a s t h e N a s k a p i e x p e r i e n c e t h e i n n e r 
c e n t e r d i r e c t l y a n d n a i v e l y , w i t h o u t t h e h e l p of 
r e l i g i o u s r i t e s o r d o c t r i n e s , o t h e r c o m m u n i t i e s 
u s e t h e m a n d a l a m o t i f in o r d e r t o r e s t o r e a lost 
i n n e r b a l a n c e . F o r i n s t a n c e , t h e N a v a h o I n d i a n s 
t r y , b y m e a n s of m a n d a l a - s t r u c t u r c d s a n d 
p a i n t i n g s , to b r i n g a s ick p e r s o n b a c k i n t o h a r 
m o n y w i t h h i m s e l f a n d w i t h t h e c o s m o s a n d 
t h e r e b y to r e s t o r e h i s h e a l t h . 

I n E a s t e r n c i v i l i z a t i o n s s i m i l a r p i c t u r e s a r e 
u s e d to c o n s o l i d a t e t h e i n n e r b e i n g , o r t o e n a b l e 
o n e t o p l u n g e i n t o d e e p m e d i t a t i o n . T h e c o n 
t e m p l a t i o n o f a m a n d a l a is m e a n t t o b r i n g a n 
i n n e r p e a c e , a f ee l i ng t h a t life h a s a g a i n f o u n d 
its m e a n i n g a n d o r d e r . T h e m a n d a l a a l s o c o n 
v e y s t h i s f ee l i ng w h e n it a p p e a r s s p o n t a n e o u s l y 
in t h e d r e a m s of m o d e r n m e n w h o a r e n o t i n f lu 
e n c e d b y a n y r e l i g i o u s t r a d i t i o n o f t h i s s o r t a n d 
k n o w n o t h i n g a b o u t i t . P e r h a p s t h e p o s i t i v e 
effect is e v e n g r e a t e r in s u c h ca s e s b e c a u s e 
k n o w l e d g e a n d t r a d i t i o n s o m e t i m e s b l u r o r e v e n 
b l o c k t h e s p o n t a n e o u s e x p e r i e n c e . 

A n e x a m p l e of a s p o n t a n e o u s l y p r o d u c e d 
m a n d a l a o c c u r s in t h e f o l l o w i n g d r e a m of a 6 2 -

The fee l ings of b o r e d o m and apa thy 

from w h i c h c i ty d w e l l e r s today o f t e n 

suffer is o n l y temporar i l y o f fset 

by such ar t i f ic ia l e x c i t e m e n t s as 

adventure f i lms (far lef t ) a n d t ime-

ki l l ing " a m u s e m e n t s " ( l e f t ) . J u n g 

stressed that the o n l y real adven tu re 

remaining for each ind iv idua l is the 

explorat ion of his o w n u n c o n s c i o u s . 

The u l t imate goa l of such a search 

is the f o r m i n g of a h a r m o n i o u s a n d 

balanced re la t ionsh ip w i t h the Self 

The circular m a n d a l a images th is 

perfect ba lance — e m b o d i e d in the 

structure of the m o d e r n ca thedra l 

(r ight) of the c i ty of Brasi l ia. 
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T o p , a N a v a h o makes a sand pa in t i ng 

(a m a n d a l a ) in a hea l ing r i tual ; the 

pat ient sits in the pa in t i ng . A b o v e , 

a p lan o f a s a n d p a i n t i n g ; it m u s t be 

c i rc led by a pat ient before en te r ing . 

Left , a w i n t e r landscape by the 

G e r m a n art ist Kaspar Fr iedr ich 

Landscape pa in t i ngs usual ly express 

inde f inab le " m o o d s " — a s d o 

s y m b o l i c landscapes in d reams. 
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y e a r - o l d w o m a n . I t e m e r g e d a s a p r e l u d e t o a 
new p h a s e o f life i n w h i c h s h e b e c a m e v e r y 
c r e a t i v e : 

I see a l andscape in a d i m light. In the back
ground I see the rising a n d t h e n evenly c o n t i n u 
ing crest of a hill. A l o n g t he l ine w h e r e it rises 
moves a q u a d r a n g u l a r disk tha t shines like gold. 
In the foreground I see d a r k p lowed e a r t h tha t is 
beginning to sp rou t . N o w I s u d d e n l y perce ive a 
round tab le wi th a g r a y s tone s lab as its t op , a n d 
at the s a m e m o m e n t the q u a d r a n g u l a r disk sud
denly s tands u p o n the t ab le . I t has left the hill , 
but how a n d w h y it has c h a n g e d its p lace I d o 
not know. 

L a n d s c a p e s i n d r e a m s (as w e l l a s i n a r t ) f re
q u e n t l y s y m b o l i z e a n i n e x p r e s s i b l e m o o d . I n 
this d r e a m , t h e d i m l i g h t o f t h e l a n d s c a p e i n d i 
ca tes t h a t t h e c l a r i t y o f d a y t i m e c o n s c i o u s n e s s 
is d i m m e d . " I n n e r n a t u r e " m a y n o w b e g i n t o 
revea l i tself i n i ts o w n l i g h t , so w e a r e t o l d t h a t 
the q u a d r a n g u l a r d i sk b e c o m e s v i s i b l e o n t h e 
h o r i z o n . H i t h e r t o t h e s y m b o l o f t h e Self, t h e 
disk, h a d b e e n l a r g e l y a n i n t u i t i v e i d e a o n t h e 
d r e a m e r ' s m e n t a l h o r i z o n , b u t n o w i n t h e d r e a m 
it shifts i ts p o s i t i o n a n d b e c o m e s t h e c e n t e r o f 
the l a n d s c a p e o f h e r s o u l . A s e e d , s o w n l o n g 
a g o , b e g i n s t o s p r o u t : for a l o n g t i m e p r e v i 
ously t h e d r e a m e r h a d p a i d c a r e f u l a t t e n t i o n 
to h e r d r e a m s , a n d n o w t h i s w o r k b e a r s f ru i t . 
( O n e is r e m i n d e d o f t h e r e l a t i o n b e t w e e n t h e 
s y m b o l o f t h e G r e a t M a n a n d p l a n t life, w h i c h 

I m e n t i o n e d b e f o r e . ) N o w t h e g o l d e n d i sk s u d 
d e n l y m o v e s t o t h e " r i g h t " s i d e — t h e s i d e w h e r e 
t h i n g s b e c o m e c o n s c i o u s . A m o n g o t h e r t h i n g s 
" r i g h t " o f t en m e a n s , p s y c h o l o g i c a l l y , t h e s ide 
o f c o n s c i o u s n e s s , of a d a p t a t i o n , of b e i n g " r i g h t , " 
w h i l e " l e f t " s igni f ies t h e s p h e r e o f u n a d a p t e d , 
u n c o n s c i o u s r e a c t i o n s o r s o m e t i m e s e v e n o f 
s o m e t h i n g " s i n i s t e r . " T h e n , f i na l ly , t h e g o l d e n 
d i sk s t o p s its m o v e m e n t a n d c o m e s t o r e s t o n — 
s i g n i f i c a n t l y — a r o u n d s t o n e t a b l e . I t h a s f o u n d 
a p e r m a n e n t b a s e . 

A s A n i e l a J a f f e o b s e r v e s l a t e r i n t h i s b o o k , 
r o u n d n e s s ( t h e m a n d a l a m o t i f ) g e n e r a l l y s y m 
b o l i z e s a n a t u r a l w h o l e n e s s , w h e r e a s a q u a d r 
a n g u l a r f o r m a t i o n r e p r e s e n t s t h e r e a l i z a t i o n o f 
th i s in c o n s c i o u s n e s s . I n t h e d r e a m t h e s q u a r e 
d i sk a n d t h e r o u n d t a b l e m e e t , a n d t h u s a c o n 
s c i o u s r e a l i z a t i o n o f t h e c e n t e r is a t h a n d . T h e 
r o u n d t a b l e , i n c i d e n t a l l y , is a w e l l - k n o w n s y m 
b o l o f w h o l e n e s s a n d p l a y s a i-ole i n m y t h o l o g y 
— for i n s t a n c e , K i n g A r t h u r ' s r o u n d t a b l e , 
w h i c h i t se l f is a n i m a g e d e r i v e d f r o m t h e t a b l e 
of t h e L a s t S u p p e r . 

I n fac t , w h e n e v e r a h u m a n b e i n g g e n u i n e l y 
t u r n s t o t h e i n n e r w o r l d a n d t r i e s t o k n o w h i m 
self— n o t b y r u m i n a t i n g a b o u t h i s s u b j e c t i v e 
t h o u g h t s a n d f ee l ings , b u t b y f o l l o w i n g t h e e x 
p r e s s i o n s of h i s o w n o b j e c t i v e n a t u r e s u c h a s 
d r e a m s a n d g e n u i n e f a n t a s i e s — t h e n s o o n e r o r 
l a t e r t h e S e l f e m e r g e s . T h e e g o wi l l t h e n find 
a n i n n e r p o w e r t h a t c o n t a i n s a l l t h e p o s s i b i l i t i e s 
of r e n e w a l . 

In the pa in t ings , left, o f the d ream 

q u o t e d o n th is page (pa in ted by the 

d reamer ) , the m a n d a l a m o t i f appears 

as a q u a d r a n g l e rather than a c i rc le 

Usua l ly q u a d r a n g u l a r f o r m s symbo l i ze 

c o n s c i o u s real izat ion of inner 

w h o l e n e s s : the w h o l e n e s s itself is 

most o f t e n represented in c i rcu lar 

fo rms, such as the r o u n d table that 

also appears in the d r e a m . R igh t , 

the legendary R o u n d Table of K ing 

A r t h u r ( f r o m a 1 5 t h - c e n t u r y 

m a n u s c r i p t ) , at w h i c h the Ho ly 

Grai l appeared in a v i s ion a n d 

star ted the k n i g h t s o n the f a m o u s 

quest . The Grai l itself symbo l i zes 

the inner w h o l e n e s s for w h i c h m e n 

have a l w a y s been search ing . 
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B u t t h e r e is a g r e a t d i f f i cu l ty t h a t I h a v e 
m e n t i o n e d o n l y i n d i r e c t l y u p till n o w . T h i s is 
t h a t e v e r y p e r s o n i f i c a t i o n of t h e u n c o n s c i o u s — 
t h e s h a d o w , t h e a n i m a , t h e a n i m u s , a n d t h e Se l f 
— h a s b o t h a l i g h t a n d a d a r k a s p e c t . W e s a w 
b e f o r e t h a t t h e s h a d o w m a y b e b a s e o r ev i l , a n 
i n s t i n c t i v e d r i v e t h a t o n e o u g h t t o o v e r c o m e . 
I t m a y , h o w e v e r , b e a n i m p u l s e t o w a r d g r o w t h 
t h a t o n e s h o u l d c u l t i v a t e a n d fo l low. I n t h e 
s a m e w a y t h e a n i m a a n d a n i m u s h a v e d u a l 
a s p e c t s : T h e y c a n b r i n g l i f e - g i v i n g d e v e l o p m e n t 
a n d c r e a t i v e n e s s t o t h e p e r s o n a l i t y , o r t h e y c a n 
c a u s e p e t r i f i c a t i o n a n d p h y s i c a l d e a t h . A n d 
e v e n t h e Self, t h e a l l - e m b r a c i n g s y m b o l o f t h e 
u n c o n s c i o u s , h a s a n a m b i v a l e n t e f fec t , as for i n 
s t a n c e in t h e E s k i m o t a l e ( p a g e 1 9 6 ) , w h e n 
t h e " l i t t l e w o m a n " o f f e r e d t o s a v e t h e h e r o i n e 
f r o m t h e M o o n S p i r i t b u t a c t u a l l y t u r n e d h e r 
i n t o a s p i d e r . 

T h e d a r k s i d e o f t h e Se l f is t h e m o s t d a n 
g e r o u s t h i n g o f a l l , p r e c i s e l y b e c a u s e t h e Se l f 
is t h e g r e a t e s t p o w e r in t h e p s y c h e . I t c a n 
c a u s e p e o p l e t o " s p i n " m e g a l o m a n i a c o r o t h e r 
d e l u s o r y f a n t a s i e s t h a t c a t c h t h e m u p a n d 
" p o s s e s s " t h e m . A p e r s o n in th i s s t a t e t h i n k s 
w i t h m o u n t i n g e x c i t e m e n t t h a t h e h a s g r a s p e d 
a n d s o l v e d t h e g r e a t c o s m i c r i d d l e s ; h e t h e r e 
fore loses a l l t o u c h w i t h h u m a n r e a l i t y . A r e 
l i a b l e s y m p t o m of t h i s c o n d i t i o n is t h e loss o f 
o n e ' s s ense of h u m o r a n d o f h u m a n c o n t a c t s . 

T h u s t h e e m e r g i n g of t h e S e l f m a y b r i n g 
g r e a t d a n g e r to a m a n ' s c o n s c i o u s e g o . T h e 
d o u b l e a s p e c t o f t h e Se l f is b e a u t i f u l l y i l l u s t r a 
t ed b y th i s o ld I r a n i a n fa i ry t a l e , c a l l e d " T h e 
S e c r e t o f t h e B a t h B a d g e r d " : 

T h e g rea t a n d nob le Pr ince H a t i m T a i receives 
o rders from his king to inves t iga te the myster ious 
Bath Badgerd [castle of nonex i s t ence ] . W h e n he 
a p p r o a c h e s it, h a v i n g gone t h r o u g h m a n y dan 
gerous a d v e n t u r e s , he hears tha t n o b o d y ever re
t u r n e d from it, b u t he insists on going on. He is 
received at a r o u n d b u i l d i n g by a b a r b e r wi th a 
m i r r o r w h o leads h im in to the b a t h , but as soon 
as the p r ince enters the wa te r , a t h u n d e r o u s noise 
breaks ou t . it gets comple te ly da rk , the b a r b e r 
d i s appea r s , a n d slowly the w a t e r begins to rise. 

H a t i m swims despera te ly r o u n d unt i l the wate r 
finally reaches the t o p of the r o u n d cupo la , which 
forms the roof of the b a t h . N o w he fears he is 
lost, bu t he says a p r a y e r a n d g r a b s the center-
s tone of the cupo la . Aga in a t h u n d e r o u s noise, 
eve ry th ing changes , a n d H a t i m s t ands a lone in a 
deser t . 

After long a n d painful w a n d e r i n g , he comes to 
a beautiful g a r d e n in the m i d d l e of wh ich is a 
circle of s tone s ta tues . In the cen t e r of the s tatues, 
he sees a p a r r o t in its cage , a n d a voice from above 
says to h i m : " O h , he ro , you p r o b a b l y will not 
escape alive from this b a t h . O n c e G a y o m a r t [ the 
First M a n ] found an e n o r m o u s d i a m o n d that 
shone m o r e b r igh t ly t h a n sun a n d m o o n . H e de
cided to h ide it w h e r e no o n e can find it, and 
therefore he bui l t this mag ica l b a t h in o rde r to 
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protec t it. T h e p a r r o t t ha t you see he r e forms 
par t of the m a g i c . At its feet lie a go lden bow a n d 
a r r o w on a go lden c h a i n , a n d wi th t h e m you 
m a y try th ree t imes to shoot the p a r r o t . If you 
hit h im the curse will be l if ted; if no t , you will 
be petr if ied, as were all these o t h e r p e o p l e . " 

H a t i m tries once , a n d fails. His legs t u rn to 
s tone. H e fails once m o r e a n d is petrified u p to 
his chest . T h e th i rd t i m e he j u s t shuts his eyes, 
exc l a iming " G o d is g r e a t , " shoots b l indly , a n d 
this t ime hits the p a r r o t . An o u t b r e a k of t h u n 
der , c louds of dus t . W h e n all this has subs ided , in 
place of the p a r r o t is an e n o r m o u s , beaut i ful d ia 
m o n d , a n d all the s ta tues h a v e c o m e to life a g a i n . 
T h e people t h a n k h im for the i r r e d e m p t i o n . 

T h e r e a d e r wi l l r e c o g n i z e t h e s y m b o l s o f t h e 
Se l f in th i s s t o r y - t h e F i r s t M a n G a y o m a r t , t h e 
r o u n d m a n d a l a - s h a p e d b u i l d i n g , t h e c e n t e r -
s t o n e , a n d t h e d i a m o n d . B u t t h i s d i a m o n d is 
s u r r o u n d e d b y d a n g e r . T h e d e m o n i c p a r r o t 
s ignif ies t h e ev i l s p i r i t of i m i t a t i o n t h a t m a k e s 
o n e mis s t h e t a r g e t a n d pe t r i f y p s y c h o l o g i c a l l y . 
As I p o i n t e d o u t e a r l i e r , t h e p r o c e s s o f i n d i v i 
d u a t i o n e x c l u d e s a n y p a r r o t - l i k e i m i t a t i o n o f 
o t h e r s . T i m e a n d a g a i n in a l l c o u n t r i e s p e o p l e 
h a v e t r i e d t o c o p y i n " o u t e r " o r r i t u a l i s t i c b e 
h a v i o r t h e o r i g i n a l r e l i g i o u s e x p e r i e n c e o f t h e i r 
g r e a t r e l i g i o u s t e a c h e r s C h r i s t o r B u d d h a o r 
s o m e o t h e r m a s t e r — a n d h a v e t h e r e f o r e b e c o m e 
" p e t r i f i e d . " T o fo l low in t h e s t e p s o f a g r e a t 
s p i r i t u a l l e a d e r d o e s n o t m e a n t h a t o n e s h o u l d 

c o p y a n d a c t o u t t h e p a t t e r n of t h e i n d i v i d u a 
t i o n p r o c e s s m a d e b y h i s life. I t m e a n s t h a t w e 
s h o u l d t ry w i t h a s i n c e r i t y a n d d e v o t i o n e q u a l 
t o h i s t o l i ve o u r o w n l ives . 

T h e b a r b e r w i t h t h e m i r r o r , w h o v a n i s h e s , 
s y m b o l i z e s t h e gift o f r e f l e c t i o n t h a t H a t i m 
loses w h e n h e w a n t s it m o s t ; t h e r i s i n g w a t e r s 
r e p r e s e n t t h e r isk t h a t o n e m a y d r o w n in t h e 
u n c o n s c i o u s a n d g e t lost in o n e ' s o w n e m o t i o n s . 
I n o r d e r t o u n d e r s t a n d t h e s y m b o l i c i n d i c a t i o n s 
o f t h e u n c o n s c i o u s , o n e m u s t b e c a r e f u l n o t t o 
ge t o u t s i d e o n e s e l f o r " b e s i d e o n e s e l f , " b u t t o 
s t a y e m o t i o n a l l y w i t h i n oneself . I n d e e d , it is 
v i t a l l y i m p o r t a n t t h a t t h e e g o s h o u l d c o n t i n u e 
to f u n c t i o n in n o r m a l w a y s . O n l y if I r e m a i n 
a n o r d i n a r y h u m a n b e i n g , c o n s c i o u s o f m y i n 
c o m p l e t e n e s s , c a n I b e c o m e r e c e p t i v e t o t h e 
s i g n i f i c a n t c o n t e n t s a n d p r o c e s s e s o f t h e u n c o n 
s c i o u s . B u t h o w c a n a h u m a n b e i n g s t a n d t h e 
t e n s i o n ol f ee l ing h i m s e l f a t o n e w i t h t h e w h o l e 
u n i v e r s e , w h i l e a t t h e s a m e t i m e h e is o n l y a 
m i s e r a b l e e a r t h l y h u m a n c r e a t u r e ? If, o n t h e 
o n e h a n d , I d e s p i s e m y s e l f as m e r e l y a s t a t i s t i c a l 
c i p h e r , m y life h a s n o m e a n i n g a n d is n o t w o r t h 
l i v i n g . B u t if, o n t h e o t h e r h a n d , I feel m y s e l f 
t o b e p a r t o f s o m e t h i n g m u c h g r e a t e r , h o w a m 
I t o k e e p m y feet o n t h e g r o u n d ? I t is v e r y 
di f f icul t i n d e e d to k e e p t h e s e i n n e r o p p o s i t e s 
u n i t e d w i t h i n onesel f w i t h o u t t o p p l i n g o v e r i n t o 
o n e o r t h e o t h e r e x t r e m e . 

Far left, the tor rent ia l w a t e r s 

of the river Herac l i tos o v e r w h e l m 

a Greek temp le , in a p a i n t i n g by 

the m o d e r n French art ist A n d r e 

M a s s o n The p a i n t i n g can be seen 

as an a l legory o f the resul ts o f 

imbalance: Greek ove remphas is o n 

logic a n d reason ( the t e m p l e ) 

leading to a des t ruc t i ve e r u p t i o n 

of ins t inc tua l fo rces Left, a 

more d i rect a l legory , f r o m a 

1 5 t h - c e n t u r y i l lus t ra t ion to the 

French a l legor ica l p o e m Le Roman 

de la Rose: the f igure o f Log ic (on 

the r igh t ) is t h r o w n in to c o n f u s i o n 

w h e n c o n f r o n t e d by Nature 

Right, the repentant St M a r y 

M a g d a l e n gazes in to a mir ror ( in 

a pa in t ing by the 1 7 t h - c e n t u r y 

French art ist Georges de la T o u r ) 

Here, as in the tale o f the Ba th 

Badgerd, the mir ror symbo l i zes the 

m u c h - n e e d e d facu l ty o f t rue, 

i n w a r d - l o o k i n g " r e f l e c t i o n , " 
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The social aspect of the Self 

T o d a y t h e e n o r m o u s g r o w t h o f p o p u l a t i o n , 
e s p e c i a l l y o b v i o u s in l a r g e c i t i e s , i n e v i t a b l y h a s 
a d e p r e s s i n g effect o n u s . W e t h i n k , " O h , w e l l , 
I a m o n l y s o - a n d - s o l i v i n g a t s u c h - a n d - s u c h a n 
a d d r e s s , l ike t h o u s a n d s o f o t h e r p e o p l e . I f a 
few of t h e m g e t k i l l e d , w h a t d i f f e r e n c e c a n it 
m a k e ? T h e r e a r e far t o o m a n y p e o p l e i n a n y 
c a s e . " A n d w h e n w e r e a d in t h e p a p e r a b o u t t h e 
d e a t h s of i n n u m e r a b l e u n k n o w n p e o p l e w h o 
p e r s o n a l l y m e a n n o t h i n g to u s , t h e f e e l i n g t h a t 
o u r l ives c o u n t for n o t h i n g is f u r t h e r i n c r e a s e d . 
T h i s is t h e m o m e n t w h e n a t t e n t i o n t o t h e u n 
c o n s c i o u s b r i n g s t h e g r e a t e s t h e l p , for d r e a m s 
s h o w t h e d r e a m e r h o w e a c h d e t a i l o f h i s life is 
i n t e r w o v e n w i t h t h e m o s t s i g n i f i c a n t r e a l i t i e s . 

W h a t w e a l l k n o w t h e o r e t i c a l l y — t h a t e v e r y 
t h i n g d e p e n d s o n t h e i n d i v i d u a l — b e c o m e s 
t h r o u g h d r e a m s a p a l p a b l e fact t h a t e v e r y o n e 
c a n e x p e r i e n c e for h imse l f . S o m e t i m e s w e h a v e 
a s t r o n g f e e l i n g t h a t t h e G r e a t M a n w a n t s 
s o m e t h i n g f r o m u s a n d h a s se t us v e r y s p e c i a l 
t a s k s . O u r r e s p o n s e t o t h i s e x p e r i e n c e c a n h e l p 
us t o a c q u i r e t h e s t r e n g t h t o s w i m a g a i n s t t h e 
s t r e a m of c o l l e c t i v e p r e j u d i c e b y t a k i n g o u r 
o w n s o u l s e r i o u s l y i n t o a c c o u n t . 

N a t u r a l l y th i s is n o t a l w a y s a n a g r e e a b l e 
t a sk . F o r i n s t a n c e , y o u w a n t t o m a k e a t r i p w i t h 

f r i e n d s n e x t S u n d a y ; t h e n a d r e a m f o r b i d s it 
a n d d e m a n d s t h a t y o u d o s o m e c r e a t i v e w o r k 
i n s t e a d . I f y o u l i s t en t o y o u r u n c o n s c i o u s a n d 
o b e y i t , y o u m u s t e x p e c t c o n s t a n t i n t e r f e r e n c e 
w i t h y o u r c o n s c i o u s p l a n s . Y o u r wi l l is c r o s s e d 
b y o t h e r i n t e n t i o n s — i n t e n t i o n s t h a t y o u m u s t 
s u b m i t t o , o r a t a n y r a t e m u s t s e r i o u s l y c o n 
s i d e r . T h i s is p a r t l y w h y t h e o b l i g a t i o n a t t a c h e d 
to t h e p r o c e s s o f i n d i v i d u a t i o n is o f t en felt t o b e 
a b u r d e n r a t h e r t h a n a n i m m e d i a t e b l e s s i n g . 

S t . C h r i s t o p h e r , t h e p a t r o n o f a l l t r a v e l e r s , 
is a fitting s y m b o l for t h i s e x p e r i e n c e . A c c o r d i n g 
to t h e l e g e n d , h e felt a n a r r o g a n t p r i d e in his 
t r e m e n d o u s p h y s i c a l s t r e n g t h , a n d w a s w i l l i n g 
t o s e r v e o n l y t h e s t r o n g e s t . F i r s t h e s e r v e d a 
k i n g ; b u t w h e n h e s a w t h a t t h e k i n g f e a r e d 
t h e d e v i l , h e left h i m a n d b e c a m e t h e d e v i l ' s 
s e r v a n t . T h e n o n e d a y h e d i s c o v e r e d t h a t t h e 
d e v i l f e a r e d t h e c r u c i f i x , a n d so h e d e c i d e d to 
s e r v e C h r i s t if h e c o u l d find h i m . H e f o l l o w e d 
t h e a d v i c e o f a p r i e s t w h o t o l d h i m t o w a i t for 
C h r i s t a t a f o r d . I n t h e y e a r s t h a t p a s s e d h e 
c a r r i e d m a n y p e o p l e a c r o s s t h e r i v e r . B u t o n c e , 
o n a d a r k , s t o r m y n i g h t , a s m a l l c h i l d c a l l e d 
o u t t h a t h e w a n t e d t o b e c a r r i e d o v e r t h e r i v e r . 
W i t h t h e g r e a t e s t e a s e , S t . C h r i s t o p h e r l if ted 
t h e c h i l d o n t o h i s s h o u l d e r s , b u t h e w a l k e d 
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The a c h i e v e m e n t o f p s y c h o l o g i c a l 

matu r i t y is an ind iv idua l t a s k — 

and so is increas ing ly d i f f i cu l t 

today w h e n m a n ' s i nd iv idua l i t y is 

th rea tened by w i d e s p r e a d c o n f o r m i t y . 

Far left, a Br i t ish h o u s i n g d e v e l o p m e n t 

w i t h its s te reo typed d w e l l i n g s ; 

left, a Sw iss a th le t i cs d i sp lay 

prov ides an image of mass 

reg imen ta t ion . 

m o r e s l o w l y w i t h e v e r y s t e p , for h i s b u r d e n b e 
c a m e h e a v i e r a n d h e a v i e r . W h e n h e a r r i v e d i n 
m i d s t r e a m , h e felt " a s if h e c a r r i e d t h e w h o l e 
u n i v e r s e . " H e r e a l i z e d t h e n t h a t h e h a d t a k e n 
C h r i s t u p o n h i s s h o u l d e r s — a n d C h r i s t g a v e 
h i m r e m i s s i o n o f h i s s ins a n d e t e r n a l life. 

T h i s m i r a c u l o u s c h i l d is a s y m b o l o f t h e Se l f 
t h a t l i t e r a l l y " d e p r e s s e s " t h e o r d i n a r y h u m a n 
b e i n g , e v e n t h o u g h it is t h e o n l y t h i n g t h a t c a n 
r e d e e m h i m . I n m a n y w o r k s o f a r t t h e C h r i s t 
c h i l d is d e p i c t e d a s , o r w i t h , t h e s p h e r e o f t h e 
w o r l d , a m o t i f t h a t c l e a r l y d e n o t e s t h e Self, for 
a c h i l d a n d a s p h e r e a r e b o t h u n i v e r s a l s y m b o l s 
o f t o t a l i t y . 

W h e n a p e r s o n t r i e s t o o b e y t h e u n c o n s c i o u s , 
h e wi l l o f t e n , as w e h a v e s e e n , b e u n a b l e t o d o 
j u s t as h e p l e a s e s . B u t e q u a l l y h e wi l l o f t en b e 
u n a b l e t o d o w h a t o t h e r p e o p l e w a n t h i m t o 
d o . I t o f t en h a p p e n s , for i n s t a n c e , t h a t h e m u s t 
s e p a r a t e f r o m his g r o u p — f r o m h is f a m i l y , h i s 
p a r t n e r , o r o t h e r p e r s o n a l c o n n e c t i o n s — i n 
o r d e r t o find h imse l f . T h a t is w h y it is s o m e t i m e s 
s a i d t h a t a t t e n d i n g to t h e u n c o n s c i o u s m a k e s 
p e o p l e a n t i s o c i a l a n d e g o c e n t r i c . As a r u l e t h i s 
is n o t t r u e , for t h e r e is a l i t t l e - k n o w n f a c t o r t h a t 
e n t e r s i n t o t h i s a t t i t u d e : t h e c o l l e c t i v e (o r , w e 
c o u l d e v e n s a y , s o c i a l ) a s p e c t o f t h e Self. 

A b o v e , a page f r o m W i l l i a m B lake 's 

Songs of Innocence and Experience, 

in w h i c h the p o e m s reveal B lake 's 

c o n c e p t o f t h e " d i v i n e c h i l d " — a 

w e l l - k n o w n s y m b o l o f the Self. 

Right, a 1 6 t h - c e n t u r y p a i n t i n g o f 

St. Chr i s topher car ry ing Chr is t 

as a d i v ine c h i l d ( w h o is enc i rc led 

by a w o r l d s p h e r e — a manda la and 

a s y m b o l of the Se l f ) . Th is b u r d e n 

symbol izes t h e " w e i g h t " o f t h e 

task o f i n d i v i d u a t i o n — j u s t as St. 

Chr is topher ' s role as the pa t ron 

of t ravelers (far r ight , a St. 

Chr is topher m e d a l l i o n o n a car 's 

ign i t ion key) ref lects h is l ink 

w i t h m a n ' s need t o t ravel the pa th 

to p s y c h o l o g i c a l w h o l e n e s s . 
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F r o m a p r a c t i c a l a n g l e t h i s f a c t o r r e v e a l s 
i t se l f in t h a t a n i n d i v i d u a l w h o fo l lows h i s 
d r e a m s for a c o n s i d e r a b l e t i m e wi l l f ind t h a t 
t h e y a r e o f t en c o n c e r n e d w i t h his r e l a t i o n s h i p s 
w i t h o t h e r p e o p l e . H i s d r e a m s m a y w a r n h i m 
a g a i n s t t r u s t i n g a c e r t a i n p e r s o n t o o m u c h , o r 
h e m a y d r e a m a b o u t a f a v o r a b l e a n d a g r e e a b l e 
m e e t i n g w i t h s o m e o n e w h o m h e m a y p r e v i o u s l y 
h a v e n e v e r c o n s c i o u s l y n o t i c e d . I f a d r e a m d o e s 
p i c k u p t h e i m a g e of a n o t h e r p e r s o n for us in 
s o m e s u c h f a s h i o n , t h e r e a r e t w o p o s s i b l e i n t e r 
p r e t a t i o n s . F i r s t , t h e f i g u r e m a y b e a p r o j e c t i o n , 
w h i c h m e a n s t h a t t h e d r e a m - i m a g e o f t h i s p e r 
s o n is a s y m b o l for a n i n n e r a s p e c t o f t h e 
d r e a m e r h imsel f . O n e d r e a m s , for i n s t a n c e , of 
a d i s h o n e s t n e i g h b o r , b u t t h e n e i g h b o r is u s e d 
b y t h e d r e a m as a p i c t u r e o f o n e ' s o w n d i s 
h o n e s t y . I t is t h e t a s k o f d r e a m i n t e r p r e t a t i o n 
t o find o u t in w h i c h s p e c i a l a r e a s o n e ' s o w n 
d i s h o n e s t y c o m e s i n t o p l a y . ( T h i s is c a l l e d 
d r e a m i n t e r p r e t a t i o n o n t h e s u b j e c t i v e l eve l . ) 

B u t it a l s o h a p p e n s a t t i m e s t h a t d r e a m s 
g e n u i n e l y tel l us s o m e t h i n g a b o u t o t h e r p e o p l e . 
I n th i s w a y , t h e u n c o n s c i o u s p l a y s a r o l e t h a t is 
far f r o m b e i n g fully u n d e r s t o o d . L i k e a l l t h e 
h i g h e r f o r m s o f life, m a n is in t u n e w i t h t h e 
l i v i n g b e i n g s a r o u n d h i m t o a r e m a r k a b l e d e 
g r e e . H e p e r c e i v e s t h e i r s u f f e r i n g s a n d p r o b 
l e m s , t h e i r p o s i t i v e a n d n e g a t i v e a t t r i b u t e s a n d 
v a l u e s , i n s t i n c t i v e l y — q u i t e i n d e p e n d e n t l y o f 
h i s c o n s c i o u s t h o u g h t s a b o u t o t h e r p e o p l e . 

O u r d r e a m life a l l o w s u s t o h a v e a l ook a t 
t h e s e s u b l i m i n a l p e r c e p t i o n s a n d s h o w s us t h a t 
t h e y h a v e a n effect u p o n us . A f t e r h a v i n g a n 
a g r e e a b l e d r e a m a b o u t s o m e b o d y , e v e n w i t h 
o u t i n t e r p r e t i n g t h e d r e a m , I s h a l l i n v o l u n t a r i l y 
look a t t h a t p e r s o n w i t h m o r e i n t e r e s t . T h e 
d r e a m i m a g e m a y h a v e d e l u d e d m e , b e c a u s e 
o f m y p r o j e c t i o n s ; o r it m a y h a v e g i v e n m e 
o b j e c t i v e i n f o r m a t i o n . T o find o u t w h i c h is t h e 

The c o n s c i o u s real izat ion of the 

Self can create a b o n d a m o n g people 

that ignores more o b v i o u s , natural 

g r o u p s l ike the fami l y (above left) 

A men ta l k insh ip o n a c o n s c i o u s 

level c a n o f ten be the nuc leus of 

cu l tu ra l d e v e l o p m e n t : above , the 

1 8 t h - c e n t u r y French e n c y c l o p e d i s t s 

( i n c l u d i n g Vol ta i re , w i t h raised 

h a n d ) ; b e l o w , a p a i n t i n g by Max Ernst 

of the early 2 0 t h - c e n t u r y " D a d a i s t " 

art ists; a n d research phys ic is ts 

at Br i ta in 's W i l l s Labora tory 
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The p s y c h o l o g i c a l ba lance a n d un i ty 

that m a n needs t o d a y have been 

symbo l i zed in m a n y m o d e r n d reams 

by the u n i o n of the French gir l 

and the Japanese m a n in the w i d e l y 

popu lar French f i l m Hiroshima Mon 

Amour (1 9 5 9 ) , a b o v e A n d in the 

same dreams, the o p p o s i t e ex t reme 

f rom w h o l e n e s s (i .e. c o m p l e t e 

psycho log i ca l d i ssoc ia t i on , or 

madness ) has been s y m b o l i z e d by 

a related 2 0 t h - c e n t u r y i m a g e — 

a nuc lear e x p l o s i o n ( r i g h t ) . 

correct i n t e rp re t a t ion requires an honest , a t t en 
tive a t t i t u d e and careful t hough t . But, as is the 
case with all inner processes, it is u l t imate ly the 
Self tha t orders and regula tes one ' s h u m a n rela
tionships, so long as the conscious ego lakes 
the t rouble to detect the delusive project ions 
and deals wi th these inside himself instead of 
outside. It is in this way that spir i tual ly a t t uned 
and similarly or iented people find their way to 
one ano the r , to c rea te a g r o u p tha t cuts across 
all the usual social and o rgan iza t iona l affilia
tions of people . Such a g r o u p is not in conflict 
with o the r s ; it is merely different and inde
penden t . T h e consciously realized process of 
indiv iduat ion thus changes a person 's re la t ion
ships. T h e familiar bonds such as kinship or 
c o m m o n interests a re rep laced by a different 
type of uni ty — a bond t h rough the Self. 

All activities and obl igat ions tha t be long ex
clusively to the ou te r world do definite h a r m to 
the secret activities of the unconscious. T h r o u g h 
these unconscious ties those w h o belong to
gether come together . T h a t is one reason why 
a t t empts to influence people by adver t i sements 
and political p r o p a g a n d a a re des t ruc t ive , even 
when inspired by idealistic motives. 

This raises the i m p o r t a n t quest ion of whe the r 
the unconscious par t of the h u m a n psyche can 

be influenced at all . Pract ica l exper ience and 
accu ra t e observat ion show tha t one canno t in
fluence one 's own d reams . T h e r e a re people , it 
is t rue , who assert tha t they can influence them. 
But if you look into their d r e a m mate r ia l , you 
find that they d o only wha t I do with my dis
obedient d o g ; I o rde r h im to do those things I 
notice he wan t s to do a n y h o w , so tha t I can 
preserve my illusion of au thor i ty . O n l y a long 
process of in t e rp re t ing one 's d r e a m s and con
fronting oneself with wha t they have to say can 
g radua l ly t ransform the unconscious . And con
scious a t t i tudes also must change in this process. 

If a m a n who wants to influence publ ic 
opinion misuses symbols for this purpose , they 
will na tu ra l ly impress the masses in so far as 
they are t rue symbols , but w h e t h e r or not the 
mass unconscious will be emot ional ly g r ipped 
by them is someth ing that canno t be ca lcula ted 
in advance , someth ing that remains complete ly 
i r ra t iona l . No music publ isher , for ins tance, can 
tell in a d v a n c e w h e t h e r a song will b e c o m e a 
hit or not, even though it may d r a w on p o p u l a r 
images and melodies. N o de l ibera te a t t emp t s to 
influence the unconscious have yet p roduced 
any significant results, and it seems tha t the 
mass unconscious preserves its a u t o n o m y jus t 
as much as the indiv idual unconscious. 
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At t imes, in o rder to express its purposes , the 
unconscious may use a motif from our external 
world a n d thus m a y seem to have been influ
enced by it. For ins tance, I have come across 
m a n y d r e a m s of mode rn people tha t have to 
d o wi th Berlin. In these d r e a m s Berlin stands 
as a symbol of the psychic weak spot—the 
place of d a n g e r — a n d for this reason is the 
p lace where the Self is ap t to a p p e a r . It is the 
point where the d r e a m e r is torn by conflict and 
where he migh t , therefore, be ab le to un i te the 
inner opposites. I have also encoun te red an 
ex t r ao rd ina ry n u m b e r of d r e a m react ions to the 
film Hiroshima Mon Amour. I n most of these 
d r e a m s the idea was expressed tha t e i ther the 
two lovers in the film must un i te (which sym
bolizes the un ion of inner opposites) or there 
would be an a tomic explosion (a symbol of com
plete dissociation, equ iva len t to madness ) . 

O n l y w h e n the m a n i p u l a t o r s of public 
opinion add commerc ia l pressure or acts of 
violence to their activities do they seem to 
achieve a t e m p o r a r y success. But in fact this 
merely causes a repression of the genu ine un
conscious react ions. A n d mass repression leads 
to the same result as ind iv idua l repress ion; that 
is, to neuro t ic dissociation a n d psychological 
illness. All such a t t e m p t s to repress the reactions 
of the unconscious must fail in the long run , for 
they are basically opposed to our instincts. 

W e know from s tudy ing the social behavior 
of the h igher an ima l s tha t small g roups (from 
a p p r o x i m a t e l y 10 to 50 individuals) c rea te the 

A s in t h e d r e a m q u o t e d o n p. 2 2 3 , 

pos i t i ve an ima f igu res o f t e n assist 

and g u i d e m e n . T o p of page, f r o m a 

1 0 t h - c e n t u r y psalter, D a v i d inspi red 

by the muse. A b o v e , a g o d d e s s 

saves a s h i p w r e c k e d sai lor ( in a 1 6 t h -

c e n t u r y p a i n t i n g ) . R igh t , o n an early 

2 0 t h - c e n t u r y pos tca rd f r o m M o n t e 

Car lo, gamb le rs ' "Lady L u c k " — a l s o 

a he lp fu l a n i m a . 

111 

Right , L iber ty lead ing the French 

revo lu t ionar ies ( in a p a i n t i n g by 

De lac ro ix ) images the an ima 's 

f u n c t i o n of ass is t ing i n d i v i d u a t i o n 

by l ibera t ing u n c o n s c i o u s c o n t e n t s 

Far r ight , in a scene f r o m the 1 9 2 5 

fantasy f i l m Metropolis, a w o m a n 

urges r o b o t - l i k e w o r k e r s t o f i nd 

sp i r i tua l " l i b e r a t i o n . " 
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best possible living condi t ions for the single 
a n i m a l as well as for the g r o u p , a n d m a n seems 
to be no except ion in this respect . His physical 
wel l -being, his spi r i tual psychic hea l th , a n d , 
beyond the a n i m a l r ea lm, his cu l tura l efficiency 
seem to flourish best in such a social function. 
As far as we at present u n d e r s t a n d the process 
of ind iv idua t ion , the Self a p p a r e n t l y tends to 
p r o d u c e such small g roups by c rea t ing at the 
same t ime sharp ly defined ties of feeling be
tween cer ta in individuals and feelings of re-
latedness to all people . On ly if these connect ions 
a re c rea ted by the Self can one feel any assur
ance tha t envy, jea lousy , fighting, and all m a n 
ner of negat ive project ions will not break u p the 
g roup . T h u s an uncond i t iona l devot ion to one 's 
own process of ind iv idua t ion also br ings a b o u t 
the best possible a d a p t a t i o n . 

Th i s does not m e a n , of course, tha t there 
will not be collisions of op in ion a n d conflicting 
obl igat ions , or d i sag reemen t a b o u t the " r i g h t " 
way. in the face of which one must cons tant ly 
w i t h d r a w and listen to one ' s inner voice in 
o rder to find the ind iv idua l s t andpo in t tha t the 
Self in tends one to have . 

Fana t i ca l poli t ical act ivi ty (but not the per
formance of essential duties) seems somehow-
incompa t ib l e wi th ind iv idua t ion . A m a n w h o 
devoted himself ent i rely to freeing his coun t ry 
from foreign occupa t ion had this d r e a m : 

With some of my compatriots I go up a stair
way to the attic of a museum, where there is a 

hall painted black and looking like a cabin on a 
ship. A distinguished-looking middle-aged lady 
opens the door; her name is X, daughter of X. 
[X was a famous national hero of the dreamer's 
country who attempted some centuries ago to free 
it. He might be compared to Joan of Arc or Wil
liam Tell. In reality X had no children.] In the 
hall we see the portraits of two aristocratic ladies 
dressed in flowery brocaded garments. While Miss 
X is explaining these pictures to us, they sud
denly come to life; first the eyes begin to live, and 
then the chest seems to breathe. People are sur
prised and go to a lecture room where Miss X 
will speak to them about the phenomenon. She 
says that through her intuition and feeling these 
portraits came alive; but some of the people are 
indignant and say that Miss X is mad; some even 
leave the lecture room. 

T h e i m p o r t a n t feature of this d r e a m is tha t 
the a n i m a figure, Miss X , is pure ly a creat ion 
of the d r e a m . She has , however , the n a m e of a 
famous na t iona l hero- l ibera tor (as if she were , 
for instance. Wi lhe lmina Tell , the d a u g h t e r of 
Wil l iam Te l l ) . By the impl ica t ions con ta ined in 
the n a m e , the unconscious is po in t ing to the 
fact tha t today the d r e a m e r should not try, as 
X did long ago, to free his coun t ry in an ou te r 
way. Now, the d r e a m says, l iberat ion is accom
plished by the a n i m a (by the d r e a m e r ' s soul) , 
w h o accompl ishes it by b r ing ing the images of 
the unconscious to life. 

T h a t the hall in the at t ic of the m u s e u m 
looks par t ly like a ship 's cab in pa in ted black is 
very meaningful . T h e black color hints at dark
ness, n ight , a t u rn ing i n w a r d , a n d if the hall is 
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a cab in , then the m u s e u m is somehow also a 
ship. Th i s suggests tha t w h e n the m a i n l a n d of 
collective consciousness becomes flooded by un
consciousness a n d ba rba r i sm, this museum-sh ip , 
filled wi th l iving images , m a y tu rn in to a saving 
ark tha t will ca r ry those w h o en te r it to a n o t h e r 
spir i tual shore. Por t ra i t s h a n g i n g in a m u s e u m 
are usually the d e a d r ema ins of the past , a n d 
often the images of the unconscious a re re
ga rded in the same way unt i l we discover tha t 
they are alive a n d meaningful . W h e n the a n i m a 
(who appea r s here in her rightful role of soul-
guide) con templa te s the images wi th in tu i t ion 
and feeling, they begin to live. 

T h e i n d i g n a n t people in the d r e a m represen t 
the side of the d r e a m e r t ha t is influenced by 
collective o p i n i o n — s o m e t h i n g in h im tha t dis
trusts and rejects the b r ing ing to life of psychic 
images . T h e y personify a resistance to the un
conscious tha t migh t express itself someth ing 
like th is : "Bu t w h a t if they begin d r o p p i n g 
a t o m bombs on us? Psychological insight w o n ' t 
be m u c h help t h e n ! " 

Th i s resistant side is u n a b l e to free itself from 
statistical th ink ing a n d from ex t raver ted 
ra t iona l prejudices. T h e d r e a m , however , points 
ou t t ha t in ou r t ime genu ine l ibera t ion can s tar t 
only with a psychological t ransformat ion . T o 
w h a t end does one l ibera te one 's coun t ry if 
af terward there is no meaningful goal of l i f e -
no .goal for which it is wor thwhi l e to be free? 
If m a n no longer finds any m e a n i n g in his life, 
it makes no difference w h e t h e r he wastes a w a y 
u n d e r a C o m m u n i s t or a capi tal is t reg ime. O n l y 
if he can use his freedom to create someth ing 
meaningful is it re levant tha t he should be free. 
T h a t is why finding the inner m e a n i n g of life 
is more i m p o r t a n t to the ind iv idua l t han any
thing else, a n d why the process of ind iv idua t ion 
must be given prior i ty . 

A t t e m p t s to influence publ ic opin ion by 
means of newspapers , rad io , television, and 
adver t is ing are based on two factors. O n the 
one h a n d , they rely on sampl ing techniques tha t 
reveal the t rend of " o p i n i o n " or " w a n t s " - - tha t 
is, of collective a t t i tudes . O n the other , they 
express prejudices , project ions, a n d uncon
scious complexes (mainly the power complex) 

of those w h o m a n i p u l a t e publ ic opinion. But 
statistics do no jus t ice to the indiv idual . 
A l though the average size of stones in a heap 
m a y be five cen t imeters , one will find very few 
stones of exact ly this size in the heap . 

T h a t the second factor c anno t create any
th ing positive is clear from the start . But if a 
single ind iv idua l devotes himself to ind iv idua
t ion, he frequent ly has a positive contagious 
effect on the people a r o u n d h im. I t is as if a 
spark leaps from one to ano the r . A n d this usu
ally occurs w h e n one has no in ten t ion of influ
enc ing others a n d often when one uses no 
words . I t is on to this inner p a t h tha t Miss X 
tried to lead the d r e a m e r . 

Near ly all religious systems on our p lane t 
con ta in images tha t symbolize the process of 
ind iv idua t ion , or a t least some stages of it. In 
Chr i s t ian countr ies the Self is projected, as I 
said before, on to the second A d a m : Christ . In 
the East the re levant figures a re those of 
K r i s h n a a n d B u d d h a . 

For people who are con ta ined in a religion 
( that is, who still really believe in its con ten t 
a n d teachings) , the psychological regula t ion of 
their lives is effected by religious symbols, a n d 
even their d r e a m s often revolve a r o u n d them. 
W h e n the late Pope Pius X I I issued the decla
ra t ion of the Assumpt ion of M a r y , a Cathol ic 
w o m a n d r e a m e d , for ins tance , tha t she was a 
Ca tho l ic priestess. H e r unconscious seemed to 
ex tend the d o g m a in this w a y : " I f M a r y is now 
almost a goddess, she should have priestesses." 
A n o t h e r Ca tho l ic w o m a n , who h a d resistances 
to some of the mino r a n d outer aspects of her 
creed, d r e a m e d tha t the c h u r c h of her h o m e 
city h a d been pul led d o w n and rebui l t , bu t tha t 
the t abe rnac le wi th the consecrated host and 
the s ta tue of the Vi rg in M a r y were to be t rans
ferred from the old to the new church . T h e 
d r e a m showed her tha t some of the m a n - m a d e 
aspects of her religion needed renewal , bu t tha t 
its basic symbols — C o d ' s hav ing become M a n , 
and the G r e a t M o t h e r , the Virg in Mary— 
would survive the change . 

Such d r e a m s d e m o n s t r a t e the living interest 
tha t the unconscious takes in the conscious re
ligious representa t ions of an ind iv idua l . This 

224 

Das
ein

 Foundati
on



raises the ques t ion w h e t h e r it is possible to de
tect a genera l t rend in all the religious d r e a m s 
of c o n t e m p o r a r y people . In the manifestat ions 
of the unconscious found in our m o d e r n Chr is
tian cu l tu re , w h e t h e r Pro tes tan t or Ca tho l ic , 
Dr. J u n g often observed tha t there is an un
conscious t endency at work to round off ou r 
t r in i tar ian formula of the G o d h e a d with a 
fourth e lement , which tends to be feminine, 
dark , and even evil. Actual ly this fourth ele
ment has a lways existed in the rea lm of ou r 
religious representa t ions , bu t it was separa ted 
from the ima ge of God a n d b e c a m e his coun
terpar t , in the form of m a t t e r itself (or the lord 
of m a t t e r —i.e. the devi l) . N o w the unconscious 
seems to w a n t to reun i te these ext remes , the 
light hav ing become too br ight and the da rk 
ness too somber . Na tu ra l l y it is the cent ra l sym
bol of religion, the image of the G o d h e a d , that 
is most exposed to unconscious tendencies to
ward t ransformat ion . 

A T i b e t a n a b b o t once told Dr. J u n g tha t the 
most impressive m a n d a l a s in T i b e t a re buil t up 
by imag ina t ion , or d i rec ted fantasy, when the 
psychological ba lance of the g r o u p is d i s turbed 
or when a pa r t i cu l a r t hough t c anno t be rend
ered because it is not yet con ta ined 1n the sac
red doc t r ine a n d must therefore be searched 
for. In these r emarks , two equal ly i m p o r t a n t 
basic aspects of m a n d a l a symbolism emerge . 
T h e m a n d a l a serves a conservat ive p u r p o s e -
namely , to restore a previously existing order . 

But it also serves the creat ive purpose of giving 
expression and form to someth ing tha t does 
not yet exist, some th ing new and un ique . T h e 
second aspect is p e r h a p s even more i m p o r t a n t 
than the first, bu t does not con t rad ic t it. For, 
in most cases, w h a t restores the old o rder s imul
taneously involves some e lement of new crea
tion. In the new order the older p a t t e r n re turns 
on a h igher level. T h e process is tha t of the 
ascending spiral , which grows u p w a r d while 
s imul taneously r e tu rn in g again a n d again to the 
same point . 

A pa in t i ng by a s imple w o m a n who was 
b rough t up in Pro tes tan t su r round ings shows a 
m a n d a l a in the form of a spiral . In a d r e a m 
this w o m a n received an o rde r to pa in t the God
head . La te r (also in a d r e a m ) she saw it in a 
book. O f God himself she saw only his waft ing 
cloak, the d r a p e r y of which m a d e a beautiful 
display of light and shadow. Th i s cont ras ted 
impressively with the stabil i ty of the spiral in 
the deep blue sky. Fascinated by the cloak and 
the .spiral, the d r e a m e r did not look closely at 
the o the r figure on the rocks. W h e n she awoke 
and thought a b o u t w h o these divine figures 
were , she sudden ly realized tha t it was " G o d 
himself." Th i s gave her a frightful shock, which 
she felt for a long t ime. 

Usual ly the Holy Ghost is represented in 
Chr is t ian a r t by a fiery wheel or a dove , bu t 
here it has a p p e a r e d as a spiral . Th i s is a new 
though t , " n o t yet con ta ined in the d o c t r i n e , " 

This 1 5 t h - c e n t u r y s ta tue of M a r y 

c o n t a i n s w i t h i n it images of b o t h 

G o d a n d C h r i s t — a clear express ion 

of the fact that the V i rg in M a r y 

can be said to be a representa t ion 

of the "Great M o t h e r " a rche type 
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A min ia tu re f r o m the 1 5 t h - c e n t u r y 

French Book of Hours, s h o w i n g M a r y 

w i t h the H o l y Tr in i ty . The Ca tho l i c 

C h u r c h ' s d o g m a of the A s s u m p t i o n 

o f the V i rg in — in w h i c h M a r y , as 

domina rerum. Q u e e n of Natu re , w a s 

dec la red to have en tered heaven 

w i t h sou l a n d b o d y r e u n i t e d — c a n 

be said t o have m a d e the Tr in i ty 

f o u r f o l d , c o r r e s p o n d i n g w i t h the 

basic a rche type of c o m p l e t e n e s s 

which has spontaneous ly ar isen from the un
conscious. T h a t the Holy Ghost is the power 
tha t works for the fur ther deve lopmen t of our 
religious u n d e r s t a n d i n g is not a new idea, of 
course, but its symbolic represen ta t ion in the 
form of a spiral is new. 

T h e same w o m a n then pa in ted a second 
p ic ture , also inspired by a d r e a m , showing the 
d r e a m e r with her positive a n i m u s s t and ing 
above J e r u s a l e m w h e n the wing of Sa tan de
scends to d a r k e n the city. The sa tanic wing 
strongly r eminded her of the wafting cloak of 
God in the first pa in t ing , bu t in the former 
d r e a m the spec ta tor is high up , somewhere in 
heaven, and sees in front of her a terrific split 
be tween the rocks. T h e m o v e m e n t in the cloak 
of God is an a t t e m p t to reach Chris t , the figure 
on the r ight , but it does not qu i t e succeed. In 
the second pa in t ing , the same th ing is seen from 
below from a h u m a n angle . Looking at it 
from a h igher angle , wha t is moving and 
sp read ing is a pa r t of G o d ; above that rises the 
spiral as a symbol of possible further deve lop
ment . But seen from the basis of our h u m a n 
reali ty, this s ame th ing in the air is the da rk , 
u n c a n n y wing of the devil. 

In the d r e a m e r ' s life these two pictures be
c a m e real in a way that does not concern us 
here , bu t it is obvious tha t they also con ta in a 
collective m e a n i n g tha t reaches beyond the per
sonal . T h e y m a y prophesy the descent of a 
divine darkness upon the Chr i s t ian hemisphere , 
a darkness tha t points , however , toward the 
possibility of further evolut ion. Since the axis 
of the spiral does not move u p w a r d but into 
the b a c k g r o u n d of the p ic ture , the further evo
lution will lead ne i ther to g rea te r spir i tual 
height nor d o w n into the rea lm of ma t t e r , but 
to a n o t h e r d imens ion , p robab ly into the back
g r o u n d of these divine figures. And that means 
into the unconscious. 

W h e n religious symbols that a re par t ly dif
ferent from those we know emerge from the 
unconscious of an ind iv idua l , it is often feared 
tha t these will wrongfully a l te r or d iminish the 
officially recognized religious symbols . Th i s fear 
even causes m a n y people to reject analyt ica l 
psychology and the en t i re unconscious. 
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II I look at such a resistance from a psy
chological point of view, I should have to com
ment tha t as far as religion is conce rned , 
h u m a n beings can be divided into three types. 
First, the re a re those w h o still genuine ly believe 
their religious doct r ines , wha t eve r they may be. 
For these people , the symbols a n d doctr ines 
"c l ick" so satisfyingly wi th w h a t they feel deep 
inside themselves tha t serious doub t s have no 
chance to sneak in. Th i s h a p p e n s when the 
views of consciousness a n d the unconscious 
background are in relat ive h a r m o n y . People of 
this sort can afford to look at new psycho
logical discoveries a n d facts wi thou t pre judice 
and need not fear tha t they m a y be caused to 
lose their faith. Even if their d r e a m s should 
br ing u p some relat ively u n o r t h o d o x details , 
these can be in tegra ted in to their genera l view. 

T h e second type consists of those people who 
have complete ly lost their faith and have re
placed it with purely conscious, ra t ional 
opinions. For these people , d e p t h psychology 
simply means an in t roduc t ion in to newly dis
covered areas of the psyche, and it should cause 
no t rouble when they e m b a r k on the new ad
venture and invest igate their d r e a m s to test the 
t ruth of them. 

T h e n there is a th i rd g r o u p of people w h o in 
one par t of themselves (p robab ly the head) no 
longer believe in their religious t radi t ions , 

whereas in some o the r par t they still do believe. 
The French phi losopher Volta i re is an illustra
tion of this. He violently a t t acked the Cathol ic 
C h u r c h with ra t iona l a r g u m e n t (ecrasez I'in-

fdme), bu t on his d e a t h b e d , accord ing to some 
reports , he begged for ex t r eme unct ion . 
W h e t h e r this is t rue or not, his head was cer-
tainly unrel igious, whereas his feelings and 
emot ions seem still to have been o r thodox . Such 
people r emind one of a person ge t t ing stuck 
in the a u t o m a t i c doors of a b u s ; he can ne i ther 
get out into free space nor re-enter the bus. O f 
course the d r e a m s of such persons could p rob 
ably help them out of their d i l e m m a , but such 
people frequently have t rouble t u rn ing toward 
the unconscious because they themselves do not 
know what they think and wan t . T o take the 
unconscious seriously is u l t imate ly a m a t t e r of 
personal courage and integri ty . 

T h e compl ica ted s i tuat ion of those w h o a re 
caugh t in a no -man ' s - l and be tween the two 
states of mind is par t ly crea ted by the fact that 
all official religious doctr ines ac tua l ly belong to 
the collective consciousness (what F reud called 
the supe r -ego) ; but once, long ago, they sp rang 
from the unconscious. This is a point that m a n y 
historians of religion and theologians chal lenge. 
T h e y choose to assume that there was once 
some sort of " r e v e l a t i o n . " I have searched for 
m a n y years for concre te evidence for the J u n -

Pain t ings o f the d reams d iscussed 

o n pp. 2 2 5 - 6 : Left, the spiral (a 

f o r m of m a n d a l a ) represents the 

Ho ly Ghos t ; r ight , the dark w i n g 

of Sa tan , f r o m the s e c o n d d ream 

Nei ther m o t i f w o u l d be a fami l iar 

re l ig ious s y m b o l to most peop le 

(nor w e r e they t o the d reamer ) : 

Each e m e r g e d s p o n t a n e o u s l y 
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gian hypothesis a b o u t this p r o b l e m ; bu t it has 
been difficult to find because most r i tuals are 
so old tha t one c a n n o t t race their origin. T h e 
following example , however , seems to me to 
offer a most i m p o r t a n t c lue : 

Black Elk, a medic ine m a n of the Og la l a 
Sioux, who died not long ago, tells us in his 
a u t o b i o g r a p h y Black Elk Speaks tha t , w h e n he 
was nine years old, he b e c a m e seriously ill a n d 
d u r i n g a sort of c o m a h a d a t r e m e n d o u s vision. 
H e saw four g roups of beautiful horses coming 
from the four corners of the wor ld , a n d then , 
seated wi th in a c loud, he saw the Six G r a n d 
fathers, the ances t ra l spirits of his t r ibe , " t h e 
g randfa thers of the whole w o r l d . " T h e y gave 
h im six hea l ing symbols for his people and 
showed h im new ways of life. But w h e n he was 
16 years old, he suddenly developed a terr ible 
phob i a wheneve r a t h u n d e r s torm was a p 
p roach ing , because he h e a r d " t h u n d e r be ings" 
cal l ing to h im " t o m a k e has t e . " I t r e m i n d e d 
h im of the t h u n d e r i n g noise m a d e by the a p 
p r o a c h i n g horses in his vision. An old medic ine 
m a n expla ined to h im tha t his fear c a m e from 
the fact tha t he was keeping his vision to h im
self, and said tha t he mus t tell it to his t r ibe. 
H e did so, and la ter he and his people ac ted 
out the vision in a r i tual , using real horses. 
Not merely Black Elk himself, bu t m a n y o the r 
m e m b e r s of his t r ibe felt infinitely be t te r after 
this play. Some were even cured of their dis
eases. Black Elk sa id : " E v e n the horses seemed 
to be heal th ier and happ ie r after the d a n c e . " 

T h e r i tual was not r epea ted because the t r ibe 
was destroyed soon af terward . But here is a 
different case in which a r i tual still survives. 
Several Eskimo tribes l iving near the Colville 
River in Alaska expla in the origin of their eagle 
festival in the following w a y : 

A young hunter shot dead a very unusual eagle 
and was so impressed by the beauty of the dead 
bird that he stuffed and made a fetish of him, 
honoring him by sacrifices. One day, when the 
hunter had traveled far inland during his hunt
ing, two animal-men suddenly appeared in the 
role of messengers and led him to the land of the 
eagles. There he heard a dark drumming noise, 

and the messengers explained that this was the 
heartbeat of the dead eagle's mother. Then the 
eagle spirit appeared to the hunter as a woman 
clothed in black. She asked him to initiate an 
eagle festival among his people to honor her dead 
son. After the eagle people had shown him how 
to do this, he suddenly found himself, exhausted, 
back in the place where he had met the messen
gers. Returning home, he taught his people how 
to perform the great eagle festival—as they have 
done faithfully ever since. 

F r o m such examples we see how a r i tual or 
religious cus tom can spr ing direct ly from an 
unconscious revelat ion exper ienced by a single 
ind iv idua l . O u t of such beginnings , people liv
ing in cu l tu ra l g roups develop their var ious re
ligious activities wi th their eno rmous influence 
on the ent i re life of the society. D u r i n g a long 
process of evolut ion the or iginal ma te r i a l is 
shaped and reshaped by words a n d act ions, is 
beautif ied, a n d acqui res increasingly definite 
forms. Th i s crystal l izing process, however , has 
a g rea t d i sadvan tage . M o r e a n d m o r e people 
have no personal knowledge of the original ex
per ience a n d can only believe w h a t their elders 
a n d teachers tell t hem a b o u t it. T h e y no longer 
know tha t such happen ings a re real , a n d they 
are of course i gno ran t a b o u t how one feels dur 
ing the exper ience . 

In their present forms, worked over a n d ex
ceedingly aged, such religious t rad i t ions often 
resist fur ther creat ive a l te ra t ions by the uncon
scious. Theo log ians somet imes even defend 
these " t r u e " religious symbols a n d symbolic 
doct r ines agains t the discovery of a religious 
function in the unconscious psyche, forgett ing 
tha t the values they fight for owe their exist
ence to tha t very same function. W i t h o u t a 
h u m a n psyche to receive divine inspirat ions 
and u t ter t hem in words or shape them in ar t , 
no religious symbol has ever come into the 
real i ty of our h u m a n life. (We need only think 
of the p rophe t s a n d the evangelists.) 

If someone objects tha t there is a religious 
reali ty in itself, i n d e p e n d e n t of the h u m a n 
psyche, I can only answer such a person wi th 
this ques t ion : " W h o says this, if not a h u m a n 
p s y c h e ? " N o m a t t e r w h a t we assert, we can 
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never get a w a y from the existence of the psyche 
—for we a re c o n t a i n e d wi th in it, a n d it is the 
only m e a n s by which we can g rasp real i ty. 

T h u s the m o d e r n discovery of the u n c o n 
scious shuts one d o o r forever. It definitely ex
cludes the illusory idea, so favored by some 
indiv iduals , tha t a m a n c a n know spir i tual 
reali ty in itself. In m o d e r n physics, too, a door 
has been closed by He i senberg ' s " p r i n c i p l e of 
i n d e t e r m i n a c y , " shu t t i ng ou t the delusion tha t 
we can c o m p r e h e n d a n abso lu te physical re
ality. T h e discovery of the unconsc ious , how
ever, compensa t e s for the loss of these beloved 
illusions by o p e n i n g before us an i m m e n s e a n d 
unexp lo red new field of rea l iza t ions , wi th in 
which object ive scientific invest igat ion com
bines in a s t r ange new way with personal 
e thical a d v e n t u r e . 

But, as I said a t the outset , it is prac t ica l ly 
impossible to i m p a r t the whole real i ty of one ' s 
exper ience in the new field. M u c h is u n i q u e 
and can be only pa r t i a l ly c o m m u n i c a t e d by 
l anguage . H e r e , too, a d o o r is shut aga ins t the 

illusion tha t one can comple te ly u n d e r s t a n d 
a n o t h e r person a n d tell h im w h a t is r ight for 
h im. O n c e aga in , however , one can find a com
pensa t ion for this in the new rea lm of exper i 
ence by the discovery of the social function of 
the Self, wh ich works in a h id d en way to 
uni te s epa ra t e indiv iduals who be long together . 

In te l l ec tua l ch i t -cha t is thus rep laced by-
meaningful events tha t occur in the real i ty of 
the psyche. H e n c e , for the ind iv idua l to en te r 
seriously into the process of ind iv idua t ion in the 
way tha t has been ou t l ined means a comple te ly 
new a n d different o r i en ta t ion t oward life. For 
scientists it also m e a n s a new a n d different 
scientific a p p r o a c h to ou te r facts. H o w this will 
work out in the field of h u m a n knowledge a n d 
in the social life of h u m a n beings c a n n o t be 
pred ic ted . But to me it seems ce r ta in tha t 
J u n g ' s discovery of the process of ind iv idua t ion 
is a fact t ha t future genera t ions will have to 
take in to a c c o u n t if they w a n t to avoid drift ing 
in to a s t a g n a n t or even regressive out look. 

This p a i n t i n g (by Erhard J a c o b y ) 

i l lustrates t h e fac t tha t each o f 

us, p e r c e i v i n g the w o r l d t h r o u g h 

an i n d i v i d u a l psyche , perce ives it 

in a s l i gh t l y d i f fe ren t w a y f r o m 

others The m a n , w o m a n , a n d c h i l d 

are l o o k i n g at the same scene; bu t , 

for e a c h , d i f fe ren t de ta i l s b e c o m e 

clear or o b s c u r e d O n l y by m e a n s of 

our c o n s c i o u s p e r c e p t i o n d o e s the 

w o r l d ex is t " o u t s i d e " : W e are 

su r rounded b y s o m e t h i n g c o m p l e t e l y 

u n k n o w n a n d u n k n o w a b l e (here 

represented by the p a i n t i n g ' s 

gray b a c k g r o u n d ) 
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S y m b o l i s m in t h e v isua l a r t s 

Anie la J a f f e 

Variation within a Sphere no. 10: The Sun, by Richard Lippold 
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Sacred symbols—the stone and the animal 

T h e his tory of symbol i sm shows t ha t e v e r y t h i n g 
can a s sume symbol ic s igni f icance: n a t u r a l 
objects (like s tones, p l an t s , a n i m a l s , m e n , m o u n 
tains a n d val leys, sun a n d m o o n , w ind , wa te r , 
a n d fire), or m a n - m a d e th ings (like houses , 
boa ts , or ca r s ) , or even abs t r ac t forms (like n u m 
bers , or the t r i ang le , the s q u a r e , a n d the circle) . 
In fact, the who le cosmos is a po ten t i a l symbol . 

M a n , wi th his s y m b o l - m a k i n g p ropens i ty , 
unconsciously t ransforms objects or forms in to 
symbols ( the reby e n d o w i n g t h e m with g rea t psy
chological i m p o r t a n c e ) a n d expresses t h e m in 
bo th his rel igion a n d his visual a r t . T h e in ter 
twined history of rel igion a n d a r t , r e a c h i n g back 
to prehis tor ic t imes, is the record tha t ou r ances
tors have left of the symbols tha t were m e a n 
ingful a n d m o v i n g to t h e m . E v e n today , as 
m o d e r n p a i n t i n g a n d scu lp tu re show, the in ter 
p lay of rel igion a n d a r t is still alive. 

For the first p a r t of m y discussion of sym
bolism in the visual ar ts , I i n t end to e x a m i n e 
some of the specific motifs tha t have been un i 
versally sacred or mys te r ious to m a n . T h e n , for 
the r e m a i n d e r of the c h a p t e r , I wish to discuss 
the p h e n o m e n o n of 2 0 t h - c e n t u r y a r t , no t in 
t e rms of its use of symbols , bu t in t e rms of its 
significance as a symbol itself—a symbol ic 
expression of the psychological cond i t ion of the 
m o d e r n wor ld . 

In the following pages , I h a v e chosen th ree 
r e c u r r i n g motifs wi th wh ich to i l lus t ra te the 
presence a n d n a t u r e of symbol ism in the a r t of 
m a n y different per iods . T h e s e a re the symbols 
of the s tone , the a n i m a l , a n d the c i r c l e—each 
of wh ich has h a d e n d u r i n g psychological signi
ficance from the earl iest expressions of h u m a n 
consciousness to the most sophis t ica ted forms of 
20 th -cen tu ry a r t . 

W e know t h a t even u n h e w n stones h a d a 
h ighly symbol ic m e a n i n g for anc ien t a n d p r imi 
tive societies. R o u g h , n a t u r a l stones were often 
believed to be the dwel l ing places of spirits or 
gods, a n d were used in p r imi t ive cu l tu res as 
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tombs tones , b o u n d a r y stones, or objects of reli
gious vene ra t ion . T h e i r use m a y be r e g a r d e d as 
a p r imeva l form of scu lp tu re a first a t t e m p t to 
invest the s tone wi th m o r e expressive power 
than c h a n c e a n d n a t u r e could give it. 

T h e O l d T e s t a m e n t s tory of J a c o b ' s d r e a m is 
a typical e x a m p l e of how, t housands of years 
ago, m a n felt t ha t a l iving god or a d iv ine spirit 
was e m b o d i e d in the s tone a n d how the stone 
b e c a m e a s y m b o l : 

And Jacob . . . went toward Haran. And he 
lighted upon a certain place, and tarried there all 
night, because the sun was set; and he took of 
the stones of the place, and put them for his pil
lows and lay down in that place to sleep. And he 
dreamed, and behold a ladder set up on the 
earth, and the top of it reached to heaven, and 
behold the angels of God ascending and descend
ing on it. And, behold, the Lord stood above it, 
and said, I am the Lord God of Abraham thy 
father, and the God of Isaac: the land whereon 
thou liest, to thee will I give it, and to thy seed. 

And Jacob awaked out of his sleep, and he said, 
Surely the Lord is in this place; and I knew it 
not. And he was afraid, and said, How dreadful 
is this place! this is none other but the house of 
God, and this is the gate of heaven. And Jacob 
rose up early in the morning and took the stone 

that he had put for his pillows, and set it up for a 
pillar, and poured oil upon the top of it. And he 
called the name of that place Beth-el. 

For J a c o b , the s tone was an in tegra l pa r t of the 
revela t ion . I t was the m e d i a t o r be tween himself 
a n d G o d . 

In m a n y pr imi t ive s tone-sanctuar ies , the dei ty 
is r epresen ted not by a single s tone b u t by a 
g rea t m a n y u n h e w n stones, a r r a n g e d in dist inct 
pa t t e rns . ( T h e geomet r i ca l s tone a l ignmen t s in 
Br i t t any a n d the s tone circle a t S tonehenge a re 
famous examples . ) A r r a n g e m e n t s of rough 
n a t u r a l stones also play a cons iderab le p a r t in 
the highly civilized rock g a r d e n s of Zen 
Buddh i sm. T h e i r a r r a n g e m e n t is not geomet r i 
cal bu t seems to have c o m e a b o u t by p u r e 
chance . In fact, however , it is the expression of 
a most refined spir i tual i ty . 

V e r y ear ly in history, m e n b e g a n t ry ing to 
express w h a t they felt to be the soul or spirit of 
a rock by work ing it in to a recognizab le form. 
In m a n y cases, the form was a m o r e or less de 
finite a p p r o x i m a t i o n to the h u m a n figure—for 
ins tance , the anc ien t menh i r s wi th their c r u d e 
out l ines of faces, or the h e r m s t ha t deve loped 
out of b o u n d a r y stones in anc ien t Greece , or the 

A b o v e left, the s tone a l i g n m e n t s 

at Carnac in B r i t t any , d a t i n g f r o m 

c. 2 0 0 0 B . C . — c r u d e s tones set 

up r igh t in r o w s tha t are t h o u g h t to 

have been used in sacred r i tuals 

and re l ig ious p rocess ions . Left , 

rough s tones rest ing o n raked sand 

in a Zen B u d d h i s t rock g a r d e n ( in 

the Ryoan j i t e m p l e , J a p a n ) . T h o u g h 

apparen t ly h a p h a z a r d , the s tones ' 

a r rangemen t in fac t expresses a 

h igh ly re f ined sp i r i tua l i ty . 

Right , a p reh is to r i c menhir—a 

rock tha t has been s l i gh t l y ca rved 

into a fema le f o r m ( p r o b a b l y a 

m o t h e r g o d d e s s ) . Far r ight , a 

scu lp tu re by M a x Ernst ( b o r n 

1 8 9 1 ) has a lso hard ly a l tered the 

natural shape of the s tone . 
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m a n y pr imi t ive s tone idols with h u m a n features. 
T h e a n i m a t i o n of the stone must be expla ined 
as the project ion of a more or less distinct 
con ten t of the unconscious into the stone. 

T h e pr imi t ive t endency to give merely a hint 
of a h u m a n figure, a n d to re ta in m u c h of the 
stone 's na tu r a l form, can also be seen in 
m o d e r n scu lp ture . M a n y examples show the 
artists" concern wi th the "self-expression" of 'tin
s tone ; to use the l anguage of my th , the stone is 
a l lowed to " speak for itself." This can be seen, 
for ins tance, in the work of the Swiss sculptor 
H a n s Aeschbacher , the A m e r i c a n sculptor 
James Rosat i , a n d the G e r m a n - b o r n artist M a x 
Ernst . In a let ter from Malo ja in 1935, Ernst 
w r o t e : " A l b e r t o [ the Swiss artist G iacomet t i ] 
and I a re afflicted with sculptur i t is . W e work 
on gran i te boulders , large a n d small , from the 
mora ine of the F o r n o glacier. Wonderful ly pol
ished by t ime, frost, a n d wea the r , they are in 
themselves fantastically beautiful . N o h u m a n 
h a n d can do that . So why not leave the spade-
work to the e lements , a n d confine ourselves to 
sc ra tch ing on them the runes of ou r own 
m y s t e r y ? " 

W h a t Ernst m e a n t by " m y s t e r y " is not ex
p la ined . But later in this c h a p t e r I shall try to 
show tha t the " m y s t e r i e s " of the m o d e r n artist 
a re not very different from those of the old 
masters w h o knew the "spir i t of the s t one . " 

T h e emphasis on t h i s " s p i r i t " in much s c u l p 

ture is one indica t ion of the shifting, indef inable 

border l ine be tween religion and ar t . Somet imes 
one canno t be separa ted from the o ther . The 
same amb iv a l en ce can also be seen in ano the r 
symbolic motif, as it appea r s in age-old works 
of a r t : the symbol of the an ima l . 

Animal pictures go back to the last Ice Age 
(between 60,000 and 10,000 B . C . ) . T h e y were 
discovered on the walls of caves in France 
a n d Spain at the end of the last cen tu ry , but it 
was not until ear ly in the present cen tu ry that 
archaeologis ts began to realize their ex t reme 
i m p o r t a n c e a n d to inqu i re into their mean ing . 
These inquir ies revealed an infinitely remote 

prehis tor ic cu l tu re whose existence had never 
even been suspected. 

Even today , a s t range music seems to h a u n t 
the caves that con ta in the rock engravings and 
paint ings . Accord ing to the G e r m a n art his
tor ian Herbe r t Ki ihn , i nhab i t an t s of the 
areas in Africa, Spa in , F rance , and Scand inav ia 
where such pa in t ings a re found could not be 
induced to go nea r the caves. A kind of religious 
awe, or pe rhaps a fear of spirits hover ing a m o n g 
the rocks and the pa in t ings , held them back. 
Passing n o m a d s still lay their votive offerings 
before the old rock pa in t ings in Nor th Africa. 
In the 15 thcen tu ry . Pope Cal ixtus 11 prohibi ted 
religious ceremonies in the " c a v e with the horse-
p ic tu res . " W h i c h cave the pope m e a n t is not 
known, but there can be no d o u b t tha t it was a 
cave of the Ice Age con ta in ing an ima l pictures. 
All this goes to prove that the caves a n d rocks 
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Far left, an imal pa in t ings o n cave 

w a l l s at Lascaux The pa in t i ngs 

w e r e not s imp ly decora t ive ; they 

had a mag ica l f u n c t i o n . Left , a 

d r a w i n g of a b ison covered w i t h 

a r r o w and spear marks: The cave 

d w e l l e r s be l ieved that by r i tual ly 

" k i l l i n g " the image, they w o u l d be 

more l ikely to kil l the a n i m a l . 

Even today the d e s t r u c t i o n of an 

e f f igy or s tatue is a s y m b o l ic 

k i l l ing o f the person d e p i c t e d . 

R igh t , a statue of Sta l in des t royed 

by H u n g a r i a n rebels in 1 9 5 6 ; far 

r ight , rebels hang a bust o f the fo rmer 

Sta l in is t H u n g a r i a n premier 

M a t y a s Rakos i . 

with the a n i m a l pa in t ings have a lways been 
instinctively felt to be w h a t they originally 
were —religious places. T h e numen of the place 
has out l ived the centur ies . 

In a n u m b e r of caves the m o d e r n visitor must 
travel t h rough low, da rk , and d a m p passages 
till he reaches the point where the great pa in ted 
" c h a m b e r s " sudden ly open out . This a rduous 
a p p r o a c h m a y express the desire of the pr imi
tive men to safeguard from c o m m o n sight all 
tha t was con ta ined and went on in the caves, 
and to protect their mystery. T h e sudden and 
unexpec ted sight of the pa in t ings in the c h a m 
bers, coming after the difficult a n d awe-inspir
ing a p p r o a c h , must have m a d e an ove rwhe lm
ing impression on pr imi t ive m a n . 

T h e paleol i thic cave pa in t ings consist a lmost 
entirely of figures of an imals , whose m o v e m e n t s 
and postures have been observed in n a t u r e a n d 
rendered with grea t artistic skill. T h e r e are , 
however , m a n y detai ls tha t show tha t the fig
ures were i n t ended to be someth ing more t han 
natural is t ic r ep roduc t ions . Ki ihn wr i tes : " T h e 
s t range th ing is t ha t a good m a n y pr imi t ive 
paint ings have been used as targets . At M o n t e -
span there is an eng rav ing of a horse tha t is 
being dr iven into a t r a p ; it is pi t ted wi th the 
marks of missiles. A clay model of a bea r in the 
same cave has 42 holes ." 

These pic tures suggest a h u n t i n g - m a g i c like 
that still p rac t iced today by h u n t i n g tribes in 
Africa. T h e pa in t ed an ima l has the function of 

a " d o u b l e " ; by its symbolic s laughter , the 
hun te r s a t t e m p t to an t i c ipa te a n d ensure the 
dea th of the real a n i m a l . Th i s is a form of sym
pa the t i c magic , which is based on the " r e a l i t y " 
of a doub le represented in a p i c t u r e : W h a t 
happens to the p ic tu re will h a p p e n to the 
or iginal . T h e under ly ing psychological fact is 
a s t rong identif ication be tween a living being 
and its image , which is considered to be the 
being 's soul. (This is one reason why a great 
m a n y pr imi t ive people today will shrink from 
being p h o t o g r a p h e d . ) 

O t h e r cave pic tures must have served magic 
fertility rites. T h e y show an imals at the 
m o m e n t of m a t i n g ; an example can be seen in 
the figures of a male and female bison in the 
T u c d ' A u d u b e r t cave in F rance . T h u s the rea
listic p ic ture of the an imals was enr iched by 
over tones of magic and took on a symbol ic sig
nificance. It b e c a m e the image of the living 
essence of the a n i m a l . 

T h e most in teres t ing figures in the cave 
pa in t ings a re those of s e m i h u m a n beings in 
an ima l disguise, which a re somet imes to be 
found besides the an imals . In the Trois Freres 
cave in F rance , a m a n w r a p p e d in an an ima l 
h ide is p lay ing a pr imi t ive flute as if he mean t 
to put a spell on the an imals . In the same cave, 
there is a d a n c i n g h u m a n being , wi th ant lers , a 
horse 's head , and bear ' s paws. Th i s figure, d o m 
ina t ing a medley of several h u n d r e d an imals , is 
unques t ionab ly the " L o r d of the A n i m a l s . " 
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T h e customs a n d usages of some pr imi t ive 
African tribes today can th row some light on 
the m e a n i n g of these myster ious a n d doubt less 
symbolic figures. In ini t ia t ions , secret societies, 
and even the inst i tut ion of m o n a r c h y in these 
tribes, an imals a n d an ima l disguises often play 
an i m p o r t a n t par t . T h e king and chief a re an i 
mals too—genera l ly lions or leopards . Vestiges 
of this custom m a y be discerned in the title of 
the last empero r of E th iopia , Hai le Selassie 
(Lion of J u d a h ) , or the honorific n a m e of Dr . 
Hast ings Banda (The Lion of M a l a w i ) . 

The further back we go in t ime, or the more 
pr imi t ive and close to n a t u r e the society is, the 
more literally such titles must be taken . A pri
mitive chief is not only disguised as the a n i m a l ; 
when he appea r s at in i t ia t ion rites in full an ima l 
disguise, he is the a n i m a l . Still more , he is an 
an ima l spirit , a terrifying d e m o n w h o per
forms ci rcumcis ion. At such m o m e n t s he incor
pora tes or represents the ances tor of the t r ibe 
and the clan, a n d therefore the p r ima l god 
himself. He represents , and is, the " t o t e m " 
an ima l . T h u s we p r o b a b l y should not go far 
wrong in seeing in the figure of the d a n c i n g 
a n i m a l - m a n in the Tro is Freres cave a kind of 
chief who has been t ransformed by his disguise 
into an an ima l d e m o n . 

In the course of t ime, the comple te an ima l 
disguise was superseded in m a n y places by an i 
mal and d e m o n masks. Pr imit ive men lavished 

all their artistic skill on these masks, and m a n y 
of t hem are still unsurpassed in the power and 
intensi ty of their expression. T h e y a re often the 
objects of the same venera t ion as the god or 
d e m o n himself. An ima l masks play a par t in the 
folk arts of m a n y m o d e r n countr ies , like Switzer
land, or in the magnif icent ly expressive masks 
of the anc ient J a p a n e s e No d r a m a , which is 
still performed in m o d e r n J a p a n . T h e symbolic 
function of the mask is the same as tha t of the 
original an ima l disguise. Ind iv idua l h u m a n ex
pression is submerged , but in its place the 
weare r assumes the digni ty and the beau ty (and 
also the horrifying expression) of an an ima l 
d e m o n . In psychological te rms, the mask t rans
forms its weare r in to an a rche typa l image . 

Danc ing , which was original ly no th ing more 
t han a comple t ion of the an ima l disguise by 
a p p r o p r i a t e movemen t s and gestures, was prob
ably s u p p l e m e n t a r y to the ini t ia t ion or o ther 
rites. It was, so to speak, per formed by demons 
in hono r of a d e m o n . In the soft clay of the T u c 
d ' A u d u b e r t cave, H e r b e r t Ki ihn found foot
pr ints tha t led a r o u n d an ima l figures. T h e y show 
that d a n c i n g was pa r t of even the Ice Age rites. 
" O n l y heel pr ints can be seen ," Ki ihn writes. 
" T h e dancer s had moved like bisons. T h e y had 
d a n c e d a bison d a n c e for the fertility and in
crease of the an imals and for their s l augh te r . " 

In his i n t roduc to ry chap te r , Dr . J u n g has 
poin ted out the close re la t ion, or even identifi-

Far left, a preh is tor ic pa in t i ng f r o m 

Trois Freres cave inc ludes ( l o w e r 

r ight corner ) a h u m a n f igure, perhaps 

a s h a m a n , w i t h horns and hoo fs . 

A s e x a m p l e s of "an ima l " dances : 

left, a Bu rmese bu f fa lo d a n c e in 

w h i c h masked dancers are possessed 

by the b u f f a l o spir i t ; r ight , a 

Bo l i v ian dev i l d a n c e in w h i c h the 

dancers w e a r d e m o n i c an imal masks; 

far r ight , an o ld s o u t h w e s t German 

folk d a n c e in w h i c h the dancers 

are d i sgu i sed as w i t c h e s a n d 

as a n i m a l - l i k e " w i l d m e n , " 
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cat ion, be tween the na t ive and his to tem an ima l 
(or " b u s h - s o u l " ) . T h e r e a re special ceremonies 
for the es tabl i shment of this re la t ionship , especi
ally the ini t ia t ion rites for boys. T h e boy enters 
into possession of his " a n i m a l sou l , " a n d at the 
same t ime sacrifices his own " a n i m a l b e i n g " by 
circumcision. Th i s dua l process admi t s h im to 
the to tem clan and establishes his re la t ionship 
to his to tem a n i m a l . Above all, he becomes a 
m a n , a n d (in a still wider sense) a h u m a n being. 

East Coast Africans descr ibed the u n c i r c u m -
cised as " a n i m a l s . " T h e y had ne i ther received 
ah an ima l soul nor sacrificed their " a n i m a l i t y . " 
In o the r words , since ne i ther the h u m a n nor the 
an ima l aspect of an unc i rcumcised boy's soul 
had become conscious, his a n i m a l aspect was 
regarded as d o m i n a n t . 

T h e an ima l motif is usually symbol ic of 
man ' s pr imi t ive and ins t inctual n a t u r e . Even 
civilized men must realize the violence of their 
inst inctual drives and their powerlessness in face 
of the a u t o n o m o u s emot ions e rup t i ng from the 
unconscious. Th i s is still m o r e the case wi th 
pr imit ive men , whose consciousness is not highly 
developed and who are still less well equ ipped 
to w e a t h e r the emot iona l s torm. In the first 
c h a p t e r of this book, when Dr. J u n g is discus
sing the ways in which m a n developed the 
power of reflection, he takes an e x a m p l e of an 
African who fell in to a rage and killed his 
beloved little son. W h e n the m a n recovered 

himself, he was ove rwhe lmed with grief and re
morse for w h a t he had done . In this case a 
negat ive impulse broke loose and did its dead ly 
work regardless of the conscious will. T h e ani
mal d e m o n is a highly expressive symbol for 
such an impulse . T h e vividness and concre te-
ness of the image enables m a n to establish a 
re la t ionship with it as a representa t ive of the 
ove rwhe lming power in himself. H e fears it and 
seeks to p rop i t i a t e it by sacrifice a n d r i tual . 

A large n u m b e r of myths a re concerned with 
a p r imal a n i m a l , which must be sacrificed in 
the cause of fertility or even crea t ion . O n e ex
a m p l e of this is the sacrifice of a bull by the 
Persian sun-god Mi th ra s , from which sp rang the 
ea r th with all weal th and fruitfulness. In the 
Chr is t ian legend of St. George slaying the 
d r a g o n , the pr imeval rite of sacrificial s laughter 
again appea r s . 

In the religions and religious art of prac t i 
cally every race , an ima l a t t r ibu tes a re ascribed 
to the s u p r e m e gods, or the gods a re repre
sented as an imals . T h e anc ient Babylonians 
t rans la ted their gods into the heavens in the 
shape of the R a m , the Bull, the C r a b , the Lion, 
the Scorpion, the Fish, and so on — the signs of 
the Zod iac . T h e Egypt ians represented the god
dess H a t h o r as cow-headed , the god A m o n as 
r a m - h e a d e d , and T h o t h as ibis-headed or in the 
shape of a b a b o o n . G an esh a , the H i n d u god of 
good fortune, has a h u m a n body but the head 
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of an e lephan t , Vishnu is a boar , H a n u m a n is an 
ape-god , etc. ( T h e H i n d u s , incidenta l ly , do not 
assign the first p lace in the h ie ra rchy of being 
to m a n : T h e e l ephan t and lion s tand higher . ) 

Greek mythology is full of a n i m a l sym
bolism. Zeus, the father of the gods, often 
app roaches a girl w h o m he desires in the shape 
of a swan, a bul l , or an eagle. In G e r m a n i c 
mythology, the cat is sacred to the goddess 
Freya , while the boar , the raven , and the horse 
a re sacred to W o t a n . 

Even in Chr is t ian i ty , a n i m a l symbol ism plays 
a surprisingly grea t par t . Three of the Evange
lists have an ima l e m b l e m s : St. Euke has the 
ox, St. M a r k the lion, a n d St. J o h n the eagle. 
On ly one , St. M a t t h e w , is represented as a m a n 
or as an angel . Chr is t himself symbolical ly 
appea r s as the L a m b of G o d or the Fish, but he 
is also the se rpent exal ted on the cross, the lion, 
and in r a re r cases the un icorn . These an ima l 
a t t r ibu tes of Chris t ind ica te that even the Son 
of God (the s u p r e m e personification of m a n ) 
can no more dispense wi th his an ima l n a t u r e 
t han with his h igher , spir i tual n a t u r e . T h e sub
h u m a n as well as the s u p e r h u m a n is felt to be
long to the rea lm of the d iv ine ; the re la t ionship 
of these two aspects of m a n is beautifully sym
bolized in the Chr i s tmas p ic tu re of the b i r th of 
Chris t , in a s table a m o n g an imals . 

T h e boundless profusion of a n i m a l symbolism 
in the religion a n d ar t of all t imes does not 

2 3 8 

Left , a mask used in the anc ien t 

No d r a m a of J a p a n , in w h i c h t h e 

p layers o f t e n por t ray g o d s , spir i ts, 

or d e m o n s . A b o v e r ight , m a s k e d 

per fo rmers in Japanese d a n c e theater 

B e l o w r ight , an ac tor in J a p a n ' s 

Kabuk i d rama, dressed as a med ieva l 

hero, w i t h m a s k - l i k e make up 
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merely emphas i ze the i m p o r t a n c e of the sym
bol ; it shows how vital it is for men to in tegra te 
into their lives the symbol ' s psychic con ten t — 
instinct . In itself, an a n i m a l is ne i ther good nor 
evil; it is a piece of n a t u r e . It c a n n o t desire 
a n y t h i n g that is not in its n a t u r e . T o pu t this 
a n o t h e r way, it obeys its instincts. T h e s e in
stincts often seem myster ious to us, bu t they 
have their paral lel in h u m a n life: T h e founda
tion of h u m a n n a t u r e is instinct . 

But in m a n , the " a n i m a l b e i n g " (which lives 
in him as his inst inctual psyche) may become 
dange rous if it is not recognized and in tegra ted 
in life. M a n is the only c r ea tu r e with the power 
to control instinct by his own will, bu t he is also 
able to suppress , d is tor t , and w o u n d it and an 
an ima l , tospeak metaphor ica l ly , is never so wild 
and dange rous as w h e n it is w o u n d e d . Sup 
pressed instincts can gain control of a m a n ; they 
can even destroy h im. 

T h e familiar d r e a m in which the d r e a m e r is 
pursued by an a n i m a l near ly a lways indicates 
tha t an inst inct has been split off from consci
ousness and ought to be (or is t ry ing to be) re
admi t t ed and in tegra ted into life. T h e more 
dangerous the behav io r of the a n i m a l in the 
d r e a m , the more unconscious is the pr imi t ive 
and ins t inctual soul of the d r e a m e r , and the 
more impera t ive is its in tegra t ion in to his life if 
some i r r epa rab le evil is to be forestalled. 

Suppressed and w o u n d e d instincts are the 
dangers t h r ea t en ing civilized m a n ; un inh ib i t ed 
drives a re the dange r s t h r ea t en ing pr imi t ive 
m a n . In both cases the " a n i m a l " is a l iena ted 
from its t rue n a t u r e ; and for bo th , the accept 
ance of the an ima l soul is the condi t ion for 
wholeness and a fully lived life. Pr imi t ive m a n 
must t ame the an ima l in himself and m a k e it 
his helpful c o m p a n i o n : civilized m a n must heal 
the an ima l in himself and make it his friend. 

O t h e r con t r ibu to rs to this book have discussed 
the i m p o r t a n c e of the stone and an ima l motifs 
in terms of d r e a m a n d m y t h ; I have used them 
here only as general examples of the a p p e a r a n c e 
of such living symbols t h r o u g h o u t the history 
of art (and especially religious a r t ) . Let us now 
examine in the same way a most powerful and 
universal s y m b o l : the circle. 

Examples of an imal s y m b o l s o f 

d i v in i t i es f r o m three re l ig ions: 

T o p of page, the H indu g o d Ganesha 

(a pa in ted scu lp tu re f r o m the 

Royal Palace of N e p a l ) , g o d of 

p r u d e n c e a n d w i s d o m ; above , the 

Greek g o d Zeus in the f o r m of a 

s w a n ( w i t h Leda) ; r ight , o n oppos i te 

s ides of a med ieva l c o i n , the 

c ruc i f i ed Christ s h o w n as a m a n 

and as a serpent 
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The symbol of the circle 

Dr. M. -E . von Franz has expla ined the circle 
(or sphere) as a symbol of the Self. It expresses 
the total i ty of the psyche in all its aspects, in
c lud ing the re la t ionship be tween m a n a n d the 
whole of n a t u r e . W h e t h e r the symbol of the 
circle appea r s in pr imi t ive sun worsh ip or 
mode rn religion, in myths or d r e a m s , in the 
m a n d a l a s d r a w n by T i b e t a n monks, in the 
g round plans of cities, or in the spher ical con
cepts of early as t ronomers , it a lways points to 
the single most vital aspect of life its u l t ima te 
wholeness. 

An Ind ian creat ion myth relates that the 
god B r a h m a , s t and ing on a huge , t housand-
petaled lotus, tu rned his eyes to the four points 
of the compass . This fourfold survey from the 
circle of the lotus was a kind of p re l iminary 
or ien ta t ion , an indispensable taking of bear ings , 
before he began his work of c rea t ion . 

A similar story is told of B u d d h a . At the 
m o m e n t of his b i r th , a lotus flower rose from the 
ear th and he s tepped into it to gaze into the 10 
direct ions of space . ( T h e lotus in this case was 
e igh t - r ayed ; and Buddha also gazed u p w a r d 
and d o w n w a r d , mak ing 10 direct ions.) This 
symbolic gesture of survey was the most concise 
me thod of showing that from the m o m e n t of 
his b i r th , the B u d d h a was a un ique personal i ty , 
predest ined to receive i l lumina t ion . His person
ality and his further existence were given the 
impr in t of wholeness. 

T h e spatial o r ien ta t ion performed by B r a h m a 
and B u d d h a may be r ega rded as symbolic of the 
h u m a n need for psychic o r ien ta t ion . T h e four 
functions of consciousness described by Dr. Jung 
in his chap te r , p. 61 though t , feeling, intui
tion, and sensat ion equ ip m a n to deal with 
the impressions of the world he receives from 
within and wi thout . It is by means of these 
functions that he c o m p r e h e n d s and assimilates 
his expe r i ence ; it is by means of t hem that he 
can respond. B rahma ' s four-fold survey of the 
universe symbolizes the necessary in tegra t ion of 

these four functions that m a n must achieve. (In 
ar t , the circle is often e ight - rayed . Th i s expresses 
a reciprocal ove r l app ing of the four functions of 
consciousness, so tha t four further i n t e rmed ia t e 
functions come a b o u t — for ins tance, thought 
colored by feeling or in tu i t ion , or feeling tend
ing toward sensation.) 

In the visual ar t of Ind ia and the Far East, 
the four- or e ight- rayed circle is the usual pa t 
tern of the religious images that serve as instru
ments of medi ta t ion . In T i b e t a n Lamaism 
especially, richly figured m a n d a l a s play an 
i m p o r t a n t pa r t . As a rule , these m a n d a l a s repre 
sent the cosmos in its re lat ion to divine powers. 

But a great m a n y of the eastern medi ta t ion 
figures a re purely geometr ica l in des ign; these 
a re calledyanlras. Aside from the circle, a very 
c o m m o n y a n t r a motif is formed by two inter
pene t r a t i ng tr iangles, one p o i n t - u p w a r d , the 
o the r po in t -downward . Tradit ionally, th i sshape 
Symbolizes the union of Shiva and Shakt i , the 
male a n d female divinities, a subject that also 
appea r s in scu lp ture in countless var ia t ions . In 
terms of psychological symbolism, it expresses 
the union of opposites — the union of the per
sonal , t empora l world of the ego with the 
non-persona l , timeless world of the non-ego. 
Ul t imate ly , this union is the fulfillment and goal 
of all rel igions: It is the union of the soul with 
God . The two in t e rpene t r a t i ng tr iangles have a 
symbolic m e a n i n g similar to that of the more 

Right , a yantra (a f o r m of m a n d a l a ) . 

c o m p o s e d of n ine l inked t r iangles 

The m a n d a l a , s y m b o l i z i n g w h o l e n e s s , 

is o f t e n c o n n e c t e d w i t h excep t iona l 

b e i n g s of m y t h or l egend . Far r ight, 

a T ibe tan p a i n t i n g of the b i r th of 

B u d d h a : in the l o w e r left corner, 

B u d d h a takes his first s t e p s o n a 

cross f o r m e d of c i rcular b lossoms. 

A b o v e r ight , the b i r th of A lexander 

the Great (a 1 6 t h - c e n t u r y manusc r ip t 

i l l us t ra t ion) hera lded by c o m e t s — 

in c i rcu lar or m a n d a l a f o r m . 

I" 

Das
ein

 Foundati
on



c o m m o n c i rcular m a n d a l a . T h e y represent the 
wholeness of the psyche or Self, of which con
sciousness is just as m u c h a part as the 
unconscious . 

In both the t r iangle yan t ra s and the 
sculp tura l representa t ions of the union of Shiva 
and Shakt i , the emphas is lies on a tension be
tween the opposites. Hence the marked erotic 
and emot iona l cha rac t e r of m a n y of them. This 
d y n a m i c qual i ty implies a process the crea
tion, or coming into being, of wholeness — while 
the four- or e ight - rayed circle represents whole
ness as such, as an existing enti ty. 

T h e abs t rac t circle also figures in Zen pa in t 
ing. Speak ing of a p ic ture enti t led The Circle, 
by the famous Zen priest Sangai , ano the r Zen 
master wr i tes : " I n the Zen sect, the circle re
presents en l igh tenment . It symbolizes h u m a n 
perfec t ion ." 

Abst rac t m a n d a l a s also a p p e a r in E u r o p e a n 
Chr is t ian ar t . Some of the most splendid 
examples a re the rose windows of the ca thedra l s . 
These are representa t ions of the Self of m a n 
t ransposed on to the cosmic p lane . (A cosmic 
m a n d a l a in the shape of a shining whi te rose 
was revealed to D a n t e in a vision.) W e m a y re
gard as m a n d a l a s the haloes of Christ and the 
Chris t ian saints in religious pa in t ings . In m a n y 
cases, the halo of Christ is a lone divided into 
lour, a significant allusion to his sufferings as 
the Son of M a n and his dea th on the Cross, and 
at the same t ime a symbol of his differentiated 
wholeness. O n the walls of early R o m a n e s q u e 
churches , abs t ract c i rcular figures can some
times be seen; they may go back to pagan 
originals . 

In non-Chr i s t i an ar t , such circles are called 
" sun whee ls . " T h e y a p p e a r in rock engravings 
that da t e back to the neoli thic epoch before the 
wheel was invented . As J u n g has poin ted out , 
the term "sun whee l " denotes only the external 
aspect of the figure. W h a t really ma t t e r ed at 
all t imes was the exper ience of an a r che typa l . 
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Left , an e x a m p l e of the m a n d a l a in 

re l ig ious arch i tec ture : the A n g k o r 

W a t B u d d h i s t t emp le in C a m b o d i a , 

a square b u i l d i n g w i t h en t rances at 

the fou r corners. R ight , the ru ins 

of a fo r t i f i ed c a m p in D e n m a r k (c. 

A D . 1 0 0 0 ) , w h i c h w a s laid o u t in 

a c i rc le - as is the for t ress t o w n 

(center r igh t ) of P a l m a n o v a , Italy 

(bu i l t in 1 5 9 3 ) , w i t h its star-

s h a p e d fo r t i f i ca t ions . Far r ight , 

the streets that meet at L 'Etoi le, Paris, 

to f o r m a m a n d a l a 

inner image , which S tone Age m a n rendered in 
his ar t as faithfully as he depic ted bulls, gazelles, 
or wild horses. 

M a n y pictorial m a n d a l a s a re to be found in 
Chris t ian a r t : for example , the r a the r ra re pic
ture of the Virgin in the center of a c i rcular 
tree, which is the God-symbol of the b u r n i n g 
bush. The most widely cu r r en t m a n d a l a s in 
Chr is t ian ar t a re those of Christ su r rounded by 
the four Evangelists . These go back to the 
ancient Egypt ian representa t ions of the god 
Horus and his four sons. 

In a rch i t ec tu re the m a n d a l a also plays an 
i m p o r t a n t par t but one that often passes 
unnot iced . It forms the g round plan of both 
secular and sacred bui ldings in near ly all civili
za t ions ; it enters into classical, medieval , a n d 
even m o d e r n town p lanning . A classical example 
appears in P lu ta rch ' s accoun t of the foundat ion 
of R o m e . Accord ing to P lu ta rch , R o m u l u s sent 
for bui lders from Et rur ia who ins t ructed him by 
sacred usages and wr i t ten rules abou t all the 
ceremonies to be observed — in the same way "as 
in the myster ies ." First they d u g a round pit 
where the C o m i t i u m , or Cour t of Assembly, now 
stands, and into this pit they threw symbolic 
offerings of the fruits of the ea r th . T h e n each 
m a n took a small piece of ea r th of the land from 
which he c a m e , and these were all th rown into 
the pit together . T h e pit was given the n a m e of 
mundus (which also m e a n t the cosmos). A r o u n d 
it R o m u l u s d rew the b o u n d a r y of the city in a 
circle with a plow d r a w n by a bull and a cow. 
W h e r e v e r a ga te was p l anned , the p lowshare 
was taken out and the plow carr ied over. 

The city founded in this solemn ce remony 
was c i rcular in shape . Yet the old and famous 

descr ipt ion of R o m e is urbs quadrata, the 
squa re city. Accord ing to one theory that 
a t t empt s to reconcile this con t rad ic t ion , the 
word quadrata must be unders tood to mean 
" q u a d r i p a r t i t e " ; tha t is, the c i rcular city was 
divided into four par ts by two main ar ter ies 
r u n n i n g from nor th to south and west to east. 
The point of intersection coincided with the 

mundus ment ioned by Plu tarch . 
Accord ing to a n o t h e r theory, the con t rad ic 

tion can be unders tood only as a symbol , namely 
as a visual representa t ion of the ma thema t i ca l ly 
insoluble p rob lem of the squa r ing of the circle, 
which had great ly preoccupied the Greeks and 
was to play so great a par t in a l chemy. St rangely 
enough , before descr ibing the circle ce remony 
of the foundat ion of the city by Romulus , 
P lu ta rch also speaks of R o m e as Roma quad
rata, a square city. For h im, R o m e was both a 
circle and a square . 

In each theory a t rue m a n d a l a is involved, 
and that links u p with P lu t a rch ' s s t a t ement that 
the foundat ion of the city was t augh t by the 
Et ruscans "a s in the myster ies ," as a secret rite. 
It was more t han a mere o u t w a r d form. By its 
m a n d a l a g round p lan , the city, with its inhab i 
tants , is exal ted above the purely secular rea lm. 
This is further emphas ized by the fact tha t the 
city has a center , the mundus, which established 
the city's re la t ionship to the " o t h e r " rea lm, the 
a b o d e of the ances t ra l spirits. ( T h e mundus was 
covered by a great s tone, called the "soul s tone . " 
O n cer ta in days the stone was removed , and 
then , it was said, the spirits of the dead rose 
from the shaft.) 

A n u m b e r of medieval cities were founded 
on the g r o u n d plan of a m a n d a l a and were 
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su r rounded by an a p p r o x i m a t e l y c i rcular wall. 
In such a city, as in R o m e , two m a i n ar ter ies 
divided it into " q u a r t e r s " a n d led to the four 
gates. T h e church or ca thed ra l stood at the 
point of intersect ion of these ar ter ies . T h e in
spirat ion of the medieval city with its qua r t e r s 
was the Heaven ly J e r u s a l e m (in the Book of 
Revela t ion) , which had a squa re g round plan 
and walls with three times four gates. But J e r u 
salem had no t emple at its center , for God ' s 
immed ia t e presence was the center of it. (The 
m a n d a l a g round plan for a city is by no means 
ou tmoded . A m o d e r n e x a m p l e is the city of 
Wash ing ton , D.C.) 

W h e t h e r in classical or in pr imi t ive founda
tions, the m a n d a l a g r o u n d plan was never 
dicta ted by considera t ions of aesthetics or 
economics. It was a t ransformat ion of the city 
into an o rdered cosmos, a sacred place bound 
by its center to the o the r world. And this t rans
formation accorded with the vital feelings and 
needs of religious m a n . 

Every bui ld ing , sacred or secular , tha t has a 
m a n d a l a g r o u n d plan is the project ion of an 
a r che typa l image from wi th in the h u m a n un
conscious on to the ou te r wor ld . T h e city, the 
fortress, and the t emple become symbols of 
psychic wholeness , and in this way exercise a 
specific influence on the h u m a n be ing who 
enters or lives in the place. (I t need hard ly be 
emphas ized that even in a rch i t ec tu re the pro
jec t ion of the psychic conten t was a pure ly un
conscious process. " S u c h things canno t be 
though t u p , " Dr. J u n g has wr i t ten , " b u t must 
grow again from the forgotten dep ths if they are 
to express the deepest insights of consciousness 
and the loftiest in tui t ions of thespir i t , t h u s a m a l -
g a m a t i n g the uniqueness of p resen t -day consci
ousness with the age-old past of h u m a n i t y . " ) 

T h e cent ra l symbol of Chr is t ian ar t is not the 
m a n d a l a , but the cross or crucifix. U p to C a r o -
lingian t imes, the equi la tera l or Greek cross was 
the usual form, and therefore the m a n d a l a was 
indirect ly impl ied . But in the course of t ime the 

M e d i e v a l re l ig ious a rch i tec tu re w a s 

usual ly based o n the shape of the 

cross. Left , a 1 3 t h - c e n t u r y c h u r c h 

( in E th iop ia ) cu t f rom the rock. 

Rena issance re l ig ious art s h o w s a 

reo r ien ta t ion to the ear th a n d the 

b o d y : R igh t , a p lan for a c i rcu lar 

c h u r c h or bas i l ica based o n the 

b o d y ' s p r o p o r t i o n s , d r a w n by the 

1 5 t h - c e n t u r y I tal ian artist and 

a rch i tec t Francesco di G i o r g i o 
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cente r moved u p w a r d unti l the cross took on 
the La t in form, wi th the stake a n d the cross
b e a m , tha t is cus tomary today. Th i s deve lop
men t is i m p o r t a n t because it cor responds to the 
inward deve lopmen t of Chr is t ian i ty up to the 
high Midd le Ages. In s imple te rms, it symbo
lized the t endency to remove the center of m a n 
and his faith from the ea r th and to " e l e v a t e " it 
into the spir i tual sphere . Th i s t endency sp rang 
from the desire to pu t in to ac t ion Chris t ' s say
ing : " M y k ingdom is not of this w o r l d . " Ear th ly 
life, the wor ld , a n d the body were therefore 
forces that had to be ove rcome . Medieva l m a n ' s 
hopes were thus d i rec ted to the beyond , for it 
was only from paradise tha t the promise of 
fulfillment beckoned . 

Th i s endeavo r reached its c l imax in the 
Middle Ages and in medieval mysticism. T h e 
hopes of the beyond found expression not only 
in the raising of the cen te r of the cross; it can 
also be seen in the increasing height of the 
Goth ic ca thedra l s , which seem to set the laws 
of gravi ty at defiance. T h e i r cruciform g round 
plan is that of the e longated Lat in cross ( though 

the bapt is ter ies , wi th the font in the center , have 
a t rue m a n d a l a g round p l an ) . 

Wi th the d a w n i n g of the Rena issance , a revo
lu t ionary change began to occur in m a n ' s con
cept ion of the world. T h e " u p w a r d " movemen t 
(which reached its c l imax in the late Midd le 
Ages) went in to reverse; m a n tu rned back to 
the ea r th . He rediscovered the beaut ies of 
n a t u r e and the body , m a d e the first c i r cumnav i 
gat ion of the globe, and proved the world to be 
a sphere . T h e laws of mechanics and causali ty 
became the foundat ions of science. T h e world of 
religious feeling, of the i r ra t iona l , and of mysti
cism, which had played so great a par t in medi 
eval t imes, was more and more submerged by 
the t r i umphs of logical t hough t . 

Similar ly, ar t b e c a m e more realistic and sen
suous. It broke a w a y from the religious subjects 
of the Midd le Ages and e m b r a c e d the whole 
visible wor ld . It was ove rwhe lmed by the m a n i -
fbldness of the ea r th , by its sp lendor and horror , 
and b e c a m e w h a t Goth ic a r t had been before 
it : a t rue symbol of the spirit of the age. T h u s 
it can ha rd ly be regarded as acc identa l that 
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a change also c a m e over ecclesiastical bui ld
ing. In contras t to the soar ing Goth ic ca thedra l s , 
there were more c i rcular g r o u n d plans. T h e 
circle replaced the La t in cross. 

This change in form, however — and this is 
the i m p o r t a n t point for the history of symbol
i s m - must be a t t r i b u t e d to aesthet ic , a n d not to 
religious, causes. T h a t is the only possible ex
p lana t ion for the fact tha t the center of these 
round churches ( the t ruly " h o l y " place) is 
empty , and tha t the a l t a r s tands in a recess in 
a wall away from the center . For tha t reason 
the p lan canno t be descr ibed as a t rue m a n 
dala . An i m p o r t a n t except ion is St. Peter 's in 
R o m e , which was buil t to ihe p lans of Bra-
m a n t e and Miche lange lo . H e r e the a l t a r s tands 
in the center . O n e is t e m p t e d , however , to 
a t t r i bu t e this except ion to the genius of the 
archi tects , for grea t genius is a lways both of and 
beyond its t ime. 

In spite of the fa r - reaching changes in ar t , 
phi losophy, and science b rough t a b o u t by the 
Renaissance , the cent ra l symbol of Chr is t iani ty 
r emained u n c h a n g e d . Christ was still r epre 

sented on the Lat in cross, as he is today. T h a t 
mean t tha t the cen te r of religious m a n re
mained ancho red on a higher , more spir i tual 
p lane than that of ea r th ly m a n , who had 
tu rned back to n a t u r e . T h u s a rift arose be
tween m a n ' s t rad i t iona l Chr is t iani ty and his 
ra t ional or intel lectual m ind . Since tha t t ime, 
these two sides of m o d e r n m a n have never been 
b rough t together . In the course of the centur ies , 
with m a n ' s g rowing insight in to n a t u r e and its 
laws, this division has g radua l ly g rown wide r ; 
and it still splits the psyche of the western 
Chr is t ian in the 20th cen tu ry . 

O f course, the brief historical s u m m a r y given 
here has been over-simplified. Moreover , it 
omits the secret religious movemen t s wi thin 
Chr is t ian i ty tha t took accoun t , in their beliefs, 
of w h a t was usually ignored by most Chr is
t ians : the quest ion of evil, the ch thon ic (or 
ear thly) spirit. Such movemen t s were a lways in 
a minor i ty a n d seldom had any very visible 
influence, bu t in their way they fulfilled the 
i m p o r t a n t role of a c o n t r a p u n t a l a c c o m p a n i 
men t to Chr is t ian spir i tual i ty . 

The Renaissance interest in ou ter 

real i ty p r o d u c e d the C o p e r n i c a n s u n -

cen te red universe ( le f t ) a n d tu rned 

art ists a w a y f r o m " i m a g i n a t i v e " art 

to na ture : B e l o w left, Leonardo 's 

s tudy of the h u m a n heart. 

Rena issance art — w i t h its sensuous 

c o n c e r n w i t h l ight , nature, and the 

b o d y (far left, a T in to re t to , 1 6 t h 

c e n t u r y ) — set a pat tern that lasted 

unt i l the Impress ion is ts . B e l o w , a 

p a i n t i n g by Renoi r ( 1841 - 1 9 1 9 ) . 
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Far left, the s y m b o l i c a l chemica l 

c o n c e p t of the squared c i r c l e — 

s y m b o l of w h o l e n e s s and of 

the u n i o n of oppos i t es ( n o t e t h e 

male a n d fema le f i g u r e s ) - L e f t , 

a m o d e r n squared c i rc le by the 

Br i t ish artist B e n N i c h o l s o n (bo rn 

1 8 9 4 ) : It is a s t r ic t ly geomet r i ca l , 

e m p t y f o r m possess ing aesthet ic 

h a r m o n y a n d beauty but w i t h o u t 

s y m b o l i c m e a n i n g . 

R ight , a "sun w h e e l ' in a pa in t i ng 

by the m o d e r n Japanese artist So fu 

Tesh igahara (bo rn 1 9 0 0 ) f o l l o w s the 

t e n d e n c y of m a n y m o d e r n painters, 

w h e n us ing " c i r c u l a r " shapes, to make 

t h e m asymmet r i ca l . 

A m o n g the m a n y sects a n d m o v e m e n t s that 
arose a b o u t A . D . 1000, the a lchemists p layed a 
very i m p o r t a n t pa r t . T h e y exal ted the mysteries 
of m a t t e r and set t h e m alongside those of the 
" h e a v e n l y " spirit of Chr is t ian i ty . W h a t they 
sought was a wholeness of m a n encompass ing 
mind and body , and they invented a thousand 
names a n d symbols for it. O n e of their cent ra l 
symbols was the quadratura circuli ( the squar 
ing of the circle) , which is no more t han the 
t rue m a n d a l a . 

T h e a lchemists not only recorded their work 
in their wr i t ings ; they c rea ted a wea l th of pic
tures of their d r e a m s and visions —symbolic 
pictures tha t a re still as profound as they are 
baffling. T h e y were inspired by the da rk side of 
n a t u r e — evil, the d r e a m , the spirit of ea r th . 
T h e mode of expression was a lways fabulous, 
d reaml ike , a n d unrea l , in bo th word and pic
ture . T h e grea t 15th-century Flemish pa in te r 
H i e r o n y m u s Bosch may be r ega rded as the 
most i m p o r t a n t represen ta t ive of this kind of 
imagina t ive a r t . 

But at the same t ime, m o r e typical Rena is 
sance pa in ters (working in the full light of day , 
so to speak) were p r o d u c i n g the most splendid 
works of sensuous ar t . T h e i r fascination wi th 
ear th and n a t u r e went so deep tha t it p rac t i 
cally de t e rmined the deve lopmen t of visual ar t 
for the next five centur ies . T h e last great repre
sentatives of sensuous ar t , the ar t of the passing 
m o m e n t , of light and air, were the 19th-century 
impressionists. 

W'e may here d i scr imina te be tween two radi
cally different modes of artistic representa t ion. 
M a n y a t t emp t s have been m a d e to define their 
character is t ics . Recent ly H e r b e r t Ki ihn (whose 
work on the cave-pain t ings I have a l ready men
t ioned) has tried to d r a w a dis t inct ion between 
wha t he calls the " i m a g i n a t i v e " and the "sen
sory" style. T h e " sensory" style general ly de
picts a direct r ep roduc t ion of n a t u r e or of the 
picture-subject . T h e " i m a g i n a t i v e , " on the 
o ther h an d , presents a fantasy or exper ience of 
the artist in an "un rea l i s t i c , " even dreaml ike , 
and sometimes " a b s t r a c t " m a n n e r . Ki ihn ' s two 
concept ions seem so simple and so clear that I 
a m glad to make use of t hem. 

T h e first beginnings of imagina t ive ar t go 
back very far in history. In the M e d i t e r r a n e a n 
basin, its efflorescence dates from the third mill
enn ium B . C . It has only recently been realized 
that these ancient works of ar t are not the 
results of incompe tence or i gno rance ; they are 
modes of expression of a perfectly definite reli
gious and spir i tual emot ion . And they have a 
special appea l today , for, d u r i n g the last half-
cen tury , ar t has been passing once more 
th rough a phase that can be described by the 
term " i m a g i n a t i v e . " 

T o d a y the geometr ica l , or " a b s t r a c t , " symbol 
of the circle has again come to play a con
siderable role in pa in t ing . But with few excep
tions the t radi t ional mode of representa t ion has 
unde rgone a character is t ic t ransformat ion that 
corresponds to the d i l emma of mode rn man ' s ex-
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istence. The circle is no longer a single m e a n 
ingful figure tha t embraces a whole world and 
domina te s the p ic ture . Somet imes the artist has 
taken it out of its d o m i n a n t position, replacing 
it by a loosely organized g r o u p of circles. Some
times the p lane of the circle is a symmet r ica l . 

An example of the asymmet r ica l c i rcular 
p lane may be seen in the famous sun disks of 
the French pa in te r Robe r t De l aunay . A pa in t 
ing by the m o d e r n English pa in te r Ceri 
R icha rds , now in Dr. J u n g ' s collection, contains 
an entirely asymmet r ica l c i rcular p lane , while 
far to the left there appea r s a very m u c h smaller 
and e m p t y circle. 

In the French pa in te r Henr i Matisse 's Slill 
Life with Vase of Nasturtiums, the focus of 
vision is a green sphere on a s lant ing black 
b e a m , which seems to ga the r into itself the 
manifold circles of the nas tu r t i um leaves. T h e 
sphere over laps a r ec t angu la r figure, the top 
left-hand corner of which is folded over. Given 
the artistic perfection of the pa in t ing it is easy 
to forget that in the past these two abstract 
figures ( the circle and the square) would have 
been un i ted , and would have expressed a world 
of thoughts and feelings. But anyone who does 
r e m e m b e r , and raises the quest ion of mean ing , 
will find food for t h o u g h t : T h e two figures that 
from the beg inn ing of t ime have formed a whole 
a re in this pa in t ing torn apa r t or incoherent ly 
re la ted. Yet both a re there and are touching 
each other . 

In a p ic ture pa in ted by the Russ ian-born 
artist VVassily Kand insky there is a loose assem
bly of colored balls or circles that seem to be 
drifting like soap bubbles . They. too. are tenu
ously connec ted with a backg round of one large 
rec tangle with two small , almost square rect
angles con ta ined in it. I n ano the r p ic ture , which 
he called A Few Circles, a da rk cloud (or is it a 

Left , Limits of Understanding by 

Paul Klee ( 1 8 7 9 - 1 9 4 0 ) — o n e 2 0 t h -

c e n t u r y p a i n t i n g in w h i c h the 

s y m b o l o f the c i rc le retains a 

d o m i n a n t p o s i t i o n . 
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swooping b i rd?) aga in bears a loosely a r r a n g e d 
g r o u p of br ight balls or circles. 

Circles often a p p e a r in unexpected con
nections in the mysterious composi t ions ol the 
British artist Pau l Nash. In the pr imeval soli
tude of his l andscape Event on the Downs, a 
ball lies in the right foreground. T h o u g h it is 
a p p a r e n t l y a tennis ball , the design on its 
surface forms the Tai-gi-tit, the Chinese sym
bol of e t e rn i ty ; thus it opens up a new 
dimension in the loneliness of the landscape . 
Some th ing similar h a p p e n s in Nash 's Land
scape from a Dream. Balls are rolling out of sight 
in an infinitely wide mi r ro red landscape , with 
a huge sun visible on the horizon. A n o t h e r ball 
lies in the foreground, in front of the roughly 
square mir ror . 

In his d r a w i n g Limits of Understanding, the 
Swiss artist Paul Klee places the s imple figure 
of a sphere or a circle above a complex s t ruc-

Circ les appear b roken or loosely 

scat tered in The Sun and the Moon. 

t o p , by Rober t De launay ( 1 8 8 5 

1 9 4 1 ) ; in A Few Circles, left, 

by Kand insky ( 1 8 6 6 - 1 9 4 4 ) ; and in 

Landscape from a Dream, r ight , 

by Paul Nash ( 1 8 8 9 - 1 9 4 6 ) B e l o w , 

Composition by Piet M o n d r i a n 

( 1 8 7 2 - 1 9 4 4 ) is d o m i n a t e d by squares. 
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ture of ladders and lines. Dr. J u n g has pointed 
out thai a t rue symbol appea r s only when there 
is a need to express wha t thought canno t think 
or what is only divined or felt; that is the pur
pose of Rice 's s imple figure at the " l imits of 
u n d e r s t a n d i n g . " 

It is impor t an t to note that the square , or 
groups of rectangles and squares , or rectangles 
and rhomboids , have a p p e a r e d in mode rn art 
just as often as the circle. The master of har 
monious ( indeed, " m u s i c a l " ) composi t ions with 
squares is the D u t c h - b o r n artist Piet M o n d r i a n . 
As a rule there is no ac tua l center in any of his 
pictures, yet they form an o rdered whole in 
their own strict, a lmost ascetic fashion. Still 
more c o m m o n are pain t ings by o the r artists 
with i r regular q u a t e r n a r y composi t ions, or 
numerous rectangles c o m b i n e d in more or less 
loose groups . 

T h e circle is a symbol of the psyche even 
Plato descr ibed the psyche as a sphere ) . T h e 
square ' a n d often the rec tangle is a symbol 
o f e a r t h b o u n d ma t t e r , of the body and reality. 
In most m o d e r n ar t , the connec t ion be tween 
these two p r imary forms is e i ther nonexis tent , 
or loose and casual . Their separa t ion is 
ano the r symbolic expression of the psychic 
state of 20 th-cen tury m a n : His soul has lost 
its roots and he is t h rea tened bv dissocia

tion. Even in the world s i tuat ion of today 
fas Dr. J u n g pointed out in his open ing c h a p 
ter ) , this split has become ev iden t : T h e west
ern and eastern halves of the ea r th are separ
a ted by an I ron C u r t a i n . 

But the frequency with which the square and 
the circle a p p e a r must not be overlooked. There 
seems to be an u n i n t e r r u p t e d psychic urge to 
br ing into consciousness the basic factors of life 
that they symbolize. Also, in cer ta in abs t rac t 
pictures of our t ime (which merely represent a 
colored s t ruc tu re or a kind of " p r i m a l m a t t e r " ), 
these forms occasionally a p p e a r as if they were 
germs of new g rowth . 

The symbol of the circle has played a cur ious 
par t in a very different p h e n o m e n o n of the life 
of our day, and occasionally still does so. In 
the last years of the Second Wor ld W a r , there 
arose the "v is ionary r u m o r " of round flying 
bodies that became known as "flying saucers" 
or I T ' O s unidentified flying objects) . J u n g has 
expla ined the U F O s as a project ion of a psy
chic content (of wholeness that has at all times 
been symbolized by the circle. In o ther winds , 
this "vis ionary r u m o r , " as can also be seen in 
m a n y d r e a m s of our t ime, is an a t t e m p t by the 
unconscious collective psyche to heal the split in 
our apoca lyp t ic age by means of the symbol 
of the circle. 

- 1') 

A b o v e , an i l lus t ra t ion f r o m a 1 6 th 

cen tu ry G e r m a n broadsheet of some 

s t range c i rcu lar ob jec ts seen in 

the sky - s imi lar to the " f l y i n g 

saucers " that have been seen in 

recent years. J u n g has sugges ted 

that such v is ions are p ro jec t ions 

of the a rche type of w h o l e n e s s . 
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Modern painting as a symbol 

T h e terms " m o d e r n a r t " and " m o d e r n pa in t 
i n g " a re used in this chap t e r as the l a y m a n uses 
them. W h a t I will be dea l ing with , to use 
Kiihn"s t e rm, is m o d e r n imaginative pa in t ing . 
Pictures of this kind can be " a b s t r a c t " (or r a the r 
"non- f igura t ive" ) bu t they need not a lways be 
so. T h e r e will be no a t t e m p t to dist inguish 
a m o n g such var ious forms as fauvism, cubism, 
expressionism, futurism, sup rema t i sm, con
struct ivism, o rph i sm, and so on. Any specific 
allusion to one or the o ther of these groups will 
be qu i te except iona l . 

And I a m not conce rned wi th an aesthet ic 
differentiat ion of m o d e r n pa in t i ngs ; nor, above 
all, with artistic eva lua t ions . M o d e r n imag ina 
tive pa in t i ng is here taken simply as a p h e n o m e 
non of our t ime. T h a t is the only way in which 
the quest ion of its symbol ic con ten t can be jus t i 
fied and answered . In this brief c h a p t e r it is pos
sible to men t ion only a few artists, and to 
select a few of their works more or less at r an 
d o m . I must con ten t myself wi th discussing 
mode rn pa in t ing in te rms of a small n u m b e r of 
its representa t ives . 

M y s tar t ing point is the psychological fact 
tha t the artist has at all t imes been the instru
men t and spokesman of the spirit of his age. 
His work can be only par t ly unders tood in 
terms of his personal psychology. Consciously 
or unconsciously, the artist gives form to the 
n a t u r e and values of his t ime, which in their 
tu rn form him. 

T h e m o d e r n artist himself often recognizes 
the in ter re la t ion of the work of a r t and its t ime. 
T h u s the French critic a n d pa in t e r J e a n Baz-
aine writes in his Notes on Contemporary 
Painting: " N o b o d y paints as he likes. All a 
pa in te r can do is to will with all his migh t the 
pa in t ing his age is capab le of." T h e G e r m a n 
artist F r anz M a r c , who died in the First Wor ld 
War , sa id : " T h e grea t artists d o not seek their 
forms in the mist of the past , bu t take the deep
est soundings they can of the genu ine , pro-

foundest center of gravi ty of their a g e . " And, 
as far back as 1911, Kand insky wrote in his 
famous essay " C o n c e r n i n g the Spir i tua l in 
A r t " : " E v e r y epoch is given its own measure 
of artistic freedom, and even the most creat ive 
genius m a y not leap over the b o u n d a r y of that 
f r eedom." 

For the last 50 years , " m o d e r n a r t " has been 
a genera l bone of con ten t ion , and the discussion 
has lost none of its heat . T h e " y e a s " a re as 
pass ionate as the " n a y s " ; yet the re i tera ted 
p rophecy tha t " m o d e r n " a r t is finished has 
never come t rue . T h e new way of expression 
has been t r i u m p h a n t to an u n i m a g i n e d degree. 
If it is t h r ea t ened at all, it will be because it 
has degene ra t ed into manne r i sm and modish-
ness. ( In the Soviet U n i o n , where non-f igura
tive a r t has often been officially discouraged 
and p roduced only in pr iva te , figurative ar t is 
t h rea tened by a s imilar degenera t ion . ) 

T h e genera l publ ic , in E u r o p e at a n y ra te , 
is still in the hea t of the ba t t le . T h e violence 
of the discussion shows tha t feeling runs high 
in bo th camps . Even those w h o are hostile to 
m o d e r n a r t c anno t avoid being impressed by 
the works they reject ; they are i r r i ta ted or re
pelled, bu t (as the violence of their feelings 
shows) they are moved . As a rule , the negat ive 
fascination is no less s t rong t han the positive. 
T h e s t ream of visitors to exhibi t ions of m o d e r n 
ar t , wherever and whenever they take place, 
testifies to someth ing more than curiosity. 
Curiosi ty would be satisfied sooner. A n d the 
fantastic prices tha t are pa id for works of 
m o d e r n a r t are a measure of the status con
ferred u p o n them by society. 

Fascinat ion arises when the unconscious has 
been moved . T h e effect p roduced by works of 
m o d e r n art canno t be expla ined entirely by 
their visible form. T o the eye t ra ined in "clas
s ic" or " s enso ry" art," they a re new and alien. 
No th ing in works of non-f igurat ive a r t reminds 
the spec ta tor of his own world no objects in 
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their own everyday su r round ings , no h u m a n 
be ing or an ima l tha t speaks a familiar lan
guage . T h e r e is no we lcome, no visible accord 
in the cosmos c rea ted by the artist . And yet, 
wi thou t any ques t ion , there is a h u m a n bond . 
It may be even more intense than in works of 
sensory ar t , which m a k e a direct appea l to feel
ing and e m p a t h y . 

It is the a im of the m o d e r n artist to give 
expression to his inner vision of m a n , to the 
spir i tual backg round of life and the world. T h e 
m o d e r n work of ar t has a b a n d o n e d not only 
the rea lm of the concre te , " n a t u r a l , " sensuous 
world, bu t also tha t of the ind iv idua l . It has 
become highly collective a n d therefore (even 
in the abbrev ia t ion of the pictorial h ieroglyph) 
touches not only the few but the m a n y . W h a t 
remains indiv idual is the m a n n e r of represen
ta t ion, the style a n d qua l i ty of the m o d e r n 
work of ar t . It is often difficult for the l ayman 
to recognize w h e t h e r the art ist 's in tent ions a re 
genu ine and his expressions spon taneous , 
ne i ther imi ta ted nor a imed at effect. In m a n y 
cases he must accus tom himself to new kinds 
of line a n d color. H e must learn t hem, as he 
would learn a foreign l anguage , before he can 
j u d g e their expressiveness and qua l i ty . 

T h e pioneers of m o d e r n ar t have a p p a r e n t l y 
unders tood how m u c h they were asking of the 
publ ic . Never have artists publ ished so m a n y 
"manifestoes '" and exp lana t ions of their a ims 
as in the 20th cen tury . It is, however , not only 
to others that they are str iving to explain a n d 

justify w h a t they are d o i n g ; it is also to them
selves. For the most par t , these manifestoes are 
art ist ic confessions of faith —poetic and often 
confused or self-contradictory a t t emp t s to give 
clari ty to the s t range o u t c o m e of today ' s artistic 
activities. 

W h a t really mat te r s , of course, is (and 
always has been) the direct encoun te r with the 
work of ar t . Yet, for the psychologist w h o is 
concerned with the symbolic con ten t of mode rn 
ar t , the s tudy of these wri t ings is most ins t ruc
tive. For tha t reason the artists, wherever pos
sible, will be al lowed in the following discus
sion to speak for themselves. 

T h e beginnings of m o d e r n art appea red in 
the early 1900s. O n e of the most impressive 
personali t ies of that ini t ia tory phase was K a n -
dinsky, whose influence is still clearly t raceable 
in the pa in t ings of the second half of the cen
tury. M a n y of his ideas have proved prophe t ic . 
In his essay " C o n c e r n i n g F o r m , " he wri tes : 
" T h e ar t of today embodies the spir i tual ma
tured to the point of revelat ion. T h e forms of 
this e m b o d i m e n t may be a r r a n g e d be tween two 
poles : (1) grea t abs t r ac t i on ; (2) grea t realism. 
These two poles open two pa ths , which both 
lead to one goal in the end. These two elements 
have a lways been present in a r t ; the first was ex
pressed in the second. T o d a y it looks as if they 
were a b o u t to ca r ry on separa te existences. Art 
seems to have pu t an end to the p leasant com
pletion of the abs t rac t by the concre te , and 
vice versa . " 

Sensory (or representa t iona l ) art 

versus imag ina t i ve (or " u n r e a l i s t i c " ) 

art: R igh t , a p a i n t i n g by the 1 9 t h -

cen tu ry Br i t ish art ist W i l l i a m 

Fr i th, part of a sequence d e p i c t i n g 

a g a m b l e r ' s d o w n f a l l . This is o n e 

ex t reme of representa t iona l art: 

It has d e c l i n e d in to m a n n e r i s m and 

sen t imen t . Left, an ex t reme of 

imag ina t i ve ( a n d , here, "abst rac t " ) 

art by Kasimir M a l e v i c h ( 1 8 7 8 - 1 9 3 5 ) . 

S u p r e m a t i s t C o m p o s i t i o n . W h i t e o n W h i t e 1 9 1 8 . 
Collection. The Museum of Modern Art. New York 
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Left and above , t w o c o m p o s i t i o n s 

by Kurt S c h w i t t e r s ( 1 8 8 7 - 1 9 4 8 ) . 

His k i n d of imag ina t i ve art uses 

(and t rans fo rms) o rd inary things— 

in th is case, o ld t ickets, paper, 

meta l , etc. B e l o w left, p ieces o f 

w o o d s imi lar ly used by Hans A r p 

( 1 8 8 7 - 1 9 6 6 ) . B e l o w , in a sculpture 

by Picasso (1881 - 1 9 7 3 ) , ord inary 

ob jec ts — l e a v e s — a r e part of the 

sub jec t rather t han the mater ia l . 
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T o i l lustrate Kand insky ' s point tha t the two 
elements of ar t , the abs t rac t a n d the concre te , 
have p a r t e d c o m p a n y : In 1913, the Russian 
pa in t e r Kas imi r Malev ich pa in t ed a p ic ture 
tha t consisted only of a black square on a whi te 
g round . It was pe rhaps the first pure ly " a b 
s t r ac t " p ic ture ever pa in ted . H e wrote of i t : 
" I n my despera te s truggle to l ibera te ar t from 
the ballast of the world of objects, I took refuge 
in the form of the s q u a r e . " 

A year later, the F rench pa in t e r Marce l 
D u c h a m p set up an object chosen at r a n d o m 
(a bott le rack) on a pedestal a n d exhibi ted it. 
J e a n Bazaine wrote of i t : " T h i s bot t le rack, 
torn from its u t i l i ta r ian context and washed 
up on the beach, has been invested wi th 
the lonely digni ty of the derel ict . Good for 
no th ing , there to be used, r eady for a n y t h i n g , 
it is alive. It lives on the fringe of existence its 
own d is turb ing , absu rd life. T h e d i s tu rb ing 
object tha t is the first s tep to a r t . " 

In its weird digni ty and a b a n d o n m e n t , the 
object was i m m e a s u r a b l y exalted and given 
significance tha t can only be called magical . 
Hence its "d i s tu rb ing , absu rd life." It b e c a m e 
an idol and at the same t ime an object of 
mockery. Its intr insic reali ty was ann ih i l a t ed . 

Both Malcv ich ' s squa re and D u c h a m p ' s 
bot t le rack were symbol ic gestures that had 
no th ing to do wi th ar t in the strict sense of 
the word . Yet they m a r k the two extremes 
("grea t a b s t r a c t i o n " a n d " g r e a t rea l i sm") be
tween which the imag ina t ive a r t of the succeed
ing decades m a y be al igned and unders tood . 

F r o m the psychological s t andpo in t , the two 
gestures toward the naked object (mat te r ) and 
the naked non-object (spirit) point to a collec
tive psychic rift tha t c rea ted its symbolic expres
sion in the years before the ca t a s t rophe of the 
First Wor ld War . This rift h a d first a p p e a r e d 
in the Renaissance , w h e n it b e c a m e manifest as 
a conflict be tween knowledge and faith. M e a n 
while, civilization was removing m a n further 
and further from his ins t inctual foundat ion , so 
that a gulf opened be tween n a t u r e and mind , 
between the unconscious and consciousness. 
These opposites charac te r i ze the psychic si tua
tion tha t is seeking expression in m o d e r n a r t . 

The secret soul of things 

As we have seen, the s ta r t ing point of " t h e 
c o n c r e t e " was D u c h a m p ' s famous — or notor i 
ous— bot t le rack. T h e bot t le rack was not in
tended to be art ist ic in itself. D u c h a m p called 
himself an " an t i - a r t i s t . " But it b r o u g h t to light 
an e lement tha t was to m e a n a grea t deal to 
artists for a long t ime to come. T h e n a m e they 
gave to it was objel Iroiwe or " r e a d y - m a d e . " 

T h e Spanish pa in te r J o a n Mi ro , for ins tance, 
goes to the beach every d a w n " to collect things 
washed up by the t ide. Th ings lying there , 
wa i t ing for someone to discover their person
a l i ty . " H e keeps his finds in his s tudio. Now 
and then he assembles some of t hem and the 
most cur ious composi t ions resul t : " T h e artist 
is often surprised himself at the shapes of his 
own c r e a t i o n . " 

As far back as 1912, the Span i sh -born artist 
Pablo Picasso and the F rench artist Georges 
Braque m a d e w h a t they called "co l lages" from 
scraps of rubbish . M a x Erns t cut cl ippings from 
the i l lustrated papers of the so-called age of big 
business, assembled them as the fancy took h im, 
and so t ransformed the stuffy solidity of the 
bourgeois age in to a demon ic , d reaml ike un
reali ty. T h e G e r m a n pa in t e r K u r t Schwit ters 
worked with the contents of his ash c a n : He 
used nails, b rown pape r , ragged scraps of news
pape r , ra i lway tickets, and r e m n a n t s of cloth. 
H e succeeded in assembl ing this rubbish with 
such seriousness and freshness tha t surpris ing 
effects of s t range beau ty c a m e abou t . In 
Schwi t te rs ' obsession with things, however , this 
m a n n e r of composi t ion occasionally became 
merely absurd . H e m a d e a const ruct ion of 
rubbish that he called " a ca thedra l built for 
th ings . " Schwit ters worked on it for 10 years, 
and three stories of his own house had to be de
molished to give him the space he needed . 

Schwit te rs ' work, and the magica l exal ta t ion 
of the object, give the first h int of the place of 
mode rn ar t in the history of the h u m a n mind , 
and of its symbolic significance. T h e y reveal 
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the t rad i t ion tha t was being unconsciously per
pe tua t ed . I t is the t rad i t ion of the he rmet ic 
Chr is t ian b ro the rhoods of the Midd le Ages, 
and of the alchemists , w h o conferred even on 
ma t t e r , the stuff of the ea r th , the d igni ty of 
their religious con templa t ion . 

Schwi t te rs ' exa l ta t ion of the grossest ma te r i a l 
to the rank of ar t , to a " c a t h e d r a l " (in which 
the rubbish would leave no room for a h u m a n 
be ing) , faithfully followed the old a lchemica l 
tenet accord ing to which the sought-for pre
cious object is to be found in filth. K a n d i n s k y 
expressed the same ideas w h e n he w r o t e : 
" E v e r y t h i n g tha t is dead quivers . Not only the 
things of poet ry , stars, moon , wood, flowers, 
but even a whi te t rouser b u t t o n gl i t ter ing out 
of a p u d d l e in the street . . . . Every th ing has 
a secret soul, which is silent more often than it 
speaks ." 

W h a t the artists, like the alchemists , p r o b 
ably did not realize was the psychological fact 
tha t they were projec t ing pa r t of their psyche 
into m a t t e r or i n a n i m a t e objects. H e n c e the 
"myster ious a n i m a t i o n " tha t en tered into such 
things, and the grea t va lue a t t a ched even to 
rubbish . T h e y projected their own darkness , 
their ear th ly shadow, a psychic con ten t tha t 
they and their t ime had lost and a b a n d o n e d . 

Unl ike the alchemists , however , m e n like 
Schwit ters were not con ta ined in and pro tec ted 
by the Chr is t ian order . In one sense, Schwit
ters' work is opposed to i t : A kind of mono
man ia binds h im to ma t t e r , while Chr is t iani ty 
seeks to vanquish ma t t e r . And yet, pa radox i 
cally, it is Schwit te rs ' m o n o m a n i a tha t robs the 
mater ia l in his creat ions of its inhe ren t signifi
cance as concre te reali ty. In his pictures , m a t t e r 
is t ransformed into an " a b s t r a c t " composi t ion. 
Therefore it begins to discard its substant ia l i ty , 
and to dissolve. In tha t very process, these pic
tures become a symbol ic expression of ou r t ime, 
which has seen the concept of the " a b s o l u t e " 
concreteness of m a t t e r u n d e r m i n e d by m o d e r n 
a tomic physics. 

Painters began to think a b o u t the " m a g i c 
ob jec t" and the "secre t sou l" of things. T h e 
I ta l ian pa in te r Car lo C a r r a w r o t e : " I t is 
c o m m o n things t ha t reveal those forms of 

simplici ty t h rough which wc can realize that 
h igher , more significant condi t ion of being 
where the whole sp lendor of a r t resides." 
Pau l Klee sa id : " T h e object expands beyond 
the bounds of its a p p e a r a n c e by ou r knowledge 
tha t the th ing is more t han its exter ior presents 
to our eyes ." A n d J e a n Baza ine w r o t e : "A n 
object awakens our love just because it seems 
to be the bea re r of powers tha t a re greater 
t han itself." 

Sayings of this kind recall the old a lchemical 
concept of a "spi r i t in m a t t e r , " believed to be 
the spirit in a n d beh ind i n a n i m a t e objects like 
meta l or s tone. Psychologically in te rp re ted , this 
spirit is the unconscious. I t a lways manifests 
itself when conscious or ra t ional knowledge has 
reached its limits and mystery sets in, for man 
tends to fill the inexpl icable and mysterious 
wi th the conten ts of his unconscious. H e pro
jects t hem, as it were , into a da rk , empty vessel. 

The feeling that the object was " m o r e than 
met the eye , " which was shared by m a n y art
ists, found a most r e m a r k a b l e expression in 
the work of the I ta l ian pa in t e r Giorgio de 
Chir ico . He was a mystic by t e m p e r a m e n t , and 
a t ragic seeker who never found w h a t he 
sought . O n his self-portrait (1908) he wro t e : 
El quid, amabo nisi quod aenigma esl ( "And 
wha t a m I to love if not the e n i g m a ? " ) . 

Chir ico was the founder of the so-called 
pillura melajisica. " E v e r y ob jec t , " he wrote , 
" h a s two aspects : T h e c o m m o n aspect , which 
is the one we general ly sec a n d which is seen 
by everyone, and the ghostly and metaphysica l 
aspect , which only rare individuals see at 
m o m e n t s of c la i rvoyance and metaphys ica l 
med i t a t ion . A work of ar t must relate some
th ing that does not a p p e a r in its visible form." 

Chir ico 's works reveal this "ghost ly aspec t" 
of things. T h e y are d reaml ike t ransposi t ions of 
reali ty, which arise as visions from the uncon
scious. But his "me taphys i ca l a b s t r a c t i o n " is 
expressed in a panic-s t r icken rigidity, and the 
a t m o s p h e r e of the pictures is one of n igh tmare 
and of fathomless melancholy . T h e city squares 
of I ta ly, the towers and objects, a re set in an 
over -acu te perspect ive, as if they were in a 
v a c u u m , i l lumina ted by a merciless, cold light 
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A n examp le of "su r rea l i s t " art: 

Les Souliers Rouges, by the French 

painter Rene M a g n t t e ( 1 8 9 8 - 1 9 6 7 ) 

M u c h of the d i s t u r b i n g ef fect of 

surreal ist p a i n t i n g c o m e s f r o m its 

assoc ia t ion a n d j u x t a p o s i t i o n of 

unre la ted ob jec ts o f t e n absurd , 

i r ra t ional , and d reaml ike 

from an unseen source. A n t i q u e heads or 
s tatues of gods conjure up the classical past . 

In one of the most terrifying of his pictures , 
he has placed beside the marb l e head oi a god
dess a pair of red r u b b e r gloves, a " m a g i c 
object'" in the m o d e r n sense. A green ball on the 
g round acts as a symbol , un i t ing the crass 
opposi tes ; wi thout it, there would be more than 
a hint of psychic d is in tegra t ion . Th i s p ic ture was 
clearly not the result of over-sophist icated de
l iberat ion ; it must be taken as a d r e a m pic ture . 

Chir ico was deeply influenced by the phi lo
sophies of Nietzsche and S c h o p e n h a u e r . He 
wro t e : " S c h o p e n h a u e r and Nietzsche were the 
first to teach the deep significance of the sense
lessness of life, and to show how this senseless
ness could be t ransformed into art . . . . T h e 
dreadful void they discovered is the very soul
less and un t roub led beau ty of m a t t e r . " It may 
be d o u b t e d w h e t h e r Chi r ico succeeded in t rans
posing the "dreadfu l vo id" into " u n t r o u b l e d 
b e a u t y . " Some of his pic tures are ext remely 
d i s tu rb ing ; m a n y are as terrifying as night
mares. But in his effort to find artistic expres

sion for the void, he pene t ra ted to the core of 
the existential d i l e m m a of c o n t e m p o r a r y m a n . 

Nietzsche, w h o m Chir ico quotes as his a u t h 
ori ty, has given a n a m e to the "dreadfu l vo id" 
in his saying " G o d is d e a d . " Wi thou t referring 
to Nietzsche, Kand insky wrote in On the Spiri
tual in Art: " H e a v e n is emp ty . God is d e a d . " 
A phrase of this kind may sound a b o m i n a b l e . 
But it is not new. T h e idea of the " d e a t h of G o d " 
and its i m m e d i a t e consequence , the " m e t a 
physical vo id . " had t roubled the minds of 19th-
cen tu ry poets, especially in F rance and Ger
many . It was a long deve lopmen t tha t , in the 
20th cen tury , reached the stage of open discus
sion and found expression in ar t . The cleavage 
be tween mode rn ar t and Chr is t iani ty was fin
ally accompl i shed . 

Dr. J u n g also c a m e to realize that this 
s t range and myster ious p h e n o m e n o n of the 
dea th of God is a psychic fact of our t ime. In 
1937 he w r o t e : " I know and here I a m ex
pressing what countless o the r people know 
that the present t ime is the t ime of God ' s dis
a p p e a r a n c e and d e a t h . " For years he had ob
served the Chr is t ian G o d - i m a g e fading in his 
patients" d r e a m s that is, in the unconscious of 
m o d e r n men . T h e loss of that image is the loss 
of the s u p r e m e factor that gives life a mean ing . 

It must be pointed out , however , that nei ther 
Nietzsche 's assertion that God is dead , nor 
Chir ico 's ""metaphysical vo id , " nor J u n g ' s de
duc t ions from unconscious images, have any
thing final to say abou t the reality and exist
ence of God or of a t r anscenden ta l being or 
not -be ing . T h e y are h u m a n assertions. In each 
case they are based, as J u n g has shown in 
Psychology and Religion, on contents of the 
unconscious psyche that have entered conscious
ness in tangib le form as images , d r e a m s , ideas, 
or in tui t ions . T h e origin of these contents , and 
the cause of such a t ransformat ion (from a 
living to a dead G o d ) , must r emain u n k n o w n , 
on the frontier of mystery. 

Chi r ico never c a m e to a solution ol the pro
blem presented to him by the unconscious. His 
failure may be seen most clearly in his represen
ta t ion of the h u m a n figure. Given the present 

religious situation, it is man himself to whom 
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Both G i o r g i o de Ch i r i co (bo rn 1 8 8 8 ) 

and M a r c Chaga l l ( bo rn 1 8 8 7 ) have 

s o u g h t to look b e h i n d the o u t w a r d 

appearances of th ings ; thei r w o r k 

seems to have risen f r o m the d e p t h s 

of the u n c o n s c i o u s . But Ch i r i co ' s 

v i s ion ( b e l o w , his Philosopher and 

Poet) w a s g l o o m y , m e l a n c h o l y , even 

n i g h t m a r i s h . Chaga l l ' s has a l w a y s 

been r ich , w a r m , and al ive. Right , 

o n e of his great s ta ined-g lass 

w i n d o w s created in 1 9 6 2 for a 

J e r u s a l e m s y n a g o g u e 

In C h m c o ' s Song of Love ( l e f t ) , 

the marb le head of the g o d d e s s 

a n d the rubber g l o v e are crass 

o p p o s i t e s The green bal l seems 

t o act as a u n i t i n g s y m b o l 

R ight , Metaphysical Muse by — C a r l o 

Carra ( 1 8 8 1 - 1 9 6 6 ) The faceless 

m a n i k i n w a s a f requent t h e m e 

of Ch i r i co ' s as w e l l . 
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should be accorded a new, if impersona l , dig
nity and responsibil i ty. ( J u n g descr ibed it as a 
responsibil i ty to consciousness.) But in Chir ico 's 
work, m a n is depr ived of his soul ; he becomes 
a mamchino, a p u p p e t w i thou t a face (and 
therefore also wi thou t consciousness). 

In the var ious versions of his Great Meta
physician, a faceless figure is en th roned on a 
pedestal m a d e of rubbish . T h e figure is a con
sciously or unconsciously i ronical represen ta t ion 
of the m a n who strives to discover the " t r u t h " 
a b o u t metaphysics , and at the same t ime a 
symbol of u l t ima te loneliness and senselessness. 
O r pe rhaps the manichini (which also h a u n t 
the works of o ther c o n t e m p o r a r y artists) a re a 
p r emon i t i on of the faceless mass m a n . 

W h e n he was 40, Chi r ico , a b a n d o n e d his/;//-
lura metafisica; he t u rned back to t rad i t iona l 
modes , bu t his work lost d e p t h . Here is cer ta in 
proof that there is no " b a c k to where you c a m e 
f rom" for the creat ive mind whose unconscious 
has been involved in the fundamen ta l d i l e m m a 
of mode rn existence. 

A c o u n t e r p a r t to Chir ico might be seen in 
the Russ ian -born pa in t e r M a r c Chaga l l . His 
quest in his work is also a "mys te r ious and 
lonely p o e t r y " and " t h e ghostly aspect of things 
tha t only rare indiv iduals may see ." But C h a 
gall 's rich symbol ism is rooted in the piety of 
Eas tern Jewish Hassidism and in a w a r m feel
ing for life. H e was faced with ne i ther the pro
blem of the void nor the dea th of God . He 
wrote : " E v e r y t h i n g may change in our demor 
alized world except the hear t , man ' s love, and 
his str iving to know the divine . Pa in t ing , like 
all poet ry , has its pa r t in the d iv ine ; people 
feel this today just as m u c h as they used t o . " 

T h e British a u t h o r Sir H e r b e r t R e a d once 
wrote of Chaga l l t ha t he never qu i te crossed 
the threshold into the unconscious , bu t " h a s 
always kept one foot on the ea r th tha t had 
nour ished h i m . " Th i s is exact ly the " r i g h t " re
lat ion to the unconscious . It is all the more im
p o r t a n t tha t , as R e a d emphas izes , " C h a g a l l has 
r ema ined one of the most influential artists of 
our t i m e . " 

With the cont ras t be tween Chaga l l and Chi
rico, a quest ion arises tha t is i m p o r t a n t for the 

u n d e r s t a n d i n g of symbolism in m o d e r n a r t : 
H o w does the re la t ionship be tween conscious
ness and the unconscious take shape in the work 
of m o d e r n art ists? O r , to pu t it a n o t h e r way, 
where does m a n s t and? 

O n e answer m a y be found in the m o v e m e n t 
called surreal ism, of which the French poet 
A n d r e Breton is r egarded as the founder. (Chi
rico too m a y be descr ibed as a surrealist .) As a 
s tudent of medic ine , Breton had been int ro
duced to the work of F reud . T h u s d r eams came 
to play an i m p o r t a n t pa r t in his ideas. " C a n 
d r e a m s not be used to solve the fundamen ta l 
p rob lems of l i fe?" he wrote . " I believe tha t the 
a p p a r e n t a n t a g o n i s m be tween d r e a m a n d re
ality will be resolved in a kind of absolute 
real i ty — in sur rea l i ty . " 

Breton grasped the point a d m i r a b l y . W h a t 
he sought was a reconci l ia t ion of the opposites, 
consciousness and the unconscious. But the way 
he took to reach his goal could only lead him 
astray. He began to exper imen t with Freud ' s 
m e t h o d of free association as well as with au to 
mat ic wri t ing, in which the words a n d phrases 
arising from the unconscious a re set d o w n with
out any conscious control . Breton called it : 
" t h o u g h t ' s d ic ta t ion , i n d e p e n d e n t of anv aes
thet ic or mora l p r e o c c u p a t i o n . " 

But tha t process simply means tha t the way 
is opened to the s t ream of unconscious images, 
and the i m p o r t a n t or even decisive pa r t to be 
p layed by consciousness is ignored . As Dr. J u n g 
has shown in his chap te r , it is consciousness 
tha t holds the key to the values of the uncon
scious, and tha t therefore plays the decisive 
pa r t . Consciousness a lone is c o m p e t e n t to de
t e rmine the m e a n i n g of the images and to 
recognize their significance for m a n here and 
now, in the concre te reali ty of the present . Only 
in an interplay of consciousness and the uncon
scious can the unconscious prove its value, and 
pe rhaps even show a way to overcome the mel
ancholy of the void. If the unconscious, once in 
ac t ion , is left to itself, there is a risk tha t its con
tents will become overpower ing or will man i 
fest their negat ive , des t ruct ive side. 

If we look at surrealist pictures (like Salvador 
Dali 's The Burning Giraffe) with this in mind . 
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we may feel the weal th of their fantasy and the 
ove rwhe lming power of their unconscious 
imagery , bu t we realize the ho r ro r a n d the sym
bolism of the end of all things tha t speaks from 
m a n y of t hem. T h e unconscious is p u r e n a t u r e , 
a n d , like n a t u r e , pours ou t its gifts in profusion. 
But left to itself a n d w i thou t the h u m a n re
sponse from consciousness, it can (again like 
na tu re ) destroy its own gifts a n d sooner or la ter 
sweep them in to ann ih i l a t ion . 

T h e ques t ion of the role of consciousness in 
m o d e r n pa in t i ng also arises in connec t ion with 
the use of chance as a means of compos ing 
pa in t ings . In Beyond Painting M a x Ernst 
w r o t e : " T h e association of a sewing m a c h i n e 
and an umbre l l a on a surgical table [he is 
q u o t i n g from the poet L a u t r e a m o n t ] is a fami
liar example , which has now become classical, 
of the p h e n o m e n o n discovered by the surreal 
ists, t ha t the association of two (or more) 
a p p a r e n t l y alien e lements on a p lane alien to 
bo th is the most po ten t ignit ion of poe t ry . " 

T h a t is p r o b a b l y as difficult for the l a y m a n 
to c o m p r e h e n d as the c o m m e n t Breton m a d e 
to the same effect: " T h e m a n w h o canno t visu
alize a horse ga l loping on a t o m a t o is an id io t . " 

One of the b e s t - k n o w n of m o d e r n 

"sur rea l i s t " painters is Sa lvador 

Dal i ( bo rn 1 9 0 4 ) A b o v e , h is 

f a m o u s pa in t i ng The Burning 
Giraffe. B e l o w , one of M a x Ernst 's 

frottages (usual ly r u b b i n g s taken 

f rom scratches o n t i les) , f r o m 

his Natural History. 

Ernst 's Natural History resembles 

the interest taken in the past in 

" a c c i d e n t a l " pa t te rns in nature. 

B e l o w , an eng rav ing of an 1 8 t h -

c e n t u r y D u t c h m u s e u m exh ib i t tha t 

is also a k ind o f surreal ist " n a t u r a l 

h i s t o r y " w i t h its i nc lus ion o f cora l , 

s tones, and ske le tons. 
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(We might recall here the " c h a n c e " association 
of a m a r b l e head and red r u b b e r gloves in Chi
rico's p ic ture . ) O f course, m a n y of these asso
ciations were in t ended as jokes a n d nonsense. 
But most m o d e r n artists have been concerned 
with someth ing radical ly different from jokes. 

C h a n c e plays a significant pa r t in the work of 
the French sculptor J e a n (or Hans ) A r p . His 
woodcuts of leaves a n d o the r forms, t h rown to
gether a t r a n d o m , were a n o t h e r expression of 
the quest for, as he pu t it, " a secret, p r imal 
mean ing s lumber ing b e n e a t h the world of a p 
pea rances . " H e called them Leaves arranged ac
cording to the laws of chance a n d Squares arranged 
according to the laws of chance. In these com
positions it is chance tha t gives d e p t h to the 
work of a r t ; it points to an u n k n o w n bu t act ive 
pr inciple of o rde r a n d m e a n i n g tha t becomes 
manifest in things as their "secre t sou l . " 

It was above all the desire to " m a k e chance 
essential" (in Pau l Klee 's words) tha t unde r l ay 
the surreal ists ' efforts to take the gra in of wood, 
cloud formations, a n d so on as a s ta r t ing point 
for their visionary pa in t i ng . M a x Ernst , for 
instance, went back to L e o n a r d o da Vinci , who 
wrote an essay on Botticelli 's r e m a r k tha t if 

you th row a pa in t -soaked sponge at a wall , in 
the splashes it makes you will see heads , an imals , 
landscapes , a n d a host of o the r configurat ions. 

Ernst has descr ibed how a vision pursued 
h im in 1925. It forced itself on h im as he was 
s ta r ing at a tiled floor marked by thousands 
of scratches . " I n o rde r to give foundat ion to my 
powers of med i t a t ion and ha l luc ina t ion , I m a d e 
a series of d rawings of the tiles by laying sheets 
of pape r on them at r a n d o m and then taking 
g raph i t e rubb ings . W h e n I fixed my eyes on the 
result, I was a s tounded by a suddenly sha rpened 
sense of a ha l luc ina to ry series of con t ras t ing and 
superposed pictures . I m a d e a collection of the 
first results ob ta ined from these ' frottages ' and 
called it Hisloire Nalurelle." 

It is i m p o r t a n t to note tha t Ernst p laced over 
or beh ind some of these frottages a r ing or 
circle, which gives the p ic tu re a pecul ia r a t m o 
sphere and d e p t h . H e r e the psychologist can 
recognize the unconscious dr ive to oppose the 
chaot ic haza rds of the image ' s na tu r a l l anguage 
by the symbol of a self-contained psychic whole, 
thus establ ishing equ i l ib r ium. T h e r ing or circle 
domina t e s the p ic tu re . Psychic wholeness rules 
na tu re , itself meaningful and giving mean ing . 

Right . R o m a n co ins used in p laces 

progress ive ly far ther a w a y f r o m Rome. 

On the last c o i n ( far thest f r o m the 

con t ro l l i ng cen te r ) the face has d is 

in tegra ted. Th is s t rangely co r responds 

to the psych ic d i s in teg ra t i on that 

such d rugs as L S D 2 5 can induce . 

B e l o w , d r a w i n g s d o n e by an art ist 

w h o took th is d r u g in a test held in 

Germany in 1 9 5 1 . The d r a w i n g s g r o w 

more abstract as c o n s c i o u s c o n t r o l 

is o v e r c o m e by the u n c o n s c i o u s . 
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Iii M a x Ernst ' s efforts to pursue the secret 
p a t t e r n in things, we m a y detect an affinity 
with the 19th-century R o m a n t i c s . T h e y spoke 
of na tu re ' s "handwr i t i ng , " ' which can be seen 
everywhere , on wings, eggshells, in clouds, 
snow, ice crystals, a n d o the r " s t r a n g e conjunc
tions of c h a n c e " jus t as m u c h as in d r e a m s or 
visions. T h e y saw every th ing as the expression 
of one and the same "p ic to r ia l l anguage of 
n a t u r e . " T h u s it was a genuine ly r o m a n t i c ges
ture w h e n M a x Ernst called the pic tures p ro
duced by his expe r imen t s " n a t u r a l h i s tory ." 
A n d he was r ight , for the unconscious (which 
had conjured u p the pic tures in the chance 
configurat ion of things) is n a t u r e . 

It is with Erns t ' s Natural History or Arp ' s 
composi t ions of chance tha t the reflections of 
the psychologist begin . H e is faced wi th the 
quest ion of wha t m e a n i n g a chance a r r a n g e 
m e n t — w h e r e v e r and wheneve r it comes a b o u t 
— can have for the m a n w h o h a p p e n s on it. 
Wi th this ques t ion , m a n and consciousness 
come into the ma t t e r , and with them the possi
bility of mean ing . 

The chance -c rea ted p ic tu re m a y be beautiful 
or ugly, h a r m o n i o u s or d i scordan t , rich or poor 
in con ten t , well- or i l l -painted. These factors 
d e t e r m i n e its art ist ic va lue , bu t they canno t 
satisfy the psychologist (often to the distress of 
the artist or of a n y o n e w h o finds s u p r e m e satis
faction in the con t emp la t i on of form). T h e psy
chologist seeks further a n d tries to u n d e r s t a n d 
the "secret c o d e " of chance a r r a n g e m e n t - i n 
so far as m a n can dec iphe r it a t all. T h e n u m 
ber and form of the objects t h rown toge ther at 
r a n d o m by A r p raise as m a n y quest ions as any 

detai l of Ernst ' s fantastic frottages. For the psy
chologist , they are symbols ; a n d therefore they 
can not only be felt bu t (up to a cer ta in point) 
can also be in te rpre ted . 

T h e a p p a r e n t or ac tua l re t rea t of m a n from 
m a n y m o d e r n works of ar t , the lack of reflection, 
and the p r e d o m i n a n c e of the unconscious over 
consciousness offer critics f requent points of 
a t t ack . T h e y speak of pa thologica l ar t or com
p a r e it with pictures by the insane, for it is 
charac ter i s t ic of psychosis tha t consciousness 
and the ego-personal i ty a re submerged and 
" d r o w n e d " by floods of contents from the un
conscious regions of the psyche. 

I t is t rue tha t the compar i son is not so odious 
today as it was even a genera t ion ago. W h e n 
Dr. J u n g first po in ted out a connec t ion of this 
kind in his essay on Picasso (1932), it provoked 
a s torm of ind igna t ion . T o d a y , the ca ta logue of 
a wel l -known Zur ich ar t gal lery speaks of the 
"a lmos t schizophrenic obsession" of a famous 
art ist , and the G e r m a n wri te r Rudo l f Kassner 
descr ibed Georg T r a k l as " o n e of the greatest 
G e r m a n poe t s , " c o n t i n u i n g : " T h e r e was some
th ing schizophrenic a b o u t h im. It can be felt in 
his w o r k ; there is a touch of sch izophren ia in it 
too. Yes, T r a k l is a grea t poe t . " 

It is now realized tha t a state of schizo
phren ia and the art ist ic vision are not mutua l ly 
exclusive. T o my mind , the famous exper iments 
with mescalin and similar d rugs have contri
bu ted to this change of a t t i t ude . These drugs 
c rea te a condi t ion a c c o m p a n i e d by intense 
visions of colors and forms — not unl ike schizo
phren ia . M o r e t han one artist of today has 
sought inspi ra t ion in such a d rug . 
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The retreat from reality 

Franz M a r c once said : " T h e ar t tha t is coming 
will give formal expression to our scientific con
vic t ion ." Th i s was a t ruly p rophe t i c saying. 
We have t raced the influence on artists of 
Freud ' s psychoanalysis a n d of the discovery (or 
rediscovery) of the unconscious in the early 
years of the 20th cen tu ry . A n o t h e r i m p o r t a n t 
point is the connect ion be tween m o d e r n art a n d 
the results of research in nuc lear physics. 

T o pu t it in s imple , nonscientific te rms, nu
clear physics has robbed the basic units of 
ma t t e r of their absolu te concreteness . It has 
m a d e m a t t e r myster ious. Paradoxica l ly , mass 
and energy, wave a n d par t ic le , have proved to 
be in te rchangeab le . The laws of cause and 
effect have become valid only u p to a cer ta in 
point. It does not m a t t e r at all tha t these rela
tivities, discont inui t ies , and pa radoxes hold 
good only on the marg ins of our world only 
for the infinitely small ( the a tom) a n d the in
finitely grea t ( the cosmos) . T h e y have caused 
a revolu t ionary c h a n g e in the concept of re
ality, for a new. totally different, and i r ra t ional 
reality has d a w n e d beh ind the reality of our 
" n a t u r a l " world , which is ruled by the laws of 
classical physics. 

Cor r e spond ing relativities and pa radoxes 
were discovered in the d o m a i n of the psyche. 
Here . too. a n o t h e r world d a w n e d on the mar 
gin of the world of consciousness, governed by 
new and h i ther to u n k n o w n laws that a re 

s t rangely akin to the laws of nuc lea r physics. 
T h e paral lel ism between nuc lear physics and 
the psychology of the collective unconscious 
was often a subject of discussion be tween J u n g 
and Wolfgang Paul i , the Xobel p r i zewinner in 
physics. T h e space- t ime c o n t i n u u m of physics 
and the collective unconscious can be seen, so 
to speak, as the ou te r a n d inner aspects of one 
and the same reali ty beh ind appea rances . (The 
re la t ionship be tween physics a n d psychology 
will be discussed by Dr . M . - L . von F ranz in 
her conc lud ing essay.) 

It is charac ter i s t ic of this one world behind 
the worlds of physics and the psyche that its 
laws, processes, and contents are un imag inab le . 
T h a t is a fact of o u t s t a n d i n g i m p o r t a n c e for 
the u n d e r s t a n d i n g of the art of our t ime. For 
the ma in subject of m o d e r n a r t is, in a cer ta in 
sense, u n i m a g i n a b l e too. Therefore m u c h mod
ern ar t has become " a b s t r a c t . " T h e grea t artists 
of this cen tu ry have sought to give visible form 
to the "life beh ind t h ings" and so their works 
a re a symbol ic expression of a world behind 

The pa in t i ngs o n these pages, all 

by Franz M a r c ( 1 8 8 0 - 1 9 1 6 ) , s h o w 

his g radua l d e v e l o p m e n t a w a y f r o m 

a c o n c e r n w i t h o u t w a r d th ings , t o w a r d 

a more c o m p l e t e l y " a b s t r a c t " art 

Far left, Blue Horses ( 1 9 1 1 ); 

center , Roesina Wood ( 1 9 1 3 - 1 4 ) ; 

b e l o w , Play of Forms ( 1 9 1 4 ) , 
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consciousness (or, indeed, behind d r e a m s , for 
d r e a m s are only rarely non-f igura t ive) . T h u s 
they point to the " o n e " real i ty, the " o n e " life, 
which seems to be the c o m m o n b a c k g r o u n d of 
the two d o m a i n s of physical a n d psychic-
a p p e a r a n c e s . 

O n l y a few artists real ized the connec t ion be
tween their form of expression and physics a n d 
psychology. K a n d i n s k y is one of the masters who 
expressed the d e e p emot ion he felt at the early 
discoveries of m o d e r n physical research. " I n 
my mind , the collapse of the a t o m was the 
c o l l a p s e of the whole wor ld : Sudden ly the 
stoutest walls fell. Eve ry th ing t u rned uns tab le , 
insecure, a n d soft. I would not have been sur
prised if a s tone had mel ted into thin air before 
my eyes. Science seemed to have been ann ih i 
l a t ed . " W h a t resulted from this disillusion was 
the art ist 's w i t h d r a w a l from the " r e a l m of 
n a t u r e , " from the " p o p u l o u s foreground of 
th ings . " " I t s e e m e d , " K a n d i n s k y a d d e d , "as if 
I saw ar t s teadily d isengaging itself from 
n a t u r e . " 

This separa t ion from the world of things 
h a p p e n e d m o r e or less a t the same t ime to 
o the r artists, too. F r a n z M a r c w r o t e : " H a v e 
we not l ea rned from a t housand years of ex
per ience tha t things cease to speak the more 
we hold u p to t h e m the visual mi r ro r of their 
a p p e a r a n c e ? A p p e a r a n c e is e ternal ly flat. . . . " 
For M a r c , the goal of a r t was " t o reveal un
ear th ly life dwel l ing beh ind every th ing , to 
break the mi r ro r of life so tha t we m a y look 
being in the face ." Pau l Klee w r o t e : " T h e 
artist does not ascr ibe to the n a t u r a l form of 

Left , Piet M o n d r i a n ' s Painting 

No 7 — a n examp le of the m o d e r n 

a p p r o a c h to " p u r e f o r m " ( M o n d r i a n ' s 

t e r m ) t h r o u g h the use o f w h o l l y 

abst ract , geomet r i ca l shapes. 

The art of Paul Klee is a v isual 

e x p l o r a t i o n a n d express ion of the 

spir i t in a n d b e h i n d n a t u r e — t h e 

u n c o n s c i o u s or, as he te rmed it, the 

"secretly pe rce i ved . " S o m e t i m e s 

his v i s ion can be d i s t u r b i n g a n d 

d e m o n i c , as in his Death and Fire, 

r ight ; or it can be a more poe t i c 

k ind o f fantasy, as in his Sinbad 

the Sailor ( far r i g h t ) . 

a p p e a r a n c e the same convinc ing significance as 
the realists w h o a re his critics. H e does not feel 
so in t imate ly b o u n d to tha t real i ty, because he 
canno t see in the formal p roduc t s of n a t u r e the 
essence of the creat ive process. H e is m o r e con
cerned with formative powers t h a n wi th formal 
p r o d u c t s . " Piet M o n d r i a n accused cubism of 
not hav ing pursued abs t rac t ion to its logical 
end , " t h e expression of pu re rea l i ty . " T h a t can 
only be a t t a ined by the "c rea t ion of p u r e fo rm," 
uncond i t ioned by subjective feelings a n d ideas. 
"Beh ind c h a n g i n g n a t u r a l forms there lies 
changeless p u r e rea l i ty . " 

A grea t n u m b e r of artists were seeking to 
get past a p p e a r a n c e s in to the " r e a l i t y " of the 
b a c k g r o u n d or the "spir i t in m a t t e r " by a t rans
m u t a t i o n of things — t h r o u g h fantasy, sur rea l 
ism, d r e a m pic tures , the use of c h a n c e , etc . T h e 
" a b s t r a c t " artists, however , t u rned their backs 
on things. T h e i r pa in t ings con ta ined no ident i 
fiable concre te objects ; they were , in M o n 
d r i an ' s words , s imply " p u r e fo rm." 

But it must be real ized tha t w h a t these artists 
were conce rned wi th was some th ing far g rea te r 
than a p r o b l e m of form a n d the dist inct ion 
be tween " c o n c r e t e " a n d " a b s t r a c t , " figurative 
a a d non-f igurat ive. T h e i r goal was the center 
of life and things, their changeless backg round , 
a n d an i n w a r d ce r t i tude . Ar t had become 
mysticism. 

T h e spirit in whose mystery a r t was sub
merged was an ea r th ly spirit , which the medi 
eval a lchemists had called Mercu r iu s . H e is a 
symbol of the spirit tha t these artists d ivined or 
sought beh ind n a t u r e and things, " b e h i n d the 

P a i n t i n g N o . 1 , 1926.Co//ect/on. The Museum of 
Modern Art, New York 
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a p p e a r a n c e of n a t u r e . " T h e i r mysticism was 
alien to Chr is t ian i ty , for tha t " M e r c u r i a l " 
spirit is alien to a " h e a v e n l y " spirit . I n d e e d , it 
was Chr is t ian i ty ' s d a r k adversa ry tha t was forg
ing its way in a r t . H e r e we begin to see the 
real historical a n d symbol ic significance of 
" m o d e r n a r t . " Like the he rme t i c m o v e m e n t s in 
the M i d d l e Ages, it must be under s tood as a 
mysticism of the spirit of e a r t h , a n d therefore as 
an expression of ou r t ime compensa to ry to 
Chr is t iani ty . 

N o artist sensed this mystic b a c k g r o u n d of 
ar t more clearly or spoke of it with g rea te r 
passion t han Kand insky . T h e i m p o r t a n c e of the 
great works of a r t of all t ime did not lie, in his 
eyes, " o n the surface, in externals , bu t in the 
root of all roots — in the mystical con ten t of 
a r t . " Therefore he says: " T h e art is t ' s eye 
should a lways be tu rned in u p o n his inner life, 
and his ear should be a lways aler t for the voice 
of i n w a r d necessity. Th i s is the only way of 
giving expression to w h a t the mystic vision 
c o m m a n d s . " 

K a n d i n s k y called his pic tures a spir i tual ex
pression of the cosmos, a music of the spheres , 
a h a r m o n y of colors a n d forms. " F o r m , even 
if it is qu i t e abs t r ac t a n d geometr ica l , has an 
inward c l ang ; it is a spi r i tual being wi th effects 
that coincide absolute ly wi th tha t fo rm." " T h e 
impac t of the acu t e angle of a t r iangle on a 
circle is ac tua l ly as ove rwhe lming in effect as 
the finger of God touch ing the finger of A d a m 
in M i c h e l a n g e l o . " 

In 1914, F r a n z M a r c wro te in his Aphor
isms: " M a t t e r is a th ing tha t m a n can a t best 

t o l e r a t e ; he refuses to recognize it. T h e con tem
pla t ion of the world has become the pene t r a t ion 
of the world . T h e r e is no mystic who , in his 
m o m e n t s of sublimest r a p t u r e , ever a t t a ined 
the perfect abs t rac t ion of m o d e r n though t , or 
took his soundings wi th a deepe r p l u m m e t . " 

Pau l Klee , w h o m a y be r ega rded as the poet 
a m o n g m o d e r n pa in ters , says: " I t is the art ist 's 
mission to p e n e t r a t e as far as m a y be toward 
tha t secret g r o u n d w h e r e p r ima l law feeds 
g rowth . W h i c h artist would not wish to dwell 
at the cent ra l o rgan of all mot ion in space- t ime 
(be it the b r a in or the hea r t of creat ion) from 
which all functions der ive their life? In the 
w o m b of n a t u r e , in the p r ima l g r o u n d of crea
tion, where the secret key to all things lies 
h i d d e n ? . . . O u r bea t ing hea r t drives us down
ward , far d o w n to the p r ima l g r o u n d . " W h a t is 
encoun te red on this j o u r n e y " m u s t be taken 
most seriously w h e n it is perfectly fused w i t h 
the a p p r o p r i a t e art ist ic means in visible fo rm," 
because , as Klee adds , it is not a quest ion of 
mere ly r ep roduc ing w h a t is seen; " t h e secretly 
perceived is m a d e vis ible ." Klee 's work is rooted 
in tha t p r imal g r o u n d . " M y h a n d is ent irely the 
i n s t rumen t of a more d is tan t sphere . Nor is it 
my head tha t functions in my w o r k ; it is some
th ing else . . . . " In his work the spirit o f 'na -
ture a n d the spirit of the unconscious b e c a m e 
inseparab le . T h e y have d r a w n him a n d d r a w 
us, the onlookers , in to their magic circle. 

Klee 's work is the most complex expression 
— now poet ic , now d e m o n i c — of the ch thon ic 
spirit . H u m o r a n d b izar re ideas bui ld a b r idge 
from the rea lm of the d a r k u n d e r w o r l d to the 
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h u m a n w o r l d ; the bond be tween his fantasy 
and the ea r th is the careful observa t ion of the 
laws of n a t u r e and the love for all c rea tures . 
" F o r the a r t i s t , " he once wro te , " t h e d ia logue 
with n a t u r e is the conditio sine qua non of his 
w o r k . " 

A different expression of the h idden uncon
scious spirit can be found in one of the most 
no tab le of the younger " a b s t r a c t " pa in ters , 
Jackson Pollock, an A m e r i c a n who was killed 
in a car acc ident w h e n he was 44. His work 
has had a great influence on the younge r artists 
of our t ime. In My Painting, he revealed that 
he pa in ted in a kind of t r a n c e : " W h e n I a m 
in my pa in t i ng I a m not a w a r e of w h a t I a m 
doing. It is only after a sort o f ' g e t a c q u a i n t e d ' 
period that I see wha t I have been abou t . I 
have no fears abou t m a k i n g changes , destroy
ing the image , etc. , because the pa in t i ng has a 
life of its own. I try to let it come th rough . It 
is only when I lose con tac t with the pa in t ing 
that the result is a mess. O the rwise there is 
pu re h a r m o n y , an easy give and take , a n d the 
pa in t ing comes out wel l . " 

Pollock's p ic tures , which were pa in t ed p r ac 
tically unconsciously, a rc cha rged with b o u n d 
less emot iona l vehemence . In their lack of 
s t ruc ture they are almost chaot ic , a g lowing 
lava s t ream of colors, lines, p lanes , and points . 
T h e y may be r ega rded as a paral lel to wha t the 
alchemists called the mass a confusa, the prima 

materia, or chaos — all ways of defining the 
precious p r i m e m a t t e r of the a lchemica l p ro
cess, the s ta r t ing point of the quest for the 
essence of being. Pollock's pic tures represent 
the no th ing tha t is e v e r y t h i n g — t h a t is, the un
conscious itself. T h e y seem to live in a t ime 
before the emergence of consciousness and be
ing, or to be fantastic landscapes of a t ime 
after the ext inct ion of consciousness and being. 

In the midd le ol our cen tury , the purely a b 
stract p ic tu re wi thout any regula r o rder of 
forms and colors has become the most frequent 
expression in pa in t ing . T h e deepe r the dissolu
tion of " r e a l i t y , " the more the p ic tu re loses its 
symbol ic con ten t . T h e reason for this lies in the 
n a t u r e of the symbol and its function. T h e sym
bol is an object of the known world h in t ing at 
someth ing u n k n o w n ; it is the known expressing 
the life and sense of the inexpressible. But in 
merely abs t rac t pa in t ings , the world of the 
known has comple te ly vanished. No th ing is left 
to form a br idge to the u n k n o w n . 

O n the o the r h a n d , these pa in t ings reveal an 
unexpec ted b a c k g r o u n d , a h idden sense. T h e y 
often tu rn out to be more or less exact images 
of n a t u r e itself, showing an a s tound ing simi
larity with the molecu la r s t ruc tu re of organic 
and inorganic e lements of n a t u r e . Th i s is a per
plexing fact. Pure abs t rac t ion has become an 
image of concre te n a t u r e . But J u n g m a y give 
us the key to u n d e r s t a n d i n g : 
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" T h e deeper layers of the p syche , " he has 
said, "lose their ind iv idua l uniqueness as they 
re t rea t far ther and f a r t he r in toda rknes s . ' L o w e r 
down," that is to say, as they a p p r o a c h the au to 
nomous functional systems, they become in
creasingly collective unti l they arc universal ized 
and ext inguished in the body ' s mater ia l i ty , i.e. 
in chemical substances . T h e body 's c a rbon is 
simply ca rbon . Hence 'at b o t t o m ' the psyche is 
simply 'wor ld . ' 

A compar i son of abs t rac t pa in t ings and 
m i c r o p h o t o g r a p h s shows tha t u t te r abs t rac t ion 
of imag ina t ive a r t has in a secret a n d surpris
ing way become " n a t u r a l i s t i c , " its subject be
ing e lements of ma t t e r . T h e " g r e a t a b s t r a c t i o n " 
and the "g rea t r ea l i sm," which pa r t ed at the 
beg inn ing of our cen tu ry , have come toge ther 
aga in . W e r e m e m b e r Kand insky ' s words : " T h e 
poles open two pa ths , which both lead to one 
goal at the e n d . " Th i s " g o a l , " the point of 
union, is reached in m o d e r n abs t rac t pa in t ings . 
But it is a t t a ined comple te ly unconsciously. The 
artist 's in ten t ion plays no pa r t in the process. 

This point leads to a most i m p o r t a n t fact 
abou t m o d e r n a r t : T h e artist is, as it were , not 
so free in his creat ive work as he may think he 
is. If his work is per formed in a more or less 
unconscious way, it is control led by laws of 
n a t u r e tha t , on the deepest level, cor respond to 
the laws of the psyche, a n d vice versa. 

T h e grea t pioneers of m o d e r n a r t gave clear-
est expression to its t rue a ims and to the dep ths 
from which the spirit rose that left its impr in t 
on them. Th i s point is i m p o r t a n t , t hough later 
artists, who may have failed to realize it, did 
not a lways p l u m b the same dep ths . Yet nei ther 
Kandinsky , nor Klee , nor a n y o the r of the early 
masters of m o d e r n pa in t ing , was ever a w a r e of 
the grave psychological d a n g e r he was unde r 
going with the mystical submers ion in the 
ch thonic spirit and the p r ima l g r o u n d of n a t u r e . 
That d a n g e r must now be expla ined . 

As a s ta r t ing point we m a y take a n o t h e r 
aspect of abs t rac t ar t . T h e G e r m a n wri te r Wil-
helm Wor r inge r in te rpre ted abs t rac t a r t as the 
expression of a metaphys ica l unease and anx
iety tha t seemed to h im to be more p r o n o u n c e d 
a m o n g no r the rn peoples . As he exp la ined , they 

suffer from reali ty. T h e na tura lness of the 
sou thern peoples is denied to them and they 
long for a super- rea l and super-sensual world 
to which they give expression in imagina t ive or 
abs t rac t ar t . 

But. as Sir He rbe r t R e a d remarks in his 
Concise History of Modern Art, metaphys ica l 
anxie ty is no longer only G e r m a n i c and nor th
ern ; it now charac ter izes the whole of the mod
ern world. R e a d quotes Klee, who wrote in 
his Diary at the beg inn ing of 1915: " T h e more 
horrifying this world becomes (as it is in these 
days) the more a r t becomes a b s t r a c t ; while a 
world at peace produces realistic a r t . " T o Franz 
M a r c , abs t rac t ion offered a refuge from the 
evil and ugliness in this world. " V e r y early in 
life I felt that m a n was ugly- T h e an imals 
seemed to be more lovely and pure , yet even 
a m o n g them I discovered so m u c h that was re
volt ing and hideous tha t my pa in t ing b e c a m e 
more and more schemat ic a n d a b s t r a c t . " 

A good deal may be learned from a conver
sation that took place in 1958 be tween the 
I ta l ian sculptor M a r i n o Mar in i and the wri ter 
E d o u a r d Rodi t i . T h e d o m i n a n t subject tha t 
Mar in i t rea ted for years in m a n y var ia t ions is 
the n u d e figure of a you th on a horse. In the 
early versions, which he described in the con
versat ion as " symbols of hope and g r a t i t u d e " 
(after the end of the Second Wor ld W a r ) , the 
r ider sits his horse with outs t re tched a rms , his 

The p a i n t i n g s of J a c k s o n Pol lock 

( left , h is /Vo 23) w e r e pa in ted in 

a t rance ( u n c o n s c i o u s l y ) as are the 

w o r k s of o ther m o d e r n a r t i s t s — s u c h 

a s t h e French " a c t i o n " pa inter Georges 

M a t h i e u (far le f t ) . The chao t i c b u t 

p o w e r f u l result may be c o m p a r e d to 

the massa confusa of a l chemy , a n d 

s t rangely resembles the h i ther to 

h i d d e n fo rms of mat ter as revealed 

in m i c r o p h o t o g r a p h s (see p 2 2 ) . 

R igh t , a s imi lar c o n f i g u r a t i o n : 

a v i b r a t i o n pa t te rn m a d e by s o u n d 

w a v e s in g lycer ine . 
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body b e n d i n g slightly b a c k w a r d . In the course 
of years the t r e a t m e n t of the subject b e c a m e 
more " a b s t r a c t . " T h e m o r e or less "c lass ica l" 
form of the r ider g radua l ly dissolved. 

Speak ing of the feeling under ly ing this 
change , M a r i n i sa id : " I f you look at my 
eques t r ian statues of the last 12 years in o rde r 
of t ime , you will notice tha t the an ima l ' s pan ic 
steadily increases, bu t tha t it is frozen wi th 
ter ror and s tands pa ra lyzed r a t h e r t h a n rear
ing or taking flight. T h a t is all because I be
lieve tha t we a re a p p r o a c h i n g the end of the 
world . In every figure, I s trove to express a 
deepen ing fear a n d despai r . In this way I a m 
a t t e m p t i n g to symbol ize the last s tage of a 
dy ing myth , the m y t h of the ind iv idua l , vic
torious hero , of the human i s t ' s m a n of v i r t u e . " 

In fairy tale a n d m y t h , the "v ic tor ious h e r o " 
is a symbol of consciousness. His defeat, as 
Mar in i says himself, m e a n s the d e a t h of the 
ind iv idua l , a p h e n o m e n o n tha t appea r s in a 
social context as the s u b m e r g e n c e of the indi
vidual in the mass, a n d in a r t as the decl ine of 
the h u m a n e lement . 

W h e n Rodi t i asked w h e t h e r M a r i n i ' s style 
was a b a n d o n i n g the classical c a n o n on its way 
to becoming " a b s t r a c t , " M a r i n i repl ied, "As 
soon as ar t has to express fear, it must of 
itself d e p a r t from the classical i d e a l . " H e found 
subjects for his work in the bodies excava ted 
at Pompei i . Rodi t i called Mar in i ' s ar t a " H i r o 
sh ima s ty le ," for it conjures u p visions of the 
end of a wor ld . M a r i n i a d m i t t e d it. H e felt, 
he said, as if he had been expelled from an 
ear th ly parad ise . " U n t i l recent ly , the sculptor 
a imed at full sensual a n d powerful^forms. But 
for the last 15 years , scu lp tu re prefers forms in 
d i s in teg ra t ion . " 

T h e conversa t ion be tween M a r i n i and Rodi t i 
explains the t ransformat ion o f ' s e n s o r y " a r t in to 
abs t rac t ion tha t should be clear to a n y o n e w h o 
has ever walked open-eyed t h rough an exhibi 
tion of m o d e r n ar t . H o w e v e r m u c h he m a y 
apprec ia t e or a d m i r e its formal qual i t ies , he 
can scarcely fail to sense the fear, despai r , ag
gression, and mockery tha t sounds like a cry 
from m a n y works. T h e "me taphys i ca l a n x i e t y " 
that is expressed by the distress in these pic tures 
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a n d sculp tures m a y have arisen from the des
pa i r of a d o o m e d wor ld , as it d id wi th M a r i n i . 
In o the r cases, the emphas i s m a y lie on the 
religious factor, on the feeling t ha t God is dead . 
T h e r e is a close connec t ion be tween the two. 

At the root of this i nne r distress lies the de
feat (or r a t h e r the re t rea t ) of consciousness. In 
the upsurge of myst ical exper ience , every th ing 
tha t once b o u n d m a n to the h u m a n world , to 
ea r th , to t ime a n d space, to m a t t e r a n d the 
n a t u r a l l iving of life, has been cast aside or 
dissolved. But unless the unconscious is bal
anced by the exper ience of consciousness, it 
will imp lacab ly reveal its c o n t r a r y or negat ive 
aspect. T h e wea l th of creat ive sound t ha t m a d e 
the h a r m o n y of the spheres , or the wonderful 
mysteries of the p r i m a l g r o u n d , have yielded to 
des t ruc t ion a n d despai r . In more t h a n one case 
the art ist has become the passive vic t im of the 
unconscious. 

In physics, too, the wor ld of the b a c k g r o u n d 
has revealed its p a r a d o x i c a l n a t u r e ; the laws 
of the inmost e lements of n a t u r e , the newly 
discovered s t ruc tures a n d relat ions in its basic 
uni t , the a t o m , have b e c o m e the scientific foun
da t ion for u n p r e c e d e n t e d weapons of des t ruc
tion, a n d opened the way to ann ih i l a t ion . 
U l t i m a t e knowledge a n d the des t ruc t ion of the 
world a re the two aspects of the discovery of 
the p r ima l g r o u n d of n a t u r e . 

J u n g , w h o was as famil iar wi th the dange r 
ous d u a l n a t u r e of the unconscious as wi th the 

T o p left a n d center , t w o scu lp tu res 

by M a r i n o M a r i n i ( 1 9 0 1 - 6 6 ) , f r o m 

1 9 4 5 and 1951 respect ive ly , s h o w 

h o w the t h e m e of horse a n d r ider 

w a s a l tered f r o m an express ion o f 

t ranqu i l i t y t o one of to r tu red fear 

and despair , w h i l e the scu lp tu res 

themse lves g r e w c o r r e s p o n d i n g l y 

more a n d more abst ract . M a r i n i ' s later 

w o r k w a s in f luenced by t h e equa l ly 

pan i c -s t r i cken shapes of bod ies 

f o u n d at Pompe i i ( l e f t ) . 

i m p o r t a n c e of h u m a n consciousness, could 
offer m a n k i n d only one weapon against ca ta
s t r o p h e : the call for ind iv idua l consciousness, 
which seems so s imple a n d yet is so a rduous . 
Consciousness is not only indispensable as a 
counterpoise to the unconscious , a n d not only 
gives the possibility of m e a n i n g to life. I t has 
also an eminen t ly prac t ica l funct ion. T h e evil 
witnessed in the wor ld outs ide , in ne ighbors or 
ne ighbor ing peoples, can be m a d e conscious as 
evil contents of our own psyche as well, a n d 
this insight would be the first step to a radica l 
c h a n g e in our a t t i t u d e to ou r ne ighbors . 

Envy, lust, sensuali ty, lies, and all known 
vices a re the negat ive , " d a r k " aspect of the un 
conscious, which can manifest itself in two 
ways. In the positive sense, it appea r s as a 
"spir i t of n a t u r e , " creat ively a n i m a t i n g m a n , 
things, a n d the wor ld . I t is the " c h t h o n i c 
sp i r i t " t ha t has been men t ioned so often in this 
chap te r . I n the negat ive sense, the unconscious 
( tha t same spirit) manifests itself as a spirit of 
evil, as a dr ive to destroy. 

As has a l r eady been po in ted out , the a lche
mists personified this spirit as " t h e spirit M e r c u -
r i u s " a n d called it, wi th good reason, Mercurius 
duplex ( the two-faced, dua l M e r c u r i u s ) . In the 
religious l a n g u a g e of Chr is t iani ty , it is called 
the devil . But , however i m p r o b a b l e it may 
seem, the devil too has a dua l aspect . In the 
positive sense, he appea r s as Lucifer—literal ly , 
the l ight -br inger . 

Looked at in the light of these difficult and 
pa radox ica l ideas, m o d e r n a r t (which we have 
recognized as symbolic of the ch thon ic spirit) 
also has a d u a l aspect . In the positive sense it 
is the expression of a mysteriously profound 
na tu re -mys t i c i sm; in the negat ive , it can only 
be in t e rp re t ed as the expression of an evil- or 
des t ruct ive spirit. T h e two sides belong to
gether , for the p a r a d o x is one of the basic 
qual i t ies of the unconscious a n d its contents . 

T o p reven t any mi sunde r s t and ing , it must 
once more be emphas ized t ha t these considera
tions have no th ing to do wi th art is t ic a n d 
aesthet ic values, bu t a re solely conce rned with 
the i n t e rp re t a t i on of m o d e r n a r t as a symbol of 
our t ime. 

267 

Das
ein

 Foundati
on



Union of opposites 

T h e r e is one more po in t to be m a d e . T h e 
spirit of the age is in cons tan t m o v e m e n t . I t is 
like a river that flows on, invisibly bu t surely, 
and given the m o m e n t u m of life in our cen tury , 
even 10 years is a long t ime. 

Abou t the midd le of this cen tu ry a change 
began to come over pa in t ing . I t was no th ing 
revolu t ionary , no th ing like the change tha t 
h a p p e n e d a b o u t 1910, which m e a n t the recon
struct ion of ar t to its very foundat ions . But 
there were groups of artists w h o formula ted 
their aims in ways not h e a r d before. This t rans
format ion is going on wi th in the frontiers of 
abs t rac t pa in t ing . 

T h e represen ta t ion of concre te reali ty, which 
springs from the p r ima l h u m a n need of ca tch
ing the passing m o m e n t on the wing , has be
come a t ruly concre te sensuous a r t in the pho to 
g r a p h y of such m e n as F rance ' s H e n r i Car t ie r -
Bresson, Swi tzer land ' s W e r n e r Bischof, a n d 
others . W e can therefore u n d e r s t a n d why artists 
con t inued on their own way of inwardness and 
imagina t ion . For a good m a n y of the young 
artists, however , abs t rac t a r t as it had been 
pract iced for m a n y years offered no a d v e n t u r e , 
no field of conques t . Seeking the new, they 
found it in w h a t lay nearest , yet had been lost 
— in n a t u r e and m a n . T h e y were not and are 
not concerned with the r ep roduc t ion of n a t u r e 
in pictures , bu t wi th the expression of their own 
emot iona l exper ience of n a t u r e . 

T h e French pa in t e r Alfred Maness ier defined 
the aims of his a r t in these w o r d s : " W h a t we 
have to r econque r is the weight of lost real i ty. 
W e must make for ourselves a new hear t , a new 
spirit, a new soul, in the measu re of m a n . T h e 
pa in te r ' s t rue real i ty lies ne i ther in abs t rac t ion 
nor in realism, bu t in the reconques t of his 
weight as a h u m a n being. At present non-fig
ura t ive art seems to me to offer the one oppor 
tuni ty for the pa in t e r to a p p r o a c h the i nward 
reality of himself and to grasp the consciousness 
of his essential self, or even of his being. It is 

only by the rcconques t of his posit ion, I believe, 
tha t the pa in t e r will be able , in the t ime to 
come, to r e tu rn slowly to himself, to rediscover 
his own weight and so to s t r eng then it t ha t it 
can even reach the o u t w a r d real i ty of the 
w o r l d . " 

J e a n Bazaine speaks in similar t e r m s : " I t is 
a g rea t t e m p t a t i o n for the pa in t e r of today to 
pa in t the p u r e r h y t h m of his feeling, the most 
secret pulse of his hea r t , instead of e m b o d y i n g 
it in a concre te form. T h a t , however , leads only 
to a desiccated m a t h e m a t i c s or a kind of ab 
stract expressionism, which ends in m o n o t o n y 
a n d a progressive impove r i shmen t of form. . . . 
But a form tha t can reconcile m a n with his 
world is an 'a r t of c o m m u n i o n ' by which m a n , 
at any m o m e n t , can recognize his own un
formed c o u n t e n a n c e in the w o r l d . " 

W h a t in fact artists now have at hear t is a 
conscious reun ion of their own inward reali ty 
wi th the reali ty of the world or of n a t u r e ; or, 
in the last resort , a new union of body and soul, 
ma t t e r and spirit. T h a t is their way to the " r e -
conquest of their weight as h u m a n be ings . " 
O n l y now is the grea t rift tha t set in wi th 
m o d e r n ar t (be tween "g rea t a b s t r a c t i o n " and 
"g rea t rea l i sm") be ing m a d e conscious a n d on 
the way to being healed. 

For the onlooker , this first becomes evident 
in the changed a t m o s p h e r e in the works of these 
artists. T h e r e radia tes from the pic tures of such 
artists as Alfred Maness ier or the Belgian-born 
pa in t e r Gus tave Singier, in spite of all abs t rac
tion, a belief in the wor ld , and , in spite of all 
intensi ty of feeling, a h a r m o n y of forms and 
colors tha t often a t ta ins serenity. In the F rench 
pa in t e r Jean Lurca t ' s famous tapestries of the 

2 6 8 

In this century the depiction of 
actual i ty—once the province of 
the painter and sculptor—has been 
taken over by the photographer, 
whose camera can not only record 
but (like any landscape painting 
of past centuries) can express the 
photographer's own emotional 
experience of the subject. Right, a 
Japanese scene photographed 
by Werner Bischof (1916-54). 
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1950s the e x u b e r a n c e of n a t u r e pervades the 
p ic ture . His a r t could be called sensuous as well 
as imag ina t ive . 

W e find a serene h a r m o n y of forms and col
ors also in the work of Paul Klee. Th i s har 
mony was w h a t he had a lways been str iving 
for. Above all, he had real ized the necessity 
of not deny ing evil. " E v e n evil must not be a 
t r i u m p h a n t or d e g r a d i n g enemy , bu t a power 
co l labora t ing in the w h o l e . " But Klee 's s ta r t ing 
point was not the same . H e lived nea r " t h e 
dead and the u n b o r n " at an almost cosmic dis
tance from this wor ld , while the younge r gen
erat ion of pa in ters can be said to be more 
firmly rooted in ea r th . 

An i m p o r t a n t point to notice is tha t m o d e r n 
pa in t ing , just w h e n it has advanced far enough 
to discern the un ion of the opposites, has taken 
up religious themes . T h e "me taphys i ca l v o i d " 
seems to have been overcome. And the ut ter ly 
unexpec ted has h a p p e n e d : T h e C h u r c h has be
come a p a t r o n of m o d e r n a r t . W e need only 
ment ion here All Saints at Basle, with windows 
by Alfred Maness i e r ; Assy chu rch , wi th pic
tures by a large n u m b e r of m o d e r n ar t i s ts ; the 
Matisse chapel at V e n c e ; and the c h u r c h at 
Aud incour t , which has works by J e a n Bazaine 
and the F rench art ist F e r n a n d Leger . 

T h e admission of m o d e r n a r t to the C h u r c h 
means more t h a n an act of b r o a d m i n d e d n e s s 

on the pa r t of its pa t rons . It is symbol ic of the 
fact tha t the pa r t p layed by m o d e r n a r t in re
lat ion to Chr is t ian i ty is chang ing . T h e c o m p e n 
satory function of the old he rme t i c movemen t s 
has m a d e way for the possibility of col labora
tion. In discussing the a n i m a l symbols of Christ , 
it was poin ted out tha t the light a n d the ch tho-
nic spirits be longed to each o ther . It seems as 
if the m o m e n t had come today w h e n a new 
stage in the solution of this mil lennial p rob lem 
might be reached . 

W h a t the future will yield we c a n n o t know — 
w h e t h e r the b r idg ing of the opposites will give 
positive results, or w h e t h e r the way will lead 
th rough yet more u n i m a g i n a b l e ca tas t rophes . 
T h e r e is too m u c h anxie ty a n d too m u c h d r e a d 
at work in the world , and this is still the pre
d o m i n a n t factor in a r t a n d society. Above all, 
there is still too m u c h unwil l ingness on the par t 
of the ind iv idua l to app ly to himself and his 
life the conclusions tha t can be d r a w n from ar t , 
a l though he might be ready to accept t hem in 
ar t . T h e artist can often express m a n y things, 
unconsciously and wi thou t a w a k e n i n g hostility, 
which are resented w h e n they are expressed by a 
psychologist (a fact tha t could be d e m o n s t r a t e d 
even more conclusively in l i t e ra ture t han in the 
visual a r t s ) . Confronted by the s t a t ement s of the 
psychologist , the ind iv idua l feels direct ly chal 
l enged ; bu t w h a t the artist has to say, pa r t i cu -
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larly in our cen tu ry , usual ly r emains in an 
impersona l sphere . 

And yet it seems i m p o r t a n t tha t the sug
gestion of a more whole , a n d therefore more 
h u m a n , form of expression should have be
come visible in ou r t ime. I t is a g l immer of 
hope , symbol ized for me (at the t ime of writ
i n g : 1961) by a n u m b e r of pa in t ings by the 
French art ist P ier re Soulages. Behind a ca t a rac t 
of huge , black rafters there g l immers a clear, 
pure blue or a r a d i a n t yellow. Light is d a w n 
ing beh ind darkness . 

M i d - 2 0 t h - c e n t u r y art seems t o be 

m o v i n g a w a y f r o m a M a r i n i - l i k e 

d e s p a i r — a s is seen in the ges ture 

of J e a n Lurcat , w h o exh ib i t ed his 

w o r k in a f ie ld ( t o p le f t ) , a l ink 

w i t h nature and the earth. A b o v e , 

Dedicace a Sainte Marie Madeleine 

by A l f r e d Maness ie r ( b o r n 1 9 1 1 ) . 

T o p r ight, Pour la Naissance du 

Surhomme by France's P ier re-Yves 

T remo is (bo rn 1 9 2 1 ) B o t h w o r k s 

ind ica te a t e n d e n c y t o w a r d l i fe and 

w h o l e n e s s . The pa in t i ng , r ight, by 

Pierre Sou lages ( b o r n 1 9 1 9 ) m i g h t 

be u n d e r s t o o d as a s y m b o l of hope: 

B e h i n d the ca tac lysmic darkness 

can be seen a g l i m m e r of l ight . 

Das
ein

 Foundati
on



Symbols in an indiv idual analysis 

Jo lande Jacob! 

A 1 7 t h - c e n t u r y e n g r a v i n g of " T h e Palace o f Dreams. " 
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The beginning of the analysis 

T h e r e is a widespread belief tha t the me thods 
of J u n g i a n psychology are app l i cab le only to 
midd le -aged people . T r u e , m a n y m e n a n d 
w o m e n reach midd l e age wi thou t achieving 
psychological m a t u r i t y , a n d it is therefore 
necessary to help t h e m t h r o u g h the neglected 
phases of their d e v e l o p m e n t . T h e y have not 
comple ted the first p a r t of the process of indi 
v idua t ion tha t Dr . M . - L . von F r a n z has de
scribed. But it is also t rue tha t a young person 
can encoun te r serious p rob lems as he grows up . 
If a young person is afraid of life a n d finds it 
ha rd to adjust to real i ty, he migh t prefer to 
dwell in his fantasies or to r e m a i n a child. In 
such a young person (especially if he is in t ro 
ver ted) one can somet imes discover unexpec ted 
t reasures in the unconscious , and by br ing ing 
them into consciousness s t reng then his ego and 
give h im the psychic energy he needs to g row 
into a m a t u r e person. T h a t is the function of 
the powerful symbol ism of ou r d r e a m s . 

O t h e r con t r ibu to r s to this book have de
scribed the n a t u r e of these symbols and the role 
they play in m a n ' s psychological n a t u r e . I wish 
to show how analysis can aid the i nd iv idua t ion 
process by taking the e x a m p l e of a y o u n g en
gineer, aged 25, w h o m I shall call H e n r y . 

H e n r y c a m e from a ru ra l district in eas tern 
Swi tzer land . His father, of Pro tes tan t peasan t 
stock, was a genera l p r ac t i t i one r : H e n r y de
scribed h im as a m a n with high mora l s t anda rds , 
bu t a r a the r w i t h d r a w n person w h o found it 
difficult to re la te to o the r people . H e was more 
of a father to his pa t ien ts t h a n to his ch i ldren . 
At h o m e , H e n r y ' s m o t h e r was the d o m i n a n t 
personal i ty . " W e were raised by the s t rong 
h a n d of our m o t h e r , " he said on one occasion. 
She c a m e from a family wi th an a c a d e m i c 
b a c k g r o u n d and wide artistic interests. She her
self, in spite of her strictness, h a d a b r o a d spiri
tual ho r i zon ; she was impulsive a n d r o m a n t i c 
(she had a grea t love for I t a ly ) . T h o u g h she was 
by bir th a Ca tho l ic , her ch i ldren h a d been 

b r o u g h t u p in the Pro tes tan t i sm of their father. 
H e n r y h a d a sister, older t h a n himself, with 
w h o m he had a good re la t ionship . 

H e n r y was in t rover ted , shy, finely d r a w n , 
a n d very tall , with light ha i r , a high pale fore
head , a n d b lue eyes wi th d a r k shadows. H e did 
not th ink tha t neurosis ( the most usual reason) 
had b r o u g h t h im to me , b u t r a t h e r a n inner 
urge to work on his psyche. A s t rong mothe r -
tie, however , a n d a fear of c o m m i t t i n g himself 
to life were h id d en beh ind this u r g e ; bu t these 
were only discovered d u r i n g the ana ly t ica l work 
wi th me . H e had jus t comple ted his studies and 
taken a posit ion in a large factory, a n d he was 
facing the m a n y p rob lems of a young m a n on 
the threshold of m a n h o o d . " I t appea r s to m e , " 
he wrote in a let ter asking for an interview, 
" t h a t this phase of my life is pa r t i cu la r ly im
p o r t a n t a n d meaningful . I mus t dec ide ei ther 
to r e m a i n unconscious in a wel l -protec ted secu
rity, or else to v e n t u r e on a yet u n k n o w n way 
of which I have g rea t h o p e s . " T h e choice thus 
confront ing h im was w h e t h e r to r ema in a 
lonely, vaci l la t ing, a n d unreal is t ic you th or to 
become a self-sufficient a n d responsible adul t . 

H e n r y told me tha t he preferred books to 
society; he felt inh ib i ted a m o n g people , and 
was often t o r m e n t e d by doub t s and self-criti
cism. H e was well read for his age a n d had a 
lean ing toward aesthet ic inte l lectual ism. After 
an ear l ier atheist ic stage, he b e c a m e rigorously 
Pro tes tan t , bu t finally his religious a t t i t ude 
b e c a m e complete ly neu t ra l . H e had chosen a 
technical educa t ion because he felt his talents 
lay in m a t h e m a t i c s and geomet ry . H e possessed 
a logical m i n d , t ra ined in the n a t u r a l sciences, 
bu t he also h a d a propens i ty toward the i r ra
t ional a n d mystical tha t he did not w a n t to 
a d m i t even to himself. 

A b o u t two years before his analysis began , 
H e n r y h a d become engaged to a Ca tho l ic girl 
from the F rench pa r t of Swi tzer land . H e de
scribed her as c h a r m i n g , efficient, and full of 
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ini t iat ive. Nevertheless , he was unce r t a in 
whe ther he should u n d e r t a k e the responsibil i ty 
of mar r i age . Since he had so little a c q u a i n t a n c e 
with girls, he t hough t it migh t be be t te r to wai t , 
or even to r ema in a bache lo r ded ica ted to a 
scholarly life. His d o u b t s were s t rong enough 
to prevent his r each ing a dec is ion; he needed 
a further s tep toward m a t u r i t y before he could 
feel sure of himself. 

A l though qual i t ies of bo th ' h i s pa ren t s were 
combined in H e n r y , he was marked ly mothe r -
bound . In his consciousness , 'he was identified 
with his real (or " l i g h t " ) m o t h e r , w h o repre 
sented high ideals and intel lectual ambi t ions . 
But in his unconscious he was deeply in the 
power of the da rk aspects of his m o t h e r - b o u n d 
condi t ion. His unconscious still held his ego in 
a s t rangle-hold . All his c lear-cut th ink ing and 
his efforts to find a firm s t andpo in t in the 
purely ra t ional r ema ined no th ing more t han an 
intel lectual exercise. 

T h e need to escape from this " m o t h e r -
p r i son" was expressed in hostile react ions to his 
real m o t h e r and a rejection of the " i n n e r 
m o t h e r " as a symbol of the feminine side of the 
unconscious. But an inner power sought to 
hold h im back in the condi t ion of ch i ldhood, 
resisting every th ing tha t a t t r ac t ed h im to the 
outside world . Even the a t t rac t ions of his 
fiancee were not enough to free h im from his 
mother- t ies , a n d thus help him find himself. H e 

was not a w a r e tha t his inner urge for g rowth 
(which he felt s trongly) inc luded the need to 
de t ach himself from his mo the r . 

M y analyt ica l work with H e n r y lasted nine 
mon ths . Al together , there were 35 sessions in 
which he presented 50 d r eams . So short an 
analysis is ra re . I t is only possible when energy-
laden d r e a m s like H e n r y ' s speed u p the process 
of deve lopmen t . O f course, from the J u n g i a n 
point of view, there is no rule for the length of 
t ime requ i red for a successful analysis. All de
pends on the ind iv idua l ' s readiness to realize 
inner facts a n d on the mate r i a l presented by 
his unconscious. 

Like most in t rover ts , H e n r y led a r a the r 
mono tonous ou te r life. D u r i n g the day he was 
comple te ly involved in his j o b . In the evenings 
he somet imes went out with his fiancee or with 
friends, with w h o m he liked to have l i terary 
discussions. Q u i t e often he sat in his lodgings 
absorbed in a book or in his own thoughts . 
T h o u g h we regular ly discussed the happen ings 
of his dai ly life, a n d also his ch i ldhood and 
youth , we usually got fairly quickly to the in
vest igat ion of his d r e a m s a n d the p rob lems his 
inner life presented to h im. It was ex t raord i 
nary to see how strongly his d r e a m s emphas ized 
his " c a l l " to spir i tual deve lopment . 

But I must m a k e it clear tha t not every th ing 
descr ibed here was told to H e n r y . In analysis 
one must a lways r ema in conscious of how ex-

Left, the palace and monas te ry of 

Escorial , Spa in , bui l t by Phi l ip II 

a b o u t 1 5 6 3 Its for t ress s t ruc ture 

images the in t rover t 's w i t h d r a w a l 

f r o m the w o r l d B e l o w , a d r a w i n g by 

Henry of a barn he bui l t as a ch i ld 

w i t h for t ress- l ike ba t t lements . 
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plosive the d r e a m e r ' s d r e a m symbols m a y be 
for h im. The analys t can ha rd ly be too careful 
and reserved. If too br igh t a light is t h rown on 
the d r e a m - l a n g u a g e of symbols , the d r e a m e r 
can be dr iven in to anxie ty , a n d thus led into 
ra t iona l iza t ion as a defense mechan i sm. O r he 
can no longer assimilate t hem, and can fall into 
a severe psychic crisis. Also, the d r e a m s re
por ted and c o m m e n t e d on here a rc by no 
means all the d r e a m s tha t H e n r y had d u r i n g 
his analysis. I can discuss only an i m p o r t a n t 
few that influenced his deve lopmen t . 

In the beg inn ing of ou r work , ch i ldhood 
memor ies with i m p o r t a n t symbol ic mean ings 
c a m e up . The oldest d a t e d back to H e n r y ' s 
fourth year . H e sa id : " O n e m o r n i n g I was 
al lowed to go wi th my m o t h e r to the baker ' s 
shop and there I received a crescent roll from 
the baker ' s wife. I did not eat the roll bu t 
car r ied it p roud ly in my h a n d . O n l y my m o t h e r 
and the baker ' s wife were present , so I was the 
only m a n . " Such crescents a re popu la r ly called 
" m o o n - t e e t h , " and this symbolic al lusion to the 
moon under l ines the d o m i n a t i n g power of the 
feminine a power to which the little boy may 
have felt exposed a n d which , as the "on ly 
m a n , " he was p r o u d of be ing ab le to confront . 

Ano the r ch i ldhood m e m o r y c a m e from his 
fifth year. It concerned H e n r y ' s sister, who 
c a m e h o m e after he r examina t ions at school 
and found him cons t ruc t ing a toy b a r n . T h e 
ba rn was m a d e wi th blocks of wood a r r a n g e d 
in the form of a squa re and s u r r o u n d e d with 
a kind of hedge tha t looked like the ba t t l e 
ments of a castle. H e n r y was pleased with his 
ach ievement , and said teasingly to his sister: 
" Y o u have s tar ted school bu t you ' r e a l r eady on 
ho l iday . " H e r reply, tha t he was on hol iday all 
year , upset h im terr ibly. He felt deeply hur t 
tha t his " a c h i e v e m e n t " was not taken seriously. 

Even years la ter H e n r y had not forgotten 
the b i t ter hu r t a n d injustice tha t he had felt 
when his cons t ruc t ion was rejected. His later 
p rob lems conce rn ing the assertion of his mas
culinity and the conflict be tween ra t iona l a n d 
fantasy values a re a l r eady visible in this ear ly 
exper ience. And these p rob lems are also to be 
seen in the images of his first d r e a m . 
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The initial dream 

T h e d a y after H e n r y ' s first visit to me , he had 
the following d r e a m : 

I was on an excursion with a group of people 
I did not know. We were going to the Zinalrot-
horn. We had started from Samaden. We only 
walked about an hour because we were to camp 
and have some theatricals. I was not given an 
active part. I especially remember one performer 
—a young woman in a pathetic role wearing a long 
flowing robe. 

It was midday and I wanted to go on to the 
pass. As all the others preferred to remain, I went 
up alone, leaving my equipment behind. How
ever, I found myself right back in the valley and 
completely lost my orientation. I wanted to re
turn to my party but did not know which moun
tainside I should climb. I was hesitant about ask
ing. Finally, an old woman showed me the way 
I must go. 

Then I ascended from a different starting 
point than our group had used in the morning. 
It was a matter of making a turn at the right 
altitude and then following the mountain slope 
to return to the party. I climbed 'along a cog
wheel mountain railway on the right side. On my 
left little cars constantly passed me, each con
taining one hidden bloated little man in a blue 
suit. It is said they are dead. I was afraid of other 
cars coming from behind and kept turning around 
to look, so as not to be run over. My anxiety was 
needless. 

At the point where I had to turn off. to the 
right, there were people awaiting me. They took 
me to an inn. A cloudburst came up. I regretted 
that my equipment my rucksack, and my motor 
bike—were not there, but I was told not to get 
them till next morning. I accepted the advice. 

One of Henry 's c h i l d h o o d memor ies 

invo lved a crescent rol l , w h i c h he 

d r e w ( t o p le f t ) . Center , the same 

shape on a m o d e r n S w i s s bakery s ign. 

The crescent shape has long been 

l inked w i t h the m o o n and t h u s w i t h 

the f e m i n i n e pr inc ip le , as in the 

c r o w n ( le f t ) of the g o d d e s s Ishtar 

of t h i r d - c e n t u r y B.C. B a b y l o n . 

Dr. J u n g assigned grea t i m p o r t a n c e to the 
first d r e a m in a n analysis, for, accord ing to 
h im, it often has an t i c ipa to ry va lue . A deci
sion to go in to analysis is usually a c c o m p a n i e d 
by an emot iona l u p h e a v a l t ha t d is turbs the 
deep psychic levels from which a rche typa l sym
bols arise. T h e first d r e a m s therefore often 
present "col lect ive i m a g e s " t ha t p rov ide a per
spective for the analysis as a whole a n d can 
give the therap is t insight in to the d r e a m e r ' s 
psychic conflicts. 

W h a t does the above d r e a m tell us of H e n r y ' s 
future d e v e l o p m e n t ? W e mus t first examine 
some of the associations t ha t H e n r y himself sup
plied. T h e village of S a m a d e n h a d been the 
h o m e of J i i r g J e n a t s c h , a famous 17th-century 
Swiss freedom-fighter . T h e " t h e a t r i c a l s " called 
u p the t h o u g h t of Goe the ' s Wilhelm Meisters 
Lehrjahre, which H e n r y liked very m u c h . In 
the w o m a n he saw a r e semblance to the figure 
in a pa in t i ng called The Island of Ihe Dead by 
the 19th-century Swiss art ist Arno ld Bocklin. 
T h e "wise old w o m a n , " as he called her , 
seemed to be associated on the one h a n d to 
his analys t , on the o the r to the c h a r w o m a n in 
J . B. Priestley's p lay They Came to a City. T h e 
cog-wheel ra i lway r e m i n d e d h im of the b a r n 
(with ba t t l ements ) tha t he had bui l t as a child. 

T h e d r e a m describes an " e x c u r s i o n " (a sort 
of " w a l k i n g t o u r " ) , which is a s tr iking para l le l 
to H e n r y ' s decision to u n d e r t a k e analysis. T h e 
ind iv idua t ion process is often symbol ized by a 
voyage of discovery to u n k n o w n lands . Such 
a voyage takes p lace in J o h n Bunyan ' s Pilgrim's 
Progress, or in Dan te ' s Divina Commedia. T h e 
" t r a v e l e r " in D a n t e ' s p o e m , search ing for a 
way, comes to a m o u n t a i n t ha t he decides to 
c l imb. But because of th ree s t range an imals (a 
motif tha t will also a p p e a r in one of H e n r y ' s 
la ter d reams) he is forced to descend in to the 
valley a n d even in to hell. (La te r he ascends 
aga in to p u r g a t o r y a n d finally reaches p a r a 
dise.) F r o m this paral le l one could deduce tha t 
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The ini t ial stage of the process of 

i n d i v i d u a t i o n can somet imes be a 

per iod of d i s o r i e n t a t i o n — a s w a s the 

case w i t h Henry. Left, the first 

w o o d c u t f r o m the 1 5 th cen tu ry book 

The Dream of Poliphilo s h o w s the 

dreamer fear fu l ly en te r ing a dark 

w o o d — p e r h a p s represent ing his 

en t rance in to the u n k n o w n . 

Assoc ia t i ons p r o d u c e d by Henry 

to his first d ream: r ight, Island 

of the Deadby the 1 9 t h - c e n t u r y 

S w i s s artist A r n o l d B o c k l i n . Far 

r ight, a scene f r o m the 1 9 4 4 L o n d o n 

p r o d u c t i o n of J . B. Pr iest ley's They 

Came to a City, w h i c h c o n c e r n s the 

react ions of a g r o u p of people f r o m 

m a n y w a l k s of life to an "ideal 

c i t y . " One of the centra l characters 

is a c h a r w o m a n , left of p ic ture. 

there might be a s imilar per iod of d isor ienta
tion and lonely seeking in store for H e n r y . The 
first pa r t of this life-journey, represented as 
c l imbing a m o u n t a i n , offers ascent from the 
unconscious to an elevated point of view of the 
ego i.e. to an increased consciousness. 

S a m a d e n is n a m e d as the s ta r t ing po in t of 
the excursion. Th i s is where J e n a t s c h (whom 
we m a y take as e m b o d y i n g the "freedom-seek
i n g " sense wi th in Henry ' s unconscious) s tar ted 
his c a m p a i g n for the l ibera t ion of the Velt l in 
region of Swi tze r land from the French . 
J e n a t s c h had o the r character is t ics in c o m m o n 
with H e n r y : H e was a Pro tes tan t w h o fell in 
love with a Ca tho l ic g i r l ; and , like Hen ry , 
whose analysis was to free h im from his mothe r -
ties and from fear of life, J e n a t s c h also fought 
for l ibera t ion. O n e could in te rpre t this as a 
favorable a u g u r y for the success of H e n r y ' s own 
fight for freedom. T h e goal of the excursion is 
the Z i n a l r o t h o r n , a m o u n t a i n in western Swit
zer land that he d id not know. T h e word rol 
( " r e d " ) in Zinal ro /horn touches on H e n r y ' s 
emot ional p r o b l e m . Red is usually symbol ic of 
feeling or pass ion; here it points to the va lue 
of the feeling-function, which was insufficiently 
developed in H e n r y . A n d the word " h o r n " 
reminds one of the crescent roll in the baker ' s 
shop of Henry ' s ch i ldhood . 

After a short walk, a hal t is cal led, and 
H e n r y can r e tu rn to a s tate of passivity. Th i s 

also belongs to his n a t u r e . T h e point is under 
lined by the " t h e a t r i c a l s . " A t t e n d i n g the thea t re 
(which is an imi ta t ion of real life) is a p o p u l a r 
way of evad ing a n act ive pa r t in life's d r a m a . 
The spec ta tor can identify wi th the play, yet 

con t inue to p a n d e r to his fantasies. Th i s kind 
of identif icat ion pe rmi t t ed the Greeks to experi 
ence cathars is , m u c h as the p s y c h o - d r a m a initi
a ted by the Amer i can psychiatr is t J . L. M o r e n o 
is now used as a t he rapeu t i c aid. Some such 
process m a y have enab led H e n r y to u n d e r g o 
an inner deve lopmen t w h e n his associations 
raised memor ies of Wilhelm Meisler, Goe the ' s 
story of the m a t u r i n g of a young m a n . 

T h a t H e n r y should have been impressed by 
the r o m a n t i c a p p e a r a n c e of a w o m a n is also 
not surpr is ing. Th i s figure resembles Henry ' s 
m o t h e r a n d is at the same t ime a personifica
tion of his own unconscious feminine side. T h e 
connect ion Henr \ makes between her and 
Bocklin's Island of Ihe Dead points to his de
pressive mood , so well expressed by the pa in t ing , 
which shows a whi te - robed priest-like figure 
s teering a boa t bea r ing a coffin toward an 
island. We have here a significant double 
p a r a d o x : T h e keel of the boat seems to sug
gest a con t r a ry course, away from the is land; 
and the " p r i e s t " is a figure of uncer ta in sex. 
In Henry ' s associations, this figure is cer tainly 
h e r m a p h r o d i t i c . T h e doub le p a r a d o x coincides 
with H e n r y ' s a m b i v a l e n c e : T h e opposites in 
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his soul a re still too undifferent ia ted to be 
clearly separa ted . 

After this in t e r lude in the d r e a m . H e n r y 
suddenly becomes a w a r e tha t it is noon and 
he must go on . So he aga in starts for the pass. 
A m o u n t a i n pass is a wel l -known symbol for a 
"s i tua t ion of t r ans i t i on" tha t leads from an old 
a t t i t ude of mind to a new one . H e n r y must go 
a l o n e ; it is essential for his ego to s u r m o u n t 
the test una ided . Thus he leaves his kit beh ind 

an act ion that signifies tha t his men ta l e q u i p 
men t has become a b u r d e n , or tha t he must 
change his n o r m a l way of going a b o u t things. 

But he does not reach the pass. He loses his 
bear ings and finds himself back in the valley. 
This failure shows tha t while H e n r y ' s ego de
cides on act ivi ty , his o the r psychic enti t ies (re
presented by the o the r m e m b e r s of the pa r ty ) 
r ema in in the old s ta te of passivity a n d refuse 
to a c c o m p a n y the ego. ( W h e n the d r e a m e r 
himself a p p e a r s in a d r e a m , he usually repre
sents only his conscious e g o ; the o the r figures 
s tand for his more or less u n k n o w n , uncon
scious quali t ies .) 

H e n r y is in a s i tuat ion where he is helpless, 
yet a shamed to a d m i t it. At this m o m e n t he 
meets an old w o m a n w h o indicates the right 
way to h im. He can do no th ing bu t accept 
her advice . The helpful "o ld w o m a n " is a 
wel l -known symbol in my ths a n d fairy talcs for 
the wisdom of the e ternal female n a t u r e . T h e 

rat ional is t H e n r y hesitates to accept her help 
because such accep t ance requires a sacrificium 
intelleclus—a sacrifice, or d i scard ing , of a 
ra t ional way of though t . (This d e m a n d will 
often be m a d e of H e n r y in later d reams . ) Such 
a sacrifice is u n a v o i d a b l e ; it appl ies to his 
re la t ionship with the analysis as well as with 
everyday life. 

He associated the figure of the "old w o m a n " 
to the c h a r w o m a n in Priestley's play abou t a 
new " d r e a m " city (perhaps an analogy to the 
New Je r susa l em of the Apocalypse) into which 
the cha rac te r s can en te r only after a kind of 
ini t iat ion. This association s e e m s to show that 
H e n r y had intui t ively recognized this confron
ta t ion as someth ing decisive for h im. T h e char
w o m a n in Priestley's play says tha t in the city 
" t h e y have promised me a room of my o w n . " 
There she will be self-reliant a n d i ndependen t , 

as H e n r y seeks to be . 

If such a technical ly minded young m a n as 
H e n r y is consciously to choose the way of 
psychic deve lopmen t , he must be p repa red for 
a reversal of his old a t t i tudes . Therefore , on the 
advice of the w o m a n , he must s tar t his c l imb 
from a different spot. O n l y then will it be pos
sible for him to judge at wha t level he must 
devia te to reach the g r o u p — the o the r qual i t ies 
of his psyche tha t he had left beh ind . 

1 le cl imbs a cog-wheel rail\va\ track a motif 
pe rhaps reflecting his technical educa t ion) and 
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keeps to the r ight side of the t rack —which is 
the conscious side. ( In the history of symbol ism, 
the right side genera l ly represents the rea lm of 
consciousness; the left, the unconscious.) F r o m 
the left, little cars a re c o m i n g d o w n , a n d in 
each a little m a n is h idden . H e n r y is afraid tha t 
an unnot iced u p w a r d - b o u n d car migh t hit h im 
from the rear . His anxie ty proves groundless , 
bu t it reveals tha t H e n r y is afraid of w h a t , so 
to speak, lies beh ind his ego. 

T h e b loa ted , b lue-c lo thed men migh t sym
bolize sterile intel lectual t hough t s tha t a r e be
ing b rough t d o w n mechanica l ly . Blue often 
denotes the function of th inking. T h u s the 

men might be symbols of ideas or a t t i tudes tha t 
have died on the intel lectual heights where the 
air is too thin . T h e y could also represent life
less inner par t s of H e n r y ' s psyche. 

A c o m m e n t on these men is m a d e in the 
d r e a m : " I t is said they a re d e a d . " But H e n r y 
is a lone . W h o makes this s t a t e m e n t ? It is a 
voice — and w h e n a voice is hea rd in a d r e a m it 
is a most meaningful occur rence . Dr . J u n g 
identified the a p p e a r a n c e of a voice in d r e a m s 
wi th an in te rvent ion of the Self. It s t ands for a 
knowledge tha t has its roots in the collective 
fundament s of the psyche. W h a t the voice says 
canno t be d isputed . 

T h e insight H e n r y has ga ined a b o u t the 
" d e a d " formulas, to which he has been too 
c o m m i t t e d , marks a t u r n i n g point in the d r e a m . 
He has at last r eached the right place for tak
ing a new di rec t ion , to the r ight ( the conscious 
d i rec t ion) , t oward the conscious and the outer 
wor ld . T h e r e he finds the people he left behind 
wai t ing for h i m ; a n d thus he can become con
scious of previously u n k n o w n aspects of his per
sonali ty. Since his ego has s u r m o u n t e d the 
dange r s it confronted a lone (an accompl ish
men t that could m a k e him more m a t u r e and 
s tab le ) , he can rejoin the g r o u p or "co l lec t ive" 
a n d get shelter and food. 

T h e n comes the ra in , a c loudburs t tha t re
laxes tension a n d makes the ea r th fertile. In 
mythology, rain was often thought to be a 
" l o v e - u n i o n " be tween heaven a n d ea r th . In the 
Eleusinian mysteries, for ins tance , after every
th ing had been purified by wate r , the call went 
u p to h e a v e n : " L e t it r a i n ! " and d o w n to 

Left, the Greek ma iden Danae, w h o 

w a s i m p r e g n a t e d by Zeus in the f o r m 

of a s h o w e r of g o l d ( f rom a pa in t ing 

by the 1 6 th cen tu ry F lemish artist 

J a n Gossaer t ) Like Henry 's d ream, 

th is m y t h ref lects the s y m b o l i s m of 

the c l o u d b u r s t as a sacred marr iage 

b e t w e e n heaven and ear th . 

In ano ther of Henry 's d reams a d o e 

appears - an image of shy fem in in i t y 

as is the f a w n in the pa in t i ng , 

r ight, by the 1 9 t h cen tu ry Br i t ish 

artist E d w i n Landseer 
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e a r t h : "Be fruitful!" Th i s was unders tood as 
a sacred mar r i age of the gods. In this way ra in 
can be said to represent a " s o l u t i o n " in the 
literal sense of the word . 

C o m i n g d o w n , H e n r y aga in meets the col
lective values symbol ized by the rucksack and 
motorcycle . H e has passed th rough a phase in 
which he has s t r eng thened his ego-conscious
ness by p rov ing he can hold his own, a n d he 
has a renewed need for social con tac t . However , 
he accepts the suggestion of his friends that he 
should wait and fetch his things the next morn 
ing. T h u s he submi ts for the second t ime to 
advice tha t comes from e l sewhere : the first 
t ime, to the advice of the old w o m a n , to a 
subjective power , an a r che typa l f igure; the 
second t ime, to a collective p a t t e r n . W i t h this 
step H e n r y has passed a milestone on the road 
to ma tu r i t y . 

As an an t i c ipa t ion of the inner deve lopmen t 
that H e n r y could hope to achieve th rough 
analysis, this d r e a m was ex t rao rd ina r i ly p ro 
mising. T h e conflicting opposites tha t kept 
H e n r y s soul in tension were impressively sym
bolized. O n the one h a n d , there was his con
scious urge to ascend, a n d on the o the r his 
t endency to passive con t emp la t i on . Also, the 
image of the pa the t i c young w o m a n in her 
whi te robes ( represent ing Henry ' s sensitive and 
roman t i c feelings) contras ts wi th the b loa ted 
corpses in blue suits ( represent ing his sterile in
tel lectual wor ld ) . Howeve r , to ove rcome these 
obstacles a n d b r ing a b o u t a ba l ance be tween 
them would be possible for H e n r y only after the 
most severe trials. 

Fear of the unconscious 

T h e p rob lems we encoun te red in Henry ' s initial 
d r e a m showed u p in m a n y others p rob lems 
like vaci l lat ion be tween mascul ine activity and 
feminine passivity, or a t endency to hide be
hind intel lectual asceticism. H e feared the 
wor ld , yet was a t t r ac t ed to it. F u n d a m e n t a l l y , 
he feared the obl igat ions of m a r r i a g e , which 
d e m a n d e d tha t he form a responsible re lat ion
ship with a w o m a n . Such an amb iv a l en ce is 
not unusua l for someone on the threshold of 
m a n h o o d . T h o u g h in te rms of age H e n r y had 
left tha t phase beh ind h im, his inner ma tu r i t y 
did not m a t c h his years. Th i s p rob lem is often 
met in the in t rover t , with his fear of reali ty and 
ou te r life. 

T h e fourth d r e a m tha t H e n r y recoun ted 
provided a s tr iking i l lustrat ion of his psycho
logical s t a t e : 

It seems to me that I have had this dream 
endless times. Military service, long-distance race. 
Alone I go on my way. I never reach the goal. 
Will I be the last? The course is well known to 
me, all of it deja vu. The start is in a little wood, 
and the ground is covered with dry leaves. The 
terrain slopes gently to an idyllic little brook 
that invites one to tarry. Later, there is a dusty 
country road. It leads toward Hombrechtikon, a 
small village near the upper lake of Zurich. A 
brook bordered by willows similar to a painting 
of Bocklin's in which a dreamy female figure 
follows the course of the water. Night falls. In a 
village I ask for directions to the road. I am told 
the road leads on for seven hours over a pass. I 
gather myself together and go on. 

However, this time the end of the dream differs. 
After the willow-bordered brook I get into a 
wood. There I discover a doe that runs away. 
I am proud of this observation. The doe has 
appeared on the left side and now I turn to the 
right. Here I see three strange creatures, hall 
pig, half dog, with the legs of a kangaroo. The 
faces are quite undifferentiated, with large droop
ing dog ears. Maybe they are costumed people. As a 
boy, I once masqueraded in the circus costume of 
a donkey. 
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The beg inn ing of the d r e a m is conspicuously 
like Henry ' s initial d r e a m . A d reaml ike female 
figure again a p p e a r s , a n d the set t ing of the 
d r e a m is associated wi th a n o t h e r pa in t ing 
by Bocklin. This pa in t ing , called Autumn 
'Thoughts, and the d ry leaves men t ioned ear l ier 
in the d r e a m under l ine the a u t u m n a l mood . 
A r o m a n t i c a t m o s p h e r e also r eappea r s in this 
d r e a m . A p p a r e n t l y this inner l andscape , repre 
sent ing H e n r y ' s me lancho ly , is very familiar to 
h im. Again he is in a collective of people , but 
this t ime with mil i tary c o m r a d e s on a long
dis tance race . 

Th i s whole s i tuat ion (as the mi l i tary service 
also suggests) migh t be regarded as a repre
senta t ion of an ave rage m a n ' s fate. H e n r y h im
self sa id : " I t ' s a symbol of life." But the 
d r e a m e r does not w a n t to adjust to it. H e goes 
on a lone - which was p r o b a b l y a lways the case 
with Henry . T h a t is why he has the impres
sion tha t eve ry th ing is dejci vu. His thought 
("I never reach the goa l " ) indicates s t rong feel
ings of inferiority a n d a belief that he canno t 
win the " long-d i s tance r a c e . " 

His way leads to Hornbrech t ikon , a n a m e 
tha t r eminds h im of his secret p lans to break 
away from h o m e (Horn = h o m e , brechen = to 
b reak) . But because this b reak ing away does 
not occur , he aga in (as in the initial d r e a m ) 
loses his sense of o r ien ta t ion a n d must ask for 
direct ions. 

D r e a m s c o m p e n s a t e m o r e or less explicitly 
for the d r e a m e r ' s conscious a t t i t u d e of mind . 

T h e r o m a n t i c , ma iden ly figure of Henry ' s con
scious ideal is ba lanced by the a p p e a r a n c e of 
the s t range , female-like an imals . H e n r y ' s world 
of instincts is symbolized by someth ing femi
nine. T h e wood is a symbol of an unconscious 
a rea , a da rk place where an imals live. At first 
a doe — a symbol of shy, fugitive, innocent 
womanl iness — emerges , bu t only for a m o m e n t . 
T h e n H e n r y sees three mixed -up an imals of a 
s t range and repulsive a p p e a r a n c e . They seem 
to represent undifferent ia ted ins t inctual i ty — a 
sort of confused mass of his instincts, conta in
ing the raw mater ia l for a la ter deve lopment . 
T h e i r most str iking charac ter i s t ic is tha t they 
are all v i r tual ly faceless, and thus wi thou t the 
slightest g l immer ings of consciousness. 

In the minds of m a n y people , the pig is 
closely associated to d i r ty sexuali ty. (Circe, 
for example , c h a n g e d the men who desired her 
in to swine.) T h e dog m a y s tand for loyalty, 
but also for promiscui ty , because it shows no 
d iscr imina t ion in its choice of pa r tne r s . T h e 
kanga roo , however , is often a symbol for moth -
erliness and t ender ca r ry ing capac i ty . 

All these an ima l s present only r u d i m e n t a r y 
trai ts , and even these a re senselessly con tami 
na ted . In a l chemy, the " p r i m e m a t e r i a l " was 
often represented by such mons t rous a n d fabu
lous c rea tures mixed forms of an imals . In 
psychological te rms, they would p robab ly sym
bolize the original total unconsciousness, out 
of which the indiv idual ego can rise a n d begin 
to deve lop toward ma tu r i ty . 

Left, Henry ' s d r a w i n g of the s t range 

an ima ls of his d ream. They are m u t e 

and b l i nd , unab le to c o m m u n i c a t e , 

and so represent his u n c o n s c i o u s 

state The an ima l o n the g r o u n d 

( w h i c h he co lo red green, the co lo r of 

v e g e t a t i o n and nature, and in fo lk 

lore a s y m b o l of h o p e ) h in ts at 

poss ib i l i t ies of g r o w t h and a chance 

of d i f f e ren t i a t i on . 
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Henry ' s fear of the monsters becomes evident 
by his a t t e m p t to m a k e them seem harmless . 
He wan t s to convince himself tha t they are 
only dressed-up people , like himself in a boy
hood m a s q u e r a d e . His anxie ty is n a t u r a l . A 
m a n discovering such i n h u m a n monsters in his 
inner self, as symbols of cer ta in traits of his 
unconscious , has every reason to be afraid. 

A n o t h e r d r e a m also shows H e n r y ' s fear of 
the dep ths of the unconsc ious : 

I am a cabin boy in a sailing boat. Paradoxi
cally, the sails are spread, though there is a 
complete calm. My task consists of holding a 
rope that serves to fasten a mast. Strangely enough, 
the railing is a wall covered with stone slabs. 
This whole structure lies exactly on the border 
betwren the water and the sailing boat that 
floats there alone. I hold fast to the rope (not to 
the mast) and I am forbidden to look into the 
water. 

In this d r e a m H e n r y is in a psychological 
border l ine s i tuat ion. The rai l ing is a wall tha t 
protects him bu t at the same t ime obstructs his 
view. H e is forbidden to look into the wa te r 
(where he might discover u n k n o w n powers) . 
All these images reveal his d o u b t and fear. 

The m a n w h o fears the c o m m u n i c a t i o n s of 
his inner dep ths (like H e n r y ) is as m u c h afraid 
of the feminine e lement in himself as he is of 
real w o m e n . At one m o m e n t he is fascinated 
by her , at a n o t h e r he tries to e scape ; fascinated 
and terrified, he flees so as not to become her 

" p r e y . " He does not da r e to a p p r o a c h a be
loved (and therefore ideal ized) p a r t n e r with 
his an imal - l ike sexuali ty. 

As a typical result of his mother - t i e , H e n r y 
had difficulty in giving both feeling and sensu
ality to the same w o m a n . Again and again his 
d r e a m s b rough t proof of his desire to free h im-
sell from this d i l emma In o n e d r e a m he 
was a " m o n k on a secret miss ion." In ano the r , 
his instincts t empted him into a b ro th e l : 

Together with a military comrade who has had 
many erotic adventures I find myself waiting in 
front of a house on a dark street in an unknown 
city. Entrance is permitted only to women. There
fore, in the hall, my friend puts on a little carni
val mask of a woman's face and goes up the stairs. 
Possibly I did the same as he, but I do not remember 
clearlv. 

What this d r e a m proposes would satisfy 
Henry ' s curiosity — bu t only a t the price of a 
fraud. As a m a n he lacks the courage to enter 
the house, which is obviously a brothel . But if 
he divests himself of his mascul in i ty , he might 
gain an insight in to this forbidden world for
b id d en by his conscious mind . T h e d r e a m , 
however , does not tell us w h e t h e r he decides 
to enter . H e n r y had not yet ove rcome his inhi
bit ions an u n d e r s t a n d a b l e failure if we con
sider the impl ica t ions of going into the bro the l . 

The above d r e a m seemed to me to reveal a 
homoero t i c s t ra in in H e n r y : H e a p p e a r e d to 
feel that a feminine " m a s k " would m a k e him 

The p ig like an ima l of the d ream 

c o n n o t e s best ia l i ty and l u s t f u l n e s s — 

as in the m y t h of Circe, w h o tu rned 

men in to s w i n e A b o v e left, f r o m 

a Greek vase, a p i g - m a n , Odysseus, 

and Circe, Right , in one of the 

ca r toons by George Grosz a t tack ing 

pre w a r German society , a m a n ( w i t h 

a p ros t i t u te ) is g i ven a p ig 's head 

to s h o w his vu lga r i t y 
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a t t r ac t i ve to m e n . T h i s hypothes i s was s u p 
por t ed by the following d r e a m : 

The saint and the prostitute 

I find myself back in rny fifth or sixth year. My 
playmate of those days tells me how he partici
pated in an obscene act with the director of a 
factory. My friend laid his right hand on the 
man's penis to keep it warm and at the same 
time to warm his own hand. The director was an 
intimate friend of my father's whom I venerated 
for his broad and varied interests. But he was 
laughed at by us as an "eternal youth." 

Fo r ch i l d r en of t h a t age h o m o e r o t i c p lay is 
no t u n u s u a l . T h a t H e n r y still c a m e to it in his 
d r e a m suggests t h a t it was l oaded wi th gui l t 
feelings, a n d therefore s t rongly repressed . S u c h 
feelings were l inked to his d e e p fear a b o u t form
ing a las t ing tie wi th a w o m a n . A n o t h e r d r e a m 
a n d its associat ions i l lus t ra ted this confl ic t : 

I take part in the wedding of an unknown couple. 
At one in the morning the little wedding party 
returns from the festivities—the bridal couple, the 
best man, and the maid of honor. They enter a 
large courtyard where I await them. It seems 
that the newlyweds have already had a quarrel , as 
well as the other couple. They finally find the 
solution by having the two men and the two women 
retire separately. 

H e n r y e x p l a i n e d : " Y o u see he re t h e w a r of 
the sexes as G i r a u d o u x descr ibes i t . " A n d t hen 
he a d d e d : " T h e p a l a c e in Bava r i a , w h e r e I 
r e m e m b e r seeing this d r e a m - c o u r t y a r d , has 
unt i l la tely been disf igured by e m e r g e n c y 
hous ing for p o o r peop le . W h e n I visited the re , 
I asked myself if it w o u l d not be p re fe rab le to 
eke ou t a poor exis tence in the ru ins of classic 
b e a u t y t h a n to lead a n ac t ive life s u r r o u n d e d 
by t h e ugliness of a g r e a t ci ty. I also asked 
myself w h e n I was a witness at the w e d d i n g 
of a c o m r a d e w h e t h e r his m a r r i a g e wou ld last, 
for his b r i d e m a d e a n un favo rab l e impress ion 
on m e . " 

T h e long ing to w i t h d r a w in to passivity a n d 
in t rovers ion , the fear of a n unsuccessful m a r 
r iage , the d r e a m ' s s e p a r a t i o n of t h e sexes — all 
these a re u n m i s t a k a b l e s y m p t o m s of the secret 
d o u b t s h i d d e n b e n e a t h H e n r y ' s consciousness . 

H e n r y ' s psychic cond i t ion was most impres 
sively dep i c t ed in the following d r e a m , which 
exposed his fear of p r imi t ive sensual i ty a n d 
his desire to escape in to a kind of ascet icism. 
I n it one c a n see the d i rec t ion his d e v e l o p m e n t 
was t ak ing . Fo r this reason the d r e a m will be 
i n t e r p r e t e d a t g r ea t e r l eng th . 

I find myself on a narrow mountain road. On 
the left (going down) there is a deep abyss, on 
the right a wall of rock. Along the road there are 
several caves, shelters, cut out of the rock, as 
protection from the weather for lonely wan
derers. In one of these caves, half hidden, a 
prostitute has taken refuge. Strangely, I see her 
from behind, from the rock side. She has a form
less, spongy body. I look at her with curiosity 
and touch her buttocks. Perhaps, it suddenly 
seems to me, she is not a woman but a kind of 
male prostitute. 

This same creature comes then to the fore as a 
saint with a short crimson coat thrown around 
his shoulders. He strides down the road and goes 
into another, much larger cave fitted with rough-
hewn chairs and benches. With a haughty look 
he drives out all those already present, also me. 
Then he and his followers move in and establish 
themselves. 

T h e pe rsona l associa t ion t ha t H e n r y con t r i 
b u t e d to the p ros t i tu t e was the " V e n u s of Wil -
lendorf ," a little ca rved figure (from the pa leo-
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litliic age) of a fleshy w o m a n , p robab ly a 
n a t u r e or fertility goddess. T h e n he a d d e d : 

" I first hea rd tha t touch ing the bu t tocks is a 
fertility ri te when I was on a tour t h rough the 
Wallis [a c a n t o n in F rench Swi tzer land ], where 
I visited anc ien t Celt ic graves a n d excavat ions . 
T h e r e I was told tha t there was once a smooth 
sloping surface of tiles smeared wi th all kinds 
of substances . Inferti le w o m e n had to slide 
d o w n on their ba r e but tocks in o rde r to cure 
their s ter i l i ty ." 

T o the coat of the " s a i n t , " H e n r y associated 
th is : " M y fiancee owns a j acke t of s imilar 
shape , bu t it 's whi te . O n the even ing before 
the d r e a m we were ou t d a n c i n g , a n d she was 
wear ing this whi te jacket . A n o t h e r girl, who 
is her friend, was wi th us. She had a cr imson 
jacket tha t I liked be t t e r . " 

If d r e a m s are not wish-fulfillments (as F r eud 
t augh t ) but r a the r , as J u n g assumed, "self-re
presenta t ions of the unconsc ious , " then we must 
a d m i t that H e n r y ' s psychic condi t ion could 
hard ly be be t te r represen ted t han in the de
script ion given in the " s a i n t " d r e a m . 

H e n r y is a " lonely w a n d e r e r " on the na r row 
pa th . But (pe rhaps thanks to analysis)" he is 
a l r eady on his way d o w n from inhospi tab le 
heights . T o the left, on the side of the uncon
scious, his road is bo rde red by the terrifying 

dep ths of an abyss. O n the r ight side, the side 
of consciousness, the way is blocked by the 
rigid rock wall of his conscious views. H o w 
ever, in the caves (which might represent , so 
to speak, unconscious areas in H e n r y ' s field of 
consciousness) there a re places where refuge can 
be found w h e n bad w e a t h e r comes in o ther 
words , w h e n outs ide tensions become too 
th rea ten ing . 

T h e caves a re the result of purposeful h u m a n 
work : cut in to the rock. In a way they re
semble the gaps tha t occur in ou r conscious
ness when ou r power of concen t ra t ion has 
reached its limits a n d is b roken , so tha t the 
stuff of fantasy can pene t r a t e wi thout restraint . 
At such times someth ing unexpec ted can reveal 
itself and allow a d e e p insight in to the back
g round of the psyche a gl impse into the un
conscious regions where ou r imag ina t ion has 
free play. Moreove r , rock caves m a y be symbols 
of the w o m b of M o t h e r E a r t h , a p p e a r i n g as 
myster ious caverns in which t ransformat ion 
a n d reb i r th can come abou t . 

T h u s the d r e a m seems to represent Henry ' s 
in t rover ted w i t h d r a w a l —when the world be
comes too difficult for h im - in to a " c a v e " wi th
in his consciousness where he can s u c c u m b to 
subjective fantasies. Th i s in t e rp re ta t ion would 
also expla in why he seeks the female figure -

Left, Henry ' s d r a w i n g of the boat 

of his d ream, w i t h a s tone w a l l for 

a r a i l i n g — a n o t h e r image of his 

in t rovers ion and fear of life 

Right , the preh is tor ic scu lp tu re 

k n o w n as the " V e n u s of W i l l e n d o r f " 

- one of Henry ' s assoc ia t ions to 

the image of the p ros t i tu te in his 

d ream. In the same d ream, the saint 

is seen in a sacred cave. M a n y 

ac tua l caves are ho ly p laces — l i k e 

the Cave of Bernade t te (far r ight ) 

at Lourdes, w h e r e a v is ion of the 

V i rg in Mary appeared to a g i r l . 
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a replica of some of the inner feminine traits of 
his psyche. She is a formless, spongy, half-
h idden pros t i tu te represen t ing the repressed 
image in his unconscious of a w o m a n w h o m 
H e n r y would never have a p p r o a c h e d in con
scious life. She would a lways have been strictly 
taboo to him in spite of the fact tha t (as the 
opposi te of a t oo -much-vene ra t ed mothe r ) the 
pros t i tu te would have a secret fascination for 
h im —as for every son wi th a mo the r - complex . 

T h e idea of res t r ic t ing a re la t ionship wi th a 
w o m a n to a pure ly an imal - l ike sensuali ty, ex
c lud ing all feelings, is often ent ic ing to such a 
young m a n . In such a un ion he can keep his 
feelings split off, a n d thus can r e m a i n " t r u e " 
to his m o t h e r in an u l t ima te sense. T h u s , in 
spite of every th ing , the t aboo set by the m o t h e r 
against every o the r w o m a n rema ins inflexibly 
effective in the psyche of the son. 

H e n r y , w h o seems to have w i t h d r a w n totally 
to the b a c k g r o u n d of his fantasy-cave, sees the 
prost i tu te only "f rom b e h i n d . " He dares not 
look her in the face. But "f rom the b a c k " also 
means from her least h u m a n side her bu t tocks 

(i.e. the par t of her body tha t will s t imula te 
the sensual act ivi ty of the male ) . 

By touch ing the but tocks of the pros t i tu te , 
H e n r y unconsciously carries out a kind of fer
tility r i te, s imilar to the rites tha t a re pract iced 
in m a n y pr imi t ive tr ibes. T h e laying on of 
hands a n d hea l ing often go toge the r ; in the 
same way, touch ing wi th the h a n d can be 
e i ther a defense or a curse. 

I m m e d i a t e l y the idea arises that the figure is 
not a w o m a n after all bu t a male pros t i tu te . 
T h e figure thus becomes h e r m a p h r o d i t i c , like 
m a n y mythological figures (and like the "p r i e s t " 
figure of the first d r e a m ) . Insecur i ty concern ing 
his own sex can often be observed in a pubes
cent i nd iv idua l ; and for this reason homosexu
ality in adolescence is not considered unusua l . 
Nor is such unce r t a in ty except ional for a young 
m a n with H e n r y ' s psychological s t r u c t u r e ; he 
had a l r eady impl ied this in some of his earl ier 
d r eams . 

But repression (as well as sexual uncer ta in ty ) 
may have caused the confusion a b o u t the sex 
of the pros t i tu te . T h e female figure tha t has 

A coat can o f ten symbo l i ze the outer 

mask or persona that one presents t o 

the w o r l d . The mant le of the prophet 

Elijah bore a simi lar m e a n i n g : W h e n 

he a s c e n d e d to heaven (left, in a 

S w e d i s h peasant p a i n t i n g ) , he left 

the man t le b e h i n d for his successor 

Elisha T h u s the man t le represented 

the p r o p h e t ' s p o w e r and role, to be 

assumed by his successor ( In the 

p a i n t i n g the man t le is red, l ike the 

s a i n t ' s c o a t in Henry 's d ream.) 
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both a t t r ac t ed and repel led the d r e a m e r is 
t ransformed first of all into a m a n and then 
into a saint . T h e second t ransformat ion elimi
nates every th ing sexual from the image , and 
implies that the only m e a n s of escape from the 
reali ty of sex lies in the adop t ion of an ascetic 
and holy life, d e n y i n g the flesh. Such d r a m a t i c 
reversals a re c o m m o n in d r e a m s : Some th ing 
turns into its opposi te (as the prost i tu te becomes 
a saint) as if to d e m o n s t r a t e that by t r a n s m u t a 
tion even ex t r eme opposites can change into 
each o ther . 

H e n r y also saw someth ing significant in the 
saint 's coat . A coat is often a symbol of the 
protect ive cover or mask (which Jung called the 
persona) that an indiv idual presents to the 
world. It has two purposes : first, to make a 
specific impression on o the r peop le : second, to 
conceal the ind iv idua l ' s inner self from their 
p ry ing eyes. T h e persona tha t Henry ' s d r e a m 
gives the saint tells us some th ing a b o u t his a t t i 
tude to his fiancee and her friend. T h e saint 's 
coat has the color of the friend's j acke t , which 
H e n r y had a d m i r e d , but it also had the shape 
of his fiancee's coat . Th i s may imply that 
H e n r y ' s unconscious w a n t e d to confer the 
qua l i ty of saintliness on bo th w o m e n , in o rder 
to protect himself against their w o m a n l y a t t r ac 
tiveness. Also, the coat is red, which (as has 
been noted before) is t rad i t ional ly the symbolic 
color of feeling a n d passion. It thus gives the 
saint figure a kind of erot icized spir i tual i ty — a 

qual i ty tha t is frequently found in men who 
repress their own sexuali ty a n d try to rely solely 
on their " s p i r i t " or reason. 

Such an escape from the world of the flesh, 
however , is u n n a t u r a l in a young person. In 
the first half of life, we should learn to accept 
ou r sexuali ty : It is essential to the preservat ion 
a n d con t inua t ion of our species. T h e d r e a m 
seems to be r e m i n d i n g H e n r y of just this point . 

W h e n the saint leaves the cave and walks 
d o w n the road (descending from the heights 
toward the val ley) , he enters a second cave 
with r o u g h - h e w n benches and chairs , which 
r eminds one of the early Chr is t ians ' places of 
worship a n d refuge from persecut ion. Th i s cave 
seems to be a heal ing , holy place a place of 
med i t a t ion and of the mystery of t ransforma
tion from the ea r th ly to the heavenly , from the 
ca rna l to the spir i tual . 

H e n r y is not pe rmi t t ed to follow the saint , 
but is tu rned out of the cave wi th all those 
present ( that is, with his unconscious enti t ies) . 
Seemingly . H e n r y and all the o thers who are 
not followers of the saint a re being told that 
they must live in the outs ide world. T h e d r e a m 
seems to say that H e n r y must first succeed in 
ou te r life before he will be able to immerse h im
self in a religious or spir i tual sphere . T h e figure 
of the saint also seems to symbolize (in a rela
tively undif ferent ia ted, an t i c ipa to ry fashion) 
the Self; but H e n r y is not yet m a t u r e enough to 
stay in the i m m e d i a t e vicinity of this figure. 

Henry 's t o u c h i n g the prost i tu te can 

be related to the bel ief in the 

mag ica l ef fect of a t o u c h : Left, 

the 1 7 t h cen tu ry I r ishman Va len t ine 

Greatrakes, f a m o u s for hea l ing by 

lay ing o n of hands 

Right , ano the r examp le of the 

persona The c l o t h i n g w o r n by 

rebel l ious Br i t ish "beatn ik" y o u t h s 

in the 1960s ind ica ted the values 

and w a y of life that they w a n t e d to 

d isp lay to the outer w o r l d . 
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How the analysis developed 

In spite of an initial skepticism a n d resistance, 
Henry began to take a lively interest in the 
inner happen ings of his psyche. H e was obvi
ously impressed by his d r e a m s . T h e y seemed to 
compensa te for his unconscious life in a m e a n 
ingful way and to give h im va luab le insights 
into his a m b i v a l e n c e , his vaci l la t ion, and his 
preference for passivity. 

After a t ime more positive d r e a m s a p p e a r e d 
that showed tha t H e n r y was a l r eady "wel l on 
his w a y . " T w o m o n t h s after his analysis had 
begun he repor ted this d r e a m : 

In the harbor of a little place not far from my 
home, on the shore of a lake in the neighborhood, 
locomotives and freight cars are being raised 
from the bottom of the lake where they had been 
sunk in the last war. First a large cylinder like 
a locomotive boiler is brought up. Then an enor
mous, rusty freight car. The whole picture pre-

sents a horrible yet romantic sight. The recovered 
pieces have to be transported away under the 
rails and cables of the nearby railway station. 
Then the bottom of the lake changes into a green 
meadow. 

Here we see w h a t a r e m a r k a b l e inner a d 
vance H e n r y has m a d e . Locomot ives (p robab ly 
symbols of energy and d y n a m i s m ) have been 
" s u n k " —i.e. repressed into the unconscious — 
bu t a re now being b rough t into the light of 
day. With them are freight cars, in which all 
kinds of va luab le ca rgo (psychic quali t ies) can 
be t r anspor t ed . N o w tha t these " o b j e c t s " have 
aga in become ava i lab le for H e n r y ' s conscious 
life, he can begin to realize how m u c h act ive 
power could be at his disposal. T h e t ransforma
tion of the da rk lake bo t t om into a m e a d o w 
under l ines his potent ia l for positive act ion. 

Somet imes , on H e n r y ' s " lonely j o u r n e y " to
w a r d ma tu r i t y , he also received help from his 
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feminine side. In his 24th d r e a m he meets a 
" h u m p b a c k e d g i r l " : 

I am on the way to a school together with an 
unknown young lady of small and daintv appear
ance but disfigured by a hump. Many other 
people also go into the schoolhouse. While the 
others disperse to different rooms for singing 
lessons, the girl and I sit at a little square table. 
She gives me a private singing lesson. I feel an 
impulse of pity for her and therefore kiss her on 
the mouth. I am conscious, however, that by this 
act I am unfaithful to my fiancee- even though it 
may be excusable. 

Singing is one of the i m m e d i a t e expressions 
of feelings. But (as we have seen) H e n r y is afraid 
of his feelings; he knows them only in an 
idealized adolescent form. Nevertheless, in this 
d r e a m he is t augh t s inging ( the expression of 
feelings) at a square table . T h e table , with its 
four equal sides, is a represen ta t ion of the 
"fourfoldness" motif, usually a symbol of com
pleteness. Thus the relat ion be tween singing 

As in the pa in t i ng , left (by the 

19 th cen tu ry Br i t ish artist W i l l i a m 

Tu rne r ) , en t i t led Rain, Steam, and 
Speed, the l o c o m o t i v e is c lear ly an 

image of d r i v i n g , d y n a m i c energy 

In H e n r y ' s d r e a m ( w h i c h h e d r e w , 

b e l o w ) , l o c o m o t i v e s are raised ou t 

of a lake — an express ion of the 

release of a po ten t ia l for va luab le 

ac t i on that had prev ious ly been 

repressed in to his u n c o n s c i o u s 

and the squa re tab le seems to indica te that 
H e n r y must in tegra te his " fee l ing" side before 
he can achieve psychic wholeness. In fact, the 
singing lesson does move his feelings, and he 
kisses the girl on her m o u t h . T h e r e b y he has, in 
a sense, " e s p o u s e d " her (otherwise he would 
not feel " u n f a i t h f u l " ) ; he has learned to relate 
to " t h e w o m a n w i t h i n . " 

A n o t h e r d r e a m demons t ra t e s the pa r t tha t 
this little h u m p b a c k e d girl had to p lay in 
Henry ' s inner d e v e l o p m e n t : 

I am in an unknown boys" school. During the 
instruction period I secretly force my way into 
the house. I don't know for what purpose. I hide in 
the room behind a little square closet. The door to 
the corridor is half open. I fear being detected. An 
adult goes by without seeing me. But a little hump
backed girl comes in and sees me at once. She pulls 
me out of my hiding place. 

Not only does the same girl a p p e a r in both 
d r e a m s , bu t both a p p e a r a n c e s take place in a 
schoolhouse. In each ins tance H e n r y must learn 
someth ing to assist his deve lopmen t . Seemingly, 
he would like to satisfy his desire for know
ledge while r e m a i n i n g unnot iced and passive. 

The figure of a deformed little girl appea r s 
in n u m e r o u s fairy tales. In such tales the ugli
ness of the h u m p usually conceals g rea t beau ty , 
which is revealed when the " r igh t m a n " comes 
to free the girl from a magic spell —often by a 
kiss. T h e girl in Henry ' s d r e a m may be a 
symbol of Henry ' s soul, which also has to be 
released from the " spe l l " that has m a d e it ugly. 

W h e n the h u m p b a c k e d girl tries to awaken 
Henry ' s feelings by song, or pulls h im out of 
his da rk h id ing place (forcing him to confront 
the light of d a y i , she shows herself as a helpful 
guide . H e n r y can a n d must in a sense belong 
s imul taneously to both his fiancee and the little 
h u m p b a c k e d girl (to the first as a representa t ive 
of the real , ou te r w o m a n , and to the second 
as the e m b o d i m e n t of the inner psychic a n i m a ) . 
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The oracle dream 

People w h o rely total ly on their r a t iona l th ink
ing a n d dismiss or repress every manifes ta t ion 
of their psychic life often have a n a lmost inex
pl icable inc l ina t ion to supers t i t ion. T h e y listen 
to oracles a n d prophec ies a n d can be easily 
hoodwinked or inf luenced by magic ians a n d 
conjurers . A n d because d r e a m s compensa t e 
one ' s ou te r life, the emphas i s such people p u t 
on their intel lect is offset by d r e a m s in which 
they mee t the i r ra t iona l a n d c a n n o t escape it. 

H e n r y exper ienced this p h e n o m e n o n in the 
course of his analysis, in a n impressive way . 
F o u r e x t r a o r d i n a r y d r e a m s , based on such i r ra
t ional themes , represen ted decisive milestones 
in his spi r i tual deve lopmen t . T h e first of these 
c a m e a b o u t 10 weeks after the analysis began . 
As H e n r y r epor t ed the d r e a m : 

Alone on an adventurous journey through South 
America, I feel, at last, the desire to return home. In 
a foreign city situated on a mountain I try to reach 
the railway station, which I instinctively suspect 
to be in the center of the town at its highest level. I 
fear I may be too late. 

Fortunately, however, a vaulted passage breaks 
through the row of houses on my right, built 
closely together as in the architecture of the 
Middle Ages, forming an impenetrable wall be
hind which the station is probably to be found. 
The whole scene offers a very picturesque aspect. 
I see the sunny, painted facades of the houses, the 
dark archway in whose shadowy obscurity four 
ragged figures have settled down on the pave
ment. With a sigh of relief, I hurry toward the 
passage—when suddenly a stranger, a trapper-
type, appears ahead of me evidently filled with 
the same desire to catch the train. 

At our approach the four gatekeepers, who 
turn out to be Chinese, j ump up to prevent our 
passage. In the ensuing fight my left leg is injured 
by the long nails on the left foot of one of the 
Chinese. An oracle has to decide now whether the 
way could be opened to us or whether our lives 
must be forfeited. 

I am the first to be dealt with. While my com
panion is bound and led inside, the Chinese con

sult the oracle by using little ivory sticks. The 
judgment goes against me, but I am given an
other chance. I am fettered and led aside, just 
as my companion was, and he now takes my 
place. In his presence, the oracle has to decide 
my fate for the second time. On this occasion it is 
in my favor. I am saved. 

O n e immed ia t e ly notices the s ingular i ty a n d 
the except ional m e a n i n g of the d r e a m , its 
wea l th of symbols , and its compactness . H o w 
ever, it seemed as if H e n r y ' s conscious m i n d 
w a n t e d to ignore the d r e a m . Because of his skep
ticism toward the p roduc t s of his unconscious 
it was i m p o r t a n t not to expose the d r e a m to 
the d a n g e r of ra t iona l iza t ion , bu t r a t h e r to let 
it ac t on h im wi thou t interference. So I re
frained a t first from my in t e rp re t a t ion . Ins tead 
I offered only one suggest ion: I advised h im 
to read a n d then to consul t (as did .the Chinese 
figures in his d r e a m ) the famous Chinese oracle 
book, the / Ching. 

T h e / Ching, the so-called "Book of 
C h a n g e s , " is a very anc ien t book of w i sdom; 
its roots go back to myth ica l t imes, a n d it comes 
to us in its present form from 3000 B . C . Accord
ing to R i c h a r d Wi lhe lm (who t rans la ted it in to 
G e r m a n a n d p rov ided a n a d m i r a b l e c o m m e n 
ta ry ) , bo th of the m a i n b ranches of Chinese 
p h i l o s o p h y — T a o i s m a n d Confuc ian i sm—have 
their c o m m o n origin in the / Ching. T h e book 
is based on the hypothesis of the oneness of 
m a n a n d the s u r r o u n d i n g cosmos, a n d of the 
c o m p l e m e n t a r y pai rs of opposites Y a n g and 
Yin (i.e. the ma le a n d female pr inciples) . I t 
consists of 64 " s igns" each represen ted by a 
d r a w i n g m a d e u p of six lines. I n these signs a re 
con ta ined all the possible combina t ions of Y a n g 
a n d Yin. T h e s t ra ight lines a re looked u p o n as 
male , the b roken lines as female. 

E a c h sign describes changes in the h u m a n 
or cosmic s i tuat ion, a n d each prescribes, in a 
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pictorial l anguage , the course of ac t ion to be 
followed a t such t imes. T h e Chinese consul ted 
this oracle by m e a n s tha t ind ica ted which of 
the signs was re levant a t a given m o m e n t . T h e y 
did so by using 50 small sticks in a r a t h e r com
plicated way tha t yie lded a given n u m b e r . 
( Inc identa l ly , H e n r y said tha t he h a d once read 
— p r o b a b l y in J u n g ' s c o m m e n t a r y on " T h e 
Secret of the Go lden F l o w e r " — o f a s t range 
g a m e somet imes used by the Chinese to find 
out a b o u t the future.) 

T o d a y the more usual m e t h o d of consul t ing 
the / Ching is to use th ree coins. Each th row 
of the three coins yields one line. " H e a d s , " 
which s tands for a male line, coun t as t h r e e ; 
" t a i l s , " a b roken female line, coun t as two. 
T h e coins a re t h rown six t imes, and the n u m 
bers tha t a re p r o d u c e d ind ica te the sign or 
h e x a g r a m (i.e. the set of six lines) to be 
consul ted. 

But w h a t significance has such " fo r tune tell
i n g " for ou r own t ime? Even those w h o accept 
the idea tha t the / Ching is a s torehouse of 
wisdom will find it h a r d to believe tha t con
sul tat ion of the oracle is a n y t h i n g more t h a n 
an expe r imen t in the occul t . It is indeed diffi

cult to g rasp tha t more is involved, for the 
o rd ina ry person today consciously dismisses all 
d iv in ing techniques as a rcha ic nonsense. Yet 
they are not nonsense. As Dr . J u n g has shown, 
they a re based on w h a t he calls the "p r inc ip le 
of synchron ic i ty" for, more simply, meaningful 
co inc idence) . H e has descr ibed this difficult new 
idea in his essay " S y n c h r o n i c i t y : An Acausal 
Connec t i ng P r inc ip le . " It is based on the 
assumpt ion of an inner unconscious knowledge 
tha t links a physical event with a psychic con
di t ion, so tha t a cer ta in event tha t appea r s 
" a c c i d e n t a l " or " c o i n c i d e n t a l " can in fact be 
psychically mean ingfu l ; a n d its m e a n i n g is 
often symbolical ly ind ica ted t h r o u g h d r e a m s 
tha t coincide with the event . 

Several weeks after hav ing s tudied the / 
Ching, H e n r y followed my suggestion (with 
cons iderable skepticism) and th rew the coins. 
W h a t he found in the book had a t r emendous 
impac t on h im. Briefly, the oracle to which he 
referred bore several s tar t l ing references to his 
d r e a m , a n d to his psychological condi t ion gen
erally. By a r e m a r k a b l e " synchron i s t i c " coinci
dence , the sign tha t was ind ica ted by the coin-
p a t t e r n was called M E N G - or "Youthfu l Fol ly ." 

Left, t w o pages of the / Ching 

s h o w i n g the hexagram M E N G ( w h i c h 

s tands for " y o u t h f u l f o l l y " ) . The 

t o p three l ines of the hexagram 

symbo l i ze a m o u n t a i n , and can also 

represent a gate; the b o t t o m three 

l ines symbo l i ze w a t e r and the abyss. 

Right , Henry 's d r a w i n g of the s w o r d 

and he lmet that appeared to h i m in 

a fantasy, and that also related t o 

a sec t ion of the / Ching — L i , " t h e 

c l i n g i n g , f i re . " 
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In this c h a p t e r there a re several paral le ls to the 
d r e a m motifs in ques t ion . Accord ing to the text 
of the / Ching, the three u p p e r lines of this 
h e x a g r a m symbol ize a m o u n t a i n , a n d have the 
m e a n i n g of ' ' keep ing s t i l l " ; they can also be 
in te rpre ted as a ga te . T h e th ree lower lines sym
bolize water , the abyss, a n d the moon . All these 
symbols have occur red in H e n r y ' s previous 
d r e a m s . A m o n g m a n y o the r s t a t ement s tha t 
seemed to app ly to H e n r y was the following 
w a r n i n g : " F o r youthful folly, it is the most 
hopeless th ing to en tang le itself in e m p t y imag
inings. T h e more obs t ina te ly it clings to such 
unrea l fantasies the m o r e cer ta in ly will humi l i a 
tion over take i t . " 

In this and o the r complex ways, the oracle 
seemed to be direct ly re levant to H e n r y ' s pro
blem. This shook h im. At first he tried to sup
press its effect by wi l lpower , bu t he could not 
escape it or his d r e a m s . T h e message of the 
/ Clung seemed to touch him deeply in spite of 
the puzzl ing l anguage in which it was expressed. 
He b e c a m e overpowered by the very i r ra t ion
ality whose existence he h a d so long denied . 
Somet imes silent, somet imes i r r i ta ted , r ead ing 
the words tha t seemed to coincide so s trongly 
with the symbols in his d r e a m s , he said, " I must 
think all this over t h o r o u g h l y , " a n d he left 
before our session was up . H e canceled his next 
session by t e lephone , because of inf luenza, a n d 
did not r eappea r . I wai ted ' " k e e p i n g stil l") 
because I supposed tha t he might not yet have 
digested the oracle . 

A m o n t h went by. Final ly H e n r y r e a p p e a r e d , 
excited and disconcer ted , and told me w h a t had 
h a p p e n e d in the m e a n t i m e . Ini t ial ly his intel
lect (which he had unti l then relied u p o n so 
much) had suffered a grea t shock — a n d one 
tha t he had at first tr ied to suppress . However , 
he soon had to a d m i t tha t the c o m m u n i c a t i o n s 
of the oracle were pu r su ing h im. H e had in
tended to consult the book aga in , because in 
his d r e a m the oracle had been consul ted twice. 
But the text of the c h a p t e r "Youthfu l Fol ly" 
expressly forbids the p u t t i n g of a second ques
tion. For two nights H e n r y had tossed sleep-
lessly in b e d ; but on the thi rd a luminous 
d r e a m image of grea t power had suddenly 

a p p e a r e d before his eyes: a he lmet wi th a 
sword floating in e m p t y space. 

H e n r y immed ia t e ly took u p the / Ching 
aga in a n d opened it a t r a n d o m to a c o m m e n 
tary on C h a p t e r 30, where (to his g rea t sur
prise) he read the following passage : " T h e 
cl inging is fire, it means coats of mai l , helmets , 
it means lances and w e a p o n s . " N o w he felt 
t ha t he unders tood why a second in ten t iona l 
consul t ing of the oracle was forbidden. For in 
his d r e a m the ego was excluded from the 
second ques t ion ; it was the t r a p p e r w h o had 
to consul t the oracle the second t ime. In the 
same way, it was H e n r y ' s semi-unconscious 
ac t ion tha t had un in ten t iona l ly asked the 
second quest ion of the / Ching by open ing the 
book at r a n d o m a n d coming u p o n a symbol 
tha t coincided wi th his noc tu rna l vision. 

H e n r y was clearly so deeply st irred tha t it 
seemed t ime to try to in te rpre t the d r e a m tha t 
had sparked the t ransformat ion . In view of the 
events of the d r e a m , it was obvious tha t the 
d r e a m - e l e m e n t s should be in t e rp re t ed as con
tents of H e n r y ' s inner personal i ty a n d the six 
dream-f igures as personification of his psychic 
qual i t ies . Such d r e a m s are relat ively ra re , bu t 
w h e n they do occur their after-effects a re all 
the more powerful . T h a t is why they could 
be called " d r e a m s of t r ans fo rma t ion . " 

W i t h d r e a m s of such pictor ia l power , the 
d r e a m e r seldom has more t h a n a few personal 
associations. All H e n r y could offer was tha t he 
had recent ly tried for a j o b in Chi le , and had 
been refused because they would not employ 
u n m a r r i e d men . He also knew tha t some 
Chinese let the nails of their left h a n d grow 
as a sign tha t ins tead of work ing they have 
given themselves over to med i t a t ion . 

H e n r y ' s failure (to get a job in South 
A m e r i c a ! was presented to him in the d r e a m . 
In it he is t r anspor ted into a hot southern 

Right , a paral lel to the gatekeepers 

of Henry ' s " o r a c l e d r e a m " : one of 

a pair o f scu lp tu res (1 Oth-1 3 th 

c e n t u r y ) tha t guard the ent rance 

to Ch ina 's M a i - c h i - s a n caves. 
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world — a world tha t , in cont ras t to E u r o p e , he 
would call pr imi t ive , un inh ib i t ed , and sensual . 
It represents an excellent symbol ic p ic ture of 
the rea lm of the unconscious . 

Th i s rea lm was the opposi te of the cul t iva ted 
intellect and Swiss pu r i t an i sm tha t ruled H e n 
ry's conscious mind . It was , in fact, his na tu ra l 
" s h a d o w l a n d , " for which he had longed ; but 
after a while he did not seem to feel too com
fortable there . F r o m the ch thon i c . da rk , 
m a t e r n a l powers (symbolized by Sou th Amer i 
ca) he is d r a w n back in the d r e a m to the light, 
personal m o t h e r a n d to his fiancee. H e sud
denly realizes how far he has gone a w a y from 
them ; he finds himself a lone in a "foreign c i ty . " 

Th i s increase in consciousness is symbol ized 
in the d r e a m as a " h i g h e r l eve l " ; the city was 
built on a m o u n t a i n . So H e n r y " c l i m b e d u p " 
to a g rea te r consciousness in the " s h a d o w 
l a n d " ; from there he hoped " t o find his way 
h o m e . " This p rob l em of ascending a m o u n t a i n 
had a l r eady been pu t to him in his initial 

d r e a m . A n d , as in the d r e a m of the saint a n d 
the pros t i tu te , or in m a n y mythological tales, a 
m o u n t a i n often symbolizes a place of revela
tion, where t ransformat ion and change may 
take place. 

T h e "c i ty on the m o u n t a i n " is also a well-
known a rche typa l symbol that appea r s in the 
history of our cu l tu re in m a n y var ia t ions . T h e 
city, co r re spond ing in its g r o u n d plan to a man-
da la , represents tha t " reg ion of the soul" in the 
midd le of which the Self ( the psyche 's inner
most cen te r a n d totali ty) has its a b o d e . 

Surpr is ingly , the seat of the Self is repre
sented in H e n r y ' s d r e a m as a traffic center of 
the h u m a n collective — a ra i lway stat ion. This 
may be because the Self (if the d r e a m e r is 
young and has a relat ively low level of spir i tual 
deve lopmen t ) is usually symbolized by an object 
from the rea lm of his personal exper ience 
often a bana l object , which compensa tes the 
d r e a m e r ' s high aspira t ions . O n l y in the m a t u r e 
person a c q u a i n t e d with the images of his soul 
is the Self real ized in a symbol tha t corresponds 
to its u n i q u e value . 

Even though H e n r y does not ac tual ly know 
where the stat ion is, he nevertheless supposes it 
to be in the center of the city, on its highest 
poin t . H e r e , as in earl ier d r e a m s , he receives 
he lp from his unconscious. H e n r y ' s conscious 
mind was identified wi th his profession as an 
engineer , so he wou ld also like his inner world 
to relate to ra t ional p roduc t s of civil ization, like 
a ra i lway s ta t ion. T h e d r e a m , however , rejects 
this a t t i t u d e a n d indicates a complete ly dif
ferent way. 

T h e way leads " u n d e r " and th rough a dark 
a rch . An a rched ga teway is also a symbol for a 
threshold , a p lace where dangers lurk, a place 
that at the same t ime separa tes and unites. 
Ins tead of the ra i lway s ta t ion tha t H e n r y was 
looking for, which was to connec t uncivilized 
Sou th Amer i ca wi th E u r o p e , H e n r y finds h im
self before a da rk a rched ga t eway w h e r e four 
ragged Chinese , s t re tched on the g r o u n d , block 
the passage. T h e d r e a m makes no dist inction 
be tween them, so they m a y be seen as four still 
undifferent ia ted aspects of a male total i ty. (The 
n u m b e r (bur, a symbol of wholeness a n d com-
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pleteness, represents an a r c h e t y p e tha t Dr . J u n g 
has discussed at length in his writ ings.) 

T h e Chinese thus represent unconscious male 
psychic par t s of H e n r y tha t he canno t pass, be
cause the " w a y to the Self" (i.e. to the psychic 
center) is b a r r e d by them a n d mus t still be 
opened to h im. Unt i l this issue has been settled 
he c a n n o t con t inue his j o u r n e y . 

Still u n a w a r e of the i m p e n d i n g d a n g e r , 
H e n r y hurr ies to the ga teway , expec t ing at last 
to reach the s ta t ion. But on his way he meets 
his " s h a d o w " — his unl ived, pr imi t ive side, 
which appea r s in the guise of an ea r thy , rough 
t r appe r . T h e a p p e a r a n c e of this figure p robab ly 
means tha t H e n r y ' s in t rover ted ego has been 
jo ined by his ex t rave r t ed (compensa to ry) side, 
which represents his repressed emot iona l a n d 
i r ra t iona l trai ts . Th i s shadow figure pushes itself 
past the conscious ego in to the foreground, a n d , 
because it personifies the act ivi ty a n d a u t o n o m y 
of unconscious qual i t ies , it becomes the p rope r 
car r ier of fate, t h rough w h o m every th ing 
happens . 

T h e d r e a m moves toward its c l imax. D u r i n g 
the fight be tween H e n r y , the t r appe r , a n d the 
four ragged Chinese , H e n r y ' s left leg is 
sc ra tched by the long nails on the left foot of 
one of the four. (Here , it seems, the E u r o p e a n 
c h a r a c t e r of H e n r y ' s conscious ego has coll ided 
with a personification of the anc ien t wisdom of 
the East, wi th the ex t r eme opposi te of his ego. 
T h e Chinese come from an entirely different 
psychic con t inen t , from an " o t h e r s ide" tha t is 

still qu i t e u n k n o w n to H e n r y a n d tha t seems 
d an g e ro u s to him.) 

T h e Chinese can also be said to s tand for the 
"yel low e a r t h " ; for the Chinese people are 
re la ted to the ea r th as few people are . A n d it 
is jus t this ea r thy , ch thon ic qua l i ty tha t H e n r y 
had to accept . T h e unconscious male totali ty 
of his psyche, which he me t in his d r e a m , had 
a ch thon ic ma te r i a l aspect tha t his intel lectual 
conscious side lacked. T h u s the fact tha t he 
recognized the four ragged figures as Chinese 
shows tha t H e n r y had ga ined an increase of 
inner awareness concern ing the n a t u r e of his 
adversar ies . 

H e n r y had hea rd tha t the Chinese somet imes 
let the nails of their left h a n d g row long. But 
in the d r e a m the long nails a re on the left foot; 
they a re , so to speak, claws. Th i s m a y indicate 
tha t the Chinese have a po in t of view so dif
ferent from H e n r y ' s tha t it injures h im. As we 

B e l o w , a d r a w i n g by a pat ient under 

analys is dep ic ts a b lack mons te r 

(on the red or " f e e l i n g " s ide) and a 

M a d o n n a - l i k e w o m a n ( o n the b lue 

or sp i r i tua l s ide) . Th is w a s Henry 's 

p o s i t i o n : ove r -emphas i s on pur i ty , 

chast i ty , etc. and fear of the 

i r rat ional u n c o n s c i o u s . ( B u t no te 

that the green, m a n d a l a - l i k e f l o w e r 

acts as a l ink b e t w e e n the o p p o s i n g 

sides.) B e l o w left, ano the r pat ient 's 

p a i n t i n g d e p i c t i n g his i n s o m n i a — 

caused by his repressing t o o 

s t rong ly his pass ionate , red, 

ins t inc tua l dr ives ( w h i c h may 

o v e r w h e l m his consc iousness ) 

by a b lack " w a l l " o f anx ie ty 

and depress ion . 
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know, H e n r y ' s conscious a t t i t u d e t oward the 
ch thon ic a n d feminine, t oward the ma te r i a l 
dep ths of his n a t u r e , was most unce r t a in a n d 
ambiva l en t . Th i s a t t i t ude , symbolized by his 
"left l eg" (the po in t of view or " s t a n d p o i n t " of 
his feminine, unconscious side of wh ich he is 
still afraid) , was h a r m e d by the Chinese . 

This " i n j u r y , " however , d id not itself b r ing 
a b o u t a change in H e n r y . Every t ransforma
tion d e m a n d s as its p recond i t ion " t h e end ing of 
a w o r l d " — the collapse of an old phi losophy of 
life. As Dr . H e n d e r s o n has po in ted ou t earl ier 
in this book, a t ce remonies of in i t ia t ion a you th 
must suffer a symbol ic d e a t h before he can be 
r ebo rn as a m a n a n d be taken in to the t r ibe 
as a full m e m b e r . T h u s the scientific, logical 
a t t i t ude of the engineer mus t collapse to m a k e 
room for a new a t t i t ude . 

I n the psyche of an engineer , every th ing 
" i r r a t i o n a l " m a y be repressed, and therefore 
often reveals itself in the d r a m a t i c pa radoxes of 
the d r e a m - w o r l d . T h u s the i r ra t iona l a p p e a r e d 
in H e n r y ' s d r e a m as an "o rac le g a m e " of for
eign origin, wi th a fearful a n d inexpl icable 
power to dec ide h u m a n destinies. H e n r y ' s 
r a t i r n a l ego h a d no a l t e rna t ive bu t to su r rende r 
uncondi t iona l ly in a real sacrificium intellectus. 

Yet the conscious m i n d of such an inexper i 
enced, i m m a t u r e person as H e n r y is not suffi
ciently p r e p a r e d for such an act . H e loses the 
t u rn of for tune, a n d his life is forfeit. H e is 
caugh t , u n a b l e to go on in his accus tomed way 
or to r e tu rn h o m e — to escape his adu l t respon
sibilities. (I t was this insight for which H e n r y 
had to be p r e p a r e d by this " g r e a t d r e a m . " ) 

Next , H e n r y ' s conscious, civilized ego is 
b o u n d a n d p u t aside while the pr imi t ive t r a p 
per is a l lowed to take his p lace a n d to consult 
the oracle . H e n r y ' s life d e p e n d s on the result . 
But w h e n the ego is impr i soned in isolation, 
those contents of the unconscious t ha t a re per
sonified in the shadow-f igure m a y b r ing help 
a n d solution. This becomes possible w h e n one 
recognizes the existence of such conten ts a n d 
has exper ienced their power . T h e y can then 
become our consciously accep ted cons tan t com
panions . Because the t r a p p e r (his shadow) wins 
the g a m e in his place, H e n r y is saved. 

Facing the irrational 

H e n r y ' s subsequen t behav io r clearly showed 
tha t the d r e a m (and the fact t ha t his d r eams 
a n d the oracle book of the / Ching h a d b rough t 
h im to face deep a n d i r ra t iona l powers wi thin 
himself) had a very deep effect on h im. F rom 
then on he listened eagerly to the c o m m u n i c a 
tions of his unconscious , a n d the analysis took 
on a m o r e a n d more ag i ta ted cha rac te r . T h e 
tension tha t unt i l then had th rea t ened the 
dep ths of his psyche wi th d i s rup t ion c a m e to 
the surface. Nevertheless , he courageously held 
to the g rowing hope tha t a satisfactory conclu
sion would be reached . 

Barely two weeks after the oracle d r e a m (but 
before it was discussed and in t e rp re t ed ) , H e n r y 
h a d a n o t h e r d r e a m in which he was once aga in 
confronted wi th the d i s tu rb ing p rob l em of the 
i r r a t i ona l : 

Alone in my room. A lot of disgusting black 
beetles crawl out of a hole and spread out over my 
drawing table. I try to drive them back into their 
hole by means of some sort of magic. I am success
ful in this except for four or five beetles, which 
leave my table again and spread out into the 
whole room. I give up the idea of following them 
further; they are no longer so disgusting to me. I 
set fire to the hiding place. A tall column of flame 
rises up. I fear my room might catch fire, but this 
fear is unfounded. 

By this t ime, H e n r y h a d become relat ively 
skilful in the in t e rp re t a t ion of his d r e a m s , so he 
tried to give this d r e a m an exp lana t ion of his 
own. H e said : " T h e beetles a re my d a r k qua l i 
ties. T h e y were a w a k e n e d by the analysis and 
come u p now to the surface. T h e r e is a d a n g e r 
tha t they m a y overflow my professional work 
(symbolized by the d r a w i n g tab le ) . Yet I did 
not da r e to crush the beetles, which r e m i n d e d 
m e of a kind of black sca rab , wi th m y h a n d as 
I first i n t ended , a n d therefore h a d to use 
' m a g i c ' In set t ing fire to their h id ing place I, 
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so to speak, call for the co l labora t ion of some
thing divine, as the upshoot ing co lumn of flame 
makes me think of the fire tha t I associate with 
the Ark of the C o v e n a n t . " 

T o go deepe r in to the symbolism of the 
d r e a m , we must first of all no te that these 
beetles a re black, which is the color of darkness , 
depression, and d e a t h . In the d r e a m , H e n r y is 
" a l o n e " in his room a s i tuat ion that can lead 
to introversion a n d co r re spond ing states of 
gloom. In mythology , sca rab beetles often 
a p p e a r g o l d e n ; in Egypt they were sacred 
an imals symbol iz ing the sun. But if they a rc 
black, they symbol ize the opposi te side of the 
sun someth ing devilish. There fo re . H e n r y ' s 
instinct is qu i t e correct in w a n t i n g to fight the 
beetles with magic . 

T h o u g h lour or five of the beetles r emain 
alive, the decrease in the n u m b e r of beetles is 
enough to free H e n r y from his fear a n d disgust. 
He then tries to destroy their b reed ing g round 
by fire. Th i s is a positive act ion, because fire 
can symbolical ly lead to t ransformat ion a n d re
bir th (as, for ins tance, it does in the ancient 
my th of the phoen ix ) . 

In his wak ing life, H e n r y now seemed full of 
enterpr is ing spiri t , bu t a p p a r e n t l y he had not 
yet learned to use it to the right effect. T h e r e 
fore, I w a n t to consider a n o t h e r , la ter d r e a m 
that throws an even clearer light on his p ro
blem. This d r e a m presents in symbol ic l anguage 
H e n r y s fear of a responsible re la t ionship with 
a w o m a n and his t endency to w i t h d r a w from 
the feeling side of life: 

A b o v e , an Egypt ian relief (c 1 3 0 0 

B.C.) s h o w s a scarab beetle and the 

g o d A m o n w i t h i n the circle of the 

sun. In Egypt the g o l d e n scarab w a s 

itself a s y m b o l of the sun. B e l o w , 

a gu i te d i f fe rent k i nd of insect, 

more like the "dev i l i sh" beet les 

of Henry 's d ream: an engrav ing by 

the 1 9 t h - c e n t u r y artist J a m e s Ensor 

of h u m a n s w i t h dark, repuls ive 

insect bodies. 

An old man is breathing his last. He is sur
rounded by his relatives, and I am among them. 
More and more people gather in the large room, 
each one characterizing himself through precise 
statements. There are a good 40 persons present. 
The old man groans and mutters about "unlived 
life." His daughter, who wants to make his con
fession easier, asks him in what sense "unlived" 
is to be understood; whether cultural or moral. 
I he old man will not answer. His daughter sends 
me to a small adjoining room where I am to find 
the answer by telling a fortune with cards. The 

"nine" that I turn up will give the answer, accord
ing to the color. 
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I expect to turn up a nine at the very begin
ning, but at first I turn up various kings and 
queens. I am disappointed. Now I turn up nothing 
but scraps of paper that don't belong to the game 
at all. Finally, I discover that there are no more 
cards in the deck but only envelopes and other 
pieces of paper. Together with my sister, who is 
also present, I look everywhere for the cards. 
Finally I discover one under a textbook or a note
book. It is nine, a nine of spades. It seems to me 
that this can only mean one thing: that it was 
moral chains that prevented the old man from 
"living his life." 

T h e essential message of this s t range d r e a m 
was to w a r n H e n r y w h a t awa i t ed h im if he 
failed to "l ive his life." I h e "o ld m a n " p rob 
ably represents the dy ing " r u l i n g p r i n c i p l e " -
the pr inc ip le tha t rules H e n r y ' s consciousness, 
but whose n a t u r e is u n k n o w n to h im. T h e 40 
people present symbol ize the total i ty of H e n r y ' s 
psychic trai ts (40 is a n u m b e r of total i ty, an 
elevated form of the n u m b e r four). T h a t the 
old m a n is dy ing could be a sign tha t pa r t of 
H e n r y ' s male personal i ty is on the verge of a 
final t rans format ion . 

T h e d a u g h t e r ' s que ry a b o u t the possible 
cause of d e a t h is the u n a v o i d a b l e a n d decisive 
ques t ion. T h e r e seems to be an impl ica t ion tha t 
the old m a n ' s " m o r a l i t y " has p reven ted h im 
from living out his n a t u r a l feelings a n d drives. 
Yet the dy ing m a n himself is silent. Therefore 
his d a u g h t e r ( the personification of the med ia t 
ing feminine pr inc ip le , the a n i m a ) has to be
come act ive. 

She sends H e n r y to discover the answer from 
the for tune-tel l ing cards — the answer tha t will 
be given by the color of the first n ine t u rned up . 
T h e for tune telling has to take place in an un
used, r emote room (reveal ing how far away 
such a h a p p e n i n g is from H e n r y ' s conscious 
a t t i t ude ) . 

H e is d i sappo in ted w h e n at first he uncovers 
only kings a n d queens (pe rhaps collective 
images of his youthful venera t ion for power 
and w e a l t h ] . Th i s d i s a p p o i n t m e n t becomes in
tense when the p ic tu re -ca rds run out , for this 
shows that the symbols of the inner wor ld have 
also been exhaus ted . O n l y "scraps of p a p e r " 

a re left, w i thou t a n y images . T h u s the source 
of pic tures dries u p in the d r e a m . H e n r y then 
has to accept the he lp of his feminine side (this 
t ime represen ted by his sister) to find the last 
ca rd . T o g e t h e r wi th her , he finally finds a card 
— the nine of spades. It is this card tha t must 
serve to ind ica te by its color w h a t the phrase 
"un l ived life" m e a n t in the d r e a m . And it is 
significant tha t the card is h id d en u n d e r a text
book or n o t e b o o k - which p r o b a b l y represents 
the ar id intel lectual formulas of H e n r y ' s tech
nical interests. 

T h e n ine has been a " m a g i c n u m b e r " for 
centur ies . Accord ing to the t rad i t iona l symbol
ism of n u m b e r s , it represents the perfect form 
of the perfected T r i n i t y in its threefold eleva
tion. A n d there are endless o the r mean ings 
associated wi th the n u m b e r n ine in var ious ages 
a n d cul tures . T h e color of the nine of spades is 
the color of dea th a n d of lifelessness. Also, the 
" s p a d e " image strongly brings to mind the form 
of a leaf, a n d therefore its blackness emphasizes 
tha t ins tead of be ing green, vi tal , a n d na tu r a l 
it is now dead . F u r t h e r m o r e , the word " s p a d e " 
derives from the I ta l ian spada, which means 
" s w o r d " or " s p e a r . " Such weapons often sym
bolize the pene t r a t i ng , " c u t t i n g " function of 
the intellect . 

T h u s the d r e a m makes it c lear tha t it was 
the " m o r a l b o n d s " ( ra ther t han " c u l t u r a l " ) tha t 
did not al low the old m a n to " l ive his life." In 
Henry ' s case, these " b o n d s " p robab ly were his 
fear of su r r ende r ing fully to life, of accep t ing 
responsibili t ies to a w o m a n a n d the reby becom
ing "unfa i th fu l " to his mo the r . T h e d r e a m has 
declared that the "un l ived l i fe" is an illness of 
which one can die. 

H e n r y could no longer d is regard the message 
of this d r e a m . H e real ized tha t one needs some
th ing more t h a n reason as a helpful compass in 
the en t ang l emen t s of life; it is necessary to seek 
the g u i d a n c e of the unconscious powers tha t 
emerge as symbols ou t of the dep ths of the 
psyche. W i t h this recogni t ion, the goal of this 
pa r t of his analysis was reached . H e now knew 
tha t he was finally expelled from the parad i se 
of an u n c o m m i t t e d life a n d tha t he could never 
r e tu rn to it. 
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A b o v e , a phoen ix reborn in f lames 

( f rom a med ieva l A rab ic m a n u s c r i p t ) 

— a w e l l - k n o w n examp le of the 

mot i f o f dea th and rebir th by f ire. 

B e l o w , a w o o d c u t by the 1 9 t h -

cen tu ry French artist Grandv i l le 

ref lects some of the symbo l i c va lue 

of p lay ing cards The Spades suit, 

for instance, in French Piques, is 

symbo l i ca l l y l inked w i t h the 

"pene t ra t ing " inte l lect and , by its 

b lack color , w i t h d e a t h . 

The final dream 

A further d r e a m c a m e to confirm irrevocably 
the insights H e n r y had ga ined . After some un
i m p o r t a n t short d r e a m s tha t conce rned his 
everyday life, the last d r e a m (the 50th in the 
series) a p p e a r e d wi th all the wea l th of symbols 
tha t charac te r izes the so-called " g r e a t d r e a m s . " 

Four of us form a friendly group, and we have 
the following experiences: Evening: We are sitting 
at a long, raw-lumber table and drinking out of 
each of three different vessels: from a liqueur 
glass, a clear, yellow, sweet liqueur; from a wine 
glass, dark red Campar i ; from a large, classically 
shaped vessel, tea. In addition to us there is also 
a girl of reserved, delicate nature. She pours her 
liqueur into the tea. 

Night: We have returned from a big drinking 
bout. One of us is the President de la Republique 
Franchise. We are in his palace. Walking out onto 
the balcony we perceive him beneath us in the 
snowy street as he, in his drunken condition, 
urinates against a mound of snow. His bladder 
content seems to be inexhaustible. Now he even 
runs after an old spinster who carries in her arms 
a child wrapped in a brown blanket. He sprays 
the child with his urine. The spinster feels the 
moisture but ascribes it to the child. She hurries 
away with long steps. 

Morning: Through the street, which glistens in 
the winter sun, goes a Negro: a gorgeous figure, 
completely naked. He walks toward the east, 
toward Berne (that is, the Swiss capital). We are 
in French Switzerland. We decide to go to pay 
him a visit. 

Noon: After a long automobile trip through a 
lonely snowy region we come to a city, and into 
a dark house where the Negro is said to have put up. 
We are very much afraid that he might be frozen 
to death. However, his servant, who is just as 
dark, receives us. Negro and servant are mute. 
We look into the rusksacks we have brought 
with us, to see what each could give the Negro as a 
gift. It must be some sort of object characteristic of 
civilization. I am the first to make up my mind and 
I take a package of matches from the floor and 
offer it to the Negro with deference. After all have 
presented their gifts, we join with the Negro in a 
happy feast, a joyous revel. 
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Even a t first g lance the d r e a m with its four 
pa r t s makes an unusua l impression. I t encom
passes a whole d a y a n d moves toward the 
" r i g h t , " in the d i rec t ion of g rowing conscious
ness. T h e m o v e m e n t starts wi th the evening, 
goes over in to the night , a n d ends a t noon , 
w h e n the sun is a t its zeni th . T h u s the cycle of 
the " d a y " appea r s as a total i ty pa t t e rn . 

In this d r e a m the four friends seem to sym
bolize the unfolding mascul in i ty of H e n r y ' s 
psyche, a n d their progress t h rough the four 
" a c t s " of the d r e a m has a geometr ic p a t t e r n 
t ha t r eminds one of the essential cons t ruc t ion 
of the m a n d a l a . As they first c a m e from the 
east, t hen from the west, moving on toward 
the " c a p i t a l " of Swi tzer land (i.e. the cen te r ) , 
they seem to describe a p a t t e r n tha t tries to 
un i te the opposites in a center . A n d this po in t is 
unde r l i ned by the m o v e m e n t in t ime — the de
scent in to the n igh t of the unconsciousness, fol
lowing the sun 's c ircui t , which is followed by 
an ascent to the b r igh t zeni th of consciousness. 

T h e d r e a m begins in the evening, a t ime 
w h e n the threshold of consciousness is lowered 
a n d the impulses a n d images of the unconscious 
c a n pass across it. I n such a condi t ion (when 
the feminine side of m a n is most easily evoked) 
it is n a t u r a l to find tha t a female figure jo ins 
the four friends. She is the a n i m a figure tha t 
belongs to t h e m all ("reserved a n d de l i ca te , " 
r e m i n d i n g H e n r y of his sister) and connects 
t h e m all to each o ther . O n the table s tand three 
vessels of different cha rac te r , which by their 
concave form accen tua t e the receptiveness tha t 
is symbol ic of the feminine. T h e fact tha t these 
vessels a re used by all present indicates a 
m u t u a l a n d close re la tedness a m o n g them. T h e 
vessels differ in form ( l iqueur glass, wine glass, 
a n d a classically formed conta iner ) a n d in the 
color of their contents . T h e opposites into 
which these fluids d iv ide—sweet a n d bi t ter , red 
a n d yellow, in toxica t ing a n d sober ing—are all 
in te rming led , t h r o u g h be ing consumed by each 

of the five persons present , who sink into an 
unconscious c o m m u n i o n . 

T h e girl seems to be the secret agent , the 
catalyst w h o precipi ta tes events (for it is the 
role of the a n i m a to lead a m a n into his UP. 
conscious, and thus to force h im to deeper 
recollection and increased consciousness). I t is 
a lmost as though wi th the mixing of l iqueur 
and tea the pa r ty would a p p r o a c h its cl imax. 

T h e second pa r t of the d r e a m tells us more 
of the happen ings of this " n i g h t . " T h e four 
friends suddenly find themselves in Paris 
(which, for the Swiss, represents the town of 
sensuality, of un inhib i ted joy and love). Here 
a cer ta in differentiation of the four takes place, 
especially be tween the ego in the d r e a m (which 
is to a grea t extent identified with the leading 
th inking function) and the "Pres ident de la Re-
p u b l i q u e , " who represents the undeveloped 
and unconscious feeling function. 

T h e ego (Henry and two friends, who may 
be considered as represent ing his semi-conscious 
functions) looks down from the height of a 
ba lcony on the President , whose characteristics 
a re exactly w h a t one would expect to find in 
the undifferent iated side of the psyche. H e is 
uns tab le , and has a b a n d o n e d himself to his 
instincts. H e ur inates on the street in a d runken 
s t a t e ; he is unconscious of himself, like a person 
outside civilization, following only his na tu ra l 
an ima l urges. T h u s the President symbolizes a 
grea t contrast to the consciously accepted stan
da rds of a good middle-class Swiss scientist. 
O n l y in the darkest night of the unconscious 
could this side of H e n r y reveal itself. 

However , the President-figure also has a very 
positive aspect. His ur ine (which could be the 
symbol of a s t ream of psychic libido) seems in
exhaust ible . It gives evidence of a b u n d a n c e , of 
creat ive and vital s t rength. (Primitives, for in
stance, regard everything coming from the body 
— hair , excrement , ur ine , or saliva—as creative, 
as hav ing magical powers.) This unpleasant 
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Prcs idcn t - imagc , therefore, could also be a sign 
of the power a n d plenty tha t often adheres to 
the shadow side of the ego. Not only does he 
u r ina te wi thou t e m b a r r a s s m e n t , bu t he runs 
after an old w o m a n w h o is ho ld ing a child. 

Th i s "o ld sp ins te r " is in a way the opposi te 
or c o m p l e m e n t of the shy, fragile a n i m a of the 
first pa r t of the d r e a m . She is still a virgin, even 
though old and seemingly a m o t h e r ; in fact, 
H e n r y associated her to the a rche typa l image 
of M a r y with the child Jesus . But the fact that 
the baby is w r a p p e d in a b rown (ear th-colored) 
b lanket makes it seem to be the ch thon ic , ea r th -
b o u n d coun t e r - image of the Savior r a the r than 
a heavenly child. T h e Pres ident , w h o sprinkles 
the child wi th his u r ine , seems to perform a 
travesty of bap t i sm. If we take the child as a 
symbol of a potent ia l i ty wi thin H e n r y tha t is 
still infantile, then it could receive s t rength 
th rough this r i tual . But the d r e a m says no th ing 
m o r e ; the w o m a n hurr ies away with the child. 

This scene marks the tu rn ing point of the 
d r e a m . It is m o r n i n g aga in . Every th ing that 
was da rk , black, p r imi t ive , and powerful in the 
last episode has been ga the red toge ther and 
symbolized by a magnif icent Negro , w h o 
appea r s naked - i . e . real a n d t rue . 

J u s t as darkness and br ight m o r n i n g — o r hot 
ur ine and cold s n o w — a r e opposites, so now the 
black m a n and the whi te l andscape form a 
s h a r p anti thesis . T h e four friends now must 
orient themselves wi thin these new dimensions . 

A d r i n k i n g vessel f r o m anc ien t 

Peru, in the shape of a w o m a n , 

ref lects the f em in ine s y m b o l i s m 

of such conta iners , w h i c h occu rs 

in H e n r y ' s f i n a l d ream. 

Their position has c h a n g e d ; the way that led 
th rough Paris has b rough t them unexpectedly 
in to F rench Swi tzer land (where H e n r y ' s fian
cee c a m e from). A t ransformat ion has taken 
place in H e n r y d u r i n g the earl ier phase , when 
he was overpowered by unconscious contents of 
his psyche. Now, for the last t ime, he can begin 
to find his way forward from a place tha t was 
his fiancees h o m e (showing tha t he accepts her 
psychological b a c k g r o u n d ) . 

At the beg inn ing he went from eastern 
Swi tzer land to Paris (from the east to the west, 
where the way leads into darkness , the uncon
sciousness). H e has now m a d e a tu rn of 180", 
t oward the rising sun a n d the ever- increasing 
clar i ty of consciousness. Th i s way points to the 
midd le of Swi tze r land , to its cap i ta l . Berne, and 
symbolizes Henry ' s s t r iving toward a center 
that would uni te the opposites wi thin him. 

T h e Negro is for some people the a rche typa l 
image of " t h e dark p r imal c r e a t u r e " and thus 
a personification of cer ta in conten ts of, the un
conscious. Pe rhaps this is one reason why the 
Negro is so often rejected and feared by people 
of the white race. In him the whi te m a n sees 
his living c o u n t e r p a r t , his h idden , da rk side 
b rough t before his eyes. (This is jus t wha t most 
people try to a v o i d ; they wan t to cut it off and 
repress it.) W h i t e men project on to the Negro 
the pr imi t ive drives, the a rcha ic powers , the 
uncont ro l led instincts that they do not want to 
a d m i t in themselves, of which they are uncon
scious, and that they therefore des ignate as the 
co r respond ing quali t ies of o the r people . 

For a young m a n of Henry ' s age the Negro 
may s tand on the one h a n d for the sum of all 
da rk traits repressed in to unconsciousness ; on 
the o the r h a n d , he may represent the sum of 
his pr imi t ive , mascul ine s t rength and poten
tialities, his emot iona l and physical power. T h a t 
H e n r y and his friends in tend consciously to 
confront the Negro signifies therefore a decisive 
step forward on the way to m a n h o o d . 

In the m e a n t i m e it has become noon, when 
the sun is at its highest , and consciousness has 
reached its greatest clar i ty. W e might say that 
Henrv ' s ego has con t inued to become more and 
more compac t , tha t he has e n h a n c e d his capa-
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city consciously to m a k e decisions. I t is still 
winter , which m a y ind ica te a lack of feeling 
and w a r m t h in H e n r y ; his psychic l andscape is 
still win t ry a n d a p p a r e n t l y intel lectual ly very 
cold. T h e four friends a re afraid tha t the naked 
Negro (being accus tomed to a w a r m cl imate) 
migh t be frozen. But their fear turns ou t to be 
groundless , for after a long dr ive t h rough de
serted snow-covered coun t ry they stop in a 
s t range city a n d en te r a da rk house. Th i s drive 
and the desolate coun t ry is symbolic of the long 
and wear isome search for self-development. 

A further compl ica t ion awaits the four 
friends here . T h e Negro and his servant are 
mu te . Therefore it is not possible to m a k e 
verbal con tac t wi th t h e m ; the four friends must 
seek o the r m e a n s to get in touch wi th the 
Negro . T h e y c a n n o t use intel lectual means 
(words) bu t r a t h e r a feeling gesture to a p p r o a c h 
h im. T h e y offer h im a present as one gives an 
offering to the gods, to win their interest and 
their affection. And it has to be an object of 
our civilization, be longing to the values of the 
intel lectual whi te m a n . Again a sacrificium 
intellectus is d e m a n d e d to win the favor of the 
Negro , who represents n a t u r e a n d instinct . 

H e n r y is the first to m a k e u p his m i n d w h a t 
to do. Th i s is n a t u r a l , since he is the bea re r of 
the ego, whose p r o u d consciousness (or hybris) 
has to be h u m b l e d . H e picks up a box of 
matches from the floor and presents it "w i th 
deference" to the Negro . At first g lance it may 
seem absurd t ha t a small object lying on the 
floor and p robab ly t h rown away should be the 
p rope r gift, bu t this was the r ight choice. 
Matches are stored a n d control led fire, a means 
by which a flame can be lit and pu t out at any
t ime. Fire a n d flame symbolize w a r m t h and 
love, feeling a n d pass ion; they are qual i t ies of 
the hear t , found wherever h u m a n beings exist. 

In giving the Negro such a present , H e n r y 
symbolically combines a highly developed civil
ized p roduc t of his conscious ego wi th the 
center of his own pr imit iv i ty and male s t rength , 
symbolized by the Negro . In this way, H e n r y 
can come into the full possession of his male 
sides, with which his ego must r ema in in con
s tant touch from now on. 

Th i s was the result . T h e six male persons — 
the four friends, the Negro , and his servant — 
are now together in a gay spirit at a c o m m u n a l 
meal . I t is clear t ha t here H e n r y ' s mascul ine 
total i ty has been r o u n d e d out . His ego seems 
to have found the securi ty it needs to enable 
h im consciously and freely to submi t to the 
g rea te r a r che typa l personal i ty wi th in himself, 
which foreshadows the emergence of the Self. 

W h a t h a p p e n e d in the d r e a m had its paral lel 
also in H e n r y ' s wak ing life. Now he was sure 
of himself. Dec id ing quickly, he b e c a m e serious 
a b o u t his engagemen t . Exact ly nine months 
after his analysis had begun , he mar r ied in a 
little chu rch of western Swi tze r l and ; and he 
left the following d a y wi th his young wife for 
C a n a d a to take u p an a p p o i n t m e n t tha t he had 
received d u r i n g the decisive weeks of his last 
d r eams . Since then he has been living an active, 
creat ive life as the head of a little family and 
holds an execut ive position in a grea t indust ry . 

H e n r y ' s case reveals, so to speak, an acceler
ated m a t u r a t i o n to an i n d e p e n d e n t and respon
sible manl iness . It represents a n ini t ia t ion into 
the reali ty of ou ter life, a s t rengthening of the 
ego a n d of his mascul in i ty , and wi th this a com
plet ion of the first half of the ind iv idua t ion 
process. T h e second half—which is the estab
l ishment of a r ight re la t ionship be tween the ego 
and the Self—still lies ah ead of Hen ry , in the 
second half of his life. 

Not every case runs such a successful and 
st irr ing course, and not every case can be 
hand led in a similar way. O n the cont ra ry , 
every case is different. Not only do the young 
and the old, or the m a n a n d the w o m a n , call 
for different t r e a t m e n t ; so does every indi
v idual in all these categories. Even the same 
symbols r equ i re different in t e rp re ta t ion in each 
case. I have selected this one because it repre
sents an especially impressive example of the 
a u t o n o m y of the unconscious processes and 
shows by its a b u n d a n c e of images the un t i r ing 
symbol -c rea t ing power of the psychic back
g r o u n d . It proves tha t the self-regulating act ion 
of the psyche (when not d i s tu rbed by too much 
ra t iona l exp lana t ion or dissection) can suppor t 
the deve lopmen t process of the soul. 
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In Psychology and Alchemy Dr. J u n g 

d iscusses a sequence of over 1 0 0 0 

dreams p r o d u c e d by one m a n . The 

sequence revealed a s t r i k ing n u m b e r 

and var ie ty of representat ions of the 

manda la m o t i f — w h i c h is so o f ten 

l inked w i t h the real izat ion of the 

Self (see pp. 2 1 3 f f . ) . These pages 

present a f e w examples of manda la 

imagery f r o m the dreams, to ind icate 

the vast ly d i f ferent fo rms in w h i c h 

th is a rche type can mani fes t itseif, 

even in one ind iv idua l ' s u n c o n s c i o u s . 

The in terpretat ive m e a n i n g s o f fered 

here may, because of their brev i ty , 

seem to be arbi trary assert ions. In 

p rac t ice no J u n g i a n w o u l d p roduce 

an in te rpre ta t ion of a d ream w i t h o u t 

k n o w l e d g e of the dreamer and carefu l 

s tudy of his assoc ia t ions to the 

d ream. These in terpretat ive s ta tements 

must be taken as h ints t o w a r d 

poss ib le m e a n i n g s — n o t h i n g more. 

Left: In the d ream the an ima accuses 

the m a n of be ing inat tent ive to her. 

A c lock says f ive m i n u t e s to the hour. 

The man is be ing " p e s t e r e d " by his 

u n c o n s c i o u s : the tens ion t h u s 

created is he igh tened by the c lock , 

by w a i t i n g for s o m e t h i n g to happen 

in f ive m inu tes . 

B e l o w : A skull ( w h i c h the m a n tr ies 

in va in t o kick a w a y ) becomes a 

red bal l , t hen a w o m a n ' s head. 

Here the m a n may try to reject the 

u n c o n s c i o u s ( k i ck ing the sku l l ) , 

bu t it asserts itself by means of the 

bal l (perhaps a l l ud ing t o the sun) 

and the an ima f igure. 
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Left: In part of a d ream, a pr ince 

p laces a d i a m o n d r ing o n the fou r th 

f inger of the dreamer 's left hand . 

The r ing, w o r n like a w e d d i n g r ing, 

ind icates that the dreamer has 

taken a " v o w " to the Self. 

B e l o w left: A ve i led w o m a n uncovers 

her face, w h i c h shines like the sun. 

The image impl ies an i l l um ina t i on 

of the u n c o n s c i o u s ( i n v o l v i n g the 

a n i m a ) — qu i te d i f ferent f r o m 

c o n s c i o u s e l u c i d a t i o n . 

B e l o w : From a t ransparent sphere 

c o n t a i n i n g smal l spheres, a green 

plant g r o w s . The sphere symbol izes 

un i ty : the plant , life and g r o w t h . 

B e l o w : Troops, no longer prepar ing 

for war , f o r m an e igh t - rayed star 

and rotate to the left. Th is image 

perhaps ind icates that some inner 

con f l i c t has g i ven w a y to ha rmony . 

Das
ein

 Foundati
on



Conclus ion: M.-L. von Franz 

Science and the unconscious 

In the p reced ing chap te r s C. G . J u n g a n d some 
of his associates have tried to make clear the 
role played by the symbol -c rea t ing function in 
m a n ' s unconscious psyche a n d to point out some 
fields of app l ica t ion in this newly discovered 
a rea of life. W e are still far from u n d e r s t a n d i n g 
the unconscious or the a rche types — those d y n a 
mic nuclei of the psyche — in all their impl ica
tions. All we can see now is tha t the archetypes 
have an eno rmous impac t on the ind iv idua l , 
forming his emot ions a n d his ethical a n d men ta l 
out look, inf luencing his relat ionships with 
others , and thus affecting his whole dest iny. W e 
can also see t ha t the a r r a n g e m e n t of a rche typa l 
symbols follows a p a t t e r n of wholeness in the 
individual , and tha t an a p p r o p r i a t e unde r s t and 
ing of the symbols can have a heal ing effect. 
And we can see tha t the a rche types can act as 
creat ive or des t ruct ive forces in our m i n d : 
creat ive when they inspire new ideas, des t ruc
tive when these same ideas stiffen into con
scious prejudices tha t inhibi t further discoveries. 

J u n g has shown in his c h a p t e r how subt le and 
differentiated all a t t emp t s at i n t e rp re ta t ion must 
be, in o rder n o t t o weaken the specific indiv idual 
and cul tura l values of a rche typa l ideas a n d sym
bols by leveling them o u t - - i . e . by giving them 
a s tereotyped, intel lectual ly formula ted mean
i n g . J u n g h imscl fdedica ted his ent i re life to such 
investigations and in te rpre ta t ive work ; na tu r 
ally this book sketches only an infinitesimal pa r t 
of his vast con t r ibu t ion to this new field of 
psychological discovery. H e was a p ioneer and 
r ema ined fully a w a r e tha t an eno rmous n u m b e r 
of further quest ions r ema ined unanswered and 
call for further invest igat ion. This is why his 
concepts and hypotheses are conceived on as 
wide a basis as possible (wi thout mak ing them 
too vague and a l l -embrac ing) and why his views 
form a so-called " o p e n sys tem" tha t does not 
close the door against possible new discoveries. 

T o J u n g , his concepts were mere tools or 
heurist ic hypotheses tha t migh t help us to ex

plore the vast new area of real i ty opened up by 
the discovery of the unconscious— a discovery 
tha t has not merely widened ou r whole view of 
the world bu t has in fact doub led it. W e must 
a lways ask now w h e t h e r a m e n t a l p h e n o m e n o n 
is conscious or unconscious a n d , also, w h e t h e r a 
" r e a l " ou ter p h e n o m e n o n is perceived by con
scious or unconscious means . 

T h e powerful forces of the unconscious most 
cer ta inly a p p e a r not only in clinical mater ia l 
bu t also in the mythologica l , religious, artistic, 
a n d all the o the r cu l tu ra l activities by which 
m a n expresses himself. Obviously , if all men 
have c o m m o n inher i ted pa t t e rns of emot ional 
and men ta l behav ior (which J u n g called the 
a rche types ) , it is only to be expected tha t we 
shall find their p roduc ts (symbolic fantasies, 
thoughts , and actions) in pract ical ly every field 
of h u m a n act ivi ty. 

I m p o r t a n t m o d e r n investigations of m a n y of 
these fields have been deeply influenced by 
J u n g ' s work. For ins tance, this influence can be 
seen in the s tudy of l i te ra ture , in such books as 
J . B. Priestley's Literature and Western Man, 
Gottfr ied Diener ' s Fausts Weg zu Helena, or 
J a m e s Kirsch 's Shakespeare's Hamlet. Simi
larly, J u n g i a n psychology has con t r ibu ted to the 
s tudy of ar t , as in the writ ings of H e r b e r t R e a d 
or of Aniela Jaffe, Er ich N e u m a n n ' s examina 
tion of H e n r y Moore , or Michae l T ippe t t ' s 
studies in music. Arnold Toynbee ' s work on his
tory and Paul R a d i n ' s on an th ropo logy have 
benefited from J u n g ' s teachings, as have the 
con t r ibu t ions to sinology m a d e by R i c h a r d Wil-
he lm, Enwin Rousselle, a n d Manf red Porker t . 

S o u n d w a v e s , g i ven of f by a 

v i b ra t i ng steel disk and m a d e 

v is ib le in a p h o t o g r a p h , p r o d u c e 

a s t r ik ing ly manda la - l i ke pat tern 
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Of course, this does not m e a n t ha t the special 
features of a r t a n d l i t e ra ture ( including their 
in te rpre ta t ions) can be under s tood only from 
their a r che typa l founda t ion . These fields all 
have their own laws of ac t iv i ty ; like all really 
creat ive ach ievements , they canno t u l t imate ly 
be ra t ional ly expla ined . But wi th in their areas of 
ac t ion one can recognize the a r che typa l pa t t e rns 
as a d y n a m i c b a c k g r o u n d act ivi ty. A n d one can 
often dec ipher in t h e m (as in dreams) the mes
sage of some seemingly purpos ive , evolu t ionary 
t endency of the unconscious. 

T h e fruitfulness of J u n g ' s ideas is more i m m e 
diately u n d e r s t a n d a b l e wi th in the a rea of the 
cu l tu ra l activities of m a n : Obviously , if the 
a rche types d e t e r m i n e our men ta l behavior , they 
must a p p e a r in all these fields. But, unexpec t 
edly, J u n g ' s concepts have also opened u p new 
ways of looking at things in the rea lm of the 
n a t u r a l sciences as well—for instance, in 
biology. 

T h e physicist Wolfgang Paul i has po in ted out 
tha t , due to new discoveries, our idea of the 
evolut ion of life requires a revision tha t migh t 
take in to accoun t an a rea of in te r re la t ion be
tween the unconscious psyche a n d biological 
processes. Unt i l recent ly it was assumed t ha t the 
m u t a t i o n of species h a p p e n e d at r a n d o m a n d 
tha t a selection took place by means of which 
the " m e a n i n g f u l , " we l l -adap ted varieties sur
vived, and the o thers d i sappeared . But m o d e r n 
evolutionists have po in ted ou t t ha t the selections 
of such mu ta t i ons by p u r e chance would have 
taken m u c h longer t h a n the known age of our 
p lane t allows. 

J u n g ' s concept of synchronic i ty m a y be he lp
ful here , for it could t h row light u p o n the occur
rence of cer ta in r a r e " b o r d e r - p h e n o m e n a , " or 
except ional events ; thus it migh t expla in how 
" m e a n i n g f u l " a d a p t a t i o n s a n d muta t ions could 
h a p p e n in less t ime t h a n t ha t requ i red by en
tirely r a n d o m muta t ions . T o d a y we know of 
m a n y instances in which meaningful " c h a n c e " 
events have occur red w h e n an a rche type is acti
va ted . For example , the history of science con
tains m a n y cases of s imul taneous invent ion or 
discovery. O n e of the most famous of such cases 
involved D a r w i n a n d his theory of the origin of 

species: D a r w i n h a d developed the theory in a 
lengthy essay, a n d in 1844 was busy e x p a n d i n g 
this in to a major treatise. 

Whi le he was a t work on this project he 
received a m a n u s c r i p t from a young biologist, 
u n k n o w n to D a r w i n , n a m e d A. R. Wal lace . 
T h e m a n u s c r i p t was a shorter bu t otherwise 
para l le l exposi t ion of D a rw in ' s theory. At the 
t ime Wal l ace was in the M o l u c c a Is lands of the 
M a l a y Arch ipe lago . H e knew of D a r w i n as a 
na tura l i s t , bu t h a d not the slightest idea of the 
kind of theore t ica l work on which D a r w i n was 
a t the t ime engaged . 

In each case a creat ive scientist h a d inde
penden t ly a r r ived a t a hypothesis tha t was to 
change the ent i re deve lopmen t of the science. 
A n d each h a d initially conceived of the hypo
thesis in an in tui t ive " f lash" (later backed up 
by d o c u m e n t a r y evidence) . T h e a rche types thus 
seem to a p p e a r as the agents , so to speak, of a 
creatio continua. ( W h a t J u n g calls synchronist ic 
events a re in fact someth ing like "ac ts of crea
tion in t ime ." ) 

Similar "mean ingfu l co inc idences" can be 
said to occur w h e n there is a vital necessity for 
an ind iv idua l to know abou t , say, a relative's 
d e a t h , or some lost possession. In a g rea t m a n y 
cases such informat ion has been revealed by 
means of extrasensory percep t ion . This seems 
to suggest t ha t a b n o r m a l r a n d o m p h e n o m e n a 
m a y occur w h e n a vital need or urge is a roused ; 
a n d this in tu rn migh t explain why a species of 
an imals , u n d e r g rea t pressure or in g rea t need, 
could p roduce " m e a n i n g f u l " (but acausal) 
changes in its ou te r ma te r i a l s t ruc ture . 

But the most p romis ing field for future studies 
seems (as J u n g saw it) to have unexpectedly 
opened u p in connec t ion wi th the complex field 
of microphysics . At first sight, it seems most un
likely tha t we should find a re la t ionship be tween 
psychology a n d microphysics . T h e in ter re la t ion 
of these sciences is wor th some exp lana t ion . 

T h e most obvious aspect of such a connect ion 
lies in the fact t ha t most of the basic concepts 
of physics (such as space, t ime, ma t t e r , energy, 
c o n t i n u u m or field, par t ic le , etc.) were origin
ally in tui t ive , semi-mythological , a r che typa l 
ideas of the old Greek phi losophers — ideas tha t 
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then slowly evolved and b e c a m e more accu ra t e 
and tha t today a re main ly expressed in abs t rac t 
ma thema t i ca l te rms. The idea of a par t ic le , for 
instance, was formula ted by the four th-century 
B . C . Greek phi losopher Leuc ippus and his pupil 
Democr i tus , who called it the " a t o m " i.e. the 
"indivisible u n i t . " T h o u g h the a t o m has not 
proved indivisible, we still conceive m a t t e r ulti
mately as consisting of waves and part icles (or 
discont inuous " q u a n t a " ) . 

T h e idea of energy , a n d its re la t ionship to 
force a n d m o v e m e n t , was also formula ted by 
early Greek thinkers , and was developed by 
Stoic phi losophers . T h e y pos tu la ted the exist
ence of a sort of life-giving " t e n s i o n " (tonos), 
which suppor t s and moves all things. This is 
obviously a semi-mythologica l germ of our 
modern concept of energy. 

Even compara t ive ly m o d e r n scientists and 
thinkers have relied on half-mythological , 
a rche typa l images when bu i ld ing up new con
cepts. In the 17th cen tu ry , for ins tance, the 
absolute validity of the law of causal i ty seemed 
" p r o v e d " to R e n e Descartes " b y the fact that 
God is i m m u t a b l e in His decisions and ac t ions . " 
And the great G e r m a n a s t ronomer J o h a n n e s 
Kepler asserted tha t there a rc not more and not 
less than three d imensions of space on accoun t 
of the Tr in i ty . 

These a re jus t two examples a m o n g m a n y 
that show how even ou r m o d e r n a n d basic 
scientific concepts r ema ined for a long t ime 
linked with a r che typa l ideas tha t originally 
came from the unconscious. T h e y d o not neces
sarily express "ob j ec t i ve" facts (or at least we 
cannot prove tha t they u l t imate ly do) b u t s p r i n g 
from innate men ta l tendencies in m a n — tenden

cies tha t induce h im to find "sa t is factory" 
ra t ional exp l ana to ry connect ions be tween the 
var ious ou te r a n d inner facts with which he has 
to dea l . W h e n e x a m i n i n g n a t u r e and the uni
verse, instead of looking for and finding objec
tive qual i t ies , " m a n encounte rs himself," in the 
phrase of the physicist W e r n e r Heisenberg . 

Because of the impl ica t ions of this point of 
view, Wolfgang Paul i a n d o the r scientists have 
begun to s tudy the role of a rche typa l symbolism 
in the rea lm of scientific concepts . Paul i be
lieved tha t we should paral lel our investigation 
of ou te r objects wi th a psychological investiga
tion of the inner origin of ou r scientific con
cepts. (This invest igat ion might shed new light 
on a far - reaching concept to be in t roduced later 
in this c h a p t e r — t h e concept of a "one -nes s " 
be tween the physical and psychological spheres, 
quan t i t a t i ve and qua l i t a t ive aspects of reality.) 

Besides this r a the r obvious link be tween the 
psychology of the unconscious and physics, there, 
a re o the r even more fascinating connect ions . 
J u n g (working closely with Pauli) discovered 
that analy t ica l psychology has been forced by 
investigations in its own field to c rea te concepts 
tha t t u rned out la ter to be strikingly similar to 
those c rea ted by the physicists when confronted 
with microphysical p h e n o m e n a . O n e of the most 
i m p o r t a n t a m o n g the physicists ' concepts is 
Niels Bohr 's idea of complementarity. 

M o d e r n microphysics has discovered tha t one 
can descr ibe l ight only by m e a n s of two logic
ally opposed bu t c o m p l e m e n t a r y concep t s : T h e 
ideas of par t ic le and wave . In grossly simplified 
terms, it migh t be said tha t u n d e r cer ta in ex
per imenta l condi t ions light manifests itself as if 
it were composed of par t ic les ; unde r others , as 

The A m e r i c a n physic is t Mrs . Mar ia 

Mayer , w h o in 1 9 6 3 shared the N o b e l 

prize for phys ics Her d i s c o v e r y — 

c o n c e r n i n g the cons t i t uen ts of the 

a t o m i c n u c l e u s — w a s made like so 

many o ther sc ient i f ic d iscover ies: 

in an in tu i t i ve f lash of ins ight 

(sparked by a co l league 's chance 
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the nuc leus consis ts of concen t r i c 

shells: The innermost con ta ins t w o 

p ro tons or t w o neut rons, the next 
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if it were a wave . Also, it was discovered that we 
can accura te ly observe ei ther the position or the 
velocity of a suba tomic par t ic le - bu t not both 
at once. T h e observer must choose his exper i 
menta l set-up, bu t by do ing so he excludes (or 
r a the r must "sacrif ice") some o the r possible set
up and its results. F u r t h e r m o r e , the measur ing 
a p p a r a t u s has to be inc luded in the descript ion 
of events because it has a decisive but uncont ro l 
lable influence upon the exper imen ta l set-up. 

Pauli says: " T h e science of microphysics, on 
accoun t of the basic ' c o m p l e m e n t a r y ' s i tuat ion, 
is faced with the impossibil i ty of e l imina t ing the 
effects of the observer by de t e rminab l e correc
tives and has therefore to a b a n d o n in principle 
any objective u n d e r s t a n d i n g of physical pheno
mena . W h e r e classical physics still saw 'deter
mined causal n a t u r a l laws of na tu r e ' we now 
look only for 'statistical laws' with ' p r i m a r y 
possibilities. ' " 

In o ther words , in microphysics the observer 
interferes with the exper imen t in a way tha t 
canno t be measured and tha t therefore canno t 
be e l iminated . No na tu r a l laws can be formu
lated, saying " such-and- such will h a p p e n in 
every case ." All the microphysicist can say is 
" such -and- such is, accord ing to statistical 
probabi l i ty , likely to h a p p e n . " This na tu ra l ly 
represents a t r e m e n d o u s p rob lem for our 
classical physical th inking . I t requires a con
siderat ion, in a scientific exper iment , of the 
menta l outlook of the pa r t i c ipan t -obse rve r : It 
could thus be said tha t scientists can no longer 
hope to describe any aspects of ou te r objects in 
a completely "ob jec t i ve" m a n n e r . 

Most m o d e r n physicists have accepted the 
fact that the role played by the conscious ideas 
of an observer in every microphysical experi
men t canno t be e l imina t ed ; but they have not 
concerned themselves with the possibility tha t 
the total psychological condi t ion (both conscious 
and unconscious) of the observer migh t play a 
role as well. As Pauli points out , however , we 
have at least no a priori reasons for rejecting 
this possibility. But we must look at this as a still 
unanswered and an unexplored p rob lem. 

Bohr's idea of complemen ta r i t y is especially 
interest ing to J u n g i a n psychologists, for J u n g 

saw that the re la t ionship between the conscious 
a n d unconscious mind also forms a complemen
tary pair of opposites. Each new conten t that 
comes u p from the unconscious is a l tered in its 
basic n a t u r e by being par t ly in tegra ted into the 
conscious mind of the observer. Even d ream 
contents (if noticed at all) are in that way 
semi-conscious. And each en l a rgemen t of the 
observer 's consciousness caused by d r e a m inter
p re ta t ion has aga in an i m m e a s u r a b l e repercus
sion and influence on the unconscious. Thus the 
unconscious can only be app rox ima te ly de
scribed (like the part icles of microphysics] by 
pa radox ica l concepts . W h a t it really is "in 
itself" we shall never know, just as we shall 
never know this a b o u t mat te r . 

T o take the parallels be tween psychology and 
microphysics even fur ther : W h a t J u n g calls the 
a rche types (or pa t t e rns of emot iona l and menta l 
behavior in man) could just as well be called, 
to use Paul i ' s t e rm, " p r i m a r y possibilit ies" of 
psychic react ions. As has been stressed in this 
book, there a re no laws govern ing the specific 
form in which an a rche type might appear . 
T h e r e are only " t e n d e n c i e s " (see p. 67) that , 
again , enable us to say only that such-and-such 
is likely to h a p p e n in cer ta in psychological 
s i tuat ions. 

As the Amer i can psychologist Wil l iam J a m e s 
once pointed out , the idea of an unconscious 
could itself be c o m p a r e d to the "f ie ld" concept 
in physics. We might say tha t , jus t as in a mag
netic field the part icles en ter ing into it appea r 
in a cer ta in order , psychological contents also 
a p p e a r in an ordered way wi thin tha t psychic 
a rea which we call the unconscious. If we call 
someth ing " r a t i o n a l " or " m e a n i n g f u l " in our 
conscious mind , and accept it as a satisfactory 
" e x p l a n a t i o n " of things, it is p r o b a b l y due to 
the fact tha t our conscious exp lana t ion is in 
h a r m o n y with some preconscious constellation 
of contents in our unconscious. 

In o ther words , our conscious representa t ions 
are sometimes ordered (or a r r a n g e d in a pat
tern) before they have become conscious to us. 
T h e 19th-century G e r m a n m a t h e m a t i c i a n Kar l 
Fr iedr ich Gauss gives an example of an experi
ence of such an unconscious order of ideas : He 
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says tha t he found a cer ta in rule in the theory 
of n u m b e r s " n o t by pa ins tak ing research, bu t 
by the G r a c e of G o d , so to speak. T h e r iddle 
solved itself as lightning strikes, and I myself 
could not tell or show the connec t ion be tween 
w h a t I knew before, w h a t I last used to experi 
m e n t wi th , a n d w h a t p roduced the final suc
cess." T h e F rench scientist H e n r i Po incare is 
even more explicit a b o u t this p h e n o m e n o n ; he 
describes how d u r i n g a sleepless n ight he actu
ally wa tched his m a t h e m a t i c a l representa t ions 
colliding in h im unti l some of t hem "found a 
more stable connec t ion . O n e feels as if one 
could wa tch one 's own unconscious at work, the 
unconscious activity par t ia l ly becoming man i 
fest to consciousness wi thout losing its own 
charac te r . At such m o m e n t s one has an in tui 
tion of the difference be tween the mechan isms 
of the two egos ." 

As a final e x a m p l e of paral le l deve lopments 
in microphysics and, psychology, we can con
sider J u n g ' s concept of meaning. W h e r e before 
men looked for causal (i.e. ra t ional ) exp lana
tions of p h e n o m e n a , J u n g in t roduced the idea 
of looking for the m e a n i n g (or, pe rhaps we 
could say, the " p u r p o s e " ) . T h a t is, r a the r t han 
ask why someth ing h a p p e n e d (i.e. w h a t caused 
i t) , J u n g asked : W h a t did it h a p p e n for? This 
same t endency appea r s in physics: M a n y 
mode rn physicists a re now looking more for 
" c o n n e c t i o n s " in n a t u r e t h a n for causal laws 
(de te rmin i sm) . 

Pauli expected tha t the idea of the uncon
scious would spread beyond the " n a r r o w frame 
of the rapeu t i c u s e " a n d would influence all 
na tu ra l sciences t ha t dea l wi th genera l life 
p h e n o m e n a . Since Paul i suggested this develop
men t he has been echoed by some physicists w h o 
are concerned wi th the new science of cyberne
tics— the c o m p a r a t i v e s tudy of the " c o n t r o l " 
system formed by the bra in a n d nervous system 
and such mechan ica l or electronic informat ion 
and control systems as compute r s . In short , as 
the mode rn F rench scientist Ol iver Costa de 
Beauregard has pu t it, science a n d psychology 
should in future " e n t e r in to a n act ive d i a logue . " 

T h e unexpec ted paral lel isms of ideas in 
psychology and physics suggest, as J u n g poin ted 

out , a possible u l t ima te one-ness of bo th fields of 
reali ty tha t physics and psychology s tudy—i.e . 
a psychophysical one-ness of all life p h e n o m e n a . 
J u n g was even convinced tha t w h a t he calls 
the unconscious somehow links u p wi th the 
s t ruc tu re of inorgan ic m a t t e r — a link to which 
the p r o b l e m of so-called " p s y c h o s o m a t i c " ill
ness seems to po in t . T h e concept of a un i ta r ian 
idea of reali ty (which has been followed u p by 
Paul i a n d Er ich N e u m a n n ) was called by J u n g 
the unus mundus ( the one wor ld , wi th in which 
m a t t e r a n d psyche are not yet d i scr imina ted or 
separa te ly ac tua l i zed) . H e paved the way to
w a r d such a u n i t a r i a n po in t of view by poin t ing 
out tha t an a r c h e t y p e shows a " p s y c h o i d " (i.e. 
not pure ly psychic bu t a lmost mater ia l ) aspect 
w h e n it appea r s wi th in a synchronist ic event— 
for such an event is in effect a meaningful 
a r r a n g e m e n t of i nne r psychic and outer facts. 

In o the r words , the a rche types not only fit 
in to ou te r s i tuat ions (as an ima l pa t t e rns of be
havior fit into their su r round ing n a t u r e ) ; at 
bo t t om they tend to become manifest in a syn
chronis t ic " a r r a n g e m e n t " tha t includes both 
m a t t e r a n d psyche. But these s ta tements a re jus t 
hints at some direct ions in which the investiga
tion of life p h e n o m e n a migh t proceed. J u n g 
felt tha t we should first learn a g rea t deal more 
a b o u t the in ter re la t ion of these two areas (mat
ter and psyche) before rush ing in to too m a n y 
abs t rac t speculat ions a b o u t it. 

T h e field t ha t J u n g himself felt wou ld be most 
fruitful for fur ther investigations was the s tudy 
of ou r basic m a t h e m a t i c a l axiomata—which 
Paul i calls " p r i m a r y m a t h e m a t i c a l in tu i t ions , " 
and a m o n g which he especially ment ions the 
ideas of an infinite series of n u m b e r s in ar i th
met ic , or of a c o n t i n u u m in geomet ry , etc. As 
the G e r m a n - b o r n a u t h o r H a n n a h A r e n d t has 
said, " w i t h the rise of modern i ty , m a t h e m a t i c s 
do not s imply en la rge their con ten t or reach out 
in to the infinite to become app l icab le to the 
immens i ty of an infinite a n d infinitely growing, 
e x p a n d i n g universe , bu t cease to be concerned 
with a p p e a r a n c e a t all. T h e y are no longer the 
beginnings of phi losophy, or the 'science' of 
Being in its t rue a p p e a r a n c e , bu t become 
instead the science of the s t ruc tu re of the 
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h u m a n m i n d . " (A J u n g i a n would a t once add 
the ques t ion : W h i c h m i n d ? T h e conscious or 
the unconscious m i n d ? ) 

As we have seen with reference to the 
experiences of Gauss a n d Poincare , the m a t h e 
mat ic ians also discovered the fact tha t our 
representa t ions are " o r d e r e d " before we become 
a w a r e of t hem. B. L. van der W a e r d e n , who 
cites m a n y examples of essential m a t h e m a t i c a l 
insights arising from the unconscious, concludes : 
" . . . the unconscious is not only able to associate 
a n d combine , b u t even to judge. T h e j u d g m e n t of 
the unconscious is a n intui t ive one , bu t it is u n d e r 
favorable circumstance's complete ly s u r e . " 

A m o n g the m a n y m a t h e m a t i c a l p r i m a r y in
tuit ions, or a priori ideas, the " n a t u r a l n u m 
b e r s " seem psychologically the most interest ing. 
Not only do they serve our conscious everyday 
measur ing a n d coun t ing ope ra t ions ; they have 
for centur ies been the only existing means for 
" r e a d i n g " the m e a n i n g of such anc ient forms of 
d iv ina t ion as astrology, numero logy , geomancy , 
etc. all of which are based on a r i thmet ica l 
c o m p u t a t i o n and all of,which have been inves
t igated by J u n g in te rms of his theory of syn
chronici ty . F u r t h e r m o r e , the na tu ra l n u m b e r s 
— viewed from a psychological angle — must cer
tainly be a r che typa l representa t ions , for we are 
forced to th ink a b o u t t h e m in cer ta in definite 
ways. Nobody , for ins tance, can deny tha t 2 is 
the only existing even p r i m a r y n u m b e r , even if 
he has never t hough t a b o u t it consciously 
before. In o the r words , n u m b e r s a re not con
cepts consciously invented by men for purposes 
of ca lcu la t ion : T h e y are spontaneous and 
a u t o n o m o u s p roduc t s of the unconscious — as 
a re o ther a r che typa l symbols. 

But the n a t u r a l n u m b e r s are also quali t ies 
a d h e r e n t to ou te r objec ts : W e can assert and 
coun t t ha t there a re two stones here or three 
trees there . Even if we strip ou te r objects of all 
such qual i t ies as color, t e m p e r a t u r e , size, etc. , 
there still r emains their " m a n y - n e s s " or special 
mult ipl ic i ty . Yet these same n u m b e r s are also 
just as ind i spu tab ly par t s of our own men ta l 
set-up — abs t rac t concepts tha t we can s tudy 
wi thou t looking a t ou ter objects. N u m b e r s thus 
a p p e a r to be a tangib le connec t ion be tween the 

spheres of m a t t e r and psyche. Accord ing to hints 
d r o p p e d by J u n g , it is here tha t the most fruit
ful field of fur ther invest igat ion migh t be found. 

I men t ion these r a t h e r difficult concepts 
briefly in o rde r to show tha t , to me, J u n g ' s ideas 
do not form a " d o c t r i n e " bu t a re the beginning 
of a new out look tha t will con t inue to evolve 
a n d e x p a n d . I hope they will give the reader 
a gl impse into w h a t seems to me to have been 
essential to and typical of J u n g ' s scientific at t i
tude . H e was always searching, with unusua l 
freedom from convent iona l prejudices, and at 
the same t ime wi th grea t modes ty and accuracy, 
to u n d e r s t a n d the p h e n o m e n o n of life. He did 
not go fur ther in to the ideas men t ioned above, 
because he felt t ha t he had not yet enough 
facts in h a n d to say a n y t h i n g re levant abou t 
them—jus t as he general ly wai ted several years 
before publ i sh ing his new insights, checking 
them again and aga in in the m e a n t i m e , and 
himself raising every possible d o u b t a b o u t them. 

Therefore , w h a t migh t a t first sight strike the 
r eade r as a cer ta in vagueness in his ideas comes 
in fact from this scientific a t t i t ude of intel lectual 
modes ty- - an a t t i t ude tha t does not exclude (by 
rash, superficial pseudo-explana t ions and over
simplifications) new possible discoveries, and 
tha t respects the complexi ty of the p h e n o m e n o n 
of life. For this p h e n o m e n o n was always an 
excit ing mystery to J u n g . It was never, as it is 
for people with closed minds , an " e x p l a i n e d " 
reali ty a b o u t which it can be assumed tha t we 
know everyth ing . 

Crea t ive ideas, in my opinion , show their 
va lue in tha t , like keys, they help to " u n l o c k " 
h i the r to unintel l igible connect ions of facts and 
thus enable m a n to pene t r a t e deeper in to the 
mystery of life. I a m convinced tha t J u n g ' s 
ideas can serve in this way to find a n d in terpre t 
new facts in m a n y fields of science (and also of 
everyday life), s imul taneously leading the indi
v idua l to a more ba lanced , more ethical , and 
wider conscious outlook. If the r eade r should 
feel s t imula ted to work further on the investi
ga t ion and assimilat ion of the unconscious— 
which always begins by work ing on oneself— 
the purpose of this i n t roduc to ry book would be 
fulfilled. 
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Notes 

A p p r o a c h i n g t h e u n c o n s c i o u s C . G . J u n g 
p a g e 3 7 N i e t z s c h e ' s c r y p t o m n e s i a is d i scussed in J u n g ' s 

" O n t h e P s y c h o l o g y of S o - c a l l e d O c c u l t P h e n o m e n a , " in 
C o l l e c t e d W o r k s vol . I. T h e r e l e v a n t p a s s a g e f rom t h e 
s h i p ' s log a n d t h e c o r r e s p o n d i n g p a s s a g e f rom N i e t z s c h e 
a r e as fo l lows : 
F r o m J . K e r n e r , Blatter aus Prevorst, vo l . I V , p . 57 , 
h e a d e d " A n E x t r a c t of A w e - i n s p i r i n g I m p o r t . . . " (o r ig . 
1831-37) : " T h e four c a p t a i n s a n d a m e r c h a n t , M r . Bell, 
w e n t a s h o r e o n t h e i s l and of M o u n t S t r o m b o l i to s h o o t 
r a b b i t s . A t t h r e e o ' c l o c k t h e y m u s t e r e d t h e c r e w to g o 
a b o a r d , w h e n , to t h e i r i n e x p r e s s i b l e a s t o n i s h m e n t , t h e y 
saw t w o m e n f ly ing r a p i d l y t o w a r d t h e m t h r o u g h t h e a i r . 
O n e w a s d r e s s e d in b l a c k , t h e o t h e r in g r e y . They c a m e 
p a s t t h e m v e r y c lose ly , in g r e a t e s t h a s t e , a n d to t h e i r 
u t m o s t d i s m a y d e s c e n d e d i n t o t h e c r a t e r of t h e t e r r i b l e 
v o l c a n o , M o u n t S t r o m b o l i . T h e y r e c o g n i z e d t h e p a i r as 
a c q u a i n t a n c e s f rom L o n d o n . " 
F r o m F . N i e t z s c h e , Thus Spake ^arathustra, c h a p t e r xl , 
" G r e a t E v e n t s " ( t r a n s l a t e d b y C o m m o n , p . 180, s l igh t ly 
m o d i f i e d ) , o r i g . 1 8 8 3 : " N o w a b o u t t h e t i m e t h a t Z a r a -
t h u s t r a s o j o u r n e d o n t h e H a p p y Isles , it h a p p e n e d t h a t 
a s h i p a n c h o r e d a t t h e isle o n w h i c h t h e s m o k i n g m o u n 
t a i n s t a n d s , a n d t h e c r e w w e n t a s h o r e to s h o o t r a b b i t s . 
A b o u t t h e n o o n - t i d e h o u r , h o w e v e r , w h e n t h e c a p t a i n 
a n d his m e n w e r e t o g e t h e r a g a i n , t h e y s u d d e n l y s a w a 
m a n c o m i n g t o w a r d t h e m t h r o u g h t h e a i r , a n d a vo i ce 
sa id d i s t i n c t l y : ' I t is t i m e ! It is h i g h e s t t i m e ! ' 
Bu t w h e n t h e figure d r e w close to t h e m , flying pas t 
q u i c k l y like a s h a d o w in t h e d i r e c t i o n of t h e v o l c a n o , 
t h e y r e c o g n i z e d w i t h t h e g r e a t e s t d i s m a y t h a t it w a s 
Z a r a t h u s t r a . . . ' B e h o l d , ' sa id t h e o ld h e l m s m a n , ' Z a r a -
t h u s t r a goes d o w n to h e l l ! ' 
3 8 R o b e r t L o u i s S t e v e n s o n d iscusses his d r e a m of 
J e k y l l a n d H y d e in " A C h a p t e r o n D r e a m s " f rom his 
Across the Plain. 
5 6 A m o r e d e t a i l e d a c c o u n t of J u n g ' s d r e a m is g i v e n 
in Memories, Dreams, Reflections of C. C. Jung, ed . A n i e l a 
J a f f e , N e w Y o r k , P a n t h e o n , 1962. 
6 3 E x a m p l e s of t h e s t a t e of s u b l i m i n a l i d e a s a n d i m a g e s 
c a n b e f o u n d in P i e r r e J a n e t ' s w o r k s . 
9 3 F u r t h e r e x a m p l e s of c u l t u r a l s y m b o l s a p p e a r in 
M i r c e a E l i a d e ' s Der Schamanismus, Z u r i c h , 1947. 

See a l so T h e C o l l e c t e d W o r k s of C a r l G . J u n g , vols . 
I - X V I I I ; L o n d o n , R o u t l e d g e & K e g a n P a u l ; N e w Y o r k , 

Boll i n g e n - P a n t h e o n . 

A n c i e n t m y t h s a n d m o d e r n m a n J o s e p h L . H e n d e r s o n 
108 C o n c e r n i n g t h e finality of C h r i s t ' s r e s u r r e c t i o n : 
C h r i s t i a n i t y is a n e s c h a t o l o g i c a l r e l i g i o n , m e a n i n g it 
has a final e n d in v i e w t h a t b e c o m e s s y n o n y m o u s w i t h 
t h e L a s t J u d g m e n t . O t h e r r e l i g ions , in w h i c h m a t r i 
a r c h a l e l e m e n t s of t r i b a l c u l t u r e a r e p r e s e r v e d (e .g . 
O r p h i s m ) , a r e c y c l i c a l , as d e m o n s t r a t e d by E l i a d c in 
The Myth of the Eternal Return, N e w Y o r k , Bo l l i ngen -
P a n t h e o n , 1954. 
112 See P a u l R a d i n , Hero Cycles of the Winnebago, 
I n d i a n a U n i v e r s i t y P u b l i c a t i o n s , 1948. 
113 C o n c e r n i n g H a r e , D r . R a d i n r e m a r k s : " H a r e is t h e 
t y p i c a l h e r o as w e k n o w h i m f rom all o v e r t h e w o r l d , 
c iv i l ized a n d p r e - l i t e r a t e , a n d f rom t h e m o s t r e m o t e 
p e r i o d s of w o r l d h i s t o r y . " 
114 The t w i n N a v a h o w a r r i o r g o d s a r e d i scussed by 
M a u d O a k e s in Where the 7wo Came to their Father, A 
Navaho War Ceremonial, N e w Y o r k , B o l l i n g e n , 1943 , 
117 J u n g d iscusses T r i c k s t e r in " O n t h e P s y c h o l o g y 
of t h e T r i c k s t e r F i g u r e , " C o l l e c t e d W o r k s vol . I X . 

118 T h e e g o ' s conf l ic t w i t h t h e s h a d o w is d i scussed in 
J u n g ' s " T h e B a t t l e for D e l i v e r a n c e from t h e M o t h e r , " 
C o l l e c t e d W o r k s vol . V . 
125 F o r a n i n t e r p r e t a t i o n of t h e M i n o t a u r m y t h , see 
M a r y R e n a u l t ' s n o v e l The King Must Die, P a n t h e o n , 1958. 
125 T h e s y m b o l i s m of t h e l a b y r i n t h is d i scussed by 
E r i c h N e u m a n n in The Origins and History of Conscious
ness, B o l l i n g e n , 1954. 
126 F o r t h e N a v a h o m y t h of C o y o t e , see M a r g a r e t 
Schev i l l L i n k a n d J . L . H e n d e r s o n , The Pollen Path. 
S t a n f o r d , 1954. 
128 T h e e m e r g e n c e of t h e ego is d i scussed by E r i ch 
N e u m a n n , op. at.; M i c h a e l F o r d h a m , New Developments 
in Analytical Psychology, L o n d o n , R o u t l e d g e & K e g a n 
P a u l , 1 9 5 7 ; a n d E s t h e r M . H a r d i n g , The Restoration 
of the Injured Archetypal Image ( p r i v a t e l y c i r c u l a t e d ) , 
N e w Y o r k , 1960. 
1 2 9 J u n g ' s s t u d y of i n i t i a t i o n a p p e a r s in " A n a l y t i c a l 
P s y c h o l o g y a n d t h e W e l t a n s c h a u u n g , " C o l l e c t e d W o r k s 
vo l . V I I I . See a l so A r n o l d v a n G e n n e p , The Rites of 
Passage, C h i c a g o , 1 9 6 1 . 
132 W o m e n ' s t r i a l s of s t r e n g t h a r e d i scussed by E r i c h 
N e u m a n n in Amor and Psyche, B o l l i n g e n , 1956. 
137 T h e t a l e of " B e a u t y a n d t h e B e a s t " a p p e a r s in M m e . 
L e p r i n c e d e B e a u m o n t ' s The Fairy Tale Book, N e w Y o r k , 
S i m o n & S c h u s t e r , 1958. 
141 T h e m y t h of O r p h e u s c a n b e f o u n d in J a n e E. 
H a r r i s o n ' s Prolegomena to the Study of Creek Religion, 
C a m b r i d g e U n i v e r s i t y Press , 1922. See a lso W . K. C . 
G u t h r i e , Orpheus and Creek Religion, C a m b r i d g e , 1935. 
142 J u n g ' s d i s cus s ion of t h e C a t h o l i c r i t u a l of t h e 
c h a l i c e is in " T r a n s f o r m a t i o n S y m b o l i s m in t h e M a s s , " 
C o l l e c t e d W o r k s vol . X L See a lso A l a n W a t t s , Myth 
and Ritual in Christianity, V a n g u a r d Press , 1953. 
145 L i n d a F i e r z - D a v i d ' s i n t e r p r e t a t i o n of O r p h i c 
r i t u a l a p p e a r s in Psychologische Betrachtungen der 
Freskenfolge der Villa dei Misteri in Pompe/i, em Versuch 
von Linda Fierz-David, t r a n s . G l a d y s P h e l a n ( p r i v a t e l y 
p r i n t e d ) , Z u r i c h , 1957. 
148 T h e R o m a n fune ra l u r n f rom t h e E s q u i l i n e Hil l is 
d i scussed by J a n e H a r r i s o n , op. cit. 
149 See J u n g ' s " T h e T r a n s c e n d e n t F u n c t i o n , " e d i t e d by 
t h e S t u d e n t s ' A s s o c i a t i o n , C . G . J u n g I n s t i t u t e , Z u r i c h . 
151 J o s e p h C a m p b e l l d iscusses t h e s h a m a n as b i r d in 
The Symbol without Meaning, Z u r i c h , R h e i n - V e r l a g , 1958. 
152 F o r T . S. E l i o t ' s " T h e W a s t e L a n d , " see his 
Collected Poems, L o n d o n , F a b e r a n d F a b e r , 1963 . 

T h e p r o c e s s o f i n d i v i d u a t i o n M . - L . v o n F r a n z 
1 6 0 A d e t a i l e d d i s cus s ion of t h e m e a n d e r i n g p a t t e r n of 
d r e a m s a p p e a r s in J u n g ' s C o l l e c t e d W o r k s vol . V I I I , 
p . 23 fT. a n d p p . 2 3 7 - 3 0 0 ( e spec i a l l y p . 2 9 0 ) . F o r a n 
e x a m p l e see J u n g ' s C o l l e c t e d W o r k s vol . X I I , p a r t 1. 
See a l so G e r h a r d A d l e r , Studies in Analytical Psychology, 
L o n d o n , 1 9 4 8 . 
161 F o r J u n g ' s d i s cus s ion of t h e Self, see C o l l e c t e d 
W o r k s vo l . I X , p a r t 2, p p . 5 ff., 23 fT.; a n d vol . X I I , 
p p . 18 f., 41 f., 174, 193 . 
161 T h e N a s k a p i a r e d e s c r i b e d b y F r a n k G . S p e c k in 
Naskapi: The Savage Hunter of the Labrador Peninsula, 
U n i v e r s i t y of O k l a h o m a Press , 1935. 
162 T h e c o n c e p t of p s y c h i c w h o l e n e s s is d i scussed in 

J u n g ' s C o l l e c t e d W o r k s vol . X I V , p . 117, a n d in vol . 
I X , p a r t 2, p . 6, 190. See a l so C o l l e c t e d W o r k s vol . 
I X , p a r t 1, p p . 2 7 5 ff., 2 9 0 ff. 
1 6 3 T h e s to ry of t h e o a k t r e e is t r a n s l a t e d f rom 
R i c h a r d W i l h e l m , Dschuang-Dsi; Das wahre Buch vom 
sudlichen B/utend/and, J e n a , 1 9 2 3 , p p . 33 -4 . 
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163 J u n g d e a l s w i t h t h e t r e e as a s y m b o l of t h e i n d i v 
i d u a t i o n p roces s in " D e r p h i l o s o p h i s c h e B a u m , " Von 
den Wurzeln des Bewusslseins, Z u r i c h , 1954 ( n o t yet 
t r a n s l a t e d ) . 
163 T h e " l o c a l g o d 1 ' to w h o m sacr i f ices w e r e m a d e o n 
t h e s t o n e e a r t h - a l t a r c o r r e s p o n d s in m a n y r e spec t s to 
t h e a n t i q u e genius loci. See H e n r i M a s p e r o , La Chine 
antique, P a r i s , 1955 , p . 140 f. ( T h i s i n f o r m a t i o n 
is o w e d to t h e k i n d n e s s of Miss AViane R u m p . ) 
164 J u n g no t e s t h e d i f f icul ty of d e s c r i b i n g t h e i n d i v i d 
u a t i o n p roces s in C o l l e c t e d W o r k s vol . X V I I , p . 179. 
165 T h i s b r i e f d e s c r i p t i o n of t h e i m p o r t a n c e of 
c h i l d r e n ' s d r e a m s d e r i v e s m o s t l y f r o m J u n g ' s Psycho
logical Interpretation of Children's Dreams ( n o t e s a n d 
l e c t u r e s ) , E. T . H . Z u r i c h , 1938-9 ( p r i v a t e c i r c u l a t i o n 
o n l y ) . T h e spec i a l e x a m p l e c o m e s f rom a n u n t r a n s l a t e d 
s e m i n a r , Psycholog/sche Interpretation von Kinder trdumen, 
1939-40 , p . 76 ff. See a l so J u n g ' s " T h e D e v e l o p m e n t of 
P e r s o n a l i t y , " C o l l e c t e d W o r k s vol . X V I I ; M i c h a e l 
F o r d h a m , The Life of Childhood, L o n d o n , 1944 (espec ia l ly 
p . 104) ; E r i c h N e u m a n n , The Origins and History of 
Consciousness; F r a n c e s W i c k e s , 1 he Inner World of 
Consciousness, N e w Y o r k - L o n d o n , 4 9 2 7 ; a n d 
E l e a n o r B e r t i n e , Human Relationships, L o n d o n , 1958. 
166 J u n g d iscusses t h e p s y c h i c n u c l e u s in " T h e D e v e l o p 
m e n t of P e r s o n a l i t y , " C o l l e c t e d W o r k s vol . X V I I , 
p . 175, a n d vol . X I V , p . 9 ff. 
167 F o r fairy t a l e p a t t e r n s c o r r e s p o n d i n g to t h e sick 
k i n g motif , see J o h . Bo l t e a n d G . P o l i v k a , Anmerkungen 
zu den Kinder- und Hausm'archen der Bruder Crimm, vo l . I, 
1913 -32 , p . 5 0 3 ff. i .e. all v a r i a t i o n s to G r i m m ' s 
t a l e The Colden Bird. 
168 F u r t h e r d i s cus s ion of t h e s h a d o w c a n be f o u n d in 
J u n g ' s C o l l e c t e d W o r k s vol . I X , p a r t 2, c h a p t e r 2, a n d 
vol . X I I , p . 29 f, a n d i d e m : The Undiscovered Self, 
L o n d o n , 1958, p p . 8-9 . See a l so F r a n c e s W i c k e s , 
The Inner World of Man, N e w Y o r k - T o r o n t o , 1938. 
A g o o d e x a m p l e of s h a d o w r e a l i z a t i o n is g i v e n in 
G . S c h m a l z , Komplexe Psychology und Korperliches Symptom, 
S t u t t g a r t , 1955. 
1 7 0 E x a m p l e s of t h e E g y p t i a n c o n c e p t of t h e u n d e r 
w o r l d a p p e a r in The Tomb of Rameses VI, Bo l l i ngen 
series X L , p a r t s 1 a n d 2, P a n t h e o n Books , 1954. 
172 J u n g d e a l s w i t h t h e n a t u r e of p r o j e c t i o n in 
C o l l e c t e d W o r k s vo l . V I , D e f i n i t i o n s , p . 5 8 2 ; a n d 
C o l l e c t e d W o r k s vol . V I I I , p . 272 ff. 
175 T h e K o r a n ( Q u r ' a n ) h a s b e e n t r a n s l a t e d by E. H . 
P a l m e r , O x f o r d U n i v e r s i t y Press , 1949. See a lso 
J u n g ' s i n t e r p r e t a t i o n of t h e s t o r y o f M o s e s a n d K h i d r 
in C o l l e c t e d W o r k s vo l . I X , p . 135 ff. 
175 T h e I n d i a n s to ry Somadeva : Vetalapanchavimsati 
h a s b e e n t r a n s l a t e d by C . H . T a w n e y , J a i c o - b o o k , 
B o m b a y , 1956. See a l so H e n r y Z i m m e r ' s e x c e l l e n t 
p s y c h o l o g i c a l i n t e r p r e t a t i o n The King and the Corpse, 
B o l l i n g e n ser ies I X , N e w Y o r k , P a n t h e o n , 1948. 
176 T h e r e f e r e n c e to t h e Z e n m a s t e r is f rom Der Ochs 
und sein Hirte ( t r a n s , by K o i c h i T s u j i m u r a ) , P f u l l i n g e n , 
1958, p . 9 5 . 
177 Fo r f u r t h e r d i s c u s s i o n of t h e a n i m a , see J u n g ' s 
C o l l e c t e d W o r k s vol . I X , p a r t 2, p p . 11-12 , a n d c h a p t e r 
3 ; vol . X V I I , p . 198 f.; vo l . V I I I , p . 3 4 5 ; vol . X I , 
p p . 2 9 - 3 1 , 41 f., 4 7 6 , e t c . ; vol . X I I , P a r t 1. See 
a lso E m m a J u n g , Animus and Anima, Two Essays, T h e 
A n a l y t i c a l C l u b of N e w Y o r k , 1 9 5 7 ; E l e a n o r B e r t i n e , 
Human Relationships, p a r t 2 ; E s t h e r H a r d i n g , Psychic 
Energy, N e w Y o r k , 1948 , p a s s i m , » a n d o t h e r s . 
177 E s k i m o s h a m a n i s m h a s b e e n d e s c r i b e d b y M i r c e a 
E l i a d e in Der Schamanismus, Z u r i c h , 1947 , e spec i a l l y 

p . 49 ff.; a n d by K n u d R a s m u s s e n in Thulefahrt, 
F r a n k f u r t , 1926, p a s s i m . 
178 T h e S i b e r i a n h u n t e r s to ry is f rom R a s m u s s e n , 
Die Gabe des Adlers, F r a n k f u r t a . M . , 1926 , p . 172. 
1 7 9 A d i s cus s ion of t h e " p o i s o n d a m s e l " a p p e a r s in W . 
H e r t z , Die Sage vom Giftmadchen, A b h . d e r k. b a y r . A k a d . 
d e r Wiss . , 1 CI . X X Bd . 1 A b t . M u n c h e n , 1893 . 
179 T h e m u r d e r o u s p r i n c e s s is d i scussed by C h r . H a h n 
in Criechische und Albanesische Mdrchen, vo l . 1, M u n c h e n -
Ber l in , 1918 , p . 301 : D e r J a g e r u n d d e r S p i e g e l 
d e r a l les s i eh t . 
180 " L o v e m a d n e s s " c a u s e d by a n a n i m a p r o j e c t i o n is 
e x a m i n e d in E l e a n o r B e r t i n e ' s Human Relationships, 
p . 1 13 sq. See a l so D r . H . S t r a u s s ' e x c e l l e n t p a p e r 
" D i e A n i m a als P r o j e c t i o n s - e r l e b n i s , " u n p u b l i s h e d ms . , 
H e i d e l b e r g , 1959. 
1 8 0 J u n g d iscusses t h e poss ib i l i ty of p s y c h i c i n t e g r a 
t ion t h r o u g h a n e g a t i v e a n i m a in C o l l e c t e d W o r k s 
vo l . I X , p. 2 2 4 s q . ; vo l . X I , p . 164 ff.; vol . X I I , 
p p . 25 sq . , 110 sq . , 128. 
185 F o r t h e four s t ages of t h e a n i m a , see J u n g ' s 
C o l l e c t e d W o r k s vol . X V I , p . 174. 
186 F r a n c e s c o C o l o n n a ' s Hypnerotomachia ha s b e e n 
i n t e r p r e t e d by L i n d a F i e r z - D a v i d in Der Liebeslraum des 
Poliphilo, Z u r i c h , 1947. 
186 T h e q u o t a t i o n d e s c r i b i n g t h e ro le of t h e a n i m a . i s 
f rom Aurora Consurgens I, t r a n s l a t e d by E. A. G l o v e r 
( E n g l i s h t r a n s l a t i o n in p r e p a r a t i o n ) . G e r m a n e d i t i o n 
by M . - L . v o n Franz ' , in J u n g ' s Mystenum Conumct/onis, 
vol . 3, 1958. 
187 J u n g h a s e x a m i n e d t h e k n i g h t l y cu l t of t h e l a d y 
in C o l l e c t e d W o r k s vol . V I , p . 2 7 4 a n d 2 9 0 sq. See-
a lso E m m a J u n g a n d M . - L . v o n F r a n z , Die Craalslegende 
in psychologischer Sicht, Z u r i c h , 1960. 
189 F o r t h e a n i m u s ' a p p e a r a n c e as a " s a c r e d c o n v i c 
t i o n , " see J u n g ' s Two Essays in Analytical Psychology, 
L o n d o n , 1928 , p . 127 ff.; C o l l e c t e d W o r k s vol . I X , 
c h a p t e r 3 . See a l so E m m a J u n g , Animus and Anima, 
p a s s i m ; E s t h e r H a r d i n g , Woman's Mysteries, N e w Y o r k , 
1 9 5 5 ; E l e a n o r B e r t i n e , Human Relationships, p . 128 
ff.; T o n i Wolff, Sludien zu C. G. Jungs Psychologic, 
Z u r i c h , 1959, p . 257 ff.; E r i c h N e u m a n n , %ur Psychologic 
des We/blichen, Z u r i c h , 1953 . 
1 8 9 T h e g y p s y fairy t a l e c a n b e f o u n d in Der 7od 
als Geliebler, Z i g e u n e r - M a r c h e n . Die Mdrchen der Well-
literalur, ed . F . v o n d e r L e y e n a n d P. Z a u n e r t , J e n a , 
1926, p . 117 sq. 
194 T h e a n i m u s as p r o v i d e r of v a l u a b l e m a s c u l i n e 
q u a l i t i e s is d e a l t w i t h by J u n g in C o l l e c t e d W o r k s vol . 
I X , p . 182 sq . , a n d i d e m : Two Essays, C h a p t e r 4. 
196 F o r t h e A u s t r i a n t a l e of t h e b l a c k p r i n c e s s , see 
" D i e s c h w a r z e K o n i g s t o c h t e r , " Mdrchen aus dem Donau-
lande. Die Mdrchen der Welti/teralur, J e n a , 1926, p . 150 sq . 
196 T h e E s k i m o t a l e of t h e M o o n S p i r i t is f rom " V o n 
e i n e r F r a u d i e z u r S p i n n e w u r d e , " t r a n s l a t e d f rom K . 
R a s m u s s e n , Die Gabe des Adlers, p . 121 sq. 
196 A d i scuss ion of t h e S e l f s y o u n g - o l d pe r son i f i c a 
t ions a p p e a r s in J u n g ' s C o l l e c t e d W o r k s vol . I X , p . 151 sq. 
2 0 0 T h e m y t h of P ' a n K u c a n be f o u n d in D o n a l d A. 
M a c K e n z i e ' s Myths of China and Japan, L o n d o n , p . 260 , 
a n d in I I . M a s p e r o ' s Le Tao/sme, P a r i s , 1950, p . 109. See 
a l so J . J . M . d e G r o o t , Universismus, Be r l i n , 1918, p p . 
130 31 ; H . K o e s t l e r , Symbolik des Chinesischen Univer
sismus, S t u t t g a r t , 1958, p . 4 0 ; a n d J u n g ' s Mystenum 
Coniunctionis, vo l . 2, p p . 160-6K 
2 0 0 F o r d i s cus s ion of A d a m as C o s m i c M a n , see A u g u s t 
W i i n s c h e , Schopfung und Sundenfall des erslen- Menschen, 
L e i p z i g , 1906, p p . 8-9 a n d p . 1 3 ; H a n s L e i s e g a n g . Die 
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Gnosis, L e i p z i g , K r o n e r s c h e T a s c h e n a u s g a b e . Lor t h e 
p s y c h o l o g i c a l i n t e r p r e t a t i o n see J u n g ' s Myslenum 
Coniunclionis, vo l . 2, c h a p t e r 5 , p p . 1 4 0 - 9 9 ; a n d 
C o l l e c t e d W o r k s vol . X I I , p . 3 4 6 sq . ' T h e r e m a y 
also be h i s to r i ca l c o n n e c t i o n s b e t w e e n t h e C h i n e s e P ' a n 
K u , t h e P e r s i a n G a y o m a r t , a n d t h e l e g e n d s of A d a m ; see 
S v e n S. H a r t m a n n , Gayomarl, U p p s a l a , 1953 , p p . 46 , 1 15. 
2 0 2 T h e c o n c e p t of A d a m as " s u p e r - s o u l , " c o m i n g from 
a d a t e p a l m , is d e a l t w i t h by E. S. D r o w e r in Ihe Secret 
Adam, A Study of Nasoraean Gnosis, O x f o r d , 1960, p p . 2 3 , 
26, 27 , 37 . 
2 0 2 T h e q u o t a t i o n f rom M e i s t e r E c k h a r t is f rom F. 
Pfeiffer 's Meister Eckhardt, t r a n s . C . d e B. E v a n s , 
L o n d o n , 1924, vol . I I , p . 8 0 . 
2 0 2 F o r J u n g ' s d i s c u s s i o n s of C o s m i c M a n , see 
C o l l e c t e d W o r k s vol . I X , p a r t 2, p . 36 s q . ; " A n s w e r to J o b , " 
C o l l e c t e d W o r k s vol . X I , a n d Mystenum Coniunclionis, 
vol . 2, p . 2 1 5 sq. Sec a l so E s t h e r H a r d i n g , Journey into 
Self, L o n d o n , 1956, p a s s i m . 
2 0 2 A d a m K a d m o n is d i s cus sed in G e r s h o m S h o l e m ' s 
Major I rends in Jewish Mysticism, 1941 ; a n d J u n g ' s 
Mystenum Coniunclionis, vol . 2, p . 182 sq. 
2 0 4 T h e s y m b o l of t h e roya l c o u p l e is e x a m i n e d in 
J u n g ' s C o l l e c t e d W o r k s vol . X V I , p . 3 1 3 , a n d in 
Mystenum Coniunclionis, vo l . 1, p p . 143 , 1 7 9 ; vol . 2, p p . 
86 , 9 0 , 140, 2 8 5 . See a l so P l a t o ' s Symposium, a n d the 
G n o s t i c G o d - m a n , t h e A n t h r o p o s f igure . 
2 0 5 F o r t h e s t o n e as a s y m b o l of t h e Self, see J u n g ' s 
Von den Wurzeln des Bewusslseins, Z u r i c h , 1954, p p . 2 0 0 
sq . , 4 1 5 sq . , a n d 4 4 9 sq. ( n o t ye t t r a n s l a t e d ) . 
2 0 6 T h e p o i n t w h e r e t h e u r g e to i n d i v i d u a t e is 
c o n s c i o u s l y r e a l i z e d is d i s cus sed in J u n g ' s C o l l e c t e d 
W o r k s vol . X I I , p a s s i m , Von den Wurzeln des Bewusslseins, 
p . 2 0 0 s q . ; C o l l e c t e d W o r k s vol . I X , p a r t 2, p p . 139 sq. , 
2 3 6 , 247 sq . , 2 6 8 ; C o l l e c t e d W o r k s vo l . X V I , p . 
164 sq. See a l so C o l l e c t e d W o r k s vo l . V I I I , p . 2 5 3 
s q . ; a n d T o n i Wolff, Studien zu C. G. Jung s Psychologic, 
p . 4 3 . See a l so , e s s e n t i a l l y , J u n g ' s Mystenum Coniunclionis, 
vol . 2, p . 3 1 8 sq. 
2 0 7 F o r a n e x t e n d e d d i s c u s s i o n of " a c t i v e i m a g i n a t i o n , " 
see J u n g ' s " T h e T r a n s c e n d e n t F u n c t i o n , " in C o l l e c t e d 
W o r k s vol . V I I I . 
2 0 7 T h e zoo log i s t A d o l f P o r t m a n n d e s c r i b e s a n i m a l 
" i n w a r d n e s s " in Das Tier als soziales Wesen, Z u r i c h , 
1953, p . 366 . 
2 0 9 A n c i e n t G e r m a n beliefs c o n c e r n i n g t o m b s t o n e s a r e 
d i scussed in P a u l H e r r m a n n ' s Das allgermanische Pnesler-
wesen, J e n a , 1929, p . 5 2 ; a n d in J u n g ' s Von den Wurzeln 
des Bewusslseins, p . 198 sq . 
2 1 0 M o r i e n u s ' s d e s c r i p t i o n of t h e p h i l o s o p h e r s ' s t o n e is 
q u o t e d in J u n g ' s C o l l e c t e d W o r k s vo l . X I I , p . 300 , n o t e 4 5 . 
2 1 0 T h a t su f fe r ing is n e c e s s a r y to find t h e s t o n e is 
a n a l c h e m i c a l d i c t u m ; c o m p a r e J u n g ' s C o l l e c t e d W o r k s 
vol . X I I , p . 2 8 0 sq. 
2 1 0 J u n g d iscusses t h e r e l a t i o n s h i p b e t w e e n p s y c h e a n d 
m a t t e r in Two Essays on Analytical Psychology, p p . 142-46 . 
211 F o r a full e x p l a n a t i o n of s y n c h r o n i c i t y , see J u n g ' s 
" S y n c h r o n i c i t y : a n A c a u s a l C o n n e c t i n g P r i n c i p l e , " in 
C o l l e c t e d W o r k s vol . V I I I , p . 4 1 9 sq . 
2 1 2 F o r J u n g ' s v i ews o n t u r n i n g to E a s t e r n r e l ig ion 
in o r d e r to c o n t a c t t h e u n c o n s c i o u s , see " C o n c e r n i n g 
M a n d a l a S y m b o l i s m , " C o l l e c t e d W o r k s vol . I X , p a r t 1, 
p . 3 3 5 sq. , a n d vol . X I I , p . 2 1 2 sq. ( O f t h e l a t t e r , see 
also p p . 19, 4 2 , 9 1 sq . , 101 , 119 sq . , 159, 162.) 
212 T h e e x c e r p t f rom t h e C h i n e s e t ex t is f rom Lu K"uan 
Tu, C h a r l e s L u k , C h ' a n a n d Z e n T e a c h i n g , L o n d o n , p . 27. 
216 T h e t a le of t h e B a t h B a d g e r d is f rom Mdrchen aus 
Iran, Die Mdrchen der Weltiiteralur, J e n a , 1959, p . 150 sq. 

2 1 7 J u n g e x a m i n e s t h e m o d e r n fee l ing of b e i n g a " s t a t i s 
t ica l c i p h e r " in The Undiscovered Self, p p . 14, 109. 
2 2 0 D r e a m i n t e r p r e t a t i o n o n t h e s u b j e c t i v e level is 
d i scussed in J u n g ' s C o l l e c t e d W o r k s vol . V I I I , p . 266 a n d 
vol . X V I , p." 2 4 3 . 
2 2 0 T h a t m a n is i n s t i n c t i v e l y " i n t u n e " w i t h his su r 
r o u n d i n g s is d i s cus sed by A. P o r t m a n n in Das Tier als 
soziales Wesen, p . 6 5 sq . a n d p a s s i m . See a lso N . T i n b e r g e n , 
A Study of Instinct, O x f o r d , 1955, p p . 151 sq. a n d 207 sq. 
2 2 1 El . VJ. E. H a r t l e y d iscusses t h e m a s s u n c o n s c i o u s 

in Fundamentals of Social Psychology, N e w Y o r k , 1952. 
See a l so T h . J a n w i t z a n d R . S c h u l z e , Neue Richtungen in 
der Massenkommunikalionforschung, R u n d funk u n d F e r n -
s e h e n , 1960, p p . 7, 8 a n d p a s s i m . Also , ibid, p p . 
1-20, a n d Unterschwellige Kommunikalion, ibid., 1960, 
Hef t 3 /4 , p . 2 8 3 a n d p . 306 . ( T h i s i n f o r m a t i o n is 
o w e d to t h e k i n d n e s s of M r . R e n e M a l a m o u d . ) 
2 2 4 T h e v a l u e of f r e e d o m ( to c r e a t e s o m e t h i n g useful) 
is s t ressed by J u n g in The Undiscovered Self, p . 9. 
2 2 4 F o r r e l i g ious f igures t h a t s y m b o l i z e t h e i n d i v i d u a 
t ion p r o c e s s , see J u n g ' s C o l l e c t e d W o r k s vol . X I , 
p . 2 7 3 a n d p a s s i m , a n d ibid., P a r t 2 a n d p . 164 sq. 
2 2 5 J u n g d iscusses r e l i g ious s y m b o l i s m in m o d e r n d r e a m s 
in C o l l e c t e d W o r k s vol . X I I , p . 92 . See a lso ibid., 
p p . 2 8 , 169 sq. , 2 0 7 , a n d o t h e r s . 
2 2 5 The a d d i t i o n of a f o u r t h e l e m e n t to t h e T r i n i t y is 
e x a m i n e d by J u n g in Mystenum Coniunclionis, vol . 2, 
p p . 1 12 sq . , 1 1 7 s q . , 123 sq. (no t ye t t r a n s l a t e d ) , a n d 
C o l l e c t e d W o r k s vol . V I I I , p . 136 sq. a n d 160-62 . 
2 2 8 T h e vis ion of Black Elk is f rom Black Elk Speaks, 
ed . J o h n G . N e i h a r d t , N e w Y o r k , 1932. G e r m a n e d i t i o n : 
Schwarzer Hirsch: Ich rufe mein Volk, O l t e n , 1955. 
2 2 8 T h e s t o ry of t h e E s k i m o e a g l e festival is f rom 
K n u d R a s m u s s e n , Die Gabe des Adlers, p p . 23 sq . , 29 sq. 
2 2 8 J u n g d iscusses t h e r e s h a p i n g of o r i g i n a l m y t h o l o g i c a l 
m a t e r i a l in C o l l e c t e d W o r k s vol . X I , p . 20 sq . , a n d 
vol . X I I , I n t r o d u c t i o n . 
2 2 9 T h e phys ic i s t W . P a u l i h a s d e s c r i b e d t h e effects 
of m o d e r n sc ient i f ic d i s c o v e r i e s , l ike H e i s e n b e r g ' s , 
in Die Philosoph/sche Bedeulung der Idee der Komp/e-
menlantdl, " E x p e r i e n t i a , " vol . V I / 2 , p . 72 s q . ; a n d 
m Wahrscheinlichkeil und Physik, "Dialeclica,''1 vol. 
V I 1 1 / 2 , 1954, p . 117. 

S y m b o l i s m i n t h e v i s u a l a r t s A n i e l a J a f f e 
2 3 4 M a x E r n s t ' s s t a t e m e n t is q u o t e d in C . G i e d i o n -
W e l c k e r , Contemporary Sculpture, N e w Y o r k , 1955. 
2 3 4 H e r b e r t K i i h n ' s e x a m i n a t i o n of p r e h i s t o r i c a r t 
is in his Die Fe/sbilder Europas, S t u t t g a r t , 1952. 
2 3 6 C o n c e r n i n g t h e N o d r a m a , c o m p a r e D . Secke l , 
E/nfuhrung in die Kunst Ostasiens, M u n i c h , 1960, figs. 
1 e a n d 16. F o r t h e f o x - m a s k used in N o d r a m a , see 
G . B u s c h a n , Tiere in Kult und Aberglauben, C i b a 
J o u r n a l , Bas le , N o v . 1942, n o . 86 . 
2 3 7 F o r t h e a n i m a l a t t r i b u t e s of v a r i o u s g o d s , see 
G . B u s c h a n , op. at. 
2 3 8 J u n g d iscusses t h e s y m b o l i s m of t h e u n i c o r n ( o n e 
s y m b o l of C h r i s t ) in C o l l e c t e d W o r k s vol . X I I , p . 4 1 5 ff. 
2 4 0 F o r t h e m y t h of B r a h m a , see H . Z i m m e r , Maya, der 
indische Mylhos, S t u t t g a r t - B e r l i n , 1936. 
2 4 0 T h e b i r t h of B u d d h a a p p e a r s in t h e S a n s k r i t 
Pallia Vistera, c. A . D . 6 0 0 to 1 0 0 0 ; t r a n s . P a r i s , 1884. 
2 4 0 J u n g d iscusses t h e four f u n c t i o n s of c o n s c i o u s n e s s 
in C o l l e c t e d W o r k s vol . V I . 
2 4 0 T i b e t a n m a n d a l a s a r e d i scussed a n d i n t e r p r e t e d in 
J u n g ' s C o l l e c t e d W o r k s vol . I X . 
2 4 2 T h e p i c t u r e of t h e V i r g i n in t h e c e n t e r of a 
c i r c u l a r t r e e is t h e c e n t r a l p a n e l of t h e Tnptyque du 
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Buisson Ardent, 1476 , C a t h e d r a l e S a i n t - S a v e u r , 
A i x - e n - P r o v e n c e . 
2 4 2 E x a m p l e s of s a c r e d b u i l d i n g s w i t h m a n d a l a 
g r o u n d p l a n s : B o r o b u d u r , J a v a ; t h e T a j M a h a l ; t h e 
O m a r M o s q u e in J e r u s a l e m . S e c u l a r b u i l d i n g s : C a s t e l de l 
M o n t e , b u i l t by t h e H o l y R o m a n E m p e r o r F r e d e r i c k I I 
(1 194-1250) in A p u l i a . 
2 4 2 F o r t h e m a n d a l a in t h e f o u n d a t i o n of p r i m i t i v e 
v i l l ages a n d s a c r e d p l a c e s , see M . E l i a d e , Das Heilige 
und das Profane, H a m b u r g , 1957. 
2 4 2 T h e t h e o r y t h a t q u a d r a t a m e a n s " q u a d r i p a r t i t e " 
w a s p r o p o s e d by F r a n z A l t h e i m , t h e Ber l in c lass ica l 
s c h o l a r . See K . K e r e n y i , I n t r o d u c t i o n to K e r e n y i - J u n g , 
Einfuhrung in das Wesen der Mytholog/e, Z u r i c h , p . 20 . 
2 4 2 T h e o t h e r t h e o r y , t h a t t h e urks quadrata r e f e r r e d 
to s q u a r i n g t h e c i r c l e , is f rom K e r e n y i , loc. cit. 
2 4 3 F o r t h e H e a v e n l y C i t y , see Book of R e v e l a t i o n , X X I . 
2 4 3 T h e q u o t a t i o n f rom J u n g is f rom his Commentary 
on the Secret of the Col den Flower, L o n d o n - N e w Y o r k , 
1956, 10th e d i t i o n . 
2 4 3 E x a m p l e s of t h e e q u i l a t e r a l c r o s s : c ruc i f i x ion f rom 
t h e Evangelienharmome, V i e n n a , N a t . B ib . C o d . 2 6 8 7 
( O t f r i e d v o n W e i s s e n b e r g , n i n t h c e n t u r y ) ; G o s f o r t h 
cross , 10 th c e n t u r y ; t h e M o n a s t e r b o i c e cross , 
10th c e n t u r y ; o r t h e R u t h w e l l c ross . 
2 4 5 T h e d i s cus s ion of t h e c h a n g e in ecc les i a s t i ca l 
b u i l d i n g is b a s e d o n i n f o r m a t i o n in K a r l Li tz \ s essay 
Die Mandala, ein Beispiel der Archilektursymbolik, 
W i n t e r t h u r , N o v e m b e r 1960. 
2 4 7 M a t i s s e ' s Still Life . . . is in t h e T h o m p s o n 
C o l l e c t i o n , P i t t s b u r g h . 
2 4 7 K a n d i n s k y ' s p a i n t i n g c o n t a i n i n g loose c o l o r e d ba l l s 
o r c i rc les is e n t i t l e d Blurred White, 1927, a n d is in t h e 
T h o m p s o n C o l l e c t i o n . 
2 4 7 P a u l N a s h ' s Event on the Downs is in M r s . C. 
N e i l s o n ' s c o l l e c t i o n . See G e o r g e W . D i g b y , Meaning and 
Symbol, F a b e r & F a b e r , L o n d o n . 
2 4 9 J u n g ' s d i s c u s s i o n of U F O s is in Flying Saucers: 
A Modern Myth of Things Seen in the Skies, L o n d o n -
N e w Y o r k , 1959. 
2 5 0 T h e q u o t a t i o n f rom B a z a i n c ' s Notes sur la peinture 
d'aujoiird'hui ( P a r i s , 1953) w a s q u o t e d in W a l t e r 
H e s s , Dokumente zum Verstandnis der modernen Malerei, 
H a m b u r g , 1958 ( R o w o h l t ) , p . 122. A n u m b e r of 
q u o t a t i o n s in th is c h a p t e r h a v e b e e n t a k e n f rom this 
e x t r e m e l y useful c o m p i l a t i o n , w h i c h wil l b e r e f e r r e d to 
h e r e a f t e r as Dokumente. 
2 5 0 F r a n z M a r c ' s s t a t e m e n t is f rom Briefe, Aufzeichnungen 
und Aphojismen, Be r l i n , 1920. 
2 5 0 F o r K a n d i n s k y ' s b o o k , see s ix th e d i t i o n , B e r n e , 
1959. (F i r s t e d i t i o n , M u n i c h , 1912. ) ' Dokumente, p . 80 . 
2 5 0 M a n n e r i s m a n d m o d i s h n e s s in m o d e r n a r t is 
d i scussed b y W e r n e r H a f t m a n n in Glanz und Cefdhrdung 
der Abstraklen Malerei, in Skizzenbuch zur Kultur der 
Cegenwarl, M u n i c h , 1960, p . 1 1 1 . See a l so H a f t m a n n ' s 
Die Malerei im. 20 . Jahrhundert, s e c o n d e d n . , M u n i c h , 
1 9 5 7 ; a n d H e r b e r t R e a d , A Concise History of Modern 
Painting, L o n d o n , 1959, a n d n u m e r o u s i n d i v i d u a l s t u d i e s . 
2 5 1 K a n d i n s k y ' s essay " U b e r d i e F o r m f r a g e " is in 
Der blaue Reiler, M u n i c h , 1912. See Dokumente, p . 87 . 
2 5 3 B a z a i n e ' s c o m m e n t s o n D u c h a m p ' s b o t t l e r a c k a r e 
f rom Dokumente, p . 122. 
2 5 3 J o a n M i r o ' s s t a t e m e n t is f rom Joan Miro, H o r i z o n t 
C o l l e c t i o n , A r c h e Press . 
2 5 4 T h e r e f e r e n c e to S c h w i t t e r s ' " o b s e s s i o n " is f rom 
W e r n e r H a f t m a n n , op. cit. 
2 5 4 K a n d i n s k y ' s s t a t e m e n t is f rom Selbstbetrachtungen, 
Ber l in , 1913 . Dokumente, p . 8 9 . 

2 5 4 T h e q u o t a t i o n f rom C a r l o C a r r a is f rom W . 
H a f t m a n n ' s Paul Klee, Wege bildnerischen Denkens, M u n i c h , 
1955 , t h i r d e d n . , p . 7 1 . 
2 5 4 T h e s t a t e m e n t by K l e e is f rom Wege des 
.Vaturstudiums, W e i m a r , M u n i c h , 1923 . Dokumente, p . 125. 
2 5 4 B a z a i n e ' s r e m a r k is f rom Motes sur la peinture 
d'aujourd' hui, P a r i s , 1953 . Dokumente, p . 125 . 
2 5 4 T h e s t a t e m e n t by d e C h i r i c o is f rom SuITArte 
Metafisica, R o m e , 1919. Dokumente, p . 112. 
2 5 5 T h e q u o t a t i o n s f rom d e C h i r i c o ' s Memone del/a mia 
Vita a r e in Dokumente, p . 112. 
2 5 5 K a n d i n s k y ' s s t a t e m e n t a b o u t t h e d e a t h of G o d is 
in his Ueber das Geistige in der Kunst, op. cit. 
2 5 5 O f t h e 1 9 t h - c e n t u r y E u r o p e a n p o e t s a l l u d e d to , 
sec e spec i a l l y H e i n r i c h H e i n e , R i m b a u d , a n d 
M a l l a r m e . 
2 5 5 T h e q u o t a t i o n f rom J u n g is f rom C o l l e c t e d W o r k s 
vol . X I , p . 8 8 . 
2 5 7 A r t i s t s in w h o s e w o r k manichini a p p e a r i n c l u d e 
C a r l o C a r r a , A. A r c h i p e n k o ( 1 8 8 7 - 1 9 6 4 ) , a n d G i o r g i o 
M o r a n d i ( 1 8 9 0 - 1 9 6 4 ) . 
2 5 7 T h e c o m m e n t o n C h a g a l l b y H e r b e r t R e a d is f rom 
his A Concise History of Modern Painting, L o n d o n , 1959, 
p . 124, 126, 128 . 
2 5 7 A n d r e B r e t o n ' s s t a t e m e n t s a r e f rom Manifesles du 
Surrealisme 1924 -42 , P a r i s , 1946. Dokumente, p . 117, 118. 
2 5 8 T h e q u o t a t i o n f rom E r n s t ' s Beyond Painting ( N e w 
Y o r k , 1948) is in Dokumente, p . 119. 
2 5 9 R e f e r e n c e s to H a n s A r p a r e b a s e d o n C a r o l a 
G i e d i o n - W e l c k e r , Hans Arp, 1957, p . xvi . 
2 5 9 R e f e r e n c e to E r n s t ' s Histoire Nalurelle is in 
Dokumente, p . 121 . 
2 6 0 O n t h e 1 9 t h - c e n t u r y R o m a n t i c s a n d " n a t u r e ' s 
h a n d w r i t i n g , " see N o v a l i s , Die Lehrlinge zu Sais; 
E. T . A. H o f f m a n n , Das Marc hen vom Go/dnen Topf; 
G. H . v o n S c h u b e r t , Symbolik des Traumes. 
2 6 0 K a s s n e r ' s c o m m e n t o n G e o r g T r a k l is f rom 
Almanach de la Libraine Flinker, P a r i s , 1 9 6 1 . 
2 6 2 K a n d i n s k y ' s s t a t e m e n t s a r e , r e s p e c t i v e l y , f rom 
Ruckblicke ( q u o t e d f rom M a x Bill 's I n t r o d u c t i o n to 
K a n d i n s k y ' s Ueber das Geistige . . ., op. cit.) ; f rom 
Selbstdarstellung, Be r l i n , 1913 {Dokumente, p . 8 6 ) ; 
a n d f rom H a f t m a n n , Malerei im. 20 . Jahrhundert. 
2 6 2 F r a n z M a r c ' s s t a t e m e n t s a r e r e s p e c t i v e l y f rom 
Briefe, Aufzeichnungen und Aphorismen, op. cit.; 
Dokumente, p . 79 f.; a n d f rom H a f t m a n n , op. at., p . 4 7 8 . 
2 6 2 K l e e ' s s t a t e m e n t is f rom Ueber die moderne Kunst, 
L e c t u r e , 1924. Dokumente, p . 8 4 . 
2 6 2 M o n d r i a n ' s s t a t e m e n t is f rom JVeue Gestaltung, 
M u n i c h , 1925 . Dokumente, p . 100. 
2 6 3 K a n d i n s k y ' s s t a t e m e n t s a r c r e s p e c t i v e l y f rom 
Ueber das Geistige . . ., op. cit., p . 8 3 ; f rom Ueber die 
Formfrage, M u n i c h , 1912 (Dokumente, p . 8 8 ) ; f rom 
Ueber das Geistige . . . (Dokumente, p . 88) ; a n d f rom 
Aufsdtze, 1923 -43 (Dokumente, p . 9 1 ) . 
2 6 3 F r a n z M a r c ' s s t a t e m e n t is q u o t e d f rom G e o r g 
S c h m i d t , Vom Sinn der Paralle/e in Kunst und Naturform, 
Basic , 1960. 
2 6 3 K l e e ' s s t a t e m e n t s a r e r e s p e c t i v e l y f rom Ueber die 
Moderne Kunst, op. cit. (Dokumente, p . 84) ; Tagebucher, 
B e r l i n , 1953 (Dokumente, p . 86) ; q u o t e d f rom H a f t m a n n , 
Paul Klee, op. cit.. p . 9 3 a n d p . 5 0 ; Tagebiicher, (Dokumentee 
p . 8 6 ) ; a n d H a f t m a n n , p . 89 . 
2 6 4 R e f e r e n c e to P o l l o c k ' s p a i n t i n g is in H a f t m a n n , 
Malerei im 20 . Jahrhundert, p . 464 . 
2 6 4 P o l l o c k ' s s t a t e m e n t s a r e f rom My Painting, 
Possibilities, N e w Y o r k , 1947. Q u o t e d f rom H e r b e r t R e a d , 
op. cit., p . 2 6 7 . 
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2 6 4 T h e q u o t a t i o n f rom J u n g is f rom C o l l e c t e d W o r k s 
vol . I X , p . 173. 
2 6 5 R e a d ' s q u o t a t i o n of K l e e is f rom Concise 
History . . . , op. cit., p . 180. 
2 6 5 M a r c ' s s t a t e m e n t is f rom Briefe. Aufzeichnungen und 
Aphorismen. Dokumente, p . 79. 
2 6 5 T h e d i s c u s s i o n of M a r i n i is f rom E d o u a r d R o d i t i , 
Dialoge iiber Kunst, Inse l V e r l a g , 1960. ( T h e c o n v e r s a t i o n 
is g i v e n h e r e in a v e r y a b b r e v i a t e d fo rm. ) 
2 6 8 T h e s t a t e m e n t by M a n e s s i e r is q u o t e d from 
W . H a f t m a n n , op. at., p . 4 7 4 . 
2 6 8 B a z a i n e ' s c o m m e n t is f rom his Notes sur la peinture 
d'aujourd'hui, op. cit. Dokumente, p . 126. 
2 7 0 The s t a t e m e n t by K l e e is f rom W r. H a f t m a n n , 
Paul Klee, p . 7 1 . 
2 7 0 F o r r e f e r e n c e to m o d e r n a r t in c h u r c h e s , sec 
W . S c h m a l e n b a c h , %ur Ausstellung von Alfred Manessier, 
Z u r i c h A r t G a l l e r y , 1959. 

S y m b o l s i n a n i n d i v i d u a l a n a l y s i s J o l a n d e J a c o b i 
2 7 3 T h e P a l a c e of D r e a m s : a 1 6 t h - c e n t u r y i l l u s t r a t i o n 
to Book X I X of H o m e r ' s Odyssey. I n t h e c e n t e r 
n i c h e s t a n d s t h e g o d d e s s of s l eep h o l d i n g a b o u q u e t of 
p o p p y f lowers . O n h e r left is t h e G a t e of H o r n ( w i t h t h e 
h e a d of a h o r n e d ox a b o v e it) ; f rom this g a t e c o m e t r u e 
d r e a m s : on h e r r i g h t t h e G a t e of I v o r y w i t h a n e l e p h a n t ' s 
h e a d a b o v e ; f rom this g a t e c o m e false d r e a m s . T o p left, 
t he g o d d e s s of t h e m o o n , D i a n a ; t o p r i g h t , N i g h t , w i t h 
the in fan t s S l e e p a n d D e a t h . 
277 T h e i m p o r t a n c e of t h e first d r e a m in a n a n a l y s i s is 
i n d i c a t e d by J u n g in Modern Man in Search of a Soul, p . 77. 
2 9 0 R e g a r d i n g t h e s ec t i on on t h e O r a c l e D r e a m , see t h e 
/ Ching or Book of CJianges, t r a n s . R i c h a r d W i l h e l m (wi th 
a n i n t r o d u c t i o n by C . G . J u n g ) , R o u t l e d g e a n d K e g a n 
P a u l , L o n d o n , 1951 , vols . I a n d I I . 
292 The s y m b o l i s m in t h e t h r e e u p p e r l ines of t h e s ign 
M e n g t h e " g a t e " is m e n t i o n e d in op. cit., vo l . 11, 
p . 299 , w h i c h a lso s t a t e s t h a t th is s ign " . . . is a b y p a t h , 
it m e a n s l i t t le s t ones , d o o r s a n d o p e n i n g s . . . e u n u c h s 
a n d w a t c h m e n , t h e f ingers . . . " F o r t h e s ign M e n g , see 
also vol. I, p . 20 ff. 
292 The q u o t a t i o n f rom t h e / Ching is in vol . I, p . 2 3 . 
292 C o n c e r n i n g a s e c o n d c o n s u l t i n g of t h e / Ching, J u n g 
wr i tes (in his I n t r o d u c t i o n to t h e E n g l i s h e d i t i o n , 
p . x): " A r e p e t i t i o n of t h e e x p e r i m e n t is i m p o s s i b l e for 
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only a first a n d s ing le a n s w e r . " 
292 For the c o m m e n t a r y o n t h e s ign Li , see op. cit., vol . 
I„ p . 178 ; a n d a r e f e r e n c e in vol . I I , p . 299 . 
2 9 3 T h e m o t i f of t h e " c i t y on t h e m o u n t a i n " is d i scussed 
by K. K e r e n y i in Das Ceheimnis der hohen Sl'ddte, 
Europdische Revue, 1942, J u l i - A u g u s t - H e f t ; a n d in Essays 
on a Science of Mythology, B o l l i n g e n Ser ies X X I I I , p . 16. 
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ca t i ons , is w o v e n l ike a r ed t h r e a d t h r o u g h all his w o r k s . 
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t h e t i m e r e q u i r e d for m u t a t i o n , see P a u l i , op. cit., p p . 123-25 . 
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3 0 7 T h e r e f e r e n c e to D e s c a r t e s is e x p a n d e d in M . - L . v o n 
F r a n z ' s " D e r T r a u m des D e s c a r t e s , " in Studien des C. C. 
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Vortrdge, op. cit., p . 125. 
3 0 8 T h e p a r a l l e l s b e t w e e n m i c r o p h y s i c s a n d 
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d e s c r i p t i o n of t h e u n c o n s c i o u s by p a r a d o x e s , p p . 1 1 5 - 1 6 ; 
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u n c o n s c i o u s as a " f i e l d , " p . 125. 
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3 0 9 T h e i d e a of t h e poss ib le o n e - n e s s of life p h e n o m e n a 
w a s t a k e n u p by P a u l i , ibid., p . 118. 
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i n c l u d i n g m a t t e r a n d p s y c h e , see his " S y n c h r o n i c i t y : A n 
A c a u s a l C o n n e c t i n g P r i n c i p l e , " Co l l . W o r k s vol . V I I I . 
3 0 9 J u n g ' s i d e a of t h e unus mundus fol lows s o m e m e d i e v a l 
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The Human Condition, op. at., p . 266 . 
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C o n s e t h , " L e s m a t h e m a t i q u e s et la r e a l i t e , " 1948. 
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3 1 0 B. L. v a n d e r W a e r d e n ' s s t a t e m e n t is f rom his 
Einfall und Ueberlegung, op. at., p . 9. 
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1 6 1 - 2 ; n a t u r e of, 3 9 ; p r i m i t i v e ideas 
of, 52 , 1 6 1 - 2 ; r e c u r r i n g , 33 -4 , 62 , 160; 
r e j e c t i o n of, 29 , 3 1 , 39 , 50, 5 2 ; sexua l i ty 
in , 29 , 9 2 ; s l eep a n d , 6 3 ; t h e u n c o n s c i o u s 
a n d , 27 ff., 6 3 - 4 , 78 , 9 8 ; w a r n i n g s from, 
5 0 - 1 , 7 4 - 5 , 78 

d r u g s , 259, 2 6 0 
D u c h a m p , M a r c e l , 2 5 2 - 3 

e a r t h a l t a r , 162, 162 
E a s t e r , s y m b o l i s m of, 108, 142 
E c k h a r t , M e i s t e r , 2 0 2 
E d e n , G a r d e n of, 86 
e g o : a n d a n i m a , 1 8 5 ; a n d a n i m u s , 193; 

a n d h e r o m y t h , 1 12, 1 1 8 - 2 1 , 123, 126-8, 
132 ; a n d i n d i v i d u a t i o n , 1 6 5 - 7 ; a n d s h a d o w , 
1 1 8 - 2 1 , 168 ff.; a n d Self, 128 ff., 149, 161, 
161-4 , 197 ff, 2 0 8 , 2 1 3 f., 2 4 0 

E l e u s i n i a n m y s t e i i e s , 79, 148, 2 8 0 
E l i j a h , 286 
El io t , T . S. , 152 
E l i z a b e t h I I , Q u e e n , 71, 200 
e m o t i o n , 6 1 , 9 1 , 9 9 
E n s o r , J a m e s , 296 
E p o n a , 98 
E p s t e i n , J a c o b , 47 
E r n s t , M a x , 220, 233, 2 3 4 , 2 5 3 , 258, 2 6 0 
E r o s a n d P s y c h e , 193 
v o n E s c h e n b a c h , W o l f r a m , 187 
E s c o r i a l , S p a i n , 275 

I / E t o i l e , P l a c e d e , 242 
E v e , 185, 188 
e x i s t e n t i a l i s m , 163 
e x t r a v e r s i o n a n d i n t r o v e r s i o n , 58, 59-60, 

171 , 172 
E z e k i e l , v i s ion of, 2 0 , 4 5 , 74 

fairy ta les , 167, 167, 193, 196, 197, 206, 
2 0 7 , 2 7 9 , 2 8 9 ; B a t h B a d g e r d , 2 1 6 ; 
B e a u t y a n d t h e Beas t , 137-40 , 193; 
C i n d e r e l l a , 176, 197 

F a u s t , 8 1 , 121 
fee l ing f u n c t i o n , 6 1 , 9 9 , 185. 2 7 8 . 286 
Feiffer , J u l e s , 58 
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fert i l i ty r i tes , 79, 106-8 , 107, 142, 147-8 , 
154-6 , 2 3 5 , 2 3 7 , 2 8 6 

F i e r z - D a v i d , L i n d a , 145 
fire, as s y m b o l , 78 
Fi rs t M a n , 2 0 0 - 2 , 202 
F l a u b e r t , G u s t a v e , 182 
f o r t u n e t e l l i ng , 28 
four, m o t i f of, 21, 70 , 71, 72, 112, 199, 

200 , 2 1 3 , 2 2 5 , 226, 2 4 0 - 2 , 2 4 9 , 2 8 9 , 2 9 3 , 
2 9 9 ; a n d t h e a n i m a , 185, 187; a n d t h e 
a n i m u s , 194, 194; a n d t h e Self, 2 1 3 

F r e d e r i c k t h e G r e a t , 5 5 , 55 
free a s s o c i a t i o n , 2 6 - 3 1 , 27, 28 
F r e u d , S i g m u n d , 2 5 , 26, 4 7 , 56 , 6 3 , 64 , 

67 , 99 , 2 2 7 , 2 8 5 ; a n d d r e a m a n a l y s i s , 
5 6 - 7 ; free a s s o c i a t i o n t h e o r y , 2 6 - 3 1 ; a n d 
J u n g , 57 

F r i e d r i c h , K a s p a r , 214 
Fuse l i , H e n r y , 63, 192 

G a n d h i , M a h a t m a , 58, 194 
G a u g u i n , P a u l , 184 
G a u s s , K a r l , 3 0 8 
G a y o m a r t , 2 0 0 , 217 
G e o r g e , S t . , 2 3 7 
G o d , 72, 82, 186; " d e a t h of," 2 5 5 , 2 6 7 ; 

d r e a m s a n d , 102 
G o e t h e , J o h a n n W . v o n , 8 1 , 121 , 123, 

185, 186, 277 
G o s s a e r t , J a n , 280 
G o y a , F r a n c e s c o , 41, 65, 74 
G r a n d v i l l e , J e a n G e r a r d , 298 
G r e a t M o t h e r , 8 1 , 94 , 9 5 , 9 8 , 125 ff., 141 , 
154, 2 0 5 ; 2 2 4 , 225 
G r e a t r a k e s , V a l e n t i n e , 286 

G r o s z , G e o r g , 283 
G r u n e w a l d , M a t t h i a s , 49 

H a d e s a n d P e r s e p h o n e , 189 
H a f f e n r i c h t c r , H a n s , 211 
H a g g a r d , H . R i d e r , 186, 187 
H a r e , m y t h of, 112 ff. 
H e i s e n b e r g , W e r n e r , 2 2 9 , 307 
H e l e n of T r o y , 184 
H e m i n g w a y , E r n e s t , 194 
H e r c u l e s ( H e r a c l e s ) , 110, 168 
h e r m a p h r o d i t e , 30, 203, 204, 2 7 8 
H e r m e s , 154-6 
H e r m e t i c p h i l o s o p h y , 7 3 , 156 
h e r o m y t h , 7 2 - 3 , 78-9 , 110 ff., 128, 131 ff., 

266-7 
H i n d u i s m , 42, 90, 9 1 , 92 , 136, 151 , 175, 

203, 206, 2 3 7 - 8 , 239 
H i t l e r , Adolf, 79, 111, 173 
H o b b e s , T h o m a s , 201 
H o l y G h o s t , 142-3 
ho r se , as s y m b o l , 98, 170, 174 ; w i n g e d , 

156 ^ 
H o r u s , 20 , 21, 79, 242 
hybns, 110, 113, 114, 121 
Hypnerotomachia (Dream of Poliphilo), 41, 

186, 278 
h y s t e r i a , 33 -4 , 34, 35: co l l e c t i ve in fec t ion , 

168 

I c a r u s , 121 
/ Ching or Book of Changes, The, 2 9 1 - 3 , 

291 
i m a g i n a t i o n , 92 
" i m a g i n a t i v e " a r t , 2 4 6 , 2 5 0 ff. 
i m m o r t a l i t y , 8 7 , 148 
inces t fear , 138-9 
I n d i a , 43, 2 4 0 ; see also H i n d u i s m , 

B u d d h i s m 
i n d i v i d u a t i o n , 90, 160 ff.; b e g i n n i n g s , 

164 -7 ; d e f i n i t i o n , 1 6 0 - 1 ; diff icul t ies of, 
166, 175 -6 ; m e a n d e r i n g p a t t e r n of, 160, 
160; p rocess of, 160 ff.; a n d r e l i g ion , 
2 2 4 - 9 ; a n d soc ie ty , 2 1 8 - 2 4 

in fe r io r i ty , 6 2 - 4 
i n i t i a t i o n r i tes , 74, 129 ff, 132, 134, 143, 

146, 148, 153-4, 157 
i n s p i r a t i o n , 3 8 , 3 0 6 , 307; d r u g s a n d , 2 6 0 
i n s t i n c t , 52 , 68, 6 9 , 75 -6 , 8 3 , 94 , 2 3 9 
i n t r o v e r s i o n , see e x t r a v e r s i o n 
i n t u i t i o n f u n c t i o n , 60, 6 1 , 92 
I s h t a r , 277 
I sis, 186 

J a c o b ' s d r e a m , 2 0 9 , 2 3 3 
J a c o b y , E r h a r d , 39, 229 
J a m e s , W i l l i a m , 3 0 8 
J e r u s a l e m , 208 
J o a n of A r c , 189 
J o b , 73 
J o n a h , 119, 120 
J u n g , C . G. , 9 ff., 26, 53, 56, 106, 107, 

109, 118, 128, 129, 142-3 , 149, 156, 160, 
161 , 162, 165, 168, 173 , 177, 185, 198, 
203, 2 0 7 , 2 0 8 , 2 1 1 , 2 1 2 , 2 1 3 , 2 2 5 , 240 , 
2 4 1 , 2 4 3 , 2 4 7 , 2 4 8 , 2 4 9 , 2 5 5 , 2 5 7 , 2 6 0 , 
2 6 1 , 2 6 5 , 2 6 7 , 2 7 7 , 2 8 1 , 2 8 5 , 2 8 7 , 2 9 1 , 
2 9 4 , 302, 3 0 4 - 1 0 pass.; a n d F r e u d , 2 6 - 8 , 
5 6 - 8 

K a n d i n s k y , W a s s i l y , 2 4 7 , 248, 2 5 0 , 2 5 1 - 3 , 
2 6 5 

K a n t , I m m a n u e l , 56 
K e k u l e , F r i e d r i c h , 3 8 , 38 
K e p l e r , J o h a n n e s , 307 
K l e e , P a u l , 167, 247, 2 4 8 , 254 , 2 6 2 , 262, 

2 6 3 - 4 , 263, 2 6 9 
K o r a n , t h e , 175 
K r i s h n a , 2 2 4 
K u h n , H e r b e r t , 2 3 4 - 6 pass., 246 , 250 
K u K l u x K l a n , 168 
K w a n - Y i n , 97, 187-8 

l a n d s c a p e s , in d r e a m s , 214, 2 1 5 
L a n d s e e r , E d w i n , 280 
" l a y i n g o n of h a n d s , " 2 8 6 , 286 
L e d a a n d t h e S w a n , 239 
L e g e r , F e r n a n d , 2 7 0 
L e o n a r d o d a V i n c i , 27, 245 
L e u c i p p u s , 307 
Leviathan, 201 
L e v y - B r u h l , L u c i e n , 2 4 
L i p p o l d , R i c h a r d , 230 
L l o y d G e o r g e , D a v i d , 194 

L o u r d e s , 285 
L u c i a , S t . , fest ival of, 80 
L u c i f e r , 72, 267 
L u l l , R a i m o n , 76 
L u r c a t , J e a n , 2 6 8 , 271 
L u t h e r , M a r t i n , 175 

M a g d a l e n , St . M a r y , 217 
M a g r i t t e , R e n e , 255 
M a l e v i c h , K a s i m i r , 251, 2 5 3 
m a n d a l a , 21, 158, 165, 166, 199, 2 1 3 - 1 7 , 

213, 214, 215, 2 2 5 , 227, 289 , 2 9 9 , 302; 

in a r c h i t e c t u r e , 2 4 2 - 5 ; in a r t , 2 4 0 ff, 
240, 242, 243, 246, 248 

M a n e s s i e r , Al f red , 2 6 8 , 2 7 0 , 271 
M a r c , F r a n z , 261, 2 6 2 , 2 6 3 
M a r i n i , M a r i n o , 2 6 6 - 7 , 266 
M a r k , S t . , 21, 8 9 
m a r r i a g e , 134, 1 3 7 ; s a c r e d , 134-6 
M a r y , t h e V i r g i n , 118, 185, 185, 187, 188, 

285 
m a s k s , 24, 45, 104, 127, 2 3 6 , 238 
M a s s , C a t h o l i c , 142-3 
M a s s o n , A n d r e , 217 
M a t h i e u , G e o r g e s , 265 
M a t i s s e , H e n r i , 247 
m e d i u m s , 77, 151 
M e d u s a , 205 
m e g a l o m a n i a , 6 2 - 4 , 8 9 
menhirs, 2 3 3 , 233 
m e n s t r u a t i o n , 132 
M e p h i s t o p h e l e s , 121 
M e r c u r y , 156 
m i c r o p h y s i c s , 3 0 6 - 9 
M i r o , J o a n , 2 5 3 
" m i s o n e i s m , " 2 3 , 3 1 , 33 
M i t h r a s , 147, 2 3 7 
M o h a m m e d , 156, 188, 2 1 0 , 210 
M o n a L i sa , 185, 186 
M o n d r i a n , P ie t , 248, 2 4 9 , 2 6 2 , 262, 2 6 3 
m o o n , t h e , 97, 2 7 6 , 277 
M o r i e n u s , 2 1 0 
M o s e s , 4 5 , 175 
M t . W i l l i a m s o n , 208 
M t . R u s h r n o r e , 208 
M o z a r t , W o l f g a n g , 178 

mungu, 81 
m y s t e r i e s , 131 , 141 , 1 4 2 ; E l e u s i n i a n , 79, 

148, 2 8 0 
m y t h s a n d m y t h o l o g y : B a b y l o n i a n , 

2 3 7 ; C e l t i c , 98, 204; C h i n e s e , 97, 187-8 , 
2 0 0 , 201, 2 0 2 ; E g y p t i a n , 19, 20 , 22, 
53, 55, 79 , 89, 132, 155, 155, 156, 170, 
171 , 2 3 7 - 8 , 2 4 2 , 296; E s k i m o , 177, 196, 
2 1 6 , 2 2 8 ; G r e e k , 51, 76, 76, 78-9 , 90 , 106, 
107, 110, 111, 113, 114, 124, 124-5 , 140, 
141 , 142-3, 142 f., 144, 147, 154, 156, 
177, 184, 185, 189, 193, 197, 205, 238 , 239, 
280, 2 8 2 , 282; H a i d a I n d i a n s , 72; h e r o , 
7 2 - 3 , 110 ff.; a n d i n d i v i d u a t i o n , T 6 7 ; 
M a y a n , 42; N a s k a p i I n d i a n s , 161-2 , 
2 0 8 , 2 1 3 ; N a v a h o I n d i a n s , 7 1 , 74, 114, 
114, 126, 2 1 3 , 215; N o r s e , 108, 113, 
122, 2 3 8 ; P e r s i a n , 108, 111, 147, 200 , 
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2 1 7 , 2 3 7 ; P u e b l o I n d i a n s , 8 9 ; R o m a n , 
110, 775 , 142 , 144, 154 , 2 4 2 ; S c a n d i n a v i a n , 
7 7 7 ; S l a v o n i c , 7 7 5 ; T e u t o n i c , 178 

N a s h , P a u l , 2 4 8 , 249 
N a v a h o I n d i a n s , 77, 74, 1 14, 774 , 126, 

2 1 3 , 215 
N e u m a n n , E r i c h , 3 0 4 , 3 0 9 
N i c h o l s o n , B e n , 246 
N i e t z s c h e , F r i e d r i c h , 37 , 74 , 2 5 5 
No d r a m a , 2 3 6 , 238 
n u m b e r s , m y t h o l o g i c a l a spec t s of, 4 0 , 

42, 2 9 7 , 307, 3 0 9 - 1 0 ; see a l so four 
n u m i n o s i t y , 7 9 , 9 3 , 9 4 - 9 , 101 
N u t , 118, 132 

o b s e s s i o n , 4 7 
O e d i p u s , 181 
o r a c l e s a n d o m e n s , 5 7 , 2 1 1 , 2 9 0 - 3 
O r p h e u s , 141 ff. 
O s i r i s , 7 9 

P a l m a n o v a , I t a l y , 242 
P a u l , S t . , 47, 8 9 

P a u l i , W o l f g a n g , 2 6 1 , 3 0 7 - 9 pass. 
P e n n , W i l l i a m , 86 
P e r s e u s , 110 , 125 , 125 
persona, 2 8 7 , 287 
p h a l l u s , 9 1 - 2 , 143 , 156 
p h i l o s o p h e r ' s s t o n e , 2 0 5 , 2 1 0 
p h o e n i x , 2 9 7 , 298 
p h y s i c s , n u c l e a r , 2 6 1 , 307 ff. 
P i c a s s o , P a b l o , 147, 252, 2 5 3 , 2 6 0 
p i g , a s s y m b o l , 148 , 153 , 154 , 2 8 2 , 283 
P l u t a r c h , 2 4 2 
P o i n c a r e , H e n r i , 3 8 , 3 0 9 
P o l l o c k , J a c k s o n , 2 6 4 , 264 
P o m p e i i , 267 
Pries t ley , J . B., 2 7 7 , 278, 2 7 9 , 3 0 4 
p r i m i t i v e s , 4 3 , 5 2 , 53, 5 5 , 6 7 , 74 , 76 , 79 , 

8 1 , 88, 9 0 , 9 3 , 9 4 , 9 8 - 9 , 106-9 , 110 , 122 , 
126, 127, 128, 129 , 140, 148, 149, 1 5 3 - 4 , 
777 , 2 0 6 , 2 0 8 , 2 3 3 - 7 , 233, 237, 2 3 9 , 2 4 3 , 
2 4 6 , 285, 286, 3 0 0 ; " b u s h s o u l , " 2 4 , 24, 
2 5 , 4 5 ; i n i t i a t i o n , 130 ff., 131, 134; o b s e s 
s ion , 4 7 ; possess ion , 34, 35 

p r o p a g a n d a , 79, 86, 2 2 1 , 2 2 2 , 2 2 4 
p s y c h e : a n i m a l , 7 5 - 6 ; c o m p a s s of, 60; 

d e v e l o p m e n t of, 66, 6 7 , 7 5 - 6 , 9 9 ; n u c l e u s 
of, 161-7 pass., 196 ff. pass.; s t r u c t u r e , 
161 , 767 , 165; t o ta l i ty of, 161-7 pass., 
196 ff.pass. 

p s y c h i c a s s o c i a t i o n s , 2 7 - 3 1 , 3 9 - 5 4 
p s y c h i c m a n i f e s t a t i o n s , 5 5 , 3 0 6 
p s y c h o a n a l y s i s : a n d F r e u d , 2 5 - 8 , 5 6 - 8 ; 

i n d i v i d u a l a p p r o a c h to , 5 7 - 8 , 6 5 - 6 , 9 2 ; 
t y p e s i n , 5 8 ff. 

p s y c h o l o g i c a l t y p e s , 5 8 ff. 
P y t h a g o r e a n s , 4 0 , 42 

q u a t e r n i t y , see four 

R a d i n , P a u l , 112 
R a v e n , 72 
R e a d , Sir H e r b e r t , 2 6 5 

reb ir th , 72 , 74, 75 , 107-9 , 123, 130, 132, 
145 ff., 2 9 6 , 297 

regress ion , 124 

r e l i g i o n : a n d art, 2 3 5 , 2 4 0 ff., 2 7 0 ; fa i lure 
of, 9 4 , 1 0 1 ; a n d i n d i v i d u a t i o n , 2 2 4 - 9 ; 
in m o d e r n life, 8 5 - 9 , 1 0 1 - 2 ; s y m b o l i s m 
in, 2 1 , 21, 5 5 , 5 5 , 75 -6 , 79 , 80, 8 1 , 82, 
89, 8 9 - 9 1 , 9 6 , 108, 142 -3 , 145 ff., 2 2 5 - 6 , 
2 3 7 - 9 , 239; see a lso B u d d h a , C h r i s t i a n i 
ty, H i n d u i s m , M o h a m m e d 

R e m b r a n d t , 103 
R e n a i s s a n c e , t h e , 2 4 4 - 5 , 2 5 3 
R e n o i r , A u g u s t e , 245 
river cross ing , m o t i f of, 198, 199 
R o d i t i , fcdouard, 2 6 5 - 7 
R o m e , f o u n d a t i o n of, 2 4 2 
R o o s e v e l t , E l e a n o r , 200 
R o r s c h a c h , H e r m a n n , 27 
R o s a t i , J a m e s , 2 3 4 
rose : w h i t e , 138, 2 4 1 ; w i n d o w , 7 5 9 
R u s s i a , 2 8 , 49, 86, 2 5 0 

sacrif ice , o f h e r o , 120, 121 -3 , 131 ff.; o f 
a n i m a l s , 47,147, 148 , 2 3 7 

S a l o m e , 179 
S a p i e n t i a , 185 , 186 
S a t a n , 72, 2 2 6 , 227 
s c a r a b b e e t l e s , 296, 2 9 7 
s c h i z o p h r e n i a , 65, 2 6 1 
S c h o p e n h a u e r , A r t h u r , 56, 2 5 5 
S c h w e i t z e r , D r . A l b e r t , 200 
S c h w i t t e r s , K u r t , 252, 2 5 3 - 4 
Self, 128 -9 , 161 ff.; d e f i n i t i o n , 161, 1 6 1 - 2 ; 

a n d e g o , 128 ff., 162 , 2 1 5 - 1 7 ; a n d i n d i v i 
d u a t i o n , 1 6 3 - 4 ; p e r s o n i f i c a t i o n s of, 196 
ff.; r e a l i z a t i o n of, 2 1 2 ff.; a n d s h a d o w , 
1 7 3 - 6 ; soc ia l a s p e c t s of, 2 1 8 ff.; s y m b o l s 
of, 187, 2 0 7 ff., 2 1 2 ff., 2 4 0 ff., 302 

s e n s a t i o n f u n c t i o n , 6 0 - 1 , 60, 2 4 0 
s e r p e n t s ( a n d s n a k e s ) , 35, 38, 70 , 74 , 

76, 152, 154 -6 , 154, 239 
s e x u a l s y m b o l i s m , 2 9 , 29, 30, 9 1 - 2 
s h a d o w , 9 3 , 118, 168 ff., 2 9 4 
S h a k e s p e a r e , W i l l i a m , 192 
s h a m a n s , 149, 151 , 177 -8 , 777 , 236 
S h e l l e y , P e r c y Bysshe , 194 
s igns , 2 0 , 5 5 , 5 5 
S o u l a g e s , P ierre , 2 7 1 , 271 
spiral motif , 2 2 5 - 6 , 227 
spirit in m a t t e r , 2 0 5 , 2 0 8 , 2 5 3 ff. 

s q u a r e , s y m b o l of the , 2 4 2 , 246, 2 4 7 , 
2 4 8 - 9 , 248 

S t a l i n , J . V . , 234 
S t e v e n s o n , R o b e r t L o u i s , 24, 3 8 
s t o n e , s y m b o l i s m of, 43, 204, 2 0 5 , 207, 

208, 2 0 8 - 1 1 , 210, 217 , 2 3 2 - 5 
s u n s y m b o l s , 2 1 , 22, 2 4 1 , 246, 296, 303 
s u p e r s t i t i o n , 8 2 , 9 4 - 6 , 2 9 0 
s u r r e a l i s m , 2 5 7 - 8 , 258 
S w i t z e r l a n d , 204, 219, 2 3 6 , 2 7 6 , 2 8 5 , 2 9 8 f. 
s y m b o l s a n d s y m b o l i s m , 2 2 , 2 9 , 4 3 , 5 2 , 

5 3 , 5 5 , 6 4 , 6 6 , 90, 9 0 - 9 , 102, 103 , 1 0 6 - 9 , 
118, 1 2 2 - 3 , 127, 129 , 132, 138, 142, 147, 
1 4 9 - 5 7 , 1 6 0 - 2 2 9 pass.; de f in i t i on , 2 1 - 2 , 

5 4 ; in art, 2 3 2 ff.; re l ig ious , 2 1 , 21, 22, 
55 , 7 2 - 3 , 75 -6 , 76, 79, 80, 8 1 , 82, 89, 
8 9 - 9 1 , 90, 96 , 108, 142-3 , 145 ff., 185-7, 
2 0 0 - 3 , 2 2 4 - 9 , 2 3 7 - 9 ; s exua l , 29 , 29, 30, 
9 1 - 2 ; o f to ta l i ty , 196-211 

s y n c h r o n i c i t y , 5 5 , 2 1 1 , 2 9 1 , 3 0 6 , 3 1 0 

T a r z a n , 194 
T h e s e u s , 110, 125, 125 
t h i n k i n g f u n c t i o n , 60, 60 -1 
T h u r b e r , J a m e s , 64, 78 
T i b e t : prayer w h e e l , 28; m a n d a l a s , 240 
T i n t o r e t t o , 245 
to ta l i ty , c irc le s y m b o l s of, 2 4 0 - 9 ; other 

s y m b o l s , 196-211 pass. 
t o t e m s , 45, 129, 129, 2 3 7 
d e la T o u r , G e o r g e s , 2 7 7 
T r a k l , G e o r g , 2 6 0 
t r a n s c e n d e n c e , 149 ff. 
tree s y m b o l , 43, 4 5 , . 76 , 80, 8 1 , 90, 153, 

1 6 1 - 4 , 187 
T r e m o i s , P i e r r e - Y v e s , 2 7 7 
Tr icks ter , 112 ff , 113, 140, 149, 151 , 156 
T r i n i t y , the , 2 2 5 , 3 0 7 
T r o i s Freres c a v e s , 2 3 5 - 6 , 236 
T u c d ' A u d u b e r t c a v e , 2 3 5 - 6 
T u r n e r , W i l l i a m , 289 
T w i n s m y t h , 112 ff., 775 , 124 , 130, 132 
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(Continued from front flap) 

More than 500 illustrations comple
ment the text and provide a unique 
"running commentary" on Jung's 
thought. They show the nature and 
function of dreams; explore the sym
bolic meaning of modern art; and re
veal the psychological meanings of the 
ordinary experiences of everyday life. 
They are a reinforcement to Jung's 
thought and an integral part of MAN 
AND His SYMBOLS. 

. . [Contemporary man] is blind to 
the fact that, with all his rationality 
and efficiency, he is possessed by 'pow
ers' liiiu are beyond his control. His 
gods and demons have not disappeared 
at all; they have merely got new names. 
They keep him on the run with rest
lessness, vague apprehensions, psycho
logical complications, an insatiable 
need for pills, alcohol, tobacco, food— 
and, above all, an impressive array of 
neuroses." 

Carl Gustav Jung 
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