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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 mental activity. 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 wharever is 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 who is receptive to
the imagery. Graham Clarke’s paper, ‘An object-relations theory of creativity:
Fairbairn’s theory of art 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 account of the tragic life of
the American artist, Eva Hesse, and the role her crearivity, her ‘psychic
models’, played in making order out of the chaos and emotional pain of her life
and her impending death. Our new Classics Revisited Section continues with a
discussion by Mary Adams of Donald Meltzer’s 1966 paper, ‘The relation of anal
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
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way the journal's first issue signals its recognition of the problems of entrenched
mental attitudes 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 there are intense feelings of injustice and
oppression on all sides and dialogue can feel to some like raking sides.

The Editors



Journal of the British Association of Psychotherapists, 42, 101-115, 2004 © BAP 101

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

rebirth of imagination

JAMES V. FISHER

ABSTRACT

In this paper the author begins to explore an understanding of imagination that sees it
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 about a 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

My curiosity about the role and function of imagination was sparked by seeing
patients, both individuals and couples, who would say with particular intensity,
‘I just can’t imagine it’. 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 way crucial 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

This is a version of a paper given as the Enid Balint Memorial Lecrure at the Tavistock Marital
Studies Institute, 19 March 2004,

James Fisher is a member of rhe Psychoanalytic Section of the British Association of
Psychorherapists and works in private practice.
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They had come because an ambigucously wanred pregnancy had broughe a long-term
simmering crisis to a head. In this particular session she was sicring 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 thar 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, ‘comarose’. ‘I'm just trying to find out what the reality is, the reality
of how much he is drinking. [ just want him to get real with me.’

He agreed 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
about a glass of wine as a source of comfort and being reluctant to give it up, although
now he was stopping altogether. She responded in dismay that he needed to get real.

Although it is possible that she was trying to imagine what he was thinking, 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 meant to 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 emotional reality of the other — what
the other might be feeling.

Scenes such as this might be thought of as ‘the death of imagination’. By
using an expression like this it might be assumed that | am referring to an
absence of imagination. However, | want to 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 means that there are only competing ‘facts” which call 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 | 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. [ am
returning to an understanding of the role of imagination articulated primarily
by David Hume and Immanuel Kant. [ am thus ascribing to imagination a wider
role than we ordinarily recognize, as when the Oxford English Dictionary defines
irmagination as ‘a mental concept of what is not actually present to the senses’.
That is, [ wanr to rhink about imagination as functioning importantly in the
perception of something present to the senses.

Because this is a complex topic | am in this paper simply inviting you to try to
imagine seeing imagination at work in all perception, in our seeing, hearing,
feeling and so on. Perhaps it will feel like less of a leap of imagination as we turn to
Shakespeare and the delightful images of A Midsummer Night's Dream - including,
of course, Bottom, the weaver and actor, ‘translated’ with the head of an ass, and
Titania, who has fallen in love with him. The painting by Henry Fuseli reproduced
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here (Figure 1) may be another aid in this imaginative exercise. From Shakespeare
we turn to some familiar images highlighted by Bion before we consider how these
descriptions of the role of imagination lead us to a disturbing picture of a kind of
‘concrete thinking’ that I am calling the ‘death of imagination’.

Blind Cupid

Where better to begin this exploration than in the company of that master of
observation who was also intrigued with the role that imagination plays in human
experience! You might say that Shakespeare’s comedy A Midsummer Night's Dream
is one of our culture’s defining explorations of imagination. Certainly we find in it
one of the best-known and most often cited pictures of the role of imagination:

And as imagination bodies forth

The forms of things unknown, the poet’s pen
Turns them to shapes, and gives to airy nothing
A local habitation and a name. (5.1.14-17)

Figure 1: Titania awakes, 1793—4 by Henry Fuseli. By permission of the Bridgeman Art Library.
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Imagination here is seen as the capacity to embody or give form to things
unknown. But what is this ‘airy nothing’ to which the poet gives 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 what is 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, awake to 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 weaver and actor, although he is now sporting the head of 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 kind of ‘love at first sight’. Hippolyta observes that it is strange indeed
what these lovers report. Theseus replies:

More strange than true. [ never may believe
These antique fables, nor these fairy toys.
Lovers and madinen have such scething brains
Such shaping fantasies, that apprehend

More than cool reason ever comprehends.
The lunatic, the lover, and the poet

Are of imagination all compact:

One sees more devils than vast hell can hold;
That is the madman: the lover, all as frantic,
Sees Helen's beauty in a brow of Egypt:

The poet’s eye, in a fine frenzy rolling,

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 and its fate in the experiences of both lovers and
lunatics. In this play the poet appends to the adventures of lovers a ‘lamentably
comic’ picture of a lunatic play-within-a-play. Why? I want to suggest that
Shakespeare, with uncanny insight, is linking a picture of the birth of imagi-
nation with a picture of the death of imagination. In the process he points us
towards the 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 what it is that attracts one person to another. Which, of course, is just
the question that torments Helena, beloved of Demetrius, or at least she was his
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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,
And therefore is wing'd Cupid painted blind;

Nor hath Love’s mind of any judgement taste:
Wings, and no eyes, figure unheedy haste.

And therefore is Love said to be a child,

Because in choice he is 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 about the 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 two young men now in love with Hermia, there is also
nothing between the two young women — except as we learn later Helena is
taller and Hermia is darker. When the love-juice reverses the attraction and
both young men are then in love with Helena, Hermia protests that she hasn’t
changed, ‘1 am as fair now as [ was erewhile’ (3.2.274).

Even today we have not lost the linguistic link between imagination and
this ‘falling in love’ when we use 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
Helena says that ‘love looks not with the eyes but with the mind’, Shakespeare is
pointing our that what we see and hear and feel is shaped and formed and given a
local habitation by the mind’s conscious and unconscious fantasy.

Whatever we think about the experience of falling in love, or indeed falling
out of love, the seeing, the hearing, the touching, even the smell and the taste of
the loved object is a perceptual experience shaped by imagination. We might even
say that we literally would be blind were it not for the mind’s capacity to imagine.

Shakespeare makes it hard to miss the love-juice as an image of the falling in
love role of imagination. Of course we do not literally believe in the efficacy of
Oberon’s love-juice, although we do notice that it is to be applied to the eyelids
of one who is sleeping. Thart is, might it have something to do with the efficacy
of fancying, of unconscious fantasy, of dreams? As Harold Brooks puts it, ‘The
magic power of the love-juice mirrors the compulsive nature, in real life, of
such seizures of the imagination’ (Brooks, 1979: cxxxiv).

When the four young lovers awake and try to piece together the story of the
night, the one who wonders wherher they are awake or asleep is, of course, the
one who has fallen in love with one woman, and then with another, and then

105
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again with the first — all with but one applicarion of the ‘love-juice’. Demetrius
asks the others:

... Are you sure
That we are awake? [t seems to me
That 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-dramas of 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 such stuff
As dreams are made on; and our little life
Is rounded with a sleep. (The Tempest 4.1.156-158)

What if 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 the role of
imagination, it also raises for us inescapable questions about symbolism, illusion
and reality.

Imagination and perception

Shakespeare's fated lovers in A Midsummer Night's Dream illustrate how imagi-
nation shapes and influences 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 on to say:

Such tricks hath strong imaginarion,

That if it would but apprehend some joy,

It comprehends some bringer of that joy:

Or, in the night, imagining some fear,

How easy is a bush suppos'd a bear! (5.1.18-22)

Here it is far from ‘airy nothing’ that is embodied, shaped, given a local
habitation and a name. Whar is given shape and embodied are the emotions of
fear and joy.

There is a theory of mind that can be traced in the western tradition from
Hume and 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 Eclipse of the Body,
the Dawn of Thought
By Armando Ferrari

This is a collection of some of
Armando B, Ferrari’s writings
published in Italy and in Brazil as
books between 1992 and 1998. The
book is closely related to the line of
thought that starts with S, Freud
and continues with K, Abraham,
M. Ktein and W.R. Bion, and il is
the first attempl at creating &
psychoanalytic model centred on
the relationship between body
and mind. The main hypathesis is that
the body — long excluded from the field of psychoanalytic reseasch
— has a fundamental role in the birth, development and realisation
of mental functions. The founding elemant of Ferrarf's theoretical
model is that the body Is the one “object” of the mind as wel as its
primary reality, hence the notion of Concrete Original Object
{CCO), 2 notion which aims of introdusing the fiody in the field of
psychoanalytical theery and originates, as a result, a totatly new
and different understanding of the term “object”. In this perspective
ihe psychic object is understandably regarded as a concrete
inevitable presence not as a pure imago reprasenting an aspect of
external reality, The object is not undsrstood as Klein's symbol; it
i a concrete obiect bacause it is the body we live in, and provides,
furthermors, an insciuble paradox for it presents itself, at the same
time, as the abject {singe we have a body} and as the subject
(since we are our body). Ferrari therefore defines the mind as a
function of the body and sees the nucleus of human experience in
the relation between ihese two poles. The different implications
originated by Ferrari's hypothesis, both on the thearetical and g
the clinical ground, are discussed in detail in the baok. Gn the
theoretical level a substantial expansion of the Oedipus complex, a
revision of the concept of Ego and the presentation of new
theoretical models such as the contact net conveying the notign
that the roots of thinking, even the most sophisticated thinking, are
in the experience of the body. On the technical {evel toals such as
the analytic proposition and language registers provide new
perspectives to clinical work with patients with severe psychatic
disorders. The book ends with clinical specific examples of work
with adolescents as adolescence is an age in which the bocy-mind
refationship reaches levels of utmost tension,

Armando Bianco Ferrari is Training Analyst of the
Brazitian Psythoanalytic Association of SGo Pauto and
Fult Member of the International Psycheanalytic
Assotialion and of the ltatian Psychoanatytic
Association. He lived in Brazil until 1976 when he
moved to italy
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Women without a Shadow
By Silvia Tubert

The recent and rapid deveiopment of reproductive technologies
has brought into question many concepts at the heart of aur
culture, such as human reproduction, motherheod and
fatherhood. Such concepts are themselves theoretical
constructions, posing as descriptions of natural, functions. But
they are now increasingly linked to a medicalization of the
human body, and of the fife, sexuality and desire of people,
especially of women. Ali this requires that we think critizally
about our biological and cultural inheritance, and the
psychological and ethical impiications of tha new technologies.

i this book Sitvia Tubert locates seproductive lechnologies in tha
historical context of the progressive lechnification of the
management of human life. Their relation to social and medical
discourses an femininity, malernity and infertilty is rigorously
analysed. Culture and s discontents, violence, and domination,

e relaled infimetely fo the prablematic chiaractaf i Sedustitys
which includes thé uncertainties of aur desires, Sacial, medical,
anthropological and literary discourses try 1o define maternat
desire, in order to control it. But psycheanalysis shows that we
face here an impossible questicn. The enuncialed demand,, what
is said about one's own desire {| want & child,) is one thing. A
very different one is the unconscious desire which disturbs the
censcious discourse and shows thal there can be psychological
obstacles that interfers wilh the accomplishment of conscious
wishes. Cenflicts and contradictions emerge from women's words.

This ariginal and provocative boak confronts a discourses
arising from psychoanalysis, medicine, journatism, ethnology,
mythology and literature, and vitally moves on the argument in
relation to all of thern,

Silvia Tuhert - has written widely on femininity,
Teminine sexuality and maternity, articulating the
psychoanalytic theary with anthropologic, literary and
feminist discourses.

" Psychoanalytic Empathy
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Skin Disease — a treatise from a
Jungian perspective of psychosomatic
dermatology

by A Maguire

The last 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 facl ihe
aetiology, the cause, is unknown in the vast majority,

Consciousness is mankind,s most precious attribute. Without it,
uncansciousness reigns. ltself, consciousness is the light which
Born from the unconscious is able to direct itself oulwards to the
world, and inwards 1o the realm of the unconscious psyche. By
becoming conscious one can comprehend fully all that which is
not. This work is an exploration of the unconscious psychic
background of acute, but mainly chronic skin diseases. I is a
study, which includes both the personal unconscious of each
individua’ and the vast archetypal world with its communication
by image and symbol, which is named the collective
unconscious or objective psyche.

s ceality was established 100 years ago by C.G. Jung's early
work wilh the galvanometer and the word assoclation test,
through the madium of the skin. He was lo describe psyche,
including consclousness and the unconseious realm, as the
greatest of ali cosmic wonders. His concept of the human soul
inchuded this totality of psyche.

The development of the field of biofeedback atsr in the Jast
century revealed the extraordinary ability of the skin 1o reflect the
inner life of psyche. {n this nsychological exploration of each
individual troubled by problems of the skin, a wide variety of
psychic emational disturbances was uncovered in the course of
Ihe sludy. It also became apparent that the skin is a paramount
psychic reflector in a singularly graphic way in many instances.
Tha conscious recognition of these hidden disturbanges and the
acceptance by the individual proved to be the key factor in the
study. This realisation with its innerent meaning, usually brought
amelioration of symploms and often a resofution of the ailment,
The skin disease in such cases is a message from the scul itsell,

Dr. Anne Maguire is a Fellow of the Royal Colfege of
Pbysicians, and is both a Speciatist Dermatologist,
trained in London and Paris, and an Analytical
Psycholagist, trained at the €. G. Juny Institute, Ziirich.
She lactures widely and is in private practice in London.
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By Stefano Bolognini
revere==®  [0r the psychoanalyst, there exist
3 certain rare and spagial moments
when amotion, imagination and
thought combing te enable hoth
patient and analyst to reach a
profound understanding of what
i happening beiwaen them.
Such subjeciive, relational and
clinical experiences are perhaps
\ as fare as they are unforgetizble.
#  Over the past twenty 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. I this book, the author races the philosaphical
origing of empathy and its development, with Freud and the first
psychoanalysts, up 1o its re-discovery, in the 1950s, in paralle!
wilh changing views on countertransference. Dr Bolognini then
offers his cbservations which take us to the very heart of
psychoanalysis, maintaining all the lecundily of the issues
discussed while illustrating the real complexity of the empathic
experience, the privileged transformative goal of the relationship
betwesn patient and analyst. All in all, an ariginai and valuable
contribution to psychoanalytic theory.

Stefano Bolognini, Is 2 trzining and supervising
psycheanalyst of the Italian Psychoanatylic Society, At
present he Is the Enropean representative for the

Board of 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 .
venlo, come onda, a collection of amusingly-told
personal anecdotes each with its concluding pearl of
psychoanalytic wisdom. He lives and works in

Bologna, Haly. _!
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Critical Psychiatry
Edited by David Ingleby

‘Critical Psychiatry’, edited by David Ingleby, was first published
in 1480 Its seven essays were strongly influenced by the
debates aver psychiatry which had raged in the 1960’ and
1970%. While some details in the book have inevitably become
(ated, its basic theme — the contrast between the size of the
problem of mentat illness, and the inadequacy of responsss to it
— Seems even more relevant now than a quarter century ago.
Today, diagnases of mental illness have reached staggering
levels: the WHO has estimated that depression will become the
second most important cause of disability worldwida by 2020,
and the major cause in the developed warld. Yet psychiatry is
increasingly deminated by crudely reductionist hiomedical
models and a one-sided reliance on drug treatments. Theoretical
perspectives which present a challenge to the mainstream are
marginglized, while siandardised treatment protocols and
diagnostic manuals have suppressed the diversity of approaches
which characterised the field thirty ysars ago. This book makes a
strong plea for critical thinking about the conceptual foundations
of psychiatry, about its social role, and about the issues of
power surrounding mental iliness. Far from being merely an
histerical document, ‘Critical Psychialry’ is poweriully relevant to
mental health services today.
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Freud and the Post-Freudians

By ] A C Brown

I this classic work, originatly published in 1961, James
Brown provides a compelling account of both Freud's original
ideas and of the subsequent developments that arose out of
them. He explaing in an engaging yet informed manner the
basic concepts of psychoanaiytic theory, including 2 survey of
the contribution ot Freud's contemporaries. The ideas of the
early schismatics ~ Carl Jung, Otto Rank, Alfred Adler, and
Wiihalm Stekel — are explored, s are those of the various
British schools — including the work of Wiltiam Rivers, lan
Suttie, Melanie Klein and Ronald Fairbairn. Particular
attention is given lo the so-called neo-Freudians, with
chapters on Karen Horney, Erich Fromm and Harry Stack
Sullivan, amangst others.

Psychoanalysis is frequently used as a catch-all term o
describe the many schools of thought which take their origin
from the work of Freud — however much they now diverge
from it. For those seeking a more infarmed exposition of the
basic concepts of psychoanalysis and its subseguent
developments Freud and the post-Freudians provides the
jdeal introduction.

£18.95/$25.95 March 2004
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Making Death Thinkable
By Franco De Masi

Man's perception of the finlte nature of life is always prasent,
resulling in anxieties of varying intensily, depending on the
person,s character and on the phases of life he is going
thraugh. De Masi is aware of the philosophical, sociological,
religious or mystical approaches to the problem of death,
howaver he chooses te focus on, and remaln within, the
theoretical frame of raference of psychoanalysis, He explores
how differant psychoanalytic theories have addressed the
issue of death, its presence or absence in the unconscious, &s
well as the implications of the theories of the death instinct on
a more strictly ¢hinical and technical level. Mareover De Masi
is intarested in thinking about the psychelogical resources
available to man, 1o make death thinkable, when ils ingvilable
occurrence needs to be faced. He is concerned with the
transformation of the theught of death, from an unthinkable
catastrophic event, 1o a natural conclusion of one,s existence.
A5 a psychoanalyst, he explores the quality of the anxiety
accompanying the idea of the natural occurrence of death,
which, however, |s a perturbing presence in the mind of the
average man of cur Westarn civilization. We migh? fear, sense
and anticipate the death of our loved ones, and we know that
when it occurs we will need to face the emptiness that will
resuli. Yet, the emptiness we will leave proves o be
unthinkable. What do we mean then by ‘fear of death’, what is
death,s status in cur mind, what is it that torments us? Maost
significantly, how can we conceptualise our fear of death from
a psychoanalytic perspective?

Franco De Mast Is a training and supervising
psychoanalyst of the Ralian Psychoanalytic Society
(SP1) where he is also the Secretary of Training.
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Harvesting Free Association
By Marita Torsti-Hagman

This book is about the fundamentals of free association.
Working from alarge amount of clinical material, il enables us
to see how the problems of the symbolization procsss are
created in the minds of both the analysand and the analyst.

Harvesting Free Association gives detailed attention to the
phenomena of hysteria, absessional neurosis, and the death
drive. Marita Torsti-Hagman also investigates the symbolizations
of femininity, including the kinds of psychasomatic disturbances
that the child-bearing and nursing mother suffer from.
Conceptualizing the centrai rale of inner-genitality as a catalyst
for the integration of femininity she analyses the conflicts penis
envy produces when ther is insufficient potential in the woman,s
mind for binding it. This part of the book formulatas a theary on
the funcamental significance of hallucination during the foetal
stage both for the formation of the deepest unconscious and for
the functioning of primary repression. Marita Torsti-Hagman
argues that drive is energy; and therefore that theory farmation
necessitates a language of charge and movemnent. In
contemporary psychoanalysis it is no longer sufficient to be
satisfied with the understanding of the content of representations.

The author has a long-standing intarest in what psychoanalysis
is, what Freud meant it to become and what it has been made
into. The analyst’s ability and inability to remain in touch with
his own unconscious and to usg it in his analytic work as an
interpretative process, have been central foci of atiention in the
writing of this book.

Marita Torsti-Hagman was born in Finland in 1935.
She originally trained as a psychlatrist and has been
practicing as a psychoanalyst for the last thirty years.
She has been a member of the Finnish
Psychoanalytic Association since 1982
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On The Freud Watch: Public Memoirs

By Paul Roazen

This is a collegtion of personal pieces. The Intraduction deals with
Roazen's experiences attending clinical case conferences at the
Massachusefts Mental Health Center in 1964-65, and what he
learned about psychoanalytic psychology there. Chapter 1 makes
a general staternent about his outlook on why studying the past
matters, Chapter 2 deals with a particular psychological
explanation that his friend Charles Rycroft cffered for why
psychoanalysts are characteristically anti-historical. Chapter 3
discusses Roazen's take on the probiem of Freud's analysis of his
daughter Anna, a matter Roazen first brought te light in 1969.
Chapter 4 deals with ihe rarely discussed question of fraining
analyses. Chapter 5 cantains Roazen's efforts to deal with the way
the founder of the Freud Archives, Kurt Eissier, launched aftacks
on his work. Chapter 6 tries to show how Roazen thinks Dickens's
David Coppertield can be an example of creative abfation ina
great novelist's life. Chapler 7 discusses O'Neill's Long Day's
Joumay from the contrasting viewpoints of Freud and Jung, both
of whom can be said to have directly influenced O'Neill. Chapter 8
censists of some 25 letters to the editor that Roazen publishad,
inctuding the circumstances and objectives he had with each.
Chapter 9 covers his take on the recently published Freud
correspondences with beth Ferenczi and Abraham. Chapler 10 is
an over-view of Freud's impact on political and social thought,
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fiberalism. Chapter 11 includes Roazen’s use of psycholegical
thinking in crder to follow gquestions connection with Canadian
political life as he experienced it. Chapler 73 deals with Roazen's
understanding of who has won and lost in the Freud Wars of this
past century, And Chapter 14 concludes with a discussion of how
he thinks Freud's concapt of neurosis was intended to convey his
understanding of a specifically hurnan privilege. The short
epilogue closes with a personal account of the significance of &
smalt beach in Roazen's childhood.

Paut Roazen, educated as a political theorist at Harvard,
Chicago, and Oxford, has spent his career approaching
psychcanalysis as an aspect of intellectual history.
Issues of a moral and philosophic rature remaln central
to the traditien of thought that Freud initiated, and help
account for the unfortunate sectarianism that has
afflicted the fietd. On the Freud Watsh: Public Memolrs
opens and closes with autobiographical pieces, but the
hook as a whole seflacts an intensely personal account
of how Roazen became known as a ‘controversial’
figure within psychoanalysis.
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embued and suggests that there is good reason to agree with Hume and Kant in
calling this mental activity imagination (Warnock, 1976).

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

Psychologists have hitherto failed to realise that imagination is a necessary ingredient of
petception itself. This is due partly to the fact that [imagination] has been limired to
reproduction, partly to the belief that the senses not only supply impressions but also
combine them so as to generate images of objects. {Kant, 1929: A120a)

When Kant refers to the reproductive function of imagination, he is talking
about imagination in our ordinary use of the term where it is understood as the
capacity to form an image in the absence of the object or when the object does
not exist. When we look 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.
Most importantly, the role of imagination in perception is made avaitable to us
by our artists. In a rather didactic way contemporary ‘conceptual art’ aims to
make us aware that we 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 mind to 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 dependency of childhood. It is not just a matter of atrending to select
stimuli but of organizing them into images that can be named, remembered and
re-cognized.

This ability ro 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 but with 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 patient is 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 not feel like an experience of being
in touch with reality, but more like being out of touch with reality. This would
be a hopeless madness, a picture of someone overwhelmed in a life of
unrelenting, unorganized stimuli.

Because the term ‘imagination’ has so many associations Bion creates a new
vocabulary, the language of ‘alpha-function’. Although imagining and alpha-
funcrion are not identical, [ am suggesting that they map similar territory.
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
may in fact be identical with, the visual images with which we are familiar in dreams ... .
(Bion, 1962: 7)

[Alpha-function] transforms sense data into alpha-elements. Alpha-elements comprise
visual images, auditory patterns, olfactory patterns, and are suitable for employment in
dream thoughts, unconscious waking thinking, dreams, conract-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 account of the role of imagi-
nation.

As | said, in addition to the structure of the brain, which makes imaging
possible, the interpersonal aspect of the development of this capacity for imagi-
nation is critical. A very familiar example of this is seen in the game ‘This little
piggy went to market’, in which the mother images with and for her baby,
making it possible for her baby to begin noticing what is important. It consti-
tutes an on-going, lively and emotion-filled dance and dialogue berween
mother and baby. Now extend this picture to the uncountable images in the
growth and development of the child, beginning from the simplest, through all
the objects, events, emotions and narratives of childhood. Nox are we tempred
to think that the creative imaging stops when we reach adulthood. When and
how it does stop is the theme of 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 made familiar, but it doesn’t get him very far.
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The senses may be able in a state of fear or rage to contribute dara concerning the heart-
beat, and similar events peripheral, as we see it, to an emoticonal state. But there are no
sense-data directly related to psychic quality, as there are sense-data directly related to
concrete objecrs. Hypochendriacal symptoms may therefore be signs of an atrempt to
establish contact with psychic quality by substituting physical sensation for the missing sense
data of psychical quakity. (Bion, 1962: 53; emphasis added)

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

What deals with the counterparts of a sense impression of an emotional experience! How
are these counterparts of a sense impression then transformed into alpha-elements? It is
helpful to postulate sense impressions of an emotional experience analogous to sense
impressions of concrete objects. If there are such impressions we shall have to consider
whether the alpha-elements into which alpha-function transforms the sense impressions
of an emotional experience differ from the alpha-elements into which alpha-function
transforms the sense-data of a concrete object and if so in whar the difference consists.

(Bion, 1962: 55-56)

Bion cannot give a clear theoretical answer to the dilemma he raises. He actually
does provide an answer, however, in his remarkably evocative picture of the
process of imaging. That is, 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 came to call the container/contained
relationship. Dividing what happens into imaging of physical sense data and the
imaging of emotions is quite artificial. It calls to mind Wittgenstein saying ‘the
human body is the best picture of the human soul’ (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 what it is experiencing are provoked by sensations it cannot
experience or, to use Bion’s term, suffer. The baby is trying not to suffer.
Mother, however, takes it as a communication, persisting in treating these
‘expelled sensations’ as communications. The mother’s ability to imagine for
the baby is 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 imaginarion and also a picture of the death of imagi-
nation, albeit a diabolically funny one.

109
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We might ask what makes the madman mad and what is the link with
imagination. There are several answers, but let’s look at Shakespeare’s. It is
related to the phenomenon [ discussed several years ago in a paper on Macbeth
in which I ralked about the proleptic imagination (Fisher, 2000). The
Macbeths as a couple are a sombre picture of a state of mind in which what is
imagined, proleptically imagined, seems somehow already ro 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 norice the distinction
berween an image and what it images.

Concrete thinking can be slapstick funny, bur it can also be disturbing, as
when Bion presents the spectre of a man who feels 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 the stage to rescue poor Desdemona
from the murderously jealous Orthello. But here it is the actors who worry that
the Lion will frighten the ladies unless Snug the joiner explains that it is he who
is the Lion — or is it the Lion that says he is really Snug?

It only gets worse when Moonshine points to the lantern he is carrying and
tells the audience that it presents the horned moon, and he himself ‘the Man '
th’ Moon do seem to be'. When the audience tease cruelly that this is wrong, that
he should be in the lantern if he is indeed the Man in the Moon, he responds
desperately:

All that 1 have to say is, to tell you that the
lantern is the moon; [ the Man i'th’ Moon; this
thom-bush my thorn-bush; and this dog my dog. {5.1.247-249)

A bush, a thorn-bush or a bear? What is symbol? What is illusion? What is
reality? In concrete thinking the symbol and what is symbolized are seen as
identical. This ‘concrete thinking’ is related to what Hanna Segal called
‘symbolic equation’ (Segal, 1981). I want to suggest that we can think of
concrete thinking not as 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 what it images.

The invitation of the poet is to enter imaginatively into the images, not
literally as happens in the Woody Allen film The Purple Rose of Cairo. We don’t
jump on the stage to rescue Desdemona no matter how moved we are by her
plight. To ask of a dream or a poem or a children’s play whether the story, the
account, the images are real is a misunderstanding. Images have their domain —
in perception, in dreams, in unconscious fantasy, in theatre, in play and make-
believe; in fact at the basis of all thinking. The appropriate question to ask
about an image is not, ‘is it real?, but ‘what does the image organize?” And ‘how
well does it organize it? Being able to distinguish between the image and what
it images, to ask how well it organizes what it 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 other sense 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 versus reality testing

To return to our couple at the beginning, Mrs A's — or our — taking Mr A’s
account of his ‘liking a glass of wine with dinner’ simply as a description of his
failure to recognize his difficulty with alcohol could be a kind of concretre
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
elsewhere referred to as ‘the session as a dream’ and stories 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
thinking if we ourselves are able to notice it and resist their unconscious efforts
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 of it — her image and what it imaged were seen and felt 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 actor in the anxiety of the reality of the imminent pregnancy. [t was
tempting, as it were, to jump on the stage to sort out Othello and rescue
Desdemona. But that is, | suggest, a warning signal, a sign of concrete
thinking.

When I 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 have said, ‘I feel the way a woman would feel who is about to
deliver a child and she finds that ...". What? That she is desperately alone? It
was a poignant picture of desperate, helpless loneliness. But she behaved and
spoke as if she were anything but helpless. She was feeling angry. When I tried to
think with her about her saying that she was unable to cope and desperately
needed him while at the same time she felt she had to be the one who stayed on
top of things, she would come back angrily, ‘If I don't, who would? Look what
would happen if | weren’t dealing with things.’

His presentation was as difficult ro 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 and a father, at a moment of crisis 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

[11
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than any word like ‘loneliness’ can convey. Or perhaps we should say that a
word like ‘loneliness’ conveys emotion only because it evokes images or stories
like these in our minds.

As I tried imaginatively to enter into these images we were taken back to
the first 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 and focusing on the
children, especially the imminent arrival. Slowly, in response to my voicing
what I 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 thinking in terms of rransference. What it does do is give us a lively way to
think with the patient how the imaging gathers and develops the transference,
how it shapes and forms it and gives it a local habitation. Here, for example, we
might say that the transference relationship was a relationship with an object
that had concrete expectations of what these two people should or should not
do, praising them when they did well and criticizing 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 might say it 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 we are less tempted into this kind of
concrete thinking is in play therapy with children. Although we might enter
into the game when invited by the child, we always think of play 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 Dream is 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 much less easy to notice given that it is often in the form of stories
and descriptions of crises that demand action.

The rebirth of imagination

I have talked about the birth and death of imagination, but what about the idea
of a rebirth of imagination? We have seen the birth of imagination occurring in
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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, I described a hope that an intercourse
of minds could lead to an ‘offspring’ that resembles both but is idenrical to
neither. Perhaps now we need to put alongside that image of creative genital
intercourse the picture of an earlier intercourse, that of mother and baby.

This is the intercourse of the baby expressing, expelling or projecting
fragments of its experience and the mother taking 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
generated cry’ or the ‘smile of pleasure beyond description’ of her beautiful baby
and creates images for herself of those experiences — that is, 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’ — that is,
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 other is feeling in the way that we know what mechanism
is driving the clock by taking it apart and studying it. We ‘know’ what the other
is feeling by our capacity for imaginative identification. But it involves a leap of
faith and one can always be mistaken. That is why reality-testing is important
most of all in intimate relationships where so much is at stake, and why
concrete thinking is so potentially damaging. Imaginative identification can
only approximate what the other is feeling. Its success is discovered in the
dialogue as the other is able to take it in and image it in his or her own way. It is
not that one’s mother or partner ot therapist reflects exactly what is felt, nor
that our artists 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 ro notice the role of imagination in the falling in love of the
young lovers and the vicissitudes 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 her fairies? As many commentators and play-
goers have remarked, Bottom is perhaps the most humanly appealing character
in the play. 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,

And left me asleep! | have had a most rare vision

I have had a dream, past the wit of man to say what
dream it was. Man is but an ass if he go about 1o
expound this dream. Methought [ was — there is no
man can tell whar. Methought I was — methought

I had - but man is but a patched fool if he

will offer to say what methought I had. The eye of
man hath not heard, the ear of man hath not seen,
man’s hand is not able to taste, his tongue to conceive,
nor his heart to report, what my dream was. [ will

get Peter Quince to write a ballad of this dream:

it shall be called ‘Bottom’s Dream’, because it

hath no bottorn; and 1 will sing it in che latrer end

of a play, before the Duke. Peradventure, to make it
rhe more gracious, | 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. The first and continuing challenge of
growth and development — and of psychoanalytic therapy — is an aesthetic one
calling for a poet. Of course, Bottom says, ‘Man is but an ass if he go about to
expound this dream’. Whart is needed is not explaining, the ‘if-then’ function of the
mind — the explaining mode of therapy. What is 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.
That I take as Shakespeare’s poetic image for a rebirth of imagination.

Note

References to A Midsummer Night's Dream are given by act, scene and line in
the 1979 Arden Shakespeare Edition edited by Harold E Brooks.

References

Balint E (1987) Memory and consciousness. International Jowmnal of Psycho-Analysis 68: 475-483.

Bion W (1962) Learning from Experience. London: Karnac Books.

Brooks HF {1979) Introduction. In HF Brooks {ed.) A Midsummer Night's Dream. London:
Methuen, pp. xxi—cxliii.

Calderwoed JL (1965} A Midsummer Night's Dream: The lllusion of Drama, MLQ, as cited in
Brooks, 1979: cxxxvi.

Fisher JV {1999) The Uninvited Guest: Emerging from Narcissism towards Marriage. London:
Karnac Books.

Fisher |V {2000} The Macbeths and the proleptic evasion of mourning. Unpublished paper given
at the TMSI Aurumn Conference.



Mental illness as a factor in criminality

Fisher JV (2001) The role of imagination in the apprehension of difference. Unpublished paper
given at the SPMP Oxford Conference.

Fisher JV (2002) Poetry and psychoanalysis: rwin ‘sciences’ of the emotions. The Journal of the
British Association of Psyuchotherapists 40(2): 101-114.

Kant 1 {1929) Critigue of Pure Reason, trans. Norman Kemp Smith. London: Macmillan (origi-
nally published 1781).

Segal H (1981) The Work of Hanna Segal. New York: Jason Aronson.

Warnock M (1976) Imagination. London: Faber and Faber.

Wittgenstein L {1953) Philosophical Investigations, Third Edition, trans. by GEM Anscomb. New
York: Macmillan.

Address cortespondence to James Fisher, 30 Oakwood Avenue, Beckenham, Kent BR3 6F].
Email: jvfisher@btinternet.com

115



116

Journal of the British Association of Psychotherapists, 42, 116-141, 2004 © BAP

How a child represents the world
through art

DOROTHY JUDD

Life is incoherent unless we give it form.
Susarme Langer

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

ABSTRACT

This paper explores the origins and development of children’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 awareness of 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 words child and adolescent art, creativity, fantasy, mourning, symbolization

In order to explore this rich subject I will go back to some early 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 young child first
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.

Dorothy Judd is a child and adult psychotherapist and couple psychotherapist in private practice
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with the experience of defecating, or perhaps when her mother changes her
nappy in a way that conveys appreciation? Or when she feels 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 when she fills the
emptiness after mother’s departure with a game with her two hands touching
each other?

Melanie Klein (1952) writes:

I have seen babies as young as three weeks interrupt their sucking for a short time to play
with the mother’s breast or look towards her face . . . 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 she is
acknowledging that she is separate: by looking at another there is the possibility
— depending on the type of ‘looking’ - of a gap between self and other. And it is
in this gap that there is the possibility of play, of symbolization and creativity.
We are 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
secking out an external other, something which will result in a satisfying
experience, and which is 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 i, begins a
benign pattern of mutual responsiveness. By finding a space in someone’s
mind the 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 emorional — 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 could say that this process is one of the founda-
tions for symbol-formation: for once the mother has gathered — that is, begun
to think about — the fragments or disparate elements or mess of 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 continual oscil-
lation between stages 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 external reality, 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. The artist Magritte said,
‘This is how we see the world. We see it as being outside ourselves even though
it is only a mental representation of what we experience on the 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 and deficits 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 absent or 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 about it. Thinking
about it, 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 amount of separation can promote growth.

It is no coincidence that many of the examples of pictures in this paper, from
a wide population of children of all ages, either are ways of trying to manage or
transform loss, or are attempts to avoid the experience of loss. This is because
loss -- loss through weaning, through Qedipal conflicts, through separations — is
never fully resolved. Art is one way that children can try to process this lifelong
struggle.

[ will illuscrate what I am describing: a baby of 11 months is looking at a
picture book with his father. Father points to a cat, and says ‘Cat, miaow-
miaow.” The family have a car called Moses which the children call Mo-mo.
The father 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 or solidity. A week or so later he too points
at the picture, and makes his own version of the cat’s sounds. A few weeks later
he is on his own with this book, and he finds the picture, and points to it, and
makes sounds. He is of course beginning to apportion meaning to a two-dimen-
sional picture: to give it life, and to connect it (perhaps)} with his own cat.
Furthermore he is evoking his (absent) father with whom he associates this
process, by recreating it.

Now, in this vignette it is quite a big conceptual leap that the baby is
making, for he knows that if he touches the page he will feel smoothness and
nothing else. He is allowing for illusion and for imagination and for abstraction.
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Figure 1: Drawing by a boy, aged almost 3, of a pig.

Figure 2: Drawings by Jamie, aged 3: ‘Mummy as a little girl’, ‘A duck’ and ‘An elephant’.

This is particularly apparent in young children, where the movement of the
arm and the scribble on paper, or marks upon sand at the seaside, 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,
hending, lying down. Arnheim (1969) wrote, ‘There is abundant movement in
children, and thus drawing starts as gambolling on paper.’

The basic 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 spider in its web.

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

Paul Klee wrote not only about child 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, and it 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 own creative
potential as an adult by feeling in her body the very spirit of what she was trying
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 Brancusi said, “When you see a fish,
you don’t think of its scales, do you? You think of its speed, its floating, flashing
body . . . I just want the flash of its spirit’ (quoted in Lewis, 1957: 43).

A congenitally blind 13-year-old boy produced Figure 4, of his favourite
teacher. He felt his way across the page as he drew, as if measuring distances with
his fingers. He drew with verve, and what I found interesting is that he felt his
teeth with his tongue as he drew her teeth, for to draw how things felt from the
inside was, for him, more sensible than drawing appearances that he could not see.
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Of course emotional difficulties impede this process: a 6-year-old boy who
had been abused had a depressed mother who was unable to see him as separate.
When the 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 page indiscriminately.

Pictures as an attempt at mastery, and to tell 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.

The next drawing (Figure 6) was by Tom aged almost 4, and was done while
his mother was out for the day and he was at home with his father. He said that

Figure 4: Drawing by a congenitally blind 13-year-old boy of his favourite teacher.
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Figure 5: Drawing by Tom, aged 3, of ‘someone with their shoelaces undone’.

the big buildings were blocks of flats. They seem to denote the vastness, and
perhaps potentially overwhelming nature, of external structures: the outside
world where Mummy was. And yet he placed himself securely between his
parents; his mother’s location is joined to his house, despite the separation.
Prompted by feelings of loss, he is able to create the lost person in a way that
gives him some mastery over the situation.

The next drawing (Figure 7) is by Tom a month later. He said ‘He’s bleeded
himself’ and, as you can see, blood pours from the figure’s fingertips. The blood
and the tears flow. This is a tragic picture which expresses the terrible side of his
helplessness, but in a way that, through his mastery of his subject, shows an
enjoyment of 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 transformed his
feelings into this picture.

The same child, aged 4 years 3 months, produced Figure 8. It is rather like a
dream in content. He said, ‘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 almost 4, of blocks of flats, done while his mother was out for the

day.

Figure 7: Drawing by Tom aged 4, 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 element of custard.

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

There is enormous power in being able to play with shapes and seeing what
emerges, which is what happens in play: the child can risk dangerous scenarios
when there is a sense of being in ‘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 phenomena of 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 we can see his developing
capacity not only for symbolization but also for abstraction and imagination,
perhaps aided by the use of paint.

A month later this child drew a 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. And then he stepped on it and there were ants flying up in the air’
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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. He is 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. Some trees in the distance.” He is able to
spontaneously use perspective, action and composition, to give life to an idea.

Pictures as narratives about loss — some clinical 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 more like a 3-year-old’s, his drawings are
extremely articulate.

He drew (Figure 13 — top drawing) the outline of a big truck, deploying the
picture space well. The truck had many details, including ‘moke’ (smoke)
coming out of a funnel, sirens, an aerial, hooks, levers and big wheels.
Eventually he drew a small driver sitting in the cabin. He said it was a rescue
truck. One can see that the 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 many details
and functions as before. Then he placed a much smaller vehicle on the back.
He drew dents and marks on the little one and said 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 another slightly
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Figures 10 and 11: Tom, aged 4 and 10 months, drew this pair of pictures abour ‘someone about
to step on an ant's church’ and then stepping on it.

bigger vehicle on top of the little one — no doubt his brother — also damaged
and also going to the dump. He put it aside, saying it was finished.

Earlier, Stephen had doodled with a wax crayon. He now returned to that
carlier picture. He completed a curved shape on the left and drew a rectangle in
the centre. He said it was a hut. When 1 did not understand his pronunciation
of ‘hut’ he said ‘shed’. The curved shape was an empty hay barn. | commented
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Figure 12: Drawing by Jamie, aged 4, of ‘someone rushing to work’.

Figure 13: Stephen, aged 13, drew these trucks: top, a rescue truck; bottom, a transporter truck
carrying two damaged trucks to the dump.
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on the picture being empty. He said the shed was for tractors, but they were all
out. He walked away from the picture, and explored other things in the room in a
respectful way, and talked about his own little garden (at his foster home) where
he grows vegetables. He returned to the drawing and added a ‘damaged modern’
shed on the right (earlier he said that his mother lived 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 damaged area.

From the foregoing one can see how he became more hopeful about his
capacity to repair his internal mother. The fact 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 not given up in his search for a mother who could receive his drawings.

A 10-year-old boy, Paul, who | saw for an assessment as part of a court
report, looked sullen and serious when I fetched him from the waiting room. He
produced Figure 14 about a quarter of an hour into the meeting. First he
doodled shapes that 1 realized were skateboards, then he drew a boy skate-
hoarding, with a chain hanging from his pocket, then a boy impressively upside
down on a ramp holding his 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 another boy, giving an
impression of flight and making the boy look as though he was flying too. He
added a drawing of Bart Simpson, then other Simpson characters. He crossed
out one he did not like. He added a small sun and two clouds.

Earlier | had clarified what he understood the purpose of the meeting was, so
that he knew this was an assessment for a court report. He began to talk about
his brothers and sisters 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 — that it was entirely their fault.
At that point he drew a blue vortex, and then a spiral, which he cleverly 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. He said 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, and lastly his ‘father’, who he (and 1) knew was
the father of the two youngest children but not of himself or the other children.
He made all of them smile, except for father, who appeared to be looking away.
He added further details to the family members, and then drew the tree and the
big orange sun. Lastly he added the ice-cream van.

He did not respond to my questions or my thoughts about the family, but
turned to a new page (Figure 15) where he sketched what he said was a hedge-
sparrow, faintly and delicately in pencil. Now he explained that he liked

129



130

Judd

Figure 14: Paul, aged 10, drew this multi-layered picture that included his family, skateboarders

and characters from the Simpsons.

hedge-sparrows because they were tough; he said cuckoos chuck hedge-sparrows
out of the nest, and then all 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 of a further ‘ousting’ when he
would soon be moved yet again from his foster carers.

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

The taxi hooted and he dashed off, not saying goodbye, clearly leaving me
with any feelings of being left.

Figure 14 is an attempt at a communication in a turbulent world. It is inter-
esting that the vortex happens to be where his mother is, similarly the snail-shell
spiral. His mother and stepfather are beyond the sort of bracket that the ice-cream
van creates, the seven siblings are grouped correctly in age and size order, as a pack
or bunch. The only discernible gap between the figures is between Paul and his
next brother Danny, when indeed another brother, Matthew, died as a baby, just
before Paul’s birth. The parents are not clearly differentiated in function other
than being a little bigger. His favourite brother (Damian) somehow stands out and
looks more alive and real and seems more warmed by the sun and wears the same
colour jumper as his father. Paul himself — like the brother on his left — looks thin
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Figure 15: Drawing by Paul, aged 10, of a hedge-sparrow, which he said he liked because they
were tough.

and insubstantial. All the family have their arms behind their backs, implying
helplessness, unlike the skateboarders who manage a 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 assessment for a court report which
would help to decide the fate of his siblings and himself.

The picture shows layers of pre-adolescent preoccupations and an
emergence from stylized drawing (the cartoons) to much greater 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 drawn to the stationary family, while other
shapes whirl and spin. There is much more one could say about this 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 that he was really
a tough hedge-sparrow and [ was naive to imagine that an owl would feed its
babies instead of gobbling the mouse itself. 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 not identify consciously with the mouse-victim or the
baby hedge-sparrows who die when evicted, they are all, 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 foster care,
and he pined for his parents. This picture probably says it all. Note how he has
separated the couple, although they were apparently still living together.

Figure 17 is by a 14-year-old girl who was in foster care, and still saw her
mother. She was becoming very aware of the father she had never known and
searched for in her mind. She produced a 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 of life? Is there a sense of a capacity to play in the
space between her internal world and external reality? We could wonder if, in
this way, the art product is truly a symbol for what is 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 muddy painting. Children can feel frightened or more

1

Figure 16: Drawing by Brian, aged 7, who was living in foster care and missing his parents.
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Figure 17: Drawing by a 14-year-old girl in foster care, who was becoming very aware of the father

she had never known.

Figure 18: Drawing by a 14-year-old girl whose mother was mentally ill.
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disturbed by making these sorts of pictures, which are not necessarily helping
them to transform the terror or persecution. Nevertheless the art product exists
and may lead 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 the table, 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 her three siblings.

The more Laura talked, the more | realized how cut-and-dried her world was
and how much she tried to deny separation and loss. She said that her foster
mother was ‘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 masked by the father, and a rug with a fringe that looked
aggressive.

Controlled patterns, often filling the whole page, sometimes determinedly
not leaving white gaps

Most people are familiar with children’s patterns which fill 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 at bay. It is rather
like a child who cannot really play, who is not making discoveries, but who uses
toys repetitively with little meaning other than to control his or her objects and
thus avoid mess and chaos. Often the child attempts to cover every millimetre
of the white paper.

One wonders what this fear of the white spaces is. It could be a fear of falling
between the cracks, or of what might leap out: like the A. A. Milne poem about
Bears:

Whenever I walk in a London street,
I’'m ever so careful to watch my feet;
And I 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
symbolizing it.

Hanna Segal writes, ‘Symbol formation is 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 the fear of the loss or inaccessibility of
good objects’ (1957: 52). However, | think that the type of picture | have just































































































































































