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ABSTRACT i

THEORETICAL IMPLICATIONS OF THE THERAPEUTIC
ASPECT OF ART-MAKING IN ART THERAPY FROM THE -
PERSPECTIVE OF CREATIVITY

S/ o -

Murielle Larameée

-

Art therapy involves the mingling of both art and of

psychoanalytic disciplines.

This thesis examines the role and the function art may
take in art fherapy when creativity“is given central

importance. ) ; .

. In the actual process of creating something, conflicts

<

are éxperiehced and inner feelings. take a form. This

!

process, which has inherent healing properties, has

%

its origin in the mother-infant dyad where innate
N s

feelings' of love and hate seek integration.

In infancy, the conflict is resolved through creative

imagination in playing, a process experienced from

birth onwards and best expressed through art.

It is believed that by engaging into art as the infant
engaged himsélf/herself into play, a psychical

synthesis of conflicting inner feelinéé‘unfoldsm

.
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Arf therapy is in itself a noﬂﬁ@erba{ therapy but
demands tgla certain extent Jerbal exchanges between
the therapist and the client, varying“in acco;dénce
with the therapist's theoretical beliefs, approaches
and typéé of,pgpglaﬁﬁonﬂ To speak of art therapy
witﬁout taking into cbnsiderétion the relationship
. [”between the client and the tﬁerap}st would be to

ignore one of its most ﬁunqaﬁental preTises.

”?

.It could be said ghat there are as many‘types of
art therapy ‘as there dre therapists practicing it. By
the nature of the work whichlreqhires a‘uniqge
interre&ationsﬁip between two p%;éons, each

therapeutic relationship—is‘different.from any other

*

- “ue

e '
in as much as ®ach therapist, and client alike can be."
\ ° ‘ )
l
Y J .. ¢
, Howewver, the function of art-making in the
therapeﬁtic situation seems %omewhat more difficult to
| .
define. It is a subject of much controversy among art
therapists. Some use art siﬁply’as'a\means to
. i ~

facilitate the expreéssion of repressed emotions which

'
t
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then serve only as a basis for 1nterpretatlon. Many

consider the artistic process a symbolic 11V1ng
experience where nev ‘attitudes can be "tried out".'
. Others oscillate from one theory to another in order .

N : S \ .
to adapt themselwes to the mneeds of their clients.
. i \_> ! -

The fundamental issue of how the artwork is

\ . ~
\ °

considered within‘the thexrapeutic relationship has to
be\faced‘by all art therapists of Qhateyer
’ orientations. My thesis is .an‘attempt to explore my

ideas on this issue.

, 'Begause I will be trying to abstract a few
> , N B
| salient points from a number of writers, i.e., Brown, N
‘ , -
Segal,, Fuller, Rose, Winnicott, Milner and

Chasseguet-Smirgélj I will-at times resort to direqﬁ
quotations, récognizing that their way of putting . .

i . . . X [ N : ! 2
‘things is as succinct as is possible. .

5
.,
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INTRODUCTION - -

— ‘
5
“ .

It has long been established that communication

- between human beings is essential to the individual's

well peing. a his/her adaptation to society. Mental
%gsturbances could result from its failure. Art could

have emerged from this need to éxpress and communicate

what words cannot convey. Art/therapy ﬁakég advdntage

3
°*

of art for its being a powerfhl means of
communication. But art-making, (the act of creaéiﬁg
someihing) according to many résearcbers, also
possesses cﬁrative valie.
I4 N
This thesis postulates,that art-making in art
therapy represents, asiae from its communicative

-

aspect, a major constituent of a therapeutic process. .

It will ex;hine the therapeutic poféntialities
inhepent in the eéperience of creating art and whether
or not the art therapist _should primarily foste¥
creative undertakings in his/her endeayor to restore

the unhealthy personality.

<
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i

It wishes to emphasize that art therapy offers a
unique opportunity for creativity to unfold.
"

CreativitX.has long been seen as a fundamental -

characteristic inherent'in human nature. It is a

potentiality given to eveiyone at birth but may be

blocked or inhibited as the individual gets )
encultured. A major préﬁise of many researchers and
authors is that creativity is essential for the ‘ 1
growth, development and evolution of human 'beings. In

& . -

" .- - most of their theories, the understanding and

recognition of this potential in each individual / -
represents the curative force in modern psychotherapx/

What it amounts to is to make fully real one's own '

uniqueness. S ’ 3 v
- T , The centrai quéstion behind much of this research
is - what is creativity?
-' 1 I . L)
" ' The literature on the sdbjeét abounds and many
4!\\ hypotheses héve been proposed. ‘ .

In what is to follow, I shall survey the
. . ’

hypotheses and findings of a few outstanding workers
. "~ . '

\ LY

\". | .-

B
- . -




. their relevance to art, therapy, only the main theorles

‘ 5
) .
in .the field oflpschPiogy applied to the dynamic
_‘procesees involved in’the qneagive act: ' h
According to Silvano Arieti, the ﬁajG} theories
conceived are located within a framework of general )
Ipsychology'and of psychoanalysis. In'general .- s \
psychology; the éreative.process is viewed as aacyele -

: 2 . -
passing through four phases. First, there is a period #
ofi preparation followed by a time of incubation. Then

comes the moment of illumination, - the creative

. ., ) ) 8
person sees tHe solution to his-provbBlem; finally there-

-

U 24

is the proeess of rev;j?on.in'yhich the dagalis

corrected and accepted/by the innovator (Arieti, 1976,

T

p. 15). ‘ ' .

) ! . ' ‘~ ) - "b- S

2 b .

Arieti believes that although the "general&sts"

have made great contrlbutlon to Qur nnderstandlng of .

3

tHe act of creativity, they have made reference only

to general aspects of it. ,

PR
\

Psychoanaljsts on the other hand, have made

deepéf inroads into the understanding of the creative s <if§

. 3

process. For the purpose of thls study and becausé of
4 .

4 * ’

) 5 -

- ~
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stemming or derfving from psychoanalysis will be taken o

-
[

. ‘into account. My approach which is exploratory,
concerns itself with theories only and follows the

s . ¢+ chronological develppment of psychoanalysis in tﬁe

British School, Somekasbezts developed through

.Bsychoanalytic thinking in France will however be"
4 7

included.’ " . .

~
~

e
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CHAPTER I .

i ’ \
1. THE THERAPEUTIC ATTRIBUTES OF ART

1.1 ART AND CREATIVITY «
f N .
How infinitely vast is the subject ' of Both" art

V-4

and creativity. Mény researchers have beeﬁ concerned
&ifh the relationship tﬁét exists between the two and .
although sometiﬁes antithetical in their findihgs,
none of them have denied that‘preativity is ?
fundamental characteristic inherent in human nature.
C It is'a\compiex phénomgnon that has it; roots in all
art processes. It is unizgrsal.n "Wherevér there are
human beings, there is art..." (Arnheim, 1966, p.;§7)
and theréfore creativity. : 1 K
; re

But creatiyity doeérnot apply only to art. It

applies to other fields of human activities as well.

3

To be creative can be an attitude. But aécording to

z

Arnheim, not only is there art wherever, there are

. N . A
human beings," \...wherever there is art, there are art
- . .

teachers" (p.337). Creativity can be enhanced and .



cultivated through the teaching of art. -

This paper doés‘not concern itself with the
teaching of art per se but rather is about art S e
therapy. However, a parallél may be drawn at this
point in that both fields concur at the uﬁfoldiné of
creativity'through the arts. Contrary to what was once
believed, art (and/or the aesthetic egberience) is not
the prerogative of only a few people but'is 5 natural
activity of every human- being. Art in art education
is_considered "one of the ways of producing méture,

q compléfannd happy people"'?Arnhgim, 1966, p.$37).
Keeping this in mind, I shall: examine the healing

AN

aspects of art-making. o
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1

1.2 ART THEﬁAPY, CREATIVITY AND PSYCHOANALYSIS

Although art therapy bears some similarities with
art education, its roots reach back into the
psychoanalytic tradition, for examgle, Freud found in
the dreamwork, characteristics which are common to the
creative process. 1In his vieQ both are an expression

of the unconscious symbolically represented.

In referring to the similarities between dreams
and the creative process, J. Chasseguet-Smirgel (1971)
says that in aesthetic crea}ion, it is ﬁossible to
find some of the procesges proper to the unconscious:
N\
...[coﬁdensation, déplaEement, assoéiat;ons par
‘contiguité, etc.], mais aussi des procédés pour
passer le barrage, autrement infranchissable, de
la cenéure.' Dans le cas de lé création .
esthétique, ce barrage est forcé grace a la
sublimatign des pulsions qui subissent un
changemenf d'objet et de but, but qui dévient

+ -

socialement accepté, selon Freud, et une

——

modification de la nature de la libido

pulsionnelle qui se désexualisé, selon la -

-

I



T,

%

conception introduite par Freud en 1923 dans ‘'Le

Moi et le Ca.' (p.34).

] :
According to psychoanalytic theory, dreams have

psychélogical meaning. 1In sieep, because controls are
relaxed, repressed wishes in the unconscious threaten
to slip out. The wish which Qould be unacceptable to
the waking ego is disguised in order to pass the
censor. This is what makés dreaﬁ;_;ymbolic. The real
material, which Freud calls the latent content and
which reﬁresénts what the dream really means, is i
ﬁransformed into what he calls, the ménifest content.
The, aim of this transformation Es to reduce the

e

préssure involved in the conflict experienced by the
4 B

"individual because of moral and social constraints.

)
{

‘The latent or hidden content of dreams can be

uncovered in\psychoanalysis by the technique of dream .
interpretation. “ghe analysand free~-associates around

symbolic représentatl s of the dream until the

wish-fulfillment becomes pparent. The brocess
™~

> .
involves the ransformation of“the primary process
. ‘.

thinking into the. secondary processj.the verbal
N o

~.

o “ . ~



11
thinking of consciousness. The aim is to make
conscious the mental activities of which the patient
is unaware but none the less, influence his behavior.
It is to bring into the open, the repressed

dream-wish.

In Freud's view, the characteristics common to
both dreams and the creative process reside in the
;ransformatron of primary process material (because
unacceptable) into a symbolic form. The process
involves the sublimation or displacement of sexual
energy from its original aim or object. Through Fhe
proéess of sublimation, the artist who cannot find
-fulfillment in neurotic or perverse sexual

gratification will be motivated to create.

In other words, c;eativity would be éhe attempt
to solve conflicts tpat originate in huma; drives.
The result would be a symbolic representation, in
disguise, of ungratified sexual impulses due to
fegfeséive tendencies’ and/or constraints. The release
of repressed emotions associated with that process

would produce a cathartic effect, an emotive discharge

and therefore an effect of healing.



T N

:

12

. ) +*

In ;rt therapy, spontaneously cf;ating images,
the individﬁal free-asgociates with the symbols that
emerée from the unconscious which can then be
understood by méans of verbal interpretation.
Important insight is achieved, which produces a
cathartic effect, resglting in changes in the
Qersonality. The act of‘éreatiné can then be seen as . s
the transformation of‘pfimary process material
'}because unacceptable) into 'a formed expression.
Unfortunately, Freud's followers have tenéed to
\associa e creativity with neurosis. Yet, Freud
himself says: "The artist, like thé’neurotic, [has] ‘ .
"withdrawn from an unsatisfying reality into this world ///
| of imagination; but unlike the neurotic, he [knows]
how to find a way back from it and once more to get
firm foothold in reality" (Brian Hasley, 1977, p.100).
| That is to say, the artisf finds, through artistic
activity a means to escape from neurosis to .
sublimation. : //

Y * /. -

/

Works of art, like dreams, can be seen in’;éims

/

of manifest content and latent content. Theg/éan'be



seen as a compromise between the instinctual needs qf
the artist dictated by the pleaéure principle and‘
his/her conscience or superego dictated by the reélit§4
principle. Thus, a;t serves as an:aqceﬁtable outlet
for repressed instinctual energies providing the
artist an opportunity to escape néhrg;is, Freud
déscribes thé.artist as: ' .

&

I
an inp;bvert, not far removed from neurosis....
he d?éireg to win honbur, povwer, weal£hf'famevand

. thg/iove of women; but he‘lacks the means for
aéﬁieving these satisfactions.- Consequently,

'/like any other‘unsatisfied man, he turns away

| from Eéality and transfers all his interest and -
his libido too, to the wishful constructions of

his life in phantasy, whence the path might lead

to neurosis. (Brian Hasley, 1977, p.100)

The .divergence of opinion about neurosis and
sublimation that still pervades the field of'art
- therapy stems from the perhaps misunderstood writings

of Freud. - -

o

For example, Freud's view of creativity and its.

»
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proximity‘to neurotic states of nmind has been widely
criticized. Arieti (1976) makes the following

observation:
[

© It is apparent that Freud was almost e#clusivelx‘

concerned~with the importance and fe;evance of
motivation iﬂ creativity and not with the essence
of creativity{itseif. Motivation, conscious or’
_unconscious, is indeed Qery important, bu? it is
difficult to accept the idea that the whole
phenomenon of creativity can be reduced to a

~motivational mechanism. Pfactical;y all human
behavior is motivated, but'only a small part of
it can be called creative.... Is the creative
person's disconteﬁ; only a disguise for lack of

sexual gratification? (p.23).

.However, I should point to those defenders of
Freud who argue that his ideas are misunderstcod

becayse &hey have been mistranslated (Bettelheim,
' 1

- 1983) or because they have beeﬁ_misrepresented

{wollheim, 1973). Wollheim argues that Freud is

explicit about the fact that artistic creativity is

incompatible with neurosis.




I
df course the pioneering @oveﬁents in art therapy
in the U.S.A. were Freudian and the issue is the .
extent to which the full potential of art therapy
resides in the making of picturés only, in the primary
process image—making, balanced aqainst those
psychoanalytic)techniquesk which bring images to the
secondary process thinking by verbalization until the’
symbolic representation is understood.

Margaret Naumberg, a pioneef in ‘the field, uses
art as a vehiclevfor psychotherap;. Although art
therapy,'according to her, "bases}its methodé on
releasing the unconscious by means of spontaneous\ért‘
expression; it has its roots in the transference
relation between patient and.therqpist and on the
eﬁcouragementAof free-association"’(Ulman, 1975,

p.4), the emphasis is on those psfbhoanalytic

techniques which facilitate verbalization.

.

Edith Kramer, (1971) another pioneer in the
‘field, tmphasizes the healing aspect of the creative
att. She says: "art therapy is seen as distinct from

psychotherapy.‘ Its healing potentialities depend on

E

R I-aiid
bl
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the -psychologital process that are activated in the
creative work" (p.25). For her, éﬁe act of creatin&
is an "act of integration and synéheéis, which is
pertormed by the ego" (Elaine & Bernard Feder, 1981,

p.74).

The full potentialnof art therapy, according to
Kramer, can be understood/gn the basis of this
process, "“...wherein pfave energy és deflected from
its original goal and displaced onto achievemeﬁt: !
which is highly valued by the ego, and is, in most
instarkes socially prodﬁctive" (Kramer, 1971, p.68).

Obviously, according to the above qﬁote,_Kramer
bases her method on the céncept.of sublimatioﬁ‘which,
according to hér nconstitutes one of the most
"efficient means of dga;iqg with danéers threatening -
from the drives and of making constructive use of
their potentially destructive.powér" (Kramer, 1971,
p 68).

2
In .,other words, art woulg allow;destruq&ive

feelings to be expressed in a harmless way and

reinvested constructively. ' ' According to'Freud, this

3



»

-

represents the artist's motivation to create.

Fostering creative undertakings in art therapy
would help, if such is the case.

b el '{’-‘_;E .

w

* carl G. g approaches the understanding of
human psyéhe from a totally different §§andpoint. In
criticizing Freud, he writes: :

f n ‘ - ]
To my way of thinking, (Freud's school)
des%rve(s) reproach fbr over—emphasizing the
. &

pathological aspectéof life and for interpreting

man too exclusively in the light of his

defects..../For my part, I prefer to look at man
* in the light of what in him is healthy and sound.

% .

(Jung, 1933, p.117) -
N _ \
Not withstanding the importance of sexuality
(emphasized by Freud) in psychic life! he holds that
human beings have spiritual needs as well, seeing

sexuality as only one of the life-instincts.

-

\ '
Jung's approach to the creative process is \

iﬁplicit in his conception of the human bsyche and I



F3

B
shall investigate the implications that his views
the psyche have had for art and cree}iVLty and.

therefore for art therapy. :

-

¢

of
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s - l__é ART THERAPY, CREATIVITY AND. ANALYTICAL PSY%HOLOGY

, - [

\

Jung's view of creativity is very much
interrelated with an important aspect of’ his
psychology: his interpretation éf the nétuie of the.
symboi, which functions to protect the‘iﬁdividuél from

a loss of equi&ibrium.«,Mornis Philipson (1963) who
L)

has made an examination of Jung's writings in relation
© . >

to creativity and aesthetics, writes: "The necessity
" to pursue 'wholeness' consciously ‘is a conseguence of
\ . .
experiencing the opposite of 'wholeness'-'
[ .

[\

2’

disintegration.< And the most crucial attacks against

‘ . the sense of being integrated come from fmanifestations-
- L k) N

. 1]
of the unconscious" (p. 8-9).

3 I

]

[

A > "3 . , N
It- is-to be noted at this point that Jung's

v} -

% . interpketation of unconscious and conscious factors
differ(>from Freud's in that neither is seen as
' g - B

4

superidr- to the other. . ' X .

e )
° v . -
, J

Wholeness is achieved through "an interpretation
of the internal relationships between the conscious -
and unconscicus factors in which the proper roles of

—

both are accufately conceived" (Philipson, 1963, p.8).




According to Jung, each cfisis in one's 1ifé that
marks the transition from one stage -to ahother, is

E.“ resolved i’n the creation of symbols. This has the -
effect of libeyatioh, the effect of healing. ’This is
fot Jing, where creativity lies, and is that, which -
manifests 1tse1€ in the realms of art, religion, |
phllosophy, science. Jung v1ews the symbol formlng

[ activity as a means to achieve wholeness, which

process he calls, the process of individuatfon; the

'process'which serves to achieve one's own best self.

. To clarify Jung's interpretation of the purpose for

<, whlch 1mages come into belng, Philipson (1963) writes:
' g

Wp“;}thls !manlfestatlon of the uncon501ous) is
y . . exgerlenced for example "in dreams, visions or

fantasies which attack a given state of
3 : i

%
wholeness, the content of such manifestations is

- - perceived as an image, and the effort to

r.
r

.f. >t @l - a ‘ . .
incorporate it into the ongoing counscious proecess
. ;

“may'go through the following‘states' exhréssion

1n symbollc language, the attempt to reduce the

<

d1recb experlence to a ratlonal sequence, giving

vt : pé&sonal and 1mpersonal_or1g1ns; and the hope of

‘o,

.
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1

ass?ﬁilating the experiencé to the now revised

whoig of the personality. (p.9)

In other words, the creation of imaées with
symbolic value is a means‘to transform and assimilate
the contents of the unconscious for the well-being of
the psych%.as a whole. It sa£isfies the need for '
wholeness. The inability to transform eruptions froﬁ
the unconscious into a symbol will leave the person
defenseless against the unconscious, leading to"
psychosis., Onh the other hand, to completely block off

-

eruptions from the unconscious is no solution either.

An over—défeﬁged psyche would lead to barrenness;
-\ '

“...rigid order from which meaningfulness has

disappeared" {Philipson, 1963, p.10). The whole

process is concerned with the human being's need to

. ! : .
give .meaning to life.

Al
‘

Critéria which appear to be essential to
creativity wggld be an openness and receptiveness to
¢

manifestations of the unconscious; lack of it would

result in sclerosis of the psyche. But an "immediate

‘experience without order - the psyche without
’ }

defense", would result into chaos. "Adaptation to the .

$
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claims of the outer world is no more desirable, pure

and simple, than adaptation to the claims of the
innerworld. What is desirable 'is that 'middle path'

which reconciles the iwo" (Philipson, “1963, p.43)i

1

! . )
When this middle path is rer;ached,, the éymbol is
born which came to be called the recéncilipg or )
'gnifying symbol with a transcendent or synthesizing
function of opposed conscious and unconscious factors.
The précess is designated as p;oductive. Inherently,
éhe process involves a change, a transformation of the

personality. This process is viewed as a fundamental

phenomenon of existence.

But Jung warns us to separate the personal from

e

thé collective. This is crucial to the understanding

of his psychology. The contents of the personal
] .-
inconscious, (corresponding to Freud's concept of the

unconscious) would contain those elements of the
-

‘personality that have been reggessed, the complexes,
but could be made conscious by reductive analysis. At

the same time, the collective unconscious contains all

a

the material that has "not yet.reached the threshold

3

' of consciousness" (Philipson’, 1963, p.48).

.
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Symbol-forming acfivity relates to the collective

unconscious. .

L,

N B . 2
“Philipson reports that Jung has found that even

after repressed contents have been made conscious and

+ 1

integtated intolﬁ patient's conscious life, "the

conscious...persists no less than before in its

creative activity" (p.48). .

The analytical psychologist, Eric Neumann writes:

e a

However, -the cohplexes of the personal .

unconscious may sometimes Scrve to release’'a:

“

_creative achievement and not to a neurosis, the
personality has succeeded spontancously or

reactively in going-beyond the 'merely personal

and famiiiar'»elemqnt in the complex to attain a

@

collective significance, i.e. to become creative.

. (1975, p.157). .

¢ ] ar -t
)

Y .

< .
.

. Thus, the creative principle may sometimes.,

encompass personal factors but has its correspondance
3 ‘ .
in the collective unconscious. Neumann (1975%) further
.y — !

writes: "The creative impulse springs from the

S
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collective; like every ‘instinct it serves the will of

the species and not of the individual" (p.98).

It is through symbolism that the contents of the
collective anconscious can be perceived by the
conscious mind. Jung refers to various constructs. of

the contents of the collective unconscious as

archetypes.

on the nature of archetypee; Jolande Jacobi
(1974) writes: "It is impossible to give an exact
definition of. the archetype, and the best we -can hope

to do is to suggest its general implications by
\ A}
_'talking around' it" (p.31).

\
A

She states that:

9
.

In line with Freudian theorﬁ} the whole

unconscious is taken as a mere 'reservoir of

ot

repressions.' But theaeollectiye unconscious is
‘not made up of individual experience; it is an
inner correspondence to the world as a whole.
What is (sometimes) overlooked is that the

» -

collective unconscious 'is of an entirely

~
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different nature, comprising all the contents of
. the psychic experience of man?ind... and it is’

also, overlooked that the collective unconscious

is in every respect 'neutrgl', that its contents
acquire their value and position only through

confrontation with consciousness. (p.60)

-

The archetype as such is in itself nonperceptible
and invisible. One can never ericounter it directly, _
but'indirectly when it is manifested in the archetypal

image, that is in a symbol.

5

: »
‘As explained previously, the function of the

symbol_jis one of reconciling the unconscious with the
conscious. It is when a distressing situation ari;es
in an individual that archetypal material is R
activated. Neumann speaks of tension between ego and
unconscious. He says: "Only if this tension is
endured- and this always calls forth a state of
sufferlng— can a third term be born, which -
'transcends', or surpasses, the oppqsites and éo

combines parts of both positions into an unknown, new

Freation" (1975, p.192).
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. \ .
Thekzérm it takes is the result of the unity’

v
between the unconscious ?nd the conscious. In other
words, rigidity and chaos (Philipson's terms to
describe an over-defended psthe,and‘its opposite, a
psyche without defense) are joined together in ;g;mé
which are significant fog the collectivity but at the
same time represent developmental phases for the
individual. This unity represents, according to Jung,
the essence of the creative process.

Form'can exist even thoudgh nothing is created in
the world of things. It can be referred to the °
capaéity of opening oneself, of integrating oneself,
of o;ganizing one own's liféhqnd giving it meaning.
To give form to opposite tendencies can be referred to
as an attiﬁude{?owards life.

‘Jungfs system of psychotherapy aimf to bring the
patient into contact with'the collective‘unconscious
through interpretation of symbols contained in dreamns
" or artistic expreésion, thereby causing him/her to
understand his/her problems more cleérly. The'personal

knowledge derived from such interpretations offers

some insight into how he/she ought to become.

4

&



To some extent, this method bears some
similarities to the technique used by Naumberg, a
relation that is not sﬁrprising in that she had some

P

Jungian analysis (Rubin, 1984). Similarly, the reﬁson
for the c;eation of the symbol itself bears,s;me
similarities with that put forward by Kramer.
. g /l

Jung's ideas on creativity are c%mplex and to
elaborate any further is beyond fhe scope of this
study. The major implication that his Views haveéhad
on art therapy lies in his interpretation on the'
ﬁé;ure of the symbol and of fgs relation to form.
In ;he next chapter, the relation tﬂat exists between
form, creativity-and health shall be examined, via
another trajectory in the development‘of

» A Y
psychoanalysis;. the Kleinian tradition.

GY—},
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K CHAPTER II
2. _ART THERAPY, CREATIVITY AND THE POST-KLEINIANS

2.1 BRIEF HISTORY OF THE DEVELOPMENT OF THE

POST-KLEINIAN SCHOOL

g~

2

]

~ Although Melgnie Klein's theories resemble those
of the classical ones, they differ in that greater
importance is given to the first year of life rather
thaq to childhood as a whole. She holds that there is
more .in the iqfanf's’felation‘to its mother than the
satisfaction of physiological needs: con§equently,
displacing the classical Oedipal complex, is the

decisive developmental event.

. The infant, she believes, has a vivid phantasy

life which includes a wide range of sexual and

- aggressive impulses. Classical analysis, according to

her, fails to deal with ‘aggression in its most

a

primitive form and the struggle encountered by the
\

infant to resolve the problems associated with it.
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Klein's ideas come into focus when contrasted
_with those of Anna Freud. The psychocanalytic approach

"used by Anna-Freud in the treatment of children could

o

——

not, according to her, be applied to those who were
still under six years old.’The;methodé'of Ahna Freud
corresponded to those used in adulp)psychoanalysié and
as such require that the child be old enough to

cooperate by expressing himself verbally.

In contrast, Melanie Klein invented a technique
of analyzing the free-association play of children.
her work has greatly contributed in developing new
insights into the earliest years of the child's.life

and even into the ea;liestvmonths of life.

In the earliest months two physical procésses are
" of dominant importance - taking in aﬂé giving
out. Milk from the mother's breast is taken in
by the mouth and foilowing the brocess of
digestion faeces are given oﬁt. It seems likely
that the child's earliest mental states are based
on these biological f4cts, so @hat‘what he takes
-in of gets rid of in his imagination plays an

'+ important part in forming his concepts of himself

/
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. and the surrounding world. Psychologically
speaking, the process of taking in is what is
described as "introjection" and that of giving
out is "projection". (Brown, 1961, p.74)
'
'As Charles Rycroft (1968) puts it, intrbjection
is "the ﬁrocess b& which the function§ of an EXTERNAL
OBJECT are taken over by its mental REPRESENTATION, by
which the relationship with an object "out there" is

replaced by one with an imagined object "inside"

(p.77) .

.

Projectioﬁ on the other hand is the process "by
which specific IMPULSES, wishes, aspects of the SELF,
or INTERNAL objects 5;9 imagined to be located in some
OBJECT external to oneself" (Rycroft; 1968 p.

125-126).

Melanie Klein's theories are rather complex and I
do not wish to give them full account‘here. For the N
pufpose of this study'and.for a better understanding
of our subjectylatéf, I will however briefly discuss

her main thesis. She postulates that at the -

pré-oedipal,stages;'therp are two phases'of'

.
\\// : <
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deVelopmeﬁt whigh she calls positions, to bmphaéize

fpe fact that the\phénomenon she is describing
"implies a specific configqration of obﬁect relations,
anxieties and defences whicﬁ persist throughout 'life"
;(Segal: 1964, p.xiii) .-

She calls the fir?f position, the N

'pérénoid-schiZOid position which occupies the first

three to four months of life and which is
characterized by "the infant's upawafeness of
'persons', his relationships being to part objects,
and by the prevalence of‘éblittingrprocésges and \\

paranoid anxiety" (Segal, 1964, p.xii).

»

Essentially, in this position, the representation '
of the breast is seen by the infaht as being good or
bad. The mother is not yet seen as a whole objectgbut
only as gf parts: the breasf, hands, holding arms. 1In

this position, the infant 'is not fully aware of (

itself. o v,

c3

-

Hanna Segal (1964) reports that for this position

to yield gradually and in a relatively undisturbed way
\ P .

. to the next step of development, there must be a e

[ - —_
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predominance of good expe;iences over bad ones. Only

-

thern, do splitting and profection decrease, leading
f I°d . '

towards gradual integration and to the new phase of

development, the depressive position.

. 9 k i
\ This position occupies the second half of the

first year of life and its beginning is "marked by the
recognition of the mother as a whoie obﬁect and is
characteriied‘by a félationship to whole objects and
by a prevalence of integration, ambivalence and

depressive anxiety and guilt" (Segal, 1964,
p.xii=xiii).

¢

During this position, the infant learns to accept
~
ambivalence. ‘It learns that the good and the bad are

both aspects of the same whole object that heée both

loves and hates. To quote Hanna Segal again:
A

When we speak of the infant recognizing his
mother as a whole object, we' contrast this with

both part-object relaiionships and-split-object

relatignéhipg; the infant, that is tp say,‘

El

v o . relates himself more and more, not only to the

mother's breast, hands, face, eyes, as separate

» 7
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(1968, p.62) :
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@

) objec%iiirut to herself as' a whole person &ho can

be at times good, at times bad, present or
A -

absent, and who can be botH loved and
s hateé......Thg infant discovers his helplessness,

his utter dependence on her, and his jealousy of
—— . o .
//)othgf people. (1964, p.55)

I3

- 2

_This experience of helplessness, dependence and

-
3

jealousy, gives rise to reparative wishes; the desire

to fe;creaxe, reconstruct and regain what has been

destroyed through the subject's own hate and

%

" aggression.

.
1t ‘is during this-process called the reparative

process that the basis for creativity sets in. Hapna

-

Segal writes: "The pain aof, molirning experienced in the

depressive position, and the reparative drives _ -

¢

developed to restore the loved interqfl and external

Gquqts are the basis of creativity and sublimation."

- . «

Melanie Klein's theories were an advance on

b ¢ -
]

Freud's in that‘she'gévé a.centrality to the .infant's

early relationship to the degree that the infant very

. ? - €
<

-
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soon begins to loveiits mother in the sense of feeling

something for her.

Peter Fuller (1980) who has written on

psychoanalysis and its relevance to aesthetics,

.
'

explains: ,

In her'system the course’and character of this
relationship is determined not so much by the
quality of the mothering which the.child receives
aé_by tﬁe way in which the child plays out its

innate, «instinctual ambivalence...Klein was

q

concerned with.what she took to.be the.working:-

out of an instinctual opppsitioh between love and
hate, which was not greatly affected by the
- -
hature of the environment. (p.159-160) -

-—

: : ‘ ) ¥,
Not only were Klein's theories considered an

A :
advance on Freud's but paved the way for a great deal

of ‘research into the effects this very first

relationship has on the life of every human being.
According to Peter~Fullef, a decisive step.in
psychoana}ysis éfcurfed with the replacement of &

Melanie Klein's dual instdnct‘theory‘by a full

-
. y,

. f
[l ¢ - Ll
-
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object-relat&ons'theory, "by a theory in which the ’
'suﬂject's neéd to relate to objects plays a central"

part" (Fuller, 1980, 'p.160). -

John Bowlb& (}981) who has (amongst others, i.e.
Winnicott, Fairbain) contributed to the development of
object-relations théory, writes, as an ending to his
monumental research on "Attachment and Loss":

Intimate attachment to other human beingé are the
huﬁ arpund which a person's life revolves, hot
only when he is an infant or a toddler or a
schoolchild but throughout his adolescence and
his years of maturity as well, and. on into old
age. From these intimate attachments a person - -
draws his strength and énjoyment of léfe and;
through-what he contributes, he gives strength’
and enjoyment to others. These are matters gbout
which current science and traditional wisdom are

at one.

We may therefore hope that, despite all its
deficiencies, our preéent knowledge may be sound

enough to guide us in our effort to help those



et

already beset by difficulties and above all to

prevent others becoming so. (p.442)

\ e

Y

The post-Kleinian tradition "represents the most
constructive. development within psychoanalysis, and
/ -
that which, incidentally& has the most to tell us

about the nature of criﬁfivity, visual experience and

their enjoyment" (Fuller; 1980, p.163).

E According to this tradition,’ personal identity

or ego development is attained through a dynamic

. relationship between the individual and his/her

environment, which is first experienced in the

mother-infant dyad ‘and from which all future patterns

more closely allied to affection than it is to

t
Y

instincts.

An investigation of this notion follows.

36

' ~N
-are believed té be built. This first relationship is



2.2 CREATIVITY AND THE SEPARATION/INDIVIDUATION

PROCESS AS DEVELOPED BY POST-KLEINIANS -

v

Although varying slightly in their approaches,

37

the Kleinians regarded ego-development as being based

primarily on introjection of the mother'and/or breast

(Rycroft, 1968, p.80). In general their object

relations t%gg;x\sttempted to demonstrate that
personal identity or the self is attained through a

progressive development from an undifferentiated or

¢
»

egoless state to self-realization and

self-actualization. It is believed that the process,
which involves a continuous reshaping of the internal
self-image with the external world, is first

experienced in early childhood within the

mother-infant dyad.

Starting withs the trauma of birth, every human

being is bound to experience problems of separation

and is obliged to resolve them. The whole process ha

L)
to do'with moving from dependence towards

-

indepehdence.4_;t is characterized by ambivalent

fee]ings_;bout mergence and separation.

8



- According to post-Kleinians, children in the
.earliest weeks of life, fgel at gﬁe°with their mother.
At that stage they are unaware of themselves as a
separate, autonomous human being. GraduaIly'and

progressively, under good ‘enough conditions, they

“become aware of their environment, firéE of their

mother and then, of the fact that they have a separate

identity. -This process of discovery is considered —
: vital for the growth bf every individuai and for the

gstablishmgnt of. an autonomous self.

In "The Power of Form", Gilbert J.-Rose, (1980) a

writer on psychoanalyéis and aesthetics, says:-

»
The creative impulse and the growth of self both
arise %Eom the early undifferentiated bhase of
psychological development when there is a sense
of coaiescgnce between the child and all tﬁat is.
-The sense of self grbwg out of the pfimary uﬁity

of mothéf—child. The boundaries bet&een thém are ,

hazy with constant. re-emerging taking place. The

infant encounters satisfaction, disappointment;

" they repeat. Slowly, bit by bit, forms emerge

f

“w



-39'
and acquire meanings. Mother takes .on a shape, a
form distinct from oneself, and with this éomas
the idea of one's seéarateness in thg world. It
is from this pool of early fluid boundaries of
self ana reality that each of us draws to \
‘create' .our own identity and construct viable
forms of reality for éurselves. In this sense
throﬁgh~tne ego's coordination of psychological
growth processes, each of us is involved in a

garden-variety of creativity, a self-creation.

This initial blurring stimulates the creative
impulse, that is the need for férﬁs, form in its,
abstract sgnsé;which referslto structure, organization -
or in line with Jung's, tﬁéughts,.which refer to t |

capacity of opening oneself, of integrating oneself,

of organizing one's own life.

T According £o post-Kleinians, the need for form
arising from an equivalent need ‘for fusion with the
environmént echoes the original narcissistic fusion of
self with mother and éhe first experiénceé of self as

" a separate identity. This search for one's own
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identity and at the saﬁé‘time of feeling at one with
the universe, echoes the search for and simultaneous
. D
avoidance of mother's intimacy.
It is a process of interaction that persists
throughout life, continuously aiming at

self-realization and self-actualization. It is rooted

in our biological nature.

These moments of experiencing self and outer.
reality, first lived in the mother-infant
relationship, is seen. by D.W. Winnicott aé a "third
part of the life of every human,being, an intermediate
area of experiencing, to4ﬁhich inner reaiity and

external* life both contribute" (1971, p.3).

It is an area of trans%tion from one stage to
another in ordet to adapt to everyday life. The
-transitidnal process as put forward by Qinnicott,

'places imagination in relation to early development
‘ . and the transitional object. "The child's 'comfort
blanket' and other such, transitional objects fervé'as

pegﬁorary bridges between the{familiarity of the self

and mother, on the one hand, and*the strangeness of



the rest of the world, on the other" “(Rose? 1980,
p.112).

%at follovgs,, is an examination of creativity in
relation to the concept of the transitional object and
the idea c:lf imagination evolving from an intermediate
area of l‘experiencing between self and reality in -

relation to creativity.

‘ o 4 o
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2,3 THE POTENTIAL SPACE AND THE SQURCE OF CREATIVITY

One of the main aspect of Winﬁiéott's thésis is
the relationship that exists between playing and
creativity.. It is only in playing that one is free to
be creative:and it is only in being creative that one
discovers the self. Playing according to Wipnicott

has a location, the location of cultural experiegces.

»
’

He desciibes it as follows:

The important part of this’concépt is that
whereas inner psychic reality hés a'kind'éf
location in the mind or in fhe belly or in the
head or somewhere within the bounds of the
ih&ividual's'personaliky, an& whereas what is °
cailed external realigy is located outside those“
bbunds, playing and éﬁltural expeiience can be
'éiven a location if éne uses the concept of the
potential space between the mother and the baby.
(Winnicott, 1971, p.623
The potentidl spacé is seen as a world different
_from the completely subjéctive and inner world qﬁ an

individual -and the actual world in which he/she lives



and which can be perceived objectively. It is that’
world‘which I previously rgférfed to (p.40) as be%ng
an intermediate area of experiencing to which, as
éxplained by Winnicott, “inngr reality and éxternal
life both contrigute". It is characterized by .
ambivalent fe€élings about meréence angﬁseparation and
is first experienced when the baby becomes dimlylaware:-
of the otherness of the mother and of its own
identity. Whén the iﬂfant fegins to sense that
otherness or the d&fference'between self and not-self
phenomena or according to objéct-relations~theory[
bethen himself and tLe object (mother or part of
mother); the'ego begins to organize. Peéer Fuller

i

‘explains: ;

~ The capacity to explore and investigatf this
"potential space" in a situation of trust, allows
the ingividual to develop his internal sense of
place and integration, his sense of external ‘
reéality, gﬁg his ability to act imqgipatively

and creatively upon the latter. (1971, p.203)

It may be useful at this point to mention

Winnicott's emphasis on the relation that exists

-
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between the experience of the potential space and the
presence of a dependable: responsive and caring
mother. Thie, he claifs, 1a£er becomes the basis of
trust and allows for a continuous sense of being, a '
life that has reality in it. He says:

I have located this important area of .
experiencing in the potential space between the
individual and the environment, that which n

initielly both joins and separates the baby and
the mother when ;he mether's love, displayed or
made manifest as human reliability, does in fact

glve the baby a sense of trust or of confidence

in the environmental factor. (Winnicott, 1971,

" p.121)

e .
"It is only in the presence of a caring mother

t#hat the baby~ develops a capac1ty to be alone which,

as he states, "is so nearly synonymous with “motlonal

" maturity" (Winnicott, 1965, p.31).

It- represents the foundation on which
sophisticated'aloneness is built; being able to enjoy

Being alone. - He further states:
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It is only when alone [tg?t is to say, in the
pregence of somebne] that the infant discovers
his 6wn personal life. The pathological
alternative is a false_lffe built on reactions to
1 external étimu}i. When alone in the sense that I
am us;ng the term, and only when alone, the
infant is able to. do the equivalent of what i;\an.
adult would be called relaxing. The infant is
able to become unintegrated, to fioundér, to be *
in a state in whichlthere is no érientation: to
be ablg to exist for a Fime without being either
a reactor to an external impingement or an active

person with a direction of interest or movement.

(1965, p.34)

As he points out, the state of being alone is
paradoxically "something which always implies that
someone else is there". -

The experience of the potential space is seen as
a defensive denial of the separation between the baby

and the mother. The infant, through a growing sense

of awareness begins to rfjoy experiéhcég~22§ed'oﬁ

s

H
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imaginative deniél of sepa;ation_iﬁ a relationship
that is to be found reliable. : The comfort blanket,
and later on,‘the teddy bear, doll or soft and ha}d
toys to which children become deeply attached, are
closely linked with that process. It is through these 9
objects, called by Winnicott, transitional objects,
that children‘éxplore and oftentimes playfully deny
th‘ sepa;ation and relationship between themselves and
the external worla. These objects are symbolicalvof
some part-objec‘~ such as the breast and are also
symbolical o% thg union of thecbaﬂy and the mother.
When symbolism is employed, the child is already. able
to distinguish between inner objécts and external
objects. “..:when we witnesslgn infant's employment
of a trangitioﬁal pbgect,;the first ﬁot-me possession,
we are witnessing bothﬂthe child's first use of a
symbol and the first éxperience of play" (Winnicott,
1971, p.113).

The use of the transitional objégt disappears

74

gradually and completely when self agh objeét are

.

differentiated from each cther and whefy the separation

L4

i

from an object no longer 'threatens a lossﬁbf self. .

" While the trénsiEibnal object disappears, the
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transitional process remains and is considered an

P

essential instrument of adaptation.

o

It is experienced again and again in our search

for equilibrium between the inner’ and outside worlds.

o

This transitional process corresponds in mahy

respects, to Jung's concept of the symbol whose ¢

e
o

function is to-'reconcile the unconscious with the

- * . *-, .
conscilous.- Rosemary Gordon, who is a Jungian, writes:

."The concept of the 'unconscious phantasy', which

Melanie Klein developed, and which she defined as the

» N
'mental expression of instinct', is strangely

analogous to Jung's concept of the archetype" (1978

-

p.32).. S . '

1 - . /"
» o .

Although the infant experiences tremendous

pleasure associated with play, Winnicott warns.us that

this typé of playing is of a non-ordiasb%e kind. It is

not ounded on the pattern of body functlonlng but

fo nded on quy "experiences. He wrltesa

o ,n ¢

In the average good experience in this field of

management [that starts so early, and that starts

[l
R

- i
1 '/\ )
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and starts égain]jthe baby finds iﬁtense, even
agonizing pleasure associated with imaginative
play. There is no set game, so everything'ié
creative, and although playing is part of =
object-reléting, whatever happens is personal to
the baby. EQerything physical is imaginatively
elaborated, is invested with a first-time-ever
. dquality. (Winnicott, 1971, p.119)

This type of playing is, according;;g Winnicott,

‘suﬁplementafy to the concept .of the ‘sublimation of
instincé. It is notwrelgﬁed to physical excitement in
erotogénic zones, as with masturbation. If it is;
according to Winnicott, thefi the playing stops. It
belongs to the interpiéy in the child's mindbof
subjective féctors and factors,that‘;re objectivelf‘
perceived. "...we leave out something vital if we do
nét_remembertthat the plax of a child i;.not happy |
when‘complicated by qui%y excitemenks wiébrthéir

physical climaxes" (Winnicott, 1965, p.35). R

R ] . .
3 . "
<@
@ @

The potential space and that of playing is first
experienced in object;relating,‘that is when the

infant becomes aware of the existence of the mother.
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“

: . .

‘It is, so to speak, in the accentuation of‘this
phenomenon that the‘chila, with the help of its ’
mothei, will or will not spcéeed in going on being."
According to object-relations theory, in the earliest
stagés, the child experiences a state of omnipotencé
and control in the Qorld; a subjective world. This
ié, according to Melanie Klein} the parqnoid-scﬁizbid

position. The only thing the infant'isquape oﬁ/is

itself.

o

When an infant U\Eomes éware of its mofher; it
also realizes.i;s dependence on per. From this comes
feelings of wishing to destroy associated witﬁ
feelings pf“denial. Melanie Klein refers to this phase
of development as the:gepressive’posi£i65;‘it gives
rise to reparative wishes; the desire tp re-create,
recaonstruct and regaiﬁ'what has been degtroyea through
the subject's own hate and aggregsion. in other
wcrdslain this position, once the infant becomes aware
Sf its mother, it realizes its depenﬁence on her which
caused it to want to destroy her, to deny that she |
exists. Feelihgs of guilt then arise from having

wished to'destrby her. Consequently, out of guilt, the

\infant Gahts to re-create and regain the logpd object,
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o

Unconsciously, the child hates its mother for
loving it. The unconscious Qgstruction of the pbject
involves thé subject (the infant) placing the object
ou;s{&b_the-area of’pmﬁipotent control (which is
relative to external reality) and the recognition of F

the object. It is only after the object has become

real or external that the subject hay destroy the

object. Moreover, the object will survive (if all -

goes well) tﬁe destruction by the subject. 'Then the

subject will be in a position to use the object.

Winnicott (1973) says that:
L

Thiéldéstruction becomes*fhe upconscious ~
Backcloth-for love of a real object; that is, an
objécﬁ outside the area of the subject's
omnip;tent control...The destructiveness, plus
ﬁhe object's survival of the debtrﬁctién, places
the objecE‘oqtside the area of objeéfs set up by
the subject's projective mental meébanisms. .In .

this way a world of shared reality is created

which the subject can use and which can feed back

other-than-me substance into the subjebt. (1971

p.ll;) . )
. \ ) . .

— : .




It is through this phase that .imagination Seginsl'
for the individual and where the idea of magK%
originates. "Confidence in the mother makes an
intermediate playground here where the idea of magic
6rigiﬁates, since the baby goes to some extent
experience o'mnipotencéﬁ (Winnicott, 1971, p.55), fhe
child starts playing when the loving mother is felt -to
be reliable and therefore available when remembered

' P '
ten. ", . .accordin he ntls—i-

N o &1
tten. ding—teo—the—infan

after being forgo
g%owing ability to account for failure of adapfation'
"and to tolerate the results of frustration (Winnicott,

-

1971, p.13)".

If all goeslwell, the infant's ability to adapt
is achieved through a gradual lessening of mother's
own adaptation to the infant's needs. (if all goes

AN

wéll) . ‘
. 4
The experience of illusion (when mother responds
to the infant's needs) allows the infant to believe

that there is an external feality that corresponds to .

its own capacity to create whereas the experienceg of

disillusionment initiates the infant to accept

3 ' -

~
, . . \\
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- external reality. The £q§k-of reality-acceptance is
according to Winnicott never completed or solveé. No
human being is free from the tension’ip relating inner
and oﬁter reality. waévei, relief from, this tension '
is provided by an intermediate area of experiencing,

that is arts, religion, etc.

o The transitional phenomena which belongs to the

realm of illusion allows the infant to develop a

therefore to develop a sense of being and a sense of

external reality. \', N

Of course, things do not always go well. In
‘referming to the potential space between baby and

mother, Winnicott says that: "exploitation of this

7

area leads to a pathological condition in which the
individual is cl#ttered up with persecutory elements

of which he has no means of ridding himself" (1971,

p.121).

According to object-relations theory; creativity
belongs to the individual's approach tg external

reality, varying in accordance with its Very first

L4

«\
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experience of it, its first experience of relating to

objects.

Creativity is linked, on the one hand, with the
need for fusioﬁ with the environment-(first the
mother) and on t}xe, other hand, it is linked with the "
need to differentiate the self from the external
world, the need for form, structure and organization.

The transitional process is a means to integrate those -

—

" two fundamental needs.

3
nett

¢

This integration is the source of aesthetic
forming-responding. Peter Fuller writes: ",..aesthetic’
emotion,is involved w{;h this nexus of the submergence
of self into the environment, and the difﬁe;entiation
of self out from it" (1980, p.199). Art'allows us to’ .
accept outer reality by altering what is -there
outside, and making it closer to oﬁr inner reality, -in

our attempt to reconcile the two.

1

AN

In what follows, I shall discuss ‘the 'relationship

that exists between art and the potential space. *
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2.4 THE POTENTIAL SPACE AND ART

This intermediate area of experiencing,
ﬁnchallenged in respecf of its belonging to inner
or external [shared] reality, constitutes the
greater part ‘of the infant's experience, and
throughout I}fe is retaihed in the intense

expériencing that belongs to the arts and to ‘

[
1

hext

. . , — oo
religion—and toimaginative living, and to

creative scientific work. (Winnicott, 1980, p.16)

The idea of transitional phenomena places the

.primary and the secondary processes on the same time

and space continuum, interacting on all levels and

.

aiming at integration. The two processes are

complementary rather than opposed. The coexistence of

_these two basic principles implies that fusion and

separation are interactive in an ongoing life process.
. [ 4
The primary process seeks direct gratification
and discharge of id impulses originating in . human

instincts, manifesting a disregard for logic and

rationality. It corresponds to the blissful state -of
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fusion with mother. The secondary‘process operhtes
with logical thoughts, reality and neutralized energy. .
It corresponds ‘to separétion and the outside world.
Creativity would be synonymous with the integfation oi
the two. Inhibitions to creativit? are ascribed as
;fears of returning 'to an undifferentiated‘state where
self and object become blurred, the result being an
.overdefended and-rigid)persbnality or as Jung put it,

a sclerosis of the psyche.

Most people have no clear awareness of their
alienation from creative living because of too much
compliance vis-a-vis the demands of society or its

- . A
' opposite, not enough compliance.

o

. To this effect, Winnicott (1980) says:
People may be leédinq saéisfactory lives and may
do work that is even of éxceﬁtional vélué and yet
may be schi;oid o} schizophrenic. They may be
y ill in a psychiatric sense because of a w?ak
reality sense. To balance this one would have to
state that thefe are others who are so firmly

anchored in objectively perceived reality that
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they are ill in the opposite direction of being
out of touch with the subjective world and with
the creéative approach to fact. (p.78) .
The transitional process of which the
transitional object is an early manifestation, is a .
means to establish equilibrium between our world and
the objectivé knowledge of reality. It is first

experienced in playing (in the sense that Winnicott“

sees it, which excludes gémes, a process akin to the
concentration of older children and adults) and is

related to growth and, as previously discussed, to the

development of imagination. - o,

As mentioned earlier, this process which /
continues throughout life and which aims at
self-realization and self—actuaiization, is perhaps = |,
best expressed or reactivated through art. Arg
corresponds to very early phenomena where, as
Winnicott (1980) put it, "the deliéacy of what is . 7
preverbal, unVerbélized, and unverbalizable excgpt

perhaps in poetry" (p.131) can be relived.

~

Rose (1965) explains the situation in terms of a
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dynamic of the drives, represged'by the ego:

What was one (early fusion state) is now the
artist and the work in a narcissistic @nte?action
of rapprochement and detachment, with gradual
correcfion in the light'of reality testing and
the ego idéal; By making the work serve as -a
proxy, the artist’can vicariously relive'the

primitive experiments of testing reality by

repeated fusions and separations. The art work
is built up and melted down again” and again,
repeafing sécona-hapd the building up, and
ﬁelting down of psychic structure in its

<

emergence from narcissism. (p.73)

It is to be noted that the artist is not
repeating over and over again the same early -
experience. What is repeated is the process by which

each time, something new is created.

»

2

'Rése further states:

v
+

In this way, the artist can give him- or herself

up to the art work,,gbmetimes with the intensity'

A



of an addiction, and impress him- or herself upon,
it in repeated alternations of acfive mastery and’ )
passive surrender, of controlled fuéion, 1e£fing,

go and reimposing control, to rediscover depths

and limifs. The artist resamples tﬁe earliest

body imagery, perhaps in aﬁ unconscious fantasy .

j of‘fusion and rebirth. The intensity of

instiﬁctﬁal forces is reduced, self- and object

1

representations become further refined, more

- internalization takes place, and, in the process,
> additional psychic structure is built for further

‘ w

oo drive neutralization. (p.73)
s

™ o So art is not a return to infantilism but is

rather a'renegotiation with self and others,

discovering new facets of reality.

¢

Rose refers to Greenacre's 'love-affair with the

world' and Buber's ‘'intercourse with the being of the

unknown' which are good examples. 4

AN

. Within the frame of art, the artist permits self

boundaries to expand, testing and piaying with the

boundaries of reality, a process which demands

]

(-4

P

ETe
23
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metaphorically a toleration of the fear of a Ioss of ——
sei}. A parallel may be drawn with the toleration or
courage of an auphentic.intimacy with another‘person's
demands, which involves the fear of being totally
absorbed by the other, the feamof losing one's

. autonomy and independence (i.e. the infant'shavoidance

§f mother's intimacy), and in the adult's' submission

to-the sexual desires of the partner.

It is the continuous experiencing of encounter

) - and re-encounter that is thé‘significant
happéning from the viewpoint-of ultimate
créativity. Sexual intercourse is the ultimate
intimacy of two beings in the fullest and richest
.encounter possible. It is highly significant

that this is the experience that is also the

highest form of creativity in the respect that it’

can produce a new being. (RolloQMay, 1975, .p.99)

v

7

Art and/or creativitf stem from the need of the

individual to differentiate oneself from others and at
v R4 -

the same time to be part of a larger whole. A writer ,

who writes clearly about the process of creativity in

% these terms is Joanna Field (Marion Milner).
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Furthermore, she has'greatly influenced Winnicott in

his elaboration of the concept of the potential Spacéq

4

She writes: "To be able to break down‘the barrier of

spaééjbetween‘self and other, yet at the same time to
be able\po maintain it, this seems to be the ééradox
: of’creativity" (Field, 1957, p.144). j/

Pty .
According to Milner, art offers, 'in an as-if way,

the opportunity of losing and refinding oneself in a-

wider integration of inner and outer reality, a,
dynamic which has an effect ofbreplenishment and of
enhancinq self-esteem. -It accommadates both ambiguity
and gontrol,‘;harpens thoughts and feelings and brings\
a solution to the need for fusion and separation. It
implies that work has been done.
. ’ - ) —
Milner (1983) writes about art:
, ! -

and what I had not known, until the study of the

method of the free drawings had forced me to see

it; was that ... hate ... is inherent in the fact

that we do have to make the distinction between

subject and object (p.131).
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She adds: ' ’

fhis hate that ié inherent in the facﬁ that we do
. have to make the distinction bepween'subject and

object, if we are to develop¢at all beyond blind

instinct, is overcome in a particulaf way tﬁrough

the arts. It i5 surely through the arts that we

e ————

: -Te] sogether into a particular kind of new

2

deliberately restore the split and bring subject

u;ity. What I had not seen cleariy before was
that in the afts,,aithﬁugh.a it of the optside
E‘ co yorld is alteréd,,distorted from:its rnatural" \
3 - . shape, to fit the inner experience, it is still a

$ , 'bit‘of the outside world, it is €ill péint or

stone or spoken or written words or movements of

bodies or sounds of instruments. (p-131)

1
I a

In trying %o altér the;ogtside world‘to fit the
inner, one has to redbgnize the outside as being real.
- AgEOHding to winnicott,\it is o;;y when’external
reality is accepted that a world of shared reality
between the iﬁner and outside world, can be created.

2y

In referring to art and its resonance to our first




+

relationship with the mother/ Milner further states:

It is still a bit of the'outside wogldh but the ;

différénce is that work has been done, there has
» been ‘a labour to make it nearer one's inner
conception, not in the way of the practical work
of the world, but in an "as if" way. Thus it
seemed that the experience of outer and inner
coinciding, wh&ch we blindly undéfgo when we fall
in love, is conscious;y brought about in the
; arts, througﬁ the conscioq§ accepténce of the
as~if-ness of the experience and the conscious g
manipulation of a malleable material. So siig;y
it comes about that in the exé ience which/we
call the aesthetié one the cadse of the primary .
hate is témporarily.transcended. (Field, 1983,

oy J

g } p:131)

v

* N
In trying to re-create what is outside, one may N

attempt in an as-if way or fantasy, to have it
14

“

¢ . permanently under control, in order to experience

‘ omnipotence as is the case/with the infant. Creativity

»

stems from the individual's dqcial of reality. It ,

+ + stems from tq§ primary hate and love of the mothef.

-

N Pl
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Rose extends the argument to include th 'strengthening

2

1 4
of the ego:
It may be suspected &hat an experience as complex

and as gratifying on so many levels must serve a

-

function beyond that of diversion. The .
congruence between the dialectical structure of
aesthetic form and the min@ makes ér£ especiaily
suitable to provi;ie the ego with prbl;&ms on
which it can test and. perfect its capacities.
(Rose, 1980, p.201)

The idea of the potential space and its

relationship to creative imagihation remains of the

greatest importance in the development of a ‘creative

'attitudé. The art work represents SFTrather is a

.

transitional object which serves'a function of
bridging the familiarity of the ;self and the
strangeness of the rest offthe world or, in 1iné with
the.Kleiniaﬁ system, which sd&rves the,funcﬁién of
transcending the primary hate, function of restoring

and repairing what in the mipd has been destroyed.

+ -

: ™ :
The concept of art as being the result of these

) /’~
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reparative impulses will be examined in the next

o,

chapter.

64
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2.5 ART, A MEANS OF REPAIRING

, As discussed earlier, (p.30) at the pre-oedipal
stages, Melanie Klein postulates two phases of
development, these being the paranoid-schizoid

position succeeded by the depressive position.

’ In the first position, the infant has no
awareness of an existing, world apart.from itself. Its
relationship is to ﬁart objects (the breast) being
good succouring and gratifying or being bad denyiﬁg
and frustrating. The infant usually seeks to
introject the Qood‘breast, (imagining it is ins%dé)
which is a source of well-being and to project the bad
breast (imégining it is outside) which it perceives as
'a persecutor.

"The leading anxiety in the paranoid;schizoid'
position is that the persecutory obiect ;r objects
will get inside the ego and-overwhelmAand annihilate .
both the ideal object ‘and the self" (Seéal, 1964,

p.13).
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Splitting, which is characteristic of this
position relates to an increased idealization of the
good object, to keep it aﬁart from the persecutory
[ .
object. To overcome the anxiety of being annihilated,

the ego resorts to a series of mechanisms of defense

where projection and introjection are used to keep,

persecutory and ideal objects as far as possible from

»

/
/

each other.

€

in this position, the infant oscillates between

blissful states of fusion with idealized objects and

states of hate and persscution when it feels its
objects are bad. Its love which is directed to its

ideal objects and its Hate which is directed to its -

bad ones refers, in the Kleinian's system, to an

e~

inborn polarity-of life and death instincts.

Segal writes:

The immature ego of the infant is exposed from
birth to\the anxiety stirred up by the inborn

. v .

polarity of instincts - the immediate conflict
between the life instinct and the death instinct.

It is also immediately exposed to the impact of

.
N L.
-
.
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external reality, both anxiety—producing} like
the trauma of birtg{ and life-giving, like

warmth, love and feeding received from its .

~

mother. (1964, p.1l2)

In other words, both life and deéth instincts are
met with anxiety. She further states: . |
~
When faced with the aﬁxiety produced by the
death instinct, the ego dgfledts ii. This
deflection of the death instinct, described by
F;eud, in Melanie Klein's view consists partly of
a projection, partly of the conversion of the
death instinct into aggression.. The bgq\éplits
itself and ﬁrojgcts that part of itself which
contains' the death instinct outward into the
original external object - the breast. Thus, the
breast, which is félt to contain a great part 6f
the infant's death inspinct, is felt‘éo be bad
and Ehreatening to thenego,‘givingirise to a
. feelingﬁof persecution. In €hat way} the
original fear of the death instinct is changed

into fear of a persecutor. 1964; p.12)



Through studies of case—histpries, we may say
that fixation points at that stage lead to psychosié,
Ci.e. paranoia and schizophrenia. Splitting may not
only occur in terms of the good and the bad object;

- The fragmentation can also be'éxperienced as multiple.

The intrusion of the death instinct into the
breast is often felt as splitting it into mgny'
bits, so that the ego is confronted with a
multitﬁde of persecutors. Part of the death
instinc;-remaiﬁing in the self is converted into
aggress%on Fndrdirected against the persecutors?
(1964, p.12) |

"But the ego is not only confronted with
persecutors, it is, accérding to Segal, also
confronted with the ideal object. Impulses
originating from fhe ¥ife instinct are also’projected
outward in order to create an object that will .
correspond to the ego striving for love and the
preservation of life. "“As with the death inst&nct; so
with the libido. The, ego projects part of‘it outward,
and the remainder is used to establish a libidinal
ffelétionship to his ideal object" (p.73). '

b}
4
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To grow out of this position, Melanie Klein
believes that there should be a predominance of good
experiences over bad ones. The ego, identifying with
the ideal objects; acqpires greater.streﬁgtﬁ to cope j
with anxieties and to infegrate the pefSecutors and

+

'iéeal objects togethér.

In the second position, the debressive one, the
infant gradually comes .to acknowledge that the good
and the bad are‘aspécﬁs of the same object, the mother
that it both loves and hates. The recognition of the
mother as béing a whole persoﬁ implies the.recognitig?
that ‘'she is living a life of her own. Instead of
split objects, good or bad, the infant sees a whole
object.both good and bad, bringing forth a new anxiety

situation. nstead of fearing attacks on the ego by

persecutory objects, the infan%t now fears the loss of
that loved ébject ile hating it. ng'aggreséive'
impulses still operatiwe from the paranoid-schizoid
position wi£1 be re-experienced but this time with the
feeling that the infant hag lost the good object

through his/her own destrudtiveness. Intense feelings

of loss, gﬁilt and dgspair ise. The infant feels

¢
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.hopeless avout regaining what has been destroyed.

However, if in the first position enough strength

to cope with anxiety has been developed, the infant
- o

" will, through recogniéing that the loss is a

consequence of his/her destructive attack, try to
regain the loved object by his own love and care.
"This experience of total desolation then 'gives rise
to reparative impulses- to an overwhelming desire that

what has been destroyed must be re-created,

reconstructed and regained" (Fuller, 1980, p.115).

It is believed, according to this theory, that

the capacity for restoration of the good object, is a

fundamental process underlying artistic creativity."
In other words, out of destructive impulses,
associated with the death instinct, the artist

» .
experiences unconscious guilt feelings and. therefore

- the wish to reconcile himself/herself with the world

and to become one again; the blissful state of fusion
with the universe (first with the mother) which igs
associated with the life instinct.

e

It is claimed that out of this process'of
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reparation and reconstruction, the artist aspires to
earn self-respect, which corresponds to the infant's
longing for the lost mother.

Rose explains that unconscious remnants of
omnipotent feelings from infancy plays an important

role in the impulse to be creative.

Aéﬂthe infant develops, the beliefvthat his or
her own gestures, sounds and wishes control the
worl& around and continuous with him or her must,
perforce, be givén up. But not completely or all
at once. As it becomes getached from the child's
own self, omriipotence becomes gttributed to the
parents, who seem godlike, even £hough thé child
now knows him- or herself to be Weak. When the,
parents, too, are little by little removed from
the pedesfals where the child”s imagination and
need placed ;ﬁem, the remnants of the belief in
omnipotence are reintroduced into the child's own

concept of self, but with a difference. (1980,

p.63) L ) .

» v )

The grandiose notion the child had of himself is
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trAnsformed into perfectionistic goals in order to
earn self-respect. The above quote by Rose
illustrates stages the child, ofteﬁ\painfully, has to
go through in order to reach maturity. We may say that
the artist engaged in the process of making art, has
to go through similar stages in order to make peace
befween himself)herself and éthers. Self-actualization
implies that the brocess be coﬂtinuoéély repeated, as 'i“~
is implicit ip the process of growth.‘To this, Rose oo :.¢5V~m

;
:
‘ . . S
h

further states: - s

Théese intérnalized goals, to which‘we give the
'name ego ideal represent‘a personal standard of
- perfection. The artist endows his 6r her work
A\\ with this ego i&eal of perfecfion. And with the
‘ work, the artist woos the worid into reinforcing
and confirming the original sense of an a}l-good
and all-powerful self before it was humbled in
childhood byiqn increasing awareness of realistic

self~-limitations. (Rose, 1980, p.64)

Sélféesteem is strengthened when the artistimeets

with success. ' ' ' ‘ rlm

:‘ . : W
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If the artist's work is 'successful', i.e., given
favorable recognition, it may be worshipped like
an icon, while the artist becomes a high-priest
-or culture hero. Unconscious self-criticism may
be mitigated and further self-aggrandizement may
accrue by ugconsciously equating beiqg creative
with being like God..... The result will be

pleasure, experienced as renewed self-esteem and

heightened secondary narcissism. (Rose, 1980,

N .

p.64)

Given Kramer's description of the process of
sublimation previously referred o at the beginning of
this thesis (p.16): "wherein drivie energy is deflected
from its original goal and displlced onto achievement,
which is highly valued by the ego, and is, in most
instances socially productive", one may ask - in which

way does the concept of reparation differ from Freud's

view of sublimation? ’jr

P

*

- An examination of the. essential differences is

/

presented in the next chapter.
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CHAPTER III )

3. ART-MAKING: A DYNAMIC EQUILIBRIUM

3.1 SUBLIMATION AS A WAY TO. ESCAPE NEUROSIS VERSUS

CREATIVE INTEGRATION

»

n classical theory, the concept of sublimatioxz0
“a mpts t:: explain the developmental process inherent
)in the transformation of-an excess of the libido or
sex instinct seeking discharge, into non-instinctual
forms of. behavior, which are socially acceptable. The
inability to sublimate would lead to neurosis (caused
by repression).
_ 4

The process of sublimation is related to the death
and life instinct. Freud believ;d that human beings

are driven by two equally innate contradictory forces:

the drive to live and the drive to die. .



Aggression, destructiveness and the drive for
1
control would be impulse, originating from the death

instinct whereas, séxual impulses and love would-\‘>

originate from the life instinct. .

.

-

Loosely, the death instinct (Tﬁanatos) refers to a
wish to aAnihilate oneself and to destroy others
whereas the life instinct (Eros) refers to
self-prese;vative instincts.’
¢
Death instihcts which are contrary to life
instincts, are not so easily grasped.

4

Brown (1961) defines them as follows:
‘ e / \

The Death instinét is quite separate from libido
and represents, in fact an innate destructiveness

and aggression directed primarily against the

self. While the Life instinct is creative, the
Death instinct is a force which is 6onétant1y / i

)

'working towards death and ultimately towards a
return to the original inorganic state'of e ,

complete freedom from tension or striving. Ap.ze),
A :

- .
2
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It is to be noted that, as with\the libidb, death

. instincts are glso liable te repression and therefore
. \

N . L
. to neurosis.
~ ) . v .-
L 3 ) ) ‘;‘*, ‘ - 3
‘It'is because of its relation,to destruction that .
R ) o ~ o
=< °  the death instinct has often been iticized. For
¢ - .
,

ékample; if-we,consider that death-dis the ultimate S

reduction of tension,’ how cduld it be related to the

<
o y agtive, impulse to destroy? Fromm voices it as follows:
v . Voo, T . 4
q" { ! + - ’ L3 &-(‘
e T . . 'If ‘we asgume, following Freud's reasoning on the .
¢ . - . , ¢
' l A ) ../l . . L3 .
* Ve : , basis of the repetition compulsion, that life has
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The concept of the death drives which has been

-

introduced by Freud in Be ond the Pleasire

Prlnclple publlshed 1n 1920, is not necessarily -,
to be seen as a wish or desire to die but rather
as an §yareness of death belonging to'the normal
process of-all human beings and which cannot be

experienced directly. "“Freud speaks of the death
. . ’
drive as a 'mute' energy" (Ricoeur, 1970, p.294).
' i
]
' h )

. N N

The semantic of the degire for death is differesit

«

. from the semantic of the desire for life. d&ggon makes

. N * : v
the point that: " | (
K
Most psychoanalykts, ... including Freud ih his
e .
2 1ater yearsf could not accept that the death

o

1nst1nct might possibly express ditself directly

1n terms of an actual w1sh for death or even 1n .
/
the capac1ty to have a mental representatlon of,

“it. 1Instead they came to belleve that- the death

o

1nst1nct is really a "sil nt" or a "dumb" ' bt
instinct, and that it can therefore express

itself only %n_terms of ither a fear of death or

as aggression. (to78, p.27)

2 ¢
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One can understand the principle of fearing death

and even .of repressing or denying it but why should it
express itself in terms of aggression? Acconding to
object-relations. thgory, this occurs because we

project part of our- inborn death instinct outward;

since this is perceived as bad, the egd’iransforms the

remaiﬁing part into aggression to protect itself.

- £

When a mother is perceived as separate, babies

playlat destroying.£heif mother and out of the guilt

[

f having destroyed what they iove, they élé! at
re-creating her.,'Feelings of des£ruction arise from
thead;nial that something exists‘separatg from then. .
In other words, to recognize that one is living as a
separateféntity is to recognize that one wgll die,’ We
can understand that the need to meﬁge is a reactigﬁ’
against aeath and therefore aséocidtgd to a life .

drive. But its opposite, the need to differentigﬁé'

4 .

" oneself, which is related to Heath drives, could also

be seen as a wish. : ‘ \

. 3 v
- .

" A good life denies neither its real and often
' painful difficulties nor the dark aspects. of our

4 4
psyche; rather it is a life in which our™

r




" experience creative living.
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hardshigs are not permitted to engulf.us in
despair, and our dark impulses are not alldwed to
' draw us into their chaotic and often destructive

orbit. (Bettelheim, 1983, p.110)

3

o

It seems that uniéss we deal with the fact of
death, we cannot Hevelop 5 capécity to live.
Agéression, destrucéiveness and ‘the drive for cqntrol
éan.perhabskbe explained from the individual's

creative reaction against death and not so much from
& :

"the fear of it. The fear of death would iead to a fear

of life. Instead, it is in facing it that we can

In fact, as pointe ”5§>Winnicott, inhibitions ;re the .
;esultvof‘a fear gf returning~to an undifferentiated
staté whé;é self and object aée fuéed; A rigia
'pé?soéalit% ¢an then be equated with a dead soul.

L ’ ' ' '

" "And botl (meaning F*eud and Jung) believed that

v,

‘the knowledge of his.own impermanence and mortality

acts in man as a major force in his psychic life and
development" (Gordon, 1978, p.26).

.v(‘
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Paul 'Ricoeur (1970) who has examined‘Fréud's
writing on the subject of the death drives writes:
Liviné things are not put to death by external
forces which surpass them, as in Spinoza; they
die, théy go to deéth by an internal movement:
'éverythiﬁg living dies for internai feasop...ggg
aim of all life is death./ Better - or worse? -
life itself is not the will to change, to
develop, but the will to conservesitself. (p.290)
This seems to be a paradox when one thinks that
living creatively involves changes, growth and
de&elopment. It is as if, withoyt the déath instincts,
life would bé experienced as a platitude aﬁd therefore
not wbr;h'livinéi Contrary to death instincts théh'
are assbciated Vith hate ahd“dest;uction,.life
instincts are fﬂe ones that prombtAus to love one
anothef,and to procreate and proioﬁg our l;ves'iﬁto '

r, L]

the creation of new beings.

Paul Ricoeur further states that:

a

\

| : -




, recognition that both drives exist in us.

81

If the living substance goes to death:by an inner
movement, what fights against death is not
. something internal to life, but the conjugation

of two mortal substances. Freud calls this

. conjugation Eros; the desire of the other is
directly implied in the emergence of Eros; it is
alwaés with another that living substance figﬁis

© against death, against its own death, whereas l

' "when it acts separately it pursues deatﬁ through
the circuitousgpaths of adaptation to the natural
and cultural environment. (p.291)

i _ "
Life instincts would then tend towards the need

for fusion whereas death instincté would tend towards

v

the need to differentiate oneself, to the need for

self-actualization. It is from the dualism of both
that human beings find meanings to their lives.

Psychological ‘'health may therefore be found in the
| . . .

\\.‘\

~We may say that both processes are infuéed with

v o

contradictory feelfngs of hate and love,* aggression

and sex which, by being contradictory and therefore

~

intolerable (ambivaiené) seek and demand ihtegfation.

2

\
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<

In Jungian, Kleinian and post-Kleinian terms,

integraiion is achieved through creation.

2

In classical theory, the process is explaihed in
terms of the spblimation of instincts. At this point,
a brief recapitulation Qf'Freud's basic concepts seem;

necessary to fully understand what sublimation means.
~ 7’ - .

-

- '
o ‘

{
'The inner proce s or psychic structure (the soul)
is presented as being composed of the id,«vego 'and
stperego. Briefly, the id represents all primitive _—
ten&encies, impulses or instincts. .It is active,
demanding aiming at direct and immediate satisfédtion.
It knows no values, no logic, no moralityl. It is
governed by the pleasure principle.

\ *+

The ego takes the realltv pr1nc1p1e into account,

the prime function belng one of coordinating the
demands of the external world and of the 12. It
includes conscious and ﬂnconscious elements.

The superego, which is equated with conscience,

arises from the moral dictates of our parenks (and is °

o
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’
v

therefore cultural) which, bf a proéess of ‘\l
identification, is taken within us. It is only in

part, conscious.

An individual's character structure is the result

of the struggle between these three components.

The libido, which we have seen is one of the life
instincts and which appiies to any pleasurablé
sensations related to body functioning, develops in a
definite chronological sequénce from birth onwar&s. )
The process involves three maturational stages’

7/ 3
" centered on the pleasure derived from specific
N k1) ——

l erotogenic zones: mouth, anus and genitals. Althbugh
these pregenital phassf are biologically determined
they are also influenced by the parental attitudes and
eQénts experiehced while passing through them.

The éase‘or diff&culty experienced by the child
1 in passing tﬁrough‘the pregenital pha%es has a
' fundamental influence upon its later attitudes ‘as
an adult towards such basic forms of behavior as
giving and taking, defiance or éubmission, love
or hate and towards such sentiments as stinginess-

\

oF



84

or generosity, optimism or pessimism, interest or

indifference about others. (Brown, 1961, p.%4j

o
a

If difficulties encountered in passing through
these stages are too great in intensity, growth is

»
arrested through defensive mechanisms aimed at
- .

avoiding the anxiety produced by the conflict.‘ The
arresting growth, calléd a fixation, will remain
important in the formation of the individual's
personality and‘%ight in adulthood, under the
influence of social pressure,_bring a regression to '

it.

.

n

For example, if a fixation occurs in the oral
stage in which the primary activities are of receiving

and taking (sucking, incorporating and biting) from

"the mouth, the individual's character will have as, a

major defense, projéction, denial and introjection.

The anal character, whose phase is characterized
by giving and withholding, (expulsion and retention)
will develop defenses such as intellectualization and

reaction formation. ’ o
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The aim of ‘gratification in the phallié stage‘
being heteroZaxualizing interaction (penetration), its
cofresponding»character will develop as a major
defense, repression. -
If no fixation occurs, the person will develqp&a;
mature sexuality (genital ééxuality) which combines
- the pregenital (always présent) with the genital
drives. A sexual perversion can only manifest itself
when pregenital drives supersede the genital ones, the
goal of the latter being intercourse and orgasm. The v
genital character has as its @ain defense or rather
adaptive mechanism against pregenital iibidinal

drives, sublimation.

Defenses accur when an immediate satisfaction of
id impulses are dangerous-té_ouf well péing by fear oft
punisﬁment and guilt. In other wofds, the function,of -
defenses is to biotgct the ego from eithér»s?ciety,or\
superego. |
o - :
The superego, which we have seen arises in part

from the moral dictates of the parents owes its

origin, according to Fréud, to the Oedipus cbmplex.

v ) ¢ ’

[

€



86
"

In the boy, sexual attraction towardg?the mother

presses him to eliminate (castrate) his rival. The

process elicits fear of being, in turn, castrate?y
/

with guilt associated with the destructive impulses ‘

directed against his ‘father that he loves. In the

girl, out of disappointment over the lack of a penis,
she turns her love towards the father and rejects the #

mother. . As with the boy, the process gives rise to

feelings of guilt.

While passing the Oedipus complex, the child
learns thatadirecF and immediate expressich of
libidinal and destructive drives is taboo. ﬂThis is
caused by the fear of parental figures/and t@? guilt
associated with feelings of destruction about a loved

parent. (In Meianie Klein's theory, the superego _ -

operates much earlier).

"Aqalysts who believe in an innate desfructivé
instinct also believe inevitably in'an inherent sense
of_guilt deriveé from awareness of the wish to destroy
what is loved, to defy what is also submitted po"'

L}

(Rycroft, 1968, p.60).

\ ~
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g " The Oedipal complex (which is part of the larger
ambivalence between the life and death instincts)
represents a eituation in'which both libidinal and
destructive drives are at play but are,reéressed by

- — P/ threat of the superego. They are resolved through a
: ,}/”' sense of guilt and process of identification. Broadly
m speaking, the brocess of identification implies that
the child recognizes the difference that exisé between

the sexes and age gaps. In this process, the child

e

will attempt to become like the parent he has
idealized. The boy, once he has reached maturity, will

normally look-for a women of his own and the girl for

\ : a man, along socially approved lines. ° B

s
LI

a

Sublimation is the process by which the flow of

pregenital drives (libidinal and destructive) is

dlrected towards an alternatlvé goal being acceptable

to soc1ety. (The genital ‘drives'I bellever are “,
-~ )

satisfied through mature sexuality). The process

involves a éattle between id impulses and superego
requirements.‘,As proposed by Melanie Klein, the
process demands good-identification whith ideaf \

parental figures. Good identification implies that the




child's eqgo ideal'is projected onto the parent’who in

turn becomes a model. ’///

Idealization is the process by which a child .in
recognizing his/jher own weakness and dependence,
projects onto a parent what he previously thought he
was: omnipotent. The child will now aim at becoming
like (not imitate which implies a no;ion of falseness)
the parent which serves the function of building
his/her own ego ideal: @ goal to attain. If no
identification is achieved, no senée of guilt is
allowed to develop and thereforé no sublimafion’can

develop either. For example the individual might (if

. ﬁot prevented from the fear of beigg.discovered) seek -
Y

direct grdfification of id impulsef (i.e. raping,
killing) or agalh m1ght continue to 1dea112e hls/her
own self (nar01s51sm) thereby av01d1ng all the

anx1et1es 1nvolved in the process of growing

\ psychlcally

L ]

Narcissism arising from a failure to idealize a
parent’ through the Oedipus complex has been recognized
by Chasseguet-Smirgel, as the sourcé of sexual
perversions. Through such idealizations, sublimgtion

bl
s



R higher belng who punishes 1nexorably..(Rlcoeur, ‘ S
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is still active but is' not necessarily authentic.

~

N -

3

on the other hand, Ricoeur believes that sexual

° K Rl

perversions are the result of an over-developed sense

of guilt. Death and life instincts are sublimated ¢

+

into the form of sadism and/or.masochism. In such .

cases, id impulses are deflected but due to the

3

severity of the superego; take the form of pﬁnishment.
‘ - >

He says:

~

¥ . caught between a murderous id and a tyrannical ,
and punlshlng cohsc1ence, the ego appears to have
no recourse other than self-tormént oﬁ the
torturing of others by diverting its
aggressiveness toward them. Hence the paradox:

'the more a man checks hlS aggre; veness towards

[
s

. the exterle: the more severe'i th is’ aggressrve
- he becomes\in his ego ihealf,f as if - ' \
aggressiveness'eithquhas to be turned outward
against others of turned round upon the’self.,‘~' A
One 1mmed1ately percelves the religgﬁgs exten51oé%@ 4

~

of this ethical cruelty in the. prOJectlon of a

'



~

1970, p.299) Cy ’

;. - ;

The severity of the superego may also lead a .

. - .r? Ty
[} p&

person to repress drives resulting in a neurosis,

- -

which in classical theory, obviates the process of
sublimation. Thus, in Freud's theory, it is through a
good internalized parental figure that ;we can develop
a capacity to sublimate an§ threfore to ijyntegrate
opposing forces. In Melanie Klein's theofy, this
holds true, with the exception that guilt feelings,
arising from one's own destructive impulses, ;re

‘.

explained in terme of a wish to repair what has.beeh

destroyed. Therefore self-respect is re-established.

- . '
1

Chasseguet-émirgel believes that the notion of{
reparation is more allied to a reaction formation than
to sublimation in that only id‘impulses are
sublimated. According to Melanie,Klein's theory, the™
concept of reparation aims at repairing the object
while sublimation aims at the/reparation of the

J
subject itself.

En‘ v
In any event, sublimation aims at integration and -

represents Qhé'most efficient way of dealing with both



e s I AR e kPRI TR N AN R R AL AL A AR A i Lot 5 o S IR SN AR Ml

-

— "

¢ SRR '
the demands of the id and of the superego. It aims at

gaining satiéfaction'of pregenital\driVes through a gy
channel that'd;es not harm either the persoﬁ itself or

its Q;Pers. . < . ’

. | , /

M1t is intimately connected with phantasy brfﬁging'

the neééséity of complying with the demands of society

(to love Ype's ne;ghbor), to the demands of the id

which may appear to be destructive and immoral. "In f’
essence Freud saw art as illusion and as denying

reality.... it provided one of the most acceptable

means for man to deal with human sufféring and
misfortune" (Hasley, 1977, p.102). Broadly speakiﬁg, ‘
we may say that sublimation_which is related to life

and death inst?ncts, aims at bridging the deceiviné

world of reality (human destiny and its inevitable

outcome)..and the inherent urge to live according to
-’
its own standards, perhaps in a creative reaction

against death.

p "Man has’always endeavoured to go beyond the
narrow limits of his condition".. (Chasseguet-Smirgel,
1984, p I). This we have seen is achieved through

creation Which involves sublimation. It can be .
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expressed in gyﬁﬁltitude of ways in organizing our
lives, its most obvious expression being in art.

. N

- The need human beings have to go bewond the

> narrow limits of their condition is being expressed
_through creativity but it can also manifests itself
pathologically, ajthough creatively, in sexual

perversions.

-
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3.2 THE PATHOLOGICAL ASPECTS OF CREATIVITY; SEXUAE’»ﬁ

PERVERSION -

/ \
In essence, creativity aims at destroying reality

because of the ﬁnbearable suffering we experience when
facing it (i.e., the pain experienced in the first

separation with mother as explained by'the Kleinians).
I .

To face it meaﬁs to recognize our helplessness,
inadequacy, diétress,rdependepce ;nd impotence
vis~a-vis our destiny. Religious attitudes stem from
human beings' desire to ovércéme the pain felt in
front of their helplessness, the idealized parent

being replaced by God. As is the case with the boy,

who wants to become like his father, human beings

aspire to be like God. The artist, who woos the world
o
hopes to attain such perfection; to be like God.

Wanting to Bg like implies that the person recognizes

that the othei is in possession of great éualities,
therefore eclipsing any competition. If there is

competition in this state of affairs, then we speak of

rivalry; God and the rebel archangel.

u ’
3
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While passing throuéh the Oedipus complex,
children learn to recoghize their helplessness which
th?y'try to ovexcome by- the efforts madé in gainiﬁg
the attributes and qualities possessed by tHeNparent.

According to Freud, the qualities are primarily

coveted to win the love of the parent of the opposite

7

sex. The recognition by the child of his/her
inadequacy to become the sexual partner of one of his

parents, seems to play an important role in the

\Y

formation of a mature sexuality; it is. closely
connected with the development of personal standards

of perfection. )

L]

*The initial narcissistic state of pef?ection with

<

the mothér is projectéd (along with a recognition of

- sex and age gap) onto fhé parents. As explained by
Rose earlieq in this work, (p.71) '"omnipotence
‘becomes_attributédgéo the parents, who seem godlike,.
even though the éhild now knows-him- of herseif to be
weak....Whereas before they‘were grandiose notions of

the person the child thought him- or herself to be,

» ’

they have now become transformed into perfectionistic

goals to which the chi;d aspires in order to earn

—

L)

self-respect" (1980, p.63).

s

.



Chaéseguet-Smirgel‘emphasizes the role of mothers
in encouraging.their children to project their ego
idealionto a model, the wish "to be big". She says
that: "The mother's attitude of seduction may,

- however, destroy in her child this wish to be Sig and" :
grown up and prevent him from experiencing this
admiration for his father who becomes. his model for

identificétion, the bearer of the -child's Ego Ideal"

(1984, p.29).

Unfortunately, in her thesis on sexual
perversions, Chaéggguet-Smirgel mainly examinés the
boy's side, saying almost nothing of the girl.’Perhaps
this is due tq Freudfhaving neglected to some extenf
the feminine aspect of sexuality and |

Chasseguet~-Smirgel is Freudian in o look. "

She says that the abolition of obstacles and
efforts usually réquired'to reach mature Jexuality

. . } [ ,
(i.e., the process of identification and #deaﬁi&ation)-

leads the pervert to believe that no gap’existé

' between sex (man and woman) and generations (child and

* ¢

adult).




The perverse temptation leads one to accep

pre'genita'l desire and satisfactions ([attainable

M .
[attainable only by the father]. Erosion of the -

-«
double difference between the sexes and the '

J (Chassequet-Smirgel, 1984, p.2) . /
The abolition. of the difference /between parents

) ! : \ .
‘and children which bring with it a disavowal of sexual-

i

\
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Geni£a1 sexuality or mature sekuality isn
established through a stage in which the child is
nfronted with the reality of his/her inadequacy, the
reality of his/her helplessness and o} his/her
destiny. To reblace this stage by the ope preceding
it, the anal stage, is according to
Chasseguet=Smirgel, to défy reality. Perversion, in
her vieQ, is a temptation in the mind, com;on ﬁo us "
all that goes beyond the limits of sexual deviation as

strictly defined. oo

The pleasure connected with-transgressioﬁ i;
sustained by the fantasy that - in‘'breaking down
the barriers which separaté ma& froﬁ woman, chifd
from aéult, mother from son, daughter from
father; brother from siéter, the erotogénic zones
from each other, and, in the case of murder, the
‘ molecules in the body from each other - it.has -
destroyed reality, thereby'creating a new one,
that of. the anal -universe whe{e all differences‘
are abolished. (Chasseguet-Smirgel, 1984, p.3)

J '

We are confronted here with a world o§ total

confusion. This type of creation is not merely a




+

question of altering outer reality to make it closer
to our inqer}reality. It is total destruction (in

[ ©
phantasy) of what is outside iniorder to re-create it

oot
o

anew. It is to reduce the whole universe to faeces
where all pafticles are equal and interchangeable. It
is true rivalry with 'God' or w1th the parental
figure. The father's potent sexual organ is reduced

to excrement.

According to Chasseguet*Smirgel, the abolition.of
. differences betwéen parents and ch{idren prevents the

suffering not only of those experienced when

recognizing our inadequacy but .of ;hose related to

»

castration, separation, absence and death. Cré&ations
. by the pervert are not considered as being authentic
but rather as imitations, not only sexually but in

, ) {

other fields as well. '
As the introjection of paternal capacities and

attrlﬁhtes has not been a&compllshed and as the

‘desires linked to that pchess have -been

v

L repressed and counter-cathected, the suhject will

not have at his.disposal the desexualized

-

[sublimated] libido necessery to achieve his
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work. (Chasseguet-Smirgel, 1984, p.70)
VS |
‘At the roots of the pervertlg creations, lies the
ego idegal but:since idenfification~witb the parent:‘alt
figure ﬁas faileay the raw material for its |
realizatioﬁ\Feméins unmodified.. Id impulses are not
" deflected but used directly since there exists no ‘
béttle between them and the superego:. In the perverse

act, they are totally and directly released. It is to

be noted that one cannot disregard the fact that in a

personality there may exist in every proportion of

efficiency, a place for perversions, neurosis and:*

genuine creations.

Nevertheless, it i's believed that 'since true
cgeation involves a displacement of sexual energy into

a form acceptable to society, the pervert's creations . (

can only be but imitations.

For Chassequet-Smirgel, "the perveit's'creatiqn
represents his own magnified phallus w%ich, for lack .
. of an adequate identification with the father, can
only be factitious" (p.70). Therefore, in her
opinion,‘;he perve;t (having failed to identify with a . .
] : >

. |
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parental figure) is always in search of %n identity

which, if it is found, is necessarily uSurped. There

AN

we.are confronted with notiens of falﬁeness, ) |
inautﬁenticitz;pimposture, distorted/ﬁodes~of
reasoning‘and so on,rall releving dround thé

idealized phallus, a.false pillar,/an anal penié whose

kinship with a fetish she says, ?s undeniable. -

, Y L4

The notion of falseness is built on the
A} . .
assumption that at the anal stage, faeces are

narcissisﬁically compared to gold. When reaching the

F

phallic stage wherg the penis becomes in turn the
value to be preserved, by lack of identification,

penis and faeces are associd\ed, resulting in a

one. £

. ' T .
magnified penis beijg/but an imitation of the genital
- ’ ’ Y

s d

The need for the pervert to conceal his

instincts, his objects, the pregenital universe

in whicﬁ/he lives, ultimately aims at idealizing _
. his own Ego. He becomes one with his worshigéed
part obbects, a transfiqured ima;e of his own

attributes, “thus magnified. He.sees himself§with
complacency in his glorified instincts, just as

]
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'he used to see himself in his mother's loving_,
E

eyes in order to find therein the confirmation of
his adorable perfectioﬁ. (Chasséguethmirgél,

v

1984, p.93)

Sexual perversions, which manigest'th?mselves .
through a fixation at the-anal stage, are basically
the result of a failure to identify due to a failure o
of reality-acceptance; a failure to'Aeal with the \| ™
disillusion of its own omﬁipotence, the disillusion

that our faeces are not so beautiful and worth

worshipping.

v —
According to Marion Milner, the concept of _ -
disiliusién is w?rked out through the discovery by
infénfg of the real qualities\o; their faeces which
they percei&ed as a loved gift. For the individual
whose fixation point is gt this stage, the concept of "
disillusion takes on a special meaniﬁg. Orgastic

sensations come to be.identified with the feelings

experienced in the letting go of the body products.

' ' , \
Sherguggests,that the’lack of discrimination
between the orgastic giving of the body prodycts and

\ ¢
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the produéts Ezemselves is respgonsible for the later
N . ) . 9. . ) .
idealization of it. B //‘ > { .

.~
4

'. She says that for these people,_the surrendef of

£l

objectlve valuatlon to the spontaneous creative force

can be perceived as a very déﬁgerous undertaking. a .

o Lensl
s

-
(]
N

{She writes: - : e .

Thus-there is a dréad of lhe total letting gd of
all the excited sj?s, faeées, urine, vomit, -
saliva, noise, flAtus, no one differentiated from

the other, a state of blissful transcending’of

. - .
H “w b - . -

boundaries, which, to the conscious ego;‘abulg’be T
identified with madness. The dread is of a wish
for'the return to that state of iq?ancy:in‘whieh S
5 -there was no discriminatien betWeen-the ofgastic
giving of the body products and the products
themselves. (Milrer, 1957, p- 1%0} | K
! - . . » -
. ‘Acccrdlng to her, to help ‘the individual Wlth a: ,Qfg
flxatlon at this stage ﬁould consist in brlnglng thea
person to realize that thelr delusion is not in the

L]

idealization but in the lack of d&scriminatiqn beﬁweén
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4

faeces and orgastic sensations.

a

‘ The theory of Marion Milner, contrary to

. Chasseguet-Smirfyel, can be applied to both men and

,FV‘
women. ¢ ’ v
4

*
-

Tg sumharize, we may say that sexual perversions
Felate to a creative attémpt to déal with a failure in
the capacity to overcome difficulties we all \
experiencé in péssing through the anaiystage. «Broadly
speaking, it‘has Fo do wiLQ\EEF ﬁaiiure to deal with
the disillusion of death, whicﬁ first manifests itself
?hrohgh‘the disillusion of the éiscovefy of- our
impoteﬁce, of our powgrlessness to do whatever we
want. The insurmountable hate we may experience
thrpugﬁ this aiscoyery leads us fo wanting to destroy
anything that exists. 'The life instincts (the love éf
one's neighbdr) tell us the othef is in the same

<

situation. . .

o
-

But having come to the conclusion throfigh this

résearcp tﬁat healtq is associated with the creative

‘integration .of both the inner and outer realities,

' R .l
sexual perversions, although creative, are
. 4

v
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pathological. They are patholoqic mainly)because
the claim of eégernal reallty 1s not granted an equal
rlght to the claim of inner reallty. The pervert's

aim is to reduce thq'unlverse to nothing, to wipe it
out completely from his/her universe. He wants no.
separation and,demarcation. "Differences having been
aboiiéhed, the feelings of helpleSsness,’sma}lnese,
inadequacy,\as wellfds absence, castration and death -
psyehic pain itself also\disappearh

(Chasseguet-Smirgel, p.13).

-

3

In essence, perversions are the results of a

failure in reality-acceptance.

s
p | . . .

My exploration of the pathological aspect of
creat1v1ty 1s but a‘glance into what it may represent
More research is needed but to elaborate any further

is beyond the 5qope of this study.

°

A
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3.3 ART AND THE ANALYTICAL PROCESS

N, Ot \\ . ' ) ‘

~

. ’ F 4
What is the use of knowing about what sublimation ,

is and about the nature of creativity - of knowing

»~

‘i .that it was first exﬁerienced in the earliest years of
our lives? What is the use of knowing that health is
fuﬁEEﬁEBEélly the proéess by which one Srings together
two realities, inner and outer, subjective and
objective, primary and secondary, dream and actuality,
life-and‘dfath? For ért the;aPists, what is thé use of
knowing all that? Are they (are we) to tell a client

suffering from some incapacities, "Paint and
1

sublimate". This would be a real nonsense since the

A N

v ; person would be there- because he/she cannot.

It is basic to analytic theory that'to change. a
“ situation that was built ‘on one involving*emotions

(experiences between mofhér—child) one has to live it

- again through emotiohs. Psychoanalysis aims at
re-living a situation From which a person has come to
experience difficulties. It is also basjic that nere

inteiléctualizétiqn of one's difficulties does not

succeed in alleviating the pain and suffering one may

“
4 ' A i

‘experience through such difficulties. 1In

°

3 . . N
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psychoanalysis, emotions are re-lived through the
relationship between the client.and the therapist in
the transference and counter-transferepce phenomena.
That way-the person comes to understand, through
emotions lived in the relationship, the cause of
her/hisldifficultieé} It is so to speak in the
identification of the emotion re-lived that the person
will be ablé to trace back thg cause of these
difficulties. ( \

But theQJ why should we :invitef our clients to
paint if their problems can be resolved without it
(especially if they think it is childish)? What does

.+ art contribute to the analytical process ?

i

The most attractive phenomena ascribed to the
process ofjart—makinq certainly resides in the
parallelism maderwith.the process at work in the

v 'earliest years of ,our lives, in that, it allows

. :- éﬁotion to be expressed spontaneougly,‘therefére
1essening’unconséious defenses associated with‘
reﬁressed but none the less painful material. 'What is’

being felt is reflected metaphorically through colors

and’ forms and therefore more directly than if they

® . e
-~ » . .
N ?
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were only verbalized. The understanding of one's own
i difficulties then comes from thé observations of
problems related to the making. of the image and to

what the image itself may represents.

Art-making does not exclude transference and
counter-transference phénomena with the therapist, nor
does iti exclude the verbalizing afterwards. Rather,
the analytical process is enlarged by providing a
'potential space' whicp, we~have seen, is so much
needed 4n order to grow psychically. A place (canvas
or sheet of paper) is therefore provided for a
d“alogue not only with the therapist but both with the
iégge, i.e. for a dialogue within the self (between »

its inner and outer image).

‘In considering the importance our first
relationship has on our subseduent ones, learning to
paint - (in the sense Winnicott seeé it - as in playing)
may We;l be the eéuiva}ent of learning to li;e, It
may well ;eprésent for the one of us whose intimate
privacy (the{potential space) has beén exploited, an
opportunity to experience the right to be ourselves,

the right to bé unique from others, to reclaim what at

4
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one time had'been stolen. ' :
| | A
By engaging ourselves in making something out of X.
something that exists externally (the me@ium, paint,
clay, etc.), both rights are emphasiZed,'both.the

external and internal realities. -

For/by it one could find an "other" a public
;eality, that was very‘pliant and undemanding;
pencil and chalk and paper provided a simplified
situation in which the other gave of itself
easily and immediately to take form of the dream,
it did not stridently insist on its own pﬁblic
pature, as I had'found natural objects were
inclined to do! So by means of this there could
perhaps come abouf the co;recting o£ the bias of

n

a too docilely accepted public vision and a

@

denied privaﬁe one. (Milner, 1957, p.117)

It seems that, in art, our inner reality -which
may well-be equated with our dreéms and illusions
(omnipotence) does not take precedence over the
external reality, that is of disillusion (lmpotence)

becahse~1t necessitates the recognltlon of both; that
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w
t

is the creation of an image and the material used for
the creation of that image. In her book on ieérhing
how to paint, Milner refers to the pain experienced

G

when she realized .that creations were not, as we

commonly assume, thé result of one's own objective
projection but the result of-a complex interchange
between what comes from inside and what comes-from

outside.
. o
-~ ] .
For those of us whose external reality has been .

: denieé to a degree that our mode of thinking is being
distorteérmlgarning how to paint may well représent a
way. in which at last our wishes, hopes and dreams can

make sense. By having to take into account a bitkof

' , . 7
j the external reality, we are bound to realize that our
needs are closer to being satisfied than we may have N/
. ' : ; \
thought they were. They can be given a shape, a fornm, ///

something that has a%correSpdndence to something that . /

¢

&eally exists. 1In learning'how to paint, we léarn how
. /
to find in the external world, something that mqpches// .

our dreams. X ) //
. C S
/

’

- ) L T

\ Also,\by achieving a concretisation of dreéms, a

: : permanent recording of the transfiquratibns,
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thgfe was the possibility that other people could
share them. And by the fact of other people
being able to share, vicariously, the moment when
one's gods had descended, one theq gained a |

firmer hold on the spiritual reality of one's

»

Ay
gods- or one's devils. So one came to know more

clearly what one loved and would want to cherish

+

in living and what one hated and would seek to

eliminate or destroy; and by this one's lgfe

develéped a clearer pattern and coherence and
s

shape and was less a blind drifting with the’

tides of circumstance. (Milner; 1957, p.120)

/
/

/ o
/-
//

/' The dialectic relation of both external and
/ ‘ ’ .
internal realities, subjective and objective, can be

/
/

/ seen in terms of maturity, as that which takes into

LW

accougt one's  own needs and the needs of others (of an
other). Illness represents a dominance of one side
over the‘ofher. As pointed out by Winnicott, people
‘may live satisfactory lives but be ill in a
psychiatric sense because of a weak sense: of reality
~or because they are puﬁ of touchfwith their subjective

~ world.



i )

real
proﬁl

three

s

-

111
According to Milner, when one fails to establish
contact with the external world (originating in
ems of reciprocity with mother and child) one:-of

things could happen:

First one could try to deny the external demand
and become an active, dictatorial egoist (as inl
sexual pervergiogs), actively denying the need of._
the other, trying to make one's own wispes alone °
determine what happened. Second}y one could
becom%ﬂa passive egoist retreating from public
reality altogetéér and taking refuge’in a world.
of unexbréssed dreams; becomning remote and
inaccessible: Thirdly, one could allow the
outside world to become dictator, one could fit

in to external reality and its demands, but fit

in ali too well, the placating of external

reality could become one's main preoccupation,

doing” what other people wantedﬂcéuld become the
center of life, one could become seduced by
objectivity into complete beﬁrayal of one's own’

side of the matter. (Milner, 1957, p.116-117)

The experience of art-making allows for both the

=
bR R
la
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privacy and sharing of one own's phantasies or dreams

on both the sensory and intellectual levels.
. v :

It teaches those of us-who have become seduced by

objectivity that inner perception, be it of a loving

or destrqctive nature, can become abcessible to both
the peféon who is doing the making and the ‘person (or
persons) around. It also teachés those of us who only' .
believe in our_own world that the use of this bit of ..
external reality (paint, clay, etc.ﬂ is in itself a .

way to relate to others. ' )

1
L

t

Art teaches us how to both fuse with and separate

/

ourselves from the world around us. It serves as an

outlet for forbidden tendencies to bé expressed in a

U

‘manner acceptable to others. It satisfies our needs

as well as tﬁe needs of others. It takes into account

inner and outer realities. :

'For the self to have ény“réalipy; it is essential
td experience li}e, not by thfow%ng one's self into it
so coTpletely that there is‘nothing left, (in

cbmplying too much to the demands of society) neitpgr'

by blockingfgther selves so much that we end up living
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-as hermits (in denying external demands) but simply by ¢

~ participating in other selves.
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you
- can

get away

with

:

“The biggest and best woman in the world,”
an B2-foot-long, 20-foot-high sculpture, in MoBsrma
Museet, Stockholm, You‘un walk around in her,

.ot N

“ N

°

From "The Mcdium is the Massage"
Marshall M¢Luhan, Bantam Books, Inc, 1967
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CONCIT.USION .

~

1

Iﬁ broad terms, we may say that, from a
ps§choanglytical*péint of view, creativity gﬁerges'out
of our -struggle to integrate our life and death
;nstincts; this is essentially what all life consists
of in so far as it can be seen as sublimation. It
seems that ‘this infegration is what we try to ;chieve
when reacting actively ééainst death while taking into
‘consideration our ‘own needs and those of others. In
.otﬁer words, .the knp&ledgg we have of the
inexorébiiity of time prompts us to, react against-it
and éctaas if it would Aot be true."Unconsciously,c
this 1ea§£~us to whnting towchange reaiity. We would
like to)beiieQe tha? we éré'etg§palibut since we know

.

we are not, we invent structures, forms that express

endlgss recurrence of a life and death cycle. We may
. . e "\; R
say that in creativity, we play at dying in order to

*

.live again. *This process, first eiperienced in our
relationship with our mother, approximates the need we

"have to be different andyseparate from others and at

oA
the same(time the need to "relive" earlier periods'of,

our life, in a state of fusion.

L]
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1

Aesthetic experiences can be seen as deriving
from thié constant need for both fusion and
separation. Psychoanalyéts refer to creativity fn
different ways, but they all seem ﬁo agree that the

process is 3 means to both deny and confront reality.

While each theory has contributed to my
understanding of the psychic activities involved ig
the act of creétingr the theory developed by Winnicott
seems the most significantgfor Art therapists. His
concept does nQt exélude Freud's theory of
sublimatioq, Jung's thgbry of symbolism nor does it
exclude Klein's gheory of reparati?n. Rather, it
explains how‘and why an individual experiences all
these phenomena or'how and why he/she may be‘preventgd
from doing so.

4

If therapy aims at re-doing what at one wQu
experienced as negative, then the notion of a
potential spaée, when therapeutically applicd; soems
to offer hope for those eiperiencing serious or minor
difficulties. This space, I have come to.belic§e,.

, i
should be provided: in an art therapy context in the

‘e

r

&
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same manner as when it was irovided by the mother,
assuming it was a good enough andlsafe environment.

That way,-tpe individual may learn throﬁéh playing .
'ﬁith paints and colors\how to deal with his/her '
conflicts, thereby“givihg shape to unidgntified‘ =

4

emotions.

The role of the therapist would then be to assist
in thg deciphering of the true nature of~the'conflict,
not necessa;ily‘by interpreting images, but rather by
‘helping the individual to explore and develop his/her

insight. ‘

Oone of the most important element in this
reseaf&h about the nature of creativity and its
relevance to-art-making is the therapeutic

.potentiality inherent in the act of creating, the
potentiality inhegéht in leafning how to paint.- What
also appears ‘to be 'of prime importapce is the -
qimilarity that exists between the creative process
and the process at'work in the earliest. years of our
life. The complexity‘of the"maturationgl process and

the panoply of emotion associated with it can be

re-experienced and clafified through the metaquric

v
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use of images in ways that are not possible through

» verbal means.

S

In their search for a model, art-therapists have

bq;rowed é lot from estahblished psychotherapeutig

v
disciplines, neglecting to some exteént what art can

offer. But art therapy is ‘not psychoqnalysisf rather
, R . {

it adds to it ahother dimension, that of the learning

-

of the creative process, of art—life thrbugh concrete
"and tangible materials. Art fﬁerépy brings to bear

its own dimensiohs,.its context for .the briﬁginq to

light of impulses and languages. The articulation of

1}

this dimension, with and th}ough the c¢lient, is what 1.

have come to see as the role of an art therapist.

/ ' ‘ .

v
- N N 4 .
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) \ R ' ADDENDUM

My own experience of art-making brought me to
realize that art does not obly_serve to. integrate and
reconcile oppositg tenéencies but also serves to

- simplify complex and undecipherable feelings and
emotions. Art experience taught me that I know more

¢

than I can understand.
I believe healing occurs not 6nly in the
resolition of some conflicting feelings but in the
precise manhqr iﬁ wvhich this takés plaee, as for
example when ﬁn image may sometimes impose itself as
if it had a life of\its own. Oftentimes, ‘I am seduced
and surprised ébout’tbe rightness &6f\ a picture I just
made. Although the effect of surprise is part of a .
dialogue,going on within myself, sed Ct%on seems to
relate more to aesthetic emotions.
From a.viewer's point of viéw, I believe that
works of art attract, hotngnly becagse of the formal
qﬁalities we may find in them but also because their

contents may trigger .a correspondence to’'our own inner

iy N M -
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reality. .

>

When I fall in love with a work of art, I can be
sure that something in the work has touched a part of

me, perhaps alpart that was repressed. In that sense,
\, - £ A

+ I.believe works of art can cure, not only‘in the

making of them but alsc ih the viewing of them.

-
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