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Preface

When I first became interested in applying Jungian theory to litera-
ture in the early seventies, very few book-length studies existed. There
were Morris Philipson’s Outline of a Jungian Aesthetics (Northwestern
University Press, 1963) and Alex Aronson’s Psyche and Symbol in Shake- -~
speare (Indiana University Press, 1972). Today, book-length studies by
Bettina L. Knapp, Martin Bickman, and many others are available.* New
books about Jung’s analytical psychology, new clinical applications of his
work, and new selections of Jung’s writings appear frequently.

My goal in this study has been to present Carl Jung’s theories in a
manner accessible to students of literature, although I hope Jungian spe-
cialists will find my comments valuable, too. I present not only Jung’s
theories about the conscious and unconscious mind, but also his neo-
Platonic theories about creativity. These I try to apply, again accessibly, to
important literature of the nineteenth and twentieth centuries in Britain
and America. i

This present volume represents years of thought and research. Much is
new and much has appeared in earlier published versions. The Psycho-
cultural Review (and later, Joseph Natoli’s Psychological Perspectives on
Literature) published earlier versions of Chapter One, in which I intro-
duce Jungian concepts. The Psychocultural Review also published a ver-
sion of my chapter on Swinburne’s Tristram of Lyonesse. I have to thank
Joseph Natoli for asking me to write a new application of Jungian theory to
literature. This resulted in my interpretation of The Member of the Wed-
ding, especially challenging from a Jungian viewpoint because Jungian
psychology tends to focus on the second half of life. Discovering psycholog-
ical insights in a novel about an adolescent girl written during World War
IT was particularly rewarding.

Chapter Two focuses on an archetypal figure, Merlin, in nineteenth-
century British literature. Jung believed that archetypal images appear
when the individual or the collective psyche most needs them to correct

*Knapp’s books are called A Jungian Approach to Literature (Southern Illinois University
Press, 1984) and Women in Twentieth-Century Literature: A Jungian View (Pennsylvania
State University Press, 1987). Bickman’s is American Romantic Psychology: Emerson, Poe,
Whitman, Dickinson, Melville (Spring Publications, 1988). H. R. Coursen has written a new
Jungian interpretation of Shakespeare: The Compensatory Psyche: A Jungian Approach to
Shakespeare (University Press of America, 1986); and June Singer has written The Unholy
Bible: Blake, Jung and the Collective Unconscious (Sigo, 1986). For the student, scholar, or
critic who wishes to pursue Jungian studies of literature, I recommend the newly published
Jungian Literary Criticism, 1920-1980 (Scarecrow, 1988), a highly opinionated but neverthe-
less useful annotated bibliography of Jungian criticism for the years indicated in the title.

xi



THE STUFF THAT DREAMS ARE MADE ON

psychic imbalance. Victorian society, like our own, was spiritually, mor-
ally, and psychically split. A symbol of wholeness— of what Jung calls the
Self — such as Merlin helps to right the imbalance in a positive way. Some-
times the archetypal images mirror contemporary imbalance. This is what
happened when Oscar Wilde wrote The Picture of Dorian Gray, which
reflects the moral and spiritual schizophrenia of the late Victorian era as it
does our own era, and that is why I chose to analyze it here.

More positive examples of what Jung calls “visionary” literature (liter-
ature that stems from the collective unconscious and intends thus to right
contemporary psychic imbalance) are Tristram of Lyonesse, Virginia
Woolf’s Orlando and The Waves, and Carson McCullers’s Clock Without
Hands, a novel which deserves more attention than it has received. All of
these pieces are examples of the individuation process that leads to whole-
ness or the archetypal Self. W. H. Auden, perhaps the greatest poet in
English from the generation following Yeats, Eliot, and Frost, made the
healing archetype of love the central theme of his life’s work, and I include
a rather brief analysis of Auden’s work as my final chapter.

Obviously I could have chosen other nineteenth- and twentieth-
century authors whose work compensates for collective imbalance in a
Jungian way. My choices do reflect my own taste, but they are, I-feel,
particularly representative of their periods. Tennyson and Swinburne offer
contrasting responses to similar legendary material, both working out their
own archetypal solutions to the Victorian crisis of faith, the secular versus
the spiritual. Wilde, England’s only major playwright of the 1890s and a
writer whose work epitomizes that decade, created in Dorian Gray a
character whose schizophrenia reflects the moral hypocrisy of the day.

Virginia Woolf was a child of the Victorian era with all its sexism,
prudery, and loss of faith. Her treatment of androgyny in Orlando and
The Waves offers psychic solutions to sexism and prudery. And through her
unconscious depiction of Jung’s individuation process, Woolf also offers a
psychic solution to the loss of faith in traditional religion. The same is true
for Carson McCullers, writing in the generation after Woolf, one torn,
nevertheless, by international crises and war. W. H. Auden, the only one
of these authors actually to have read Jung, as far as we know, addresses
contemporary psychic imbalance (reflected, for example, in war, preju-
dice, the need for individual growth, and the threat of nuclear holocaust)
and offers love as an archetype of wholeness. Taken together, the work of
these authors is a kind of psychic history of the past 150 years.

Jung writes that the artist is a person “upon whom a heavier burden is
laid than upon ordinary mortals” (“Psychology and Literature,” CW 15,
pp. 102-103). However romantic this may sound, and however true it may
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Chapter One

Jungian Theory and
Its Literary Application

We are such stuff
As dreams are made on, and our little life

Is rounded with a sleep.
Shakespeare, The Tempest

Although Freud’s psychoanalysis remains the most influential psychol-
ogy in literary criticism, Jung’s analytical psychology has exerted, within
the past decade or two, a growing force among literary critics. Part of this
renaissance of interest in Jung has been due to negative responses to the
Freudian view of literature as the expression of the artist’s neurosis; but the
rise of ]qnéian criticism also parallels the rise of “archetypal criticism,”
which, is, itself, influenced heavily by Jungian thought. Indeed, Jungian
literary criticism is sometimes placed as a subcategory of archetypal or
“myth” criticism. René Wellek lists six major kinds of criticism “new in this
last half-century”; one of these is “psychoanalytic criticism,” while another
is “myth criticism appealing to the results of cultural anthropology and the
speculation of Carl Jung” (1961, p. 103). Jung’s influence on archetypal or
myth criticism may be seen in the wealth of recent anthologies of literature
that are concerned wholly or in part with works of an archetypal nature.
In addition, an increasing number of dissertations, articles, and books are
using Jungian psychology to illuminate literature.

The most thorough treatment of Jungian ideas about art is Morris Phi-
lipson’s Outline of a Jungian Aesthetic. Philipson maintains that it would
appear that of Jung’s literary modes only the visionary is worth considering
from a psychological point of view because the psychological mode is
already clearly intelligible. Yet “Jung has oversimplified his scheme for the
modes of art and their interpretation” (Philipson 1963, p. 160), for there is
an unconscious element in the seemingly conscious psychological mode and
a conscious shaping in the apparently unconscious visionary mode. If Jung is
a bit inconsistent in his classification of literary types, Philipson’s justifica-
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tion for studying art (“visionary” art in particular) is clear: “Jung believes
symbolical [i.e., visionary] artwork serves the same purpose for a society
that an individual symbolic experience [as in a dream, for example] serves
for a patient in therapy” (ibid., pp. 127-128). Thus, the questions Jungian
literary criticism attempts to answer are: “What purpose does the symbolic
work of art fulfill in the psychic life of a society? What is its psychic signifi-
cance?” (ibid., p. 127). We may also say that once we have answered these
questions we shall have a greater appreciation for how a particular piece of
literature works. Further, as Philipson writes,

Jung offers a basis for a historical analysis of psychically
significant works of art. “The nature of the work of art (Jung
says) permits conclusions to be drawn concerning the charac-
ter of the period from which it sprang.” Consequently, a
psychological interpretation can be offered in answer to such
questions as: “What was the significance of realism and nat-
uralism to their age? What was the meaning of romanticism,
or Hellenism? They were tendencies of art which brought to
the surface that unconscious element of which the contempo-
rary mental atmosphere had most need. The artist as educa-
tor of his time—much could be said about that today.”
(Ibid., p. 130)

Strictly speaking, the psychology of Carl Gustav Jung should be called
“analytical psychology” in order to distinguish it from Sigmund Freud’s
“psychoanalysis” and Alfred Adler’s “individual psychology.” Jung, who
was associated as a young man with Freud, feels that the theories of both
Freud and Adler are reductive. Freud reduces neurosis to sexual repression
(the “pleasure principle”); Adler reduces mental illness to the drive for
power stemming from the inferiority complex (Jung 1934a, p. 39). Jung
posits a theory of human psychology that essentially traces mental prob-
lems to an imbalance of psychic forces within the individual. His theory is
as applicable to “normal” human development as to the “abnormal”; it
rests on a concept of development that progresses by stages, each of which
is determined by a particular instinctual “archetypal” constellation.

Like Freud, Jung believes in a personal unconscious that contains all
the repressed and forgotten or even subliminal perceptions of the individ-
ual. But Jung goes a step beyond Freud to postulate the collective uncon-
scious. The collective unconscious contains the archetypes that are, like
physical instincts, the innate ability and tendency to create forms and
images. These images are symbols of the archetype. Archetypes are, by -

2



« Jungian Theory and Its Literary Application

definition, common to all human beings, and their number is immeasur-
able. In the same way, archetypal images are infinitely varied. In this
sense Jung’s theory is not reductive.

The archetype is only an hypothesis. It cannot be proved; nor can we
ever fully know the meaning of an archetype. We do know, however, that
the central characteristic of the archetype is its duality: it always contains
the potential to have both positive and negative effects. Within the indi-
vidual, the archetype is stirred to produce images or symbols whenever an
imbalance in the psyche is struck. Thus, the archetype exhibits a peculiar
autonomy. The individual may then have archetypal (as opposed to merely
personal) dreams and fantasies that are trying to compensate for the
imbalance. The same applies to communities (which always have a collec-
tive consciousness). If a large group of people have an imbalance in their
collective consciousness or their collective unconscious, then archetypal
images will appear in myths, in folk tales, and in more formal literature.

Literary criticism based on Jungian analytical psychology can add a
new dimension to literary art. It can show, as I have indicated, how
literature contributes to the psychic balance of a community. Examining a
literary work in Jungian terms can show why the piece is structured as it is.
For example (as I will demonstrate in a later chapter), the passage in
Algernon Charles Swinburne’s longest and most ambitious poem, Tristram
of Lyonesse, where Tristram jumps naked into the sea, has been criticized
for being “an especially long digression” (Maynadier 1907, p. 374). From a
Jungian point of view, however, this passage is crucial to the poem, for it
represents Tristram’s last realization of the Self (psychic wholeness) before
he dies. In the sea, Tristram is at one with nature and himself. The naked
dip in the sea is the third time that Tristram is able to unite the opposing
parts of his psyche.! The fourth, and most complete, realization of whole-
ness for Tristram is his death; and, since in Jung’s theory four is the num-
ber of wholeness, the sea-dip episode is absolutely essential and necessary
from a Jungian point of view. The structure of the poem would not be
complete without it.

It may be objected that some inferior works are archetypal and, like
great art, also compensate for imbalance. This is quite true, but a Jungian
literary critic will not give such works much attention.? The critic who
employs Jungian psychology cannot operate in isolation. He needs the tools
of other schools of criticism to determine the value of a piece of art. What
Ronald Crane has to say about his neo-Aristotelean school of criticism
expresses exactly my sentiments about Jungian criticism: “I should not
want to ieave the impression . . . that I think it the only mode of criticism
seriously worth cultivation at the present time by either teachers of litera-

3
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ture or critics, but simply that its development, along with the others,
might have many fruitful consequences for our teaching and criticism
generally” (1953, p. 191). The value of Jungian criticism is that it sets
literature in its proper place in a human context as a representative of the
psyche without, at the same time, getting away from literature’s intrinsic
worth as an art form.

Since I am dealing with Jungian theory as a tool of literary criticism,
perhaps it is advisable to distinguish first Jung’s concept of the archetype
from that of the major “archetypal” literary theorist, Northrop Frye. Frye
defines archetype as “a symbol which connects one poem with another and
thereby helps to unify and integrate our literary experience” (1957, p. 99).
By limiting archetypes to literature, Frye reduces their universality. A
Jungian critic, on the other hand, recognizes that the archetypal image
found in literature also forms part of a huge complex of images and sym-
bols that have psychic meaning for all people. He does not, however, have
to go outside the literature itself, except for his terms and his theory — and
this is what any critic does anyway, including Frye. Frye’s theory of liter-
ary modes is as much “outside” of literature, to the extent that it is Frye’s
own creation, as is Jung’s theory of literary modes. This fact does not in the
least diminish the validity or the utility of either theory. The Jungian critic
looks at an archetype in a particular piece of literature in the context of the
work in front of him, just as a Jungian psychiatrist interprets his patient’s
dream in the context of the patient’s individual experience, situation, and
psychological condition.

Jung used the terms “motifs” and “primordial images” to stand for
“archetypes.” For Jung, “primordial” means “archaic,” or “in striking
accord with familiar mythological motifs” (1921, p. 443). He says that the
archetype is always collective; that is, “it is at least common to entire
peoples or epochs. In all probability the most important mythological
motifs are common to all times and races” (ibid., p. 443). Elsewhere, Jung
has said that “archetypes appear in myths and fairy tales just as they do in
dreams and in the products of psychotic fantasy” (Jung and Kerényi 1963,
p- 72). And they also appear in formal literature. Furthermore, Jung
writes, “contents of an archetypal character are manifestations of pro-
cesses in the collective unconscious. Hence they do not refer to anything
that is or has been conscious, but to something essentially unconscious. In
the last analysis, therefore, it is impossible to say what they refer to. . . .
The ultimate core of meaning may be circumscribed, but not described”
(ibid., p. 75). If the archetype itself is not conscious, its symbols (which

4
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may be called archetypal images) are brought to consciousness in myths,
dreams, and so forth.

Jung continually revised his idea of the archetype as new evidence
presented itself. For a good review of this development, I suggest Jolande
Jacobi’s Complex/Archetype/Symbol (1959). Jung's essay in Man and His
Symbols represents his final statement on the archetype:

The term “archetype” is often misunderstood as meaning
certain definite mythological images or motifs. But these are
nothing more than conscious representations; it would be
absurd to assume that such variable representations could be
inherited.

The archetype is a tendency to form such representations
of a motif —representations that can vary a great deal in
detail without losing their basic pattern. There are, for
instance, many representations of the motif of the hostile
brethren, but the motif remains the same. (Jung et al. 1964,
p. 67, italics mine)

Jung goes-on to defend himself against critics who “assumed I am dealing
with ‘irtherited representations.”” Archetypes are, indeed, “an instinctive
trend, as marked as the impulse of birds to build nests, or ants to form
organized colonies” (ibid., pp. 67-69). One contemporary Jungian,
Edward F. Edinger, has said: “An archetype is to the psyche what an
instinct is to the body” (1968, p. 6). Although archetypal criticism has been
called reductive by some critics who are largely unfamiliar with it, in fact
it recognizes the infinite possibilities for the expression of archetypes
(which are themselves unlimited). If the shadow is an archetype of the
unconscious, there are at least as many varieties of its archetypal image as
there are human individuals; and the likelihood of a similar diversity of
“motifs” is just as great.

Even though the number of archetypes is limitless, they can be classi-
fied to some extent. Jung says that the shadow, the anima, and the animus
are “the archetypes most clearly characterized from the empirical point of
view,” and that they “have the most frequent and the most disturbing
influence on the ego” (1951, p. 8). Elsewhere, he has listed as major
archetypes: the wise old man, the child, the mother, the maiden, as well as
the three just mentioned (Jung and Kerényi 1963, p. 157). As we shall see,
there are also archetypal themes or patterns.
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At this point, however, I would like to discuss Jung’s theory of creativ-
ity and the artist and how it relates to his theory of the archetype and to
literary criticism. For Jung, the artist, or at least the superior artist, does
not, as Freud believes, create from the repressed contents of his own
personal unconscious; rather, he gives form (or image) to the archetypes of
the collective unconscious. The poet “lifts the idea he is seeking to express
out of the occasional and the transitory into the realm of the ever-
enduring. He transmutes our personal destiny into the destiny of mankind,
and evokes in us all those beneficent forces that ever and anon have
enabled humanity to find refuge from every peril and to outlive the longest
night” (Jung 1931a, p. 82). Just as the archetypal, as opposed to the merely
personal, dreams of an individual are compensatory, so great art “is con-
stantly at work educating the spirit of the age, conjuring up the forms
which the age is most lacking” (ibid.). Great literature, then, speaks to its
era to correct the latter’s psychic imbalance.

When he talks about the artist and literature, Jung makes it clear he
speaks from a psychologist’s point of view, not from a literary critic’s
standpoint. He is most interested in the creative process, and his views on
this are not wholly unique, having been suggested as far back as Plato (in
his theory of inspiration in Ion). The creative act is, essentially, an “auton-
omous complex,” and it springs from the unconscious: “The unborn work
in the psyche of the artist is a force of nature that achieves its end either
with tyrannical might or with the subtle cunning of nature herself, quite
regardless of the personal fate of the man who is its vehicle” (Jung 1931a, -
p. 75). Therefore, it is a mistake to analyze a work of art strictly on the
basis of the artist’s biography or personal psychology, for if these ever fully
explain the work of art, then it is reduced merely to a symptom and is not
worth further study (ibid., p. 86). This, of course, is contrary to the view
of Freud’s school of psychoanalysis.

In “Psychology and Literature” (1950), Jung classifies literature into
two modes: the “psychological,” which springs from the conscious mind,
and the “visionary,” which springs from the collective unconscious. The
first mode requires little psychological interpretation, for it is readily
explainable in itself, its “raw material” having been “derived from the
contents of man’s consciousness, from his eternally repeated joys and sor-
rows, but clarified and transfigured by the poet.” In this group belong “all
the novels dealing with love, the family milieu, crime and society, together
with didactic poetry, the greater number of lyrics, and drama both tragic
and comic” (Jung 1950, p. 89). Jung is, of course, speaking as a psycholo-.
gist, and has earlier stated that sometimes psychologists are most interested

6
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in works “of highly dubious merit” (ibid., p. 88). His classification is, then,
a little naive from the literary critic’s point of view.

This is Jung’s definition of the visionary mode: “It is something strange
that derives its existence from the hinterland of man’s mind, as if it had
emerged from the abyss of prehuman ages, or from a superhuman world of
contrasting light and darkness. It is a primordial experience which sur-
passes man’s understanding and to which in his weakness he may easily
succumb” (Jung 1950, p. 90). Jung uses Goethe’s Faust to illustrate the
difference between his modes. The first part of Faust is psychological, the
second visionary. Other examples of works in the second category are:
Shepherd of Hermas, Dante; Wagner’s Ring, Tristan, and Parsifal;
William Blake’s paintings and poetry; E. T. A. Hoffman’s The Gold
Bowl; and James Joyce’s Ulysses, although in his essay on Ulysses, Jung
expresses some reservations (1950, p. 91, 1934b, pp. 109-134).

In “Psychology and Literature,” Jung refutes the Freudian method of
analyzing literature as the expression of neurosis, or at least of the artist’s
own repressions, by saying something that most critics would agree with
(except for, perhaps, the romantic critic who emphasizes the role of the
artist’s personality): “The essence of a work of art is not to be found in the
personal idiosyncrasies that creep into it—indeed, the more there are of
them, the less it is a work of art—but in its rising above the personal and
speaking from the mind and heart of the artist to the mind and heart of
mankind” (1950, p. 101). Jung goes on to echo the Platonic view: “Art is a
kind of innate drive that seizes a human being and makes him its instru-
ment” (ibid.). The artist is really two people: the person himself or herself
and the artist. Sometimes the creative energy of the artist alters the personal
ego of the person so that such things as “ruthlessness, selfishness (‘autoerotic-
ism’), vanity, and other infantile traits” may result. The artist “must pay
dearly for the divine gift of creative fire”; he is “a man upon whom a heavier
burden is laid than upon ordinary mortals” (ibid., pp. 102-103).

The creative process itself has something of the “feminine” in it, aris-
ing as it does from the unconscious, “from the realm of the Mothers.” The
artistic work is organic; “it grows out of . . . [the artist] as a child its
mother” (ibid., p. 103). Thus it is that the literary artist creates symbols
and archetypal images from the collective unconscious.

Mario Jacoby, in “The Analytical Psychology of C. G. Jung and the
Problem of Literary Evaluation,” implies that it is “the archetype of the
highest good with its unconscious call to action” that motivates the literary
critic (1969, p. 124), who is himself a kind of artist—or at least, as Mat-
thew Arnold suggests, a kind of creator. Even if literary critics are not
aware of it, they are moved by archetypes.
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For Jung the ego is directly attached to consciousness. In Psychological
Types, he defines the term “consciousness” as the

function or activity which maintains the relation of psychic
contents to the ego. Consciousness is not identical with the
psyche . . . because the psyche represents the totality of all
psychic contents, and these are not necessarily all directly
connected with the ego, i.e., related to it in such a way that
they take on the quality of consciousness. (1921, pp.
421-422)

Just as there is a collective unconscious, so there is a collective conscious-
ness common to large groups of people.

Jung defines ego “as the complex factor to which all conscious contents
are related. It forms, as it were, the centre of the field of consciousness;
and, in so far as this comprises the empirical personality, the ego is the
subject of all personal acts of consciousness™ (1951, p. 3). He is careful to
point out that the ego is not the same as the Self,? “since the ego is only the
subject of my consciousness, while the self is the subject of my total psyche,
which also includes the unconscious” (Jung 1921, p. 425). Furthermore,
“The ego is a complex datum which is constituted first of all by a general
awareness of your body, of your existence, and secondly by your memory
data; you have a certain idea of having been, a long series of memories™
(Jung 1968, p. 10). The ego acts as a sort of filter between the unconscious
and the conscious, for, as Jacobi says: “All the experience of the outer and
inner world must pass through our ego in order to be perceived” (1968, p.
8). Thus, Jung declares that “the ego rests on the total field of conscious-
ness and . . . on the sum total of unconscious contents,” and that “although
its bases are in themselves relatively unknown and unconscious, the ego is a
conscious factor par excellence” (1951, pp. 4-5). Jung also notes that the
ego is not the same as the fields of consciousness and unconsciousness, but
that it is the former’s “point of reference.”

In modern literature, the technique of “stream of consciousness”
attempts, as M. H. Abrams says, to “reproduce the raw flow of conscious-
ness, with its perceptions, thought, judgments, feelings, associations, and
memories” (1957, p. 60). It should be noted, however, that much of what
(in the work of James Joyce and Virginia Woolf, for example) is called
“stream of consciousness” is really concerned with the threshold of con-
sciousness, and the contents presented are often below that threshold. That
is, the ego often has nothing to do with the “stream” of impressions. The,
“interior monologue,” such as Joyce uses at the end of Ulysses, is closer to
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consciousness in the sense Jung defines the term because the ego is directly
involved; it is “conscious” of what is going on.

Jung’s definition of ego raises the question of motivation. How well
can one’s ego perceive why it does something? It may be aware of con-
scious reasons, but the unconscious ones remain hidden until they pass, as
it were, through the ego into consciousness. When, in The Canterbury
Tales, Chaucer’s Pardoner arrogantly proclaims, “I preche nothying but
for coveitise,” he is only partly right; he is speaking merely from conscious
data. There are unconscious reasons that have caused him, via his ego, to
cheat the poor, ignorant people. Perhaps subliminally he has felt rejected
by these very people and others (he certainly is no favorite among the
Canterbury pilgrims) on account of his physical effeminacy or his homo-
sexuality, which is implied by his relationship to the Somonour, who bears
“to hym a stif burdoun.™ :

Like the ego, the individual’s “persona” is also related to consciousness.
Jung’s persona should not be confused with the literary definition of per-
sona as the speaker of a-poem or as an identity assumed by an author.
Jung’s persona is “a functional complex that comes into existence for rea-
sons of adaptation or personal convenience, but is by no means identical
with the individuality” (Jung 1921, p. 465). In Two Essays on Analytical
Psychology, Jung further defines this concept:

Fundamentally the persona is nothing real: it is a compro-
mise between individual and society as to what a man should
appear to be. He takes a name, earns a title, represents an
office, he is this or that. In a certain sense all this is real, yet
in relation to the essential individuality of the person con-
cerned it is only a secondary reality, a product of compro-
mise, in making which others often have a greater share than
he. (1953, pp. 167-168)

Later Jung makes the point that individuals often use their personae to
impress others or to hide their real natures (ibid., p. 203). The psychologi-
cal task is to understand the persona is merely a “mask™ worn for society
and not the true identity. This mask should be variable according to the
social milieu in which the individual finds himself. This, as Jacobi
observes, requires that the individual be “relatively conscious” of his per-
sona, just as he is conscious of his clothes, which symbolize his persona. If a
person identifies too long with his persona, he may be susceptible to “psy-
chic crises and disorders” (1968, pp. 29-30).

In a large measure, the persona is imposed upon an individual by
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society (and often the family as well). An example is found in Victorian
England, where single, middle-class women, for instance, were extremely
limited in the “respectable” roles they could play; usually they had a choice
between being a teacher or a governess. Becky Sharp, in Thackeray’s
Vanity Fair, begins as a governess. She does not, however, identify with
the persona that has been largely imposed upon her. The difficulty in the
later nineteenth century of a man’s choosing his persona may be seen in
Thomas Hardy’s Jude the Obscure or even in his The Mayor of Cas-
terbridge. Jude is never able to fully adjust to society’s prescribed role for
him; instead of being a stonemason, he would much prefer going to college
and becoming a minister. And part, although only part, of Michael Hen-
chard’s psychic disintegration comes as a result of the loss of his exalted
persona as the mayor of Casterbridge.

The unconscious includes all psychic activity not related directly to the
ego. Unlike Freud, who acknowledges only a personal unconscious, Jung
postulates a collective unconscious. The personal unconscious contains “all
the acquisitions of personal life, everything forgotten, repressed, sublimi-
nally perceived, thought, felt.” The collective unconscious has “contents
which do not originate in personal acquisitions but in the inherited possi-
bility of psychic functioning in general, i.e., in the motifs and images that
can spring up anew anytime, independently of historical tradition or
migration” (Jung 1921, p. 485). If the conscious is functioning too one-
sidedly (for instance, emphasizing thinking at the expense of feeling), the
unconscious will function in a compensatory manner, trying to balance the
misplaced emphasis. It does this by producing archetypal images in
dreams and in fantasies. On a collective scale, the images appear in myths,
fairy tales, and formal literature.

Symbols that stand for the unconscious are closely related to the femi-
nine, chthonic world. The earth itself, caves, bodies of water, mazes, and
nearly anything that encloses may be considered as symbols not only of the
Great Mother, but also of the unconscious. The traditional hero always has
to go through what Joseph Campbell calls “the belly of the whale” (1949,
pp. 90-94). For the ordinary man, the heroic experience means confront-
ing the unconscious and its symbols in the process of individuation. The
symbolism of the confrontation varies: for Jonah, it is a whale; for The-
seus, a labyrinth; for Beowulf, the underwater world of Grendel’s mother;
and for Gawain, both the wasteland through which he passes to find the
castle of the Green Knight and the castle itself.

The process of individuation, in which the conscious confronts the
unconscious, is the central concept of Jung’s psychology of the uncon-

10



« Jungian Theory and Its Literary Application

scious. Individuation is one of the most important goals of human life and,
therefore, of analytical psychology. In Two Essays on Analytical Psychol-
ogy, Jung defines the term: “Individuation means becoming a single,
homogeneous being, and, in so far as ‘individuality’ embraces our inner-
most, last, and incomparable uniqueness, it also implies becoming one’s
own self. We could therefore translate individuation as ‘coming to self-
hood’ or ‘self-realization’ ” (1953, p. 182). The true hero-journey for mod-
ern man, as W. H. Auden suggests in “The Quest” and “Atlantis,” is a
phase in the internal search for self-realization or individuation.5 As Auden
suggests in “The Quest,” one must admit, if necessary, that one is not
heroic in the traditional sense: “And how reliable can any truth be that is
got / By observing oneself and then just inserting a Not?” (Auden 1966, p.
185). In order to start the road to individuation, it is necessary to separate
the ego from the world of the mother (the womb), and later to distinguish
the identity of the individual ego from the collective norm. Individuation
does not, however, require separating oneself from and disdaining society;
rather, it helps the person-to realize his or her own particular uniqueness in
his or her own particular environment. “Individuation,” Jung says, “leads
to a natural esteem for the collective norm,” instead of either a separation
from or a melting into the norm (1921, p. 449).

The role of the ego is crucial to the process of individuation, for it is
through the ego that the symbols of the unconscious become conscious. And,
if the conscious successfully assimilates the contents of the unconscious, the
change is brought about by the transcendent function, “the function which
mediates opposites,” manifesting itself as a “symbol” (Samuels, Shorter, and
Plaut 1986, p. 150).% Violet S. de Laszlo calls individuation a “religious
experience . . . because it means to live one’s own existence creatively in the
awareness of its participation in the stream of an eternal becoming” (1958,
p. xxix). Indeed, for the many who have lost their faith in traditional reli-
gion, individuation can provide a satisfactory alternative (Fordham 1966, p.
76). High levels of individuation can be, and are, achieved by some people
without their consciously knowing it, although some Jungians claim that
conscious growth is necessary. Others complete the process, or a stage of it,
through analysis, but it must be kept in mind that individuation is, strictly
speaking, never a finished state of being; rather, it is a continuing process, in
fact, a struggle.” Finally, it goes without saying that most people never come
to self-realization or “wholeness.”

The individuation process is divided into two parts. The first part is
limited to the first half of life. The goal is adaptation to one’s outer envi-
ronment. As Jacobi puts it, the task is “consolidation of the ego, differenti-
ation of the main function and the dominant attitude type, and develop-
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ment of an appropriate persona” (1968, p. 108).. In other words, during
the first half of life the tasks are mainly on the level of consciousness as
opposed to the unconscious.

Jung’s central contributions to the psychology of consciousness are his
theories of psychological types and the functions of consciousness. Basic to
this theory of psychological types are the terms introversion and extraver-
sion, terms which are part of our everyday vocabulary. Few people, how-
ever, are aware that Jung coined these terms, and fewer still know his
precise definitions of them. In analytical psychology, these terms refer to
attitude types, and, as Edinger points out, they relate to “innate differ-
ences in temperament which cause individuals to perceive and react to life
in different fashions” (1968, p. 2). Jung states: “Introversion or extraver-
sion, as a typical attitude, means an essential bias which conditions the
whole psychic process, establishes the habitual reactions, and thus deter-
mines not only the style of behavior, but also the nature of subjective
experience” (1933, p. 86). An introvert turns his libido inward and with-
draws from the object, outside of himself, and into the subject, within
himself.8 An extravert, on the other hand, turns his psychic energy (libido)
outward: “extraversion is a transfer of interest from subject to object”
(Jung 1921, p. 427). Everyone has both introverted and extraverted ten-
dencies, but generally one type is predominant. Usually the one type will
look down upon the other: “To the extravert, the introvert is self-centered
and withholding of himself. To the introvert, the extravert seems shallow,
opportunistic and hypocritical” (Edinger 1968, p. 2).

In addition to the attitude types, there are the four function types
(otherwise called functions of consciousness): thinking, feeling, sensation,
and intuition. Jacobi defines thinking as “the function which seeks to
apprehend the world and adjust to it by way of thought or cognition, i.e.,
logical inferences” (1968, p. 12). Feeling should not be confused with the
functions of sensation or intuition. Jung defines it as:

primarily a process that takes place between the ego . . . and
a given content, a process, moreover, that imparts to the
content a definite value in the sense of acceptance or rejec-
tion (“like” or “dislike™). . . . [Fleeling is a kind of judgment,
differing from intellectual judgment in that its aim is not to
establish conceptual relations but to set up a subjective crite-
rion of acceptance or rejection. (1921, p. 434)
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The two types form opposite poles, and if one type is stronger in the individ-
ual, the other is inferior, that is, not as well developed. Both of these types
are rational: “both work with evaluations and judgments: thinking evalu-
ates through cognition from the standpoint of ‘true-false,” feeling through
the emotions from the standpoint of ‘pleasant-unpleasant’ ” (Jacobi 1968, p.
12). The other two types, sensation and intuition, are irrational; they do not
evaluate or judge; instead, they perceive.

Each individual tends to use the function that best suits him. This is
called the superior function while the least suitable function is the inferior
(Edinger 1968, p. 2; Jung 1968, p. 16). Hardly ever are things so clear-cut
as this explanation tends to make them seem because every person has the
potential for using all four functions, and that is the ideal goal for whole-
ness. If the individual develops a second function to almost the same
strength as the first, and this is often the case, it is called an auxiliary
function (Edinger 1968, p. 3).

The sensation type perceives the world through his or her conscious
senses, and the intuitive type perceives through his or her unconscious
(Jung 1933, p. 91). Just as thinking and feeling are at opposite poles, so are
sensation and intuition. All four functions vary in each person according to
attitude type. Thus, in a sense, there are eight general types with many
variations in between. Jung sums up the four functions in this way: “Sensa-
tion establishes what is actually given, thinking enables us to recognize its
meaning, feeling tells us its value, and finally intuition points to the possi-
bilities of the whence and whither that lie within the immediate facts”
(ibid., p. 93).

Perhaps a few literary examples will help to clarify. At the risk of
overgeneralization, one might say that extraversion and introversion have
characterized whole literary periods. The Elizabethan era, for instance, was
more in the first category, its most popular genre, the drama, being directed
toward the object — the audience. The Romantic period is in the second class
on the whole, the poet, as in Keats’s odes, looking inward to himself. I
should note, however, that my use of introversion and extraversion here in
connection with literature is slightly different from the way Jung used the
terms in 1922 to classify kinds of literary art. In “On the Relation of Analyti-
cal Psychology to Poetry,” Jung called art “introverted” in which the mate-
rial used by the artist was completely controlled by his consciousness. In
“extraverted” art, “the consciousness of the poet is not identical with the
creative process” (Jung 1931a, pp. 73-74). In a later essay, “Psychology and
Literature” (1950), Jung elaborated on the two types, renaming the intro-
verted, “psychological,” and the extraverted, “visionary,” as we have seen.
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In this sense, Keats’s odes are extraverted. Jung would probably have called
most of Pope’s work, excluding his translations, introverted (it is hardly
“visionary”), but I still think that “extraverted” is more suitable because
Pope’s libido or psychic energy flows outward.

When it comes to the functions of consciousness, it is harder to make
generalizations about literature, for it is hard to assign a function (or even
an attitude type, at times) to a great piece of literary art. We can talk,
however, about individual characters, and say that George Eliot’s
Casaubon, in Middlemarch, is an introverted-thinking type or that Henry
Fielding’s Tom Jones is an extraverted-sensation type. In this way we can
better understand why a character acts as he does and why others react to
him the way they do. We can see, for instance, why Dorothea Brooke, an
extraverted-feeling type, feels trapped by her marriage to Casaubon: they
are at opposite poles as far as their types are concerned. Tom Jones and
Sophia Western, on the other hand, have enough in common, she being an
extraverted-feeling type, that they are naturally drawn to each other by
their psychological types, as well as by their physical attraction.

Jung concentrated mainly on the second half of life, and on the indi-
viduation process, where the job is to look inward to develop one’s inner
unique personality. Each new level of consciousness, or phase of individua-
tion, that is achieved is characterized by a symbolic death and rebirth.

As with the quest of the hero, the process of individuation starts with a
“call,” possibly in the form of an injury to the personality or a mental
boredom, like existential dread (von Franz 1964, pp. 166-167). The next
step is realization of the shadow, then of the anima or the animus, and
finally of the Self (ibid., pp. 168-229; Jung 1951, chapters 2-4). I shall
discuss each of these archetypal symbols separately. Suffice it to say at this
point that, in general, the analysis of literature from the Jungian point of
view explores the stages in the process of individuation. Some works, such
as the epic, the drama, and the novel, are long enough to portray the
success or failure in reaching wholeness; others, including the short lyric,
the short play, and the short story, can encompass only part of the process.

The encounter with the shadow is the first major stage in the process of
individuation. Although the shadow is an archetype of the collective
unconscious, “its nature,” Jung writes, “can in large measure be inferred
from the contents of the personal unconscious” (1951, p. 8). It is the dark
opposite side of ourselves that we usually prefer to hide from others, and

often from ourselves. The shadow is always personified by a member of
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one’s own sex. It is easier to recognize and understand than the anima or
the animus because

with the shadow, we have the advantage of being prepared
in some sort by our education, which has always endeav-
oured to convince people that they are not one-hundred-per-
cent pure gold. So everyone immediately understands what
is meant by “shadow,” “inferior personality,” etc. And if he
has forgotten, his memory can easily be refreshed by a Sun-

day sermon, his wife, or the tax collector. (Ibid., p. 17)

An individual can avoid recognition of the shadow, or its “assimilation”
into his “conscious personality,” by projection. He may perceive certain of
his shadow traits, but he will not fully admit them to himself because the
emotion of those traits “appears to lie, beyond all possibility of doubt, in
the other person” (ibid., p. 9). Shakespeare’s Caliban, who fits Jung’s
definition of the shadow exactly (“the adverse representation of the dark
chthonic world” (ibid., p. 34)), projects his own shadow onto Prospero and
thus remains oblivious of his true self. Prospero, on the other hand, is
psychologically nrature, what Jung would call individuated; he has come
to terms with-his shadow and does not feel threatened by it.°

The shadow is not always negative; dark may connote the unknown
as well as the menacing. Edinger writes that “in many cases unconscious
positive potentialities of the personality reside in the shadow. In such cases
we speak of a positive shadow” (1968, p. 5). In literature there are many
examples of contrasting pairs of the same sex. Often one is “evil” while the
other is “good.” Such a pair are Fielding’s Blifil and Tom Jones. Each may
be considered the shadow of the other. Blifil, in particular, has projected
his own evil nature. Although Fielding probably would deny that either
has the potentialities of the other, psychologically we know that they do.
Another case of shadow projection is Oscar Wilde’s The Picture of Dorian
Gray (see Chapter Four). In order to avoid facing it, Gray, whose very
name suggests his dark nature, projects his “inferior personality” onto his
hidden portrait. The psychological danger of carrying such projection to
the extreme is demonstrated by Gray’s destruction at the end of the novel.
Perhaps the clearest example in literature of the split nature of man is the
one Jung himself cites in Man and His Symbols: Stevenson’s Dr. Jekyll and
Mr. Hyde (Jung et al. 1964, p. 58).10

After recognizing and accommodating the shadow, the next step in the
process of individuation is, for a man, the accommodation of the anima;
for a woman, it is the accommodation of the animus, which I shall discuss

15



THE STUFF THAT DREAMS ARE MADE ON

more fully later. The anima is the feminine side of a man’s psyche, just as
the animus is the masculine side of a woman’s psyche. As Jacobi writes in
The Psychology of C. G. Jung:

The archetypal figure of the soul-image [i.e., the anima or
the animus] always stands for the complementary, contra-
sexual part of the psyche, reflecting both our personal rela-
tion to it and the individual human experience of the contra-
sexual. It represents the image of the other sex that we carry
in us as individuals and also as members of the species.
(1968, p. 114)

For Jung, the anima is “the personification of the inferior functions which
relate a man to the collective unconscious. The collective unconscious as a
whole presents itself to a man in feminine form.” (He adds that “to a
woman it appears in masculine form, and then I call it the animus” (Jung
1968, p. 99).)1

Jungian psychologist von Franz defines the anima as “a personification
of all feminine psychological tendencies in a man’s psyche, such as vague
feelings and moods, prophetic hunches, receptiveness to the irrational,
capacity for personal love, feeling for nature, and —last but not least — his
relation to the unconscious” (1964, p. 177). Yet another Jungian, Barbara
Hannah, explains the role of the contrasexual image in the individuation
process: “The struggle between ego and shadow . . . can seldom or never
be solved without the intervention of the following phase, the struggle
between the human being and animus or anima, just as the latter can
never be solved without the intervention of the Self” (1971, p. 55). The
anima and the animus stand, as it were, in the middle of the second half of
the individuation process.

The anima and the animus are harder to acknowledge than the
shadow, for they are rooted deep in the collective unconscious. The anima
is, indeed, as von Franz points out, the “personification of a man’s uncon-
scious” (1964, p. 178). Furthermore, whether the anima takes a negative
or a positive shape in an individual is largely determined by the man’s
relationship with his mother. Once the parental “imago” has been split off
from man’s consciousness, the anima assumes the form of a woman. She
may be an inner manifestation, as in dreams or fantasies; or she may be
projected onto an actual woman. Jung writes that, “she is . . . a very
influential factor, and, like the parents, she produces an imago of a rela-
tively autonomous nature—not an imago to be split off like that of the
parents, but one that has to be kept associated with consciousness” (1953,
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p. 198). The psychological danger is disassociating the anima from the
consciousness. If a man does not come to terms with the anima, he may not
be able to “distinguish himself from her” (ibid., p. 205). When this hap-
pens to a married man, his wife may exercise “an illegitimate authority
over him” (ibid., p. 208). He runs the risk of becoming overly effeminate
and succumbing to the “moods” of his “soul-image” that are buried in his
unconscious. Jung says that “the repression of feminine traits and inclina-
tions naturally causes these contrasexual demands to accumulate in the
unconscious” (ibid., p. 199). This can be a very real danger, especially
since in Western culture, unfortunately, “a man counts it a virtue to
repress his feminine traits as much as possible” (ibid.).

As with all archetypal symbols, the anima may have either a negative
or a positive influence. Or it may be a mixture of both in any of its
manifestations. In Man and His Symbols, von Franz succinctly outlines the
four stages of the anima as it can be realized in a man:

The first stage is best symbolized by the figure of Eve, which
represents purely instinctual and biological relations. The
second can be seen in Faust’s Helen: She personifies a roman-
tic and aesthetic level that is, however, still characterized by
sexual elements. The third is represented, for instance, by
the-Virgin Mary—a figure who raises love (eros) to the
heights of spiritual devotion. The fourth type is symbolized
by Sapientia, wisdom transcending even the most holy and
the most pure. Of this another symbol is the Shulamite in the
Song of Solomon. (1964, p. 185)

Von Franz further points out that modern man seldom reaches the final
stage.

What the anima is for a man, the animus is for a woman. Just as the
initial image of the anima in a man stems from his mother, so the image of
a woman’s animus starts in her father. When a woman succumbs to the
negative animus, she becomes opinionated instead of reflective; she is not
logical. As Jung writes, “the animus is partial to argument, and he can best
be seen at work in disputes where both parties know they are right” (1951,
p- 15). An animus-possessed woman is concerned with power. When
anima and animus meet, the “relationship is always full of ‘animosity, i.e.,
it is emotional, and hence collective” (ibid., p. 16). Some of the more
negative characteristics of the animus are “brutality, recklessness, empty
talk, and silent, obstinate, evil ideas” (von Franz 1964, p. 193). On the
positive side, “in the same way that the anima gives relationship and
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relatedness to a man’s consciousness, the animus gives woman'’s conscious-
ness a capacity for reflection, deliberation, and self-knowledge” (Jung
1951, p. 16). Von Franz points out that the animus can also “personify an
enterprising spirit, courage, truthfulness, and in the highest form, spiritual
profundity” (1964, p. 195).

Like the anima, the animus also has four levels of development. Von
Franz lists them:

He first appears as a personification of mere physical
power — for instance, as an athletic champion or “muscle
man.” In the next stage he possesses initiative and the capac-
ity for planned action. In the third phase, the animus
becomes the “word,” often appearing as a professor or cler-
gyman. Finally, in his fourth manifestation, the animus is
the incarnation of meaning. On this highest level he becomes
(like the anima) a mediator of the religious experience
whereby life acquires new meaning. He gives the woman
spiritual firmness, an invisible inner support that compen-
sates for her outer softness. (1964, p. 194)

Just as the anima, according to Jung, represents the “maternal Eros,” so
the animus “corresponds to the paternal Logos” (Jung 1951, p. 14).

We can see the compensatory power of the animus in D. H.
Lawrence’s short story, “The Horse Dealer’s Daughter.” In that story,
Mabel Pervin is alienated from the animus; she has no consciousness of her
masculine side. She has so given herself over to the feminine that she tries
to drown herself in a pond (itself a symbol of the feminine, as well as of the
unconscious) in order to join her dead mother. Jack Fergusson, a local
doctor, rescues her, and she realizes she loves him. He represents her
rational animus, which hitherto she had not encountered. Together they
start on the road to psychic wholeness.

Henry James’s Isabel Archer, in The Portrait of a Lady, on the other
hand, is too much possessed by the animus. She rejects two men, Caspar
Goodwood and Lord Warburton, who are combinations of the first two
animus stages. In order to keep her independence and freedom, she mar-
ries a dilettante, Gilbert Osmond, who is himself anima-possessed. The
marriage is, predictably, a disaster.

The negative aspect of the animus is also embodied in the dark men
who are the subjects of Sylvia Plath’s poems, poems such as “Full Fathom
Five,” “Man in Black,” and “Daddy.” The failure to come to terms with the
animus in such poems also forebodes disaster. There is not much hope of
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psychic health for the speaker who declares: “Daddy, daddy, you bastard,
I'm through” (Plath 1981, p. 224). While it is psychically necessary for a
woman to declare her independence from her father, she must also accom-
modate the animus, the image of which stems from her father.

The culmination —indeed, the goal —of the individuation process is
the realization of the Self. Full knowledge of the Self is never reached in
life, but various degrees of self-knowledge can be achieved, especially in
the second half of life. For Jung, the Self “designates the whole range of
psychic phenomena in man. It expresses the unity of the personality as a
whole.” Since we can never fully know, or be conscious of, the unconscious
part of ourselves, “the self is, in part, only potentially empirical and is to
that extent a postulate” (Jung 1921, p. 460). The archetype of the Self, as
Edinger notes, “often appears as a process of centering [i.e., balancing] or
as a process involving the union of opposites” (1968, p. 7). Thus, as we
shall see, the hieros gamos and the hermaphrodite are symbols of the Self.
Furthermore, what Jung calls a “supraordinate personality” (for example,
a hero, king, prophet, or savior) may also symbolize the Self. Geometrical
figures such as the mandala stand for the Self, as may many other symbols,
including animals, stones, and jewels.

The paradoxes of Keats’s “Ode on a Grecian Urn,” which Cleanth
Brooks has explicated, may be considered as betraying a desire for the
wholeness.that the Self represents and also the wish for stasis once that
wholeness is won. It is questionable, however, whether psychic wholeness
is-achieved in the poem. The libido, or psychic energy, is frozen, as it were,
for the lovers of stanza two will never be able to embrace each other; nor
will they ever move any farther apart. But the urge toward unity, or
totality, is there in the last stanza with the coupling of the opposites sug-
gested by the “Cold Pastoral!” (which is the urn itself) and the famous line:
*“ ‘Beauty is truth, truth beauty.” ” The urn itself speaks this line, and the
urn itself may be considered a symbol of the Self. As I indicated earlier,
there are infinite possibilities for the expression of an archetypal symbol. I
would like now to examine some of the symbols of the Self that Jung has
discovered. These include: the mandala, the hieros gamos, the hermaphro-
dite, the Wise Old Man and Woman, and the God-image.

Mandala is a Sanskrit word meaning a “circle” (Jung 1969, p. 3).
Often it will be squared; that is, it will contain a square, the four points of
which usually touch the circumference of the circle. Jung calls the man-
dala the “archetype of wholeness,” and declares: “The ‘squaring of the
circle’ is one of the many archetypal motifs which form the basic patterns
of our dreams and fantasies” (ibid., p. 4). Mandalas have appeared
throughout history, and they are “symbols of unity and totality” (Jung
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1951, p. 31). Mandalas are also symbols of order as is shown by the ancient
swastika, a symbol which, as Jung points out, was adopted by a people
badly in need of order — Germany of the 1930s (Jung 1946, pp. 220-221).
In 1918-1919, while drawing his own mandalas, Jung came to realize that
his “mandalas were cryptograms concerning the state of the self . . . I
acquired through them a living conception of the self.” He also came to see
that “the mandala is the center. It is the exponent of all paths. It is the path
to the center, to individuation” (Jung 1963, p. 196).

When they appear in literature, mandalas can mean a need or desire
for wholeness or Selfhood, especially if the mandala is imperfect; or they
can symbolize the current psychic state, which may have reached a new
stage of self-realization or even the completion of individuation. King
Arthur’s round table is an obvious mandala, standing for, as Merlin ini-
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