
Table of Contents

Preface  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 17

Introduction. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 24

Creative Impulse, 
Creative Process  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 32

Perspectives on Jung’s Creativity

Contexts for Jung’s 
Creative Process  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 44

Jung’s Experiences with Art Prior to The Red Book

Jung’s Reasons for Making The Red Book

The Physical Context of Küsnacht

Jung’s Standing Desk for The Red Book

The Physical Context of Bollingen: A Creative Matrix

Materials for Exploring and Researching Inner Images

Jung’s Tools: Shaping Spirit

Pigments of the Imagination: 
Research and Analysis . . . . . . . . . . . . . . . . . . . . . . . . 142

Face to Face with The Red Book

In Search of Fugitive Fragments in The Red Book

Sampling Jung’s Pigments at Bollingen

Dust or Gold? The Red Book Paint 
Fragments and Bollingen Pigments

Unsung Heroes: The Bollingen Pigments

Keim Pigments

IG Farben Powdered Pigments

Orphan Pigments

Elemental and Molecular Analysis

Scientifi c Analysis of The Red Book Paint 
Fragments and Bollingen Pigments

The Cost of Beauty: Toxicity

Matter and Form of Spirit: 
Jung’s Painting and 
Calligraphy Techniques  . . . . . . . . . . . . . . . . . . . . . . 222

The Matter of Spirit

Designing Pages and Making Changes

Outlining

Working in Color

Creating Transparency and Opacity

Pooling

Layering

Working in Miniature

Creating Patterns

Tiling

Creating Natural Symmetry

Using Perspective and Dimensionality

Using Calligraphy: Hand Matters

The Matter of Confession  . . . . . . . . . . . . . . . . . . . 362

Jung’s Work in Stone

More Than Art: 
Jung’s Contemplative Practice . . . . . . . . . . . . . 378

Art-Making as a Spiritual Practice

Space in Potentia in Jung’s Creative Work

Time and Place in Jung’s Creative Process

Passing on Passion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 412

Teaching Patients

Appendices  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 426

Bibliography  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 442

Acknowledgments . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 450

About the Author. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 454

This detail from folio i of The 

Red Book is shown actual size, 

4 by 4 cm (1.57 by 1.57 in.).

© W. W. Norton and Company | Used by 

permission of the Stiftung der Werke von 

C. G. Jung

On the Cropping and Magnifi cation of 

The Red Book Illuminations in This Text

Many magnifi ed crops of images from The Red Book appear in this book. 

To offer my fi ndings without them would have been to violate a tenet upon 

which The Red Book was based: inseparability of word and image. From 

the outset, my goal as researcher has been to enlarge these crops from 

The Red Book illuminations as much as the originals would permit so that 

the viewer could appreciate Jung’s complex painting and calligraphy 

techniques and see sections of the illuminations through his eyes.

The fi rst requirement was permission from the Stiftung der Werke 

von C. G. Jung (Foundation of the Works of C. G. Jung) to use sections of 

illuminations. Thomas Fischer, director of the Foundation, kindly granted 

me permission—as long as the sections did not exceed 5 by 5 cm (about 

2 by 2 in.) of any original illumination. At all times this limit has been 

respected. As a result, certain images appear incomplete or cropped 

in an unexpected way. They are.

The second requirement was permission from W. W. Norton & Company, 

Inc. to use these image crops. The original manuscript is owned by the 

Foundation; the scans prepared for the facsimile edition are owned by 

Norton. Robert Shatzkin , permission manager at Norton, kindly granted 

this permission and worked closely with me during the process.

Hugh Milstein, cofounder and president of DigitalFusion, who scanned 

the original manuscript of The Red Book for the facsimile, oversaw each 

individual crop. It was crucial that Jung’s fi nest details be seen clearly by 

the viewer—each brushstroke, each dot, each correction, each subtle 

change of tone. DigitalFusion gave absolute priority to resolution. 

I am deeply grateful to each of these dedicated individuals for making 

it possible to provide the viewer with the images in this book.

Jill Mellick


