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Editorial

The main papers in this issue look at the relationship between art and imagi-
nation and the creative links with the analytic process. We begin with James
Fisher’s paper, ‘Love looks not with the eyes, but with the mind: the death and
rebirth of imagination’. This is part of a new study on the imagination in which
he gives our capacity to imagine centre stage in our mentalactivity. He suggests
that ‘imaging’ is fundamental to our perception of both sense experience and
emotional experience. He describes how patients and therapists alike can slip
into a form of concrete thinking and thus action — a death of imagination — by
failing to notice that whateveris said in the consulting room can be seen as an
image of emotional experience. Dorothy Judd’s paper, ‘How a child represents
the world through art’, offers graphic evidence of the role that a child’s creative
images of both the internal and the external world play in communicating
emotional experience. She discusses how a capacity for symbolization can
develop in the interplay between the child and a mother whois receptive to
the imagery. Graham Clarke’s paper, ‘An object-relations theory of creativity:
Fairbairn’s theory ofart in the light of his mature model of mind’, looks at
Fairbairn’s early theory of art in the light of his subsequent object relations
theory, drawing particularly on John Padel’s theory of psychic growth. He
suggests that creativity and psychic growth are coeval and involve both the
(Kleinian) restoration of the object and the (Winnicottian) reintegration of
the selves.

In our Arts Review Section Arna Davis gives an accountof the tragic life of
the American artist, Eva Hesse, and the role her creativity, her ‘psychic
models’, played in making order out of the chaos and emotionalpain ofherlife
and her impending death. Our new Classics Revisited Section continues with a
discussion by Mary Adamsof Donald Meltzer’s 1966 paper, ‘Therelation ofanal
masturbation to projective identification’. She looks at the paper’s focus on a
specific kind of projective identification, a delusional, intrusive identification,
involving the child’s fantasied entry into the internal mother and how this can
lead to a pseudo-maturity. For the Book Review Section we invited Juliet
Newbigin to review the new Israel Psychoanalytic Journal. She highlights the



Editorial

way the journal's first issue signals its recognition of the problems of entrenched
mentalattitudes in a situation of armed conflict. By addressing an international
audience, the journal, she says, conveys the wish to facilitate a creative
exchange between people where thereare intense feelings of injustice and
oppression onall sides and dialogue canfeel to somelike taking sides.

The Editors
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‘Love looks not with the eyes,
but with the mind’*: The death and
rebirth of imagination

JAMESV. FISHER

ABSTRACT
In this paper the author begins to explore an understanding of imagination that seesit
functioning in all perception. Related to this he suggests that one dilemma we see in
intimate relationships as well as in the analytic process is a failure to recognize this
presence of imagination. This results in what can be thought of as a kind of ‘concrete
thinking’ where, instead of images, picture and stories that lead to thinking, we have
images, pictures and stories that are experienced as ‘facts’ which demand action not
thinking. Shakespeare's A Midsummer Night’s Dream helps us to imagine this
‘concrete thinking’ as a death of imagination and invites us to wonder abouta rebirth
of imagination.
Key words A Midsummer Night’s Dream, alpha function, Bion, concrete
thinking, falling in love, fancying, fantasy, imagination, imaging emotional
experience,reality testing

Introduction
Mycuriosity abour rhe role and function of imagination was sparked by seeing
patients, both individuals and couples, who would say with particular intensity,
‘I just can’t imagineit’. Of course this is a common way of conveying shock and
disbelief. Nevertheless | became intrigued, wondering whether‘being able to
imagine’ might be in some waycrucial to thinking and understanding. Consider
this brief vignette from a session of analytic therapy with a couple | will call ‘Mr
and Mrs A’:
 *A Midsummer Night's Dream, 1.1.234
Thisis a version of a paper given as the Enid Balint Memorial Lecture at the Tavistock Marital
Studies Institute, 19 March 2004.
James Fisher is a memberof che Psychoanalytic Section of the British Association of
Psychotherapists and works in private practice.
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They had come because an ambiguously wanted pregnancy had brought a long-term
simmeringcrisis to a head. In this particular session she wassitting perched on the edge of
her chair, both as an expression of her angry agitation and in an attempt to balance
herself with this baby inside which was due that week.
‘I can’t imagine what he’s thinking,’ she said as she told me about waking at midnight
when she heard their first child coughing. She went looking for him to help, but found
him asleep in a chair, ‘comatose’.‘I’m just trying to find out whattherealityis, the reality
of how muchheis drinking. I just want him to get real with me.’
Heagreed chat that evening at dinner he had had a few glasses too many. His mood was a
hard-to-read mixture of remorse, anger and emotional blankness. He said something
abouta glass of wine as a source of comfort and being reluctantto give it up, although
now he was stoppingaltogether. She responded in dismaythat he neededto getreal.

Althoughit is possible that she was trying to imagine whathe wasthinking,it
sounded more as if she was sure that he was not thinking; not thinking about
her or this baby. As she put it, she did not have the luxury of trying to imagine
what he was thinking. He, too, felt that he didn’t need to try to imagine what
she was feeling and he was sure he had meantto enjoy only a glass or two of
wine with dinner. In this despairing scene there seemed to be no need, indeed
no room, for each to try to imagine the emotionalreality of the other — what
the other mightbefeeling.

Scenes such as this might be thoughtofas ‘the death of imagination’. By
using an expression like this it might be assumed that I am referring to an
absence of imagination. However, | wantto suggest that, paradoxically, it is not
an absence but an unrecognized presence of imagination that plagues this couple
in crisis and many of the patients we see. This not noticing the presence of
imagination meansthat there are only competing ‘facts’ whichcall for adjudi-
cation and action, not thinking. And in subtle ways we as therapists can be
drawn into these competing‘realities’, bypassing the imagining dimension, and
thus finding ourselves experiencing a ‘death of imagination’.

In what follows I begin to explore a view that sees imagination as funda-
mental to all perception and consequently as essential for thinking. It is part of
a larger project and raises more questions than can be addressed here. I am
returning to an understanding of the role of imagination articulated primarily
by David Humeand ImmanuelKant.I am thusascribing to imagination a wider
role than we ordinarily recognize, as when the Oxford English Dictionary defines
imagination as ‘a mental concept of whatis not actually presentto the senses’.
Thatis, | want to think about imagination as functioning importantly in the
perception of something presentto the senses.

Because this is a complex topic I am inthis papersimply inviting you to try to
imagine seeing imagination at work in all perception, in our seeing, hearing,
feeling and so on. Perhapsit will feel like less of a leap of imagination as we turn to
Shakespeare and the delightful images ofA Midsummer Night's Dream — including,
of course, Bottom, the weaver and actor, ‘translated’ with the head of an ass, and
Titania, who hasfallen in love with him. The painting by Henry Fuseli reproduced
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here (Figure 1) maybe anotheraid in this imaginative exercise. From Shakespeare
we turnto somefamiliar images highlighted by Bion before we consider how these
descriptions of the role of imaginationleadus to a disturbing picture ofa kind of
‘concrete thinking’ that | amcalling the ‘death of imagination’.

Blind Cupid
Where better to begin this exploration than in the companyof that master of
observation whowasalsointrigued with the role that imaginationplays in human
experience? You mightsay that Shakespeare’s comedy A Midsummer Night's Dream
is oneofour culture’s defining explorationsof imagination. Certainly wefindinit
oneof the best-known and mostoftencited pictures ofthe role of imagination:

Andas imagination bodies forth
Theforms of things unknown,the poet’s pen
Turns themtoshapes, and givesto airy nothing
A localhabitation and a name. (5.1.14—17) Figure 1: Titania awakes, 1793-4 by HenryFuseli. By permission of the BridgemanArt Library.
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Imagination here is seen as the capacity to embody or give form to things
unknown.But whatis this ‘airy nothing’ to which the poetgives shapes, a local
habitation and a name? Is Shakespeare himself inviting us to picture imagi-
nation as that which gives shape to literally nothing, ‘airy nothing’? Do we
detect here a hint of scepticism about whatis imagined?

These famous lines are spoken by Theseus, Duke of Athens, as he and his
betrothed, Hippolyta, prepare to celebrate their wedding. This couple, who
represent more or less the ‘real world’ of ordinary life in this play, have been
listening to the four young lovers and their story of a strange night in which
two young men,both in love with one of two young women,awaketo find
themselves now both in love with the other woman. Theseus’ scepticism about
imagination would have been reinforced had he and Hippolyta observed, as the
audience just has, the amusing spectacle of another couple in which Titania,
Queen of the Fairies, has mysteriously fallen in love with a human being,
Bottom, a weaverandactor, although heis now sporting the headof an ass.It is
of course the story of a midsummer night’s dream in which a drop from the
magical ‘love-in-idleness’ flower, placed on the eyelids of the unsuspecting,
induces a kindof‘love atfirst sight’. Hippolyta observesthatit is strange indeed
whatthese lovers report. Theseus replies:

More strange than true. | never maybelieve
These antique fables, nor these fairy toys.
Lovers and madinen havesuch seething brains
Such shaping fantasies, that apprehend
More than cool reason ever comprehends.
Thelunatic, the lover, and the poet
Are of imagination all compact:
Onesees more devils than vast hell can hold;
That is the madman:thelover,all as frantic,
Sees Helen’s beauty in a brow of Egypt:
Thepoet’s eye, ina fine frenzyrolling,
Doth glance from heaven to earth, from earth to heaven; (5.1.2-13)

The lunatic, the lover and the poet — what makes them what they are?
Imagination. With the lightest of touch Shakespeare, the poet, invites us to
notice the role of imagination andits fate in the experiencesof both lovers and
lunatics. In this play the poet appendsto the adventuresof lovers a ‘lamentably
comic’ picture of a lunatic play-within-a-play. Why? I want to suggest that
Shakespeare, with uncannyinsight,is linking a picture of the birth of imagi-
nation with a picture of the death of imagination. In the process he points us
towardsthe rebirth of imagination.

Leaving the lunatic for a moment, let’s begin with the lover. A Midsummer
Night’s Dream is a wedding play, probably commissioned to be performed at an
actual wedding.It is a play about couples and an appropriate setting in which to
wonder whatit is that attracts one person to another. Which, of course,is just
the question that torments Helena, beloved of Demetrius, or at least she washis
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beloved until he fell under the spell of Hermia.It is Helena’s angry, despairing
cry that gives the title to this paper:

Love looks not with the eyes, but with the mind,
Andtherefore is wing’d Cupid painted blind;
Nor hath Love’s mind of any judgementtaste:
Wings, and noeyes, figure unheedy haste.
Andtherefore is Love said to be a child,
Becausein choiceheis so oft beguil’d. (1.1.234-239)

‘Love looks not with the eyes, but with the mind’? Shakespeare plays with us
in the ambiguity aboutthe eyes, seeing and imagining. Here Helena complains
that her lover, Demetrius, cannot be using his eyes since, as there is nothing to
choose between the rwo young men now in love with Hermia,there is also
nothing between the two young women — exceptas we learn later Helenais
taller and Hermia is darker. When the love-juice reverses the attraction and
both young menare then in love with Helena, Hermia protests that she hasn’t
changed,‘I am asfair now as | was erewhile’ (3.2.274).

Even today we havenotlost the linguistic link between imagination and
this ‘falling in love’ when weuse the expression ‘I fancy you’. As one commen-
tator points out, ‘In Shakespeare’s mind, as passages in The Merchant of Venice
(3.2.63-70) and Twelfth Night (1.1.14, 5.1.387) show, [fancy] could signify love
prompted by fantasy, or under the sway of imagination’ (Brooks, 1979: cxxxiii,
note 5).

‘Falling in love’ is, one might say, a seizure of the imagination, of which
Oberon’s love-juice is a delightful picture. It brings to mind Enid Balint’s
suggestion that when you ‘imaginatively perceive’ someone it means that person
is part of your fantasy life, conscious as well as unconscious (Balint, 1987). When
Helenasays that ‘love looks not with the eyes but with the mind’, Shakespeare is
pointing out that what we see and hear andfeel is shaped and formed and given a
local habitation by the mind’s conscious and unconsciousfantasy.

Whatever we think about the experience offalling in love, or indeedfalling
outof love, the seeing, the hearing, the touching, even the smell and thetaste of
the loved objectis a perceptual experience shaped by imagination. We might even
say thatweliterally would be blind were it not for the mind's capacity to imagine.

Shakespeare makesit hard to miss the love-juice as an imageof the falling in
love role of imagination. Of course we do notliterally believe in theefficacy of
Oberon’s love-juice, although we do notice thatit is to be applied to the eyelids
of one whois sleeping. That is, might it have something to do with the efficacy
of fancying, of unconscious fantasy, of dreams? As Harold Brooks puts it, “The
magic powerof the love-juice mirrors the compulsive nature, in reallife, of
suchseizures of the imagination’ (Brooks, 1979: cxxxiv).

Whenthe four young lovers awake and try to piece together thestory of the
night, the one who wonders whetherthey are awakeor asleep is, of course, the
one whohasfallen in love with one woman, and then with another, and then

105
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again with thefirst — all with but one applicationofthe ‘love-juice’. Demetrius
asks the others:

... Are you sure
That we are awake? It seems to me
Thar yet we sleep, we dream. (4.1.191-193)

The strange thing is the power of dreams, the power of imagination. In the
words of another commentator on this play, the ‘realignments of love wrought
by the dream-dramasof the night simply do not disappear at dawn’
(Calderwood, 1965, cited in Brooks, 1979). Well, they do and they don’t. The
words of Prospero in The Tempest inevitably come to mind:

... We are suchstuff
As dreams are made on; and outlittle life
Is rounded with a sleep. (The Tempest 4.1.156-158)

Whatif it were true? Is it possible that ‘we are such stuff as imagination is
made on’? A Midsummer Night's Dream not only helps us notice therole of
imagination,it also raises for us inescapable questions about symbolism,illusion
andreality.

Imagination and perception
Shakespeare’s fated lovers in A Midsummer Night’s Dream illustrate how imagi-
nation shapes andinfluences perceptions to do with falling in love. He seems to
believe that imagination is the capacity to give form to things unknown,to give
to ‘airy nothing’ a shape, a local habitation and a name. But we should note
that immediately after that often-quoted portion of Theseus’ speech about
imagination, Shakespeare has him go onto say:

Such tricks hath strong imagination,
Thatif it would but apprehend somejoy,
It comprehends somebringer of thatjoy:
Or, in the night, imagining somefear,
Howeasyis a bush suppos'd a bear! (5.1.18-22)

Hereit is far from ‘airy nothing’ that is embodied, shaped, given a local
habitation and a name. Whatis given shape and embodied are the emotionsof
fear and joy.

There is a theory of mind that can be traced in the western tradition from
Humeand Kant, which gives an essential role to imagination in perception.
Mary Warnock,in her helpful overview of the history of this concept, points
out how even the 20th-century continental phenomenologists, who deny a link
between perception and imagination, end up with a view of perception that
involves mental activity beyond the simple registering of the stimuli affecting
the senses. Warnock makes a strong case for describing perception as thought-



  

 

The Eclipseofthe Body,
the Dawn of Thought
By ArmandoFerrari

This is a collection of someof
ArmandoB. Ferrari's writings
published in Italy and in Brazil as
booksbetween 1992 and 1998. The
bookis closely related totheline of
thoughtthat starts with S. Freud
and continues with K. Abraham,
M. Kiein and W.R. Bion, andit is
the first attempt at creating a
psychoanalytic modelcentred on
the relationship between body

and mind. The main hypothesis is that
the body —long exciuded from the field of psychoanalytic research
— has a fundamental rote in the birth, development and realisation
of mental functions. The founding element of Ferrar’s theoretical
Modelis that the body is the one “object” of the mindas well as its
primary reality, hence the notion of Concrete Original Object
(C00), a notion which aims of introducing the body in the field of
psychoanalytical theory and originates, as a result,a totally new
and differentunderstanding of the term “object”. In this perspective
the psychic object is understandably regarded as a concrete
inevitable presence not as a pure imago representing an aspect of
external reality, The object is not understood as Klein's symbol: it
is @ concrete object becauseit is the body welive in, and provides,
furthermore, an insoluble paradox for it presents itself, at the same
time, as the object {since we have a body) and asthe subject
(since we are our body). Ferrari therefore defines the mind as a
function of the body and sees the nucleus of human experiencein
the relation betweenthese two poles. The different implications
originated by Ferrari's hypothesis, both on the theoretical and onthe clinical ground, are discussed in detail in the book. Qn the
theoretical level a substantial expansionof the Oedipus complex, a
revision of the concept of Ego andthe presentation of new
theoretical models suchas the contactnet conveying the notion
that the roots of thinking, even the most sophisticated thinking, are
in the experience of the body. On the technical ievel tools such as
the analytic proposition and language registers provide new
perspectives to clinical work with patients with severe psychotic
disorders. The book ends with clinical specific examples of work
with adolescents as adolescence is an age in which the body-mind
felationship reacheslevels of utmost tension.

 

   

ArmandoBiancoFerrari is Training Anatyst of the
Brazitian Psychoanalytic Association of S40 Pauto and
Fult Memberofthe International Psychoanalytic
Association and of the Italian Psychoanalytic
Association. He lived in Brazil until 1976 when he
movedto ftaly
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Womenwithout a Shadow
BySilvia Tubert
Therecent and rapid development of reproductive technologies
has brought into question many concepts at the heart of our
culture, such as human reproduction, motherhood and
fatherhood. Such concepts are themselves theoretical
constructions, posing as descriptions of natural, functions, But
they are now increasingly tinked to a medicalization of the
human body, and ofthe life, sexuality and desire of peopte,
especiatly of women. All this requires that we think critically
about ourbiological and cultural inheritance, and the
Psychological andethicalimplicationsof the new technologies.
in this bookSilvia Tubert locates reproductive technologies in the
historical context of the progressivetechnification ofthe
Management of human (ite. Their relation to social and medical
discourses on femininity, maternity and infertility is rigorously
analysed, Culture and its discontents, violence, and domination,

 

 
are related‘nlimataly.to the problematle ctiaractel“at ‘Bouality’s
which includes thé uncertainties of ourdesires. Social, medical,
anthropologicalandliterary discourses try to define maternal
desire, in order to control it. But psychoanalysis showsthat we
face here an impossible question. The enunciated demand, what
is said about one’s own desire (I want a child,) is one thing. A
very different one is the unconscious desire which disturbs the
conscious discourse and showsthat there can be psychological
obstacles thatinterfere with the accomplishment of conscious
wishes. Conflicts and contradictions emerge from women's words.
This original and provocative book confronts a discourses
arising from psychoanalysis, medicine, journalism, ethnology,
mythologyandliterature, and vitally moves on the argument in
relation toall of them,
Silvia Tubert - has written widely on femininity,
feminine sexuality and maternity, articulating the
psychoanalytic theory with anthropotogic, literary and
feminist discourses.
£18.95/829.95 May 2004 185343 7085 pb
Skin Disease — a treatise from a
Jungian perspective of psychosomatic
dermatology
by A Maguire
Thelast fifty years has encompassed unparalleled development
in the world of scientific medical research. Yet, still the
causation of many diseases eludes consciousness. Nowhere is
this more apparent, than in the sometimes neglected, discipline
of dermatology. In which,a scientific basis for causation and
treatment is offered to very few diseases of the skin. In fact the
aetiology, the cause, is unknownin the vast Majority,
Consciousness is mankind,s most preciousattribute. Withoutit,
unconsciousnessreigns. Itself, consciousnessis the light which
born from the unconscious is able to direct itself outwards to the
world, and inwards to the realm of the unconscious psyche. By
becoming conscious one can comprehendfully all that which is
Not. This work is an exploration of the unconscious psychic
background of acute, but mainly chronic skin diseases.It is a
study, which includes both the personalunconsciousof each
individual and the vast archetypal world with its communication
by image and symbol, which is namedthecollective
unconscious or objective psyche.
Its reality was established 100 years aga by C.G. dung’s early
work with the galvanometerand the word association test,
through the medium of the skin. He was to describe psyche,
including consciousness and the unconscious reatmn, as the
greatest of al! cosmic wonders. His conceptof the human soul
included this totality of psyche.
The developmentof the field of biofeedbacklater in the last
century revealedthe extraordinary ability of the skin to reflect the
innerlife of psyche. in this psychological exploration of each
individual troubled by problemsof the skin, a wide variety of
psychic emoticnai disturbances was uncoveredin the course of
the study. It also became apparentthat the skin is a paramount
psychic reflector in a singularly graphic way in many instances,
The consciousrecognition of these hidden disturbances and the
acceptance bythe individual provedto be the key factor in the
Study. This realisation with its inherent meaning, usually brought
amelioration of symptoms and often a resolution ofthe ailment.
Theskin disease in such cases is a message from the soul itself,
Dr. Anne Maguire is a Fellow of the Royal College of
Poysicians, andis both a Speciatist Dermatologist,
trained in London and Paris, and an Analytical
Psycholagist, trained at the C. G. JungInstitute, Zijrich.
She lectures widely andis in private practice in London.
£18,95/$25.95 April 2004
1 85343 7484 pb 220pp
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Psychoanalytic Empathy
By Stefano Bolognini

Forthe psychoanalyst, there exist
certain rare and special moments
when emotion, imagination and
thought combineto enabie both
patient and analyst to reach a
Profound understanding of what
is happening between them.
Such subjective, relational and
clinical experiences are perhaps
as rare as they are unforgettable.

#” Over thepasttwenty years,
Stefano Bolognini has concerned

himself with empathy, one of the most significant, yet hotly
debated and difficult to define concepts in the recent history of
psychoanalysis. In this book, the author traces the philosophical
origins of empathy and its development, with Freud and the first
Psychoanalysts, up to its re-discovery,in the 1950s,in parallel
with changing views on countertransference. Dr Bolognini then
offers his observations whichtake usto the very heart of
Psychoanalysis, maintaining all the fecundity of the issues
discussed while illustrating the real complexity of the empathic
experience,theprivileged transformative goal of the relationship
betweenpatient and analyst. All in all, an original and valuable
contribution to psychoanalytic theory.

    

 

  

Stefano Bolognini, is a training and supervising
psychoanalystof theItalian Psychoanalytic Society. At
presentheis the European representative for theBoardof the International Psychoanalytic Association
and a member of the European Board of the
International Journal of Psychoanalysis. Author and
co-author of many works, he recently published Come
vento, come onda, a coflection of amusingly-told
personal anecdotes each with its concluding pearl of
@sychoanalytic wisdom. He lives and works in
Bologna, ttaly.
£18.95/$29.95 May 2004 185343 723 9

Critical Psychiatry
Edited by David Ingleby
‘Critical Psychiatry’, edited by David Ingleby,wasfirst published
in 1980. Its seven essays were stronglyinfluenced by the
debates over psychiatry which had raged in the 1960's and
1970's. While some details in the book have inevitably become
dated,its basic theme — the contrast between the size of the
problem of mentatillness, ang the inadequacy of responsesto it
— seems even more relevant now than a quarter century ago.
Today, diagnosesof mentalillness have reached staggering
levels: the WHOhasestimated that depression will becomethe
second most important cause of disability worldwide by 2020,
and the major cause in the developed world.Yet psychiatry is
increasingly dominated by crudely reductionist biomedical
Models and a one-sidedreliance on drugtreatments. Theoretical
perspectives which present a challengeto the mainstream are
marginalized, while standardised treatment protocols and
diagnostic manuals have suppressed the diversity of approaches
which characterised the field thirty years ago. This book makes a
Strong plea for critical thinking aboutthe conceptualfoundations
of psychiatry, aboutits social role, and about the issues of
Powersurrounding mentaliliness, Far trom being merely an
historical document,‘Critical Psychiatry’ is powerfully relevant to
Mental health services today.
£18.95/$25.95 March 2004185343 793X pb 240pp
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Freud and the Post-Freudians
By JAC Brown
In this classic work,originally published in 1961, James
Brown provides a compelling account of both Freud's original
ideas and ofthe subsequent developmentsthat arose outof
them. He explains in an engaging yet informed manner the
basic concepts of psychoanalytic theory, including a survey of
the contribution of Freud's contemporaries. The ideas of the
early schismatics ~ Carl Jung, Otto Rank, Alfred Adier, and
Wiihelm Stekel — are explored, as are those ofthe various
British schools — including the work of William Rivers, lan
Suttie, Melanie Klein and Ronald Fairbairn. Particular
attention is given to. the so-called neo-Freudians,with
chapters on Karen Horney, Erich Fromm and Harry Stack
Sullivan, amongst others,
Psychoanalysis is frequently used as a catch-all term to
describe the many schoolsof thought which take their origin
from the work of Freud — however much they now diverge
from it. For those seeking a more informed exposition of the
basic concepts of psychoanalysis and its subsequent
developments Freud and the post-Freudians provides the
ideal introduction.
£18,95/$25.95 March 2004
185343 7689 pb 232pp
 

   
Making Death Thinkable
By Franco De Masi
Man's perceptionof the finite nature of life is always present,
resulting in anxieties of varying intensity, depending on the
person,s character and on the phases of life he is going
through. De Masiis aware of the philosophical, sociological,
teligious or mystical approachesto the problem of death,
however he choosesto focus on, and remain within, the
theoretical frameofreference of psychoanalysis. He explores
how different psychoanalytic theories have addressed the
issue of death, its presence or absence in the unconscious, as
well as the implications of the theories of the death instinct on
a morestrictly ctinical and technical level. Moreover De Masi
is interested in thinking aboutthe psychological resources
available to man, to make death thinkable, when its inevitable
occurrence needsto be faced. He is concerned with the
transformation of the thoughtof death, from an unthinkable
catastrophic event, to a natural conclusion of one,s existence.
As a psychoanalyst, he explores the quality of the anxiely
accompanyingthe idea of the natural occurrence of death,
which, however, is a perturbing presencein the mind ofthe
average manof our Western civilization. We mightfear, sense
and anticipate the death of our loved ones, and we know that
whenit occurs we will needto face the emptiness that will
Tesult. Yet, the emptiness we will leave provesto be
unthinkable. What do we mean then by ‘fear of death’, whatis
Geath,s status in our mind, whatis it that torments us? Most
significantly, how can we conceptualise ourfear of death from
a psychoanalytic perspective?
Franco De Mast is a training and supervising
psychoanalystof the Italian Psychoanalytic Society
(SPI) where he Is also the Secretary of Training.
£18,95/$25.95 July 2004 1 85343 7832 pb

  

Harvesting Free Association
By Marita Torsti-Hagman
This bookis abaut the fundamentats offree association.
Working from alarge amountof clinical material, it enables us
to see how the problemsof the symbolization process are
created in the minds of both the analysand andthe analyst.
Harvesting Free Association gives detailed attention to the
phenomenaofhysteria, obsessionalneurosis,and the death
drive. Marita Torsti-Hagmanalso investigates the symbolizations
of femininity, including the kinds of psychosomatic disturbances
that the child-bearing and nursing mothersuffer from.
Conceptualizing the central role of inner-genitality as a catalyst
forthe integration cf femininity she analyses the conflicts penis
envy produces whethere is insufficient potential in the woman,s
Mindfor bindingit. This part of the book formulates a theory on
the fundamentalsignificance of hallucination during the foetal
stage both for the formation of the deepest unconsciousandfor
the functioning of primary repression. Marita Torsti-Hagman
argues that drive is energy; and therefore that theory formation
necessitates a language of charge and movement. In
contemporary psychoanalysis it is no longersufficient to be
satisfied with the understanding of the contentof representations.
The authorhas a long-standing interest in what psychoanalysis
is, what Freud meantit to become and what it has been made
into. The analyst's ability and inability to remain in touch with
his own unconscious andto useit in his analytic work as an
interpretative process, have beencentralfoci of attention in the
writing of this book.
Marita Torsti-Hagman was horn in Finland in 1935.
She originally trained as a psychiatrist and has been
practicing as a psychoanalystfor the last thirty years.
She has been a memberof the Finnish
Psychoanalytic Association since 1982
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On The Freud Watch: Public Memoirs
By Paul Roazen
This is a collection of personal pieces. The (ntraduction deals with
Roazen's experiences attendingclinical case conferencesat the
Massachusetts Mental Health Center in 1964-65, and what he
leamed about psychoanalytic psychology there. Chapter 1 makes
a generalstatementabout his cutlook an whystudying the past
matters. Chapter 2 deals with a particular psychological
explanationthat his friend Charles Rycroft offered for why
psychoanalysts are characteristically anti-historical. Chapter 3
discusses Roazen's take on the problem of Freud's analysis of his
daughter Anna,a matter Roazenfirst brought to lightin 1969.
Chapter 4 deals with the rarely discussed question oftraining
analyses. Chapter5 contains Roazen’sefforts to deal with the way
the founderof the Freud Archives, Kurt Eisster, launchedattacks
on his work. Chapter 6 tries to show how Roazen thinks Dickens's
David Copperfield can be an example ofcreative ablation in a
great novelist’s life. Chapter 7 discusses O'Neill's Long Day's
Journeyfrom the contrasting viewpoints of Freud and Jung, both
of whom can be said to have directly influenced O'Neill. Chapter 8
consists of some26lettersto theeditor that Roazen published,
including the circumstances and objectives he had with each.
Chapter 9 cavershis take on the recently published Freud
correspondenceswilh both Ferenczi and Abraham, Chapter10is
an over-view of Freud's impacton political and social thought,
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SA UUTACILIY tne fradieos Ofsockaig, conseMatint, aut
tiberalism. Chapter 11 includes Roazen's use of psychological
thinking in orderto follow questions connection with Canadian
political life as he experienced it. Chapter 13 deals with Roazen’s
understanding of who has won andlostin the Freud Wars of this
past century. And Chapter 14 concludes with a discussion of how
he thinks Freud's concept of neurosis wasintended to convey his
understanding of a specifically humanprivilege. The short
epilogue clases with a personal account of the significance of a
small beach in Roazen's childhood.
Paut Roazen, educated as a potitical theorist at Harvard,
Chicago, anc Oxford, has spent his career approaching
psychoanalysis as an aspectof intellectual history.
Issues of a moral and philosophic nature remaln central
to thetradition of thought that Freudinitiated, and help
accountfor the unfortunate sectarianism that has
afflicted the field. On the Freud Watch: Public Memeirs
opensand closes with autobiographical pieces, but the
book as a whole reflects an intensely personal account
of how Roazen became known asa ‘controversial’
figure within psychoanalysis.
£18.95/$29.95 September 2003 85343 5686 pb
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The death and rebirth of imagination

embued and suggests that there is good reason to agree with Humeand Kantin
calling this mental activity imagination (Warnock, 1976).

It helps to note Kant’s comments on whytherole of imagination in
perception has not been given recognition:

Psychologists have hitherto failed co realise that imagination is a necessary ingredient of
perception itself. This is due partly to the fact that [imagination] has been limited to
reproduction, partly to the belief that the senses not only supply impressions butalso
combine themso as to generate images of objects. (Kant, 1929: A120a)

When Kantrefers to the reproductive function of imagination,he is talking
about imagination in our ordinary use of the term whereit is understood as the
capacity to form an image in the absence of the object or when the object does
not exist. When welook at the productive function of imagination, its
constructive and organizing aspect,it is easier to imagine a view that sees
imaging as a necessary part of perception. This view of perception as thought-
embued is familiar when we look at experiences such as delusional perceptions
or in work with couples where we are presented with two different, plausible
and yet apparently mutually exclusive perceptions of the same occurrence.

In ordinary perception the work of imagination seems hidden and not
available to us consciously. However, in crises or conflicts or in some forms of
psychopathology we begin to notice the role of imagination in perception.
Mostimportantly, the role of imagination in perception is made available to us
by ourartists. In a rather didactic way contemporary ‘conceptualart’ aims to
make us aware thatwe are using our imagination in ordinary experiences — such
as looking, for example, at an unmade bed.

The developmental history of imagination
It is profoundly important for the human mindto be able to organize the
stimuli bombarding the senses into mental images in order to cope with them —
attending to some, disregarding others. This ability of the mind is to some
degree part of the mind’s natural endowment, a function of the structure of the
brain. But it is also interpersonal, a function of relationships, during the
prolonged dependencyofchildhood.It is not just a matter of attendingto select
stimuli but of organizing them into images that can be named, remembered and
re-cognized.

This ability to imagine, which can be seen as having an affinity with what
Bion describes by the abstract term ‘alpha-function’, is linked not just with
perception butwith our ability to become unconscious of some things:

If there are only beta-elements [sense impressions] which cannot be made unconscious
(by alpha-function], there can be no repression, suppression, or learning. This creates
the impression that the patientis incapable of discrimination. He cannot be unaware
of any single sensory stimulus: yet such hypersensitivity is not contact with reality.
(Bion, 1962: 8)
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Being flooded with sense impressions would notfeel like an experience of being
in touch with reality, but more like being out of touch withreality. This would
be a hopeless madness, a picture of someone overwhelmedin a life of
unrelenting, unorganized stimuli.

Because the term ‘imagination’ has so manyassociations Bion creates a new
vocabulary, the language of ‘alpha-function’. Although imagining and alpha-
function are not identical, I am suggesting that they mapsimilarterritory.
Bion’s technical term for sense data or sense impressions is ‘beta-element’. He
also uses ‘beta-element’ to refer to ‘sense impressions of emotions’ prior to the
operation of ‘alpha-function’ (Bion, 1962: 6, 26). His definition of ‘alpha-
function’ and ‘alpha-elements’ makes clear the close links with the capacity to
image:

Alpha-function transforms sense impressions into alpha-elements which resemble, and
mayin fact he identical with, the visual images with which weare familiar in dreams... .
(Bion, 1962: 7)
[Alpha-function] transforms sense data into alpha-elemencs. Alpha-elements comprise
visual images, auditory patterns, olfactory patterns, and are suitable for employment in
dream thoughts, unconscious waking thinking, dreams, contact-barrier, memory. (Bion,
1962: 26)

This is not the place to explore further Bion’s complex analysis but I mention it
here by way of acknowledging his influence on my accountof the role ofimagi-
nation.

As I said, in addition to the structure of the brain, which makes imaging
possible, the interpersonal aspect of the developmentof this capacity for imagi-
nation is critical. A very familiar exampleofthis is seen in the game‘Thislittle
piggy went to market’, in which the mother images with and for her baby,
making it possible for her baby to begin noticing whatis important. It consti-
tutes an on-going, lively and emotion-filled dance and dialogue between
mother and baby. Now extend this picture to the uncountable images in the
growth and developmentof the child, beginning from the simplest, throughall
the objects, events, emotions and narratives of childhood. Nor are we tempted
to think that the creative imaging stops when wereach adulthood. When and
how it does stop is the themeof this paper.

Imaging our emotional experience
Bion finds himself agonizing over the puzzle that there seems to be no way to
image emotion stimuli the way we image the stimuli affecting the five senses.
He notes that we could look to somatic states as ways of imaging emotions, an
idea that Freud had madefamiliar, but it doesn’t get him veryfar.
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The senses may be able in a state offear or rage to contribute data concerning the heart-
beat, and similar events peripheral, as we see it, to an emotional state. But there are no
sense-data directly related to psychic quality, as there are sense-datadirectly related to
concrete objects. Hypochondriacal symptoms may therefore be signs of an attempt to
establish contact with psychic quality by substituting physical sensation for the missing sense
data of psychical quality. (Bion, 1962: 53; emphasis added)

Bion gets stuck because heis looking for a parallel to what happens when,in his
language, alpha-function transforms not just sense data but emotion data into
alpha-elements that can be used for dreaming and thinking:

Whatdeals with the counterparts of a sense impression of an emotional experience? How
are these counterparts of a sense impression then transformed into alpha-elements? Itis
helpful ro postulate sense impressions of an emotional experience analogous to sense
impressions of concrete objects. If there are such impressions weshall have to consider
whetherthe alpha-elements into which alpha-function transformsthe sense impressions
of an emotional experience differ from the alpha-elements into which alpha-function
transforms the sense-data of a concrete object andif so in what the difference consists.
(Bion, 1962: 55-56)

Bion cannotgive a clear theoretical answer to the dilemmaheraises. He actually
does provide an answer, however, in his remarkably evocative picture of the
process of imaging. Thatis, Bion shifts from the highly technical and theoretical
language of alpha-function and beta-elements to the homeliest and warmest
images of mothers and babies and what he cametocall the container/contained
relationship. Dividing what happens into imaging of physical sense data and the
imaging of emotionsis quite artificial. It calls to mind Wittgenstein saying ‘the
humanbodyis the best picture of the humansoul’ (Wittgenstein, 1953: 178).

What I want to emphasize in Bion’s picture of this dynamic relationship
between mother and baby is the way the mother can take in fragments or
‘projections’ of the baby’s experience and image them.Cries, grimaces, smiles
and all the other ways the baby directs at or ‘projects into’ the mother
something of whatit is experiencing are provoked by sensations it cannot
experience or, to use Bion’s term, suffer. The baby is trying notto suffer.
Mother, however, takes it as a communication,persisting in treating these
‘expelled sensations’ as communications. The mother’s ability to imagine for
the babyis part of a mysterious dynamic interaction in which the baby comes to
form its own complementary images, images that are imbued with emotion.

Concrete thinking and the death of imagination
I] am suggesting that one can see A Midsummer Night’s Dream as both a vivid
picture of the birth of imagination and also a picture of the death of imagi-
nation,albeit a diabolically funny one.
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We might ask what makes the madman mad and whatis the link with
imagination. There are several answers, butlet’s look at Shakespeare’s. It is
related to the phenomenonI discussed several years ago in a paper on Macbeth
in which I talked about the proleptic imagination (Fisher, 2000). The
Macbethsas a couple are a sombrepicture of a state of mind in which whatis
imagined,proleptically imagined, seems somehow already to have happened.
Here the play that Bottom and his fellow actors put on for the wedding
celebration is a comic picture of an inability even to notice the distinction
between an image and whatit images.

Concrete thinking can be slapstick funny, but it can also be disturbing, as
whenBion presents the spectre of a man whofeels he must murder his parents
in order to feel free from the anti-sexual internal parents (Bion, 1962: 6). In
this play-within-a-play we have scenes reminiscent of the mythical redneck
American southerner who jumps up on thestage to rescue poor Desdemona
from the murderously jealous Othello. But here it is the actors who worry that
the Lion will frighten the ladies unless Snug the joiner explainsthatit is he who
is the Lion — oris it the Lion thatsayshe is really Snug?

It only gets worse when Moonshinepoints to the lantern heis carrying and
tells the audience that it presents the horned moon, and he himself ‘the Man i’
th’ Moon doseem to be’. When the audiencetease cruelly thatthis is wrong, that
he should be in the lantern if he is indeed the Man in the Moon,he responds
desperately:

All that| haveto sayis, to tell you that the
lantern is the moon; I the Mani’th’ Moon;this
thorn-bush my thorn-bush; and this dog my dog.(5.1.247-249)
A bush,a thorn-bush or a bear? Whatis symbol? Whatis illusion? Whatis

reality? In concrete thinking the symbol and what is symbolized are seen as
identical. This ‘concrete thinking’ is related to what Hanna Segalcalled
‘symbolic equation’ (Segal, 1981). I want to suggest that we can think of
concrete thinking notas a lack of imagination, but as the failure to notice the
presence of imagination and thus a failure to recognize any distinction between
the image and whatit images.

The invitation of the poet is to enter imaginatively into the images, not
literally as happens in the Woody Allenfilm The Purple Rose of Cairo. We don’t
jump on the stage to rescue Desdemona no matter how moved weare by her
plight. To ask of a dream or a poem or a children’s play whether the story, the
account, the imagesare real is a misunderstanding. Images have their domain —
in perception, in dreams, in unconsciousfantasy, in theatre, in play and make-
believe; in fact at the basis of all thinking. The appropriate question to ask
about an imageis not,‘is it real?’, but ‘what does the image organize? And ‘how
well doesit organize it” Being able to distinguish between the image and what
it images, to ask how wellit organizes whatit aims to organize, is the beginning
of reality-testing. The thorn-bush looks to be a bear but, on closer inspection,
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the visual and othersense data are better organized by the idea, the image, of a
bush. We can also ask how well it organizes complex emotional experiences.

Concrete thinking versusreality testing
To return to our couple at the beginning, Mrs A’s — or our — taking Mr A’s
accountofhis‘liking a glass of wine with dinner’ simply as a description of his
failure to recognizehis difficulty with alcohol could be a kind of concrete
thinking. Is it just an account of what happened, what he drank and what
implications that had, or could it also be a picture of his emotional experience?
This way of thinking about concrete thinking has links with what I have
elsewherereferred to as ‘the session as a dream’andstories as ‘pictorialized
communications of emotional experiences’ (Fisher 1999, 2001, 2002). Of
course, in our work with patients we can only invite them out of their concrete
thinkingif we ourselves are able to notice it andresist their unconsciousefforts
to draw us on to the stage with them.

Concrete thinking can sometimes feel all but irresistible. For example, the
reality of Mr and Mrs A's crisis threatened almost irresistibly to be identical
with her image ofit — her image and what it imaged were seen andfelt as the
same. There was no imagining,just the facts; no thinking about what they
imagined,just finding out the facts. Therefore it was nearly impossible not to
join as an actorin the anxiety ofche reality of the imminent pregnancy. It was
tempting, as it were, to jump on the stage to sort out Othello and rescue
Desdemona. But thatis, 1 suggest, a warning signal, a sign of concrete
thinking.

WhenI was able to hold back and think of her account as a complex image
of an emotional experience, it became possible to wonder what emotional
experience it pictured. Her anger was obvious but the picture took me beyond
that. Were she to havesaid,‘I feel the way a woman would feel whois about to
deliver a child and shefinds that ...’. What? That she is desperately alone? It
was a poignant picture of desperate, helpless loneliness. But she behaved and
spokeas if she were anything but helpless. She wasfeeling angry. WhenI tried to
think with her about her saying that she was unable to cope and desperately
needed him while at the same timeshe felt she had to be the one whostayed on
top of things, she would come back angrily, ‘If I don’t, who would? Look what
would happenif I weren’t dealing with things.’

His presentation was as difficult to enter into imaginatively as hers was
irresistible to enter into as an actor. When, however, I tried to picture this
complex image of a man, a husband anda father, at a momentofcrisis and
needing comfort, the loneliness seemed overwhelming. Entering imaginatively
into their stories in contrast to their consciously experienced emotions, gave
me a powerful sense of an emotional experience that we could describe as very
real but unconscious. Both their stories and images listened to imaginatively
were evocative of emotional experience much richer and more specific to them
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than any wordlike ‘loneliness’ can convey. Or perhaps we should say that a
wordlike ‘loneliness’ conveys emotion only because it evokes imagesor stories
like these in our minds.

AsI tried imaginatively to enter into these images we were taken back to
thefirst session when they had told me that they had built their lives around
the children but had neglected their relationship. This story in the session
pictures them doing just that, neglecting their relationship andfocusing on the
children, especially the imminentarrival. Slowly, in response to my voicing
whatI was hearing in these stories, each slowly began to speak more about what
was going on inside. She was longing for him, not to look after the children or
even the baby ~ although she needed that too. Her emotional reality was her
need,her longing, for him for herself. He talked about how her coping made him
feel unnecessary, unwanted. What was the point of wanting her when she
neither wanted nor needed him?It was a painful moment.

Focusing on the role of imagination, the imaging, does not take us away
from thinkingin terms of transference. Whatit does dois give usa lively way to
think with the patient how the imaging gathers and develops the transference,
how it shapes andformsit and gives it a local habitation. Here, for example, we
might say that the transference relationship wasa relationship with an object
that had concrete expectations of what these two people should or should not
do,praising them when theydid well andcriticizing them when they did not.
We could picture an authority figure who was at pains to show each of them
how to do their duty, a figure less interested in their own emotional experience
and more concerned with expectations, expecting to feel what they were
supposed to feel and suppress what they did feel. One mightsayit was a state of
mind that, in discouraging imagining and thinking, could eventually result in a
death of imagination.

It is worth noting that one area where weare less tempted into this kind of
concrete thinking is in play therapy with children. Although we might enter
into the game wheninvited by the child, we always thinkofplay as a picture,a
potential communication of emotional experience. If we get confused, the
child will tell us that this is ‘just pretend’. Of course it is not just pretend any
more than Othello or A Midsummer Night’s Dreamis just pretend. Such occasions
offer the possibility of imaging and thus thinking about emotional experience.
However, with adults in the consulting room, the imaging of emotional
experience is muchless easy to notice given thatit is often in the form of stories
and descriptions of crises that demandaction.

Therebirth of imagination
I have talked aboutthe birth and death of imagination, but what about the idea
of a rebirth of imagination? We haveseen the birth of imagination occurring in



The death and rebirth of imagination

the intercourse of mother and baby. Is intercourse perhaps the key to a rebirth
of imagination?

It brings to mind the way | have used the notion of intercourse when
discussing couples and their apparently irreconcilable differences (Fisher, 2001).
Without our knowing how the couple could possibly resolve such differences, or
even turn them into creative differences, | described a hope that an intercourse
of minds could lead to an ‘offspring’ that resembles both butis identical to
neither. Perhaps now we need to put alongside that image of creative genital
intercourse the picture of anearlier intercourse, that of mother and baby.

This is the intercourse of the baby expressing, expelling or projecting
fragmentsofits experience and the mothertaking into herself these fragments
as if they were communications that evoke communication. Bion calls this the
mother’s reverie, which is in turn internalized by the baby as its own capacity
for reverie. The mother takes into herself, for example, the ‘pain sensation
generatedcry’or the‘smile of pleasure beyond description’ of her beautiful baby
and creates images for herself of those experiences — thatis, she imaginatively
identifies with her baby. The baby takes in turn into itself the ‘pain that can be
endured’ or the ‘adoring gaze of an overwhelmingly beautiful object’ — thatis,
the baby begins to be able to imaginatively identify itself.

Neither will ever be a ‘perfect’ understanding. Neither mother nor baby can
ever know what the otheris feeling in the way that we know what mechanism
is driving the clock by taking it apart and studying it. We ‘know’ whatthe other
is feeling by our capacity for imaginative identification. Butit involves a leap of
faith and one can always be mistaken. That is why reality-testing is important
mostof all in intimate relationships where so muchis at stake, and why
concrete thinking is so potentially damaging. Imaginative identification can
only approximate what the otheris feeling. Its success is discovered in the
dialogue as the otheris able to take it in and imageit in his or her own way.Itis
not that one’s motheror partner or therapist reflects exactly whatis felt, nor
that ourartists tell us exactly what we feel, but that the other, the artist, evokes
in us a potentially deepened understanding of and thus capacity for our
emotional experience. That is what Shakespeare does in A Midsummer Night’s
Dream,helping us notice the birth and death of imagination.

If we had failed to notice the role of imagination in thefalling in love of the
younglovers and thevicissitudes of their affections, how could we miss it as we
watch Bottom,translated with the head of an ass, enjoying the adoring
attention of Queen Titania and herfairies? As many commentatorsandplay-
goers have remarked, Bottom is perhaps the most humanly appealing character
in theplay. Listening to him as he wakes from his ‘dream’, we are, one might
say, seeing the poetry of emotional experience. He awakes, waiting for his cue
in the play they have been rehearsing, only to find that his fellow actors have
deserted him:
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Stolen hence,
Andleft measleep! | have had a mostrare vision
1 have had a dream,past the wit of man to say what
dream it was. Manis but an assif he go about to
expound this dream. Methought | was — there is no
man cantell what. MethoughteI was — methought
I had — but manis but a patchedfoolif he
will offer to say what methoughtI had. Theeye of
man hath not heard, the ear of man hath notseen,
man’s handis notable to taste, his tongue to conceive,
nor his heart to report, what my dream was.I will
get Peter Quinceto write a ballad of this dream:
it shall be called ‘Bottom’s Dream’, because it
hath no bottom;and will sing it in the lacrer end
of a play, before the Duke. Peradventure, to makeit
the moregracious, I shall sing it at her death. (4.1.202-217)

The challenge the story of ‘Bottom’s Dream’ describes can be seen as an aesthetic
one and that is why Bottom needs a poet. Thefirst and continuing challenge of
growth and development — and of psychoanalytic therapy — is an aesthetic one
calling for a poet. Of course, Bottom says, ‘Manis but an ass if he go about to
expoundthis dream’. Whatis needed is not explaining, the ‘if-then’ function of the
mind — the explaining mode of therapy. Whatis needed is the imagining, the ‘a-
ha’function of the mind — the stories and ‘factual accounts’that picture emotional
experience, the poetry of emotional experience. Therefore Bottom is going to get
Peter Quince ‘to write a ballad of this dream’. The aesthetic challenge is to listen
with new eyes, look with new ears, taste with the hand, or conceive with the tongue.
ThatI take as Shakespeare’s poetic image for a rebirth of imagination.

Note
References to A Midsummer Night’s Dream are given by act, scene andline in
the 1979 Arden Shakespeare Edition edited by Harold FE Brooks.
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Howa child represents the world
through art

DOROTHY JUDD
Life is incoherentunless we give it form.
Susanne Langer

A picture has been said to be something between a thing and a thought.
Samuel Palmer

ABSTRACT
This paper explores the origins and developmentofchildren’s need to paint and draw.
The author makes links between the creative process and the early expressions of the
child’s inner world — such as making sounds, ways of seeing, messing and playing —
that a child makes, and how both processes require a parent’s mind to attempt to
receive them. There are references to the work of Klein and Bion, as well as to artists
whose philosophy is inspired by a child’s vision. The capacity and need to draw and
paint is linked with the child’s capacity to use symbolization as a means of managing
the pain of frustration, separation and loss: without an awarenessof separation there
would be no need to use symbolization. The paper draws on examples, illustrated in
the text, of children’s and adolescents’ drawings in various contexts. These were
produced both within a therapeutic relationship with the author in her capacity as a
psychoanalytical child psychotherapist, and in ordinary domestic situations.

Key wordschild and adolescentart, creativity, fantasy, mourning, symbolization

In order to explore this rich subject I will go back to someearly beginnings in
an infant’s life, and to try to follow the path along which, in good-enough
nurturing and health, the child first begins to represent the world through art.

Does this process of a more plastic expression begin when a youngchildfirst
makes marks and then scribbles with a pen, or perhaps earlier when a baby
seems to enjoy smearing her food on the tray of her highchair? Can it begin
 A fuller version of this paper was given as part of The Mind’s Eye Tavistock Clinic Public
Lectures Series, The Tavistock Centre, London NW3 5BA,on 19 November 2003.
DorothyJudd is a child and adult psychotherapist and couple psychotherapist in private practice
and also works at University College School, London.



How a child represents the world though art

with the experience of defecating, or perhaps when her mother changes her
nappy ina way that conveys appreciation? Or whenshefeels that she magically
creates the mother’s reappearance,or the nipple when she sucks her thumb? Or
prolongs the act of crying to enjoy a musical sound? Or whenshefills the
emptiness after mother’s departure with a game with her two hands touching
each other?

Melanie Klein (1952) writes:
Lhave seen babies as young as three weeksinterrupt their sucking for a short time to play
with the mother’s breast or look towards herface .. . infants. . . would, in wakeful periods
after feeding, lie on mother’s-lap, look up at her,listen to her voice and respond to it by
their facial expression; it was like a loving conversation between mother and baby.

From the foregoing we can see that even in the baby’s use of her eyes sheis
acknowledging that sheis separate: by looking at anotherthere is the possibility
— depending on the typeof‘looking’ — of a gap betweenself and other. Anditis
in this gap that thereis the possibility of play, of symbolization and creativity.
Weare talking now about the beginning of a capacity for representation and
even for metaphor.

Wilfred Bion (1962a) developed Klein’s ideas of the baby instinctually
seeking out an external other, something which will result in a satisfying
experience, and whichis not only the beginning of a relationship with the
external world but which provides ‘food for thought’ in the baby’s mind. From
the mother’s, and the father’s, or the parental couple’s, and the wider family’s,
capacity to respond to the infant’s ‘preconception’, as Bion saw it, begins a
benign pattern of mutual responsiveness. By finding a space in someone’s
mindthe infant’s capacity to think can develop within the ‘container’ of that
mind.

I propose that a baby’s ‘evacuations’ of painful unbearable feelings — both
physical and emotional — and his finding a mother’s mind that can process
these for him, and transform them into something manageable (through what
Bion (1962b)called ‘reverie’), is the prototype for a child’s capacity to put
out on paper his or her unprocessed thoughts. Scribbles, and, later, doodles,
can be such outpourings. The young child, and, I think, the older child (and
then the artist) seek another to recognize and respond to these marks or
pictures. The other’s attempt to be available to the marks or drawings at an
appropriate level, to not pre-empt or impose or judge, is an essential part of
the child's development. We couldsay that this process is one of the founda-
tions for symbol-formation: for once the mother has gathered — thatis, begun
to think about — the fragments or disparate elements or messof a child’s
picture, the child would be able to move on to the next stage, on to a
different picture. However, in creative development we see a continualoscil-
lation betweenstages of integration and fragmentation: growth and
regression. A child who can draw people with separate bodies may revert to
cephalopods when anxious.
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I am setting the scene for the existence of an internal world, and the
constant interplay between internal and externalreality, and how in the
internal world fantasy develops as a result of the baby’s contact with the
environment, which does not necessarily mean that they correspond with
actual others or parts of others in the environment. Theartist Magritte said,
‘This is how wesee the world. Wesee it as being outside ourselves even though
it is only a mental representation of what we experience onthe inside.’ Klein
and those who developed her ideas saw fantasy as the means of making sense of
the external world as well as the internal world. I would add that drawing and
painting can fulfil this function too: they are all ways of thinking things through.

As well as moments between a mother and baby like the one described by
Klein earlier, which can contain some element of rudimentary playfulness,
there are the inevitable impingements anddeficits in the mother’s care,as well
as actual separations, which promote an awareness of separateness, and where
the infant is prompted to create the absentor less-than-perfect mother. The
intrinsically painful impingements and separations lead to an impetus to recreate that
which is missing. Bion writes that this absence promotes thinking: that an
experience of the absent object promotes the need to think aboutit. Thinking
aboutit, even in inchoate sensual terms, is not only a use of internal resources
but is a creation. Therefore if the infant has had sufficient experience of a
containing mother, a manageable amountof separation can promote growth.

It is no coincidence that many of the examples ofpictures in this paper, from
a wide population of children ofall ages, either are ways of trying to manage or
transform loss, or are attempts to avoid the experienceof loss. This is because
loss — loss through weaning, through Oedipal conflicts, through separations — is
neverfully resolved. Art is one way thatchildren can try to process this lifelong
struggle.

I will illustrate what I am describing: a baby of 11 monthsis looking at a
picture book with his father. Father points to a cat, and says ‘Cat, miaow-
miaow.’ The family have a cat called Moses which the children call Mo-mo.
Thefather adds, ‘Mo-mo.’ The baby looks seriously at the picture, briefly turns
his head to look up at father, looks again at the picture, and scratches at the
picture as if to ascertain its flatness orsolidity. A week or so later he too points
at the picture, and makes his own version ofthecat’s sounds. A few weekslater
he is on his own with this book, and hefinds the picture, and points to it, and
makes sounds. He is of course beginning to apportion meaningto a two-dimen-
sional picture: to give it life, and to connectit (perhaps) with his own cat.
Furthermore heis evoking his (absent) father with whom heassociatesthis
process, by recreating it.

Now,in this vignette it is quite a big conceptual leap that the baby is
making, for he knowsthat if he touches the page hewill feel smoothness and
nothing else. He is allowingforillusion and for imagination andfor abstraction.



Howachildrepresentstheworldthoughart

AsSusanneLangerwrote,‘Allformsinart,then,areabstractforms;their
contentisonlyasemblance,apureappearance,whosefunctionistomake
them...apparent....Itsverysubstance...isanabstractionfrommaterial
existence’(1953:50).Furthermore,sheaddedthat‘formsaresymbolsforthe
articulationoffeeling,andconveytheelusiveandyetfamiliarpatternof
sentience’.Shecontinued,‘Likespeech,thatisphysicallynothingbutlittle
buzzingsounds,itisfilledwithitsmeaning,anditsmeaningisareality’(1953:
52);and,‘...whatartexpressesisnotactualfeeling,butideasoffeeling...’
(1953:59).

PaulKleewrote,‘Paintingscomeintoexistencewithoutconsciouscontrol;
sometimesalsowithconsciouscontrol.Youdon’tknowexactlywhattheyare
goingtobelike...thebestpicturescannotbewilled;theyjustcomeinto
being’(Petitpierre,1957).Headmittedtoacolleaguethathesometimesfailed
toachievethedirectnessofchildren’sart:‘Child’splay!...thecriticsoftensay
thatmypicturesresemblethescribblesandmessesofchildren.Ihopetheydo!
ThepicturesthatmylittleboyFelixpaintsareoftenbetterthanmine,because
minehaveoftenbeenfilteredthroughthebrain,whichregrettably|cannot
alwaysavoidbecausesometimesIworktoomuch’(quotedbyLynton,1964).

InthispaperIdrawuponpicturesbychildrenIhaveknownpersonally,as
wellasthoseIhaveworkedwithasanarttherapistmanydecadesago,andthen
asachildandadolescentpsychoanalyticalpsychotherapistinhospitalsaswell
asinprivatepractice.

Ibeginwithspontaneousdrawings,orscribbles,intowhichthechild‘reads’
theimagehehascreated—ratherlikeWinnicott’s(1971)squigglegame.

Thefirstpicture(Figure1)isbyaboyofalmost3yearsold.Hesaiditwasof
apig.Thisisoftenthewaythatyoungerchildren—thatis,2-to3-year-olds—
discovertheircreativepotential.Thisscribblestage,ofexperimentingwith
line,whenanimageisdiscovered,hasbeencalled‘fortuitousrealism’(Luquet,
1927).Adultsoftenmakesuggestionsastowhatthechildhasdrawn,which
may,ormaynot,behelpfultothechild’sowndevelopmentoftheirfantasylife.

Thenextthreedrawings(Figure2)arebyaboy,Jamie,aged3.Hesaidthey
were‘Mummyasalittlegirl’,‘Aduck’and‘Anelephant’.Sixmonthslater,
JamieproducedFigure3,sayingitwasaspiderinitsweb.Allthesedrawings
showacombinationofintentionalityandspontaneity,orafusionofexternal
realityandthechild’simagination.

Someadultartistshaveusedasimilarprocess:LeonardodaVincisawfacesin
dampstainsonwallsandtoldhisstudentstotrytoseesomethingobjectivein
cloudformations.PaulKleewroteinhisdiarythatwhenhewas9his‘bentfor
thebizarre’announceditself:for,inthepatternsofmarbletableshewouldpick
outhumangrotesquesandcapturethemwithapencil(Klee,1898-1918:8).

Aswellasthechild’swishtobringintobeingtheinchoateworldoffeelings
andideas,linkedwithaestheticpleasure,thereismotorpleasureintheprocess.
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Figure 1: Drawing by a boy, aged almost3,of a pig.

 
Figure 2: Drawings by Jamie, aged 3: Murimny asa little girl’, ‘A duck’and ‘Anelephanv’.

This is particularly apparent in young children, where the movementof the
arm and the scribble on paper, or marks upon sandattheseaside,feel as if the
child’s whole being is involved in the process. A child’s early scribbles reflect
the very movements of being physically in the world, of deliberately walking,
bending, lying down. Arnheim (1969) wrote, ‘There is abundant movementin
children, and thus drawingstarts as gambolling on paper.’

Thebasic early patterns are non-figurative motifs which reflect attempts at
mastery of basic movements and rhythms, such as ‘round and round’ and ‘up
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Figure 3: Drawing by Jamie, aged 3, of a spiderin its web.

and down’,of diagonals,of crosses and triangles, not necessarily purposely made
but in the process of a physical movementwhichthechild soon uses as a place
with the potential for meaning to emerge. Just as babble becomes speech
because the parents attemptto ‘hear’ andarticulate what the child is saying, so
scribbles can becomea ‘picture of. . .’ if adults attemptto seeit. (Although this
selection of pictures has a bias towards the pictorial, we need to remember that
some children use colour and rhythm and the movementor vigourof line in a
more abstract way to evoke mood.)

Paul Klee wrote not only aboutchild art but about his approach to drawing
and painting: ‘A certain fire of becoming flares up;it is conducted through the
hand, flows to the picture surface and there bursts into a spark, closing the
circle whence it came... . The pictorial work springs from movement,it is itself
fixated movement,andit is apprehended by [eye] movement.’ As Klee famously
said, ‘A line is a dot going for a walk.’

Marion Milner(1986) described the way that she discovered her owncreative
potential as an adult by feeling in her body the very spirit of whatshe wastrying
to draw. She wrote, ‘. . . although it was certainly a condition of the spirit it
essentially also encompassed the body. For the making of any drawing,if it was at
all satisfying, seemed to be accomplished by a spreading of the imaginative body
in wide awareness and this somehow included one’s physical body as well as what
was being drawn’ (1986: 106). The sculptor Brancusisaid, ‘When youseea fish,
you don’t think ofits scales, do you? You thinkofits speed,its floating, flashing
body. . . I just wanttheflash ofits spirit’ (quoted in Lewis, 1957: 43).
A congenitally blind 13-year-old boy produced Figure 4, of his favourite

teacher. Hefelt his way across the page as he drew,as if measuring distances with
his fingers. He drew with verve, and what| foundinteresting is that hefelt his
teeth with his tongue as he drew herteeth, for to draw how thingsfelt from the
inside was, for him, more sensible than drawing appearancesthat he could notsee.
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Of course emotionaldifficulties impede this process: a 6-year-old boy who
had been abused had a depressed mother who was unable to see him as separate.
Whenthe boy’s teacher gave each child an outline of a fish drawn on paper for
them to paint, this boy could not‘read’ the line as an outline, or as a container
for the fish shape, but painted on the pageindiscriminately.

Pictures as an attempt at mastery, andtotell a story
Figure 5 is by a boy, Tom, aged exactly 3. He said that it was ‘someone with
their shoelaces undone.’ It expresses the ‘undo-ableness’ of tying shoelaces for
this child at this age. Fundamentally, it is about utter helplessness.

Thenext drawing (Figure 6) was by Tom aged almost 4, and was done while
his mother wasoutfor the day and he was at homewithhis father. He said that
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Figure 5: Drawing by Tom,aged3, of ‘someonewith their shoelaces undone’.

the big buildings were blocksof flats. They seem to denote the vastness, and
perhapspotentially overwhelming nature, of external structures: the outside
world where Mummywas. Andyet he placed himself securely between his
parents; his mother’s location is joined to his house, despite the separation.
Prompted byfeelings of loss, he is able to create the lost person in a way that
gives him some mastery overthesituation.

Thenext drawing (Figure 7) is by Tom a monthlater. He said ‘He’s bleeded
himself’ and, as you can see, blood pours from the figure’s fingertips. The blood
andthetears flow. This is a tragic picture which expresses theterrible side of his
helplessness, but in a way that, through his mastery of his subject, shows an
enjoymentof the creative process. At an early age he has the capacity to depict
shoulders and a delineated body, which usually does not develop until much
later. So, one could say, he is less helpless and tragic for having transformedhis
feelings into this picture.

The samechild, aged 4 years 3 months, produced Figure 8.It is rather like a
dream in content. Hesaid, ‘This tower was nearly going to fall down and by
mistake the cook dropped custard on the boy’s head because the tower was so
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Figure 6: Drawing by Tom, aged almost4, of blocksofflats, done while his mother wasoutfor the
day. Figure 7: Drawing by Tom aged4, showing a figure who has ‘hleeded himself.
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Figure 8: Drawing by Tom, aged 4 years and 3 months,of a tower, this time introducing the
comforting elementof custard.

wiggling.’ Thereis a phallic quality to the tower, as earlier to the blocksofflats.
Now, he makes the big tower more accessible and safer by introducing a
slapstick, or comforting, element — the custard.

There is enormous powerin being able to play with shapes and seeing what
emerges, which is what happensin play: the child can risk dangerous scenarios
whenthereis a sense of beingin ‘potential space’, as Winnicott (1971) called
it, when the baby, and then the child, creatively plays in the potential space,
with the use of symbols. The symbols stand both for cultural experiences
outside the child and also for internal phenomenaof the child and of his
experience of the internal mother.

Tom, when aged 4 years and 9 months, produced Figure 9. All he said about
this was: ‘A burglar escaped from the prison.’ Now wecansee his developing
capacity not only for symbolization but also for abstraction and imagination,
perhapsaided bythe use of paint.
A monthlater this child drew story,full of action (Figures 10 and 11). His

commentary was: ‘Somebody about to step on an ant’s church. See the ants on
the ground. Andthen hestepped on it and there were ants flying up in theair.’
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Figure 9: Tom, aged 4 and 9 months, produced this drawing of ‘A burglar escaped from the
prison’.

Again, there is mastery in this, and humour. Heis now able to show side-views
of people, and action.

Jamie (mentioned earlier) drew Figure 12 when he was exactly 4. He said it
was ‘Someone rushing to work. Sometrees in the distance.’ He is able to
spontaneously use perspective, action and composition,to givelife to an idea.

Pictures as narratives about loss — someclinical examples
Stephen is a 10-year-old boy in foster care together with his older brother. He
had suffered from severe physical abuse from his stepfather. Despite cognitive
delay, and very poor speech, which was morelike a 3-year-old’s, his drawings are
extremelyarticulate.

He drew (Figure 13 — top drawing) the outline of a big truck, deploying the
picture space well. The truck had manydetails, including ‘moke’ (smoke)
coming out of a funnel,sirens, an aerial, hooks, levers andbigwheels.
Eventually he drew a small driver sitting in the cabin. He said it was a rescue
truck. One can see thatthe truck is a personification of a very capable parental
figure. He took another piece of paper (Figure 13 — bottom drawing) and drew
another vehicle, a truck that was a transporter. He again added manydetails
and functions as before. Then he placed a much smaller vehicle on the back.
He drew dents and marks onthelittle one andsaid that it had been in a crash
(his pronunciation was ‘trash’) and that it was going to be dumped in a rubbish
dump. He added chains to keep it in position. I asked if it could be fixed. He
said no.I said that it looked like a sad picture. He now drew anotherslightly
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Figures 10 and 11: Tom, aged 4 and 10 months, drewthispair of pictures about ‘someone about
to step on an ant’s church’and then stepping onit.

bigger vehicle on top of the little one — no doubthis brother — also damaged
and also going to the dump. Heputit aside, saying it wasfinished.

Earlier, Stephen had doodled with a wax crayon. He nowreturned to that
earlier picture. He completed a curved shape on theleft and drew a rectangle in
the centre. Hesaid it was a hut. When I did not understand his pronunciation
of ‘hut’ hesaid ‘shed’. The curved shape was an empty hay barn. I commented
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Figure 12: Drawing by Jamie, aged 4,of ‘someonerushing to work’. Figure 13: Stephen, aged 13, drew these trucks: top, a rescue truck; bottom, a transporter truck
carrying two damagedtrucks to the dump.
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on thepicture being empty. Hesaid the shed was for tractors, but they wereall
out. He walked away from thepicture, and explored other things in the room ina
respectful way, and talked about his ownlittle garden (at his foster home) where
he grows vegetables. He returned to the drawing and added a ‘damaged modern’
shed ontheright (earlier he said that his motherlived in a ‘modern’ bungalow),
housing lots of hay he said, and a bright yellow sun in the corner. I said that
suddenly the picture did not look so empty. He explained a ‘dent’ on the side of
the shed, and‘fixed’ it by making a new straight line to correct the damagedarea.

From the foregoing one can see how he became more hopeful abouthis
capacity to repair his internal mother. Thefact that he could relate to me in quite
a lively way, and show a healthy curiosity about me and the room, conveyed that
he had notgiven upin his search for a mother whocould receive his drawings.
A 10-year-old boy, Paul, who I saw for an assessmentas part of a court

report, looked sullen andserious when | fetched him from the waiting room. He
produced Figure 14 about a quarter of an hour into the meeting. First he
doodled shapes that I realized were skateboards, then he drew a boy skate-
boarding, with a chain hanging from his pocket, then a boy impressively upside
down on a rampholdinghis skateboard. He seemed to tolerate my commentary
on what I thought he was drawing. He said he liked skateboarding but that he
no longer had a skateboard. Occasionally he clarified something verbally, but
generally remained silent. He added a bird near anotherboy, giving an
impression offlight and making the boy look as though he wasflying too. He
added a drawing of Bart Simpson, then other Simpson characters. He crossed
out onehedid notlike. He added a small sun and twoclouds.

Earlier | had clarified what he understood the purpose of the meeting was, so
that he knew this was an assessmentfor a court report. He began to talk about
his brothers andsisters and himself being in care because they were ‘naughty’. |
asked if that was the whole story. He nodded.I said it must be very hard for him
to feel that it was all because they were naughty — thatit wasentirely their fault.
At that point he drew a blue vortex, and then a spiral, which hecleverly turned
into a snail’s shell by adding a smiley snail. His drawing was very expressive, but
he himself was quite quiet, like a snail. He then drew a boy, whose jumper he
coloured in red, adding a school logo. Hesaid it was Damian,the brother who he
knew I had seen in the hour before, in his red school jumper. He added his
brother Neil next, then himself, then his brother Danny, and then his two
sisters. He added a small figure — his youngest brother — next to Damian, peeping
out. He then drew his mother, andlastly his ‘father’, who he (and 1) knew was
the father of the two youngest children but not of himself or the otherchildren.
He madeall of them smile, except for father, who appeared to be looking away.
He added further details to the family members, and then drew thetree and the
big orange sun. Lastly he added the ice-cream van.

Hedid not respond to my questions or my thoughts about the family, but
turned to a new page (Figure 15) where he sketched whathe said was a hedge-
sparrow, faintly and delicately in pencil. Now he explained that he liked
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Figure 14: Paul, aged 10, drewthis multi-layered picture that included his family, skateboarders
andcharacters from the Simpsons.

hedge-sparrows because they were tough; he said cuckoos chuck hedge-sparrows
out of the nest, and thenall the babies die. I wondered (but did not say) if he
felt ousted by the three subsequent babies his mother had, as well as being
ousted from the nest into care. He was aware ofa further ‘ousting’ when he
would soon be movedyet again from his foster carers.

He continued to be cut off in his manner. Finally he drew a branch on
whichthe bird sat, and an owl abouttoflyintoits hole in a tree, clutching a
small mouse. I asked what the owl was going to do with the mouse, thinking
that perhaps Paul thoughtthat it was for its babies. ‘Eat it, of course!’ he
replied, in a way that conveyed that he thoughtI wasidiotic for asking.

Thetaxi hooted and hedashedoff, not saying goodbye, clearly leaving me
with anyfeelings ofbeingleft.

Figure 14 is an attempt at a communication in a turbulent world.It is inter-
esting that the vortex happens to be where his motheris, similarly the snail-shell
spiral. His mother and stepfather are beyondthe sort of bracket that the ice-cream
vancreates, the sevensiblings are groupedcorrectly in age andsize order, as a pack
or bunch. The only discernible gap betweenthefigures is between Paul andhis
next brother Danny, when indeed another brother, Matthew,died as a baby, just
before Paul’s birth. The parents are notclearly differentiated in function other
thanbeingalittle bigger. His favourite brother (Damian) somehow stands out and
looks more alive and real and seems more warmedby the sun and wears the same
colourjumperas his father. Paul himself— like the brother onhisleft — looks thin
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Figure 15: Drawing by Paul, aged 10, of a hedge-sparrow, which hesaid heliked because they
were tough.

and insubstantial. All the family have their arms behind their backs, implying
helplessness, unlike the skateboarders who managea lively reaching-out in the
world. He chose to draw all this for me, nonchalantly, as if he was only mucking
about, yet knowing of course that this was an assessmentfor a court report which
would help to decide the fate of his siblings and himself.

The picture showslayers of pre-adolescent preoccupations and an
emergencefrom stylized drawing (the cartoons) to muchgreater expressiveness
(the bird, the skateboarder). The tree on the right stops the children from
falling off the page. The overall expression is of some order and coherence,
despite the fragmentation:the eye is drawnto the stationary family, while other
shapes whirl and spin. There is much more one could say aboutthis drawing,
but what I want to draw attention to are the layers of meaning, conscious and
unconscious, that Paul felt able to risk and share in my presence.

Finally with his next drawing (Figure 15) he let me know thathe was really
a tough hedge-sparrow andI was naive to imagine that an owl would feedits
babies instead of gobbling the mouseitself. He lived in a world where survival
was the name of the game. The hopeful factors, however, are that he risked
showing his vulnerability in the tentative sensitive style of the bird drawing,
and although he could notidentify consciously with the mouse-victim or the
baby hedge-sparrows who die whenevicted, they areall, like the lively skate-
boarders in the first drawing, aspects of himself for me to glimpse, through his
impressive capacity to use drawing as an expression.
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It is not surprising that the precipitating factors in these children being
taken into care were chaotic family life, neglect and the children witnessing
domestic violence.

Another child whose picture (Figure 16) was an explication of his central
psychological problem was Brian (aged 7) — a very sad boy who looked extremely
deprived, reminding me of a Dickensian child who would have been sent to
sweep chimneys 150 years ago. His mother was mentally ill. He was in fostercare,
and he pinedfor his parents. This picture probably saysit all. Note how he has
separated the couple, although they were apparentlystill living together.

Figure 17 is by a 14-year-old girl who wasin foster care, and still saw her
mother. She was becoming very aware ofthe father she had never known and
searched for in her mind. She produceda series of similar bleak pictures of a
mysterious solitary male figure in a landscape.

Another 14-year-old girl’s mother was mentally ill. Is this (Figure 18) not a
creative symbol for her mother? One might say that she was rendering her
mother’s mind into something beautiful, yet bizarre. Is she producing something
dead or deadly, or on the side oflife? Is there a sense of a capacity to play in the
space between her internal world and externalreality? We could wonderif, in
this way, the art productis truly a symbol for whatis both in her mind and what
is outside her mind.

Some paintings are hardly symbolic, especially during the turbulence of
adolescence: they are raw and unprocessed statements of their state of mind. One
girl tore up such a wet muddypainting. Children can feel frightened or more Figure 16: Drawing by Brian, aged 7, whowasliving in toster care and missing his parents.
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Figure 17: Drawing bya 14-year-oldgirlin foster care, who was becoming very awareof the father
she had never known. Figure 18: Drawing bya 14-year-oldgirl whose mother was mentallyill.
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disturbed by making these sorts of pictures, which are not necessarily helping
them totransform the terror or persecution. Nevertheless the art product exists
and maylead to feeling understood if they are part of a therapeutic relationship:
to transform the uncertainties and instability, the ‘nameless dread’.

Ten-year-old Laura was obsessional in her behaviour: she was always
straightening things on thetable, telling me that at night she had to keep
getting out of bed to straighten her teddy bears, and yet she produced a drawing
which was imaginative and symbolically rich. She said it was ‘a pot of flowers’
and that the big flower was Dad, and the more eclipsed one was Mum,and the
four little flowers were her and herthreesiblings.

The more Laura talked, the more | realized how cut-and-dried her world was
and how muchshetried to deny separation andloss. She said that her foster
motherwas‘just like’ her Mum. However, her unconscious produced a maternal
shape — the vase — that looked cracked and wobbly, a ‘mother’flower that was
incoherent and was maskedby thefather, and a rug with a fringe that looked
aggressive.

Controlled patterns, often filling the whole page, sometimes determinedly
not leaving white gaps
Mostpeople are familiar with children’s patterns whichfill the page, or
sometimes simply areas of colour diligently worked, often with ruled straight
lines. These are often anxious, heavily defended art-products: the children are
relying on rulers and rules as a way of keeping the unexpected atbay.It is rather
like a child who cannotreally play, whois not making discoveries, but who uses
toys repetitively with little meaning other thanto controlhis or her objects and
thus avoid mess and chaos. Often the child attempts to cover every millimetre
of the white paper.

One wonders whatthis fear of the white spacesis. It could bea fearoffalling
between the cracks, or of what might leapout: like the A. A. Milne poem about
Bears:

Whenever I walk in a Londonstreet,
I’m everso careful to watch my feet;
And | keep in the squares . .

It would, I think, be inaccurate to describe these types of patterns as symbol-
izing control: the child is repeating the control, and not sublimating it or
symbolizingit.

HannaSegalwrites, ‘Symbol formationis an activity of the ego attempting
to deal with the anxieties stirred by its relation to the object and is generated
primarily by the fear of bad objects and thefear of the loss or inaccessibility of
good objects’ (1957: 52). However, | think that the type of picture I have just
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described would accord with what Segalcalls a symbolic equation, and is the
basis for concrete thinking: the object — say, the mother — cannot be
symbolized, the child cannottolerate real separation and loss, and instead this
picture attempts to keep the world safe but does not represent it. Patterns are
like factory-produced goods,easily replicated, and lackingin realvitality.
A 12-year-old boy began whathecalled a ‘beach picture’ by drawing a

yellow stripe along one edge of his page. He begantotalk in a general way
abouthis rage towardshis father, who had sexually abused him andhissisters:‘I
can’t believe it, about my Dad, about how he could do whathe did. How cruel
he is.’ He went on to say thathis father had ruined his life. He added other
colours around the remaining three edges of his page. And then he did not
wantto continue with the picture. Clearly he could not find a way of symbol-
izing what wasstill traumatic for him, so that blank stage — the centre of his
picture — firmly bounded by the bandsof colour, may have been the closest he
could get to letting me know abouta central partof his life that could not be
thoughtabout.
A young adolescentgirl let me know graphically that she wanted to live

with her mother and did not want contact with her father — which is what
the court proceedings were investigating. She drew her motherfour times,
around a heart. It was a very controlled picture, with little room for surprises or
discoveries.

When thinking about the prevalenceof certain shapesin children’s drawings,
we can usefully draw on Kellogg’s (1969) research, and see thata child’s pictorial
workis strongly influenced byhis previousscribbling, so that drawings of humans,
animals, buildings, vegetation and so onreflect the diagrams, combines, aggre-
gates, mandalas, suns and radials that he has made before. Quite often,as in some
of these examples, the child combinespictorial with non-pictorial elements.
Kellogg found universal patterns and marks ranging from Neolithic rock drawings
to ancient Egyptian paintings to Chineseart.

Latency-age children often produceclichés in their drawings and paintings,
wherestylized conventions hold sway over spontaneity. However, one 6-year-
old produced a painting (Figure 19) of a sun, which does not lose expression but
possibly gainsit, through her capacity to organize her image.
We could wonder aboutthe influence of‘taught art’ and cultural influences

on the child, and howself-taughtart finds a place alongside adult expectations.

An example of working through trauma
Robert was a 5-year-old who drew a man with a cape in which were concealed
knives and scissors. He had seen extreme domestic violence and was now well
placedin foster care. While he drew hesaid this was ‘Scary Killer’. He said that
the face was a mask, with an ordinary man underneath. He was able to talk
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Figure 19: Drawing bya 6-year-oldofa sun.

realistically about the fights between his parents, having seen his father
attempting tostrangle his mother, and howheused to have togo tothe pub to
fetch his father, who would be drunk. Hecategorically preferred being with his
foster parents whohesaid did not beat each other up. His emotional honesty
made him an extremely appealing child. Later in the meeting he reminded me
that his drawing was of a manpretendingtobe Scary Killer, and under the mask
he was called Goofy. By making this drawing he was working through some of
his past horrors: the drawing was nota living nightmare, but was powerfully
symbolic of the nightmare. There is something extremely disturbing about a
figure that wears a mask that smiles, and one can wonder how much Robert had
to try to managethis type of confusing message fromhis father.

Robert next drew a house, which hesaid he was turning into a puzzle by
cutting it up. He said that it was my house, and that I lived alonein it except
when he came to see me. The image was ambiguous: strong, yet damaged;
repaired, butstill cracked; a flower — the only touch ofcolour and growth — was
at the centre of the cuts. I felt he was letting me know the complex state of his
internal mother — or me in the way he projected into me: damaged,attacked,
andyet claimed by him, andpieced together.

Work with children in hospital, where, again, the themeofloss prevails

A girl of 12 whohad recently been diagnosed with bone cancerdid not seem to
want to talk with me about anything. The house she drew washeavily
defended, with criss-cross lines across the windows; her use ofa ruler added to
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the rigidity which she needed to maintain. A monthlater, by which time she
knew she would have an amputation of her lowerleg, she produced a drawing
which she said was of a chestnut tree, but was in fact only a branch. She
stopped whenshehad only partially colouredit in, in green. | asked her whatit
was about, andshe said that the branch had been chopped off the main tree,
and the sap had stopped rising. At that point she did not seem to wanttotalk
morespecifically about her concerns, other than more conscious anxieties
about being separated from her mother while she wasin hospital.

Anadolescent girl who did not speak English, and knew she would have to
have an amputation, produced an unconscious dense symbolfor loss:a striking
drawingof a face with only one crying eye.

Fourteen-year-old Adam, who had undergone an amputationofhis right
arm andshoulder, chose to draw a strong character from the Asterix comic
book which looked as if he had only one arm, although Adam himself denied
that interpretation. Adam would walk around a busy part of London wearing a
T-shirt in winter, and go bare-chested aroundthe hospital: it seemed he wanted
to be tough andfor others to feel the shock ofhis situation.

Pictures as a development over time
Finally, | will describe the pictures of one particular girl who used art as a
vehicle for an accelerated process of mourning. It was her attempt to transcend
her experience of loss through symbolic reparation.

Nazreen wasa slim 17-year-old — although she seemed more like 14 —
Moroccan young woman, whohad had an amputation. She had come to
hospital for chemotherapy for lung secondaries. She was accompanied by her
father; her mother was back home with her four youngersiblings. Both father
and daughter spent hours every day separately reading the Koran. Neither she
nor I could speak each other’s language. I used an Arabic dictionary
occasionally, to point to a word if | needed to, but mostly we communicated
through her drawings and through mime.

In thefirst picture (Figure 20) that Nazreen producedare fragmented,
ungrounded, desolate symbols: a chair (possibly with one leg missing), a
reclining stick figure with oneleg, a nipple-like object, a glass of water, and an
emptyplate. I think she produced these images spontaneously from her uncon-
scious. Because of the empty plate and the nipple-like object, all I did was mime
that I thought she missed her mother, pointing to ‘mother’ in the dictionary
and mimingtears. She smiled and nodded.I felt we were in business.

In the next meeting a few days later she produced Figure 21: a basket with
five flowers in it. Alongside she wrote hersiblings’ names. I felt that she was
drawing a basket/mother containing the siblings, but with no room for her.
(Notice how the style of drawing is more age-appropriate than herfirst
drawing.)
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Figure 20: Nazreen, a 17-year-old Moroccan girl who had had oneofher legs amputated because
of cancer, drew these desolate symbols.

 
Figure 21: Nazreen’s drawing of flowers (symbolizing her siblings) in a basket

In the nextsession she drewa girl with two legs (Figure 22), rather awkward
insubstantial feet, and a dress with horizontal bands that I have found that
children often draw to cross out or hide something beneath. The armsare
behind her back, conveying helplessness. Then in the same meeting she drew
Figure 23, a girl with one leg facing a prosthesis. Nazreen and I both knew that
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Figure 22: Nazreen’s drawing ofa girl with twolegs, whose armsare behind her back, conveying
helplessness.

 =

Figure 23: Nazreen’s drawingofa girl with oneleg facing a prosthesis.
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Figure 24: Nazreen’s drawing ofan idealized doll of Paradise.

there was a financial and bureaucratic struggle to procure a prosthetic leg for
her, with which she longed to return home. Observe how in this drawing the
legs face each other, with much more movementandvitality than before, and
the girl’s arms look more potent.

In the next session she produced Figure 24. Fortunately another Arabic girl
on the ward translated for me that this was oneof the dolls of Paradise that they
have at certain festivals. Notice, again, the horizontal bands on the dress. Now
she seemsto be idealizing the girl, making her pretty and bright, with blonde
hair when Nazreen’s hair was dark.

In what we knew would be her last meeting with me, for she was returning to
Morocco the next day, without a prosthesis, she produced Figure 25.Here she
has returned tothe earlier, more ordinary girl, who looks quite serene, whose
lack of a leg is hidden by the boat, which she said was the Ship of Allah. The
kite is floating up to Paradise, it seems. I learned that she died 6 weekslater.

I will end with a quotation from A Midsummer Night’s Dream, where we
could as easily say ‘artist’, or ‘child artist’, as ‘poet’:

Andas imagination bodies forth
The formsofthings unknown, thepoet’s pen
Turns themto shapes, and gives to airy nothing
local habitation anda name.
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Figure 25: Nazreen’s drawing ofa girl whose missing leg is hidden by the boat, the Ship of Allah.
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An object-relations theory of
creativity: Fairbairn’s theory of art
in the light of his mature model
of mind

GRAHAM CLARKE

ABSTRACT
Fairbairn’s theory of art, written in the late 1930s andinfluenced by Klein, is
outlined. Clues as to how he might have rewritten this theory in thelight of his mature
psychology of dynamic structure are soughtin his later comments on the work of
Marion Milner and Ernst Kris. Ken Wright’s accountofcreativity and the self and his
criticisms of Hanna Segal’s approach to art are described. In thelightof this, and using
Padel’s account of psychic growth within Fairbairn’s theory, suggestions as to how
Fairbairn’s theory of art might be rewritten are made. The developed model can be
seen to contain both HannaSegal’s (Kleinian) and Ken Wright's (Winnicottian)
accounts of creativity as interdependent moments. A parallel between psychic growth
and creativity is suggested.
Key wordsart, creativity, Fairbairn, object relations, psychic change

Introduction
In 1938 Fairbairn published twolinked papers on art (Fairbairn, 1938a, 1938b)
written within a broadly Freudian metapsychology with a significant contri-
_bution from Melanie Klein’s theory of early aggressive fantasies. Two yearslater,
during the Second World War, Fairbairn produced thefirst of the papers in
which he formulated his own object-relations theory or‘psychology of dynamic
structure’ as he called it. When these and other papers were collected in
Psychoanalytic Studies of the Personality (1952) Fairbairn chose not to include the
art papers among them. Fairbairn did publish twocritical notices on art
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(Fairbairn 1950, 1953), one on Marion Milner’s On Not Being Able to Paint
(Milner, 1950) and one on ErnstKris’ Psychoanalytic Explorations in Art (Kris,
1952), and in each of these short notices he refers back to his papers on art ina
mannerthat suggested that he thought they were worth developing. In the
paperonKris in particular, he gave some suggestions of how his pre-war theory
of art might be amendedin thelight of his psychology of dynamic structure. |
have suggested elsewhere (Clarke, 1994, 1995, 2003a, 2003b) that Fairbairn’s
psychology of dynamic structure might be used to analyse film and drama, with
particular reference to the description of psychic growth in Fairbairn’s mature
theory developed by Padel (1991, 1994). It was in response to Ken Wright’s
(1995) Winnicottian view of creativity, based in a multiple-self model and
critical of Segal’s Kleinian account, that I came to see how Fairbairn’s mature
multiple-self model and Padel’s description of psychic growth within that
model could provide an account of creativity that would, in effect, be a
rewriting of Fairbairn’s theoryof art in the light of his mature theory.

Artistic activity
In the ‘Prolegomena to a Psychology of Art’ Fairbairn (1938a) begins by
lookingat art as a social phenomenon with four components — the artist, the
percipient, the work of art, and technique. He dismisses both the work of art
and technique as suitable places to begin his investigations, and notes thatin
the past the choice of the psychologist has usually fallen upon the percipient,
with the consequence that the psychology of art has been largely a psychology
of art appreciation. Fairbairn feels this approach has been barren even thoughit
is more suitable to psychological investigation than artistic creation. He notes
that,strictly speaking, art does not need an audiencesothatitis his first task to
determine the natureof artistic activity, and, because the work ofart is its
outcome,this approach must also determine the nature of the work ofart.

Fairbairn suggests that all activity can be classified into one of two types —
activities undertaken for the satisfaction provided by the activities themselves
and activities undertaken as a meansof providing satisfactions independent of
those inherentin the activities in question. He associates the former with the
pleasure principle andfun andthelatter with thereality principle and work. He
says, ‘pure artistic activity, whichis free from all ulterior motives, is seen to fall
automatically into the class ofplay activities’ (Fairbairn, 1938a: 291).

Hegoes on to pointoutthatartistic activity is also characterized by making
something, not just doing something:

a work of art is something that is made for fun; and, conversely anything that is made for
fun must be regarded as a work of art. Art-appreciation consists in perceiving something
that has been madefor fun. And furthermore, aesthetic pleasure may be defined as the
fun of perceiving something that has been madefor fun. (Fairbairn, 1938a: 291)
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Fairbairn is aware that this expandsthefield ofart to a much widerset of activ-
ities than is common and comments ontheculturally specific way in which

the senses of sight and hearing are exalted at the expense ofsenses like taste and smell,
which are more closely related to the libidinal gratifications of childhood, and, further,
that this cultural process is intimately related to the process of repression in the
individual mind. (Fairbairn, 1938a: 292)

Fairbairn sets out next ‘to reach some understanding of the psychological
significance of the work of art in terms of the psychologyof theartist’
(Fairbairn, 1938a: 293). He compares the work ofart with the dream, and puts
forward the notion of a ‘process of “art-work”, which performs a function in
relation to the work ofart similar to that performed by dream-work. . . art-work
must be regarded as essentially unconscious’ (Fairbairn, 1938a: 294). Like
dream-work‘art-work . . . provides the meansof reducing the psychical tension
in the artist’s mind by enabling the repressed urges to obtain some outlet and
satisfaction without unduly disturbing his equanimity’ (Fairbairn, 1938a: 294).
Healso notes that, like dream-work, art-work can fail and when it does both
the equanimity of the artist and the quality of the work ofart will suffer. He
argues that the complexity of the art-work is determined by the relative
strength of the repressed urges and thefactors responsible for repression and
concludes that ‘there can be no doubt that art-work, like dream-work,is
dependent uponrepression, and that without repression no high achievement in
art is possible’ (Fairbairn, 1938a: 295; emphasis added).

Fairbairn goes on to review some psychoanalytic findings from an essentially
Freudian point of view, and then introduces Melanie Klein’s work on
destructive fantasies. He starts by citing the findings of Freud on the life and
death drives, which he refers to as the life principle and the denialoflife
principle. He points out that the coexistence of these two incompatible groups
of impulses leads to mental conflict, particularly in early childhood, when
libidinal and destructive impulses are directed towards the same personin the
shape of the motheror primary care-giver:

It is to deal with the anxiety and guilt engendered by destructive phantasies regarding
love-objects that repression is originally instituted in childhood; andit is owing to the
persistence of such phantasies in the unconsciousthatit is maintained in adult life.
(Fairbairn, 1938a: 296)

He notes that this involves considerable repression of libido, and, because
artistic activity is essentially creative, you would expectart to be determined by
libidinal urges. Fairbairn discusses Klein’s work on destructive fantasies and
points out that she found that these were characteristically accompanied by
compensatory fantasies of restitution, which arise as a meansofalleviating the
guilt and anxiety engendered by the destructive fantasies. The function of these
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fantasies of restitution is to provide reassurance regarding the integrity of the
threatened love-object, ‘since the preservation and enhancement of its objects
of attachmentis the great concern of the libido’ (Fairbairn, 1938a: 297).
Fairbairn argues that we should regard fantasies of restitution as libidinal
manifestations despite their owing their origin to the presence ofdestructive
urges. He comments on the cultural importanceof fantasies of restitution,
which are at the root of notions of perfection andthe ideal, and he goes on to
argue that the principle ofrestitution is the governing principle in art. Thisis
where his original argumentis mostlike Segal’s view that reparation is the
governingprinciple ofart.

Finally, Fairbairn reviews aspects of Freud’s structural theory where the
notion of the agent of repression was developed. He returns again to the
concept of dream-work and says ‘dream-workis . . . a function of the ego, which

. . modifies phantasies engendered by theinstinctive id-impulses in deference
to the demandsof the superego’ (Fairbairn, 1938a: 301). In this account dream-
work is both negative and positive; not just a way of allowing hidden and
unacceptable wishes some expression butalso a positive gesture towards the
superego:

Art-work modifies repressed phantasies in such a way as to enable them to elude the
vigilance of the superego and so to becomeavailable for embodimentin worksofart . . .
relieving the tension between the repressed impulses and theego . . . art-work enables the
ego to convert phantasies unacceptable to the superego into positive tributes to its
authority and so relieves the tension existing between the ego and the superego.
(Fairbairn, 1938a: 301)

Thus,‘art is. . . not only a sublimated expression of repressed urges, but also a
means wherebypositive valuesare created in theservice of an ideal’ (Fairbairn,
1938a: 302).

Herounds off the paper by returning to someof his opening remarks, saying
again that,in so far as the act ofrestitution is determined by a needfor the
relief of inner tension, then the creation of a work of art can be regarded as
‘making something for fun’. As to theartist's audience, in the light of the
notion ofrestitution, it consists in the objects to whom restitution is made

—

in
somecasesreal or fantasied external objects and in other cases internal objects
representedin theartist’s own superego.

Aesthetic experience
In his second paper on art, ‘The Ultimate Basis of Aesthetic Experience’,
Fairbairn (1938b) explains that the paper is a sequel to the ‘Prolegomena. . -’
and says it addresses the psychology of the beholder where the beholderis the
subject of aesthetic experience.
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It is only when we seek ourclue to the psychologicalsignificance of art in artistic activity
(i.e. the motives of the artist) that it becomespossible to establish a definite criterion by
whichto differentiate between whatis a work of art and whatis not. Such a criterion is to
be found, however, in the conclusion reached in my previous paper chat anythingthatis
‘made for fun’ is a work of art. This conclusion, together with the conclusion that the
work of art represents a tribute of restitution paid by the artist’s ego to his superego,
provides a means of surmounting the difficulties inherent in prevalent conceptions in
aesthetics. (Fairbairn, 1938b: 168-169)

Fairbairn turns to Dali’s notion of the surrealist object — that is, of objects
functioning symbolically: ‘the “found objects” of the Surrealist consist in
external, and for the most part natural, objects, in the appearance of which he
discovers a hidden symbolic significance, and which he therefore preserves and,
so to speak, “frames” (Fairbairn, 1938b: 170). What is interesting to Fairbairn
about the found object is that it represents an intermediate point between the
attitudeof the artist and that of the beholder andthatit also represents what he
calls a minimal workof art.

Fairbairn uses this idea of the found object to speculate about the origins of
art, quoting Herbert Read who had noted that manyofthe earliest cave
drawings are based around natural (rock) feature. Fairbairn believes that these
natural features are comparable to found objects and suggests that the found
object represents ‘a union between the outer world of reality and the inner
world of wish fulfilment’ (Fairbairn, 1938b: 170-171). The natural feature, as
found object, becomes the nucleus of the picture. The next step is to make a
picture without a naturalfeature at its core.

Fairbairn considers the origins of a specific work ofart. He describes the way
in which Dali came to make Visage Paranoiaque on thebasis of a postcard of an
African village that he had mistakenly interpreted as a picture of a head by
Picasso. Fairbairn considers the process of creating a work of art, and describes
the following stages in this process. Theartist is confronted with an object in
which he discovers symbolic significance, a significance thatis not inherent in
the real nature of the object. Owing to this object possessing features enabling
it to represent, for the artist, a fulfilment of his emotional needs — a ‘wish
fulfilment’ — this is tantamount to the discovery of a new object. Theartist
seeks to perpetuate what he has foundin a workof art. But because it represents
a wish fulfilment it cannot exist apart from the act of discovery, it has been
created by the discovery, and the discovery represents a creative act on the part
of the artist. And so the artist embodies the discovery in a formal work ofart.
Fairbairn says that the process he has described ‘may be taken to represent what
happensinall artistic creation’ (Fairbairn, 1938b: 172).

Because the emotional needs, which determinethe significance of the
‘found object’ for the artist, are predominantly unconscious, there has to be a
certain amountof disguise of the object, even for the Surrealists who want to
bring the world of the unconscious into the world of reality. The comparative
poverty of the art-work in surrealist worksof art, Fairbairn argues, is evidence of
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the relative failure of repression. In most schools ofart it is usual for the
ultimate significance of the ‘found object’ to be unconscious.

Fairbairn makes a general statement aboutartistic creation, which he
describes as the discovery and perpetuation of an object which symbolizes, for the
artist, the fulfilment of unconscious emotional needs. He goes on to describe
aesthetic experience as follows: aesthetic experience represents a specific
emotional reaction, which occurs when a symbolically significant object is
discovered in the external world. Individuals vary both in terms of their
emotional needs and in the amount ofdisguise necessary to enable an object to
function symbolically for them — thatis, to function as a ‘found object’ and not
as an actual object. This helps us to appreciate the subjective character of
aesthetic judgement.

Considering the world of art as a world of ‘found objects’, Fairbairn suggests
that theartist is good at discovering such objects, at isolating them, framing
them,and giving them permanence. And,that the role of the beholderis to
discover these objects for him, or her, self. Fairbairn suggests, following Herbert
Read, that an open mindis a prerequisite for this discovery and that in the
discovery the beholder shares the experience of the artist and thesatisfactions
of aesthetic creation.

Fairbairn now considers the cases where aesthetic experience fails and asks
whythat might be. He focuses on the need for disguise and the extent to which
the work of art may over- or under-symbolize its deeper significance. In the case
of over-symbolization the censorship of the artist’s superego is too exacting and
the beholder makes no discovery. In the case of under-symbolization there is
too little disguise, and this provokes a strong emotional reaction in any
beholder whose superego is more exacting than theartist’s, and who needs
greater disguise of repressed urges under pressure of anxiety, so the beholder
rejects the object with feelings of anger or disgust. Translating these findings
into the discourse of form and content then, over-symbolization — the over-
elaboration of the disguise — can be seen as form without content, and
under-symbolization as content without form.!

Fairbairn then considers the work ofart as a restored object, and suggests
that the duality of satisfaction underlying aesthetic experience corresponds to
the duality of satisfaction provided by artistic activity, which provides a means
of expression for the repressed urges of the artist, and enables his ego to pay a
tribute to the supremacyof his superego:

in so far as the workof art consists in a tribute paid by the artist’s ego to his superego,it
essentially represents a means ofrestitution, whereby his ego makes atonementto his
superego for the destruction implied in the presence of repressed destructive impulses.
(Fairbairn, 1938b: 178)

For Fairbairn, the aesthetic appeal of a work ofart for the beholder will depend
on its capacity to represent a restitution — that is, when the object that presents
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itself is not simply a found object, but also a restored object. Over-symbol-
ization excludes the impression of destruction too rigorously and
under-symbolization produces too great a sense of destruction. Fairbairn
concludes the paper with a section on aesthetic theory, suggesting that, while
whathecalls perfectionist theories of aesthetics, represented by Aristotle, and
expressionist theories of aesthetics, represented by Croce, might seem to be
opposed, he argues, using tragedy as an example, that the needfor order,
symmetry and definiteness, and the need for the cathartic release of the
emotions of pity and fear are both necessary. Therefore, unconscious
destructive urges and a restored object are both necessary to aesthetics.

Fairbairn on Marion Milner
In his critical notice on Marion Milner’s On Not Being Able to Paint (Milner, 1950)
Fairbaim gives a positive assessment of her work.In regard to sublimation(a point
that he further developsin his critical notice on Kris) he says thatit is refreshing to
read a book on the psychological processes involved in art and never to come
across the term ‘sublimation’. He goes on to say that ‘sublimationis, of course, a
concept which hasits roots in impulse psychology; anditis difficult to find a place
for it in a psychologyof object-relations’ (Fairbairn, 1950: 72). In regard to his
overall responseto the book he says that Marion Milner’s ‘observations from inside
regarding the mentalprocesses involvedin painting appearto confirm someof the
conclusions which I recorded in two contributions to the psychology ofart in 1938
on thebasis of an objective approach’ (Fairbairn, 1950: 72).

Fairbairn on Ernst Kris
In Fairbairn’s critical notice on Kris’ Psychoanalytic Explorations in Art (Kris,
1952) he commendsthe authorfor being ‘no less concerned with what psycho-
analysis can learn within thefield of cultural studies than with whatit can
teach’ (Fairbairn, 1953: 169), but regrets the fact that Kris has not attempted a
general theoryofart. Fairbairn notes that Kris makes a comparison between
dreamsandart, suggesting that there is ‘art-work’, like there is ‘dream-work’,
and drawsattention to his own similar suggestion in the 1938 art papers.

Fairbairn identifies the basic concept underlying all of Kris’ investigations,
as being derived from Freud’s thinking aboutwit:

in the case of art the ego remains in control of the primary process whilst permitting a
regression to the level at which this process functions. The themeof such controlled
regression to thelevel of primary process may be regarded as providing the basic concept
underlying all the investigations recorded by Kris in the present volume. (Fairbairn,
1953: 165)
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He argues that Kris believes thatit is characteristic of the artist that he should
be able to gain easy access to id material without being overwhelmed byit. And
that the artist should be able to make rapid shifts from one level of psychic
functioning to the other.

Fairbairn describes Kris’ arguments concerning sublimation, and his attempt
to clarify Freud’s inconsistent use of the term, where Freud sometimes means
the displacement of energy discharge from a socially unacceptable goal to an
acceptable one, and sometimes means a transformation of the energy
discharged. Fairbairn, however, uses this discussion to say more aboutthe fact
that the conceptof sublimation presents considerable difficulties for those who:

adopt a psychology of object-relations based upon theprinciple of dynamicstructure. To
those of this way of thinking, both the concept of the displacementof energy from a
socially unacceptable to a socially acceptable goal and that of che transformation of
energy itself assume a somewhatartificial complexion, since they imply an approach
based upon

a

divorce of energy from structure. In termsof the principle of dynamic
structure, the displacementof energy from a socially unacceptableto a socially acceptable
goal would resolve itself, where the field of art is concerned, into a changein the
relationships existing between the artist and those objects who constitute society for him; and
similarly the transformation of energy would resolve itself into a complex change (a) in
the relationship of internally differentiated ego-structures not only with internal objects but also
with one another, and (b)in the relationshipsof the conscious ego structure with external objects.
(Fairbairn, 1953: 167; emphasis added)

This means that Kris’ concept of ‘repression to the level of primary process’
needs to be given an objectrelations interpretation. This is attempted in the
last section of the paper. Fairbairn goes on to look at the consequences, for the
concepts of primary and secondary process, of adopting his mature theory of
dynamicstructure:

According to the principle of dynamicstructure,it is not a case of a structural ego being
differentiated under the pressure of the impact of externalreality out of an original id
whichis relatively formless, so much as of an id being a structure with primitive charac-
teristics which is differentiated from an original (andrelatively primitive) ego-structure
underthe influence of repression; and it can be seen that once sucha differentiation has
occurred, the repressed id-structure will retain primitive features (and acquire exaggera-
tions of such features under the influence of repression), while that part of the ego
which remains conscious and in touch with externalreality will be free to develop under
the influence ofrelationships with external objects. .. The primary process will present
itself as a characteristic feature of the activity of the repressed id-structure, and the
secondary process as a characteristic feature of the activity of the conscious ego-
structure; and the nature ofartistic activity will then cometo be described, not as an
ego-controlled regression to the level of the primary process but rather as an attemptto
reconcile the primitive expression of a repressed id-structure with the requirements of a
conscious ego-structure oriented towards external objects in a social milieu. (Fairbairn, 1953:
167; emphasis added)
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The Freudian distinction between primary and secondary process is under-
stood by Fairbairn to represent the distinction between dynamic structures
based on internalized relationships, some of which have been dissociated and
repressed during infancy and are therefore ‘primitive’, and the dynamic
structure he calls the central ego which can learn from experience. This is
discussed in greater detail in the final section.

Fairbairn argues for the conceptofartistic activity that he has already put
forwardin his papers on art:

the reconciliation between the expression of the id-structure and the requirements of the
conscious ego which it is the specific aim of the artist to establish is one accomplished
through the specific activity of making (creating) things — and making them not
primarily for utilitarian purposes, but .. . primarily ‘for fun’. (Fairbairn, 1953: 168)

He goes on to argue that this conception ofartistic activity finds a place for
a scale of aesthetic values within it, absence of which has always been a
weakness in psychoanalytic writings aboutart:

the aesthetic failure of a work of art depends upon a comparative failure to effect the
reconciliation to which reference has been made. Suchfailure may be brought about in
either of two ways — either through a failure on the part of the artist to make the expression of
the id-structure conform sufficiently to the requirements of the conscious ego . . . or through the
requirements of the conscious ego proving so exacting as to preclude the expression ofthe id-
structure from endowing the work of art with a sufficiently dynamic quality to render it
convincing . . . These two typesoffailure have been described . . . elsewhere as ‘under-
symbolisation’ and ‘over-symbolisation’. (Fairbairn, 1953: 168; emphasis added)

Fairbairn ends by suggesting that whatdifferentiates art from otheractivities
is to be sought in the fact that the processes involved in art ‘are manifested
within the field of creation — in the act of making things in so far as these
things are made, notforutilitarian purposes, but for the sake of making them
viz. in so far as they are made(so to speak)for fun’ (Fairbairn, 1953: 169).

Sutherland’s comments on Fairbairn’s art papers
In his biography of Fairbairn, Sutherland (1989) comments onthe art papers in
some detail. He believes that Fairbairn was too much influenced by Melanie
Klein’s theories at the time that he wrote them. This influence was based
mainly in Fairbairn’s clinical experience of the reality of his patient’s sadistic
fantasies. Sutherland is critical of Klein: ‘{her] description of the depressive
position has left us without an adequate account of what the new personalised
self entails. Its creation and its subsequentcreativity involved more specific
understanding to be given of this process of restitution of a damaged object
within a closed system’ (Sutherland, 1989: 52).
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Sutherlandis also critical of the notion of ‘making things for fun’ which
Fairbairn continued to see as central even after he had replaced a pleasure-
seeking psychology with an object-seeking psychology. Sutherland suggests that
he laid ‘insufficient stress on theartist’s productsas gifts in perpetuity to fellow
men’(Sutherland, 1989: 53) and thatthesatisfactions attendant on technical
mastery are also undervalued: ‘although he includes all the experience of
making the restitution from the agony of emptiness and despair, the
achievementofthe satisfying object from intensely exacting work is whatgives
the artist and the appreciation the excitement of hope and creation
surmounting the destructiveness’ (Sutherland, 1989: 53).

Sutherland comments further that thereis insufficient emphasis on the
externalreference for artistic activity. He cites Fairbairn’s use of Herbert Read's
notionofart asa ‘solitary activity’ and says that this ‘detracts from this essential
external referencein the “serious” elements of good art’ (Sutherland, 1989: 50).
Healso thinks that there is an idealizing tendency in that ‘the destruction-
restitution thesis without the manifest productof its transmutation into the
sharable realities of the process within the individual mind leaves us too much
in the familiar territory of the philosophers, poets, writers andreligious
thinkers, namely the antinomy of good andevil’ (Sutherland, 1989: 50), and
that the real achievementof integration through the making of the object is
also important: ‘the artist shows that, however threatening the inner forces,
they must be, and can be, faced and an integration achieved. This he does in
the form given to the actual object he is driven to create’ (Sutherland, 1989:
51).

In a passage thatis written from within the perspective of Fairbairn’s
psychology of dynamic structure and whose conclusionsprefigure key aspects of
the conclusions of this paper, Sutherland commentsthat:

the restitution from destruction at the personallevel entails two tasks. First there has to be
worked through a full experience of the concem and the despair aboutbeing able to restore and
preserve the good mother, internally and externally. The second task is the reciprocal preser-
vation of the emergentself. (Sutherland, 1989: 52; emphasis added)

The key pointofthis is to link the restoration of the destroyed object with the
development of an integrated self. Having looked in somedetail at the former
already, we will now consider the latter from a Winnicottian point of view
through Ken Wright’s approachtoart.

Ken Wright’s theory of artistic creativity
Ken Wright (1995) takes as his starting point whathecalls ‘a position
statementby the Kleinian analyst, Hanna Segal’. His summary of Segal’s
position is as follows:
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In creating a workofart, rhe artist is not primarily engaged in a wish-fulfilling activity; he
is working through significant inner conflicts and attempting to resolve them through
the process of artistic creation. In order to do this, he does not escape from reality, inner
or outer, but on the contrary, has to be deeply in touch with them. Healso hasto find a
means of representing this reality in a truthful way, so that he may awaken in the
observer a similar constellation of experience to that which exists in him while heis
creating. (Wright, 1995: 6-7)

He argues that the requirementfor truthful representation means thatartis
a symbolic activity and it is the symbolic nature of art that allows the viewer to
share in the creative experience. He also notesthat, by arguing that the‘signif-
icant form’of the art object symbolizes an unconscious content, Segal avoids any
clash between formalist and content-oriented approaches to art because these
operate at a manifestlevel.

Wrightsays that he is in broad agreementwith this approach andidentifies
the problem he has with Segal’s argument as coming from its ‘Kleinian twist’.
According to Segal theartist is not just creating significant forms that give
symbolic expression to elements of his innerlife. ‘He is re-creating objects
which,in his inner world of phantasy, he has damaged or destroyed’ (Wright,
1995: 7). In short, the key problem for Segal is the artist’s destructiveness.
Underthis description the art-object is what Fairbairn called a ‘restored object’
and the makingof the objectis a reparative act.

For Segal (1990), then, the significant form symbolized in a work ofart is
the reconstructed whole object, which was previously damaged or fragmented,
and the wholeofartistic activity is related to this ‘core depressive conflict’.
Wrightfinds this unconvincing and goes on to quote Segal further, as she opens
up what seems to him to be a new theme:‘there is a longing to create an ideal
state of mind and objects before whatis felt as the havoc of the depressive
position. Often the search is to regain a lost and unattainable ideal’ (Wright,
1995: 9). In relation to this new theme Segalrefers to the work of Adrian
Stokes. She says that Stokes ‘makes the . . . very convincing point that part of
the difficulty in art is thatit is to satisfy both the longing for an ideal object and a self
merged with it, with the need to restore a whole objectrealistically perceived, a
separate mother not merged with the self (Segal, 1990: 98; emphasis added).

Wright points out chat Segal’s final account ofthe creative process therefore
includes ‘the attempt to create and merge with an ideal, maternal object’
(Wright, 1995: 10) which belongs to an earlier stage of development than the
depressive position. He is convinced that the project of creativity has much more
to do with che search for a lost and unattainable ideal than Segal allows and he
spends the rest of the paper discussing an approach that takes this view seriously.
This takes him back to an area of preverbal experience as seen through the ‘eyes
of Winnicott and a newer breed of psychoanalyst, who have observed mothers
and their small babies interacting together, with fewer, or at least different
preconceptions than Klein about whatthey should see’ (Wright, 1995:8).
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Wright asks what mightbe‘significant’ to the baby andsuggests thatit is the
mother’s face, not her breast, that is the most ‘significant form’ in the infant’s
early experience.In particular he argues thatit is thefirst and most important
visual object in the infant’s early experience and that‘a closer consideration of
the mother’s face andits role in infant experience, may help us to form some
new ideas about the nature and function ofcreativity’ (Wright, 1995: 10).

After a careful and sensitive review of the relationship between the infant
andits mother, or primary caregiver, and the role that the mother’s face might
play, he states:

Its changing and evanescent configurations, which eventually we come to think of as
expressions, begin to acquire meaningsthatare linked, not only to those configurations,
butalso to relatively specific innerfeeling states of the infant. This has led me to think of
the mother’s face as a kind of waystage in the infant’s passage towards symbolic under-
standing. From this point of view, we can think ofher face as a generator of protosymbols
for the infant. (Wright, 1995: 14)

This experience of the mother’s face as a significant and expressive visual
object underpins some elementsof aesthetic experience for Wright, who makes
the striking suggestion that ‘when we look at pictures, we arestill looking at
this centrally important and loved object of infancy — the mother’s face — and
reading and being movedby its changing configurations” (Wright, 1995: 14).

Wright goes on to compare faces and paintings and asks whatit is that
paintings do for people. In order to throw some light on this hefirst asks what
faces do for people and refers directly to Winnicott’s paper, ‘Mirror role of
mother and family in child development’ (1967). Winnicott argues that the
‘precursor of the mirroris the mother’s face’. Wright suggests that the mother’s
expression provides a visual analogue of the baby’s internalstates and as such
provides an embryonic ‘objectification of subjectivity’. He then wonders
whethertheartist ‘uses the picture he is painting in ways that are similar to
those in which the infant uses the mother’s face’ (Wright, 1995: 18), and
suggests that viewers use paintings in much the same way

-

‘like a mirror that
respondsto theself’ (Wright, 1995: 18). He goes on to ask whatit is thatis
‘picked up, contained and given back by the reflective formsof a painting’
(Wright, 1995: 18), and suggests that we might think of a painting as a ‘quasi-
personalresponding object’. Wright suggests that:

whatwecall ‘significant form’ in a painting is form that picks up and resonates with
aspects of theself. Its ‘inevitable sequences’ arefelt co be inevitable precisely because
they resonate with and objectify, like the mother’s response, whatis already felt to be
there in theself. (Wright, 1995: 19)

Heclarifies what he meansbyself, by referring to the ‘central affective core’ of
a person, and then,following Winnicott, goes on to consider what happens
when the baby is angry and screaming and faced with a mother who cannot
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accept this aspect of the baby’s self. Wright argues that it is unlikely that this
aspectof the self will be mirrored and confirmed, but thatit will be relegated
into an area of ‘bad’ or unwanted selves, which are not integrated into the
larger self, which is ‘underpinned and contained within the mother’s area of
mirroring acceptance’ (Wright, 1995: 20). He suggests that this area of
relegated selves might be part of what we mean by the unconscious.? These
selves continue to exist but ‘they are not under the control of the central ego’
(Wright, 1995: 21). Wright goes on to suggest that oneof the projects of art is
to create a new placeto be for such repudiated and unmirrored elements of the
self, and that one way in which this might be doneis for the artist to create
forms that mirror or echo thesesplit-off selves. In short, that the artist ‘provides
the maternalreflecting function which had been deficit’ (Wright, 1995: 21)
and in such a way that the ‘wayward and “lost” elements oftheself are able to
be retrieved and gathered in within the project of the work ofart, and given the
place to be which they might have had,if the early maternal responses had
been moreflexible and accommodating’ (Wright, 1995: 21).*

For Segal it is the whole object that is being restored in creative activity,
whereas for Wrightit is lost aspects of the self that are being restored.

Fairbairn’s theory of art in the light of his mature theory of dynamic
Structure

Fairbairn’s theory of art modified by his mature theory, and interpreted
according to Padel’s theory of psychic growth (1994: 296-97), can be seen to
offer a theory that combines both Segal’s and Wright’s approaches. These
appear as momentsin such a theory. This entails a reconstruction ofthe self on
a morerealistic basis (the central ego becomes expanded by (re) integrating
previously split-off aspects from subsidiary selves), and a modification of the ego
ideal in the direction of a less limited, more whole, internal object (the ideal
object is reconstituted on thebasis of the increased realistic powers available as
a consequenceof the changesin the central ego).

If we return to Fairbairn’s comments on Kris andin particular his reconstruction
of the terms sublimation and the primary and secondary processes, we can begin to
rewrite Fairbairn’s theory ofart in termsof his theory of dynamic structure.

Sublimation — the change from socially unacceptable to socially acceptable
goals in the field of art — involves a ‘changein therelationship between the
artist and those objects who constitute society for him’ (Fairbairn, 1953: 165)
andthis is related to a complex change‘(a) in the relationship of internally
differentiated ego-structures not only with internal objects but also with one
another, and (b) in the relationships of the conscious ego-structure with
external objects’ (Fairbairn, 1953: 165). In terms of the mature theory, the
internal dynamic between the central ego andits ideal object and thelibidinal
ego/object andthe antilibidinal ego/objectis directly related to the relationship
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between the central ego/ideal object and externalreality. Changes in one will
produce changesin the other.

In his discussion of the primary and secondary process Fairbairn continues to
use a languageof‘repressed id-structures’ when he meansthelibidinal and antili-
bidinal ego/object pairs. His ‘conscious ego-structure’ is the central ego andits
associated ideal object. Primary process becomes ‘the primitive expression of a
repressed id-structure’ (Fairbairn, 1953: 167) — thatis, of the libidinal and antili-
bidinal egofobject, which are split off early on in developmentand haveall the
hallmarks of early experience andaffect. The secondary process is a manifestation
of ‘a conscious ego-structure oriented towards external objects in a social milieu’
(Fairbairn, 1953: 167) — that is, the central ego andits ideal object, which in
Fairbairn’s modelof innerreality is reality oriented.

Therefore the idea of ‘regression to primary process thinking’ becomes the
activation of dynamic structures that are primitive because they have been
unableto learn from experience, having been dissociated and repressed during
infancy. Accessing and working over the content of these repressed structures is
the source of psychic growth in Padel’s understanding of Fairbairn’s mature theory
(the central self grows at the expense of the split-off and repressed subsidiary
selves). Fairbairn was what Grotstein and Rinsley (1994) havecalled a ‘deficit
theorist’ — that is, changes in the environmentare morelikely to produce psychic
change — change in the configuration of the dynamic structures that constitutes
innerreality — than vice versa. However, theartist is, as Fairbairn stresses, a
maker of objects par excellence, so there is a particularly intimate relationship
between the attempts to make something and thereal responses and limitations
of externalreality. It is through this intimate dialectic between thelimitations of
external reality and the malleability of dynamic structures that creativity and
psychic growth manifest themselves. | want to suggest that at best creativity and
psychic growth are coeval, that this is what we mean when wetalk about greatart,
that somehow a work of art has managed to encapsulate, embody or rehearse a
momentof psychic growth in a way thatis shareable.

In Fairbairn’s theory of art the function of the superego is significant; it is to
the superego that the ego paystribute. In his mature theory the superego has
become more complex: ‘what Freud described as a “superego”is really a
complex structure comprising (a) the ideal object or ego ideal, (b) the anti-
libidinal ego, and (c) the rejecting (or antilibidinal) object’ (Fairbairn, 1963:
224 225). Given the natureof the antilibidinal ego/object it is clear that thisis
the source of the tyrannical version of the superego that needs to be amelio-
rated if psychic growthis to be possible. If we were to update Fairbairn’s theory
of art in the light of his mature theory, we would haveto replace the idea that
the ego pays tribute to the superego by the notions that the antilibidinal
ego/object prevents aspects of the libidinal ego/object from becoming
integrated into the central ego and that the central ego pays tribute to the ideal
object. But what in this modelis the ideal object? It is the repositoryof all

155



156 Clarke

positive values that have become associated with the acceptable part of the
originally introjected object. In psychic growth the central ego and the ideal
object become expanded by the integration of elements from the libidinal and
antilibidinal selves. The scope for thought and action, for aspirations and
ideals, is expanded, and, given the natureofthe ideal object,it is fair to say that
the original object is partially reconstructed, made more whole than it was
before. There is a move towards the ideal object becoming more like the
original object before it was shorn of its over-exciting and over-rejecting
aspects. So Padel’s account of psychic growth,in oneofits aspects, involves the
recreation of a more whole ideal object. This is directly comparable to the idea
that Segal discusses and Wright uses as a starting point for his speculations:
‘often the search is to regain a lost and unattainableideal’ (Segal, 1990: 98).

Theother side of Padel’s account is dependent on integrating aspects of the
self from the libidinal and antilibidinal selves — that is, from selves that have
been relegated or denied; dissociated aspects of the self that form alternative
loci for activity and perspective. It is by reclaiming aspects of these subsidiary
selves that the central ego andits ideal object are able to grow. This aspect of
the process is akin to the view that Wright put forward. So, a Fairbairnian
modelof psychic growth, as developed by John Padel, can be argued to contain
the theories of both Hanna Segal and Ken Wright as moments — moments that
are inextricably linked and interdependent in Padel’s account of psychic
growth.Asthe subsidiary selves become incorporated into the central ego and its ideal
object, so the self becomes more whole (reintegrated) , and the ideal object becomes
more like the original object at a new levelof reality and realism.

Conclusion
Padel’s account of psychic growth in Fairbairn’s mature model of mind allows us
to reinterpret Fairbairn’s art papers to produce an object relations theory of
creativity. This theory of creativity can be seen to contain within it both
Kleinian and Winnicottian moments — restored objects and reintegratedselves.

In order to move towards a unified object relations theory of creativity we
would also need to consider the work of contemporary Freudian Ismond Rosen
(1974), who produced a similar Freudian theory, and the Ehrenzweig
(1967)—Milner view of creativity, whose componentstages — projected schizoid
fragments, the ‘manic womb’andtheintegrative assimilation of previously rejected
contentin a socially acceptable form — all have direct parallels with Padel’s account
of psychic growth in Fairbairn’s mature psychology of dynamic structure.

Notes
1. Responses to exhibitions like the ‘Sensations’ exhibition at the Royal

Academyin 1998 might beseen in this context.
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Xs AsFreud also says in his essay on Leonardo da Vinci.

3. This modelof a central self and unconscioussubsidiary selves is consistent,
with Fairbairn’s mature theory.

4. Theretrieval of lost elements of the self and their (re)integration into the
central self is consistent with Padel’s description of psychic growth in
Fairbairn’s mature theory.
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CLASSICS REVISITED
Donald Meltzer, “The relation
of anal masturbation to projective
identification’*
MARY ADAMS

Introduction

Donald Meltzer’s paper is considered a classic among the wider analytic
community in its discussion of the role of anality and projective identification
in the developmentof what he calls the pseudo-mature personality. This
conceptis similar to Winnicott’s ‘as if’ personality and Deutsch’s ‘false self’, but
Meltzer’s focus is on the link with the fantasied entry into the internal world of
the internal object in a particularly concrete way. The paper describes how this
can develop from a child’s hatred of dependence and attempt to manage on his
own, denying the reality of being a child, and how these characteristics
manifest in the analytic relationship. Although considered a classic, the paper
is difficult in the breadth of ideas it covers and in the novelty of the picture it
presents of the inner world. Perhaps mostdifficult to grasp is the specific kind of
projective identification that he is describing — a projective identification with
the internal object, an intrusive identification, in fact, with the fantasied
intrusion taking place primarily through the anus.

Written in 1966, the paper follows Melanie Klein’s (1946) introduction to
the concept of projective identification and Paula Heimann’s (1962) work on
anality. It is ranked, along with three other major works — Bion’s ‘Attacks on
linking’ (1959), Rosenfeld’s ‘Contribution to the psychopathology of psychotic
states’ (1971) and Joseph’s ‘Projective identification: some clinical aspects’
(1987) — as a landmark in Kleinian thinking about projective identification.
‘Meltzer's paper’, says Elizabeth Spillius, ‘describes the phantasies of projective
 

*Read at the 24th International Psycho-Analytical Congress, Amsterdam, July 1965, published
in the International Journal of Psychoanalysis (1966) 47: 335-342.
Mary Adamsis a Memberof the Psychoanalytic Section of the British Association of
Psychotherapists and works in private practice.
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identification with internal parents expressed in and accompanied by anal
masturbation, leading to denigration of parental functions andto denial of
dependence on internal parents, and thus to false independence and “pseudo-
maturity” in the individual’ (Spillius, 1988: 85).

Beyondthis, it is a paper that paves the way for Meltzer’s subsequent contri-
bution, much of which is not as well known. I am thinking particularly ofhis
work on the ‘claustrum’ — that is, the dwelling place of this kind of pseudo-
matureindividual; his attention to thereality of internal space; and his work on
delusional identification. Meltzer takes us right inside the internal world
discovered by Klein. As he recently put it, ‘My contribution . .. has consisted of
an invasion of a space thatis really a mythological space — the unconscious’
(Meltzer, 2003: 315). More concretely, perhaps, his contribution has been to
paint a fascinating picture of internal space andthesignificance of what he
calls the geographical compartments of the fantasy internal mother. His
‘invasion’ into internal space begins in his 1966 paper with an exploration of
the anal geography andrelatedfantasies.

Klein, he says, tended to treat projective identification as a ‘psychotic
mechanism’ which operated mainly with external rather than internal objects
(Meltzer, 1992: 29-30). Meltzer, who later described projective identification
as ‘the most important and most mysterious conceptin psychoanalysis’, saw this
particularly intrusive kind as an essentially anal process (anal suggesting an
expelling of unwanted bits of the self) (Meltzer, 1978a: 459). In fact, he came
to callit ‘intrusive identification’ to clarify the pathology involved and to
distinguish it from the kind of projective identification (an unconscious form of
communication) described by Bion (Meltzer et al., 1986: 66-69).

From Meltzer’s own work with children, particularly their play and dreams,
he and his colleagues discovered that anal masturbation was more common
than previously thought:

Entry into projective identification is a ubiquitous phenomenoninearly childhood
mainly instituted during conflicts over excretory processes and implemented through
phantasies of penetrating masturbatory activities, especially anal masturbation. (Meltzer,
1992: 118)
Most debilitating for the pseudo-mature personality is the fragile omnipo-

tence which seeks constant bolstering, the kind of bolstering that masturbation
and projective identification provide. Meltzer describes masturbation as
deriving its urgency and compulsive force from its capacity to generate omnipo-
tence. In other words, the masturbation is not merely for sexual excitement but
to transport the individual into a delusory state of mind, to avoid feelings of
loneliness, inadequacy and persecution, for example. Projective identification,
too, he describes as being driven by fantasies of omnipotent control (Meltzer,
1992: 30-32).
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Meltzer claims that anal masturbation, for both the male and the female
child, is often accompanied by the fantasy of entering the mother through the
anus. The fantasy represents the wish to enter inside the mother, control her, be
her. In this way the child can erase both his dependence on her and any
adult/child differences between them. This is an area that Chasseguet-Smirgel
writes about, for example, in Creativity and Perversion (1985), but Meltzer
focuses specifically on the reality of the internal world into which entry is
sought.

In a discussion of Freud’s ‘Wolf Man’ paper, Meltzer (1978) gives us two
quotes showing how close Freud came to conceptualizing an inner world when
talking about the child’s wish to be inside the mother:

There is a wish to be inside the mother’s wombin orderto replace her during intercourse
—inorder to take her place in regard to the father. (Freud, 1918, S.E. 17: 101)

There is a wish to be back in a situation in which one wasin the mother’s genitals; and in
this connection the manis identifying himself with his own penis. (Freud, 1918, S.E. 17:
102)

Meltzersays:
If [Freud] had just made this step [of developing the concept of an inner world] he could
have leapt forward the way Melanie Klein’s work leapt forward the moment she
discovered that children were preoccupied with the inside of their mothers’ bodies and
that it was really a place, a world in whichlife was going on... . But he seems somehow
unable to come to any such conceptionat this point; that is, to take the primal scene and
find a location for it by placing it inside. And | think che reason was thathe just did not
have that kind of mind; it took somebody like Mrs Klein, listeningtolittle children
talking about the inside of the mother’s body with absolute conviction as if it were
Budapest or Vienna as an absolutely geographical place, to realise that there really is an
inner world and that it is not just allegorical or metaphorical, but has a concrete
existence — in the life of che mind, not the brain. (Meltzer, 1978: 97-98; emphasis in
original)

Whatis so key in Meltzer’s approachis this notion of the concretenessof the
internal world for the child, and the consequencesof a fantasied entry into the
inner world this way. It is concrete in the sense that for the child the inner
world is real, as real, for example, as the world that children enter in their play.
Theproblem arises when the child becomes unable to move into and outof that
concrete world and becomestrapped init.

Like Chasseguet-Smirgel, Meltzer shows how an idealization of the anus and
faeces leads to the self-idealization, the denigration of the object and the denial
of difference. The danger in this is the way it can be used by the child to bypass
Oedipal conflict. This kind of pseudo-mature child develops into a pseudo-
adult, not used to emotional contact, afraid of real feelings and with nosafe
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place to take the fear. With the child’s focus on entering inside the object, the
internal space can becomea prison, a claustrophobic trap, rather thana safe
containing space.

One of Meletzer’s great contributionsis the multifaceted picture he gives of
this inner space, how theinfantinhabits it, gets confused and claustrophobic in
it, tries to control the object by being in it, and at times is trapped within it,
becoming whathecalls a ‘claustrum dweller’. This impulse to enter inside and
control the object is linked with the anal phase of development that Paula
Heimann had brought to prominenceagainin herinfluential 1962 paper. In it
she contrasts narcissism versus object relating at the anal stage. The signifi-
canceof the analphase she seesas lying in thefact that in this period the infant
experiences the major clash between his narcissism and his object-relatedness:

The anatomicalposition of the anal zoneis dorsal, distal, and hidden.It therefore lies
outside the infant’s social contact with his mother, which no less than adult social
encounters essentially depends on the confrontation of the partakers. Anal excitations
begin andtake their course independently of any help on the part of the mother, and
both the somatic function and thelibidinal pleasures derived from it are regulated by the
infant in an autonomous manner.In respect of both aspects of the anal experience, the
principle of the anaclitic developmentofthe libido and of object love does not apply to
the anal function, as it does to the oral function. Primarily anal urges are not suitable for
the establishment or the cementing of object-relationship. For anality the objectis
redundant, if not worse, and we know from direct and from analytic observation that
interventions with or rather intrusions into the anal function are registered as attacks.
(Heimann, 1962: 409)

As she pointed out, attention to the anal stage had been somewhatneglected in
the psychoanalytic literature of the previous two decades. A revival of interest
followed the transformation in thinking that Klein’s work with children
brought about. Only with her discovery of an internal world, peopled by objects
with as alive and powerful a presence as external objects, could there bea real
understanding of object relating and the phenomenonof projective identifi-
cation.

Meltzer’s 1966 paper is unusualfor him in that it includes hardly any child
material, although it is clearly informed by his work with children.It is a
treatise on delusionalidentification, based on the infant’s fantasies of intrusion
into the object. He gives the following hypothetical picture of how the
delusional identification with the mother can come about — an example ofthe
kind of imaginative conjecture that he relies on both in his writing and in the
consulting room.

. after a feed, whenplaced in the cot, as mother walks away, the baby, hostilely
equating mother’s breasts with her buttocks, begins to explore its own bottom,idealizing
its roundness and smoothness and eventually penetrating the anusto reach theretained,
withheld faeces. In this process of penetration,a fantasy of secret intrusion into mother’s

161



162 Adams

anus (Abraham, 1921, p.389) to rob her takes shape, whereby the baby’s rectal contents
becomeconfused with mother’sidealized faeces, felt co be withheld by her to feed daddy
and theinside-babies. (Meltzer, 1966: 336)

One can see in some of Meltzer’s collaborative writing how analytic work
with children helps to fill out the rather stark descriptions in the 1966 paper.
For example, to give more of a sense of a child’s fantasized intrusion into the
mother/therapist, in terms of anal and genital fantasies, Meltzer offers us
elsewhere a colleague's description of a 3-year-old patient, Piffie, entering her
consulting room:

... the very literal way he experiences putting himself into my body was shownby the
routines he developed for entering the house and making his way to my upstairs
consulting room. On entering the house he would make a plunging dive onto the floor.
He would then crawlslowlyand painfully upstairs pushing his head against each step and
saying ‘Comeand help mepushthese plop-plop steps away.’ Or frequently he would take
out a stair-rod and beat each step, saying ‘Baby, baby’, or holdthestick in front of his
penis and use it to thrust his way into the room. Just before entering the room he
sometimes knelt and spun around as if he were a drill, saying, ‘Mummy-hole’ and then
twiddle his hands round and round,saying, ‘Wee-wee hole’. (Meltzer et al., 1975: 168; see
also: ‘The sorting of the geographical confusions’, in Meltzer, 1992: 34-36)
Particularly helpful in conjunction with the 1966 paperis Meltzer’s 1986

collaborative paper, ‘The conceptual distinction between projective identifi-
cation (Klein) and container-contained (Bion)’, which makes the distinction
between pathological (intrusive) identification and normal(projective) identifi-
cation and betweenhis concept of the claustrum and Bion’s container. Bion’s
picture of normalprojective identification functioning as a means of communi-
cation with the containing object — the container as ‘the chamber of maiden
thought’ — contrasts strikingly with the omnipotent control, and pseudo-
communication, characteristic of intrusive identification. With its child clinical
material, the 1982 paper beautifully illustrates these differences (pp. 66-69).

The analytic process
Aswell as describing how pathological projective identification with internal
objects is induced by anal masturbation and giving us a sense of the concreteness
of the space of the internal world and theinfant’s interaction with and withinit,
Meltzer’s 1966 paper discusses the special, painstaking nature of analytic work with
such patients, the first task being to help them emerge from their ‘claustrum’
world. With the adult patient dreams can help reveal the anal nature and the
pseudo/fraudulent quality of the relating. He gives a detailed list of examples of
how anality and analeroticism appears in dreams. For example:idealization of the
faeces as food; idealization of the rectum andthe toilet situation; representation
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of the anally masturbating fingers; dreams showing the process of intrusion into
the anus of the object — most frequently seen as entering a building or a vehicle,
eitherfurtively, by a back entrance (Meltzer, 1966: 337).

Meltzer says:
While patients are living in projective identification you do not know them. The world
theyare living in is different from the world that you, as a sane person,are living in, but
the personality of such patiencs is different, adapted to the grotesque world of projective
identification. (Meltzer, 2000: 3)

And hegives a lively description of this world in his book, The Claustrum
(1992: 97-107).

Interpretations have little impact on the patient in this phase of analysis
unless coupled with describing to the patient the kind of world he, or part of
him,is living in. At this point the analytic task is observation and description —
while waiting on the outside, not joining the patient in his delusionalplace:

Theanalyst will find himself restricted to the role of a kind of tour guide around the
claustrum, demonstrating from the patient’s behaviour, his dreams and his anecdotal
stories both the qualities of the interior world whose compartmenthe inhabits, his
anxieties, manifest and incipient, and his modes of adaptation, in and out of the
consulting room. (Meltzer, 1992: 105)

Theanalyst needs to be vigilant, to ‘tune into the music of insincerity’ that
appears, and not be seduced by thefalse maturity and thepatient’s seeming cooper-
ation. Trapped in his worldoflies, the patient does everything to avoid making
real contact. Staying with the analytic task of pointing out the lies and the acting
out meets with fury and resistance of the ‘nothing-I-ever-do-pleases-you-variety’
and thepatientis at risk of leaving the analysis alrogether (Meltzer, 1966: 337).

Forthe analyst this stage is like seeing the same C-grade movie over and overagain. .. . It
loses its punchin spite of the beauty of the actors and actresses and scenery. (Meltzer,
2000: 4)

From ‘toilet-breast’ to ‘feeding breast’
Meltzer conceptualizes the analyst’s role with claustrum patients in termsof the
way they use the object and where geographically in the mother they are
located, as seen in the transference and revealed both in their behaviour and in
their dreams. The analyst’s work at the early stage he calls the ‘toilet-breast’
function, where the analyst is viewed by the patient as a receptacle for getting
tid of the unpleasant, unwanted bits, rather than as a source of goodness.
Meltzer, again, gives us a child example:
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In its most concrete form with children actual urination anddefecation, using the toilet
or, unfortunately on occasions, the consulting room cakes place. Moststriking is the
change in demeanourofthe child at stare andfinish of such sessions, the relief mixed
with contemptwith which, without a goodbye, he cheerfully leaves, in contrast with the
frantic and disorganised bursting-in type of entry. (1992: 39-40)

Whatis required with both child and adult patientsis, as the opportunity arises
in the patient’s material, to call attention to the omnipotenceandlies, pointing
out the confusions (such as confusionsof identity and generational differences)
whichresult from excessive projective (intrusive) identification. As the analyst
helps the patient to bear the psychic pain involved, whathe calls ‘the feeding
breast’ transference develops:

Wirththis the feeding-breast transference breaks through therestrictions imposed upon it
by the idealization-of-the-faeces. Full-blown,painful and analytically fruitful experiences
of separation anxiety becomepossible for the first time.

... The early years of analysis in such cases involve primarilythe resolution of the self-
idealization and spurious independence, through the establishmentof the capacity in
the cransferenceto utilize the analytic breast for projective relief (the toilet-breast). It
is only after several years, when the atcachmentto the feeding breast is developing and
the incoleranceto separations is rhythmically being invoked at week-ends and holidays
that these processes can be accurately and fruitfully investigated. It seems certain that,
unless the cryptic anal masturbation can be discovered andits insidious production of
aberrant ego states scotched at source, further progress is seriously impeded. (Meltzer,
1966: 339)

When talking about the countertransference experienced with such
patients, Meltzer describes the analyst’s position as extremely difficult since the
pseudo-cooperation and underlying fragility of the patient makes one reluctant
to challenge him:

Ic in every way repeats the dilemmaof the parents, who found themselveswith a ‘model’
child, so long as they abstained from being distinctly parental, either in the form ofauthority,
teaching, or opposition to therelatively modest claims for privileges beyond those to which
the child’s age and accomplishments could reasonably entitle it. (Meltzer, 1966: 340)

Theanalyst’s first task is to help the patient discover how he gotinto this
state of mind,calling attention to the mechanisms (such as omnipotence and’
denial) as they occur in the sessions. What gradually falls away is the identifi-
catory aspectof projective identification — the part that denies the separateness
of the object, the grandiosity, the narcissism. As the grandiosity gets eroded, the
sense for the patient of being imprisoned in a state of mind without knowing
how toget out of it begins to diminish:

Once the patient does begin to emerge — although they oscillate and run back in as soon as
they can, because what they meet when they comeoutis rather terrible depression and a
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sense of wasted timein theirlives, and ‘it’s too late for chis’ and ‘toolate for that’ — then che
patient becomesable to cooperate and interested in analytic work — andthatis really where
thepleasurelies, in rhe sense of cooperation. (Meltzer, 2000: 2; emphasis in original)

Meltzer describes how, as the patient moves towards the depressive position,
the path is not easy or direct and at this point obsessionality often becomes
evident. The focus, however,shifts from separation anxieties towards the
bypassed Oedipal conflicts where those conflicts can be thought aboutin a
more whole object way (1966: 336).

In his 1966 paper Meltzer includes two pieces of adult clinical material.
Oneis fromearly in an analysis in which rich dream material shows theself-
idealization (through athletics), and the ‘cryptic’ nature of the fantasies
linked with anal masturbation — thatis, the unconsciousskill that hides them
from scrutiny. The toilet-breast function at this stage is acknowledged by the
patient in his description of the way he is ‘churning out fantasies’ — implying
a meaningless cooperation with the analyst. The secondclinical example is
taken from later in an analysis where the analyst is being used more as a
feeding-breast. Now analliance to good objects is developing internally and
the patient is beginning to be able to combathis old anal habits. But it also
shows how Oedipalstruggles in the transference easily send him back to anal
preoccupations.

References to the paper in the psychoanalytic literature
Meltzer’s 1966 paper, althoughregularly referred to in the psychoanalytic liter-
ature, does not seem to be much discussed by other authors except those who
work with children and who are frequently confronted with the consequences
of anal masturbation, concretely and in fantasy. Bion refers to it in Second
Thoughts when discussing the pseudo-mature individual in a training analysis
(Bion, 1967: 126). Money-Kyrle, in his own classic paper ‘The aim of psycho-
analysis’, refers to Meltzer’s paper when discussing the child’s difficulty in
viewing the parents’ intercourse as a supremely creative act:

The baby who has beenkept waiting too long in relation to his own capacity to wait and
whose memory and expectation of the good breast begins to be destroyed will begin to be
lured by an evenearlier memory which seems never to be entirely lost — that of the
interuterine condition. Quite often, as Meltzer has pointed out (1966), thisis linked with
the discovery and exploration of his own bottom, which both resembles the breast in
shape and also seemsto provide an entry into the kind of place from which he dimly
remembers that he came. Theresult is a most confused and complicated state in which in
fact he is in touch with a substitute for the breast and in projective identification with it
inside it. (Money-Kyrle, 1971: 104-105)

In the following examples with adult patients the anal masturbation is
quite overt andit is not clear how much the analyst had to work at uncov-
ering it early in the treatment. Hanna Segal, in her paper ‘On symbolism’,
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gives a case illustration in which a finger in a dream is associated to anal
masturbation:

His anal masturbation was always associated with violent projective identification into
the anusof the analyst/mother, as described by Meltzer (1966). We understood that the
motorcycles outside the windowrepresented his own intrusiveself, identified with his
finger and penis, projected into an external object, the motor cycle of my son identified
with it, and intruding into him. (Segal, 1978: 317)

Robert Caperillustrates the literal use of anal masturbation as a denigration
of the object. His patient, hesays:

was addicted to anal masturbation, often using a carrot. Despite a paucity of conscious
associations to these masturbatory activities, ic gradually became clear that hefelt very
guilty and persecuted aboutit, and a review of the material seemed to indicate thatit
represented his way of taking in food in general — whether mother’s breast as an infant or
the analyst’s interpretations as an adult. He covered themwith shit while at the same
time exciting himself through his misuse of them — a triumphant, envious devaluation of
the object that he needed. (Caper, 1998: 543)

For references to anal masturbation in women patients, see Richard Alexander
(1981) and Sally Weintrobe (2004).

Meltzer’s descriptions of the vicissitudes of the self-deluding acting out of
the pseudo-mature patient and the pressure put on the analyst to collude
convey how difficult it is to stay with the analytic task. This kind of patient is
so ready to be ‘found out’, and humiliated in the process, that the analystis
easily made to feel cruel and uncaring. I have written about just such a patient
wholeft treatment after two years (Adams, 1999). The patientcould certainly
describe for me his sense of fraudulence andfear of exposure, but allowing me to
describe anything for him seemed too threatening in his fragile omnipotent
state. This dilemmais addressed in Caper’s paper:

Theproblem for the analyst is not just an intellectual one, but an emotional one as
well. These operations are defences against the considerable pain, anxiety andfeelings
of smallness that rhe patient experiences when his unconscious delusions are brought
into properregister with reality through an accurate interpretation. The analyst may
himself resist making interpretations that cause such evident pain out of an under-
standable but short-sighted reluctance to be the bearer of painful news for his patient.
This resistance may eventually become insticutionalised in the form of fallacious
theories that create the appearance of analytic insight while allowing the analyst to
evade drawing the patient’s attention to the painful awareness that he is deluded and
has been incapable, in the area covered by the delusions, of learning from his previous
experiences. (Caper, 1998: 544)

Melktzer’s 1966 paper describes with startling vividness the characteristics of
and treatmentdifficulties with the ‘claustrum’patient.It is a classic paper in its
newinsights butit is written in a very condensed way.It is in his subsequent



Classics Revisited

writing, however, that the picture of intrusive identification is expanded,
broughtto life and becomesclinically more meaningful.
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ARTS REVIEW
Eva Hesse’s art andlife

ARNADAVIS
I aminterested in solving an unknown factorof art and unknown factoroflife
Mylife and art have not been separated. They have been cogether.
(Hesse, 1970!)

The Tate Modern exhibition (13 November 2002—9 March 2003) wasthefirst
major show in the UK of works by Eva Hesse, and included a number of
exhibits that had never been seen here before. Having a few years ago, during
my fine art studies, spent some time looking into Hesse’s art and her diary
notes, the exhibition gave me a chanceto see — from photos — familiar works for
real. As I walked from room to room,the intensity, the fragile vulnerability, the
courageous originality, humour and vivaciousness of Hesse’s art camealive; her
story began to relive in my mind (Davis, 1994).

Eva Hesse (11 January 1936-29 May 1970) was oneof the first women
artists to gain international recognition in the 1960s. Several facts have
contributed to her near-mythical status in the history of contemporary
American art: her early death at the age of 34 from a brain tumour, her success
as a female artist pushing forward her ownideas — filtering them through her
personalsensibilities, and, added to this, she produced a unique and highly
individualistic body of work at a time when American art was dominated by
men with little political awareness of feminist issues.

Laura Cumming,in her review of the exhibition (Observer, 17 November
2002), claimed that too much has been made of Hesse’s life story, making her
some kind of a martyr. She did not see Hesse’s work as autobiographical and
argued thatdetails of Hesse’s life are irrelevant to the appreciation of her art. Of
coursethis is true, if one wants to look at Hesse’s pioneering work in the
context of the 1960s Americanart scene, in its transition from painting and
Abstract Expressionism into a new era of three-dimensional forms and
minimalism. Hesse was recognized as a brilliant artist, using original ideas, and
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at the same time absorbing the influences of Surrealism, Conceptualism and
Minimalism, and expressing collective concerns in a highly personal way.
However, in this paper, I will suggest that an aspect of Eva Hesse’s work has also
a highly autobiographical significance. My intention is to explore the tangled
and intertwined connections of Eva Hesse’s life and art by looking at a handful
of her ‘psychic models’, as Robert Smithson described Hesse’s artwork: ‘She had
no external notion of a world outside of hers. I saw heras a very interior person
making psychic models’ (Lippard, 1976: 6). 1 am suggesting that the timing of
making these ‘psychic models’ was part of the process of Hesse’s individuation.
They could be looked at as transference objects or marks made on her journey
to self discovery, to the lost and woundedself, or concrete expressions of her
search in finding her own identity as a person, as a woman,and asan artist.
Then,in her final works, facing the approaching and untimely death, Eva
Hesse gives expression ‘to another kind of vision .. . from a total other
reference point’ (Lippard, 1976: 165).

Eva Hesse’s brief career as an artist accelerated rapidly, and lasted only 10
years. She began to receive serious recognition within five years of having
completed her art studies and of having arrived in New York. Sadly the period
of triumph wasbrief, as three years later the first signs of a serious illness were
there; Eva Hesse died 18 monthslater, in May 1970. Her extraordinary talent
and influence werefully realized only posthumously, and her work continues to
exert a powerful presence. Parker and Pollock describe Hesse’s artas: ‘a life-long
process of exploration of art and self which took place not only in the objects
she made butin her writings which subjected the notionof theartist and art to
intensive investigation’ (Parker and Pollock, 1981: 154).

Personal history
Eva Hesse was born in Hamburg in January 1936 as the second daughter of
Wilhelm and Ruth Hesse. In November 1938, when Eva wasnot yet 3 years
old, she and hersister, Helen, were separated from their parents, and sent to a
Catholic children’s home in Holland to escape Nazi pogromsagainst the Jews.
Fifteen monthslater the four members of the Hesse family were reunited and
travelled, first to London, then to New York. Father Wilhelm had to accept
work below his qualifications, and mother Ruth never recovered from theloss
of her family and home in Germany. She sankinto a severe, chronic depression
with frequent hospitalizations. Eva was 9 years old when parents divorced and
10 when mother committed suicide. Having started her fine art studies at 18,
she gained her BFA from the Yale Schoolof Art and Architecture in 1959, and
then returned to New York confident as an artist, a painter of the American
Abstract Expressionist movement. On a personal Jevel she was hopeful that
through the redemptive powerof art, she would overcomehercrippling states
of anxiety, and, by gaining more conscious understanding ofherself, she would
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master the effects of her traumatic history. On 12 December 1960 she wrote in
her diary: ‘I am in a bad way. Things have come to pass, so disturbing that the
shell made ofiron which hasrefused to be set ajar — will — must — atlast open. . .
Problems of my past, of my past sickness, of the scars of my early beginnings’
(Cooper, 1992: 26).

These fears and anxious feelings are depicted in several of her dark, disturbing
images of 1960, many simply labelled ‘untitled’, as if, using these as mirrors of
herself, she was questioning who she was. Was shethe pretty little girl, her
father’s favourite daughter and thestar pupil ofJoseph Albers,oris the girl in one
of her paintings ‘Untitled’ (1960) a truer self-image? This deeply expressive
paintingdepicts a girl with her face cut off under the nose; there is no mouth, one
yellow eye is closed, the other eye is open. Ground andfigure are painted in the
same murky, sombre colour. A dark brown band, looking like a dead body, is
slumpedover the girl’s head, and separates the face from the background. The
image is disturbing, the missing mouth mightbe expressing the loss of her own
voice, and the two eyes, one open andthe otherclosed, perhaps, revealing the
divided self, the closed eye representing the imprisoned self behind the iron shell.

Journeyto the lost land
Eva Hesse’s dream had been from her teens to have a happy love relationship,
and to have a family and children. In April 1961 she met Tom Doyle, a
sculptor, who was7 years older than her and apparently firmly fixed in his male
role; they married later that same year. Eva wrote in herdiary: ‘l love Tom more
every day.It is all so beautiful and complete. ... A young girl in search of
herself, in search ofliving, in search of becoming a person’ (Cooper, 1992: 26).

Travelling to Europe had been another of Eva Hesse’s dreams; this became a
reality in 1964 when she and Tom Doyle, as artists, were invited to Germany.
Accepting the invitation meant for Eva returning to the country that had
killed millions of Jews, had forced her family to flee, and had robbed them of
their homeland and security. The journey was for Eva a watershed, a return
journey to the countryof her birth, her roots, her childhood landscape, and to
the soundof her lost language. It was a journey of re-visiting the wounding
place,andof re-living her personallosses. It was also a journey of breaking the
iron shell. Before Eva Hesse left New York she wrote in herdiary:

I sit here now, panicked and crying. The pressure of leaving lies heavy on me... . I
cannotwork because | have no peace of mind.It will be a weird search, like a secret
mission .. . a new generation seeking a past. | know nothing of my family — my grand-
parents. Establishing losses encountered by the Hesses, never knowing their lives, chem
never knowing me or mine. (Cooper, 1992: 27)

During the first few months Eva Hesse suffered pains in her legs, she had
recurring nightmares of death and terror, and she was unable to work. Very
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gradually a new creative phase emerged; she began cutting up pieces of cord and
pushing them through a screen. Perhaps the concrete breaking through a screen
andthe tying and knotting would bring together the painful — always present —
memories of abandonments, separations and losses with an earlier pre-language
experience of a containing environmentand a nurturing mother. The work no
longerexists, but it acted as an arbitrator between destructive and creative forces
within her. Maria Kreutzer, in discussing Eva Hesse’s breakthrough in Germany,
speaksof‘the daring leap into dark’ that is required by theartist to reconcile one’s
past, and of the fundamentalrole that an artist’s needto retrieve and to repeat or to
re-enact formative events and experienceshas in making art (Kreutzer, 1992: 76).

Hesse’s first Germanrelief ‘Ringaround Arosie’ (1965) is a touchstone for
many works that followed. Therelief is rectangular in form; two flesh coloured
circles, just touching each other, project abruptly from the crusty, grey ground.
A brilliant orange-red circular line is drawn to contain the forms, and to
separate them from the background. Each circle, wound in cord, has a
protruding centre. The image of two ‘rosy-nippled’circles can be read as two
breasts, a little one on top of the big one, forming a kind of double female
figure. The name ‘Ringaround Arosie’ refers to her closest friend Rosalyn
Goldman, whose pregnancy was a cause of joy, but also aroused envy and sad
feelings, as if Eva Hesse already knew that she would never be a mother.

Hesse saw the work as symbolizing birth or re-birth. The ‘child and mother’
are created as an inseparable, symbiotic unit; she, the creator of the image, is a
detached viewer of her creation. The form reminds meof a face urn, seen as the
symbol of the archetypal woman, the containing, nourishing and birth-giving
female character. The archetypal Jewish Mother had been powerless in
protecting her children against mass homicide. Could it be that Hesse created
this imageas a talisman for protection from the madness of Nazi Evil she was
forced to face, being back on Germansoil?

As a psychotherapist, I have no difficulty in understanding the severity of the
trauma of Eva Hesse’s childhood experiences, being abruptly abandoned by her
parents at a stage of her development when she hadnosense of time, and being
sent to a foreign country wherestrangers, speaking a foreign, incomprehensible
language, surrounded her. My understandingis that the child had to usesplitting
processes in her self-management of the abandonment, mummifying the
mother/child couple, and sealing it off from consciousness ‘behind an iron shell’.
The mother, who Eva was reunited with 15 monthslater, was not the one she had
lost. Mother, remaining herself internally an abandoned, motherless child, could
no longer be trusted, nor was she, as a severely depressed woman,available to her
children. Her suicide was a final and total abandonment. Eva was frequently sick
as a child. She used ‘bad’ behaviour as another wayof getting attention:

I used to feel a fraud all my life. The world thought I was a cute, smart kid and I kidded
them. But at home | was called the terror. | was miserable. | had trouble — tremendous
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fear, incredible fear. | had my father tuck my blankets tight into my German bed which
hadbars at the bottom which | would hold at night, and he would tell me that we
wouldn’t be poor, and that we would not be robbed, and that he would take care of me in
the morning. (Barrette, 1989: 9)

Judith S. Kestenberg (1993), in a paper ‘What a psychoanalyst learned from
the holocaust and genocide’, writes of the need ofsurvivorsto live in two worlds
at the same time, and how children use physical illness to depict what had
happened on the emotional level. She stresses the importance of bringing back
the pre-Holocaust story as a healing experience. Eva Hesse neededto return to
the physical space of her childhood for her to re-experience the enormity of her
personal losses, to separate herself from the past, and to make an attempt to
unite the lost part within. She was surrounded by the landscape and language of
her forgotten past. She saw the house she was born in, she met two of her
mother’s friends, and she heard stories about her family. What she had sealed off
begantolive inside her. The relief ‘An Ear in a Pond’ (1965) gives expression to
the inner listening ear; the time had come to make connections with the deep
waters of the maternal pond and to makea listening connection to the mother
that once was. She named anotherrelief ‘Oomamaboomba’ (1965), the name
soundinglike baby babbling and reaching out for mama.

In herisolation and loneliness in Germany, Hesse also had timeto think of
her position as a woman. She understood for the first time that a girl has been
madetofeel like an object, but she also clarified her own position: ‘Mine is not
so much acceptance of object role as it was insecurities from a broken, sick,
unsupportive home’ (Lippard, 1976: 26).

Return to America
Hesse, with her drive and ambition undiminished, re-emerged from her
European journey as an independentartist, a sculptor. She claimed full respon-
sibility for her own art andlife, and saw herself as a subject, a woman and an
adult; her marriage had not survived her transformation and on their return to
New York the couple separated. The journey to Europe, lasting 15 months,
could be compared to a hero’s voyage, as described in the ancient epic of
Gilgamesh where the central figure had defied the goddess Ishtar and made his
hazardous journey into the land of death. Eva Hesse had re-visited her
childhood world, and had survived re-connecting with her painful past. It had
been possible in Germany, in a country suffering under massive nationalguilt,
to share the collective pain of those who had inflicted wounds with her
personal pain of being one of the wounded. Hesse had met Joseph Beuys, the
Germanartist who expressed this collective need for redemptionin his art, and
a decade later Anselm Kiefer who, through his work ‘Scorched Earth’, attempts
to cometo terms with his country’s past.
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Having been away from the competitive and incestuous American art scene,
Hesse was unaware of the fundamental changes that had taken place. Abstract
Expressionism had faded away, and now the movement was Minimalism, withits
simple arrangementsof identical units, its working out of geometrical permuta-
tions, grids and repetitions. In one of Hesse’s first new works, ‘Ishtar’ (1965), her
interest in ‘serial’ and ‘simple’ concepts of minimalism was already in evidence,
and her approach was now subjected to a formal rigour. This very personal work
depicts two vertical rows of repeating circular forms, with cords protruding from
their centres. She uses the Germanreliefs as background sources, such as the
winding of cord into circular ‘breast’ forms as in ‘Ringaround Arosie’, and cords
protruding from the centre, as in ‘Ear in a Pond’. The repetition of the breast
form recalls a powerful female presence. Perhaps re-entry to the Americanart
scene hadfelt threatening, and Hesse was re-creating the Good Motherof
fertility, with her endless supply of milk from her manybreasts, as her protector.
The magiccircles are acting as defences against the Terrible Mother who could
pull her back to the land of the dead. The dangling, protruding cords represent
the threat and the paradox ~ if pulled, the circular forms can be undone. The
Great Goddess, Ishtar, carries this paradox. Sheis primarily the Goddess of
fertility but she also rules the underworld:

Whensheis angry, the Goddess Ishtar can close the wombof the Living creatures, and
all life stands still. As Good Mother,she is the mistress of the East Gate, the gate of birth;
as Terrible Mother, she is the mistress of the West Gate, the gate of death, the engulfing
entrance to the underworld. (Neumann, 1963: 170)

The perfect breast, the circular form, is repeated in Hesse’s drawings and
woundcord pieces until the end of 1967; some ofthe circles are sliced through
and sections removed, and these might, on a personallevel, give expression to
the early separation from the breast and the woundto theself.

Seeing the American art scene from a new, more detached, perspective
made Eva Hesse acutely aware how dominated it was by male power and
attitudes. She realized that even her best artist colleagues did not take her or
her art seriously. Ready to confront their patronizing attitudes, she created
mocking, humorous and disturbing works such as ‘Ingeminate’ (1965) and
‘Several’ (1965), both works showing, with confidence, her vicious, murderous
feelings towards the ‘bad object’, the cruel penis. ‘Ingeminate’ is depicting two
black mummified phalluses joined to each other with 3 metre long surgical
tubing; they are in her control, she can hang them on the wall, put them on the
floor orlift them up. In ‘Several’, she has joined seven long,thin, black, phallic
forms, hanging limp and impotent on the wall, looking like sausages in a
Germanbutcher's shop. Perhaps these pieces give expression to the hated ‘bad
object’ within; for her, the archetypal Male Evil was personified in Hitler, while
on a personallevel her revengeful feelings were directed towards her husband,
now living with another woman. The year 1965 ends with Hesse taking stock:
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Where do I go from here: 1. By means of work and also throughfruits of acceptance and
approval. 2. Friendship andsocialtife. 3. Unveiling past — thus overcoming shit — purging
it fromentering future life — altogether, forever. (Cooper, 1992: 36)

In January 1966 Hesse finished her new work ‘Hang up’. The work was seen
as a quantum leap from herearlier sculptures; Hesse linked it to the works she
had started in Europe: ‘that came outof nothing, andit is very surreal, and yet
very formal’; ‘All 1 wanted was to find my own scheme. My world.Inner peace
or turmoil, but I wantedit to be mine’ (Lippard, 1976: 84).

Visually, the piece was shocking. It was the first time that viewers were
confrontedwith simply a bandaged picture frame, from whicha steel tube loops
into the spectators’ space. Was framing an empty space a painting or a
swansong to painting? Was she both joining the 1960s artists, who were
proclaiming that painting was finished, and not joining? In discussing the
piece, Hesse describes ‘Hang up’as:

the most importantearly statement I made.. . . It is huge, six feet by seven.Ie is a frame,
ostensibly, and it sits on the wall andit is a very simple structure. The frameis all tied up
like a hospital bandage — like if someone broke an arm... . The whole thingis absolutely
rigid, neat; cord around theentire thing.. . . It is also extreme.It is absurd (that rod) out
ofthe structure. (Nemser, 1970: 59-63)

Ona personal level the timing of ‘Hang up’ can be linked to Hesse
accepting that she was alone. Angry feelings had been worked through, she was
in the emptyspaceofloss, left with a bandaged frame, but from that frame there
is a strong loop coming out into a new uncharted space, hers. Later that same
year Eva Hesse received the devastating news that herfather had died of a heart
attack in Switzerland. She wrote in her diary at the end of the year: ‘A most
strange year. Lonely, strange but a lot of growth and inward search. A final
abandonment. And Daddy’s death. And now on to work, and other changes,
changesfor anotherstart’ (Lippard, 1976: 84).

Joining with and separating from the minimalists
Early the following year, 1967, Eva Hesse moved from her large studio to work
in two small roomsin her living quarters. It is as if she needed to withdraw from
the world into 2 more containing space where she could work through her‘final
abandonment’. She madea set of small boxes of wood. She covered them with
painted papier-machéandfilled them with small items, some carefully wrapped
in plastic. I would like to suggest that she wanted to wrap up andseal the
woundedparts of herself into these boxes, and clearly separate whatis inside
and private from what can be shownto the outside world. Outwardly, by having
herlong, beautiful, dark hair cut off, she changed her image from a young girl to
a woman,but by sealing a lock into one of the boxes, she perhaps also ensured
thatthelittle girl would be in her safe keeping.
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Asan independentartist, Hesse was now readyto join the minimalist group
of Sol LeWitt, Robert Smithson, Donald Judd and Carl Andre. She differed
from her peers by her deeply personalized feelings towards materials, and by
seeking to give expression to such polarities as form and meaning:

I feel strongly that the onlyartis the art of the artist personally, and found out as much as
possible for himself by himself. | do not mind being miles from anybodyelse. I think the
best artists are those who have stood alone, and who canbe separated from what
movementthat has been around them. (Lippard, 1976: 196)

In her new works, ‘Accession’ I, I] and III (1967), the intimate, small and
secret boxes have been transformed into large boxes, standing on thefloor, and
open for the viewer to look into them. The walls, by being perforated with
round holes, and with tubing poked through each hole into the inside, have
becomethefield of activity. The outside of the boxes looks woven and peaceful,
while the interior, in contrast, is bristling, prickly, and much more uncom-
fortable. Hesse described the tensions of the two opposing forces as Mother
Force and Father Force:

Conflicting Forces Inside Eva, Mother Force:unstable,creative, asexual,
Threatening my stability, sadistic, aggressive.
Father Force: goodlittle girl, obedient, neat, clean, organised, masochistic. (Parker and
Pollock, 1981: 154)
The box ‘AccessionIII’ differs from the others. Tension between the outside

and theinside has gone; opposites are united. Theuse of Fibreglass and resin as
her material makes ‘AccessionIII’ translucent, radiating light from the inside
and creating a magic circle, a mandala, around the box. Hesse was not satisfied
with the magic beauty of this work, she did not wantfalse, idealistic solutions;
for her art should express ‘wrongness’, and give form to the vulnerabilities and
absurdities oflife.

Journey towardslight and death
Minimalism had given Hesse’s work an impersonal and formal quality. The
expressionist side in her had been waiting, possibly waiting to find materials
that would combine the formalist vocabulary and give her freedom to express
feelings spontaneously. She searchedforflexible, translucent and, often,
perishable materials. She wanted the piecesto deteriorate, deliberately ignoring
advice to avoid materials prone to decaying. ‘Life doesn’t last, art doesn’tlast,it
doesn’t matter’ (Lippard, 1976: 210). She abandoned magic circles that were
obstructing free use ofline, she removed protecting walls or transformed them
into transparent windows; her forms became ugly and organic, alluding to the
vulnerable, unprotected body, as if they were foreboding the changes taking
place in her own body. There is something‘absurd’ (Hesse’s word) and grimly
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humorous about these experimental latex pieces, some with their abstract
reference to a body dismembered, some looking like organs with surgical tubes
coming out from them, and all evoking a sensation of a body abused and in
pain.

Hesse became obsessed with the image of a hose coming out from a bucket
and she made numerous drawings and test pieces, but in herfinal version of the
image ‘Repetition nineteen’ (1968), the hoses had been removed. Nineteen
hollowcylindrical units, made of Fibreglass, battered and squeezed into a
different configuration, stand as a group on thefloor. They convey to the
viewer, with their twisted, sagging and swaying shapes, a confused imagery of
the female body. Her new works were shown in Hesse’s first one-woman
exhibition later that year. They were seen as ‘pathetic objects’, disturbing in
their sexuality and vulnerability, but also as stunningly beautiful. Hesse’s
statementin the exhibition catalogue read:

T wouldlike the work to be non-work. This meansthat it wouldfind its way beyond my
preconceptions. What I want of myart | can eventually find. The work must go on
beyondthis. It is my main concern to go beyond what | know and what | can know. The
formalprinciples are understandable and understood. It is the unknown quantity from
which and where | wantto go. As a thing, an object,it accedesto its non-logicalself. It is
something,it is noching. (Lippard, 1976: 131)

Outwardly, everything in Hesse’s life was going well, but her body was
beginning to give alarming messages that all was not well. She felt tired and
depressed, had headaches, and was vomiting. She had become used to inter-
preting her physical symptomsas caused by her chronic anxiety state, and could
not think that she mightbe suffering from a serious physicalillness. She had for
years felt she wasfated to be sick and incapable, to die of suicide, as her mother.
Sherecalled:

Christmas 1968 | was so ill. Hadsigns but would not recognize them. One can deny
everything. .. . You throw up — first you ate something, then something is wrong, you did
not eat something. Youdo not throw up — till you throwup eating nothing. Keep going to
thecollapse. (Lippard, 1976: 138)
Indeed on 6 April 1969 Hesse collapsed and was rushed to hospital; her

symptoms were diagnosed as a brain tumour. The operationthat followed could
not remove the whole tumour. Thirty years had gone since the mad ‘brain
tumour’of Hitler’s mind had totally destroyed the safe and secure world of the
child, Eva. Now brain cells in her own body had gonecrazy, threatening her
survival.

Death wasclosing in, death, the invisible companion, that had shadowed
Eva Hesse onlife’s journey, and had forced her to build safety structures as
magic protectors. Each ‘psychic model’ had within it its shadow side:
‘Ringaround Arosie’ acknowledges the reality of mass death through the black
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plague,‘we all fall down’; ‘Ishtar’ can turn to the Terrible Mother, the mistress
of the gate of death; the sealed boxes can becomeautistic prisons, or the boxes
with holes in the walls tie you to the battlefield of the opposing Mother Force
and FatherForce.

Paradoxically, in the face of death, Eva Hesse wasfinally freed from her
anxieties and fears, freed to use her own vision. She movedinto a final stage of
growth,living her last year with incredible intensity and with an acceleration
of creative energy, seeking in the final works to give expression to ‘another kind
of vision... from a total other reference point... that vision will come
through totalrisk, freedom,discipline’ (Lippard, 1976: 165). Hesse completed
six major works — all fragile and perishable, and many suspended from the
ceiling, as if floating in space, already liberated from mass. After her operation
the first piece she returned to was ‘Right After’ (1969), a mass of Fibreglass-
coated string suspended from fixed points into an orderly and free rhythmic
movement. The beauty and calmness of this work did notfeel right for Hesse,
althoughit is not difficult to think that after the operation she had hoped for
the miracle thatall is right, and needed to denythe reality of approaching
death.

‘Untitled’, completed in March 1970, only two months before her death on
29 May, was one of Hesse’s final works and an ‘ugly’ successor to ‘Right After’.
The piece, made of rope, string and wire, expresses with force and honesty the
messy mixture of knotted feelings, locked to a body thatis falling apart, and the
brain that is out of control; feelings of being captive in a tangled net. In that
tangled chaosthere is, each time it is hung, also new order:

This piece is very ordered. Maybe I'll make it more structured, maybe I'll leave it
changeable. Whenit is completed its order could be chaos. Chaos can be structured as
non-chaos. That we know from Jackson Pollock. (Nemser, 1970: 59-63)

Conclusion

In this paper I have explored an aspect of Eva Hesse’s art by making connec-
tions between someofher ‘psychic models’ and herlife story. I am acknowledging
thatit is never possible to know whatan artist transfers into her work, and thatI,
as the viewer of her works and reader of her notes, have created a text coloured by
my countertransference feelings and my thoughtsas a psychotherapist.

Eva Hesse called her life absurd. The absurdity was the enormity of
emotional pain she had to carry as an innocent victim of genocide. Hesse used
the creative process to give concrete expression to her feelings, her funda-
mentalinsecurities, as well as to the defence systems of an unprotectedself; her
‘psychic models’ became a wayof separating herself from the devastations of her
past. Her helpless rage is expressed through humour, exaggerated and grotesque
forms, and her vulnerability and fragility through perishable materials (many of
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her works have already disintegrated). The dark shadow of death and
destruction hangs over her. In the final phase of herlife, accepting that she
woulddie, her creative spirit was freed to express her own kindofvision ‘from a
total other reference point’ with strength andclarity.

By dying Eva Hesse remains forever young. Her body is safe in the lap of the
Mothershelongedfor. Herlife story and her works, protected from envy and
rivalry, live on as a text that can be read again and again.

Notes
Ilustrations to works by Eva Hesse discussed in this paperare all in Cooper
(1992).
1. This quote is taken from an interview with Cindy Nemser, taped early in

1970, and cited in Lippard (1976: 5).
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Books reviewed

Israel Psychoanalytic Journal 1(1), 2003: pp. 162

Whenasked to write this piece, | wondered how to review a journal on the
basis ofits first issue? It surely takes a while to develop a profile. But 1 was also
intrigued that a psychoanalytic journal should define itself by its nationality,
and hoped to discover what might be distinctive about it. This inaugural
number of the Israel Psychoanalytic Journal addresses an international audience
andis intending to make its mark as a site of theoretical debate at an expert
level, one not confined only to the arenaofIsraeli psychoanalysis. This issue is
filled with papers by significant internationalfigures - Andre Green, Judith
Mitrani, Robert Stolorow, William Meissner, Joyce McDougall.

Their contributions are diverse. Two are about the effects of trauma on the
individual. The first of these is by Judith Mitrani, who describes how she came
to understand particularly problematic countertransference response that she
had to oneofherpatients, in the light of that patient’s unconscious inheritance
of her parents’ unmentalized experience of the Holocaust. The other, by Joyce
McDougall, is a lively narrative account of therapy with a young man who had
been the victim of an avalanchedisaster.

The editors are particularly pleased to be able to include Andre Green’s
paper ‘The double limit’, never previously published in English. Although I
found it somewhat problematic, encountering Green’s complicated theoretical
ideas through the medium oftranslation, I could see that, like the Mitrani
paperthat followed it, Green was dealing with the important question of how
thoughts come into being. His paper is more technical than Mitrani’s, and his
ideas are similar to Bion’s.

The editors’ inclusion of the remaining two contributors, Stolorow and
Meissner, suggest their willingness to open up controversy, in this case about
the intersubjectivist school of analysis. Stolorow’s paper proposes that, from the
intersubjective stance, it is the analyst’s attunementtohis patient in making
accurate interpretations, rather than the contentof the interpretations
themselves, that is the transformative element in what he does. From this
viewpoint,self-disclosure can sometimes be helpful in establishing the analyst
as an understanding presence,as longasit is being done in the patient’s
interests, rather than to relieve some unworked-through aspectof the analyst’s



Books reviewed

countertransference. Meissner’s thoughtful paper that follows sets out a critique
of the intersubjectivist position. He suggests that the current use of the term
‘intersubjective’ can become imprecise. He prefers to stress the importance of
mutual empathy between patient and analyst as an essential quality of the
therapeutic alliance. It is this alliance rather than the transference, in
Meissner’s view, that is collaboratively created by the therapeutic couple, and
he calls it interpersonal rather than intersubjective.

These papers, although interesting in themselves, might appear in any
psychoanalytic journal. But in their opening contributions, the editor in chief,
Professor Moshe Halevi Spero, and the executive editor, Michael Shoshani,
outline their aspirations and objectives for the journal, which makeit clear that
it is of great importance to them thatit reflects the particular Israeli context.
Michael Shoshani begins his paper, entitled ‘Love of psychoanalysis: A
personal note’:

Colleagues and friends have repeatedly asked me: ‘Whyestablish an English-language
Israeli psychoanalytic journal?’ Andespecially, some add, ‘Why now, at a time when
Israel is involved in whatis probably the mostdifficult period of conflict over its
existence since the founding ofthe State”

These are very interesting questions, and { look forward to finding out how
they would be answered. There are some pointers in this first issue. Moshe
Halevi Spero explains how the national context informed the journal's design.
Psychoanalysis is intimately bound up with the history of the Jewish people,
and the cover of the journalis intended to remind us how far back the history
of Jewish civilization actually goes, and of the significant part that Hebrew has
played in the evolution of written text. It bears an image of a second-century
BC coin from the reign of a Maccabean king with its Hebrew inscription and
behindit, that of a stone calendar, the oldest example of written Hebrew in
existence. The theme of writing and inscription is taken up by Halevi Spero,
whose opening paper, after initial editorial comment, is entitled ‘Writing in the
land of the book’. Here he gives us a glimpse of what might become a
distinctive style of this particular journal, in which an Israeli author presents
his studies of psychoanalysis, in a context thatis alive to cultural traditions. He
opens with an intriguing reflection on the enormousresponsibility not only of
beginning the inaugural paper, but also of taking on the particular difficulties
inherent in writing about psychoanalytic practice. He is thinking here about
the tension involved in the attempt to write about states of mind that are
beyond language. Buttoillustrate this he uses a specifically Jewish reference.
He quotes a story from midrashic literature ‘that depicts the letters of the
Hebrew alphabet vying, anthropomorphically, each arguing its own merits to be
the sign with which God would begin to inscribe the Torah — the Text,
according to tradition, which predated the Creation and servedas its architec-
tonic’. The legend states that the letter bet was chosen
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in order that this square shapedletter, the secondletter of the Hebrewalphabet, closed
on three sides and open only to theleft (i.e. facing che text), would mark a boundary
against chaos, the readable side of the logically prior aleph, the latter being an
unknowable co-participant in the pre-ber state of absolute and incomprehensible
symmetry.

Hegoes onto say that heis speaking not onlyof the struggle that all psycho-
analytic therapists have when they attempt to write about their clinical
experience, he is also addressing a particulardifficulty that he discerns among
the Israeli psychoanalytic community in achieving a state of professional
identity, that is confident enough to sustain its own journal.

Linda Grant, in the review section of the Guardian on 31 January 2004,
quotes the Israeli novelist David Grossman’s descriptionof the difficulties that
face Israeli authors when they attempt to draw creatively on their current
situation. Grossmansays that Israelis feel the burden of the way others see
them. ‘We are regarded as a metaphor’, Grant quotes him as saying, ‘since we
started as a nation we were a big story, we are the Bible, and if you are already a
story you are notreal. Israelis are addicted to this condition, and it makes it
difficult for us to be normal,to adapt to the pettiness of routine.’ I felt that this
was perhaps something implied by Halevi Spero’s choice oftitle, ‘Writing in
the land of the book’, at a time when weare all so much more aware that our
societies can becomecrucially divided by the contents of these books.

Halevi Spero and Shoshani are men with strong spiritual convictions who
both makeclear their feelings about their Jewish and Israeli identity, but do not
shy away from mentioning the current position ofIsrael in relation to the Arab
world. Drawing attention to the fact that, at the end of each paper, the interna-
tional summaries are translated into Hebrew and Arabic, as well as the usual
choice of languages, Shoshanisays, movingly:

One can detect in contemporary Israeli society an historical tendency emanating from a
long heritage of suffering and persecution towards a defensive stance of splendid isolation
andself-sufficiency ~ perhaps expressed by the biblical, ‘Behold, it is a people thar shall
dwell atone’ (Numbers, xxiii: 9). Perhaps to actively encourage an opposing stance,|
hope that this Jounal will concribute in its own unique way coall of the current and on-
going two-way bridges that have been constructed between Israel and the international
psychoanalytic community, opening a path for ongoingdialogue.. . . Israel, as well as the
whole region of the Middle East, continues to suffer wars and terror, and has been
traumatised for more thanfifty years. Peoples, as well as individuals, have suffered and
sustained losses of incomprehensible proportion . .. We would like to appealto the Israeli
Jewish and Arab professional community as well as Palestinian and Arab professionals
from Arab countries in the Middle East and world-wide to take an active part in the
dialogue that the Journal hopestooffer.

Although the inaugural numberof the Israel Psychoanalytic Journal is taking
its first step on to the international stage, Shoshani’s words constitute a very
clear statementof intent, which,if it can befulfilled, will make this journal a
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publication to watch. Perhaps it could provide a site for debate and discussion
in which psychoanalytic discourse could be used to reflect on the effects of
trauma and of long-term exposure to entrenched mental positions, with the
hope of introducing creative exchange between people whoat present are
estranged from one another. That wouldtruly be a way in which psychoanalytic
thinking could make a vitally important contribution.
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