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ABSTRACT:

Jung draws a parallel between the process of individuation, which is the cornerstone of his
theory, and the alchemical Opus: to each phase corresponds a pivotal moment in the journey
towards becoming oneself. In Bloodborne, the main character undergoes a journey of self-dis-
covery shaped by the player’s choices, both in terms of the narrative (especially with the true
ending) and gameplay. The plot and the world of Bloodborne can be understood through the
alchemical phases of nigredo, albedo, and rubedo: firstly, the night of Yharnam, then the de-
feat of Rom and the ensuing blood moon. These stages, which coincide with the encounter
with the archetypes of the Shadow, the Animus/Anima, and the true Self, are traversed by the
protagonist, who faces both the plague of beasts (Shadow) and a profound understanding of
that which is different (Animus/Anima and the Great Old Ones), which ultimately reveal the
invisible to them with the blood moon and leads them to the end. The hunter’s final steps to-
wards individuation are conditioned by the consumption of the One Third Umbilical Cords, and
can consequentially guide them to substantially different paths, based on the player’s choice.
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Introduction

Bloodborne (FromSoftware, 2015) is a game brimming with stimulating ideas and
topics for reflection. In line with the other soulslike games FromSoftware, such as the
Dark Souls (FromSoftware, 2011-2018) series, the plot is fragmented, with several de-
tails that leave the door open to interpretations, depending on the approach adopted in
the analysis. The player then pieces everything together in this narrative archaeology
(Dodd, 2021) by connecting elements that are only seemingly unrelated, but which con-
ceal deeper meanings and connections. From an artistic standpoint, digital games dif-
fer from cinema —which is usually considered the medium most closely related to them,
given that digital games incorporate various cinematic stylistic devices in their structures
(Juul, 2004) - in one of their fundamental aspects: interaction.

Digital games are organized, rule-based formal systems of play. The player en-
gages with them and their choices within these said systems cause verifiable and quan-
tifiable outcomes. Developers create various environments within which the player has
agency and can make choices that are going to be impactful to the previously mentioned
quantifiable outcomes (Juul, 2005).

In Bloodborne, the endings are one of these environments: depending on the choices
that the player makes throughout the game, it is possible to reach one of three available
endings. However, these are inextricably linked to the game’s narrative, to the story that
the player experiences and which defines their role in this fictional universe. In this sense,
the hunter, which is the player character, becomes a digital prosthesis (Fraschini, 2002)
of the player, and since their actions and choices are meaningful and feel impactful, the
whole experience in the world of Bloodborne becomes an expression of the self.
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In depth psychology — the branch of the science that explains human behaviour
and motivation through the unconscious - there is one psychoanalyst who has devot-
ed his entire research to the discovery of the self and the art of becoming oneself: Carl
Gustav Jung. Jung's work has stood out for his dedication and interest towards the rela-
tions that the individual establishes with the collective. Jung took a different path than
Sigmund Freud the moment he postulated his own conception of the psyche: while Freud
(2013) put traumatic experiences at the centre of the psychic dynamics, to explain hu-
man behaviour, Jung (2015) transcends that idea with the concept of the collective
unconscious. The Swiss psychoanalyst believed that the human mind is not a tabula rasa,
but that there is a common layer, shared by the whole of humanity as a species, which
contains hereditary memories and ancestral ideas. The latter show up in the conscious
mind through archetypes: models to which each individual resorts in different situations
in their lives. Of all the archetypes, there are a couple that are considered the most impor-
tant. These, related to the personality, are the Persona, the Shadow, Animus/Anima and
the true Self. Jung (2015) believed that the psychological journey had the objective to help
the patient to become oneself, calling this process individuation.

But to truly become oneself, it is fundamental to understand that every single in-
dividual lives inside a society, and fills a role which inevitably limits the expression of the
self. Also, Jung noticed that human behaviour differs depending on the context in which
everyone is immersed, with him being the first to do so: the mask worn at work differs to
the one that is wornin the personal life, and being with the partner or with friends naturally
requires different behaviours.

Following this idea, the endings in Bloodborne are meaningful because they repre-
sent a definitive choice on what the player decides that they want to be, through the main
character. While the endings will be discussed in more detail later in the analysis, it must
be noted, that in the whole narrative context that Bloodborne develops, which is where
the story is enacted, the true ending is particularly interesting from the perspective of
Jungian individuation: after the discovery of Lovecraftian Great Old Ones (see Joshi, 2001;
Mukherjee, 2023; Fikejzova & Charvat, 2024), people in Yharnam are obsessed with the
idea of becoming one of them, leaving humanity and mortality behind to ascend to god-
hood, but the main character is the only one able to ever achieve this goal which happens
only in the third and true ending of the game.

Following the narrative rules that the game teaches to the player on their critical
path, this analysis will explore the relationship between Jungian individuation and the sto-
ry of the player character, which evolves through player actions. This evolution is reflected
in the gameworld, which changes after specific bosses are defeated (Vicar Amelia, Rom
and Mergo’'s Wet Nurse to reach the end).

To better understand Jungian individuation, it is important first of all to explore the
fundamental archetypes mentioned above. To define the mask worn in society, Jung uses
the term Persona, the origin of which can be found in masks from Greek theatre (Treccani,
n.d.). Also, not by chance, in English the term refers specifically to the public image shown
to the world (Cambridge Dictionary, n.d.). The Persona is luminous, radiant and positive,
but, as previously stated, it represents just a small part of the self. In line with depth psy-
chology, that which is not shown through the Persona is suppressed and contained inside
the archetype of the Shadow, which acts as an unconscious counterpart to it. According to
Jung (2015), the Shadow corresponds to a negative personality of the Ego; it therefore en-
compasses all those qualities the existence of which is painful and deplorable (p. 10,513).

Jung (2015) believed that, in order to achieve individuation, the first necessary step
was to confront and integrate the Shadow into the conscious ego, thereby strengthening
it. This process, though, requires an inevitable conflict on two different fronts: the inner,
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as the darker and unconscious part represented by the Shadow must be acknowledged,
and the outer, as by integrating the archetype a divergence from the rules and standards
of society is put into practice. By doing so, the individual breaks away from the collective
in order to reach a more profound connection with oneself. This, specifies Jung, is not
synonymous with being an outcast or a hermit: it is a spontaneous acknowledgment that
society has its own rules, based on collective criteria, that do not favour the true expres-
sion of the self.

In one of Jung’s (2015) late works, “Psychology and alchemy”, the Swiss psycho-
analyst drew a parallel between the journey towards individuation and the alchemical
process, which has in the distillation of the Philosopher’s Stone its ultimate goal. The al-
chemical Opus consists of four consequential stages. These are: nigredo, albedo, citrinitas
and rubedo. Black, white, yellow and red which, not by chance, are exactly the colours
with which the Philosopher’s Stone is represented in many famous audiovisual products,
such Harry Potter and the Philosopher’s Stone (Columbus, 2001) and Fullmetal Alchemist:
Brotherood (Maruyama et al., 2009-2010).

In later development, citrinitas was merged with rubedo, as gold is yellow, but a
reddish one. In Jung’s (2015) idea, each phase corresponds to a specific and important
moment in the journey towards individuation. We can take nigredo as an example of this
parallelism. Nigredo is the encounter with one’s own Shadow: as the latter evokes a dark
imagery, which belongs to a “lower” dimension; the same can be said for nigredo. The
symbol that is usually associated with this alchemical phase is the crow: a death bringer
animal. The crow is black and nigredo is the blackness of death: Jung (2015) briefly men-
tions the phases of solutio, separatio, divisio and, most of all, putrefactio. Nigredo is, in
fact, the destruction of matter. The same kind of darkness that brings suffering is embod-
ied by the Shadow: while it is indeed painful to open up to this part of oneself, it is at the
same time essential. It is not by chance that Jung believes that inside the Shadow there is
a spark of creativity, one that allows you to make the first important step towards individu-
ation. So, encountering the Shadow corresponds to nigredo. According to Jung (2015),
the alchemical work begins precisely with the descent into darkness (nigredo), that is, into
the unconscious (p. 4,787).

Nigredo is the necessary death, which symbolically can be seen as the act of break-
ing away from the collective and the inner conflict we have to face, before being reborn
anew, which is then embodied by albedo (Jung, 2015). That same necessary death in-
habits Yharnam during the night of the hunt, which is what the player has to face at the
beginning of the game. In fact, the three alchemical phases can be seen in the world of
Bloodborne: after the abovementioned nigredo, the player discovers hidden truths in
Byrgenwerth, inside the lake of the white moon (albedo), where Rom resides. Killing the
spider changes the world and, in the end, the user can finally see the world for what it truly
is: it is under the red moon (rubedo) that the final events of the game unfold, and it is pre-
cisely at this stage that individuation, both in Jung's work and in Bloodborne with its true
ending, is finally reached.

In this essay, we will explore in detail the relationship between Jungian individuation,
the alchemical Opus, and Bloodborne, through an analysis that takes into account the
game's mechanics and dynamics and how certain meanings are translated into the digital
game’'s language.
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Born by the Blood,
Blood-borne: The Physicality
of Matter

To begin with, the game starts with a cutscene in which the player’s character re-
ceives an infusion of blood: this seals a contract with the Hunter’'s Dream and makes them
officially a hunter. After waking up, the player, controlling the player’'s character, is inside
losefka’s clinic. There is aninteractable and readable handwritten note in there that states:
“Seek paleblood to transcend the hunt” (FromSoftware, 2015). At this stage, neither the
player nor the character knows what this specifically means. However, this is the first ob-
jective that the game quietly sets for them and which, throughout the entire first act of the
game, drives the plot forward: every non-player character (NPC) the player’s character
speaks to will guide them towards this mysterious blood and the Healing Church, trying to
make sense of it, until they defeat Vicar Amelia.

From a ludic perspective, as happens in other soulslike games, the only choice the
player has is to move forward, until they reach the beast, which is the first big major road-
block in the experience. As is the case with every game, the opening moments are crucial,
because this is where Bloodborne teaches us its rules. Right now, the player’s character
does not own any weapon to face the enemy: it is at a clear disadvantage and, while there
is a way to kill the beast for the experienced player who knows how to perform a backstab,
it is safe to assume that the developers “intended” this moment to be the first experience
of death for the player’s character. This, at a game design level, is brilliant: there is a way
for the player to express their skill and overcome the obstacle, but at the same time a
death here is inconsequential as it directly links to the story and the progression.

In fact, assuming the player dies here, they awaken at the Hunter’'s Dream and can
choose a weapon for their character, which roughly mirrors the playstyle they want to
adopt: this is critical, as it is the first form of customization the player has access to and
that shapes their own experience in the game. This freedom and the expression of the
self, the same that Jung put at the centre of his research, is then consolidated through the
whole RPG aspect of the game, and it is what contributes to making each playthrough feel
unique. Although, from a narrative perspective, there are fixed points in the plot through
which the main character can achieve their Jungian individuation, it is through the RPG
element that this expression of the self takes place gameplay-wise.

Once back in Yharnam, the player finds themselves immersed in a city that is de-
vouring itself: people have turned into beasts, and even some of those who appear to
be hunters have begun to transform into something else. A distinguishing feature of
Yharnam is the presence of death: coffins (some of which are even locked) can be clearly
seen scattered throughout the city. The state the city is in reflects the nigredo described
in the previous chapter: the situation is dire and it is the consequence of some events
which occurred before the game, in which the whole of Yharnam has been infected by an
apparently divine blood which would have cured any illness, but instead, caused people to
turn into beasts.

Gameplay-wise, once again, the player has only one choice, which is to move forward
and engage in combat with these hunters who attack them. From a moral standpoint, the
player’s actions are weighed on a scale: they cannot ask themselves whether it is right or
wrong; they must simply Kill these people because there is no other way out. However, this
immediately raises a question: does killing these beasts make the player character any
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different than any other human turned into a beast, who loses control and succumbs to
their instincts? It is as if the game is trying to tell players that there are no other choices
than to face the beast plague and accept the consequences of their actions. But this is
clearly a never-ending cycle. After all, it is exactly what people around Yharnam did in
order to stop the plague: by fighting it, they were slowly devoured by it and became part
of it. It is here that the Jungian Shadow comes into play. Jung (2015) defines the Shadow
as the sum of all personal and collective psychological dispositions which, due to their in-
compatibility with the consciously chosen way of life, are not experienced and merge into
a partially autonomous personality with unconscious opposing tendencies. With regard
to consciousness, the Shadow has a compensatory function, and its action can therefore
also be positive (p. 10,044).

When tragedy strikes, the Other, which we openly welcome as a friend, becomes an
obstacle in our survival. And so, Yharnam at the beginning of the game embodies death in
all of its sides. But how can there be a positive value in integrating our Shadow, if embrac-
ing the Shadow means becoming a beast? In this regard, it is Jung (2015) himself who
evokes animal imagery by referring to the Shadow as a lower personality, whose lowest
level is no longer distinguishable from animal instinct (p. 4,872).

In this sense, the player character finds themselves in a unique position: their con-
nection to the Hunter's Dream grants them advantages that ordinary citizens do not pos-
sess, such as immortality and the ability to avoid turning into a beast, so they do not lose
themselves. On the other hand, there are people who, having realized the true nature of
this cycle, have chosen to free themselves from the Hunter’'s Dream and can no longer
be reborn. One example is the old hunter Djura, who watches over Old Yharnam and has
chosen to stop the killing cycle: he has recognized that what the hunters do is inhuman
because, after all, what happens in Yharnam is a legitimate form of murder. His side quest
revolves precisely around doing something that given what the game asks the player to
do, would seem unnatural: stop the killing. Players and the player characters have been
so swept up in this constant cycle of killing, in which the game mechanics even reward
you for landing yet another blow and healing your wounds through sheer force if you have
previously lost Health Points, that Djura’s behaviour and life choices make them question
whether what they are doing is right. Especially because, at first glance, even whilst listen-
ing to his warnings, it is not immediately clear that his life can be spared and that things
can end differently from bloodshed. After all, as the Pungent Blood Cocktail item descrip-
tion states: “In Yharnam, they produce more blood than alcohol, as the former is more
intoxicating” (FromSoftware, 2015).

By investigating a little further, it is possible to see that the whole game mechanics
revolve around blood and, consequently, beastliness as a form of violence. While analysing
Bloodborne, Hoedt (2019) refers to Sicart’'s (2008) work: “game mechanics are methods
invoked by agents, designed for interaction with the game state” (para. 27). This creates
a close link between gameplay and narrative, as blood is a key element in both. Everyone
uses blood, including the protagonist, but it is also what the carnivorous beasts seek and
are constantly hungry for. This is a common narrative device that can also be found, for
example, in vampire stories.

Itis, in fact, a never-ending cycle, and this is what Sicart refers to as a closed ethical
system: players are not compelled to act in this way, but if they question their own actions,
they experience cognitive dissonance (see Sicart, 2009, 2013), as their values would be
in stark contrast to the hunting mission. Whether they are immersed in the mission or
simply enjoy killing the beasts because it is part of the fun of the digital game, the fact that
their actions turn into something increasingly worse (as the boundary between hunter and
beast fades and slowly blurs) offers a valid point for reflection.
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Coherently with psychoanalysis, the idea behind the integration of the Shadow is to
incorporate the contents of the latter into the realm of the conscious Ego to resolve the
tension that exists between the conscious and unconscious (Freud, 2013). Relieving this
tension helps the individual to become more resilient in dealing with both internal and
external obstacles. Djura represents a way for ‘ordinary’ people to integrate their Shadow,
which can also be replicated in the game through the first of the three endings, in which
the player chooses to awaken, free from the Hunter’'s Dream. At this stage of the analysis,
this seems the only real and logical choice, but in the game, it is made after taking note of
several important plot-related facts, so let us not focus on this aspect for now.

Ironically, at this stage of the game, the only way to replicate Djura’s moral choice is
to stop playing. Otherwise, the only possible option is to follow what the digital game pre-
sents to the player as the sole possible choice: to kill the beasts. Presumably, the Hunter's
Dream acts as an anchor for the player character’s conscious mind: in line with what we
were saying, they can never be completely controlled by their own Shadow and become a
beast in every sense.

This is brilliantly represented through a gameplay mechanic known as Beasthood:
whilst eating a Beast's Blood Pellet or wielding a weapon called the Beast's Claw, for every
hit dealt, the Beasthood status (represented by a gauge) increases. The more we attack,
the stronger we become and the more damage we inflict, but at the same time our defenc-
es are more exposed, so we strike harder but also take more damage. This mechanic also
allows us to conclude our discussion of transformation because, whilst gaining the ad-
vantages and disadvantages just mentioned, “you won't literally transform into a beast”
(Byrne et al., 2015, p. 13). This is an interesting example of ludonarrative intersection: a
narrative idea intertwined with the language of gameplay.

Whilst other games, such as the Persona (Atlus et al., 1996-2025) series, explore the
integration of the Shadow archetype as a significant stage of growth within the context of
the transition to adulthood (Ficano, 2025), Bloodborne focuses primarily on just how chal-
lenging it can be to confront one’s own Shadow. Admittedly, the Persona games maintain
a sombre tone when addressing these inner struggles and conflicts, but ultimately the fo-
cus is on how beneficial it is for each character to listen authentically to themselves: in the
process of becoming one’s true self, this is described as a source of new strength, an inner
force that ignites a new life built on fresh awareness, corresponding exactly to Jung's de-
scription. On the other hand, Bloodborne emphasizes just how deadly the chain reaction
can be - triggered not only by opening oneself up to the Shadow, but by literally becom-
ing it. Due to the nature of this Shadow — which here could be seen as blood and beastly
nature — simply interacting with it is enough to lose oneself and transform into something
else. This is precisely why blood is so intoxicating: the beast craves more and more of it,
and when hunters hunt the beasts, they too catch the scent, triggering the endless cycle
we discussed earlier. What we have analysed so far regarding blood in its various mean-
ings (both narrative and ludic) is also a concrete example of what Salen and Zimmerman
(2004) observed when they stated that:

players interact with a game in order to make sense of it. Rules guide this interaction,

establishing relationships between signs that tell a player what things might mean.

Meaning emerges as a player actively interprets the system established by the rules.

(Salen & Zimmerman, 2004, p. 459)

By exploring Yharnam it is possible to see that some people have become more of
a beast than others: some keep walking on their own two legs, while others become four-
legged and a beast as a whole. It is at this time that it is discovered that some people, es-
pecially those particularly close to the Healing Church our main character is after, become
even more of a beast than others. An example, in that sense, is Vicar Amelia, who belongs
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to the Healing Church and has transformed in an enormous beast. Killing her represents
the first turning point in the story: she is part of the Healing Church the player has been
seeking since the beginning of the game and after defeating her, it is clear that pursuing
this organization is not the answer to finding the paleblood. However, now the main char-
acter has mastered their Shadow, possessing the knowledge of what the beasts are and
what beastliness means without succumbing to it. They learn of the corporeality of mat-
ter as a whole, and especially after venturing in Old Yharnam, they now know that blood
comes in many forms, and paleblood is none of the ones they have come to know.

Mind and Spirit:
Transcending the Body
to Intellectualize Existence

After defeating Vicar Amelia, the player characters must interact with Laurence’s
skull, a figure not yet encountered, to trigger a cutscene showing a conversation that took
place in the distant past between two characters of crucial importance to the narrative:
Provost Willem and Laurence himself, who later became head of the Healing Church. Both
insist on a phrase that is key to the plot: “Fear the Old Blood". The story of Bloodborne
has its roots in a distant past, prior to the time when the player takes control of their char-
acter and begins playing. It all began with the aforementioned Old Blood, which turned
out to be the blood of the Great Old Ones, mystical beings belonging to the divine realm.
Despite fearing it, Laurence believed in the power of the Old Blood and decided to use it.
After administering it to all the citizens of Yharnam, selling it for its miraculous and healing
properties, everyone slowly began to transform. And so, after some time, the scourge of
the beasts began.

But there were also those who rejected the use of that blood. These were the schol-
ars of Byrgenwerth, led by Provost Willem, whose interest lay in the mind rather than the
body, or in the spirit rather than the matter: he believed that ascension to godhood could
be achieved through the eyes, since sight is one of the five senses and the one through
which we can perceive and understand the world. By aligning the mind with the eyes, it
would be possible to grasp forbidden knowledge, a deeper truth. In this sense, it is the
diametrically opposite approach to the physicality of matter. Indeed, Provost Willem and
Laurence stand in contrast to one another, both symbolically and narratively.

Through the mechanics of Insight and Beasthood, this contrast is also reflected in
the ludic language. In fact, Bloodborne collector’s edition strategy guide states that “your
character may experience visual and auditory hallucinations at high levels of Insight”
(Byrne et al., 2015, p. 13). Also, it is stated that the more Insight you have, the less you'll
be affected by Beasthood. In other words, the more conscious you are, the less you can
be affected by your unconscious and dark thoughts. This is the fundamental concept of
psychoanalysis, as established by Freud (2013), which was briefly mentioned earlier: what
is removed from the conscious mind ends up in the unconscious and creates a state of
tension. Annexing the contents of the unconscious into the realm of consciousness makes
the Ego stronger. And this is precisely what the integration of the Jungian Shadow en-
tails. Death (nigredo) in Yharnam occurs after Laurence administers blood to the entire
city, causing the plague of the beasts: an unfortunate side-effect of his hubris. Master
Willem had foreseen the consequences of administering the blood and had deliberately
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distanced himself from it. In a sense, his wisdom shows he is one step ahead of his former
pupil. Precisely for this reason, from both a narrative and logical perspective as well as an
alchemical one, the spirit follows the matter. This also means that mind comes after the
physicality of the body, insight after beasthood, and albedo after nigredo. And so, after
defeating Vicar Amelia, the next step is to reach a deeper knowledge and understanding
of this mysterious world.

In the game, players gain Insight when they reach new areas or discover and defeat
new bosses: it is clear, therefore, that this value is directly linked to knowledge. At the
same time, the greater the player character’s Insight, the more they will be able to see
the invisible, namely, the Amygdalae scattered throughout Yharnam, which have in fact
always been there, but which no one, except “the mad”, could see or perceive. In fact,
just as Beasthood has a side effect, so too does Insight: the more points of it the player
character possesses, the more vulnerable they become to madness, known as Frenzy in
the game. Frenzy is represented by a bar: once it fills up, the player character will suffer a
wave of damage that could kill them. The higher the Insight, the faster it fills. Interestingly,
this structure shows that Beasthood and Insight are linked, as if they were two sides of the
same coin. Indeed, Willem proposes an alternative to the use of Old Blood, one which nev-
ertheless proves just as unsuccessful as Laurence’s choice. However, both in the alchemi-
cal process and in Jungian individuation, albedo follows nigredo and does not represent
an alternative path to it. In this sense, we believe that this is to be understood precisely
through the path the player follows throughout the experience: first comes the experience
of Beasthood (Shadow) and all that it entails (death, nigredo), then one transcends matter
to reach the mind, the intellect, the spirit. So, as the player’s character ventures into the
Forbidden Woods, they discover new answers which, in turn, raise new questions, as is of-
ten the case with knowledge. The next turning point in the story comes when the player’s
character reaches Byrgenwerth and the school at the top of which Master Willem lives. In
Byrgenwerth, both players and the player characters are immediately struck by the clear,
cloudless sky and the full moon illuminating the landscape and the entire academy.

The moonlight serves as a metaphor, for the clarity and enlightenment of Master
Willem, who does not succumb to the same temptation as Laurence to consume Old
Blood. After all, in the now suppressed citrinitas, Jung (2014) saw the old age: when the
primary drives are no more, wisdom can be reached with more ease, and Willem is indeed
an old man. The moon resembles also the second stage of alchemy: albedo. Jung (2015)
describes albedo as in a certain sense, dawn; but only rubedo is sunrise. The transition
to rubedo consists of yellowing (citrinitas), which, as already mentioned, was later sup-
pressed. By increasing the intensity of the fire to its maximum degree, rubedo rises di-
rectly from albedo (p. 6,796).

With this, Jung (2015) enhances a parallelism particularly dear to alchemists: the
alchemical Opus is, in fact, a metaphor for the sunrise. After the darkest of nights
(nigredo), distinguished by the scourge of the beasts and the endless hunt, the light comes
to illuminate the darkness, in the same way the knowledge the player gained through
Laurence’s skull. However, Jung (2015) states that through the Opus, albedo arises from
the chaos of nigredo and its resemblance is now close to the full moon and to the rising
of the sun. At the same time, albedo means enlightenment, that is, the expansion of con-
sciousness that goes hand in hand with the Opus, and which is precisely exemplified by
the deeper knowledge possessed by Master Willem.

In the Jungian process of individuation, the stage corresponding to the albedo is the
encounter with the archetypes of Animus and Anima, which represent the opposite-sex
aspect within women (Animus) and men (Anima). The Animus embodies the accumulation
of all the experiences a woman has of men starting from birth; the Anima has the same
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significance but for men. For Jung, the true expression of the self is achieved through the
integration of the various psychological aspects. Jung (2015) refers to the myth of the
androgyne as an example of this totality: before being differentiated into the two sexes,
the androgyne represents a form of wholeness which, symbolically, expresses precisely
the archetype of the true Self, and thus individuation. The aim, therefore, is the assimila-
tion of what is different, an openness to the dimension of the other, because in authentic
encounter there is an enrichment that leads to personal growth.

In these terms, the experience of the Animus/Anima is closely linked to interper-
sonal relationships. However, the profound significance of this discovery of the other lies
in its revelatory function of a deeper individuality, which is understood precisely through
openness towards that which is different, towards that which is not ourselves. Whilst the
Shadow represents the other self, at once familiar and alien, here we move beyond the
purely and strictly personal realm. However, a deeper understanding of the world, such as
that held by Provost Willem, carries with it the danger of becoming detached from reality
and the real world. And this is precisely what we see in Willem who, albeit in a different way
from Laurence, also fails in his attempt to ascend to divinity. Willem is blindfolded: this is
symbolic, as, probably, he does not need to gaze at the world outside anymore, because
he has discovered something far more important. It is a form of intellectualization of the
experience, as the cosmic truth seen by Willem makes the material world poor, insignifi-
cant and insubstantial.

He sits atop the school and, when the player’s character gets there, he points them
towards the lake of the moon, indicating them to reach it. Performing an unnatural act,
they have to jump into this lake at the point where there is seen the reflection of the moon:
instead of diving underwater, they fall into a completely white, secret and different dimen-
sion underneath. After all, as the Great Lake Rune item description states, “great volumes
of water serve as a bulwark guarding sleep, and an augur of the eldritch Truth. Overcome
this hindrance, and seek what is yours” (FromSoftware, 2015).

Within this arcane place dwells a Great Old One, one with whom Provost Willem has
managed to make contact: Rom, the Vacuous Spider. Defeating Rom is a pivotal moment,
both in the story and in the path towards individuation. Rom acts as a kind of seal, con-
cealing the world'’s true uncanny nature. The darkness of the nigredo is now washed away
(ablutio), cleansed (baptisma) and purified (Jung, 2015), and with this, the player char-
acter begins to see the world for what it truly is. After experiencing the shadowy fierce
nature of the beasts, this is the profound understanding of the world that Master Willem
bequeaths to the protagonist. Having grasped corporeality, the spirit is now transcended
as well: the player’s character now knows of the existence of the Great Old Ones. They
have experienced two opposing dimensions (Beasthood and Insight) without falling into
excess (transformation and madness), and it is this balance that leads to the final stages
of the narrative and our analysis.

The white moon of the albedo gives way to the red, bloodstained moon of the rubedo.
The boundary between reality and dream begins to blur, and all those Great Old Ones that
were previously visible only to those with a sufficiently high level of Insight are now visible
to everyone.
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Rebis: Becoming a Great 0ld
One

Albedo is the rebirth, the first stage of completion and, as shown above, can be
resembled by the moon. The final step in the alchemical Opus is the rubedo, the phase
where the Philosopher’s Stone (Lapis Philosophorum) is distilled and takes shape. The
stone is a living being in so far as it possesses body, soul and spirit, but is represented
with an incorruptible body (Jung, 2015, p. 7,919). The purpose of the Opus is precisely to
produce the incorruptible body, the “thing that does not die”, the ‘invisible’ and ‘spiritual’
stone, the lapis aethereus, the panacea for all ills and the alexipharmacum (Jung, 2015).

Jung’s (2015) concept of individuation involves a creative synthesis of values, char-
acterised by the integration of the various parts of the psyche. An expression of whole-
ness: this is what the archetype of the true Self embodies, as previously stated. In alchem-
ical terms, the Lapis is represented by a being with an incorruptible, immortal body, which
thus possesses both matter and spirit, both flesh and mind, both Beasthood and Insight.
The path laid out now leads us to the rubedo, the blood moon through which the player’s
character, guided by the player’s choices, will transform into this ‘perfect being’ and com-
plete their alchemical journey and process of individuation.

However, an analysis of the last part of the game should be preceded by a brief dis-
cussion of Micolash'’s role in this context. After defeating the One Reborn, players reach
the lecture room of the school of Mensis, and they see many people with hexagonal narrow
and long cages around their head. After interacting with the body of one of them, which is
distinct from the others, the player character is teleported to the Nightmare of Mensis, in
the same way as they teleport to the Hunter's Dream through lanterns scattered around
the world. This twisted dimension is steeped in sheer madness, and indeed, the player’s
character can quickly trigger Frenzy status. The host of the nightmare, Micolash, runs
around aimlessly, in the grip of his folly: he states he can attain godhood, butitis clear that
he has now lost his mind. After being defeated, as he is about to die, he realizes that he is
waking up, forgetting everything and leaving this dream world behind.

Defeating Micolash does not end the nightmare, which means that, even though he
was its host, he is not the one keeping it alive. In fact, the solely responsible for this night-
mare is the Great Old One Mergo, who resides with his wet nurse in the highest point of the
loft, inside this twisted place. After killing the wet nurse, instead of the expression “prey
slaughtered”, the message states “nightmare slain” (FromSoftware, 2015; see Mukherjee,
2023). With this, the player receives a One Third Umbilical Cord, originally belonging to
the Great Old One. Everything now falls into place: the item states that Mensis and his
scholars were granted audience with a Great Old One by consuming this cord. So, this
nightmarish dimension was crafted by this weird creature as requested by Mensis. The
price to pay was “the stillbirth of their brain” (FromSoftware, 2015), which we clearly un-
derstood through the cages around their head. His conscience was able to elevate and
reach new heights, and the nightmare is evidence of this, but at the same time every one
of them paid the price for it.

But there was not just One Third Umbilical Cord: in the game there are a total of
four. One of these belonged to Provost Willem, whose idea, as per item description, was
“to elevate his being and thoughts to those of a Great One, by lining his brain with eyes”
(FromSoftware, 2015), the consequences of this decision we have already examined.
A third One Third Umbilical Cord can be obtained in the Hunter's Workshop, the place
where Gehrman and the other hunters lived long ago. With this, everything falls into place:
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understandably, even the Hunter's Dream, which the player’s character has visited since
the very beginning of the game, forms part of a contract made by a man with a Great Old
One. Indeed, once again according to the item'’s description, Gehrman used the One Third
Umbilical Cord to meet the pale moon, and this gave rise to the Hunter's Dream. At this
point, it is clear that for every major character in the story, the reason and motivation
behind their choices was to get as close as possible to the Great Old One or, if possible,
even to become one: the One Third Umbilical Cords had the role of catalytic agents for the
alchemical process. However, Laurence, Gehrman, Willem and the Mensis school have all
failed, in different ways: their desire has been partially fulfilled, but it has not led them to
happiness or to a higher plane, as they had hoped. Gehrman, in this sense, bears witness
to this: within Hunter’'s Dream, we occasionally see him complaining, asking Willem for
help and longing to be freed from the chains of this dream.

After defeating Mergo’s Wet Nurse, the player goes back to the Hunter’s Dream, to
find out that the whole building is on fire. These are the final moments in Bloodborne. In
alchemy, rubedo also represents the warmth of the sun’s fire and the light of its rays; it is
a symbol of the new knowledge acquired along the journey, as light ‘illuminates’ the mind.
Starting from the darkness of the night, the player’s character went on to slay a Great
Old One and came to understand the meaning of their actions. The Lapis represents the
elixir of life that grants eternity and, in Bloodborne, this strictly intertwines with the three
endings with which we are presented, as mentioned in the first chapter. After the Hunter’s
Dream has been set ablaze, the player’s character speaks with Gehrman, who wants them
to voluntarily surrender their life so that they may awaken free from the Hunter’'s Dream,
as many others before him have done (such as Djura). This will cause the player's charac-
ter to forget all memories of the entire gameplay experience and turn them into a normal
human being, cured of the blood disease, who survives the night of the hunt. The player
character will see the dawn, but will not become the Lapis: in this scenario, they will just
be part of a cycle, of a system that began long ago, back in the days of the DLC The OId
Hunters, and that is destined to continue, as history keeps repeating itself.

If the player rejects Gehrman's offer, he will attack them: it is clear, at this point, that
his role is to keep this cycle going, as the host of the dream. Effectively, through the fight,
Gehrman is narratively attempting to ‘force’ the first ending on us. Killing Gehrman makes
the Great Old One inside the red moon, known as Moon Presence, but also as paleblood,
descend into the Hunter's Dream and face the player's character, as Hidetaka Miyazaki,
the director of Bloodborne, described in the interview for Bloodborne collector’s edition
strategy guide (Byrne et al., 2015). The Moon Presence will try to control and submit them
to their will: if they succeed, the player character will effectively be used as a vessel to host
the dream, replacing Gehrman in his work.

However, if the player consumes three of the four One Third Umbilical Cords in the
game before facing Gehrman, the player’s character will resist the power of the Moon
Presence. The Great Old One’s only remaining option is to attack them. The catalysing
agents have taken effect, and a new entity is ready to be born: body, mind, and spirit,
united in perfect balance, in that unattainable ideal of perfection and immortality em-
bodied by the Philosopher’s Stone and symbols such as the Holy Grail and Jesus Christ
(Jung, 2015).

After being killed, it is not explained exactly what happens, but we see the player’s
character reborn into something new, a sort of slug that is none other than the coveted
Kin, the eldritch being. In a context where every character, in their own way, seeks to be-
come a Great Old One, the player’s character is the only one to achieve this status and
thus to become themselves, through player’s choices.
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Conclusions

This study combines Jung's theories with the alchemical Opus and the mechanics
and narrative of Bloodborne. Although the developers have never explicitly cited Jung's
ideas as a direct inspiration for this digital game, certain parallels are a logic consequence,
beginning with the fundamental archetypal nature of Jungian concepts, which are thus
shared by all of humanity as a species. While Freud, the father of psychoanalysis, was the
first to postulate the existence of the unconscious, Jung, through the archetype of the
Shadow, outlines a model that embodies the characteristics of this part of the psyche
and links it to various aspects, elements, and realities of life. Thus, the darkness and the
instinctual, primitive drive of the beasts we see in Bloodborne take on new meaning, espe-
cially when related to the game mechanics, as we have done in the course of this analysis.
The circle closes when, as we have seen, Jung himself draws upon the traits of beasts as a
symbol to express the Shadow, and the same applies to the other major archetypes and,
at the same time, to the alchemical phases, which have been applied to the game world
through an observation of the environment. Similarly, the individuation Jung speaks of -
which he links to the unattainable, ideal alchemical Philosopher’s Stone — can be achieved
through the fiction of the digital game: the rebirth of humanity into something superi-
or, alien, and Kin is realized in the game’s true ending. Body (Beasthood, blood), mind
(Insight, Frenzy), and finally, symbolically, spirit (the dream and nightmare world under-
stood through eldritch truth) — everything mastered and condensed into a single symbol
representing divine imagery (Jung, 2015).

While Jung's individuation concerns the player and their character, the alchemical
stages are linked to the game world through elements such as death (coffins), the moon,
and fire. They are inseparable from one another, just as gameplay and narrative are in
Bloodborne and just as Jung drew parallels between psychology and alchemy in the later
stages of his thought. At its core, Bloodborne is a role-playing game: through the player’s
character, the player achieves individuation, realizing themselves, from a ludic perspec-
tive, through the customization of their character that the RPG part of the game offers,
and narratively through the choices that lead to the true ending. Thus, beginning with ni-
gredo and passing through albedo and rubedo, the Philosopher’s Stone is distilled: the
player’s character is reborn as a Great Old One, achieving the goal that so many within
Bloodborne's narrative ecosystem had set for themselves but that no one had achieved
before.

Through the stories of the characters we have analysed — stories that are directly
tied to the plot — Bloodborne seems to want to show us the original sin of hubris, which
inevitably keeps repeating itself: just as Icarus in Greek mythology flew too close to the
sun, so too did Laurence, Gehrman, Willem, and the entire School of Mensis in attempting
to attain divinity, only to end up chained to something they had only partially desired. And,
although the player character succeeded in this endeavour, it is clear that the entire story
being told to us highlights the limits and tragedies that humanity inflicts upon itself with
its own hands.
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