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ABSTRACT

.The dissertation 1s an attempt to understand the inner
structure of aesthetic experiegce in terms of the theory

of mind developed in the psycﬁpanalytic writings of Sigmund
Freud and Melanie Klein; and an examination of\the way in
which the psychoanalytic insights inform the Eésthetiq
constrqgtes in the work of Adrién Stokes. '

There are three stages in the discussion. ih Part
Oone, 'Art an¥ Early Freudian Theory', Freud's theories of
neurosis, dream and the joke aré considered. It is argued
(a) that aesthetic views commonly associated with the theories
of neurosis and dream freqqently misrepresent Freud and,
moreover, are ndét 1in themselves of the first importénce;

(b) that Freud's theory of the joke is the most apt focus
for aesthetlc discussion; but (c) that the picture of the
mind on which the theory of the joke depends stands in need
of elaboration and refinement.

In Part Two, 'The Picture of the Inner World'!', Freud's
later writings and the Kleinian modifications of Freud's
views are corisidered against the.backgroundiof discussions
in Part One with the purpose of identifying a theory of mind
which offers greater resource in the understanding of aesth-

etic éxperieﬁce. Attention is directed particularly to re-
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vised ideas abou@ tgﬁlunconscious, about the ego and‘'its
activities, and about phantasy and phantasy-forming:

In Part Three, 'The Aesthetic of Adrian Stokes', the
aesthetic which emerges in Stokes's writings 1s examined
-with specidl reference to the psychoanalytic background.
It is argued that Stokes's early writings, until 1951,
introduce the frame of an aesthetic which is further ela-
borated and enriched in subsequent writings which make -
explicit use of Freudian and Kleinian material.

The dissertation is introduced with a Prologue which

(a) provides a general intellectual misé¥gggscene for the

enterprise; (b) declares the assumptions and aims which
are consldered appropriate in the understanding of aesthetlc
experlence; and (c¢) reviews some of the focal points of the

argument.
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. PREFACE - N\

There are matters concerning the presentation of the essay
which require comment.

First, the essay is divided into three Parts each of
which contains extended chapters on broadly-construed topics.
Two devices are used to mark 1nterpél breaks within chapters:
the first, a four-line spacing, indicates a continuation of
theme but with a shift in focus; the second, an eight-line -
spacing divided by asterisks, indicates a new tﬁeme.

Second, to avoid prodigious numbers of footnotes, abb;
reviated references in parentheses follow Quotapions from
works frequently c;ted. A list of abbreviations follows
the Preface. References are written with the ?bbreviatéd
title followed by a page number (viz '(AS 50)'); references

. 5
to the Standard Edition of Freud's works also include the

volume number (viz '(SE XXI 17)'; references to Kant's

Critigﬁe of Rure Reason specify first (A) or second (B)

edition pagination (viz '(CA 88)' or r(CB 94) ', Reference

to works infrequently cited may be found in the Notes follow-

ing the text, along with comments upon the text.- Notes are
signalled in the text by a parenthetical number (viz '(1)').
A Bibliography and a Selected Bibliography of the Works of
Adrian Stokes follow the Notes,
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PROLOGUE

Consider the aesthete. Art is his life, and his life, so
Oscar Wilde would 'say, is his art. It seems to many an
inane and extravagant presumption: one more fanciful habit
from the aesthet;'s obsessive wardrobe. But then contempt
for the aesthete can itself often be curiously shrill. It
is sometimes declared, as Wilde himself came to know, as a
fervent moral mistrust, and sometimes as a harsh intellect-
ual suspicion. T.E.Hulme once c?ntrived both forms of
disapproval in writing in. 'A Lecture in Mode;n Poetry!',

A reviewer last week spoke of poetry as the means

by which the soul soars to higher regiohs, and as

a means of expresslon by which it becomes merged

into 2 higher kind of reality. Well, that is the

kind of statement I utterly detest. I want to

speak of verse as plainly as I would of pigs -

that is the only honest way. (1)

The porcine soul is of no interest, however, least of
all to the pig. The aesthete, on the other‘hand, finds his
own souil utterly absorbing, and he discovers that it is an
absorption served by art. For art, he insists, is a mirror
to reflect what Pater once calléf"that perpetual weaving
and unweaving of ourselves' (2). And pigsty plainness,
pace Hulme, 1s too ungainly in the delicate web.

Such, I would suppose,'are the aesthetezs thoughts.
But they need not be mere elegant gestures. Oscar Wilde,

for instance, could deliver his views with reflective direct-



ness. 'Art', he once wrote,
even the art of fullest scope and widest vislon, can
never really show us the external world. All that 1t
shows us 1is our own soul, the one world of which we
have any real cognizance. And the soul itself, the
soul of each one of us, 1ls to each one of us a mystery.
It hides in the dark and broods, and consclousness
cannot tell us of its workings. Consciousness, indeed,
is quite inadequate to explalin the contents of person-
ality. It is Art, and Art only, that reveals us to
ourselves. (3)

The remark forms an apt preface to my concerns.

The intellectual provenance of the aesthete's vision is not
obscure. Or it 1is no more obscure than that Kant should
be thought a central figure in the Romantic tradition. And
although the ascetic Kant might seem no congenial ally for
the delicacies espoused by the aesthete, it 1s nevertheless
at the heart of the Kantian aesthetic that it is the soul
which alone 'gives life' to the work of art (CJ 164).

It is, in fact, the Kantian tradition of studies in
aesthetics and theory of mind which affords a philosophical

mise-ggfscéne for my project. And it 1s worth noting this

at the outset. PFor the customary interests of contemporary
philosophical aesthetics - at least until very recently -
are remote from my own, and there will be no occasion on
which to refer to its literature (&),

But what specific elaboration of the aesthete's vision

may the appeal to Kant be thought to provide ?

RS



'Soul in an aestheticdl sense', Kant was to write,
'signifies the animating principle in the mind'. And he
immediately added to this a claim which reveals an essential
feature of his aesthetic views:

Now my proposition is that this principle 1s nothing
else than the faculty of presenting aesthetic 1deas.
"But, by an aesthetic idea I mean that representation

of the imagination which induces much thought, yet
without the possibility of any definite thought what-
ever, l.e. concept, being adequate to 1t, and which
language, consequently, can never get quite on level
terms with or render completely intelligible. (CJ 175-6)

For Kant, in other words, the structure of our aesthetlc
experience 1is significantly differentufrom the structure of
our experience in the objective world: for example, in the
world of Hulme's pigs. And it seems to me that this vilew
identifies our most fgndamental problem in discussing our
experience of art. For if that experience cannot be properly
articulated in terms of our customary concepfual drdering of
experience - where we find that language never quite catches
at its subtlety - our understanding of it remains so far
indistinct and elusive. To insist, with a Hulme, on brutal’
plainness at this point is just to indulge the unprepossess~
ing habit of breaking a butterfly on a wheel: it serves only
omnipotent intellectual vanity to pretend that our experience
of art is more neatly ordered than it really is. Our task,
however laborious, must be to penetrate to that peculiar

condition of the mind which occurs in aesthetically confront-



ing a work of art.

Kant's own endeavours in thils task are of course deeply
interwoven 1n the complexity of his philosophical weltan-
schaung. But a cursory review may serve to establish their
general direction.

It was out of what Kant resonantly called 'the flux of
inner appearances' - that condition of the mind in which
'no fixed and abiding self can present itself' (CA 107) -
that his elaborate construction of the mind began to take

shape. And while the Critique of Pure Reason was primaril

addressed to determining the nature and significance of our
conceptual ordering of experience, the mental processes vhich
are thought to underlie the possibility of such ordering are,
at the same time, those processes which‘are invoked to ex-
plain the inner structure of aesthetic eXpérience. For in
Kant's view, what permits the possibility of creating con-
ceptual order out 6f the flux of inner appearances 1s the
original power of the imagination to 'synthetise' those
appearances. And it 1is -this process of imaginative syn-
thesis which produces the kind of representatibn which Kant
calls an aesthetic idea.

The theory of synthesis 1s notoriously obscure. But
a significant aspect of its obscurity cons}st;’in the in-
visibility, as it were, of the mental process. As Kant puts

it,

_



Synthesis in general...is the mere result of the power
of the imagination, a blind but indispensable function
of the soul, without which we would have no knowledge

whatsoever but of which we are scarcely ever conscilous.

(CA 78; CB 103)
The remark quickly recalls Wilde's view of the mysterious
workings of the soul which consciousness 1s inadequate to
discover, but which our experience of art can reveal. But
what Kant directs our attention to is not a condition of
the mind which is exclusive to our experience of art: it
1s’, rather, a condition of the ind which underpins our
mental life generally - an imaginative activity which runs
its subterranean course throughout our experience.~ﬂ'

The idea has .,a ring of familiarity to the_tﬁentieth—
century ear, accustoﬁed as it 1s to Freud's insights into
the uncanny world of the gonscious imagination. And 1ts
familiarity is not so coincidental. Kant was no Freud,
certainly, but the Kantian idea of the synthetising mind,
and its subsequent exploration in the work of Kant's succ-
essors, Schiller, Herbart and Schopenhauer, is deeply influ-
ential in Freud's thought. And as Michael Podro has suggest--
ed in a discussion of this Kantian background,

«.s1t 1s not a matter of 'spare parts' from discarded

ed theories which Freud %%ke§ up and re-uses in his

own construction of the nd; rather -~ to change the

analogy - it 1is as though what had originally been

learned as a game had become something more important

- 1deas developed with particular clarity with respect

to art were no longer primarily related to art but are

seen to characterise the procedures of mental life as
a whole. (5)



There is then, one might say, some natural justice in the
attempt to return Freud's momentcocus explorations of the
inner world to the particular matter which seems to have
been so provident for the trend of psychoanalytic thought
- to the matter of the inner structure of aesthetic
experience. And it is that attempt which initiates and

sustains the essay

BRENE

The intellectual scope of psychoanalytic theory is vast,
and in discussing its insights I shall try to carve out a
route which 1s directed by certain assumptions and themes
which seem to me germane to the aesthetic proJeét.

In the first place, while my principal concern is
with the condition of the mind in our experience of art,
it is necessary, I believe, to set that concern within the
context of a general understanding of the idea of art, That
is to say, while it is what the Kantian would call the 'sub-
Jective' aspects of art - the subject's experience of art
- "to which I primarily address myself, I do not thereby
mean to evade a proper acknowledgement of the ‘'objective'
aspects of art - the object (the work of art) which occas-
ions the subject's experience. I shall take up this issue

in a moment in connection with the role of Adrian Stokes's



work in the essay.

To remain for the moment with the idea of aesthetic
subjectivity, it ;s clear that two distinct subjective
points of view may be adopted in describing the experience
of art: the point of view of the artist himself, and the

int of view of the spectator. And it is almost always
the case that one point of view tends to prevail over the
other in any discussion of art. Thils seems to me unsatis-
\{fctory. The history of art notoriously attests to radical
Aisengagements of an artist's experience of his own work
d?hom his audience's experience of his work. And while
there will always be misunderstood artists and misunder-
standing audiences (and misunderstanding artists and mis-
understood audiences), I take it that a principal aim of
the aesthetician is to make sense of these unhappy hostili-
ties in discovering a point of view which is neutral be-
]

tween the artist and the spectator.

This assumption of neutrality, it might be thought,

will be hard £o maintal
/-—
analytic theory. For where psychoanalysls has explicitly

in seeking the service of psycho-

turned its attentions upon arth\it is invariably the artist,
not the spectator, who is tht¢ central figure. Indeed, it

is commonly thought that the locus classicus of the whole

psychoanalytic approach to art is Freud's intriguing essay

on Leonardo: the 'psychopathography'! of an artist, as /
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Freud calls 1it.
It is 1in fact the case that Freud's writings specific-

aily on the subject of art follow thg trend of the Leonardo
essay. But in acknowledging this, I do not mean to suggest
that this will be a major source of difficulty in the use
which I shall seek to make of Freud's work. For Freud's
writings on art, for a number of reasons, will not be my

main concern. Rather, I shall concentrate at first on the
researches into the condition of the mind in neurosis, in
dreaming, and in joking. It is in the course of discussing
these researches, I belleve, that we shall best be able to
identify what i1s -~ and lmportantly what is not - relevant
to the understanding of the inner structure of our experience
of art. And what is relevant here, I shall try to show, en-
tails neither the elevation of the artist's point of view

nor the spectator's.

What I had in mind a moment ago in talking of the need for
& proper acknowledgement of the objective aspects of art 1s
perhaps best explained in reference to an otherwise gnomic
remark which Stanley Cavell 1s reported to have made: namely,

that 'for Kant in the Critique of Judgement a work of art 1is

not an object' (6). What, I suspect, Cavell had in mind
here 1s that for Kant, and for the Kantian aesthetic trad-

ition generally, the work of art is regarded less as an



object in the world and more as the occasion of certain
processes in the mind. And it is of course a constant
danger in electing to explore the condition of the mind in
our experience of art'that one can, literally, lose sight
of and touch with the object which occasions the condition.
At worst - and this tends to occur in so-called Idealist
aesthetlc theory - the work of art becomes, as it were,

a ghostly apparition which hovers in some indistinct region
beyond its actual sensible embodiment.

It is absurd to think of a work of art in this way.
Whatever else a work of art is, it is a mode of expression
in a particular kind of sensible medium. A work of art has
a highly specific 'objecthood', as I shall ‘call it: it is
an object with determinate (visual, tactile, aural) dimens-
ions; 1t exists 1n the same objective world which 1is occup-
ied by Hulme's pigs (thougg.we generally segregate the pigs)
(7). And it is in connection with the discussion of Adrian
Stokes, in Part Three of the essay, that this point may be
made most rorcibly. For Stokes's aesthétic is, so to speak,
welghted with the solidity of stone and thickened with the
texture of o0il paint. 1In faect Stokes was always to regard
architecture as 'the Mother of the arts', and part of what
he had in mind was that any work of art shares in the edific-
ial externality of a building.

What is crucial for my purposes in the essay, however,



10

is that when Stokes comes to borrow heavily upon the psycho-
analytic insights which I discuss in Parts One and Two none
of this sense of the objecthood of the work of art is lost.
For it is an essential feature of the psychoanalytic account
of the mind which I seek to reconstruct - and a point
which especlally concerns me in Part Two - that the imagin-
ative activity wh%ch underpins our aesthetic experience (and
indeed every aspect of our experience) projects its own kind
of objecthood - a veritable corporeality. The mind, on
this account, is very much of the body. And art, Stokes
insists, i1s as much of the body as it 1s of the mind. It
cannot be sald that for Stokes, unlike Xant, the work of

art is not an objéct. What is intriguing and important
about Stokes's aesthetie 1s that the work of art is reveal-
ed as a 'subjective object', as a reviewer of Stokes's writ-

ings recently put it (8).

There 1s one further aesthetic theme which underlies my
project, and again it wlll have a special force in connect-
ion with Adrian Stokes's work.

One of the reasons that I shall‘concentrate on Freud's
general researches rather than on his writings on art is
that, in the Qritings on art, Freud\was always much more
concerned with the content of art than with its form. And

this concern is in fact closely related to the point I ment-

—~
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ioned earlier: namely, that In most of Freud's writings on
art it is the artist, not . the spectator, who 1is the central
figure. For Freud's general tendency in his writing on art
is to think of the work of art in much the same way that he
thought of the dream: that 1is, the manifest content of the
work of art 1s often conslidered to disguise a latent desire
on the part of the artist. And this attitude 1s, once again,

commonly thought fundamental to the psychoanalytic approach

to art.
But thls - I shall call it the search for a psycho-
analytically informed 'image in the content of art' -~ 1is

no part of my aim. For it seems to me correct to obJect that
the search leaves the essential art-ness of the work of art
untouched. There is nothing which is aesthetically distinct-
ive in the content of art. Indeed, it 1s a demand which I
think we are entitled to make of any work of art that its
content be rooted in the context of our most fundamental

and universal human concerns. What is aesthetically dis-
tinctive in the work of art is the specific use which is

made of content: not, for example, the artist's desire as
such, but the way in which the work of art constructs or
reconstructs that desire. In other words, it 1s the form of
the work of art which is aesthetically distinctive. It is,

hence, my aesthetic theme to discover a psychoanalytically
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informed 'imare in the form of art'.

The phrase, 'the image in form', is Adrian Stokes's.
And in his selection of Stokes's writings, Richard Wollheim
properly, I think, chooses the title The Image in Form (9).
For though the phrase occurs late in Stokes's work - in
a lecture included in the last volume published before his
death - it can be said to name a prevailing concern evid-
ent from the start.

Of course to distinguish the form from the content of
a work of art 1is a perilous exercise, That is, while 1t is
not an unreasonable first intuition that the content of the
work of art is that which the work of art represents, and
that the form is the work's mode of representation, the
intultion 1is vdinérable to the slightest pressure. But in
writing of the image in the form of art it is not at all
that Stokes presumes upon some such artificial and insecure
distinction between form and content. 1In fact much of
Stokes's work points exactly to the need to escape the con-
ventional rigidity of such distinction. As we shall see,
Stokes assimilates a great deal of what would generally be
thought to fall under the 1dea of content to a conception
of form: for example, he talks of the formal significance
of perspectival representation, of qualities of light, and
of'colour. Indeed, in talking of the image in form Stokes

can be thought to identify a specific content in form. If
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this at first sounds strange, it 1s nevertheless the idea

in which, I belleve, Stokes's notable aesthetic achlevement
lies. For in articulating the image or content which resides
in the form of art Stokes allows a definite grasp upon a
notoriocusly elusive idea. And of course insofar as 1t 1s
form which is aesthetically distinctige of art, not content,
then this is the critical consideration in coming to under-

stand the condition of the mind in our experience of art.

% 9% %%

Some comment 1s required, finally, on the structure and
presentation of the essay. As I have indicated, there are
three Parts to the essay and they stand to each other in

a number of relations.

Part One, 'Art and Early Freudian Theory', is conceived
of as introductory to Parts Two and Three in two dist%nct
ways. ’

First, my aim is to explore Freud's early, seminal
researches into neurosis, dream and the joke in order to
discover those insights which bear significantly on the
understanding of the condition of mind in our experience
of art. And it is in virtue of this process of discovery

that it becomes possible to 1ldentify those aspects of the

mind which stand in need of further investigation if the
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aesthetic project is to find fulfilment. Freud's earlier
work 1is suggestive, certainly, but it turns out to stand
in urgent need of elaboration and refinement.“ That is the
enterpfise in Part Two which itself constitutes an essen-
tial background to the ldeas discussed in Part Three.
Second, Freud has perhaps suffered more from the abuse
and misuse of his ideas than any other mandarin figure 1in
))1ntellectual history. Thils 1s manifest at its most distaste-
/ful level in that cheap variety of 'Freudianism', as it -
might be called, which 1s the occasion for the knowing wink
or for prudish revulsicn. Unfortunately the attitude has
a resilience and a pervasiveness which leaves one unsure how
far one can assume what is obvious in Freud's work. And one
has to a&d here thét one had better make very sure, for it
is regrettable that, at least until recently, Freud's work
has berely figured at all in the context of phllosophical
studies of mind. But what is perhaps more cufious, and more
worrying, than this 1s that certain critics and commentators,
often of considerable stature, seemed ﬁo have formed highly
peculiar conceptions of Freud's endeavours. And this is
particularly the case in connection with Freud's contribution
to the understanding of art. When a critic like Trilling
(whom I discuss in the chapter on neurosis), or the major
representativgs of the Surrealist school of art (whom I dis-

cuss in the chapter on dream) can galternately castigate or

d _ :

The
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celebrate Freud in virtue of i1deas which heﬁs%mply never
held, then there 1s something too seriouslyilrong to be
neglected. And of course 1In not neglecting these issues,
in opposing in considerable detail what seem to me to be
manifest migapprehensions of Freud's work, I shall hope
to support my own train of thought which leads to Part
Two.

Part Two, 'The Picture of the Inner World', has, again,
two roles tg play in the essay.

Fir gs I've intimated, it is 1ntended as an examin- \
ation oY the elaboration and refinement of those insights . <:5
into the\ nature of mind which were 1dentifled in Part One
as having a special bearing upon the understanding of the
condition of the mind in our experience of art. Here I
shall draw upon both Freud's later metapsychological writ-
ings (in the first chapter) and upon certain of Melanie
Klein's extensions to and modifications of Freudian viebs
(in the second chapter). And what I hope to achieve in
this 1s a general account of the inner structure of the
mind which offers the most productive resource for the
aesthetic project.

Second, in reviewing the central ideas employed in
Freud's later work and, particularly, in Melanie Klein's,

I mean to establish a proper -~ and the necessary - back-

ground to an understanding of Adrian Stokes's work. For,
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with considerable sangulnity, Stokes tended to assume a
very close familiarity with the psychoanalytic insights
upon which, explicitly and (more often) implicitly, his
aesthet;c stands. Of course Part Two is rather more than
an informal concordance for Stokes's writings insofar as
it develops out of the discussions of Part One, but it 1s
intended to have at least that function.

It is in Part Three, 'The Aesthetic of Adrian Stokes',
that the aim to reach an understanding of the inner struct-
ure of our experience of art finds a destination. If this
suggests that it 1s the focus of the entire essay, despite
the extent of ﬁhe preceding discussions, then the suggestion
will find confirmation in the fact that it has seemed to me
appropriate to adopt the title of the final chapter on
Stokes as the title for the essay as a whole. (It is also
true, though irrelevant, that it was what seemed the impen-
etrable obscurity of Adrian Stokes's later work which first
prompted the exercise.)

It is not only, however, that 1ln the course of examining
Stoke work I seek a vindication of the preceding labours.
As I .. /e already implied, Stokes seems to me to provide  a
particularly compelling articulation of two extremely diffi-
cult issues in the discussion of art: first, -with respect
to the tension of subjectivity and bbJectivity; and second,

with respect to the idea of form in art.

\ -
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But there is one further satisfaction I find in
Stokes's work. In a remark which occurs in one of his
earliest works, and which I take to be central to his
aesthetic, Stokes writes,

The process of 1living is an exte£nalisation, a turn-

ing outward into definite form of inner ferment.

Hence the mirror to living which art is, hence the

significance of art.... (QC 15)

It is a remark thch gives expression to the aesthete's
vision. For once Stokes has translated the idea of 'inner
ferment' - ‘'that perpetual weaving and unweaving of our-
selves' ~ 1Into the language of psychoanalysis, he 1s able
to show just how art can 'reveal us to ourselves'. The

work of art, he tells us, offers a representation of the

mind - an obJectification of our subjectivity.
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INTRODUCTTION

Freud's thoughts on art are well-known. Or are they ? To
be sure, it is commonly eno&gh believed that Freud showed
us that the artist 1s essentially a neurotic; that his work
is motivated by an otherwise frustrated desire; that hils
art is therapeutic for certaln disorders of the mind; that
the work of art itself is a model of a neurotic symptom, or
a dream, or a daydream; that the work of art may be under-
stood through a process akin to the interpretation of a
dream; that art inherits the vast universal symbolism of
dreams. For these insights, it 1s further believed, our
understanding of the fascinations of art is permanently in-
debted to Freud.

Every one of these bellefs is false. It is false
that Freud maintained them, and 1t is false that they contri-
bute to the understanding of art. Furthermore, the beliefs
are confused: they draw upon vague notions of the import
of Freud's enterprise, and they are nourished by misconcep-
tions of central Freudian precepts.

To hack a way through the thickets of misunderstand-
ing is a major aim of Part One. But while there is a clear
need to do justice to one of the seminal figures in human
history, and a satisfaction in the attempt to do so, this

is not the only aim of Part One. What directs the exercise

-
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is the ambition of the essay generally to come to an under-
standing of the condition of mind which underlies our
experlence of art. And while Freud's theories of neurosis
and dream, and the essays on art which stand in connection
with those theoriles, do not serve the ambition directly,
as it is frequently supposed, they do serve it indirectly.
For it is in the course of their discussion that we shall,
I think, be able to sift out some of those ideas which, if
only so far suggestive, seem to hold out some promise. 1In
particular, the idea of phantasy, though at thls stage it
is uncomfortably vague, seems to be worth investigation,
and s0 too do ideas about the unconsclous activities of the
mind in dreaming. And although this. is cufiously indeter-
minate with respect to Freud's avallable theoretical resources,
the essay on Leonardo includes some useful pointers in conn-
ection with the use the artist might be said to make of
phantasy.

It is, however, with respect to Freud's study of
Joking that what may at first have seemed to be the somewhat
ad hoc procedures in the earlier chapters begin to assemble
in a rough order. For, I éhall argue, it is 1n Freud's
theory of the joke -~ for Freud himself the 'first applic-
ation' of his ideas to matters of aesthetics - that our
way becomes clearer. It is the theory of the joke which

first allows us a glimpse of those activities of the mind
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which appear to be of particular aestheti¢ interest.

What 1is unfortunate here 1s that the picture of the
mind upon which Freudﬂs Ideas about Jjoking seem to depend
is never convincingly articulated by Freud. Indeed, I shall
argue, Freud displays an uncharacteristic resistance to
following out the train of thought which his 1deas generate.
And if I am right to think that 1t 1s this kind of picture
which 1s essential to the aesthetic project, then the next
obvious step is to see how far it might be elaborated. This
is the step to Part Two, 'The Picture of the Inner VWorld',
and the step which takes us to Freud's later and much refined
theories, and to thelr development in the work of Melanie
Klein. Thus, i1f what I called 'the thickets of misunder-
standing' have been cut down a little, and if a path to the
understanding of the inner structure of our experience of
art has been opened up, the purpose of Part One will have

been achileved.

L7



l ART AND NEUROSTIS

It is not always clearly acknowledged that Freudian psycho-
analysis does not merely seek an account of the pathologic-
ally disturbed mind, Lut also explicitly tries to weave
such account into the fabric of a general theory of mind.
And this ought to be obvious in view of the way in which
Freud consistently addressed such‘non—pathological phenom-
ena as parapréxos, dreams and jokes, and moreover regarded
such phenomena as the proper introductory material of

psychoanalytic theory: for instance, in his New Introduct-

ory Lectures on Psychoanalysis (wide SC XVI 379).

But to say this is simply to insist upon a recognition
of the breadth of Freud's concerns. There is a further
point. And that is that, for Freud, accounts of the patho-
logiéally disturbed mind are, and should be, continuous with
an account of the normal mind: indeed, it is Freud's point,
such accounts are often very closely continuous. This is
nowhere more apparent than in Freud's theory of neurosis.
Thus, when we come upon such remarks of Freud's that we are
all ill, that we are all neurotic, we need not take them to
be (somewhat implausibly) diagnostic of the general human
condition so much as an acknowledgement that the continuity
of accounts of the pathological and non-pathological permits

no clear theoretical distinction between neurosis and normal-

22
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ity. As Freud was to put it, ¢
Since this outcome [ncurosis] depends mainly on the
quantity of the cenergy which is...absorbed, you will
easily scc that 'being ill' is in its essence a pract-
ical concept. But if you take up a thecoretical point
of view and disregard this matter of quantity, you may
quite well say that we are all ill - that is, neur-
otic - since the preconditions for the formation of

symptoms can be observed in normal people. (SE XVI 358)
And Freud added that what, in practice, discriminates health
from neurosis 1s just 'whether the subject is left with a
sufficient amount of capacity for enjoyment and of effici-
ency’ (SE XVI 457).

On this view, then, it is quite natural that the theory
of neurosis can come to seem relevant to the understanding
of the artist: not because the artist is essentially neur-
otic, but because he is a man.

But I will seem here to formulate a position which runs
strikingly counter to prevalent beliefs about the relevance
of the theory of neurosis in the understanding of art. For
it is commonly thought that it was Freud himself who argued
that the artist is in essence a neurotic, and, perhaps even
more strongly, that it is actually in virtue of his neurosis
that he comes to produce art.

Such a view, I shall insist, is wholly in error. There
is 1indeed a temptation curtly to dismiss it, for in terms

of the practical criterion which Freud himself proposes for

the discrimination of health and neurosis, the man who is
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capable of producing works of art, and of making a life
out of doing so, manifests no obvious inhibition upon
efficiency. No doubt an artist, as much as anyone, can
find himself at times unable to undertake or to complete
the tasks he sets himself, but it would be absurd to supp-
ose this to be endemic to the artistic condition.

Still, the view that neurosis and art are deeply
connected, and that Freud in particular maintained this,
is too deeply entrenched not to rejquire further examination.
What, then, I propose, is, first,/an account of Freud's
theory of neurosis itself, and spibsequently a discussion
of the view I take Freud to hold of the relation of neuro-
sis and art. At the same time I shall refer to views

which have been espoused by certain commentators on Freud.

* ok k kK

Freud's theory of neurosis is, of course, an extensive
subject. Hence, I mean to look at the shorter, somewhat
popularised version of the theory which Freud presented
in his Introductory Lectures. There are certain difficult-
ies and shortcomings in this version, but I think they
need not concern us (1).

A further introductory point might be made. It is-

that Freud at first restricted his theory to what he called

A
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the 'transference'! neuroses - roughly, those neuroses
which are accessible to therapeutic treatment insofar as
the patient 1is able to act out his neurosis 1in relatioﬁ to
the analyst. Those neuroses in which transference does not
occur - notably the 'narcissistic' neuroses - do not

at first fall within the scope of Freud's theory. And this
turns out to be extremely significant. For it was only
when Freud came to investigate the narcissistic neuroses
that the theory of mind - in particular an account of the
nature of the ego and its activities <~ which will appear
vital to the aesthetic project first begins to take shape.
The point is that while the transference neutroses are art-
iculated in terms of the 1libidinal, or sexual, instincts,
the narclssistic neuroses concern what ;}eud at first called
the ‘'ego-instincts'. But it 1s in connection with the idea
that indeed there are such ego-instincts that Freud's later

work begins its rapid theoretical development.

Neurosis, Freud believed, was the result of a certain kind
of psychical conflict, and his clinical experience led him
to the conviction that the unruly party to the dispute was

invariably 1libidinal impulse. Where a sexual desire asserts

itself, and where it 1is frustrated - that 1s, where 1t comes

into conflict with other, non-sexual desires -~ then the

condition is ripe for the development of neurosis.
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Evidently, the frustration of a sexual desire need not,
and generally does not automatically lcad to the develop-
ment of neurosis. (It is onc of the cruder mistakes of
what 1 earlier called 'fFreudianism' to suppose that such
a view 1s any part of Freud's theory.) lost of us are able

to cope w1t ‘the frustration elther simply by enduring 1it, "~-=

or by finding some alternate, though intrinsically connect-
ed, activity through whicn thé desire may be satisfied -

1n other words, through what is called sublimation. But

the endurance of frustration, or the capacity for sublimaélon,
are not in every case possible, For importantly - and .
this is a critical point to which I shall return - the
endurance of frustration or the capacity for sublimation

are made possible by the power of the individual ego ©
contain or to redirect libidinal encrgy.

Let us, then, suppose a case in which a subject just
does lack the means to cope with frustrated sexual desire.
What, according to Freud, will occur is a regression, a
retracing of the steps along the original path of libidinal
dévelopment. That is to say, the desire will seck satis-
faction in the form or forms which supplied satisfaction
at regressively earlier points in the individ&él‘s sexual
development - points which have been marked out by

particular fixations.

But even where this occurs, and the desire does indeed
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discover this regressive form of satisfaction, this does not
yet amount to ncurosais. In fact 1t constitutes another form
of disturbance: namely, perversion, classically manifested
in the fetishist.

But this brings us close to the i1dea of necurosis. For,
as Freud frequently put 1it, the neuroses are 'the negative
of perversions' (c.g. SE XVII 50). Onc further condition
determines tne development of nceurosis, and that 1s that
the expression of the original sexual desire, even in the
attenuated mode of perversion, 1s :1tself proscraibed by the
subject. And though at this point the desire seems to have
lost any possibilaty of satisfaction, i1t has by no means
lost its force: as Freud puts 1t, 1t is% yet 'sustained
by an energy to which we probably know nothing comparable
in normal mental life' (SE XVI 259). And it is this energy
which now erupts in the formation of neurotic symptoms.

Thus, for Freud, the aetiology of neurosis. But, of
course, there is more to add. For if we have considered
the question of why it is that a libidinal impulse should
find its way back to certain fixational points in develop-
ment, we have as yet little idea of how this can come about.
And here we must introduce the idea of phantasy.

There are two connected points concerning the role of
phantasy. First, if the analyst is to make any therapeutic

progress with the symptoms in a neurosis, he needs to dis-
1
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cover to what fixational points in devélopment they are re-
latgd; and second, the subject himself must havé some means
of finding a path back to those fixational points. In each
case the role of phantasy 1is central. Freud writes,

All the objects and trends which the libido has given
up have not yet teen glvenpup in every sense. They,

or their derivatives are still retained with a certain
intensity in phantasies. Thus the ‘1ibido need only
withdraw on to phantasies in grder to find the path
open to every repressed fixation. (SE XVI 373)

A question occurs here about how the subjict can have tol-
erated those phantasies which lead him stfaight back to
fixations which he lgps repressed without this having brought
him into conflict with the repressing agent itself, the ego.
But Freud has an answer:

These phantasles have enjoyed a certaln amount of
toleration: they have not come inte conflict with
the  ego, however sharp the contrasts between them
"may have been, so long as a particular condition

is observed. This condition is of a quantitative
nature and it is now upset by the backward flow of
libido on to the phantasies. As a result of this
surplus, the energic cathexis of the phantasies 1s

so much increased that they begin to raise claims,
that they develop a pressure in the direction of
becoming realised. But this makes a conflict between
them and the ego inevitable. Whether they were
previously preconscious or conscious, they are now
subjected to repression from the direction of the
unconscious. From what are now unconscious phant- ¥
aslies the 1libido travels back to their origins in

the unconscious ~ to its own points of fixation.

(SE XVI 373)

There are, we shall see, certain difficulties in Freud's
'conception of phantasy, and this 1s regrettable for it also

»

begomes clear how central the conceptlon 1s to the aesthetic




29

discussion. For the moment, however, 1 am more concerned
with the general structure and development of neurosis, and_
it 1s perhaps now clear enough what this amounts to without
being entirely specific about the nature of phantasy. The
neurotic is, as it were:“a man .victimised twlce over. Threat-
ened first by peculiarly intense libidinal desire, he 1is
forced to regress to fixational points through phantasies
which themselves take on the intensity of the original
~desire; at this point, however, he is further victimised

by the same harsh force which had repressed those fixationa%

points in the first place. ' The doubly frustrated desire

can, in the end, find no outlet but in neurotic¢ symptoms.
P

% 3% % % ¥

How far does this picture of éhe neurotic proyvide anparallel
for the arti§t gggiartist ? Hardly at all, I should say,
though there are interesting points of comparison, and cer-
tgin unequivocal differences)which may help us to identify
those points at which we might seek an understanding of the
artist's 1lnner life. But it will be use(ul to look first at
what has often been made of an alleged parallel .here.

It 1s a remnant of Romantic theory that the aftist is,
in some striking way, disabled, and that it is in virtue of

this disablility - madness, €ccentricity, alienation or

vvvvvv
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whatever - that he is able to produce works of art. The
ided miggt convenicntly be designated the 'Philoctetes Syn-
drome', after Edmund WilsonZs famous essay on the Sophoc-

lean character in The Wound and the Bow.

Philoctetes, a Greek warrior, comes to possess an
unerringly accurate bow, but he is also afflicted with a
painful and incurable wound which suppurates with such
repugnant odour that he is ostracised by his compatriots.
It becomes clear, however, that Philoctetes must be recall-
from his exile, for his skills with éle bow are indispens-
able in the taking of Troy and the defeat of thé Trojans.

The legend, Wilson argues, has an oddly compelling

force, for we are inclined to think of there being a strong

conditional connection hetween Philoctetes' Qound and his

" possession of'éhe bow; and, Wilson suggests, one aspect

™

of this is our thought that 'genius and disease, like
strength and mutilation, may be inextricably bound up

together' (2). ‘ / \
\ \

The Philoctetes Syndrome\doeé indeed have a kind of
universal appeal. And a modern reading pf the syndrome
might well be that the artist is essentially disabled
Qy a8 neurotic illness which is, however, the source of
his talent. The readiqg, though, has found a vigorous

opponent in the critic, Lionel Trilling, who; in two of

the essays collected in his volume, The Liberal Imagin-
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ation, has attempted to argue its spuriousness. (3).

Trilling takes up his position with reference to
Charles Lamb's essay in defence of the sanity of genius.
There, Trilling tells us,

Lamb is denying that genius is allied to insanity;
for 'insanity' the modern reader may substitute
'neurosis'. 'The ground of the mistake', he says,
'is that men, finding in the raptures of the higher
poetry a condition of exaltation, to which they
have no parallel in their own experience, besides

- the spurious resemblance of it in dreams and fevers,
impute a state of dreaminess and fever to the poet.
But the true poet dreams being awake. He is not
possessed by his subject but has dominion over it
...Where he seems most to recede from humanity, he
,will be found the truest to it. From beyond the
scope of nature if he summon possible existences,
he subjugates them to the .Jaw of her consistency.
He is beautifully loyal to that sovereign directress,
when he appears most to betray and desert her...
Herein the great and the little wits are differenced;
that if the latter wamder ever so little from nat-
ure or natural existence, they lose themselves and
theiyf readers...They do not create, which implies
shapiyig and consistency. Their imaginations are
not adtive - for to be active is to call something
into act and form - but passive as men in sick
dreams.' (4) .

There is no doubt, I think, that Lamb's apostrophe to
genius is wholly proper and perceptive, and so éoo is
Trilling's extrapolation: namely, that the artist is
always 'in command of his fantasy, while it is exactly
the mark of the neurotic that he is possessed by his
fantasy"(s). But then Trilling immediately goes on
to say that 'Freud's assumption of the almost exclusive
hedonistic naturé and purpose of art bars him from a

perception of this'.

-
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Trilling's reading of Freud seems to me crude and mis-
taken, though it is difficult to challenge it directly since
Trilling fails to specify the source of his belief about
Freud's view of art. Hence I turn to Freud himself; and,

first, to that point in Freud's lectures on neurosis where

;M

he interpolates some remarks about the artist.

Towards the end of the lecture on 'The Paths to Sympt-
om Formation', in which he discusses the role of phantasy
in the formation of symptoms, Freud writes,

I should like to. direct your attention a little long-

er to a side of the life of phantasy which deserves

" the most general interest. For there is a path that
leads back from phantasy to reality - the path, that

is, of art. (SE XVI 376; wvide SE IX 153, SE XI 50,

SE XII 224, SE XIII 187, SE XX 64.)

The artist, Fneyd continues, is indeed a man 'not far re-
moved fromfneurosis': that is to say, in response to a
frustration of instinctual needs the artist is likely to
turn away from reality and to transfer his interest and
libidinal energy into the wishful constructions of phant-
asy, whence the path might lead to neurosis. But there is
an important gualification: for Freud adds that, in this,
the artist is 'like any other unsatisfied man'. His bare
removal from neurosis is not specific to his artistic
condition, but rather -~ and this is the point which I

have already made in an earlier context - general to his

Human condition. And the point is made even clearer once
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4
one realises that the (non-instinctual) aims which Freud
attributes to the artist - ‘'honour, power, wealth, fame
and the love of women' - are by no means unique to the
artist, and moreover, are not aims exclusively satisfied
through artistic activity - 1indeed, artistic activity
can hardly be thought even the most likely to achieve
such aims.

But, of course, if all that Freud had in mind in talk-
ing of the path back to reality through art is that the
artist's employment of phantasy can, as it were conting-
ently, achieve such realistic ains as honour, power, wealth,

A
fame and the love of women, then the point would be of
little interest. Clearly, though, Freud meant more than
this. For what, he believes, is specific to the Artist's
: . 4
employment of phantasy is his capacity to 'work over' the
phantasies in such a manner that he avoids being propelled
!

along the course of potential neurosis, that is, away from
reality. For the artist, unlike the neurotic, Freud claims,

...understands how to work over his day-~dreams in

such a way as to make them lose what is too personal

about them and repels strangers, and to make it poss-

ible for others to share in the enjoyment of them.

He understands, too, how to tone them down so that

they do not easily betray their origin from proscrib-

ed sources. Furthermore, he possesses the mysterious
power of shaping some particular material until it
has become a faithful image of his phantasy; and

he knows, .moreover, how to link so large a yield of

pleasure to this representation of his unconscious

phantasy that, for the time being, repressions are
outweighed and 1lifted by it. If he is able to accom-

Py, T oo e S
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plish all this, he makes it possible for other people

once more to derive conscolation and alleviation from

their own sources of pleasure in their unconscious

which have become inaccessible to them. (SE XVI 376)
Freud's point here just is no less than Lamb's about the
poet's having dominion over his subject. And in making
it he precisely denies Trilling's accusation that he fails
to see that the artist is in command of his phantasy: the
artist, like the neurotic, may be committed deeply to his
life of phantasy, but, unlike the neurotic, he is not
possessed by it: indeed in his dominion over his artistic
.material the artist manifests his lack of neurosis and finds
the path which leads back from phantasy to reality.

Though Trilling is quite wrong in his reading of Freud
in this respect, the issue is not, however, settled beyond.
dispute. For, it will be said, if Freud is clear enough
at this point that art and neurosis are not 'inextricably
bound up together', at others he appears to be led in a
quite different direction. In fact, paradoxically’, this
appears to occur in Freud's own essays on particular ar%}sts,
and notably in his essay on Leonardo. 2md although Freud
is reported brusquely to have announced that 'We forget too
easily that we have no right to place neurosis in the fore-
ground, wherever a great accomplishment is involved' (6),

he himself seems at times to have forgotten.

khkkkk
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From the claim that artistic activity is guite unlike neur-
otic behaviour, it by no means follows that ho artist is
neurotic. And indeed, Freud believed, many artists are,
as a matter of fact, also neurotics: notably, for instance,
Dostoevsky, of whom Freud wrote in a late essay, 'Dostoevs-
ky and Parricide'’. Bt the essay need not detain us. For
in considering the neurotic aspects of Dostocvsky's person-
ality, Freud explicitly declares that he has nothing to
say of Dostoevsky the artist, and for much the same reason
that he denied the right to think of any great accomplish-
ment in terms of neurosis: he writes,

Dostoevsky's place i3 not far behind Shakespeare.

The Brothers Karamazov is the most magnificent novel

ever written; the eplsode of the Grand Inguisitor,

one of the peaks in the literature of the world,

can hardly be valued too highly. Before the problem

of the creative artist analysis must, alas, lay down
its arms. (SE XXI 177)

If this is true of Freud's discuss%on of Dostoevsky,
no less, we might expect, should it be true of Qis essay
on Leonardo. But Freud is not nearly so decisive here.
for, although he explicitly maintains that, unlike Dosto-
evsky, 'we have never reckoneé Leonardo as a neurotic' (SE
XI 131), the whole tenour of the discussion suggests some-
thiné ver; different. That is, not only does Freud try

to reveal in Leonardo the regressions in phantasy to early

fixational points in Leonardo's libidinal development -

éxactly as we might expect in the tracing out of the course
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of a neurosis -~ and thus to provide an account of Leon-
ardo's alleged idealised homosexuality and its influence
in his adult life; more than that, Freud seems to treat
Leonardo's paintings as central to, and expressive of,

Leonardo's neurotic conflict. For example, Freud writes

of Leonardo's late work, The Madonna and Child with St

Anne,

...1it suddenly dawns on us that only Leonardo could
have painted it.... The picture contains the syn-
thesis of the history of his childhood: \ its details
are to be explained by reference to the sonal
impressions in Leonardo's life. (SE XI

In other words, it looks as if Freud is not only
to think of Leonardo's art as symptomatic, but also, in so
doing, to think that we may raach an aesthetic understanding
of the art, an understanding of the details of the painting
itself.

There does indeed appear to be\§ome difficulty here
wiFh respect to the consistency of Ff;ud's beliefs about
the relation of art and neurosis. Yet, it seems to me,
there is a possible reading of the Leonardo essay which
will not seriously undermine the claims I have so far
made about thése beliefs. That is, I want to say that
the Leonardo essay should not be taken strictly literally.

The essay, I think, is in large part illustrative of the

kind of thing that Freud wanted to say about neurosis in

general (and also about dreams, as we shall shortly see):



Leonardo's art and his artistic development no more than
conveniently parallel the manifestation of neurosis and
the development of neurosis, and 8o not constitute tne
symptomatic manifestation of neurosis and its development.
In other words, I want to say, the Leonardo essay should
not be thought diagnostic of neurosis in Leonardo:; and
hence the point of Freud's saying that 'we must express-
ly insist that we have never reckoned Leonardo as a neu-
rotic'.

Perhaps this view will seem merely an ingenious att-
empt to evade an obvious conclu;ion. Why, it might be
asked, risking the possibility of misunderstanding, would
Freud hazg chosen to write about Leonardo simply in order
to illustrate aspects of pis,general theory ? But there
is surely a natural answer here: namely, that in writing
about the great a;tist, Freud could re;y upon the immediate
ggggé'of his subject, upon our interest in and curiousity
about a mandarin figure in human history. And this, at
the time, must have been of enormous use to Freud in the
furtherance qf psychoanalytic thinking, for of course
otherwise he was bound to illustrate his theses with res-
pect to evidence obtained from his own clinical practice
with quite anonymous patients. One might, that is to
say, regard the Leonardo essay as an evidently striking

testimonial on behalf of the penetration of psychoanalytic

.
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thought - as an exercise in the public relations of psycho-

analysis (7).

'Leonardo da Vinci and a Memory of his Childhood' is a
complex and extended piece, and Freud concerns himself
with such a variety of aspects of Leonardo's character
and life that I shall attempt no more than a partial re-
view. I want to suggest, primarily, that there are two
successive stages in the development of the essay.

Freud first addressed himself to ﬂeonardo's report
of a childhood memory in which, as he lay in a cradle, a
vulture swooped down upon him, opening his mouth with its
tail and repeatedly striking its tail across his lips.
And Freud's first point, reasonably enough we must think,
is that this can hardly be a memory of an actual event.
But it is, Freud goes on, significant as a phantasy, agd
what is especially to be remarked is the way in which
Leonardo.has transposed his phantasy onto a particular
period of his infancy: the period, we may imagine, during
which he was still suckled at his mother's breast.

The understanding 65 the phantasy, Freud then sugg-
ests, is made available in much the same way in which it
is possible to understand é Qream: that is, we can call
upon associations to the eleﬁents of the phantasy. Obv-

iously Leonardo's cannot be produced, but then the ele-
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ments of the phantasy have a fairly common frequency in
dreams, and Freud had no hesitation in drawing upon his
clincial experience in order to suggest what these ele-
ments might associatively signify. The wvulture's tail,
for example, might signify the penis; and the wvulture's
inserting its tail into the infant's mouth might then
signify fellatico. (Freud adds here an elaborate assoc-
iation to the vulture itself, but this, to an important
degree, is discredited by his mistranslation of the word
‘nibbio' in Leonardo's report, which means 'kite' and not
'vulture'.) In other words, it is Freud's point, the
phantasy has a strong erotic content, and a content which,
Freud was further led to suggest, might well indicate
passive homosexuality.

But the really curious feature of the phantasy, as I
have said, is the way in which it seems to have been elab-
orated around what we might think of as Leonardo's real
childhood memory of being suckled, or at least around
Leonardo's memory of his mother in early childhood. On
what grounds, then, might such a memdory have been elabor-
ated in such apparently erotic manner ?

The answer which Freud proposes is that Leonardo's >
sexual phantasy life was linked very strongly to the unus-

ual history of Leonardo's early childhood, such little

. history, at least, as is available. We know that Leon-
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ardo was illegitimate, and that the first few yeérs of his
life were spent exclusively in the company of his natural
mother. In the circumstances, Freud suggests, it would
be naturalato suppose an intensely affectionate relation
between the mother and the child. Subsequently, when

he was about five, Leonardo was taken into his father!'s
household to acquire a new mother, his father's legal
wife. And. at this point, Treud ssagusts, it would be
natural to supposec a fairly severe répression of the early
infantile affections.

Of course the speculative nature of Freud's suggest-
tions is quite apparent, but they are not arbitrary. For
Freud was struck by the similarity of Leonardo's early
circumstances to those cases with which he was directly
acquainted in which the subject had developed a particular
mode of homosexuality. And if we add to this the evid-
ence of the homoerotic content of Leonardo's phantasy,
and also what appear to be indications of homosexual
desires in Leonardo's adult life, then there is good
reason to séppose a strongly homosexual strain to the
artist's character.

This completes what I have wanted to call the first
stage of the Leonardo essay. “2And it is not, I think,
implausible to suggest that here Freud has been concerned

to a significant degree to illustrate the potential of
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the psychoanalytic reading of character, particularly with
réspect to the resources of dream-interpretation. Of
course the suggestion cannot remain unqualified., First,
for instance, the vulture phantasy is considered only on
analogy with a dream; second, though certainly Freud did
not discount this possibility in his theory of dream-inter-
pretation, the associations to the elements of the éhantasy
are not Leonardo's, but rather, as it were, universal
associations (8); and third, and most significant, the
associative trains do not so nfuch directly reveal the
structure of infantile sexuality as simply lead to that

which, independently, there 1s some reason to suppose.

Freud's subsequent concern is to map on to the early course
of Leonardo's psychic development certain aspects of his
adult life and career. And here, in what I shall call the
second stage of the essay, it 1s PFreud's principal thought
that 'Slowly there occurred in [Leonardé] a process which
can only be compared to the regressions in neurotics' (SE
XI 133). Iﬁvéther words, my suggestion is that the second
stage of the essay 1s concerned with illustrating certain
aspects of the theory pf neurosis.

There are, Freud suppose, two significant fixational
points to which Leonardo would have been 1likely to regress:

the first (in reverse order of original development) marked
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by the period in which he was taken into his father's house-
;\hold; and the second marked by the period in which he was

in the exclusive company of his natural mother. With the
first, a period in which we may im;gine a severe repression
‘of the earlier infantile eroticism, Freud associates the
middle years of Leonardo's life in which he came more and
more to occupy himself with scientific investigation and

in which his artistic creativity seems to have been inhibit-
ed; and with the second, a peridéd in which we may imagine an
uninﬁibitgdness in emotional expression, Freud associates
the last g;eat phase of Leonardo's painting. Since it is
only in connection with the second of the fixational points
thgt 3re&d introduces a discussion of Leonardo's artistic
works, I shall here neglect the first.

Freud concentrates on two paintings, the Mona Lisa,
and the latér Madonna and Child with St Anne, though, as

»

we shall see, he was also to make an extremely interesting

comment upon the last of Leoﬁardo's paintings, the figures

of Leda, of. John the Baptist, and of Bacchus. And\it is

the famous Giaconda sﬁile, which also characterises the
subsequent paintings, on which Freud resés his interpret-
ation. It was the smile, Freud speculates, which recalled
Leonardo from the inhibition upon his creativity by releasing
the repressed memory of Le?nardo's early, intensé attachment

to his natural mother: that is, Freud writeé, - -
. ¥




(\,

...w¢ begin to suspect the possibility that it was

his mother who possessed the mysterious smile -

the smile that he had lost and that fascinated him

so much when he found it again....(SE XI 111)

If indeed the famous smile can be supposed to have

- had such special significance for Leonardo, then it becomes
especially ihteresting 4o examine Leonardo's subsequent

A
elaborations upon the motif in the later painting: first,

for instance,in The Madonna and Child with St Anne. And

what 1is striking here is that the smile is portrayed on
* the faces of both the !Madonna and St Anne. But there
is, too, another curious feature of the painting: for .

though of course St Anne is the child's grandmother, Mary's

mother, lLeonardo paints them as women of more or léss the
same age. Freud is here immediately led to suggest that
Leonardo, as it were, provides the Child with two mothers,
and that this is, on his part, a further recall’of the twq
mothers of his own childhood. More than that, Freud addé,
the peculiar pyramidal configuration in the painting suggests
that Leonardo attempts to recencile the two mothers of his
childhood, and hence to recéncile the two early periods of
his 1life which had remained in conflict.

Freud's reading now develops further, for, he points
out, Leonardo's recall of his attachment to his natural -
mother is not without its menacing aspect, and this perhaps

accounts for the odd equivocality of the smile. Fox, if
N b
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Freud's speculation is correct, Leonardo's natural mother's
devotion was fateful for him: in 'the violence of the
caresses, to which his phantasy of the vulture points' (SE
XI 115-6) can be found the source of Leonardo's later homo-
sexual desires, insofar as the repres;ion of the early
eroticism had, we should suppose, brought Leonardo to
proscribe the desire of such caresses from another woman.,
Instead, he would identify with the giver of such caresses,
and ;éek as the idealised objects of his own sexual desire
boys in his own image. And it is at this point that Freud
turns to the androgynous figures of the last paintings: for
if Leonardo's recall of his attachment to his mother was
accompanied by a realisation of her influence upon the
course of his life, then we should not be surprised to
find the phantasised mother-figure conflated with the boy-.
figures to whom Leonardo had been drawn. And these last
figures, as Freud puts it, are indeed

. . beautiful yodths of feminine delicacy and with

effeminate forms; they do not cast their eyes down,

but gaze in mysterious triumph, as if they knew of

a great achievement of happiness, about which silence

must be kept. The familiar smile of fascination

leads one to guess that it is a secret of love. (SE XI

117) - (SE X1 117}

Manifestly, these laSt points take us a good deal furth-
er than the view that this second stage of the essay illust-

rates certain aspects of the theory‘of neurosis.. Indeed,

we shall see, these last points embody a thesis which can
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Lbe no part of a theory of neurosis. But before taking
this up, let us remainlwith the~comparison of Leonardo's
regressions and the regressions of the neurotic - at
least as far as Freud himsclf was prepared to remain with
it. And this, we might now say, is not that far. Tor,
in the end, Freud is led to assess‘hi§ own comparison in
a particularly restrictive way. He asks rhetorically, as
if to lend to support to what he has said, 'Can it be that
there is nothing in Leonardo's life work to bear witness
to what his memory prescrved as the strongest impression
of his childhood ?°'. Immediately, however, he adds,

Yet if one considers the profound transformations

through which an impression in an artist's life

has to pass before it is allowed to make a contri-

bution to a work of art, one will be bound to keep

any claim to certainty ... within very modest limits;

and this is especially so in Leonardo's case. (SE XI 107)
Again we encounter Frceud's famIliar reservé about permitting
psychoanalytic theory to trespass upon the dignity of art
- however much we might believe the psychoanalytié parall-
els have taken us.

If my reading of Freud's illustrative purpose in the
Leonardo essay does not yet cafry'full conviction that
Freud was perfectly justified in saying that he had never
reckoned Leonardo &s a neurotic, then, as I have just inti-
mated, his points in connection with the‘last paintings are

t
uite decisive. For Freud's interpretation of these suggests
q P g9

that Leonardo can in no sense be regarded as condemned, like
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the neurotic, to the haunting, ‘repetitive world of phantasy.
If Freud is right, then Leonardo's last works seem to re-
veal the ‘quite un-neurotic manner in which Leonardo became
aware of the roots of his sexual phantasy, and, indeed, of
the waQ in which he might be thought to have worked through
that phantasy in what would be, in psychoanalytic terms,

an entirely healthful way of coping with potential neurosis.
For, as Freud puts it in a last remark on the androgynous
figure paintings,

* It is possible that in these figures Leonardo has
denied the unhappiness of his erotic life and has
triumphed over it in his art, by representing the
wishes of the boy, infatuated with his mother, as
fulfilled in this blissful union of the male and
female natures. (SE XI 117-8)

If anything is clear about the neurotic, it is that he
exactly lacks the means of such triumph over his unhappi-
ness. That is his tragedy. And indeed, in stark contra-
diction with Trilling's view of Freud, Freud's Leonardo

is 'in command of his fantasy, while it is exactly the

mark of the neurotic that he is possessed by his fantasy'.

*k Kk
If it is by-now apparent how little Freud sought to urge
that art and neurosis are 'inextricably bound up together',

there is an important issue which remains. For now the
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suggestion that artistic activity and neurosis are actually
(A8

incompatible, or may be in particular cases, is strong. And

so far we know very little of the mechanisms in terms of
which this incompatibility might theoretically be represent-
ed.

The suggestion is sometimes made that art in fact is
therapeutic for neurosis. But there are, I think, two .
reasons at least for regarding the suggestion with extreme
caution.

In the first place, the suggestion can be made at a
strikingly crude and superficial level, almost as if the
practice of art were analogous to some physical exercise
which is therapeutic for a bodily injurf. But it is
ludicrous to suppose that it is the mere wielding of a
paintbrush, or the chiselling at stone whicp is therapeut-
ically efficacious (though it may, of course, be usefully
diverting). And it is extremely difficult to give the
suggestiqn any more detailed.elaboration. For, if we
take as the paradigm of art's therapeutic value, the
appagently therapeutic value of his art for Leonardo him-
selfrﬁthen, though we are not bound comically to"urge that
one need only paint like Leonardo in order to resist neu-
rosis, about- the only thing that can be said is that if
one can develop something like the psychic capacities

which enabled Leonardd to work through his phantasy, then

aM



48

art, to the degree that it is the means of expressing

this working through, may well be therapeutically effica-
cious. But this is a largely vécuous claim: for to dev-
elop something like the capacities which enabled Leonardo

to work through phantasy is already to have discovered an
exit from potential neurosis, whether or not this ultimately
expresses itself in art. We need to ;ay, first, what

this capacity amounts to, and second, how this capacity

could come to have characteristically artistic manifestat-

ion.

This brings us to a second reason for caution in
thinking of art as therapeutic for neurosis. For, however
suggestive Freud's remarks, in particular his remarks about
Leonardo, it is.quite unclear, at this point, on what theo-
retical resource Freud is drawing. That is to say,since
working through phantasy is a capacity which amounts to
the dissﬁlutioniof the potentially pathogenic force of*
libidinal energy through the binding or containing of
those energies within the range of the ego, then we are
once ggai& thrown back on the difficulty to which I have
already drawn attention: namely, that in the earlier stage

of his career, Freud had very little to say about the nat-

" ure of the ego and its activities.

Still, however little Freud could at this point

elaborate‘upon the suggestiveness of the Leonardo essay,
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it does, I think, have an intriguingly proleptic quality.
For not only does it anticipate the area of research to
which, much later, Freud came to turn his theoretical
attentions, it also anticipates much that was to become

of central concern to post-Ireudian psychcanalytic theory.
For instance, the regressions which Freud attributes to
Leonardo might well be designated - to employ a phrase
frequently used by the school of ego-psychologists led

by Ernst Kris - 'regressions in the service of the ego':l
that is, regressions with benign effect. And though Freud
was at first almost exclusively concerned with the malig-
nant(gffect of regression in neurosis, it is perhaps to
the Leonardo essay that subsequent psychoanalytic advance
owes a great deal more than one would be likely to expect.
I shall want to take up this issue, and to return to the
essay itself later, in Part Two in connection with Freud's

S
developing account of the ego, and with the extensions to

that account which are offered in the work of Melanle Klein.

kkkkk

It might be said that I too precipitately draw attention to
apparent theoretical lacunae in the early stages of Freud'é
work. For Freud did have available to him the concept of

sgblimatioq,'and he did write at one point that the artist's

-
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constitution ‘probably includes a strong capacity for sub-
limation' (SE XVI 376). Could it not be that Freud's views
of Leonardo could find articulation in terms of sublim-
ation: for example, a sublimation of his early intense
attachment to his natural mother ?

But I reserve the discussion of sublimation to this
late point for two reasons. The first is that, although
the idea of sublimation has come to have common currency
as an allegedly central Freudian notion, it is never, I
think, in Freud's writings a very precise notion. The
second, agd more importaﬁt, is that, as I earlier pointed
out, the idea of sublimation itself depends upon an account’
of the nature of the ego and its activities: sPecifically,t
the ego's capacity to re-direct libidinal energy.

However, Freud does make some particular claims about
sublimation which are worth examining here: the more so
because they can be made to connect up with an important
issue in aesthetics.

It is axiomatic, éor Freud, that libidinal trends
readily attach themselves to non-sexual activities. (One
might interpolate here, it is precisely this axiom which
engenders a familiar kind of antagonism to Freudian theory:
for where Freud discovers libidinal perseveration in app-
arently non-sexual activity, he is often thought gratuitous-

ly to sexunalise any form of behaviour. I shall have more
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to say on this matter in Part Two (9).) To this, Freud
significantly adds, 'this displaceability and readiness
to accept a substitute must operate powerfully against
the pathogenic effect of frustration' (SE XVI 345). Thus,
in that we have already encountered the claim that a cap;
acity for sublimation diverts the path to symptom format-
ion, it will come as no surprise that sublimation is re-
garded by Freud as 'only a special case of the way in
which sexual trends are attached to other, non-sexual
ones' (SE XVI 345). But what, we must now ask, charact-
erises sublimation as a 'special case', and how can it
come to seem relevant to artistic activity ?

The principal feature of sublimation for Freud is
the degree to which a libidinal trend attaches itself to
what he calls a 'higher' aim: an aim which is :;ughly
thought of as 'social' or as of 'special cultural signifi-
cance' (§§ XVI 345; vide SE XI 54) - at any rate, an aim
which, unlike a sexual aim, is distinctive in its lack of
self-interest. Obviously this characteristic is so rough
as to include an enormous range of human activity, and to
this degree there is nothing very specific about its assoc-
iation with artistic activity. But the interest here lies,
I think, in the way in which this association draws attention
to an extremely important, if sometimes neglected, aspect

of art: namely, the irreducibly social and public nature
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of art ~ what is sometimes called the 'institutionality'
of art. And what is meant in saying this is not simply
that art is, as a matter of fact, a social and public enter-
prise rather than a resolutely private one, but that art
is, as a matter of intelligibility, bound within the domain
of public convention and decision. This is important,
and it constitutes a serious challenge to what is sometimes
asserted: for instance, in the Romantic conception of the
artist as merely the medium of his Muse, as giving pure
voice to inner inspiration -~ a conception which, one may
add, is closely connected in the Romantic imagination with
the idea of the artist as gifted in a way which is thoﬁght
to depenq\rpon some alien, abnormal and even diseased éual—
ity of'chargfter: the Philoctetes :Syndrome, as I have called
it. : h

Still, it might be objected, however exaggerated and
dramatise; the Romantic conception here, it nevertheless
contains an aesthetic truth which the argument on behalf
of the social and institutional character of art seems
blatantly to deny. That is, the argument urges that a
work of art is nothing more than that which can convention-
ally be regarded as a work of art, and this seems too strong-
ly to give art over to its audience in such a way as to |
deprive the artist of any aesthetic authority or imaginative

influence over his work. But this is to miss the point:

qu~.,_." —
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for all the argument really urges 1is that the artist cannot
have sole aesthetic authority over -his work, and that his
creative intentions cannot be resolutely egocentric. As
Richard Wollheim has put it,
What a poem is is in part a social fact, or the con-
sequence of a social fact, though not an arbitrary
social fact. Nor, of course, is 1t a fact after the
event., In other words, the poet is guided in what
he writes by this social fact: he does not necessarily
have to wait until he has written whatever it 1is, and
then learn from soclety whether 1t is a poem or not
- like a gambler waiting to discover whether he has
won or lost. (10)
And we may add to this that the artist can, at least to
some extent, choose which social fact 1s to be his guilde
(that is, he can choose what kind of art he is to produce);
and he can also, at least to some extent, choose amongst
the conventions and decisions which make up the social fact,
neglecting some, emphasizing others, and indeed creating
some new ones (that is, he Ean create a particular character
for the kind of art he is to produce). What he cannot do,
however, insofar as he wishes to present his work as a recog-
nisable instance of art, is to isolate himself from every
convention and decision which would constitute the soclal
fact which gives sense to his activity. No more than I can
simply declare a word to have a new meaning (although I can,
at least to some degree, modify and extend its meaning) -

I must first establish its use within a recognisable soclal

context. ’
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It is with respect to this sort of demand that the

idea of sublimation becomes particularly relevant. For

of course sublimation is simply the accommodation of:

libidinal trend to an acceptable, non-egocentric, sofial
mode. And the analogy here points once again to
difference between the artist qua artist aad the ndurptic.

The neurotic cannot sublimate his libidinal desire: its

N
%

intensity and inflexibility inevitably carry him away
from social reality, and what issues in symptomatic form
has sense only with respect to his own inner world. Even
if the artist resembles the neurotic¢ in respect of a deep
commitment to phantasy, his desires are not intract;ble
and inflexible: they are chanhelled and modified by the
social reality of art. ;And of courssfthis gives further

sense to Freud's claim-thé£ art cay/éonstitute ‘a path (/

that leads back from phantasy to reélity’.

* k& %k
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My general purpose has been to show,)with reference to Freud's
own views, as well as to general argument, that there can |
in the end be no collusion betwéen‘strict neurosis and art.
But two thoughts might occur. The first is that, insofar

" as I have already argued that for Freud neugosis and normal-

ity are closely continuous, then, in general, the separation
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of the artist from the neurotic cannot be altogether so
abrupt. gnd the second is that, if the artist were so
unlike the neurotic, then it would not be easy to under-
stand why Freud frequently brought the artist into a dis-
cussion of neurosi§. There is, I think, just one response
to each of these thoughts, but, importantly, it reveals

an oddly restrictive feature of Freud's concerns with art.

If we recall that Freud was able to discuss Leonardo's
life and work in terms which closely parallel the way in
which he might have discussed the neurotic{ *though he insist-
ed that he did not rcg&rd Leonardo as a neurotic, then we
ought to be aple to say what it is, in the first place,
which permits the parallel. Aﬂa the answer here 1is that
Freud attributes to Leonardo much the same desires which
we might expect to encounter in the neurotic. .

Here it might triumphantly be exclaimed that if indeed
this is the casec then Freud really does bring the artist into
extremely close association with the neurotic: they share
the same desires. But this is to forget a crucial point.
For Freud never claimed that there are desires which are
in themselves intrinsically neurotic qesires.~ As I indicaY-

ed earlier, it is not the speciflc desire which distinguish-

4 «

es the neurotic from the normal man, but rather the guantity
of energy (together with certain constitutional factors)

which is invested in the desire. In other words, it would
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not, then, be surprising to discover desires in Leonardo
which we might expect to encounter in the neurotic, because
we might encounter those same desires in anyone at Qll,
neurotic or normél. (One should perhaps here add, the
homosexual nature\ of Leonardo's putative dé%ires notwith-
e standing, for Freud by no mecans regarded homose#ual desires
as in themselves pathogenic, or as indicative of ncurosis
(11).) And to say that we all may have the same desires
as the neurotic is, Wvidentlys gne way in which to affirm
the continuity ;} neuroéis and normality. .
, + But this quickly brinés us to the second point. For
if a belief in the continuity of néurosis and normality'
would immediately suééest that the artist may well fashion
« his work around desires which we may all have - and ' in-
deed, for aesthetic reasons, we expect this kind of uni-
versality in art - then it is natural enough for Freud
to turn to art and to artists in illustration of his claims.

And this is no more obvious, of course, than in Freud's

citing Oedipus Rex or Hamlet in discussing the most moment-

ous of human desires, the Oedipal desires.

*It is here, however, that we come upon what I called
the oddly restrictive feature of Freud's concern with art.
For, in:appealing toAdesires‘which might be manifesp in a

work of art, Freud clearly addresses himself to thelcontent

of art, not_ the form. And, as I drgued in the Prologue,

2
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ho&ever much understanding this might provide of the human
condition gecnerally - and we must assume that this was
always Freud's primary and passionate concern - what it
does not provide is an unaerstanding of the specifically
and distinctively aesthetic gualities of art.
Freud was very well aware of the partiality of his
concern with art. Again and again we find him disclaim-
ing any capacity to bring psychoanalytic insight to bear
on art =~ that is, I would suggest, on the aestﬁetic form
of art. For instance, we should recall his reserve in the
eséay on Leonardo in the face of the 'profound transformét—
ions through which an impression in an artist's life has to ,
pass before it can be allowed to make a contribution to
a work of art'. Byt Freud is, at one point, quite explicit
about this. For he writes at the beginning of his essay on
'The,Mosés of Michelangelo',
I must say at once that I am no connoisseur of art,
but simply a layman. "I have often.observed that the
subject-matter- of works of art has a stronger attract-
ion for me than their formal and technical qualities,
though to the artist their valué lies first and fore-
most in these latter. (SE XIII 211)
If there is yet a great deal more to explore in Freud's work
and its contribution to the understanding of art, then it
should be remembered just how limited Freud himself would

have thought his own contribution to the matter. It is

regrettable that some of his disciples and aficionados have
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not shared in Freud's deep and acute sense of intellectual
responsibility. Their guilt, in this respect and in others,
I ngy‘Efopose to.arque, is strikingly manifest in their
use and abuse of Freud's theory of the dream in connection

with aesthetic understanding.



A

2 ART AND DREAM

There is an anecdote according to which the Surrealist hero

Saint~-Pol-Roux would, onagoing to sleep each night, post a
notice on his door declaring that 'Thé Poet is Working'.
Doubtless the frivolous gesture will seem to some exactly
to characterise the quality of the Surrealists' attachment
to Freud's tneory of dream, and probably no more so than
it might have seemed to Fféud himself. Indeed Freud was
once to write to his friend, Stefan Z2weig, to say that he
had come to regard the Surrealists as 'complete fools' (1).

Still, Surrealist whimsy -and Freud's obvious hostility
are not conclusive evidence to indicate the degree to which
the Freudian theory of dreams is central to Surrealism.

And this is‘a matter of some interest: for if Surrealist
art is strongly committed to the theory, then this is

_ likely to cast l}ght on the contribution of the theory to
the understanding of art.

In fact, I shall argue, Surrealism is not committed
to the theory of dreams, except in trivial ways, but to
argue_this will, I think, introduce some crucial points
in connection with the nature 6f Freud's theory of dreams.
I shall consider two aspects of the issue here: first,
the fact that, in his theoretical writings on Surrealism

André Breton seems to make a good deal out of- Freudian

-
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views; and second, the fact that Surrecalist art itself

suggests a strong Freudian influence.

v

#
Two points might justifiably be made about Breton's thcéries
akbout Surrealism. The first is that they are startlingly
unFreudian. The second is that they are barely theories
of art. .

For the first, there is a striking example of Breton's
divergence from Fréud on a guite fundamental issue. In
feCOmmending that art exploré Ehe rich and undiscovered

territory of the id, Breton thought it s part of the

merit of his recommendation that thus Aft might achieve

'the abolition of the ego by the id'/(2). It is impossible
to believe that this would not have horrified Freﬁd, since
it was always his principal therapeutic aim to strengthen
a weak or disabled ego in order to meet and contain the
demands of the id: indeed, it might be said, .his clinic-
al practice was with 'abolished' egos. And in view of
Freud's deep respect for art, it is highly implausible to
suépose that he thought through art one ﬁight actually
invite the abolition of the'ego by the id. -Indeed, we™=
saw in Freud's discugsion of Leonardo the strong suggest-
ion that Freud considered art efficacious in the binding

of ‘the id's energies, or, what is the same thing, in the

building-up of the ego.
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The point here quickly brings us to bear on the claim
thaé Breton's theories are only ,parcly thcories of art.
For, generally speaking, Bféton was much more interested
in the ends which art's alleged abolition of the ego might
achieve than in the. art itself. That is to say, Breton
regarded what he called 'psychic automatism' - the idea
he gerived from the Freudian method of associating to a

dream without the interference of the critical faculties,

and exemplified primarily in the Surrealists' 'automatic
writing' - as 'exempt from any aesthetic or moral con-
cern' (3). It was, for Breton, of largely didactic value:

a means, he wrote, 'which we persist in promoting the mom-
ent it is a question, not basically now of producing works
of art, but of casting light upon the unrevealed and yet
revealable portion of our being' (4). And this didactic
’ /
function becomes even more apparent once Breton came to
see in Surrealism a profound political and social signifi-
cance:
Psychic automatism...has never constituted an end
in itself for Surrealism.... It was a question of
foiling, foiling forever, the coalition of forces
that seek to make the unconscious incapable of any
sort of violent eruption: a society that feels it~
self threatened on all sides, as bourgeois society
.does, rightly thinks that such an eruptlon may be
the death of it. (5]
We encounter that classic type¢ of the French intellectual
mind: the tenacious-and teéndentious grasp of an isolated

point which is. ultimately magde to find its glory as an

\ ‘t ’_
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expression of ébater le bourgeois. It is a long way from

art, and an even greater distance from Freud.

If we consider Surrealist art itself, however, a more inter-
esting issue arises: namely, that if there is little rapp-
rochement between Surrealist and Freudian theory, then the
gquality of Surrecalist art might suggest that the art itself
readily makes itself available to Freudian theory. For

the most striking quality of Surréalist art is its dream-
like vision and composition: for example, thé strangely
projected distance and flat timelessﬁess of de Chirico's

Piazza d'Italia (1912), or his The Anguish of Departure

(1913-14); the hallucinatory but meticulously detailed

absurdity of much of Dali's painting (6); the. disturbing-
\

ly incongruous juxtaposition of imagery in Ernst's Of This
!

Man Shall Know Nothing (1923). Indeed, the description

which Ernst offered along with this last painting, which
in fact was dedicated to Andr€ Breton, sounds very much
like the description of a dream. -Ernst writes,

The crescent yellow parachute-stops the little whistle
falling to the ground. The whistle, because people
are taking notice of it, thinks it is climbing to

the sun. The sun is divided into two so that it can
spin better. The model is stretched out in dreaming
pose. The right leg is bent (a pleasant and exact
movement). The hand hides the earth. Through this
movement the earth tdkes on the importance of a

sexual origin. The moon runs through its phases and
"eclipses with the utmost speed. The picture is
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curious because of its symmetry. The two sexes
balance one another. (7)

We might then consider whether, in presenting themsel-
ves as artistic analogues of the dream, Surrealist paintings
invite interpretation and understanding in a manner not un-
like the interprctation of dreams. And while there is
the obvious danger that the paintings might pointlessiy
be contrived to elicit such interpretation (a danger to

L\N,,,-which Magritte once archly drew attention in the deliber-

ate sexual symbolism of nis still-life called The Explana-

tion: a painting of a penile carrot inserted in the vag-
inal néck of a bottle) this need not be the case. And
where it is not, where a psychoanalytic interpretation of
the work in question seems to provide genuine illumination,
then perhaps we might see what general form such interpret-
Etion might take in the understanding of non-Surrealist
art as well.

Such, at least, is a line of thought which might be

developed, and it seems to hold out certain prima facie

attractions. But whether or not it can fulfil its
apparent promise is a matter which lies close to the heart .
of a central, and sometimes misunderstood issue in Freud's

theory of dreams.

It would be wise at the outset to follow Freud in disting=

two separable aspects of the theory of dreams: the theory
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of dream~-interpretation on the one hand, from, on the other,

the theory of dream-construction, or, as Frecud liked to call

it, of dream-work. Freud alvays felt that too"many readers

.-
of The Interpretation of Dreams had damagingly confused these

two aspects, although, it must be said, Freud tended to be
peculiarly suspicious of possible misunderstanding of his
theory of dream. Still, we have in fact already encountered
an instarice of this kind of confusion in Breton's writings.
I; will be recalled that Breton derived his conception of
'‘psychic automatism' from the idea of associating to a

dream - an idea which, we shall see in a moment, is instr-

umental in the possibility of dream-~interpretation. But

Breton talked of psychic automatism in terms of the uncons-
cious ‘mechanisms which are operative in the dream, and

. \ M
such unconscious mechanisms are of course part of the dream-

work.

Let me then be quite clear:‘ the claim I mean to
examine is that Surrealist art, perhaps exemplarily, in-
vites interpretation in much the same manner that one might
interpret a dream; and the aspect of Freud's theory with
which I am here exclusively concerned is the theory of
dream-interpretation: that is, the technique for discover-
ing the latent dream-thoughts in the manifegt content of
the dream.

It is a point of the first importance that, with one
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qualification whiéh I shall come to in a moment, Freud
was always to insist upon ‘the impossibility of interpret-
ing a dream wunless.one has the dreamer's associsations at
one's disposal' (SE XXII 8). Since his insistence here
is not always gencrally recognised, it is perhaps worth
brief explanation.

Associations to the elements of a dream are not, for
Freud, sihply a methodblogical convenience for the analyst
in penetrating to the latent dream-thoughts. That is, the
relation of the associations to the dream-elements is not
exhausted in the fact that the associations are somehow
just prompted by the dream-elements. Rather, Freud puts it,
the dream is 'an abbreviated selection from the assoc¢iat-
ions' (SE XXII 12). ' The associations are not of course

themselves the latent dream—-thoughts - the relation between

the associations and the dream-thoughts is highly complex,
-fﬁough it need not concern us here (8) '- but they do
supply ‘'all the egplanations, transitions, and connections
which the patient's intellect is bound to pron;;nin the‘
course of his approach to the dream-thoughts' (§§_§§£i 12).
And siﬁée the dream-interpreter needs to discover the course
of the approach to the dream-thoughts before he can properly
identify whéf they are, then clearly the dreamer's associat-
ions are indispensable to him.

But now, the indispensability of associations in the
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interpretation of the dream rather changes the thought that
Surrealist art might invite interpretation in the same mann-
er. There was no indication, that is, that the artist's
associations to the elements of his work might be required
in interpretation. Still, this should not surpx{sf us: for
if we can continue to think of Breton as representiné Surr-
ealist thinking, then it is plain that he was simply not
aware of this aspect of Freud's theory. For instance,
Breton once enthusiastically compiled an anthology of dreams
which he then sent &9 Freud for comment; presumably he did
not anticipate the abruptness of Freud's reply that
A mere collection of dreams without the dreamer's
associations, without the knowledge of the circum-
stances in which they occurred, tells me nothing,
and I can hardly imagine what it could tell anyone. (9)
But it is not here only that whatever form of inter-
pretation the Currealists had in mind it was manifestly not
the Freudian form. There is a more general difficulty. For
if the form of interpretation is now modified to include
the artist's associations, it is hard to see how they can
come to seem relevant to an understanding of his work as
art, and not just as a surrogate kind of dream., That is
to say, if they are to have a place in the understanding
of art, then it will be necessary to attach some special
significance to the associations with respect to the struct-

ure of the work generally, in the same way that the dream

is a selective abbreviation of the dreamer's associations.
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But. then if, in the understanding of a.droaﬁ, what governs
the selection and abbreviation of associations is not
crucial (and I'reud readily acknowledged that this is eff-
ccted 'according Lo rule. that we have not‘yetﬁuumrstnod' ‘SE
XXIL 12 ), then manifestly, in the uncderstosding of art,
it is crucial: for here vhat must authoritatively govern
any putative seclection and albreviation of associations is
consideration of the formal unity of the work of art. And,
I have alrcady aryued, it is the articulation of just this
formal aspect of art which we must regard as distinctive
of any significant understanding of arct. The artist's
associations, in other words, add nothing to our under-
standing of his work in this respect, though they may of
course add to our understanding of his particular charact-

er,

* %k Kk ok k

Earlier, I referred to one gualification which Freud allow-
ed concerning the indispensability of a dreamer's associat-
ions in the interéretation of his dream. The éualification
is that there is a kind of case in wﬁich a drean-element
might be interpreted without recourse to the drecamer's

associations: the c¢ase, namely, in which the dream-elcment

is a recadily comprehensible symbol. And we have alrecady

e e [ f — ———-
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come across a casc of this kind in Freud's discussion of
the signification of the vulture's tail in Leonardo's phan-
tasy. % ’

At this point a serious objection is likFly to be
made to ny procedure. For in so far neglecting the matt-
er of dream-symbolism I will be thought to have deliberatc-
ly misled in rejecting the idea that there is much point
in bringing the techniques of dream—in?erpretation to
bear on the understanding~of art. Of cdourse, it will
be said, the principal motive for wanting to claim that
a work of art may be understood in the same wayias a
ream is the belief tnat a work of art - in particular
a Surrecalist work of art - actually therits the sfmb~
olism familiar in dreams; and the priné?pal resource in
coming to understand this symbolism,‘it will further be
said, 1is the more or less hieratic iconography which
Freud supplied for the dream.

My procedure, however, has this justification. The
idea that Freud claimed to interpret dreams in terms of
a common and wide currenqgy of symbols i§ just wrong, and
an early source of the error is exactly the prevalent fail-
ure to acknowledge the role that Freud assigned to assoc-
iations in dream-interpretation. It is only when once that
role ig made clear that it is appropriate to go on to dis-

cuss the role of symbolism, for, as we shall see, it is an



essentially secondary réle.
. The technique of getting a:patieht to associate to his
drcam, Freud admitted, sométimeé - though not often -
failed: no amount of perseverance could clicit an assoc-
iation, or an association of any significance. Occasion-
ally this failure had to do with the occurrence of negat-
ive transference in the coursc of trecatmeny, where‘its
force could block the emergence of'aq? association for
the patient.‘ But, Freud noted, fhe,fail&re of association
need not occur as,the result of negative transfercnce:
sometimes a dream-element just could remain resistant to

) @

association, both ins;de the analytic Situation and out-
side. ’

The‘ﬁailure puzzled Freud. At first he worried that
it suggested a defect in the technique of association. But
he soon came to realise that the failure to associate

-

'regularly occurs in connection with particular dream-
elements', and this in turn suggested the operation of
a 'fresh general principle': namely, that the failure to
associate regularly occurred when the dream-element could
éasily be translated 'with our own resources' (SE XV 150}.
In other words, where the dream-element appeared to have
_familiar symbolic significance.

Freud's first instinct in the light of this discovery

was, however, extreme caution. This was understandable
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uenough. For of course the theory of dream-interpretation,
in its employment of the technique of association, had
primarily sé% out to establish the interpreﬁation of dreams
on firm empirical ground. ‘The appcaranée of symbolism in
dreams threcatened to return the theory to the tradition of
the 'popular dream-books', as Freud disdginfully called
¢ them; which purported to decode every element in dréams.
‘ 'Régardbfo; scientifid—Zriticism', Freud wrote,

* forbids our returning to the arbitrary judgement
of the dream-interpreter, as it was emploved in
ancient times, and scemns to have Leen revived in

- *the reckless interpretations of Stekel. (SE V 353)

. - b

But it wés‘not mere scientific piety which led Freud

L

to resist attaching too much significance to symbolism-
in dreams. 1In the first place, the coﬁparatige infrequ-
ency of the failure to associate, and the othervwige, wide

]

success of the technique of association, inclined him to
regard symbolic interpretation as no more than a useful

~ |

8 _ supplemenéary aid. But, more than this, he came to be
conyinced that symbolic interpretation could only yield
results when 'introduced into' an interpretation suggest-
ed Sy the -associations. 'Dream-~symbols?, he wrote,

frequently hdve more than one or even several mean-
ings,+and, as with Chinese script, the correct int~
erpretation can only be arrived at -on each occasion
from the context. (SE V 353)

.

In other words, Freud was very far from prepared to6 regard

symbolism in dreams as at all hieratic. There are two

-



considerations here. First, Freud attached no specific
sense to the idea of a symbolic relation: indeed, he be-
lieved, 'it shades off into such notions as thos¢ of re-
placement and representation, and even approaches that ofﬁ
an allusion' (§§ XV 152). And second, what Ffeud called _
the 'plasticity' of the psychic material, particularly in
dreams, gives no assurance that what appears to be a dream-
symbol in fact bears its common symbolic signification.
'Often enough', he claimedqd,

a symbol has to be interpreted in its proper mean-

ing and not symbolically; while on other occasions

a dreamer 'may derive from his private memories the

powexr to employ as sexual symbols all kinds of things

which are not ordinarily employed as sucn. !foreover,
the ordinarily used sexual symbols are not invariably

unambiguous. (SE V 353)

To make the point shortly, even where a dream-element
aid appear to be é symbol, Freud was extremely reluctant
simply to read off a common interpretation. And it is.

* *
perhaps worth dwelling on the point, for it diverges
radically from the popular concéption of a 'Freudian sym-
bol'. That is, I think, what is frequently confused in
the popular conception is, on the one hand, the possible
sexual signification, for instance, of some object or iﬁage
or dream-element, with, cg the other, its actual employment
in a sexually sy@ﬁolic manner. And what deterﬁines the
‘latter is the cortext iﬁ which it appears - a context

.

which is identified by associations. The confusion is
A}

71
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evident in sillier forms of advertising, but strikingly so
in,what purports to be a revealing anecdote, no doubt apo-
cryphal, concerning a student of Freud's who pointed out
that Freud was smoking a cigar = ©obviously a phallic
symbol. The humgur of the story is supposed to consist
in the petulance of Freud's alleged responée to the effect
that cigars are not alwéys phallic symbols - as if this
response were a manifest qgntrédiction of everytiiing Freud
had said. ' |
S5till, however far these remarks serve to identify

the proper, modést, role that symbolism plays for Frecud
in the intgrpretation of a dream, it is nevertheless true-
that symbdls sometimes do appear in a dream, and that Freud
claimed sometimes té be able to interpret them quite
readily. It may well be, then, that whatever technique
.Freud employs here may also appropriately contribute to
the understanding of symbolism én_art:- But what, we must
now ask, is this technique ? What are the 'resources'
to whiq; we can appeal which assure us that the symbolijc
translation is not eitherAarbitrary or a matter of myst-
erious Qirtuosity ? _.>”‘ | « '

" Freud's answer is clea:.aﬁd straightforward. But it
"failglto contribute anythiﬁg to the understanding of art.
The meaning which we may attribgte to a dream-symbol is"

>

not a ﬁeaning uniquely identified by psychoanalyticwtheoiy:

¢ -
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it is acquired from a fund of sources to which we all have
access: f{rom

fairy-tales and myths, from bLuffooncry and jokes,

from folklore (that is, from knowledge about pop-

ular manners and customs, savyings and songs) and

from poctic and colloquial linguistic usapge. (SE XV 158-9)
So far from providing a specific iconoyraphy of dreams,
Freud simply relies upon the continuity of drcam-symbols
with synﬁolism generally. »2nd it is a vital point/that,
in interpreiing a drecam-symbol, Freud's resources are no
different from those of the iconographer iﬁ hié interpre?-
ation of art. Znd theéy both, crucially, include the re-
source of art itself. In other words, dream-symbolism
lies no deepex than, and hence does not cxplain, symbol-
ism in art . “

Of course the nature of symbolism generally, in art
or the dream indifferently, remains 3/bcrplexing issue:
we should like to know, for instance, the exact nature
of the symbolic rclagion itself, and we should 1like to
know the origin of symbolic relations and the rcason for
their ubiquitous presence to us (on this point, Freud
speculated that symbolic relations remaip as traces of
'ah ancient but extinct mode of expression'.' (SE XV 166)).
But dream-symbolism has no strong claim, Freud asserted,
to be the proper place from which to‘dndertgke an investr

igation of symbolism in general: 'The field of symbolism',



T4

hé wrote, 'is immensely wide, and dream-symbolism is only

a small part of it; indeed, it serves no useful purpose to
attack the whole problem from the direction of dreams'’ (SE
§!~166). One might perhaps go further and say that it is
not an understanding of dream-symbolism which is more likely

to yield an understanding of symbolism in art, but rather,

"in view of the greater accessibility of art in comparison

with the dream, that an understanding of symbolism in art
is more likely to yield an understanding of drgam4symbol}sm.
This is a point, I think, which Freud himself would have
found congenial, for frequently in his interpretation of

% dream he appealed-to'the e&idénce\of a‘litcrary text whep

he came upon some recalcitrant dream-symbol. It is not at

all that the dreamér is supposed to command a vast unconsc-

ious literary resource, but rather that the appearance of
the same image in literature indicates the way in which

-~

that'imagc has alrcady commended itself> to us as of particu-

lar symbolic value.

r
3 3
-

The theory of dream—interpretatién, I have wanted to suggest,

is largely irrelevant to .the understanding of art. But it

.

sgems to me useful to have pointed this out at some length.
For it is cbmmonly'assumed that if psychoanalysis has any-
thing to .contribute to the understanding of art, it can do

so in virtue of.some analogy between the work of art and a

‘
Al

5 .
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dream (or a ndurotic symptom)tsuch that the techniques of
psychoanalyticlinterpretation may be employed. And whét
seems to be foygotten in this is that the techniques of
psychoanalytic interpretation are primarily directed
towards the understanding of the dreamer (or theﬂneuro—
tic), and only secondarily to the actual phenomenon of
the dream (or the symptomi. Thus, if there is any approp-
riate analogy here, it is between the dreamer (or the
neurotic) and the artist. Such anaiogy would anyway,
I argued in the Prologue, unnecessarily constrict the
understanding of art. But, I argued in the previous
chapter, there is no analogy between the neurotic and
the, artist. The same¢ thing may -be said -~ and for
virtually the same reason - about the dreamer.

Freud's famous formula for the dream is that it is
'a (disguised) fulfilment of a (suppressed or repressed)
wish' (SE IV 160). That is, the wisk or wishes embedded
in the dream—thougﬁts latent in the manifest content!of
the dream are such that they cannot be allowed to reveal
themselves directly, and -so, via the processe;»sf the
dream-work, the dream~thoughts are distorted, tiansformed'
and giQen‘a ﬁore or less acéeptaﬁle disggise which permits
the satisfaction of the prompting wish or.wishes in the
course of the d}eam. It is, howevef, this distortion

and disguise effected b§ the dream-work, which. renders
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the dreép so peculiar. It is, Freud writes,

...a completely asocial mental product, it has nothing
~ to communicate to anyone else: it arises within the
QL-\ subject as a compromise between the mental forces

struggling within him, it remains unintelligible to

the subject himself and is for that reason totally
uninteresting to other people. Not only does it

not need to set any store by intelligibility, it

must actually avoid being understood, for otherwise

it would be destroyed; it can only exist in masqu-

erade. For that reason it can, without hindrance,
make use- of the mechanism that dominates unconscioug,,
processes, to the point of a distortion which can %?

no longer be set straight. (SE VIII 179)

Dreaming, in this respect; is no activity for the artist.
As I argued in the discussion of the neurotic and the
artist, there are clear reasons to insist‘upqn the soc-
iality 6f the artist's work, upon its public accessibility
and institutional intelligibility. If we are to think of

the unconscious processes of the dream-work as instrumental

s -

to any degree in the creation and understanding ©of art,

then the problem is to say how the artist might exploit and
< .

manipulaﬁe these processes such that the final effect
is ﬁot, as in the dream, an irreversible distortion and

Aunintelligiﬁility. In fact, this is simply another way

of putting the.probilem which occurred in connection with

6

the artist's use of, -and command over, his phantasy} But
Cl

then this is really not surprising: 'F;eud precisely want-a.

N

L

-

ed to argue that 'the mechanism foﬁgam—bonstruction is
the model of the manner in which neurotic symptoms arise’

-
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(SE XV 183).

But if dreaming itself is.an activity quite unlike
art, this is not all there is to say. For if we now turn
to consider the nature of the individual processes of
the dream-work, we shall find certain iInteresting aesth-
etic connections and resemblances. And this will serve
to restore my general theme in the discﬁssion of Freud's
early work: the theme, that is, of a theory of mind
which is appropriate to the understanding of art. For
it is with the‘tﬂeory of the dream-work that wé are

introduced to what Freud was to call the 'primary process'

of the mind.

Kk kkk

There are, Freud argued, four separable processes of the
unconscious dream-work (though the fourth, we shall see,
is somewhat problematically a part of the dream-work):
namely, .condensation, displacément, representation and
secondary revision. I shall consider each in turn, and
in each case I shall try to indicate what bearing they
might b; said to have on art. &4

.

Condensation in the dream is evident in the fact that .
» 5

‘*the manifest dream has a smaller content than the latent

<«
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ocne' -~ a fact brought about, Freud explains, 'by latenég.
elements which have something in common being combined and
fused into a single unity in the manifest dream' (SE XV 171).
For example, it is a common enough feature of dreams that
different people may be condensed into a single figure:

a composite character who looks like one individual, yet

dresses like another, and behaves like yet another, while

we are sure,'with that curious brand of dream-conviction,
that it is none of these individuals but someone else.
This perplexing array of fused and combined elements,
however, is a quality. readily apparent in the work of art:
particularly in poetry. Indeed Freud him§elf drew upon
this parallel in discussing condensation in dreams. He

writes:

Any one thought, whose form of expression may happen
to be fixed for other reasons, will operate in a
determinant and selective mapner on the possible
forms- of expression allotted to the other thoughts,
and it ‘'may do so, perhaps, from the very start -
as is the case in writing a poem. If a poem is
to . be written in rhymes, the second line of a
couplet is limited by two conditiodns: it must ex-
press .an appropriate meaning, and the expression
of that meaning must rhyme with the first line.

No doubt the best poem will be one in which we

fail to notice the intention of finding a rhyme, -
and in which the two thoughts have, by mutual
influence, chosen from the very start a verbal
expression which will allow a rhyme® to emerge ¥
with only slight subsequent adjustment. (SE V 340)

Poetry of course charactefisgically depeﬁQf upon condens-

ation-effect - a fact once nitely expressed in Ezra
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Pound's thought that poetry consists iﬂ\'gists and piths'
- and not only in the obvious structuré} respects to
which Freud alludes. The highly-wrought ﬁgxture of the
poem also demands fusion of sense and rhytﬁm with metre,
with imagery, with considerations of phrasing and intonation,
with phonetic effect, and so on. And the finést poetry
will display an inexhaustible network in the anélogue of
the composite character in the dream - the unifigd poetic
configuration in, say, the first four lines of Shakespeare's
sonnet:

That time of year thou mayst in me behold

When yellow leaves, or none, or few, do hang

Upon these boughs which shake against the cold,
Bare ruin'd choirs, where late the sweet birds sang.

-

It would be an ‘interminable process to try to set out the
threads of meanihg intertwined within the poetic structure
in just these four lines ig order to catch, for instance,
the tonal quality of 'yellow leaves, or'none, or few', or
the representational éignificance of the transition from the
ending of the second liné éb the_beginning of the third, or
of thé adverbial modification of 'ruin'd'.

The issue here is cbnnécted with the notorious criticAI
debate about %he paraphraseability of a poem, for the point
ﬁs thét'the condensation in a poem, 1ike$thé dream, isfnot‘a
readily tfanscribable form of expression. As Freud.puts

r__g;§ ..

- .
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it, condensation in the dream is

.:.a very unusual kind of transcription of the dream-

thoughts: it is not a word-for-word or a sign-for-
sign translation; nor is it a selection made accord-
ing to fixed rules - .as though one were to reproduce

only the consconants in a word and to leave out the

. vowels; nor is it what might be described as a rep-

" resentative selection - one element being invariably
chosen to take the place of several; it 1s somecthing
different and far more complicated. (SE XV 173)

And as much, here, for the poem, or‘indeed any work of art,
alﬁhough Freud is right when he points out that the clearest
exeﬁplification of condensation is the way in which the
dream - 1like the poem - handles words. (The classic
example is thg 'Autodidasker' dream where a number of

thoughts converge in the composite word which is a cond-

ensation of 'Autor', 'Autodidakt', and the name, Lasker

(vide SE IV 298-302).) But the issue of paraphraseability
is not, I take it, the sole preserve of the literary critic:
in fact it seems to me to refer to that feature of all art
of which Kant was prompted to say that 'language...can
never get quite on level terms with or render completely
intelligible' - in other words, to that feature of art
which I identified as a major theme in the aim of pursuing

a psychoanalytic approach to art.

The second achievement of the dream-work is displacement,
and what Freud had in mind is the way in which the dream

seems to be 'differently céntred' from the dream-thought:
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where, .as’ he puts it, 'the psychical accent is shifted’,

and where 'a latent element is replaced not by a compon- -+
ent part of itself but by something more remote - that
is, by .an allusion' (SE XV 174). A simple illustration .

can be found in the dream reported to Freud by a young
woman pakient who, at the time, was deeply involved in

a sexual affair (vide SE XV 132). The woman dreamed of
having_been pursued by her lover; she fled to her flat,’
whereupon she locked the door against her lover; when

she looked out through the peep-hole she saw the man
sitting on a bencﬁ, weeping. The interpretation of

the dream - and here I simply represent Freud's conc-
lusion, not the interpretative process - Fevealed a
strongly sexual symbolism: the pursuit symbolised the
sexual act; the barring of the door, a contraceptive
meéhodf and the man's weeping, the emission of semen.

éut what is relevant here is not, as one might be inclined
to think, that it was the woman herself who had sexually
barred the door. In*fact, i£ turned out on her lo;er‘s '
report, she desparately craved a child; it was he who
had insisted on contraception. In other words, what
6ccurs‘in the -dream is a displacement of the insistence
on contraception: the lover, not the woman, barred tne

door. N \

"In this sense, displacement is a natural way in which
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to construe a broad range of features evident in a work of
art: from, at its most general, representation itself, to
allusion, imagery and metapﬁor, and, at a formal extreme,
symbolization. And if within that range we should also

want to include irony, parody and perhaps caricature, then
there'is a further connection which méy be made with Freud's
views. For Freud was well aware that 1t is the work of dis-
placement which can produce comic effect in the dream. (Oné
might add/ﬁere that Freud's awareness of this was significant
in his‘turning later to a study of the joke.)

The parallels here may seem too vague to be of much
interest. But there is, I thinky a point of high aesthetic '
generality which might be extracted. It ig connected with
the fact that for Freud the work of displacement in the dream
is the principal reason for not taking the dream literally,
at face-value (while the work of condgnsation, on the other
hand, creates a distortion within the face, as it were).

But it ‘ an important aesthetic issue, particulagly in
recent years, whether or not a work of art can, on“sﬁould

bé taken literally, at face-value. It 1s; for instance,

the avowed purpose of Minimal art/(dlso called 'literalist'
art, in fact) to épproacb, as they say, 'the condition of
non-art': that is, to create objects which are virtually
indiscernible from objects which are not art by eliminating:

as far as possible the conditions under which the created

b3
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object could be regarded, for example, as continuous with
traditional art objects, and so to come cléser and closer
to compelling the spectator to take the objects quite lit-
erally - as, for instance, a mere juxtaposition of metal
girders. Evidently the whole enterprise could make no
aesthetic sense 1f the understanding of art werec recally a
matter of literal understanding: thk premiss of tne enter- *
prise is of course that the ungerst nding of art is not
literal, and that the self-conscious endecavour to be lit-
eral in presenting an object as art is one way in which

\
to demonstrate this. And the point here does not depend

upon the widespread agreement that Minimal art does make

aesthetic sense: for to object to !inimal art on the
grounds that its objects can in the end bé taken in no
other way than literally is to imply that.that which can
only be taken literally cannot be art. Or, to return to
the Freudian terminology, to say that we expect displacement
values in art.

~
The third achiewvement of the dream-work, representation -
or, more accurately, the capacity to represent the dream-

thoughts in visual imagery -~ 1is, Freud remarﬁs,"psycholog-

ically the most interesting', and this, I think, is no less

the case with respect to visual representability in art.

3

Freud had in mind the way in which the dream overcomes
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difficulties in representing certain aspects of the dream-

thoughts - notably abstract expressions, or grampatical
and logical relations - which are not usually, nor easily
rendered pictoriallyl He cites, for example, the 'Opera'

dream, of which .an initially perplexing featurxe was tha£
the opera orchestra sat at the base of a high towef, while
the conductor directed their performance from the top af
the tower, rushing around the railings which enclosed a
small platform, and perspiring profusely. The interpret-
ation was eventually suggested by Freud's knowledge of
the personal life of the woman whose dream i& was. - She “
was, appareﬁtly, deeply sympathetic to me of th? orchest-
ra musicians, a Hugo Wolf, wvhose carcer had been ended by
insanity. Thus, Freud suggested, it ié the woman's mus-
ician friend who conducts the orchestra, and his position
at the top of the tower repfésents her-peligf in his great-
ness: he 'towered above' other members of the orchestra.
The fact that in the dream he is caged by the<railihgs and
rushes about violently,-répresents both the musician's sur-
name and his insanity'(zgggjﬂgz 342-3).

The difficulty in representing such dream-thoughts of
greatness, insanity ana a particular identity, and hence the
ingenuity which representation in the dream demands, Freud

compares to representational difficulties in the visual arts:

he writes,



The incapacity of dreams to express such things must
lie in the nature of the psychical material out of
which drecams are made. The plastic arts of painting
and sculpture labour, indeed, under a similar limit-
ation as compared with poetry, which can make use of
specch; "and here once again the reason for their
incapacity lies in the nature of the material which
these two forms of art manipulate in their effort to
express something. Before painting became acaquainted
with the laws of exvression by which-it is governed,

it made attempts to get over this handicap. In ancient
paintings small labels were hung from the mouths of the
persons represcnted, containing in written characters
the speeches which the artist despaired of representing
pictorially. (SE IV 312)

Despite Freud's sanguine assurance that painting has become
acquainted with the 'laws of expressioni - that indeed
there could be such laws - representability in art remains
a perplexing problem. That is, while doubtless there are

certain conventions which operate in our visualising capac- _

ities -~ 'prejudices of vision', as they are sometimes call-
prej

em is not so much what they are as how they
come!to opexate our visualising capacities: this, I take
it, is one reason for saying that representabilit& is 'psych-
ologic;ily interesting’. The fact that there is a convents
ional relation, for instance, between the word 'tower' and
the image of- a tower no doubt enables us to understand a
reference,»but what it does not expiain is how we can, as
it wefe, see the word 'Egver' in the image of a tower.

To elaborate. There is an Anthony .Caro floor sculpt-

ure - a cylinder which joins at an angle to a flat bar

which in turn joins to a vertically elﬁvated beam - which
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bears the title 'Smoulder'. (And, incidentall;, ;f Freud’s
allusion to 'small labels' used as auxiliary representational
aids in 'ancient paintings"scems slightly comical, one

need only think of his point being made with respect to

the significance of titles, particularly in Modernist art.)
What is, I think, intriéuing about the Caro piece is the

way in which the title draws attention to kand does .-not
merely declare there to be) a cer;ain visual feature of

the sculpture: for one cannot articulate the representat-
ionality of the sculpture here other than by seeking some

conventional semantic equation between the word 'smoulder'

and a set of descriptions which approximate to the sculp-

ture; and of course the sc lpture is not itself that set
of descriptions. It mightfle objected that all one really
requires here is some such notion as 'visual resemblance'’
(presumably to be employed in talking of the resemblance

of the sculptﬁre to -~ the smouldering of a smouldering
object ?). But, notoriously, the notion of resemblance
does not help here: resemblance is internal to any repres-
‘“,enting relation, since one could not detect the resemblance
of, say, a sculpture to what it purports to represent thh—

out flrst seeing that the 'sculpture does revresent, The

point I make here is that, as mucg_in art as in the dream,

S

one can only go so far in the articulation of vi

esentation before one comes up against the brufe psycholog—"
. . - }'
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fac£ that an objéct is just seen to represent another, and

it is from that fact; I should say, and‘not from any convent-
tional semantic eduatipg, that one must start in the invest-
igation of aesthetic representation. A.nd the issue of

representability in dreams embodies a clear reference to

the psychological fact.

If I have seemed to make a good deal more'out of the aesth-

etic affinities of Freud's ideas about condensation, displace-

ment and representation than is really warranted, then let

me make my purpose clear. I have intended nothing mofe
than merely to allow these aspects of' the dregm—wérk to
suggest aesthetic issues ~ although these issues are Sy
no means peripheral in aesthetic discussion. -I have not
intended to imply that these aspects of the‘dream—work con-

tribute any special penet}ation of the aesthetic issues,

‘though I think it true that'they offer useful ways in which

to construe| the aesthetic issues. But to the -degree that
this is so, to the degree that the achievements of the dream-

work are to some degree replicated in art, then this suggests

the possible collusion of what are for Freud unconscious

processes of the mind in the creation and understanding of

‘art. Of course the po§s55§lity here yet stands under the
N T

important qualification that the primary function of the

dream-work is to distort the dream-thoughts to the point of

-

\
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renderiné theﬁ unintelligible, and this, I suggested, is
an extremely serious qualification if the procegses_of the
dream-work are to be thought at all elevant to the public
accessibility ‘and inséitutional inteiiigibility of thé
activity of art. Again it is a question of how far un-
conscious processes mignht be exploited and manipulated in
the service of art. But if we now consider the fourth
achi;;ement of the dream-work, or at least what Freud.ét
first regarded as the fourth achievement of the dream-work,

secondary revision, then perhaps$ some progress might be

made with respect to the problem. -

Lo

LE X R XS

>

Inevitably, to the degree that condensation, displacemeﬁt
and représentation work upon individual elements of the
dream-thoughts, or the latént content of the dream, they
providé the merest juxtaposition of elements in the manifest
content: that is, - with respéct,to tﬁese-pfocesses, the .
dream‘as'yét has no coherence and unity. It is, however,
the purpose of secondafy revision to connect up the elem-
ents of the manifest content in some intelligibie form.

As a result of secoﬂdary revisioh,’F;eud writes, 'the Aream

loses its appearance of absurdity and disconnectedness and

approximates to the model of an intelligible experience?

.
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(SE V 490). This is interesting since, to recall, earlier
I drew attentiqn to the way, in which the unity of the dream
seemed largely to be determined by the set of the dreamer's
associations to it, and to how this suggested a clear dis-
analogy with the work of art,-whose unity is governed by
considerations of aesthetic form. But it now looks as if
the unconscious processes of the dream-work can in fact, in
themselves, provide a unity and coherence which is not
simply determined by the set of the dreamer's associations.
Unfortunately, as I have ‘intimated, there is' an un-
accommodatinglproblem here. For it is not guite clear
that secondary revision is indeeé é part'of the dream-work.

Freud is just ruefully equivocal on this point in The Int-

erpretation of Dreams; and.in fact, some twenty-two years

after its first publication, he was to declare that second-
ary r7vision 'strictiy speaking does not form pért of the
dream~-work' . (SE XVIII 241) . The problem is obvious: for
insofar ‘as seconda&g revision introduces in;elligible form
into the dream, it seemg"then'precisely to strain against
the fuﬁdamental distorting purposes in the dreaﬁ and act-
ually to opefate in the service of the conscious and rat-
ional thought which the dream seeks to evade. hlreud.indeed
goes ;o f%r as to claim .that seéoﬁdary revision is ‘a psych-
ical function which is indistinguishable érom our waking

thought' (SE V 489), but if secondary qévision is a part
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of the drecam-work tien his claim manifestﬁy contradicts

another which He makes just a few pages lpter: namely, that

dream-work proper diverges further firom our picture of
waking thought than has been supposgd c-ven by the most
determined depreciator of psychical! functioning during
the formation of dreams. The dream is not simply more
careless, more irrational, more forgetful and more in-
complete than wakinag thought; it is completely diff-
erent from it qualitatively and for that reason not
immediately comparable with it. (SE V 507)

There is,’I think, no rea% resolution of the unclarity
which sur;ounds the idea of secondary revision in Ftéud's.
work. But at one point he makes a significant connection
between secondary revision and phantasy which, I want té
suggest, helps to‘make the issue a little more tractable. -
And the connection here of course allows the re—inﬁroduction
of a tﬁeme which, in the previous chapter, seemed to Be ({o)
central to the discussipn of‘art;' joreover, it re-intro-
duces the theme in an extremely important way: for, as I
have alréady said, the iéea of secondary revision seemed
to indicgée that the dreémer is somehow in command of the
uncénscious processes o# the dréam-work, and the difficulty
discﬁssed at length in the previous chapter was the analogous
one of how the artist could be said to be {B comﬁand of his
phantasy 1life.

In the course of his discussion of secondary revision, Freud

comments that there is a kind of case in which secondary



e s e e~

[ m’r ,

revision is

91

-

to a grecat ektent spared the labour of, as it were,

building up a fagade for the dream

the case,

namely, in which a formation of that kind alrcady
exists, available for use in the material of the

dregm thoughts' (SE V 491)

And the kind of formation Freud has in mind here i§ a

phantasy. That is to say, in certain cases, so Freud says,

a dream will reproduce a phantasy or phantasies, and this

aspect of the dream is characterised as 'more fluent,

more connected' (SE V 493). Freud cites in illustration

the 'Autodidaskef' dream which embodies a phantasy of a

conversation Freud had in mind to introduce on the occasion

on which he next saw a certain Proféssor N., in which he

would say 'The patieht about whose condition I constilted

you recently is in fact only suffering from a neurosis

just as you suspacted' (SE IV 299)., In other words, the

reproduction of a phantasy in a dream will provide Bﬁft

that air of intelligibility - and indeed, in the 'Auto-

didasker' dream,of high articulateness

which secondary

revision would otherwise seek to effect, and hence whiph

it will prefer simply to take over.

But at this point the connection of secondary revis-

ion and phantasy might look to be very easily explicable.

For where there has been' the suggéstion that secondary

revision is a mental function 'indistinguishable.from

our waking thbught' this must seem to be confirmed in

“ -~
.
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that Freud at first talks here of 'comscious day-time
phantasies' (SE V 491-2); and he is even m@re specific
when he goes on to sugéest that secondary revision in fact
simply 'seeks to mould the‘material offered to it into
something like a daydream' (SE V 492). Thus, it seems

to be quite clear, secondary revision is really not a

part of the unconscious processes of the dream-work, but
rather a form of ﬁhat conscious imaginative‘brocess which
_builds coherent, intelligible daydreams.

Bu£ this is not all Freud has to say. It is clear
that he did not intend the term ‘phantasy' as a mere syn-
onym for’' 'daydream'. For though in iﬁtroducing,the.idea
.of phantasy he says (ironic;lly enough, as it turns out),

'I shall perhaps avoid misunderstanding if I mention the el
"daydream" as something analogous tg it [i.e. phantasf].

in waking life', he immediately goes on to distinguish
conscious phantasies (of which daydreams are, it is not

quite clear heref either instances or analogues) from

-

unconscious phantasies (SE V 491-2).. Thus, the difficulty ~

of identifying the process of secondary revision with res-

pect either to conscious or unconscious thought is not at
all resolved by associating secondary revision with phant-
asy, but indeed compounded: for phantasies themselves, it
’ \

appears, are either conscious or unconscious.

In discussing the idea of phantasy in connection with



neurosis and -art, I was deliberately unspecific about the
exact nature of the phantasies concerned. No doubt it

was a clear enough implication -that it is unconscious

phantasy - that is, phantasies which have been repressed
- which are crucially pathogenic in neurosis, and fyrther

that it was Leonardo's unconscious phantasy life which

was, allegedly, allied in a significant way with his art.
But now at this point the distinction between conscious |
and unconscious phantasy clearly demands detailed articul-
ation. For inséance, is it that unconscious phantasies

are simply repressed conscious phantasie¥ ?  And iﬁfﬁhis
\

h

is so, does it not then place unconscious phantasy beyénd

the reach of the ego's control ? For, after all, what is
repressed is repressed in the first place to avoid confron
ation and conflict with the ego.

Such guestions press hard for an answer, particularly
insofar as the idea 'of phantasy increasingly seems to be
inoﬁal in the péychoanalyticélly—ipformed understanding
of art. Unfortunately, at th;s stage i; Freud's work, no
énswers are available. It is not just that his coﬁception
of phantasy is unclear either, The difficulty is that,
gradually, the whole idea of the uncanscious undergoes
guite radical revisiaon, and, along with this revisioﬁ -
and indeed a focal point of the revision - is a modified

1Y -

and deepened view of the nature and activities of the ego.
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It is to this cﬁtremely complex matter that I mean to add-
ress mysélf in Part Two. And until all the theoretical
ramifications have been gathered together'there is little
-option but, once again, to postpone further discussion.

We have, that is to say, an enormous amount of ground to

t

cover from the point at which, in <he Interpretation of

Dreams, Freud reveals his own reluctance to engage in
'lengthy discussions of the psychology of unconscious

thinking' (SE V 493).

. %k kk*k

There is at this point, however, a less-fraught issue which
connects up with the discussion so far. For if the idea
of secondary revision in the dream has led us to the idea
of daydreaming, or conscious day-time phantasy, then there

is a further, natural reference in Freud's writings. I

have in mind perhaps }he best-known, and prima facie the
most direct of all greuq's contributions to the understand-
ing of art: the essay on 'Creative Writers and Daydreaming'.
It must be said, however, that -the titYe of Freud's
essay promises a good deal more than it delivers. And one
very curiqus reason for this is that Freud chooses to con-
cern himself not with writers of any critical stature but

rather with the 'less pretentious' authors of popular
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romances and high adventures: the kind of literature, Freud
suggests, in which characteristically

If, at the cnd of one chapter of my story, I leave

the hero unconscious and bleeding from severe wounds,

I am sure to find him at the beginning of the next

bé;ng carefully nursed and on the way to recovery.
(SE IX 149)

It is, in other words, thé—kind of literature to which one
is hardly inclined to turn any aesthetic attention at all,
and far less could it be thought to epitomise literary

art. Freud's judgement that it constitutes a model which,
via 'an uninterrupted series of transitional cases' accomm-
‘odates all literature is just eccentric. -

The point which Freud's peculiar concern here enables
him to make is that 'the protection of a special Provid-
ence' under which the heroes of such literature are placed
has an affinity with the hallucinatory, wish-fulfilling
quality of the dJaydream. That is to say, the daydream,
like the night-dream, is predicated upon, and finds its
driving force in wishes which, if they remain unsatisfied

~

in reality, nevert@eless find glorious fulfilment in the
course of the dream. The hero of the romances and advent-
ures is indeed, Freud argues, no other than the heré of the |
daydream or night-dream - that figure of boundless privi-
lege and prerogative . 'His Majégty/éhe Ego' (SE IX 150).

There is very little to dispute in Freud's point here,

except, perhaps, that there is not an analogical relation

k)
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between such literature and the daydfeam so much as an in-
stantial one: these romances and adventures just are (ins-
cribed) daydreams. And insofar as Freud wants to add that
daydreams, in virtue of their majestic egotism, 'repel us

or at least leave us cold' (SE IX 153), then this would
precisely explain why what might be called %gaydream litera-
ture' commands no critical esteem.

But if there is little which is aesthetically illumin-
ating in connection with this aspect of the common ground
of daydreams or phantasies and (a dubious kind of) litera+«
ture, and nothing which further serves to locate the role
of phantasy in art; Freud neverthelgss does go on to make
a striking point, though it is also, for my purposes, all
too depressingly familiar. For he suggests - despite
his earlier insistence on the continuity of daydream lit-
erature with its critically distinguished counterparts -

that it is 'the essential ars poetica' to ‘'soften' the
p

egotistical character of phantasy. And he ada; that the
technique of the true artist hé%e is to bribe us ‘'by the
purely formal - that is, agsthetic - yield.of pleasure
which he offers us in the presentation of his phantasies'
(SE IX 153). But though the point about the aesthetic
bribe is intere;tingly suggestive - and I mean to come
back to it in the following chapter in another connection.

- Freud is content simply to say that the true artist's
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formal technique 1is his 'innermost secret' (SC IX 153).
Once again, the discussion is inhibited by Freud's reluct-

: vv a4
ance: to say anything about the formal features of art.

Though Freud's primary attempt in 'Creative Writers and
Daydreaming' to elaborate on the connection of phantasy

and art takes us no further forward, it is, I think, worth

.mentioning two, almost incidental points which occur in

~
the essay. The first draws attention to the temporal mode

+ of phantasy; and the second introduces an aspect of phant-

a§§ which 1leads into Freud's theory of the joke and its
relevance to the understanding of art.

,For the first, Freud discusses at some length the way
in which phantasy 'hovers, as it were, between three times
- the three moments of time which our ideation involves'
(SE Ix l47).» He has in mind that, first, some present
imprgssioﬁ releases a preconscious or unconscious wish in
the subject; second, phantasy then carries the wish back
through a memory of a childhood experience in which such
a wish had found fulfilment; and third, the wish is then
projected forQard into the future and represented in phant-
asy as once more fulfilled. And it is this threading of
present, past and future %hich suggests to Freud a formula

which might describe the writer. Thus,
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A strong experience in the present awakens in the

creative writer a memory of an earlier experience
(usually belonging to his childhood) from which
there now proceeds a wish which finds its fulfilment
in the creative work. The work itself exhibits
elements of the recent provoking occasion as well

as of the o0ld memory. (SE IX 151)

We have, in fact, already seen how some such formula is

applied in Freud's discussion of Leonardo: some present
¢

circumstance - Freud suggested the smile of the sitter
for the Mona Lisa - recalls for Leonardo the infantile

experience of his mother's highly charged affections, which
experience Leonardo then project% forward as a wish which
is fulfilled in the same enigmatic smiles of the androgyn-
ous figures of tﬁe last paintings. But we necd not only
point here to a Freudian illustration of the Freudian for-
mula. An even more direct illustration can be found, for

example, in Proust's A la Recherche du Temps Perdu. Most

obviously, of course, illustration lies in the celebrated .
flavour of a madeleine;' but, starﬁlingly, Proust himself
reflects on his own art at one point in almost the precise
terms of Freud's formula: ‘ ‘#
Il fallait...faire sortir de la pénombre ce que j'avais
senti, de la renconvertir en un eaulvaleng spirituel.

Or ce mqyen qui me paralissait. le seul, gu'etait-ce
autre chose qgue de créder une oeuvre d’ art 7 (10)

<

The second point which emerges in ‘Creative Writers and
S >

Daydreaming' is Freud's suggesti%é connection of phantasy
'\, .
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with play. And the point of course will have immediate
reference to the long employment of the idea of play in
aesthetic gdiscussion.

Freud argues that we might well look to ;:lldren's"
play éo detect 'the first traces of imaginative activity'
(SE IX 143). It is, one need hardly say, a suggestion
which has been centrally incorporated in post—Freudian
psychoanalysis: for instance in Anna Freud's work, and
in Melanie Klein's. But, Freud goes gn . comment, we
should resist thinking of the child's ;&ay as whimsical
or unserious: on the contrary, tﬂé child ‘takes his play
very seriously and he expends large amounts of emotion on
it' (SE IX 144). For Freud, the contrast with 'play' is
not ‘'serious occupation', but, rather, 'reality'. But

this is not to say that the child's playing constitutes

a failure to discriminate, or an evasion of, reality:

», FPreud writes,

In spite of all the emotion with which he cathects.
his world of play, the child distinguishes it quite
well from reality; and he likes to 1link his imagined
objects and situations to the tangible and visible
things of the real world. (SL IX 144)
And it is in this respect, Freud claims, that 'The creative
L

‘writer does the same as the child at play' (SE IX 144). (It

is interesting here, though not a poiﬂt which Freud seems

to have in mind, that, through the connection of phantasy

and play, and ih virtue of the fact that playing neither
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100
o
necessarily involves a failure to discriminate reality
nor an evasion of it, the artist's use of p@antasy in his
art 'need not commit him to the painfully unreal world of
the neurotic.)

To elaborate: the child's play must, with approaching
adulthoéd, give way to imaginative activity whose pleasures
can be indulged without the shame of appearing just child-
ish. And one very obvious substitute for play in this
respect is phantasy: it may be thought a continuation of
play which, though it retains the pleasures of play -~

and Freud comments that 'hardly anything is harder for a

man than to give up a pleasure which he has once experienc-

ed" (SE IX 145) -~ nevertheless conceals those pleasures
from others, But then any reproach which residually

attaches to the continuation of play in phantgsy will not
be directed upon the artist to the degree éhat he intef—
weaves phantasy in such a highly-regarded activity as art.
Art might be said to be, in this respect, the most powerful

-

Freud inclines to go further here and to say that the-

éleasure which the artist provides is in the nature of an
'‘incentive bonus' or a 'forepleaéhre' - and this of course
is connected with the idea of ‘the artist's aesthetic bribe.
He writes,

In my opinion, all the aesthetic pieasufe wﬁich a

creative writer ‘affords us has the character of a

.
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of a forepleasure..and our actual enjoyment of an
imaginative worKk proceeds from a liberation of tens-
ions in our minds. It may even be that not a little
of this effect is cdue to the writer's enabling us
thenceforward to .enjoy our daydreams without self-
reproach or shame. (SE IX.153)

As Freud then adds, 'This brings us to the threshold of new,

interesting and complicated enquiries'; but though he imm-

ediately goes on 'but also, at least for the moment, to

the end of our enquiries', the stage, I think, is now

quite well set to consider his theory of the joke, For,

it turns out, alongside phantasy, one of our adult sub-

stitutes for childish play is the activity of making jokes:

joking as we shall see is, for Freud, a form of developed

play. And it is in the course of Jokes and their Relation

to the Unconscious that we shall find Freud elaborating on

a good number of the suggestive points I'have here consider-.
ed. Indeed, Freud himself wanteé to claim that 'The first
example of an application of the analytié mode of thought
to the problem of aesthetics was contained in my book on

jokes® (SE XIV 37),

*kkkk

¢Con51deratlon of the dream has eventually led to the re~

A}

1ntroduct10n of the idea of phantasy in relatlon to art,

and in turn, through theé essay on 'Creative Writers and
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Daydreaming' this has led to the suggestion that we might
look to Freud's théory of the joke in seeking a psychoanal-
ytic approach to art. But there is a considerabiy more

important reason for now turning to Jokes and their Relation

to the Unconscious. For, in connection with Loth the theory

of neurosis and the theory of dream it has been a specific
and crucial theoretical problem, wvhere the unconscious- inner
world can be thought relevant to art, to determine how it ig
possible for the artist to manipulate his phantasy in art-
istic form - how he can exploit unconscious processes in

the direct service of his art. It is in Jokes and their

Relation to the Unconscious that we first begin to see

this kind of manipulation and exploitation advanced as a

general theoretical possibility.
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3 ART AND THE JO0OKE

The inner worlds of neurosis and dream, I have argqued,
serve as no secure foundation in aesthetic discussion.

But there is, perhaps, one evident respect in which this
might have been foreseen. The formulation is .crude, but
mental pbenomena such as neuroses and dreams are more
naturally construed as events or reflexes within the psych-
ic domain than as acts or undertakings. If we turn now

to Freud's theory of the jo&e this particular drawback

is not so apparent. As it is said, we make jokes; neur-
oses and dreams simply happen to us. In this respect,

at least, there is a prima facie more plausible connect-

[y

ion between art and the joke, for the work of art,” what-
ever else it is, is the object of intentional and purpos-
ive activity, both the artist's and the Spectatof's.

But before I address the sometimes intimidating com-
‘plexity of Freud's account of the joke in those respects
in which it is clearly different from such formations as
neurosis or the é;eam,'it will no doubt be useful to est-

ablish some degree of continuity with the discussion so

far.

In the course of reading the proofs of The Ihterprétation

of Dreams, Freud's colleague, Wilhelm Fliess, was,led to

103
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remark that many of the drecam interpretations seemed excess-
ively amusing (vide SE IV 297n; SE VIII 173n). Freud,
though, was very ready to acknowledge this peculiarity:
only, he insisted, it was not the drecam-interpreter who
should be held responsible for this impression, but rather
the dreamer himself. The interpretation of a dream seeks
only to uncover the dream-work vhich modifies the dream-
thoughts, and if the interpretation itself seemed to be
'in the nature of a joke;; then this, Freud claimed, could
only be because, in the end, ‘'the dream-work operates by .
the same methods as the joke' (SE VIII 173).

’ It was, then, natural for Freud to follow his study of
the dream with a study of the joke, and proper that his
first concern, in the most extended section of Jokes and

their Relation to the Unconscious, should be to confirm

the suggestion of an affinity between the dream~-work and
e

.the methods of the joke, or, as he came to call it, ‘the

joke-wbrk'. And indeed, ,through a careful survey of a
prodigious number of jok¢s, Freud is Ied to conciude that
*the joke-work and the &r —worklyggt,‘at least in some
essential respect, be identipai' (SE Yiﬂl 165k. .That is
to saf, it appears that the same unébnscious processes

of condensation, displacement and representation are as

‘much manifest in jokes as .they are in dreams. (I shall

here spare myself the solemn labour of a recitation of

-
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jokes in order to support Freud's conclusion (1).)

Alongside this view of the essential identity of the
joke-work and dream-work,-Freud presents another which is
of greater immediate interest. And that is that, not only
are the processes of condensation, displacement and repre-
sentation apparent in jokes, they  are, moreover, essential
to any joke's being one. To demonstrate this, Freud con-
ceived of the o?eraﬁion of 'reduction', as he called it,
an operation which roughly parallels the aim in inter-
preting a dream. That is,ajust as it was the ;1m of the
dream-interpretation to 'undo' the dream-work and thus to
expose the dream-thought, so, too, the reduction of a joke
consisted in undoing the joke-work , thus exposing the
fully elaborated joke-thought. But invariably, Freud
found, once the jdke had been reduced in this way, it no
longer seemed funny. To illustréte: Heine's delightful
character, Hirsch-Hyacinth, reported that he had been
received 'famillionairely' by the wealthy Baron Roths-
child; but in this case,.once,the work of condensation
has -been uﬁdone, what is exposed is the perfectly indiff-
erent thought fhat’éhe poor lottery agent had been receiv-
ed 'familiarly' by the ‘'millionaire’ Baron (vide SE VIII
12-13; 16-21).

As soon as it is clear that the work of the unéohscioué

processes is no merely adventitious feature of the joke, then,
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Freud suggests, it is not unnatural to supposc that the joke
mighﬁ be formed on rough analogy with the formation of a
dream. That is, where, in the case of a dream; a dream-
thought is given over to unconscious revision, then if we
were to think of a joke-thought as similarly given over to
unconscious revision this would ‘'present the same outcome
that we can observe in jokes' (SE VIII 166). It is out

of this suggestion, with a number of appropriate adjust-
ments, that the. famous Freudian formula for the joke em-
erges: namely, that in the joke 'a preconscious thought
is given over for a moment to\ﬁhconscious revision, and
the outcome of this is at once grasped by conscious per-

ception' (SE VIII 166). ) .

This summary account is intended only, as I’g d, to
establis? some degree of continuity with the precgeding
discussion. It constitutes little more than a preface

.to what I take to be the principal source of intepest in

-y

Freud's theory of the joke -~ the interest whichyw I think,
will enable us to further the aesthetic discussion. For
if it so far seems that the joke is a psychic phenomenon
whic§ largely resembles the dream, it quickly becémes
apparent how radically unlike the dream, or a neurotic

symptom, it really is. And it is to the lack of resemb-

lance that I now want to turn.

*kkkk
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The gencral plan of the argumgpt from this point will be
to charactcri;e the exact nature of the joke's attachment
to and use of the unconscious processes of the mind. But
i; will not be possible, I fear, to set out the argument
in any apparently systematic or continuous manner, for
"often where it is convenient to focus on one or another
feature of Freud's theory, a proper articulation of that
feature turns out to depend upon a recognition of the shift-
" ing perspectives which Freud tends to employ. If this
rénge of perspectives serves to enrich the theory of the
joke, then it also makes it seem excessively dense. So
it will be usefu)] here to outline the principal junctions of
the argument I intend.

First, I shall try to show, though it is true that
unconscious revision in the case of both the joke and
the dream serves to effect a digtortion of the thoughts
which underlie them, the distortion in the case of the
joke cannot be so far-reaching as in the dream, for the
joke, as an essentially social phenomenon is bound, in
a géy which the dream is not, to respect the condition of
its sociality. But this point imﬁ;diately leads to a
useful parallel between the joke and art with respect to
what I have frequently referred to as the social and inst-

itutional character of art.

Second, the fact that the joke is not, as it were,
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as socially irreverent as the dream must suggest a very
general difference of purpose in each case. As Freud was .
to put it, 'Dreams serve pfedominantly for the avoidance
of unpleasure, jokes for the attainment of pleasure' (SE
VIII 179). And here again a parallel with art presents
itself, for art too is directed towards the attainment of
pleasure and not the avoidance of unpleasure. Indeed,
we shall see, it is_in the course of trying to secure a
characterisation of- this feature of the joke that Freud
himself introduces the aesthetic parallel.

Freud's reference to aesthetic theory here, however,
adds a new complexity to the discussion, in two respects.
In the first place, his claims tend to drive us too quickly
and too deeply into the domain which it is my purpose to
establish as common to the joke and art, and, moreover, at
a point which is itself dif%icult of access. Here, then,
I shall seek some retrenchment in drawing upon my favoured
association of Kant and Freud in order to identify the
central issues more clearly. In the .second placé, oﬁce
Freud has suggested construing our pleasure in the joke in
terms which are more or less inherited from aesthetic theory,
he begins to retrace his account of the joke in a new pers-
pective. That is, he now produces a further classification

of jokes, not now with respect to the different techniques

of the joke-work, but with respect to the variety of ways
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in which the elecment of play manifests itself in jokes.

At this point, the new perspective enables us to A
advance the aesthetic discussion a little further in’twé
interesting respects, cach connected with the two pginciples
which Freud regarded as Operative‘in joking. The first he
calls 'the principle of the confusion of sources of plea-
sure', and the second, 'the principle of forepleasure'.
Lach of these is dircctly connected with the matter of
the artist's aesthetic bribe, to which I drew attention
in the éiscussion of 'Creative Writers and Daydreaming'.

Finally, though it will, I hope, be apparent how
fecund Freud's theory of the joke is from the aesthetic
point of vigw, certain theoretical difficulties remain.
For though it is~€lwar that in the joke there must be
a good deal of exchange between conscious and unconscious
processes, it continues to be problematic as to How, in
theory, this might come about. I shall conclude then
with a further discussion of this issue which has, in a
number of ways, constituted a principal difficulty in
securing a solid foundation for the understanding of art

within Freud's early theory of the mind.

*kkkk

The dream, we have seen, is 'a completely asocial mental

product’. The joke, on the other hand, is 'the most social

o
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of all the mental functions which aim at a yield of plea-
sure' (SE VIII 179). What Freud has in mind here is,
first, the evident fact that we tell jokes to others. But
it is not, he urges us to think, merely a contingent fact
that we do. There is a further fact to which he draws
our attention: namely, the fact that we cannot laugh at
our own jokes, or at least that we g;nnot until others
have started to laugh (though I think one has to add a

further qualification here to the effect that we cannot

laugh at our own jokes unless we anticivate the laughter

©f others). These two facts Freud brings together in

the claim that 'We are compelled to tell our jokes to.
someone else because we are unable to laugh at it our-
;selves' (SB:VIII 156). In other words, Freud argues,

the joke is incompletely realised as a joke (for the joker)
until, in telling it to others and in occasioning their
laughter, the joker himself can laugh. The joker's
laughter at his own joke'is, as Freud liked to pgt itQ

quoting Dugas, really a laughter 'par ricochet', and iﬂ\“

this respect the joker depends upon a social context if
he is to'realise the pleasure for the sake of which he
makes the joke.

There are a number of issues which Freud's thesis
here introduces: fér instance, why is the lauéhter of

the joker's audience in some sense causally efficacious
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in the realisation of ﬁhe jokexr's own‘pleaéure‘? And why
is it, in the first place, that the joker is in nced of
such prompting ? But I think these issues need not
immedigtely concern us. - For the first, Freud does indeed
supply highly elabo;ate terms in which to construe the
gausal'efficacy of the audience's laughter, but these terms
tend to derive from his earlier theoriecs concerning the
absolute’economy of energy within the mental apparatus;

and these theories, in connection with the activity of
joking rather than with the largeiy‘mechanistic accounts

of neurosis or the dream, give rise to certain distract-

" ing anxieties (2). For the second, it" will only. become

apparent why the joker islunable to laugh at his own joke
when, a little fater, we come to éonsider the kind of plea-
sures which are embodied in joking.

For the moment what is of the first importance is that
to the degree that the joker depends upon a éocial context,
then it follows that he cannot allow his joke to be more
than minimally distorted‘by ghe unconscious processes af
the joke-work. Obviously if he is to secure the’co—bpérat-
ion of his audience then he must make concessions, to in£—
elligibility. As Freud puts it,

The condition of 1ntelllg1b111ty is...binding upon

(the joke] ; it may only make use of a possible

distortion in the unconscious through condensation

and displacement to the point at whlch this can be .

set straight by the third person's understanding.
(SE VIII 179}
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Clearly this points to a radical difference between the joke
[
and the dream. For, to recall, &

not only does [the drcam] not need to set any store

by intelligibility, it must actually avoid being

understood, for otherwise it would be destroyed.

N (SE VIII 179)
x_

The issue here conveniently allows the re-introduction
of the vital aesthetic consideration concerning the sociality
and institutionality of art. iThat is, one aspect of the
difficulty of taking either neurosis or the dream as a model
for art was that in each case the contributions of the un-
conscious bgesses remain quite untutored by demands im-
posed e¥te#rnally, from outside the domain of the repressed
wish which stands behind either neurosis or the dream. But
such demands, it appears, are intrinsic to the successful
joke.

Perhaps the most revealing way in which tb consider the
parallel in this respect between the joke and art is in

\
reference to a remark Freud once made in a letter to his
friend, the artist Stefan Zweig. Freud wrote,

as-a critic, one might still be entitled to say that

the concept of art resisted an extension beyond the

point where the quantitative proportion between un-
conscious material and preconscious elaboration is

not kept within a certain limit. (3) ‘

To put it in the terms I employed earlier, the artist, we
want to say, exhibits a greater command. and mastery over
his material than the models of neurosis or dream allow:

-

for in each case, the dominance of unconsciocus material
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over what can intelligibly be made of it is particularly
forceful.  But with the joke, the quantitative proportion
between unconscious material ithe contributions of the
joke-work) and the preconscious elaboration (the expression
of the joke under the condition of intelligibility) is
kept within that limit which, Freud suggests, is appropr-
iate with respect to the concept of art.

At this point the parallel between the joke and art
can help us to see something of deeper significance. For
if it has sometimes seemed that the argument concerning
the sociality and institutionality of art is enforced by
very general considerations about the use of the concept
of art, and makes no special contribution to the under-
sténding of the artistic process itself, then this can
now, to some extent, be rectified. For, in the case
of the joke, we can see much more readily what it is that
is involved in the joker's accommodation of his joke'to
a social context, The distortion in the joke must be °
such that it can be 'set straight' by the joke's audience:
but that this can occur is imﬁortanply a function of how far
the distortion in the joke already respects the medium of
its expression. For it is with reégep;ntg’the exigencies
of the (linguistic) medium itself that condensation or
displacement is readily reversible. To jlipstrate -
and I borrow here from Ernst's Gombrich'§ essay on 'Freud's

P ]
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Acesthetics', in whic¢h he argues a similar point - we

~~

might consider Hilaire Belloc's witty little rhyme,

When I am dead, I hope it may be said,
His sins were scarlet but his books were read. (4)

The point is that it is the nature of the linguistic medium
~ here, the fact of the homopgony of 'read' and ‘'red‘' -
which permits the fusion of two.trains of thought in an
amusing and‘readily intelligible manner. (17 should con-
trast this, for instance, witﬁ a made-up word like 'Auto-
didasker'.) As Gombrich puts it,
Puns are not made: they are .discovered in the lang-
uage, and what the primary process does in Freud's
account of the joke 1is really to facilitate this
discovery by its rapid shuttling of assoeciations. (5)
In other words, what the model of the joke provides here
is not only a means of seeing in what respects the artist
might be thought to be ih command of his material, but also

how this at the same time constitutes a mastery of the med-

ium in which it is expressed. And this is crucial: for

‘it is a perpetual temptation in the search for a psycho-

e

analytic aesthetig - *and not only here - 'forrthe med-

“ium of expression in art to become quite transparent and

evanescent, as if it were perfectly indifferent whether

the artist chooses to express himself in paint or in stone

or in words. I drew attention to the aesthetic absurdity
of this temptation in the Prologue, and I indicated there

how, when we come to consider the work of Adrian Stokes
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the temptation never arises, and how consideration of the
medium of art is itself a central part of his psychoanaly- '
tic aesthetic. I shall,then,réturn to the point at much
grecater length later.

There is a further éeneral connection which might be
made with respect to this point. I have talked a good deal
about the way in.which Freud's contributions to the undef~
standing of art are inhibited by his own reluctance to say
much about the formal aspects of art. But the theory of
the joke seems t6 release us to some degree from those in-
hibitions. For the aspects of the joke which I have been
discussing suggest, as again Gombrich has put it, that
*What the\joke owes to the unconscious is not so much its
content a;>its form' (6). j The joke, as it were, wrenches
from the unconscious what, we have seen, merely saturates
neurosis or the dream,vand it does so in order to secure
a particularly attractive form for the jokerthought. In
this the joke éppears to constitute a promising model for
art“insofar as, for the first time, we seem to have some
theoretical resource for ﬁalking of the contributions of
unconscious processes to formal technique, though of course
we have yet to see whether in fact Freud's theory of the
joke clearly makes out, ;n terms of the theory of mind,

the possibility of this kind of manipulation.

xkk k%
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To the degree that the joke is significantly less socially
irreverent than the dream, this guickly suggests a deep-’
lying difference of respectiYe purposes. To put it crudely,
while distortion in the joke must permit intelligibility,
distortion in the drcam must prevent it.

The asymmetry here is readily understandable if'we
recall for a moment the psychogenesis of the dream (and
much the same may be said about the psychogenesis of the
neurotic symptom). The dream, that is, occurs as the
(hallucinatory) fulfilment of a (repressed) desire. But
since Fhe repressing fqgces\are not wholly inactive even

~

in the state of dreaming, the desire finds expression only
in disguised‘foré. And we can add here that if the desire
could not find even so attentuated an expression (or if the
disguise were not sufficiently effective) then something
malignant might (for instance, the.distress in being awoken
by a bad dream which penetrates defences too forcefully).
In this sense, then, 'dreams serve predominantly for the
avoidance of unpleasure' (SE VITII 179)

On the other hand, the joke occurs, as it were, quite
gratuitously. . It is not, for example, the egprgééioﬁ'of a
repressed desire (though, as we shall see with respect to
what Freud called 'tendentious jokes' it might express'é

thought which would otherwise be suppressed or repressed).

Indeed, far from seeking to avoid some possibly malignant
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condition, the joke actually serves to bring about a ben-
ign one. In this sense, jokes 'serve predominantly for
the attainment of pleasure' (SE VIII 179)

Once this fundamental differcnce of purpose between
the joke and the dream (or a neurotic symptom) is made
clear, an obviocus aesthetic parallel suggests itself.

For it is natural to think of art itself as gratuitious

in the same.way as the joke: art too is, as I said, dir-
"ected towards the attainment of pleasure and not to the
avoidance of unpleasure. Such a general affinity of
course does not take us very far. But, it becomes appar-
ent, there are highly sPecific points of comparison betw-
een art and the joke which emerge here. And it is Freud
himself who is at this point led to draw upon the resources
of aesthet}q theory in order to characterise the pleasures
embodied in joking. What he has in mind is that the joke
stands under the generai condition which, he suspects,
'gove£n§ all aesthetic‘ideation': namely, that

If we do not require our mental apparatusgat the

moment for supplying one of our indispensable satis-

factions, we allow it itself to work in the direct-
ion of pleasure and we seek to derive pleasure from

its own operation. (SE VIII 95-6)
vaidently'&hat lies behind Freud's suspicion here is an
established a€sthetic tradition.. And it is, I think as

evidently, the Kantian aesthetic tradition. It might, then,'

be useful to elaborate Freud's claims about the joke with
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reference to the tradition. (In this, specific confirmat-
ion may be found for the claim discussed in the Prologue
that ideas developed with particular clarity in the Kant-
i1an aesthetic tradition are seen by Freud to characterise

the procedures of mental life more generally.)

It was the principal alm of the Kantian aesthetic tradition,

to recall my remarks in the Prologue, to explore the cond-
Y

ition of the mind in our experience of art. And Kant him-

self was particularly concerned to explain in these terms

the pleasure which 1is expressed in an aesthetic judgement

('the judgement of taste'). Thus, for Kant,

The quickening of both faculties (imagination and

understanding) to an indefinite, but yet, thanks

to the glven representation, harmonious activity

such as belongs to cognitidn generally, is the

sensation whose universal communicability 1is post-

ulated by the judgement of taste. (CJ 60)

It will be convenient to examine the view with respect to
two separable claims which it embodies,

First, Kant wants to say that the mental state in a
‘pure aesthetic Judgement is one in which, with respect to
the representation of the object, the powers of represent-
ation (that is, the imagination and the understanding) are
felt to be engaged in 'free play' (#de CJ 39, 58, 88, 107).
That 1s'to say, the mind is not here directed either by

-

- - " 1
a conceptual rule (as, for example, in a cognitive Judge-
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ment) or by the will (as, for example, in a moral judge-
ment) . The aesthetic judgement is, to use the famous
locution, 'disinterested'; or, in my terms, 'gratuitous'.
Second, Kant goes on,~our particular pleasure in
this mental state arises from the way in which, though
the imagination and the understanding are undirected and
engaged in an 'indefinite' activity, they are nevertheless
felt to be in harmony. Our pleasure, theh, consists in
our feeling that our mental faculties are in fundamental
mutual accord.
To return now, in parallel, to Freud's view of thew "

joke: first, Freud argues that while dreams ‘retain their

‘connection with the major interests in life' - in virtue,

one supposes, of the continuity of the desires which prompt
the dream in life generally - jokes, on the other hand

do not: rather, they are predicated upon 'the mere activ-

ity, untrammelled by needs, of our mental apparatus' (SE VIII

179). In other words, our pleasure in the joke is, for
Freud, disinterested - or gratuitous - in much the same
way as aesthetic pleasure is for Kant. Second, Freud has

it, our pleasure in the joke arises from the mere undirect-
ed or disinterested‘activiéy of our mental apparatus - from
the free play of the ﬁind, as Kant would put it.

What is interesting here, I think, is the way in which

Freud's claim about the origin of our pleasure in the joke
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is much simpler, more direct and morg accessible than the
corresponding Kantian claim. That is, for Freud, our plea-
sure arises directly out of the mere free-play activity of
the mind, and not, as for Kant, mediately, through the way
in which this free-play activit? makes us aware of the
'harmony of our faculties'. This is extremecly convenient
of course, for the Kantian idea of there being a harmony

of our mental faculties which harmony we come to be aware
of- as a specific feeling of pleasuré is notoriously obscure:
it is a dizzying kind of self-awareness which takes as its
object, not any particular content in the mind, but rather
the faculties of the mind itself; and it is not at all
obvious that this awareness should in itself bexfelt as
particularly pleasurable. (Actually there is, I think,

\
something overdetermined about Kant's thesis in this res-

pect. For at two points in the Critiqgue of Judgement he
suggests that the free play activity of the mind is in i£—
self a dirgct source of pleasure (vide CJ 164; 197).)

It is not yet of.course clear why Freud thinks that
the free play activity of the mind is a direct source of
pleasure in the joke. But then his answer has already
been intimated in the discgssion in the previous chapter
of the essay on 'Creative Writers and Daydreaming'. It
is just that this free play activity of the mind in joking
restores the liberties of an abandoned childhood activity:

4
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the activity of play itself. Joking is, for Freud, like
phantasy, a form of 'developed play' (SE VIII 179), and
as such its particular savour lies in the way in wgich an
intense childhood pleasure is allowed to re-assert itself
in acceptable form, without the shame of appearing simply

to revert to childhood activity

Before I go on to consider Freud's views of the nature and
role of play in joking, and how far these views may be
brought to bear on the understanding of art, I should

make clear that my concern, in parallel with Freud's,

is with the way in which the idea of play might be useful
in characterising the pleasures of art. It is no part

of my concern to maintain that art itself can be construed
as a form of play. Indeed this is a thesis which has
had some currency in aesthetic theory, but, at least in
one of its forms, it is guite unacceptable. That is, it
is sometimes maintained thaf artistic activity is 'free'
in the sense that it is unstructgred, and that in this
respect it resembles play. But this at once misrepresents
both the idea of art and the idea of play. In the first
place it misrepresents art insofar as, I have repeatedly
argued, the artist is constrained by the conventions and

expectations which constellate in the social and institut-
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ional character of art. In the second place it misrep-
resents play, at least as the term is employed in psycho-
analytic theory. For example, it will be recalled, the

contrast Freud intended with the idea of play was not with

'serious occupation' - that is, some highly specific,
™~
structured activity - but rather with 'reality', conceived

of as that which engages our fundamental interests in the
efficient conduct of our lives.‘ The point is crucial,
for if the idea of play were thought of as the idea of

an entireiy free and unstructured activity, then of course
it 1is inconceivable how it could come to be gegarded as
exhibitiné '‘the first traces of imaginative activity',

as Freud suggested, or how it could come to have a central
role in post-Freudian analysis of children: it is in
virtue of the structure of the child's play that the
analyst is alone able to identify the structure of the
child's inner world. The point is that if play contrasts
with reality it is not because play is unstructured and
reality is, but because play has a different structure
from reality. Similarly, the free play activity of the
mind in art contrasts with the normal operation of the
understanding not because it is unstructured, but because
it has a different structure.

We might in fact return to Kant for a final word on

the matter. For though of course Kant was very much exer-
) : :

L
e
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cised by the idea of freedom in art, he was clea? in insist-
ing that this freedom should not be regarded as an absolute,
unstructured frecdom - as 'mere play'. lle writes,
It is not amiss, however, to remind the reader of
this: that in all the free arts something of a
compulsory character is still required, or, as it
is called, a mecnanism, without wnich the soul,
\which ¥y art must be free, and which alone gives
life to the work, would be bodyless and evanes-
cent (e.g. in the poetic art there must be correct-
ness and wealth of language, likewise prosody and
metre). For not a few leaders of a newer school
believe that the best way to promote a free art

is to sweep away all restraint, and convert it from
labour into mere play. (CJ 164)

The freedom of the soul in art - .and this is one way

in which to identify my object in talking of art and the -
representation of mind - 1is not, for Kant, a freedom
which evades the 'compulsory character' of art - roughly,
I take it, those exigencies to which I have drawn attent-
ion in terms of the social and institutional structure of
art. And this is no less the case when that freedom is
given articulation in the idea of play in the psychoanal-

ytic sense.

*kk ki ~

Once Freud has noted the importance of the role of play
in the joke, he attempts an interesting account of the
genesis of the activity of joking. Thus,

If we now survey the course of development of the
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joke, we may say that from its beginning to its per-

fecting it remains true to its essential nature. It
begins as play, in order to derive pleasure from the
free use of words and thoughts. As soon as the streng-

thening of reason puts an end to this play with words
as being senseless, and with thoughts as being non-
sensical, it changes into a jest, in order that it may
retain those sources of pleasures and be able to ach-
leve fresh pleasure from the liberation of nonsense.
Next, as a joke proper, but still a non-tendentious
one, it gives assilistance to thoughts and strengthens
them against the challenge of critical judgement, a
process in which the 'principle of confusion of sources
of pleasure' is of use to it. And finally it comes to
the help of major purposes which are combating supp-

* ression in order to 1lift their internal inhibitions
by the 'principle of forepleasure'. Reason, critical

judgement, suppression - these are the forces against
which it fights in succession. (SE VIII 137-3)

Embodied in this account of the genesis of joking there is
a‘néw kind of classificqtion of jokes themselves, not now
in terms of the techniques which they employ, but rather in
terms of the variety of ways in which the element of play
manifests-itself in different kinds of jokes. Let us look
at this in detail.

’ " There are, essentially, three levels 6f joking, each .
of which involves some modification of the original role

of play. First, at the lowest level, is the jest or

pun. Here, all that ig required to satisfy the proscript-
ions of a developed sense of reason is that the play with
words gﬁould not be mere childish babble but should at
least express a moderately coherent thought. For example,

Freud cites Rokitansky's jest about the‘occupation of his

N .
sons, two of whom were doctors and two singers: 'Two heilen

-
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(= heal)', Rokitansky is alleged to have said, .'and two,.
heu¥en (= howl)' (SE VIII 130). The pleasure hese lieé
in the similar sound of the  two words, and it is of much
the same order as the’?lqasure the éhild gets from his
arbitrary association of words because he finds them aur-
ally satisfying. But there is'al;o a moderately coherent
thought in Rokitansky's jest which support§ the playful-
ness against objections bf reason.

At a slightly more sophisticated level is the innoc-
ent joke; which still operaﬁes more or less directly in
termé of the pleasuf@® to be derived from élay, butiwhich
seeks further to ;olemnise or sanction the play in present-
ing a thought which is itself of sone degree of interest:
that is, wﬁich'is more than merely a cohérent thought. For
example,”Freud cites the politician‘s\remark concerning the
solidarity of his ministerial cabinet: 'How can Qe einsteh- o
en (= stand up) for one another when we can't ausstéhen (= =
stand) one another' (§§_y;§£ 131). Again there is an obv;
ious pleasure in the playful association of similar-sound-
words, but there is alsé here a thought of substance: namely,
about the possibility of mutual support where there is no
mutual sjﬁpathy. Interestingly, however, there is some
qonfusionmhere about how far our pleasure lies in the play-
fui quality of the joke, and how far in the thought itself.

As Freud puts it, the joke makes a 'total impression of en-
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‘or obscene nature. And here the element of play is used
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jéyment' on us in such é way that we cannot readily identi-
fy the source of our pleasure. And in this respect, the
joke-thought evades the solemn tests of critical reason.

Third, and at the most sophisticated level 15 the
tendentious joke. But here there is what amounts to a
reversal of the role of play as it operates in both the
jest and the innocent joke. For in -this case inhibitions
are raised not only by the playful element in the joke
itself but also by the thought which it expresses: char-
acteristiq&lly, for Freud,\a thought which is of a hostile

.

to disquise, or to divert attention from, the hostility

- :
or obscenity. The element of play, as Freud puts it,
constitutes a kind of forepleasure which assists the
emergence of the thought and thus liberates a further
pleasure in the expression of what might otherwise be
proscribed. And_here, once again, there is that same total
impression of enjoyment which leaves us confused about the
exact source of our pleasure. So, for example, while
there-ié a strong element of hostility in Dylan Thomas's

description of the fat man who ‘wears three double chins

at the-back of his neck', the playfulness of the descrip~

" tion assists the hostility, and the real source of our

pleasure is sufficiently unclear for us to feel no scruple.

If we now recdll a matter which I mentioned egrlier,
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it wi}l perhaps be clearer what it is that constrains the
Joker in not laughing at his own joke - at least until
others have l?ughedu For in the case of each of the three
levels of joking which Freud identifies,‘the impulse to
make the Jjoke stands under certain kinds of general inhib-
ition: inhibitions of reason, inhibitions of critical
sense, or stronger lnhibitions of moral sense. The Jjoker
thus uses his audience's laughter at his joke to overcome
those Imhibitions and to sanction his own laughter. The
embarrassment at making a joke yhich no-one findsifunny,
we migﬁt tﬁen say, is not so muéﬁ the embarrassment of
lacking a sk;ll, but .rather of appearing silly (in making
a nonsensical pun), or of appearing pointléss (in elabor-
ating a joke around and uninteresting thought), or of
appea%ing offensive (in making a particularly crugl or a
grossly obscene joke). 4

Dhé{fole of play in the Jjoke, then, is a complex
ma?ter, and of course 1fs complexity is increased when we
rééognise ﬁhat Freud's identification of the three levgls
of joking is, aﬁd I think is intended as, rather artifici-
ally systematic. Clearly the separation of the jest from
the lnnocent joke is vague {n terms of some such notion as
« 'eritical interest', and critical interest itself may well

embody a tendentious purpose. Indeed, I shquId)say, we

find those jokes most satisf g which combine a clever
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play on words with both a pointed thought and a more or less

tendentious purpose. (Oscar Wilde was a master of the mode.)
The same kind of complexity, it seems to me, attends

the role.of play in art. And perhaps the most useful way

to introduce this 1s in reference to the two principles, the

principle of confusion of sources of pleasure and the prin-

ciple of forepleasure, which Freud regards as operative in

&

Joking.

ERXER

-

What I want to’suggest is that what Freud sees aé the essen-
tial confusion and equivocality upon which the joke depends
parallels that condition of the mind which Penders the artic-
ulation of our aesthetic experience so difficult. To return
to a éheme of tpe Prologue, we cannot expect 'the lucidity
that is rightly demanded elsewhere, where the subject is cog-
nition by concepts', as Kant was to put it (CJ 7). And
Freud's point about joking can perhaps lead us-to see why
this might be so.

Illustration is avgilable, I think, 1f we consider two
not uncommon forms of aesthetic complaiht which are sometlmes
registered against certain works of modernist art. For the

complaints seem to bear witness to our attachment to
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something like the principle of the confusion of sources
of pleasure with respect to art.
It is sometimes objected that, for example, Claes
Oldenburg's 'soft' works of art (his Soft Tub (1966), say
- a bathtub fashioned in vinyl and kapok), or Roy Lichten-
stein's 'comic strip' art, are too frivolous, too playful
to countv;s art. On the other hand - and this is perhaps
just the obverse side of the first objection - 1t is said
that such art 1s-too vigorously divorced from 1its artistic
motive: It ends up as a mere gestural illustration of a
theoretical point, not as the artistic embodiment of the
‘point. This last, I take it, is part of the drive of Tom
Wolfe's recent essay, 'The Painted Word', in which he com-
pléﬁns tgat 'frankly, these days, without a theory to go
with 1t I can't see a painting' (7).

The objections,gso far, are more indignant than per-
suasive. That is, we are offered no clear reason why play-
fulness in itself is aesthetically Pnacceptablé, nor why
1llustrative reference to a theéry‘is. But perhaps one
way in which to construe the motive of the objections is to
think of them as. equally dependent upon the aesthetic assump-
tion that no work of art should so readily fesolvé itself "
e{ther in terms of playfulness or in terms of a supporting
theory. 1In other wérds, we might think of'the aesthetic

égs&mption as an analogue of the expectation that a Jéke should
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make a 'total impression of enJoyhent' suéh that we remain
unclear about the exact source of our pleasure. And the
reason for this assumption is perhaps indicated by Freud's
aqalysis of the joke. For as much .as wé object to g Joke

on the grounds that its playfuf;ess offends mature feason,

so too we might object to playful art - there appears to

be nothing to sanctigpgthe play. On the‘'other hand, as much
as we object to a Jd&e on the grounds that its playfulness
fails to disguise a non-Joking purpose, so too we might object
to art which toq obviously refers us to a theory - there
appears to be nothing to sanction that purpose. In each
case, in other wbrds, aesthetic resistance arises ;n vi;tue
of a lack of confusion or equivocality in our experience of
the art. And this kind of resistance is by ﬁo means ?aised
oﬁly by modernist art. It is, I think, ‘whaé we have in mind
when we say that a work of art is trite, or bana}e, or super-
ficlal: it embarrasses us..like a ;oor Jjoke - \\d this em-
barrassment, I suggested, is not necessarily an eﬁbarrassment

e

at a lack of skill. -

Obviously it 1s not enough simply to say that we rely on
something like the principle of the confusion of sources
of pleasure 1n our experiencé of art. That would be 1like
suggesting that we remain content wvith the 1dea that our

experience of art is Just an inarticulate form of experience.

~
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What 1is further required here 1s an explanation of.the
exact aesthetic function of this kind of confusion. But
if we now turn to the secona of Freud's principles, the
principle of forepleasure, an explanation presents itsedc.
In fact an interesting example of the aesthetic
function of coan§ion or equivocality occurs in Freud's
brief but intriguing essay, ‘?sychopathic Characters on the
Stage'. Here Freud argues that it is not only that our
understanding of art may not be very explicit - and he
reminds us that *'After all the conflict in Hamlet 1s so
effectively concealéd that it was left to me to unearth
it' (SE VII 310) - but that in certain cases (like Ham-
let) the dramatist must actually ensure that we are to
some extent confused apout the source of our pleasure.
That is, in what Freud calls 'ésychopathological drama’
the dramatic conflict 1s essentially between a conscious
- dmpulse and a repressed one, and where the pléy is so
magisterial and widely engaging as Hamlet then it is likely
that the audience will share the repressed impulse with
the stage-~character. 1If this indeed 1s the case, then the-
more explicit our recognition of the repressed impulse the.
more likely it is to provoke a resistance or an aversion
which will effectively uhdermine our pleasure.
It is, then, Freud argues, the dramafist's problem

in presenting an abnormal or neurotic character on the stage
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- a character of course who is not simply psychotic, but
rather who touches off the springs of neurosis in all of
us - to find ways in which to avoid the resistance or
aversion, And the solution which Freud proposes here
roughly parallels what he has said with respect to the

' disturbing thoughts embodied in the tendentious joke: for
here, too, it is a question of deriving plgasure from a
thought which in itself encounters resistaﬂce or aversion.
The point is that to the degree that we are unable to make
out with any clarity the various sources of pleasure in
the psychopathological &ramﬁ (or the tendentious joke),
our attention to the disturbing thought is the moré readily
diverted by the manifest pleasures of play. The repressed
material is then, as Freud puts it, able to £find liberation
through the operation of a kind of 'incentive bonus' or
forepleasure provided by the play, and tst, 'with the
assistance of the offer of a sma;l amoynt of pleasure a '
much greater one, which would otherwise have been hard to
achieve, has been gained' (§£_g£££ 137)

At this péint we are returned to the thesis embodied
in 'Creg}ive Writer's and Daydreaming': namely, Freud's
suggestion that all aesthetic pleasure is in the nature of
a forepleasure which opens ﬁp the way for a greater pleasure
emanating from a deeper psychic source - to the i@ea of

‘ the aesthetic bribe, as I called it.. And we see particul-
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arly clearly with respect to a play like Hamlet why it is
that the dramatist is compelled to offer us the bribe, and
in what the bribe consists. Parricidal and incestuous
phantas;es are of course for Freud the common, repressed
burden of the human condiFion, and in this respect we would
resist a Hamlet who too explicitly represents them for us.

But by precipitating us headlong into the play-action

" through the formal‘techniques which give us the sense of

vitality and drama, Shakespeare diverts our attention from
the nature of Hamlet's phantasies. We are bribéd, but too
immersed in the play to be able to take note.

It might be said that Freud's view of the aesthetic
bribe is not so strikingly novel: it is simply a form of
the familiar belief in the cathartic value of art: the
belief that art, of‘aﬁ least some art, prompts in us the
release of otherwise restrained féeling. Doubtless there
is an affinity here, but it seems to me the real value of
Freud's di;cdssicn lies'in his identification of the part-
icular mechanisms by whicﬁ the cathartic release is effected.
For it is often left unclear exactly how this could come
about. For -instance, it is the least satisfying aspect

of the cathartic thesis that it is too often assumed that

it is our distance -~ the fact that we willingly, and know-
ingly, suspend our disbelief - from the dramatic represent-

ation which permits the release of feeling, as if the distan-
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ce were our security. The trouble with this assumption of
our security from the hero's dangers is that it too easily
collapses either into'a failure to apprehend his tragedy,

or into an apprehension of his failure to be tragic: the

hero appears too alien from our own immediate concerns

for it to be comprehensible how we can be prompted to feel
anything at all. But on Freud's account, it is exactly

part of the point that it is in our being immersed in

fhe activation of the hero's tragedy while yet being un-

able to 'take stock of what is happening' (SE VII 309) that.‘?
we are offered that forepleasure which assists the liber-
ation - the cathartic release - of what our psychic
energies otherwise try to hold in check. We are, on -
Freud's account, wholly ‘engaged with the hero, and as

mpch as the hero is blindiy impelled into his tragedy to
discover it too late, so too are we. And that, surely, is
the point of tragedy. At the same timei however, it explains

‘how we can take pleasure in it - just as we laugh at jokes

whose purpose might otherwise offend us.

khkkkk

At the start, I pointed out one obvious respect in which the
_joke, more readily than either a neurotic symptom or a dream,

seemed to recommend itself as a significant aesthetic model:
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the respect, that is, in which the joke is morxe naturally
brought under the concept of action than event. As I ind-
icated, we think of ourselves as making jokes, not of jokeé
simply happening to us, as a neurotic symptom or a dream
happens to us. And indeed, it has turned out, much that
has made itself available to the aesthetic discussion stands
on just this point: for example, with respect to the con-
trolled manipulation of unconscious processes in the form-
ation of the joke; or with respect to the pleasurable
intentions upon which the joke is predicated; or with

respect to the experience of confusion and ambiguity in

the hearer of a joke (in contrast with the confusecd exper-
ience of a neurotic symptom or a dream).
But what cannot be neglected is the fact that the

ideé of our making a joke turns out to be, in the terms
which Freud proposes, somewﬁét problematic. Once again,
we encounter traces of the same difficulty which arose in
the discussion of both neurosis and the dream in relation
to art: namgly,,the difficulty of whether the theory of
mind on which Freud's discussions rest clearly permits the
view that unconscious processes can be employed in the
service of an activity like art. And at this point the
difficulty becomes all iti more urgent: for I have writteﬁ

as if - as I believe in¥fact it is true - the theory of

the joke sanctions just such a possibility. That is to
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say, while the specific transformations effected by the
uficonscious processes of the joke-work are not under our
control, what is is that théy can come to have their in-
fluence in the first place. What, as it were, stands
between the joke-thought and the joke-work is an intention:
the intention to make a joke. And this, as we have seen,
is quite different from what can be said of the neurotic
symptom or the dream. For here a repressed desire finds
its way into the unconscious, through phantasy, not as

a result of any intention on our part, but because of its
intxinéically forceful need to find fulfilment.

But what seems obviou% enough here is peculiarly con-
fused when Freud begins to discuss the sense in which we
can be said to make a joke. He writes,

We speak, it is true, of 'making! a joke: but we

are aware that when we do so our behaviour is diff-

erent from what it is when we make a judgement or

make an objection. A joke has quite outstandingly
the characteristic of being a“notion that occurs to
us 'involuntarily'. What happens is not that we

know a moment beforehand what joke we are going, to

make, and that all it then needs is to be clothed

. in words. We have an indefinable fegeling, rather,
which I can best compare with an absence, a sudden
release of intellectual tension, and then all at

once the joke is there. (SE VIII 167)

And this characteristic, Freud goes on, 'fits satisfyingly
into the view of the joke-work which we have derived from

dreams' (§§ VIIX 167) .

The passage here is, I find, peculiar in a number
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of respects: most obviously, perhaps, in Freud's sudden
reversion to the relation of jokes and dreams when one
considers that so much of his concern has been with the
differences between the two phenomena. But alongside this,
there is an uncharacteristic degree of equivocation in his
argument.

In the'first place, it is a dubious assumption that

)

knowing beforehand what one is going to do or say is the
criterion for the voluntariness of the doing or saying:
the criterion, that is, of its being an action rather than,
say, a reflex. Foreknowing is largely irrelevant: for
example, I may know beforehand that I am going to sneeze,
but that does not make my sneezing a voluntary act. Pre;

sumably what Freud has in mind is not the involuntariness

of a joke, but its spontaneity. And this of course is

quite propery one does not wark at producing a joke in

the same way’that one works at producing a judgement or

an objection; or at least if one does the joke appears
appropriately laboufed. Butiif this is what Freud has in
mind, then ,there is no reason to gualify the sénse in which
we make a jocke br to associate it with the occurrence of a
dream: for example, making a sympathetic gesture may be

a considered act, or it may be spontaneous; but in the

latter case we do not think of it as an act which occurs

involuntarily, as a gesture which there is any reason to
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doubt that in fact we make.

In the second place, if I am right in construing Freud
as really talking about the spontaneity of the joke, not
its involuntariness, he further equivocates upon exactly
what it is about the joke which is spontaneous. That is,
he asserts that we do not know beforehand what joke.we are
going to make, not that we do not know beforehand that we
are going to make one. But this has little to do with
the spontaneity of the joke: what, for example, is spon-
taneous about making a sympathetic gesture is that I do
not know beforehand that I shall make it, not what it will
be (though it follows that if I do not know that I shall
make it then I do not either know wRat it will be).

A further view of the point at issue here -~ and one
which neatly draws us back to the aesthetic discussion -
is offered by Richard Viollheim in an essay on ‘'Freud and
the Interpretation of Art'. He writes

We do not, Freud claimed, make a joke in the sense

in which we make a judgement or an objection. But

if all that amounts to is that we cannot make a joke

. simply in consequence of deciding to, even if favour- .
able conditions are present, something similar is

true in the case of many undoubted activities: inc-

luding, significantly enough, the activities of art.

Shelley pointed out that 'a man cannot say "I will

compose poetry"', Or, more accurately, if he dees

nothing can ensure that he will succeed. But from
this Shelley did not draw the unwarranted conclusion
that no-ene ever composes poetry, that it simply

happens. As a dream simply happens. (8)°

When I said earlier that what, as it were, stands between
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a joke—though£ and the joke~work is an intention -~ 1in
Wollheim's terms, a decision - to make a joke, this of
course is perfectly compatible with the possibility that
a joke may not emerge - no,moreilhan, as Wollheim points
out, an intention to create art would ensure that it was
art one created, £

“There is a good reason to make so much of the issue
here., Some time ago, it might be recalled, I claimed that
too often the interpretation of Freéud's views on art has
been inflpenccd by the Romantic teﬁdéncyto obscure the
ideas of értistic‘inSpiration and actfvity. And this tend-
ency, I’tried to’ show, wés hﬁstile to much thaé Freud in
fact said. But here it begins to look as if Freud himself
is influenéed.by a similar tendency in talking of an 'indef-
inable feeling' which precedes the involuntary eruption of
a 5oke. I have said, i hope, enough to indicate the deg-

ree of Freud's confusion in the matter. But what important-

. . & : . :
ly remains now is the question of how such a confusion could

A moment ago I said that Freud's reversion to the relation
of jokes and dreams was peculiar 'in view of his generdl em-

phasis upon the éiffe:ence between jokes and dreams. One

‘way in which to represent'the peculiarity of this is in
B * .

connection with the fact that a joke is‘prgdicahed upon a
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pleasure—direcigd intention. For, interestingly, Freud

7

himself' is awadre of .the appearance of contradiction which
his remarks about the ‘'involuntariness' of jokes gives
rise to in this respect. He writes,

- ...we inferred that the original intention of jokes
was to obtain a yield of pleasure.... We have now
adopted the hyvothesis that condensations of this
(pleasure-giving ] kind, such as serve the techniques
of jokes, arise automatically, without any particul-
ar intention, during thought-processes in the uncons-
cious. Have we not here two different views of the
same fact which seem incompdtible with each other?

‘ ) ) (SE VIII 169)

Freud answers his own question without hesitation,

I do not think so. It is-true that there are twa
different views, and that they need to be brought
into harmony with each other, but they are not
contradictory. One of them is merely foreign to
the other; and when we have established a connect-
ion between them, we shall probably have made some
advance in knovledge. The fact that such condens-
ations are sources for a yield of pleasure is far
from incompatilkle with the hypothesis that conditions
for their production are easily found in the uncons- .
cious. We can, on the contrary, see a reason for
the plunge into the unconscious in the circumstance |
that the pleasure-yielding condensations of which
jokes are in need arise there easily. (SE VIII 169)
, - I ‘
There is no convittion in the answer. Patently the resol-

ution of the two views, insofar as this,/would comprise an
'advance  in knowledge', cannot be so inconsequential..as '
Freud would have us suppose. And it is of no value at all
to say that 'we can see a reason for the plunge into the
unqonséiousﬁ. With the joke, and with art too, the reéson
is evi&ent‘enéugh. What' is not, and what has been so much

at issue during the entire discussion is how the 'plunge'
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is effected. By what mechanism can the rational and consc-
ious activities of the mind, the secondary process, come to
explolt the unconscious processes of the mind, the primary
process ? To this, in the terms set by the theory of the
mind which he had avallable at the time of writing Jokes

and their Relation to the Unconscious, Freud had no real

answer. The original conception of the unconscious as the
hiddén, renegade part of the mind does not readily permit
its compromise with what appears to lie, as it were, at.

the surface of the mind. We must wait upon the 'advance
in-knowlédge' td which Freud caéually referred in order to
find g resolution of the issueQ. And the task seems worth-
while: for if the theories of neurosis, dream and the
joke‘do not, as has sometimes been thought, provide any
secure foundation in the understanding of art, théy have

nevertheless been immensely suggestive. One suggestion

~in particular serves to identify my themes in Part Two.

Freud's study of Leonardo led him to suggest that the
artist had found ways in which to bind the unconscious
energies of his phantasy life in the service of his art.

And this, in turn, led Freua to suggest. that Leonardo's

art had a prbfouﬁd therapéutic value for Leonardo: it was

as if ‘the art had restored a resilience to an ego weakened
' | .
by conflict - precisely the therapeutic restoration which

analysis itseyf would seek to effect. It is, then, the
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ideas of the unconscious, of phantasy, and of the ego on
which I shall concentrate in Part Two, in connection with
Freud's revisions of his earlier theory of mind and his

suggestions towards a much broader picture of the inner

world. _ o

b
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INTRODUCTION

Three aspects of inner 1life have so far been considered in

relation to the understanding of our experience of art, and

\ I have argued that shortcomings and difficulties in the

aesthetic application of the models of neurosis, dream and
the joke frequently derive from lacunae in Freud's early
views of the mind. In particular, we have seen, further
investigation of the nature and role of the ego and of the
nature and function of phantasy 1s required 1f the aesthetlc
project is to find fuflfilment.

Though, as I have indicated, Freud's later work (from
about the onset of the First World War) addresses itself to
what have gppeared as the theoretical lacunae in the earlier
work, the picture still remains to some extent incomplete
and unresolved. Thus, in the second chapter of Part Two,

i shall also want to consider the continuation and develop-
ment of Freud's work in the .psychoanalytic studies of Melan-
le Klein and her followers, ‘

What is at issue here 1is complex{ It is not simply é
*matter of redirecting attention to another aspect of 1nneg
/lifef For‘it quickly becomes apparent 'that it is a broad

psychoanalytic theory of the mind itself which is at stake.

That 1is to séy, Freud's later work turns out to involve a
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wide reorganisation and redistribution of earlier insights,
along with momentous new discoveries about the structure of
mind. And Kleinlan theory, though a direct heir to Freudlan,
itself seeks Fo attach different.emphases to the inherited
insights in virtue of equally momentous discoveries., For
this reason it will not be possible to continue the somewhat
ad hoc procedures of Part One. My object 1s a broad picture
of the inner world which seems to me to offer the greatest
resource in coming to understand the inner structure of our
experience of art.

But while the discussion here follows directly upon
Part Onej if with a wider focus, 1t also anticipates Part
Three and the examination of the psychoanalytic aesthetic
constructed in the work of Adrian‘ﬁ%okés. For Stokes's
"work depends substantially, though often implicitly, upon
the picture of the inner world which is my concern here.
If I can make thé background to Stokes's writings more
explicit than he himself tended to,"]lhen this will not only
meet a condition of their understanding but will also afford
a convenience in their presentation. It would, I feel, be
an irritation constantly to have to interpolate into that
presentation a series of éssays in articulation of the pre-
cepts on which Stokes relies.

-
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An introductory comment is perhaps required in connection
‘with the appeal I shall make to the psychoanalytic work of
Melanie Kleln. For there is the possibility here of iosing
the sympathies of the Freudian, and little hope'or holding
the attention of those unsympathetic to psychoanalysis in
general.

While Klein was always to insist that her contribution
'is in every respect based on the body of knowledge trans-
mitted to us by Freud', and that her theoretical conclusions
'contain a full confirmation of the knowledge Freud has
gained from thé analysis of“adults, and are an endeavour to
extend that knowledge in one or two directions' (PC 7), this
is not alwa#s apparent. And one reason for this is that,
unlike Freud, Klein was to draw her theoretical conclusions
mainly from her analyses of small childrén. That 1is to
say, while Freud's studies of the adult mind led him back
to the mind of the child and to its influence in subsequent
development, Klein tended to work in the reverse direction
- or\rather the direction which follows the actual -course
of human development.

So far this will seem a nafﬁra} and proper complement
to Freud's work. But if there is any resistance to the idea
that the workings of theradultemind are in certain respects

dependent upon and expressions of unconscious mechanisms and
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structures, then such resistance 1s likely to be fortified
where the same thing is asserted of the child. That is,
while most of us would be prepared to accept that within the
enormous range of expressive possibilities open to the adult
there are discontinuities and disruptions which are illumin-
atingly accounted fo¥ in terms of the unconscious workings
of the mind, the child's expressive possibilities are so
restricted, particularly at the earliest stage where there
is the most meag;e capacity for verbalisation and conceptual-
isation, that it can sémetimes seem bizarre and ludicrous
to fead its behaviour 1ﬁ terms of the drama of the unconsc-.
ious.

Melanie Klein was well aware of this. For instance,
in a passage in which she discusseés her view -~ which at
the time ran strongly counter to psychiatric orthodoxy -
that schizophrenia not only may manifest itself in eafly
childhood but is indeed not so uncommon, she charactérisﬂ
some of the symptoms éé they might appear to the untutored
eye. Severance from reality, a lack of emotlional rapport,
an incapacity to concentrate? silly behaviour and nonsense-
talk - all‘thesg are not nearly so remarkable in the child
as in the adult. Or again, automatic behaviour 1$ likely
to be thought mere docility, or even extreme ‘goodness' in

the child; and negative behaviour might be put down to a __

<o
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marked ‘naughtiness' (vide CP 247-8).

The point 1s, however, if so severe a disturbance as
schizophrenia can pass unmoticed in the small .child, then
clearly the detection of allegedly normal phases of uncon-
sclous development will seem to some extremely tenuocus, or
tendentious. And when we find Klein, writing of the phase
of infancy she terms 'maximal sadism', attributing to the
infant of a few months a sadistic desire 'to dest;éy its
mother...with its teeth, nails, excreta and with the whole
of its body, transformed in imagination into all kinds of
weapons ' (gg 187), the picture seems so grotesque as to
exceed the bounds of credibility - perhaps even the bounds
of moral tolerabllity.

Such, I would suppose, are the thoughts which might
occur in those unfawvourable to the enterprise of psycho-
analysis, and even to those who claim acquaintance with
Freud's works. But the thoughts are misplaced. Two 1llus-

trative considerations should suffice to show why.

In the Prologue, I indicated my intention to oppdge
a variety of regrettably common beliefs which flourish in
the name of what I‘galled 'Freudianism', And a good many of
these beliefs have grown ﬁp in virtue offa failure to recog-
nise that the psychoanalytic investigation of unconscious

;maginative acéivity is not the investigation of some atten-
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uated form of the concg?tual processes of the mind. (That

it is not, to return to a theme discussed in the Prologue,

is of course a principal reason for discovering an aesthetic
ally in psychoanalytic theory.) Thus, for example, it is
sometimes asserted that Freud's claims about the sexualisation
of thought are unacceptable, for it is no part of our dis-
crimination of objects in the world that we think of, say,
elongated objects under the concept 'phallus'. Of course

it is not. But the objection 1s irrelevant. The process

of conceptual discrimination (as, for instance, Kant sought
to show) 1s inextricably bound up with consciousness, and
however far one is prepared to accept Freud's claims about
the way in which our apprehenéion of the wofld extends beyond
the consclous and into the unconscious, it does not follow
that the process of conceptualisation has the same extension.

Our conceptual discrimination of objects in the world is

not in any sense touched by the fact that objects which we
recognise under the concepts 'umbrella', or 'cigar' or
'tower' may also, unconsciously, be apprehended as sexual
symbols (1).

Once this 1s clearly understood, then the source of
one possible objection to Kleinian theory - and 1t might
Se thought more forceful_here with respect to the mind of
the infant - 1is cut away. For where it is thought 1in-

credible and repugnant to suppose that the infant's inner

-

N
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world is inhabited with terrifying images of persecuting
and persecuted genitalia, say, the thought wéuld often be
defended on the grounds that infant simply does not have
the conceptual capacity to discriminate very much at all,
far less monstrous representations of a breast or penis.
But this tdrns out to be no objection at all. Klein 1s
talking about unconséi;us 1maginap1vé activity: the world

of unconcsclous phantasy, not the concgptdélly-ordered

world.

A second illustrative consideration takes us to the heart

of the kleinian extension to classic Freudian tr;éoryt And,

once again, it might be introduced in réreréﬁce to a-common

and mistaken béligf which has grown up aropnd Freud's work:

this time in connection with Freud's insighté into that |
most dramat;c and profouﬁd turning point in psychic‘devélop~

ment, the Oedipus cémplex and the setting up pr the super-

ego.

It is frequently assumed that Freud's seminal discuss-
ion of the bedipus complex warrants the idea that the dim-

ensions of our character are determined by early, harsh or

benign, parental attitudes. The assumption, however, is

only vaguely related to Freud's views. For, though it 1s

true that Freud was at first unsure what emphasis should
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i
be given to actual childhood treatment, he was always

clear that the way in which the child himself experiences

parentél attitudes 1s a critical factor. And in his later .
work the role of actual childhood treatment recedes in
significance. What is notable here is Freud's acknowledge-
ment of his debt to Melanie Klein for the realisation that
the 'severity of the super-ego which emerges in the Oedipal
phase 1n fact rarely correeponds to the actual severity of

the child's upbringing ‘(vide SE XXI 130 and note). For in

this Freud can be said ta recognise what was to become a v

central principle of Kleinian theory: namely, that,it is the

o

role of phantasised constfuc;ions of actual exderience which

is the significant determinant in this crucial phase of
development: 1in other words, that it is the representation
of the parental figures in phantasy which 1is critieal in’
the structuring of character. And it is from Here only a

short way to the most momentous dlscovery of Kleinian theory.

" For while Freudjhad regarded the super-ego as; roughly, an

inner object anthropomorphically modelled on the father,‘
Klein found that it is, much earlier an inner object which
derIVes from the child's phantasy~representations of those
parts of the parental figures of wﬁicb-it is first aware
before it cdmes to recognise the parenés as whole individuals.
And'first amongst tﬁese, of course, 1 the hother's breast.

Thus, For Klein, the. drama of the 1nner world is played out
' . "t."

-
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in-terms-~of, as I put it earlier, terrifying (phantasy)

images of persecuting and persecuted genitalia.

%% % %%

So much by way of necessary introduction. If in thé’coursel
of Part Two I can establish a plcture of thé 1nne? world,
particularly in respect of the nature and role of the ego
and the nature and functilon of phantasy, tpen what will
have been achieved is the resource dictatengy the discuss-~
ions in Part One which should enable us to further the
unaerstanding of the inner structure of our experience of

art.



1 FREUD'S THEORY OF MIND

It is to Freud that we owe the idea that what appear as

discontinuities, disruptions and disturbances in our cons-
cious life may often be referred to the workings of the

. -~
unconscious. Indeed, as Freud was to put &t,

The division of the psychlcal into what 1s.éonsc10us
and what is unconscious is the fundamental premiss
of psychoanalysis. (SE XIX 13)

It has not been, nor is it, my intention widely to justify
the psychoanalytlc pMmiss wi;&/;espect to the general/ or
even metaphy51ca1 hostilities Whlch it sometimes engenders.
But that is not to say that I take the' idea of the uncons-

cious to be established by fiat. On the contrary two im-
!
portant demands might be made of the descriptive digision

P
of our mental life into conscious and unconscious yompon~

e

ents. The first concerns the general possibility of

1's

raising what is identified as unconscious to consciousness.

»

.The second concerns the continuity of what is identified

as unconscious with what is conscious in a fully integrated

s

-théory of the mind."  And verytroughly; I want to suggest,
'thesg two demands might be thought to characterise the res-

pect{ve aims of the. distinction I make between Freud's

early work, until about 1914, and the later.
For the first, the idea of the unconscious appears in

Freud's early work almost exclusively in connectlon w1th the.

¥ . -
PR
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4+dea of repression. That is, Freud argues that certain of

the contents of the mind are unconscious to the extent that
a psychical mechanism, repression, opposes their entry to
consciousness. In other words, the idea of the unconscious
is or}ginally equated with that which is repressed, and it
is in virtue of the therqpeutic possib%lity of raising what
is repressed to consciousness ﬁhat psychoanalysis claims its

authority for the distinction between the unconscious and

the conscious. As Freud asserts,

~F

The fact that in the technique of psychoanalysis a
fneans has been found by which the ovposfng force can
be removed and the ideas made conscious renders the
theory irrefutable. (SE XIX 14) »

As Freud's work progressed, however, more and more is
brought into the orbit- of the unconscious. It is not only

that tRe unconscious is thought to have a particular con-

*

tent% n ly, repressed ideas; gradually the concept broad-

ens into the idea of a'particular kind of mental mechanisnm,
- {’

the primary process, with its own peculiar mode of operation.

3

Still, however, it remains ﬁpe case that the operation of ‘-,

-

the primary process is predicated on the need to prevent
unacceptable.ideas and impulsés from ‘becomir;g\conscious.~
Qlassically, for éxamplg,'thé unconscious processes of thé.\
dream-work aim to disguise é représéed wish ffoﬁ conscious

awareness.

A pivotal point in the progress.is reached, however,

wno o D
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when Freud came to consider jokes and their relation to the

- unconscious. For here, dramatically, it is apparent that

the operation of the primary process is not just predicated

oh™the need to prevent unacceptable ideas and impulses from
L 4
becoming conscious: uncons$cious processes which had hither-

to appeared to work exclusively in the service of defence

appeared also to make themselves available in the service

of cdnscious purpose, namely, making a joke. But now

this rapprochement of the primary and secondary (or consc-
ious) processes of the mind gives rise to an enormous theo-

retical complication: for it now looks as if the distinct-

ion between what is unconscious and what is.conscious is

more blurred than had originally been supposed. As Freud

himself was later to see, .

Hitherto the only guide we have had in our investig-
ations has been the distinguishing mark of being
conscious and unconscious: we have finally came

to see how ambiguous this can be. (SE XIX 19)

It is to this point of ambiguity that I sought to bring éﬁé
a¥scussion of Freud's early work in Part One.:

It might now be more readily unQers;podyyhat force
and relevance the second of the two demands I suggested
might be made of the idea ofrthe unconsciéus ‘comes to have.
For if Freud was a£ first content to attend simply to tﬁé
operation of the unconscious in a variety of its manifest-

ations in our inner-life, gradually the scope and nature
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of its operation begin—to infringe upon any straightforward
division of the“unconscious‘and conscious. And the more
this became apparent, tﬁe mgre urgent a problem it became
to set the gathered insights within a systematic account

of the structure of the mind. The detailed psychological
maps which Freud had drawn had now to be fitted together

to form a broader picture of the inner world generally.

And it is this 'metapsychological' enterprise, as Freud was

to call it, which forms a central motif in the later work.

As the new phase begins to emerge, Freud's concexrn with
the division of the unconscious and the conscious begins
to recede. 1In 1915 we find Freud writing

al yiew of mental life, the more we must emancipate

The mgge we seek to win our way to a metapsychologic-
ourselves from the symptom of 'being consecious'.

(SE XIV 193)

And in 1923, in his last major theoretical work, the classic

s .
The Ego and ‘the Id, Freud announces that 'The characteristic

rd

of beiné’anconscious begins to lose significance for us'
(SE XIX 18). '

What, we must ask, permité Freud this loosened attach;
ment to what, after all, he himself had regarded as the
'fhndamental\éremlss' of psychoanalysis, the division of

thé unconscious and the conscious 2

.The answer is that, increasingly, Freud concerned him-
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self with an account oé the agencies of the mind: with the
ego, with what was to be called the id, and with what had
originally appeared as a modification of tie ego, the ego-
ideal or the super-ego. It is to the modes of operation -
of these three agencies of the minrd that the properties of
being unconscious or conscious are now attached. And it is
in terms of the three agencies that the so—calied structur-
al theory of the'mind is articulated. ‘

An objéction is likely to occur here. For though the
terms 'id' And ‘sqper~ég6{ made no appearance in Freud's work
before 1923, the term 'ego' had a long history. Indeed, !
for many yearé it seemed to have been equated precisely
with the conscious part of the mind. Thus, it might be
said, Freud's declared dwindling igterest in the division
of the unconscious and the conscious is rather arch: the
original division is1retaihed in his continuihg td‘uée the
term_'ego‘i” The oppositigp of the id and the ego, it will
be said, is just another way of expressing the opposition of
the unconscious and the conscious. , -

The objection is.understandable, but it is mistaken:
it is false that the ego had ever exclusively been &quated
with the conséious part of[thé mind - ;hough thisrhad
been to some extent obsdured in Freud's eafly work - and

false that the opposition of the id and the ego expresses

the opposition of the unconscious and conscious -~ though
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this is commonly enough assumed in popuiar accdunts of
Freudian theory. ‘

First, in at least one of its activities, the activity
of repression itself, Freud had actually long regardéd the
€go as unqonécious. This, it is true, was somewhat obscur-
ed in the early work -~ often to Freud himself - because
until about 1914 Freud's principal concern had been with
the repressed contents of the mind, not with the repressing
agency. But by 1923 the situation had altered radically.
Pressures to confront the matter of the nature of the ego
and its activities had been building up.from several direct-
ionsﬁover the previous nine years -~ notably, we shall see,
in connection with ideas which had been rehearsed in Freud's
essays 'On Narcissism' (1913) and}‘Mourning and Melancholia'
(1917). At last Freud felt ready to turn from his earlier
concerns. ‘'Pathological research', he wrote briskly, 'has
directed our interest too exclusively to the repressed. We
should like to learn more about the ego"(gg XIX 19). And
with this remark we are precipitated into the accelerated

theoretical machinery of The Ego and the Id.

Second, though it is truye that the idea of éhe id
stands in direct ancestral line from the original equ-
ation of the unconscious with the_repressed, I have already
indicated how this characterisation gradually broédened/ —

to include specific unconscious processes of the mind.

S
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We may now add to this the further expansion of the idea
of the unconscious as a complete system of mental activity,
to which Freud had begun to refer, in the essay on 'The

Unconscious' (1915), as 'the system Ucs' (vide SE XIV 166~

215). " And it is in the system Ucs that Freud primarily
@wanted to locate the id.

However, it tuéns out that the id is not the sole.
occupant of the system Ucs. For by 1923 Freud had come
to see that

A part of the ego,toco - and 'Heaven knows ‘how import-

ant a part - may be Ucs, undoubtedly is Ucs

‘ TSE XIX 18)

In a moment I shall try to retrace the route by which
Freud was led to the crucial revisiohs of the‘theory of
nmind in’ the light of new discoveries* ‘But it is perhaps
worth anticipating how the revised tﬁeory'of m;nd‘comes
to bear upon the theoretical difficulties inﬁereﬁt, I arg-
ued, in Freud's theory of the joke - .the same difficulties
which impeded the securing of a proper aesthetic foundation -
in early Freudian:theory. That is to say, the idea of
the jokér's (or the artist's) temporarily giving over his
material to unconsc1ous revision beglns to seem less fraught
w1th those’ difficulties whlch derived from the assumption
that thé ego's activities stand 1nkstark opposition to the

unconscious. The revised theory of mind seems, as it were,

to open up a path into the unconscious for the ego. And it
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was of course this possibility, I argued, upon which the
account of the joke érucially depended, despite Freud's
ultimate vacillations. In fact in this respect if we turn
'the point around, we might say, as Richard Wollheim puts it
in his book on Freud,

...Freud's treatment of the joke becomes in many

ways the prototype for what he says about the pro-

cesses and activities of the ego, as they come to

be defined.lél)
And in this thought we might find reason to restore the
original belief that Freud's theory of the joke had great-

er aesthetic bearing than either the theory of neurosis or

the théor§ of the dream.

kkkk ¥

/

Early in the discussion of the theory of neurosis, I drew
atgention to the fact that the theory restrictedly concern-
ed the transference neuroses, and that Freud had at first
concgdéd his iﬁabil?ty, both in practice and in theory,

to deal adequately with the narcissistic neuroses. This
inability, I suggested, had its source in the obscurity of
the role“df the egé} and in a lack of élarity about the
coqrsé of the development of the ego; It is 4n the essay

'On Narcissism' that Freud first-confronts some of these

.igsues,
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At first the term 'harcissism' had been employed to
denote a specific perversion in which a subject came to
treat his own body as a sexual object. But clinicakAexp*
erience with neurotics began to reveal that the narcissis-
tic attitude was both wider in scope, and more general
in its manifestation than the idea of its constituting a
perversion could comfortably accommodate. And Freud was
to go even further. 'Finally', he was to declare,

it seemed probable that an allocation of the 1libido

such as deserved to be described as narcissism

might be present far more extensively, and that it

might claim a place in the regular course of human

sexual development.... Narcissism in this sense
would not be gxperversion, but the libidinal com-
plement to the! egqoism of the instincts of self-
preservation,' a measure of which may justifiably. -
be attributed to every living creature. {§§:XIVV73-47
Thus, Freud was led to postulate what he ctalled 'primary
_naréissism’ as a phase in the normal course of sexual
development - and to which, in the familiar manner,
' there was the possibility of regression, and hénce the
narcissistic perversion or neurosis.

The implications of the postulation of a primary
narcissism are profound. The ego has now come to be
thought, as Freud put it in a favoured analogy, somewhat
like an amoeba: that is,. it appears'tha£ originally the
ego is itself invested with libidinal energies, and it
is only subsequently that some of this energy is direct-

ed towards other objects, much as the viscous substance
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within the body of the amoeba is subsequently projected in
pseudopodia. This is striking, for hitherto the ego had
seemed to stand outside the course of libidinal develop-
ment. Now there appeared to be both the familiar object-
seeking libido and an ego-directed libido. What had at
first been thought of as the non-sexual ego-instincts, ‘the
instinctsuof self-preservation, were, it now appeared, in-
fused with sexuality from the beginning.

Freud was well aware of the problem to which this new
insight gave rise. 1In particular it occured to him that
he had fallen prey fo one or another of two enemies with
whom he resisted associating: on the one hand, those crit-
ics who had accused psychoanalysis of trying to explain
everythiﬁg in terms of sexuality; and on the otﬁer, Jung,
who had long insisted that the term 'libido' denoted all
forms of instinétual_energy.

The problem is quickly and boldy resolved. Freud imm-
ediately conceaed the instincﬁs of self-preservation to the
libido. And if this is revo}utiona}y, it is not, perhaps,
éo uﬁnatural. For Freud's original view 6f instinctual
conflict as a conflict between instincts of love and inst-
incis of nourishment and protection is not entirely persua-
sive. With the attribution to libido of the self-preserv-

ational ﬁnstincts, along with the sexual, the view is appr-
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opriately undermined: henceforth libido is regarded in

general as expressing the 'life-instinct'.

Of course a rnew problem arises here. for once the
opposition between instincts of love and instincts of self-
preservation disappears, how are we to characgg}iag inner
conflict ? The answer which Freud proposed takes us
deep into the complexity of his later work. For, he sugg-
ested, in opposition to the life-instinct stands the death-
instinct: in opposition to love, hate.

At this po}gt_; shall not attempt to articulate Freud's
earliest conception of the nature of the death-instinct:
not only is it a complex issue in iéself, but subseguently
it undergoes such modification as to render its present dis-
cussion redundant. Instead, I want to turn to another 6f the
routes which was ultimately to lead to the theory of mind
developed in The Ego and the Id: namely, Freud's conception
of the 'ego-ideal' - the origin of the later idea of the
super-ego. And in following this route,‘in postponing a,
discussion of aspects of the death—-instinct, the transition
will turn out to be not so abrupt. For the idea of hate and
aggression is very closely bound up withlthe idea of the

super-ego.

*kkkk
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In speculating on the place of primary narcissism jn ego-
development, Freud writes that
The development of the ego consists ln a departure
from primary narcissism and gives risé to a vigorous
attempt to recover that state. Thissdeparture is
brought about, by means of the displacement of libido
on to an -ideal imposed from without; and satis-
factiop~is brought about from fulfilling this- ideal.
(SE XIV 100)
What Freud has in mind here with the notion of the ego-
ideal is the phenomenon which might variously be charact-
erised as 'conscience' or ‘sélf—regard'. At any rate,
the ego-ideal is an object which is thought to constitute
a special standard against which the ego is measured, and
as a result of which measuring we are alternately pleased
with ourselves or displeased. In exaggerated form, the -
ego-ideal is manifest in the paranoiac's delusions of
being watched; but, Freud writes,
A powver of this kind, watching, discovering and
criticising all our intentions does really exist.
Indeed it exists in every one.of us in normal life.
(SE XIV 95)
. Freud adds, the ego-ideal appears to be the result of an
identification with the critical influences which the chila
encounters in his environment, most obviously through his
parents. And it is in virtue -of a failure to satisfy the
demands of the‘ego-ideal that there arises the peculiar
; . -

condition of an 'unconscious sense of guilt'.

It is these thoughts which Freud begins to develop in

VR
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a more rigorous way in the essay on 'Mourning and Melanchol-
ia‘. }For; it is Frecud's view, the dramatic manifestation of
an unconscious sense of guilt in the state of melancholia

- what would nowadays be called 'depressiaﬁ' or 'manic-
depression' - suggests that what is involved is a sense

of failure at not having satisficecd the demands of the ego-~
ideal.

The similar symptomatic conditions of the states of
mourning and melancholia lead Freud to suppose that they
share a common prompting cause: namely, the loss of a
loved objecﬁ. But.if the same kind of péinful dejection
and inhibition upon interest and activity is apparent in
each case, then there is aiso, in the melancholic state,

a very striking diminution of self;reggrd. The melancholic
characteristically expresses himself in self-recrimination,

-

self-accusation and self-reproach. It is as if, Freud puts

it, 'In mourning it is the world which has become poor
and empty; in melancholia it-is the ego itself' (SE XIV

246) . But how, we must ask, might this come about ?

N

L4

It becomes apparent in the cldinical situation that
the melancholic's railings ‘against himself are in fact
curiously iﬂappli;aﬁle to himself. But, Freud‘writes,
‘with ipsignificant~%3difications they do fit someone
elsé; someone whom the patient 1¢ves, orgzii’loved, or

should love' . (SE XIV 248) - someone, that is to say., .
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with whom the S\:lbject has es‘ished a peculiarly forceful
"and close relation which amounts not so much to an object-
chbice, a desire to EQXE such' an object, but £o an identifi-~
cation, a desire to be such an object. In other words, . '
the situation recalls the departure from primary narciss-
ism in which the libido is displaced on to an ego-ideal.
There is; however, a complicating factor in the subject's
identification with his ego~ideal: namely, an ambivalence,
a confliét of loving ahd hating attifudes, which, proceeds
-~ Freud was at first a little undecided on the point -
either from some constitutional characteristic in the sub-
ject, or from his experience of real slights in‘his att?ch;
"ment to the egotidéal. In any'case the ambivalence arises
oué of what is experienced as. a threat of losing the idegl
object. ‘
Now, Freud goes on, ‘'the loss of a love-object is
an excellent opportunity for the ambivalence in love-
relationships to make itself effective and come out in
the open!’ (ég XIV 251). And‘of course this is a point
which fits. naturally into our comﬁon view of such things:
for instance, in the case of the 5i}ted lover who turns
ferociously against his fo;mer intimate. But if we now
attach the point to Freud's construal of both mourning

and melancholia as involving the loss of a loved object,

we begin to see what it is that might be going on.

1~4
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Commonly, in the kind of mourning which verges on the
pathologicél, the subject’'s ambivalence towards his lost

loved objegt is expressed 'in the form of self-reproaches

[

to the effeci/that the mourner ﬁiﬁeelf.is to blame for the
loss of the loved object, i:e. that he has willed it’ (gg ‘
XIV 251). The mourner, in other words, experiences a
guilt in the loss of his loved object which proceeds not

from anything he has_gdone actually to bring aboutfthat

&

loss - though-this is how the pathological mourner will
~ represent the situation - but rather from what he takes

hiﬂ?elf'to have done in virtue of the ambivalence of his
* N M
love. : h .

. The case of the melancholic can now be articulated
along roughly similaf-lines. Thus, it is a guilt which

proceeds from hls ambivalent feellngs towards hgs putative
;”T\\ - lost loved object which fihds 1ts characterlstlc expression

¢

in self-recrlmlnatlon and self-~accusation. But here the

-
6

recrlmlnatxon and accusatlon is more pointed than in the

- eese of . the mourner, to the degree that the melancﬁollc

has identified with his object. The recrimination and
Cray - . ' . e
accusation really is self-recrimination®or self-accusation:

the loss of the loveg object in this case amounts to a loss.

® '

- - of a part of the ego, an ego~ideal.
There is, then, this difference Hetweenntﬁe mourner

and the melanchollc, but there is another of greater |

.
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significance. For the mourner is, in the end, more easily

o

able to withdraw his libidinal attachment to his loved ob-

L]

ject: . that is, his sense of reality in finally coming to

reconcile himself to the death of his loved object sexves

té diminish the force of the libidinal attachment. But "’

‘+

{the melancholic encounters a resistance to the'withdrawal’

~

of libidinal attachment, for it is not an attachment of which

. he is consciously aware: his love and his hate are uncons-

-

cious, and hence so too is the sense of guilt at the loss -
of his loved object which issues jin self-reproach.
The array of insights, if yet quite unsynthetised, is rich

and exciting.  And there is something further_to add: for

" in 'Mournlng and Melancholia' Freud was to some extent able

to elaborate upon the idea of ldentlflcatlon as this had
occurred in 'On Narc1sSlsm in connectxon Qath the settlng
up of the ego-ldeal, First, Freud came to think,. if
identification is to take place, there mﬁst have been a

strong fixation' to the loxed object and 11t£&e power

- of re51stance to it (SE XIV 249) . And thls p01nt serves

to. conflrm the belief that the e 1l constltutes an

.lnherltance of the parents' critical 1nf uence, Second

» .
lnsoﬁar as identification is thought in the case. of the

melancholic to be "a regression of 8ne
- N " ']

¥

type of obﬁect—

the suggestion-
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that identification in the ﬁirét instance constitutes, as
Freud had intimated in 'On Narcissism', a preliminary to
object-choice proper. And ﬁhird, the early occurrence of

identification suggests its association with the oral phase

of libidinal development: iné;ed, Freud speculates, the
méchanigm of identification might be thought 'introjection"

or 'incorporation' in which the subject h%% not only, as it -
were, taken his loved object inside himseélf, but feels that

he has-swallowed it up and devoured it. This in turn sugg-

ests a specific occasion for his sense of guilt with respect

to his ambivalent attitude towards the object: that is,

he feels that he has brutalised and cannibalised»his own

\ - N a LY

-

loved object,
These are thoughts, in any c¢ase, around which the ‘theory

of the mind of The Ego and the Id is woven. And if the imp-

i %

ression has formed of a lively but dnsysﬁematic flux of ideas,

then this is, I tﬁini, properly to“;eprégeht the situation
immediately prior to, and also to some extent codginued in,
ggg'gig ggg_ggg Id. For Freud himself regarded the work és
'more in the nature of a.synthegis', and he adﬁitted that it

'does not go beyond the roughest outline' (SE XIX 12).

-
;g

1
.

‘*****

The ego, Freud had come to believe by 1923, acted uneonsc-

[4
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iously not only inlthe service of defence -~ that is, as

the agent of repression =~ but also with respect to.extr-
emely high-ranking mental functions - notably, as we have
seen, the function of self-criticism. And what COﬁFS to

be of the first importance in this recognition is tle role

of these unconscious activities in the building-up of the

ego -~ in the formation of character and personality., We
should, then, looi to Freud's new thqughts about the develop-
ment of the ego.

It is Freud's‘first.clqim - and it h;s obvious affin-~
ity with thevearlier apparent belief ‘tWat the ego was the
agency of consciousness wh;ch was reg;rded as 'the surface
of the mental apparatus' - “that the ofigins of the ego
are to'be traced to the activity of perception, to the 'per
ceiving surface' of the prganisp, Frewd called it (§§j§£§_l9)
It is through perception, Ereud argues, that an awareness is
devéiopeg} on the one hand, of the extermal world, and on
the bther,'of the ego itself. , This Aual awareness comes

about not through the perception of two different kinds of

objects - to say that of course would be to beg the quest-

/' 2

ion - but rather through a distincﬁion between tﬁo kinds.

of perception: external perception and in;ernal.percéption.'
- %reud holds, reasonably enough,hthat external‘pérception’ -

perception:which«is closely dependent oh boailf dispoéitienL

as in seeing - can readily be distinguished from internal

A . - N
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ﬁe;é&gtioﬁ -~ perception which is not so depéndent and
which, for example, canriot be removed’by a change in bodily
disposition, as in the perception of pain. :‘

As the infant's range of perceptions, both internal and
external, increases, so too, then, does his awareness of the
external world and his awareness of himself, of his own ego.
And wha£ follows from this - it is an inestimably critical
point - is that the earliest aw&reness of the ego is intrin-
sically bound up with an awareness of the perceptual and
motor capacities of the body. 'The Ego', Freud writes, 'is
first and foremost a\boqily'Ego' (SE XIX 26): ‘that is to
say, the ego is first conceived under-the sway of heavily

corporeal imagery. A .

In this thought we immediately see how Freud's account
’ i ¢

of the development of the ego comes into association with

his aécount of libidinal develdpment - and I noted earlier

how,‘for a lIong time, the development‘bf the ego had .been

-

*

thought to lie outside the course of libidinal develoément.
For it had of course long'been‘a tenet of Freudian theory
that ligidinal development is successively mafked by and con;
ceived of in relation td’particular bodily activitiés in -
the oral, Ahal,-ph;llic and genitgl.bhases of infantile
development.‘ 'No&"the suggéstibn is that it is not only

‘-sexuality which has corporeal .structure, but the ego too.é

' And it is natural’to suppose that the corporeal structure
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of 'the ego Qill coincide along the same oral, anal, phallic
and genital scale, and thus, as Freud's claims about ego-
libido in 'On Narcissism' had implied, that the ego is from
the start infused with sexuality. Specifically, for‘example,
where sexuality is equated with a particular bodily activity,
and where some activity of the ego - say some intellectual
activity - is equated with that same bodily activity, then
there will be & strong tendency tor the intellectual activity
itself to become, as it were,ltinged with sexuality;' In
othef words, we encounter heée the source of the most central
of Freuéian precepts about the sexualisation of thought and

mental activity.

At this point we may appropriately bring under consideration
.the wvay in which the developing ego seeks to.invest objects ]
with libidinal cathexes. At first, insofar as objects in

the ekternal world are largely undifferentiated from the

ego, the egohitself will naturally“be the focus of libidinal
cathexes: we tecognise, in other words, the phase of primary
narcissism which Freud had diecussedlin ’Op Narcissism'. Sub-
‘sequently, as the oojects of the external wotld come’ to be
recognlsed as 1ndependent of the ego, the ego attempts llb-
1d1nally to retaln those objects’ in Ltself. That is to say,

it forms a strong 1dent1flcat10n with those objects in order .

to protect itself. from threats of losing the objects. we ¥

.
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recognise, in’ other words, the theme of Freud's discussi
in 'Molirning and Melancholia'

However, in the six years which intervened between

'Mourning and Melancholia' and The Eqgo and the Id, Freud

had been led to revise higfviews of the relative importance
of the process of identification. Referring to the earlier
work, Freud writes that 'We did not appreciate the fullﬂfig-
nificance of this process and did not know how common é%%
typical it is' (SE XIX 28). Its significance, he now wants
‘to say, lies far beyond the contribution it makes in defence
against threats of losing a loved object:

...we have come to understand that this kind of sub-

stitution has a great share in determining the form

taken by the ego and that it makes an essential con-
trlbutlon towards building up what is called its
'character' (SE XIX 28)

But now, with the resource of the new insight into the
corporeal structuring of the ego, a greatér precisioh can
be brought to the idea of identification. - And this, in
turn, will éermit an exténsid§ of the original view of the
égo—iﬁegl as a modification of the ego inté éhe mofe fully
‘developed céncepﬁ of the supér-ego. '

In dlscuSSLng Freud's _papers of 1914 and 1917 I drew
attentlon to the way in whlch Freﬁé suggested an assoc1atxon
of the p;ocess of identification wlth«the mechanism of.lntrg—
_ . ﬂ ) N

jection or incorporation, and how the association_seemed' to
’ 1 _‘ . \ .

depend on the first occurrence of the process of identific-

’
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cation in the oral phase of development. But now we may

say, insofar as identification is an early activity of the
ego it will be conceiveé in connection with a particular
bodily activity. 'In other.werds, there is now a much strong-
er reason to suppose that the mechanism of identification is,
as Freud had epeculeted, introjection or incorporation. To
put it another way, it is now natural te suppose that ident-
ification will be attended by specifically oral phantasies

of having swellowed up and devoured an object.

Further to éhis point, it is now easier to see how it
is thae the idea of introjection or incerporation permits
the re-introduction of tﬁe idea of ambivalence with respect
to an object with which t@e ego identifies. - For in virtue
of the orally-imbued phantasies which attend identification
the objects will themselves take on the special charactex-
istics of the oral phase of llbldinal development- in
particular, they will be infected by the eadistic aspects -
of the oral phase, expressed in the activity of biting.

It is now onﬁy one step ferfher in the reorganisation
of the earlier insights which leads us to the.Freﬁdian con-
eeption ef the super-eéo. Freud hadfsuggested thet the
parente ﬁill figure importantly as the ysice of eenscience

embodled in the ego—ldeal and thus as a souxce .of a sense

"of gum&t but 1t is now e¢lear exactly how this comes about

»

- The super-egq, as' it is now called juSt is the critical

.o

” ’ ) ‘ - - N ;‘
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agency formed‘out of succesively introjected objects which
will be characteristically ambivalent between love and hate.
And of course first amongst the introjected objects, as the
infant begins to discriminate objects in the ex&ernal world,
will be the mother and the father. And as the super-ego
begins criticallyfto govern the child's activities, his
character begins to take on specific form in reference to
the way io which the mother and father have beén introjected.
We become, to use Freud's famous phrase, the 'precipitates’
of our identifications (vide SE XIX 29- 34)., And thus it

is that the unconscious act1v1t1es of the ego come to have a

highly 31gn1f1cant role to play in the course of human dev-

elopment,

khkk k&

3

The account, ¥ offer of the ideas leading to Freud's concept-

ion of the suber—ego is of course abrupt; *but ;o'anyone fam-,

iliar with The Ego and thé.EQ it will probobly‘also seem ten-
dentioos in a peculiar way. For the idea of the super-ego
has made its appearance in the account without refe;cnce tb‘
that revolut;onary point of chlldhood dev@lopment, the Oedi-
pus complex. Thls, it will be objected, ls to mlsrepresent'

Freud for not only is lt the cage that hls*pr1n01pal elabor—'

ation of the 1dea of the super-ego occurs in connectlon with

i
»
‘
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the Oedipus complex, but Freud himself learly maintaingd
that the super-ego is ‘'the heir of the Oedipus complex' (SE
XIX 36). | \

There are three reasons for having intkoduced the idea
of the super-ego without reference to the Oed%pus complex.
The first is just that what I have said, I bei?eve, subs-
tantially antigipates what Freud provides in coﬁgection
with the Oedipus complex. The second is- that iﬁ\is quite
unclear why, given Freud's view of the formation of the
super-ego in terms of the process of identification éﬁd
introjecgion, the formation of the super-ego is dated so.
late as the onset of the Oedipus complex, which occurs in
the last, genital phase of libidinal development. As we
have¢seen, Freud was unhesitant in associatingdthe first
occurrence of idé%tificatig? and introjection with the

-

earlier, oral phase of development.

The third reason, which is largely procedural, follows

from the second. For in leaving it open for the moment at

~

what exact point the sdper~e§o begins to be formed, and in

implying the discrepancy in Freud's views between the ofally—

- 14

founded process of identification and introjection and the
formation of the super-ego in the genital phase, I mean to
‘érééte a place/for'what I shall introﬁucgzih the fdllowing‘

'chapter: nameiy, the modifications of classic Freudian

-

. theory effected in the work of Melanie Klein. The most strik-

. ! ~
“ >
.
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ing of these is Klein's recognition of the very much earlier
formatiion of the super-ego: in fact in Klein's view, it is
formed in the first year of life, in the dominantly oral
phase, and not, as for Freud, between the ages of three and
five, in the dominantly genital phase.

[ 3

Still, there is perhaps some advantage in Freud's dis-

R

cussion of the formation of the super-ego in connection with
the Oedipus complex, for this, it might be said, permits a
more readily graspable representation of the role of ambi-
valence. That 1is to say, it might be thought more natural
to construe ambivalence as attaching to a developed awareness
of personal relationships, which is of course what, for the
first time in the child's life, the Oedipus complex amounts
to. To anticipate a distinction made in Kleinian theory,
it is perhaps easier to think of loving. and hating attitudes
embodied in a relationship to a 'whole oﬁject' - for inst=
ance, to the mother conceived of as a whole, independent
person - than in a relationship to a 'part object' - for
instance, to the mother only partially conceived of as a

feeding breast.

In Freud's view, the complete Oedipus complex has both a
'positive’ and a 'negative' component. That is, in the case
of the male child, not only is there an affectionate, éegual

L

attachment to the mother which complicates an identification
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with thq father, Lut also an affectionate, sexual attachment
to ‘the father which complicates an ldentlflcatlon with the <

mother. (Similarly, mutatis mutandis, in the case of the ~

feﬁale’qbild.) The complications here are that the father
and mother fespectively come to be regarded as obstacles

to the sexual impulses direcﬁgd towards £he other parent,
and thus the identifications take on what Freud called 'a
hostile\colouring' (§§_§£§.32). The super-ego, in other
words, fofmed as a result of these identifications, has a
sim;}érly hostile .aspect. That is to say, the super-ego ,
does not only‘consist in an imperative to be like'£hc fath-

~

er or mother, it a}SO»consists in a forceful nrohibition

that the child be like the father or mother: the father
and mother have prerogatlves which the child hirself must

not exercise. and now, as a result of these prohibitions,

the child is increasingly forced to repress the original’
identifications. Thus, Freud has it, . :

The child's parents, .and especially the father, vere
perceived as tlie obstacles to a realisation of ‘his
Oedipus wishes; “so his infantile ego fortifics itself
for carrying out the repression by erecting this same
obstacle within itself. It korrowed streangth to co
.this, so to speak, from the father, and this loan was
an extraordlnarlly‘mon;ntous act. The super-ego re-
tains the character of the father, while the more-

- powerful the Oedipus complex was and the more rapnidly
it succumbed to repression (under the influence of .
autnority, religiocus tralnrng, schooling ana roaaﬂng,,
the stricter will-be the domination of the super- ego
later on -~ 1in. the form of conscience or perhaps of
An unconscious sense of guilt. (SE XIX 34-5)

v
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To put Freud's point another way, the 'obstacle' whiéh is
set up wi%?in the ego to countermand the sexual desires
'directed towards thec mother or faéher is what is experienced
by the child as’thé hostility of - - particularly the fath-
er's -~ authority. But, as I indicated in theIntroductioﬁ,
it was under the influence of Melanie Klein that Fre;d came
to recoéni§e that this hostility is not just 'the aggressive-
ness - that has returned fraqm the external world which is
bound by the super-ego': more signiﬁicantly, a part of it
is the aggressiveness which 'is carrying gn its tute and
uncanny activity ;s a free destructive'instinct in the ego
and the id' g§§§§££ 109). Thus we seethow widely important
the idea of ambivalence, which Freud had first thought patho-
logical in the melancholic, has ?ecome: in, fact it is cons-
titutional in us all. Moreover we now see the full signi-
ficahcé of the fact that ambivalenée is constitﬁtional in us
all witth respect to Freud's change of mind in regarding inst-
1ﬁé£ual confliét as a conflict of love aﬁa hate rather théﬁ“’*h\\
a conflict of love and self—preéervation. (To return to
Fhe point at which.I left off the discussion of love-hate
wconflict in connection with the essay 'On Narcissism' it
will perhaps now be clearer why I wanted to avoid considerat-

ion of the death-instinct. alone. As I predicted, the conZlict

of love and hate is very closely bound up with the articul-

-

“
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ation of the idea of the super-ego.)

It is at the height of the Oedipus complex that the
chiig feels the deepest conflict between love and hate:
between the love he feels for, and feels he owes to, his
parénts, and, on the other hand, the hatred he feels at the
frustration of his Cedipal desires. And what occurs at
this point, according to Freud, is that the child seeks to
overcome the internal conflict by projecting his own hatred
onto his parents, thus dramatising theif severity. Thus,
when the parental figures are introjected as the super-ego,:
the severity of the super-eqo will be éOrrespondingly dram-
aﬁic, and aquite out of proportion to any real severity in the

Y 1 ,

child's upbfinging: In other words, Freud puts it,
. + 1
...the super-ego seems to have made a one-sided
.choice and to have picked out only the parents'
strictures and severity, their prohibitive and
punitive function, whereas their loving care seems
not to have been taken over and retained. (§§_XXII 62)

And this, of course, is exactly why; for Freud, the voice

>
of cogscienqe, the 'uncons?ious sense of guilt®’ can be so

)

[;,»~’\\p6werful - pa;hogenically so in the case of the melan-

)

cholic.

KKK
It might now be appropriate to set Freud's views on the

formation and natur® of the super-ego in the wider context

‘
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of the revised theory of the mind developed in The Ego and

-

»

the Id.
The: super~-ego, as Freud thought of putting-it at one ;

pq}nt; constitutes an ‘'ideal model' of the fundamental aim
of the ego to reconcile the inner world with the outer. That
is to say, with the formation of the super-ego, the ego has'’
discoygred an extremely powerful aggnt to countermand the
impulses of the id, momentously represented through the
Oeéipal desires. Ideally the ego can make use of the power
of the super—egs‘to reconcile the impulses of the id with
reality. But the model is ideal. The price the ego has
to pay fqr the gservice of the super-ego may be exorbitant.
For at worst, as Freud dramatised the situation,

Helpless in both directions, the ego defends itself

vainly against the instigations of the murderous id

and against the reproaches of the punlshlng conscience.

. - (SE XIX 54)

And this, of course, in addition to the ego's function in

trying to cope with the demands of the external world as

well ,

It is with rescht to this picture that Freud finally
has the resource to specify the exact costs that may be
exacted from the ego. For, as he was to represent it in
the '1924 paper on 'Neurosis and Psychosis', transference
neurosis results from a coﬂflict 6f the ego and the id,

narcissistic neurosis from a conflict of the ego and the

&
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super-ego, and psychosis from a donflict of the ego with the

external world (vide SE XIX 149-53).

~ There is, howe;eg, a further point which ought to be
* made with respect to this view of the various kinds of con-
flict. It is.that, though the peculiar -phenomenon of the
unconscious sense of guilt will be mos§ apparent in naxciss-~
istic neurosis - in the conflict, that is, between the ego
and the super-ego - it is not, as indeed oné must suppose

from Freud's view of the ubiquitousness of the narcissistic

aﬁtidue, unique to such neurosis. In fact, in The Ego and

éﬁg Id, Freud i; prepared to claim that 'in a lésser measure
this factor has to be reckoned with in very many cases, per-
haps in all comparatively severe cases of neurosis'. And he

immédiately gog

precisely this element in the situ-
Ade of the ego-ideal, that determines
a neurotic illness. (SE XIX 50)

ation, the s
the severity

This, in turn, leads to the more forceful assertipn in 'Neu--
rosis and ééychosis' that |
The attitude of the super-ego should be taken into
account - which has not hitherto been done -~ in
.every form of psychical illness. (SE XIX 152)
And of coufse, we may add in virtue of\Freud‘s.insistence
‘upon the continuity of psychical illness and health, if the
attitude of the super-ego is to be taken into account dn
every form of illnéss, then it must also be taken iﬁto acc-

- ount in the most general picture of the inner world.
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It is with %hese final, though I think it must be
said rather bold, remarks of Freud's that we can see
just how far the theory of mind hae been modified. For
if, in-the earlier period'of his work, the primary emphasis
had been upon the relation between the conscious and the
unconscious, the picture has now become much more subtle.
As Freud puts it in this final phase of his thinkiné,

Conflicts between the ego and the ideal will, as
we_are now prepared ta find, ultimately reflect

the contrast between what is real and what is psy-
chical, between the external world and the internal
world. (SE XIX 36)

A fevw pages later Freud adds

The struggle which once raged in the deepest strata

of the mind, and which was not brought to an end by

rapid sublimatlon and identification, is now centin-
ued in a higher region, like the Battle of the Huns

in Kaulbach's painting. (SE XIX 39)

The image is fecund. In one respect it stdnds as a mon-
muent to the way in which Freud s genius has created a

more extensive picture of the inner world than first thoughts
(

about neurosis and dreams and jokes migﬁt have suggested to

a lesser mind. In another, it indicates just how much Freud

has brought to his account of the innexr, unconscious work-
[ ]

ings of the mind: -'not oniy what is lowest but also what is
highest' (SE'%IX 27). And thifd in connection with this o
last point, it is ‘for my purposes a haopy acc1dent that Freud
‘should chose to represent his thought in reference to a paint-

Klng. For 1f Freud's flnal picture-of the inner world does
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not entirely resolve the difficulties of finding a proper
aesthetlc fbundation in the earlier abproaches, and though
Freud himself was never to consider its aesthetic applica«
tion, it does in many ways serve to circumécribe the area
in which resolution of those difficulties might ultimately

be discovered. ' -

t

* X% %%

What was found inhibiting in the discussions of Part One
was the matter of precisely‘how the 'plunge into the uncon-
gcious‘ could come about -~ 1in particular, how the artist
could come to make use of the unconsciocus processes of tﬁe
mind in creating art. But, it turns out, part of the
difficulty here lay in the conception of the mind with
which Freud had at first worked. For where the mind is

regarded as divided more or less strictly into the domains

.of the conscious and the unconscious, then the facility of

‘purposivg passage between the two domains -is not clearly
made ogt.- Now, however, with Freud's revised theory of
m;nQT the particular difficulty sllips away,_élong with
Freud's receding interest in the strict demarcation of the
consclous and the unconscious. ifpr, as we have seen, in
h%s discussion of the role of the ego - the agency of

mental activity - Freud has not only been aﬁle to spécify
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the ego's activities in binding uncchscious energies, but
also - and precisely in virtue of these activities - to

reveal the way in which the character.of 'the ego 1s itself

built up. In other words, insofar as these activieies are
intrinsic to the functioning of the ego anq critical in its
development it is no longer appropriate to suppose a theor-
etical difficulty in‘the thought of the egq's making use
of unconscious processes: the ego, it turns out, is itself
already unconscious in respect of a number of the indubitably
thigher' dctivities of tﬁe nind. a

Of course, if the earlier difficulties have slipped
away - 1f, as { put it earlier, the revised theo?y opeﬁs
up a path into the uncpnscious for the ego -~ then this
serves only to sanction the limited aestﬁetic insights
gathered in Part One in respect of the workings of the miﬁd
on the modeis ef neurosis, dream and, especially, the Jéke.
fr we are to extend understanding here what is now required
is to bring the new resources to bear updn wider aesthetic
matters. And althouéh I think we shall have to call upon
Melanie klein's more detailed theoretical elaborations in.
brde;ato do this successfully, the resources. there noﬁ are
interestingly invite a-return to perhaps the most intriguing
of Freud's own eariier contributions to aesthetic understand-
ing, theﬂessay on Leonardo. For Freud's discussions of the

manner in whicﬂ unconscious mental mechanisms operate in the
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building-up and development of the ego suggest a more con-
fident reading of the way in which Leonardo could be regard-
ed, as having discovered in his art the means of restoring
an ego which had long been threatened by conflict - as

having discovered in his art 'a path back to reality"

’Leonardo, we might now say, representﬁ a case in which the
normal course of the Oedipal phase of development was fairly
seriously disruptéd. In thejfirst place, in view of Leon-
ardo's early years in the exclusive company’of his natural
mother, we may imagine a peculiarly intense libidinal att-
échment to his mother insofar as his Oedipgl desires were
not, at that stage, obstructed by the presehce of his father.
But when, later, Leonardo was'taken into his father‘'s house-
hold and thus bhelatedly confronted yith the classic Oedipal

conflict, we may imagine an extremely severe repression of

i .

his precocious Oedipal desires for his mother, for of course

by then those desires were likely to have been very deeply

-

established.

-

It would be natural to say at this point that the only_
effective means by which Leonardo could cope with his excess-
1ve1y strong desires for hlS mother lay in an equally strong

1d£nt1f1cat10n with her, through repeated‘lhtrogectlon. and
- t
it 1s relevant here, I think, to consider-that the wulture

2

: v .
phantasy which Freud regarded as expressing Leonardo's lib-
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idipél attachment to his mother should have been projected
upoﬂ the dominantly oral phése of Leonardo's development -
that is, to that éh@se in which identification through intro-
jection 6r incorporation first occurs. And of course it is
in virtue of‘the excessively strongwidentification'with his
mother that we have an explanation of Leonardo's putative
(idealised) homosexuality: henceforth his sexual desires

are projected upag Egy§ in his own image whom he ﬁbuld seek
to love as his mother(had loved hinm."

"The distuEbed course of the Oedipal phase of his devel-
opment and its final resolution; however, would }ikely have
left Leonardo a-burden of conflict which derived from the
intensity of his desires for his mother and the consequent
severity of their repression. That is to say, we imagine
Léoﬁardo's cage to represent the possibility @hich Freud
had dramatised as the ego's vainly defending itself against
the-instigations of the murderous id and against the repro?ch—
es of the punishing ‘conscience. |

-

Wle saw, however, th%? Freud refused to think of Legnardo
as neurotic, as debilitated by his burden éf conflict., The
fact was, as Freud supposed, that though Léonardg did at
some ppints‘id his adult life find himself suffering as a
result of the original conflict - in the period of his

life in which his @reative abilities were seriously inhibit*

ed, Freud suggests, by virtue of the severity of the origin-
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‘al repression of his Qedipal desires -~ he was not con-
demned permanently to r:g;at the original conflict. 1In i
Frcud's famous phrase, the ncurotic 'repecats instcad of
remembering' (SE-XIT ;51), but, Freud had speculated, it
appears that inethe last years of his life Qconardo was

able to rcemember the original conflict through his art.

The Giaconda smile recalls for ﬂéonardo the loyg he had

felt towards his.motﬁer aﬁ? wvhich had for so long stood :
under the shadow cast by rééreésion. And in recalling.the‘
love he finds release from his creative inhibitions.

The succesive regrcssioﬁs which, Freud . supposed, en-
abled Leonardo to overcome the éonflict of his early years
might be called, I suggested earlier, borrowing an express-
ion from the ego-psychologists, 'regressions in the sérvicé
of the ego'. This suggestion might now make more sense
in the liqht of Freud's later work. ‘It is as if, thrbugh
his art, Leonardo restored in phaﬂtasy what he had
for many years beén ungble to acknowledge. And just as,
ﬁuch earlier, the éﬁangésy introjection of his mother had .
s%rengthened and secured Leonardo's ego against conflict -
though at the cost of unhapnlness in his sexual lffe - sO =
the re-restoration in phantasy of his relatlons to his mothe{ﬁ
as this can be taken to have been. expresSed in his late art,

once again strengthehs and secures the ego against conflict

- onl&nthis time, Freud suggested, through the denial iﬁ

s I'd

-
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unhappiness in his sexual life. As we saw, Freud speculated
that in the late androgynous figure-paintings,

. It is possible that in these figures Leonardo had
denied the unhappiness of his erotic life and has
triumphed over it in his art, by representing the
wishes of the boy, infatuated with his mother, as
fulfilled in this blissful union of the male and
female natures. (SIL XI 117-8)

It is thus, in the terms which are now available, that Leon-
\ .

ardo's art might be thought to have been truly therapeutic.

For it is, as it were, in the Eg;building—ué and strength-

ening of the’ego by means of those processes which Freud

had come to see were critically involved in the original

developmgg%\of tﬁe ego, that Leonardo can be thougnt to

. A 7

have achieved the end which psychotherapy itsclf seeks:

namely, the strengthening of an ego which, as a result of

some flaw or inadequacy in the original course of its dev-

élopment, is weak or disabled.

There are two matters on which Freud did not pronounce in
his revised pictur;hof the inner world, and each is critic-
al if tﬂe re-~reading I have offered of.the Lgonardo essay

is to be sustained. The.first is the idea of phantasyl

aﬁd in this we once again recall the incomplete theme of |\
the eariier chapters on Freud. But there is a new and
siéhificant clue to the articulation of the idea éf phant-~
asy which can"bhe found in Freud's later writings. That is

that Freud wanted to think of the mechanism of introjection

.
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specifically in relation to oral phantasies of incorporation.
But, we should remémber, introjection is an unconscious mech-
anism of the ego, and thi immediately suggests a radiral

new departure in Freud's/ thought. For now, it appears,
phantasy is not just the vehicle of wishes and desires, as
it had previously been construed: phantasy'is also the o
velicle of the ego;mechanisms -- the ego-mechanisms them-
selves find representation in phantasy.

The second matter concerns, one might séy, the mallea-
biliﬁy of phantasy. For we need to-know precisely how
phantasy can come to be employed in the reparative process
putatively attributed to Leonardo, and, moreover, we need
to know what it is that in f{he first place initiates the
reparative process and on what energies it can be said to
draw.

Each of these two matterg, however, lie at the heart

;

of Kleinian theory, to which it will now be appropriate to

turn.
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2 MELANTIE KLEIN'S THEORY OF MIND

4

In the previous chapter, I implied a discrepancy in Freud's
thouéﬁt betﬁeen, on the one hand, his articulation of the
mechanism of introjection in relation to the. oral phasé of
libidinal development, and, on the other, his dating of the
first introjection of the parental figures and the forming
of the super-ego much later than the ora}l phase. *If intro-
Jection first occurs in the oral phase then might we'not
expect to find traces of the super-ego, and, correspondingly,
evidence of Oedipal desires, much earligr than Freud had
supposed ? I added at the time that the question woﬁld
naturally introduce Melanie Klein's work. For in fact Klein's
view on the matter forms the core of ﬁer theoretical mod- |

ifications of Freudian theory. Thus, she writes that her

e~

analyses of children demonstrate that

the oral frustrations which children undergo release
the Oedipus impulses -in them and that the super-ego
begins to be formed at the same time. The genital
impulses remain out of sight at first since they do
not as a rule assert themselves against the pregenital
impulses until the third year of life. At that period
they begin to emerge into clear view and the child
enters a phase in which its early sexual life gcomes

to a climax and its Oedipus conflict attains full dev-
elopment. (PC 179)

My reading of Kleinian theory, then may be construed as the
elaboration of the view that there 1s a connection between

the oral phase of development and .the emergence of the super-

191
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ego. And in order to secure this reading to the account of
Freud's later work, I shall concentrate primarily on the
notions of ambivalence, the unconscious sense of guilt, and
the process of identification and the related mechanisms of

introjection and projection. . »

%33 %%

It 1s a generally observed fact of infancy that the baby's
pleasure in sucking g1§es way after a time to a pleasure in
biting (1). In recognition of this, Kleiln suggests a division
of the oral phase of development into the oral-sucking stage
and the oral biting stage. In turn this division 1is present-
ed as a polarity betweentinstincts of love and hate. Thus,.

....We may regard the force éf the child's fixatién at

the oral-sucking level as an éxpressipn of the force

of its 1libido, and, similarly, the early and powerful

emergence of its oral sadism as a sign of the ascend-

ancy of its destructive instinctual components. (PC 180)
To put it simply, the infant's sucking is the means by which
it gains the nourishment it instinctually needs to survive,
while its biting, though doubtless alsq 1nétipctua;, seems
to have Just the reverse tendency., The question now is,
Why this oral sadism ? And how.1s it to be understood ?

The infant quickly learns that his mother, or more

precisely his mother's breast (and much the same may be said,

mutatis mutandis, of the breast-substitute in the bottle-fed
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infant), not only satisfiles his instinctual need for nourish-

ment, but also, as it were, wi&pholds that satisfaction: the
mother's breast, that is, 1s not always there to satisfy the
need. In fact the situation constitutes the classic occasion
of anxliety where, as Freud had put it in another connection,
the ego 1s helpless in the face of a constantly
increasing instinctual demand - the earliest and
original determinant of anxiety. (SE XX 144)
It is at this point, according to Klein, that the infant
projects his own response to the instinctual danger outwards-
on to the breast itself, which comes to be experienced as
threatening and hateful - as the source of anxiety. And
in order to retain the nourishing, good aspect of the breast,
and at the same time to deS%roy the ‘threatening, bad aspect,
the infant introjects the breast. But now, of course, the
destructive impulses which are directed in phantasy against
the introjected breast are in themselvgs also the occasion
of anxiety: the infant now feels that he -himself, insofar
és he ﬁas identified with the breast, will be destroyed by
those same destruqtive impulses. In this, however, ;e find
a parallel to the situation which Freud had taken to arise
in connection with the Oedipus conflict. In this respect
then; Melanie Klein believes, PR B

The Oedipus conflict and the super-ego set in...
under tHe, supremacy of the pre-genital impulses,
and the obJécts which have been introjectegd in the
oral-sadistic phase - the firsts object-cathexes
and identifications - form the beginning of the

»,

&
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early super-ego. Moreover, what 6ériginates the
formation of the super-cgo and governs its carliest
stages are the destructive impulses and the anxicty
they arouse. In thus regarding the impulses of the
individual as the fundamental factor in the formation
of his super-ego we do not deny the importance of the
objects themselves for this process, but we view it®in
a different light. The carxliest identifications of
the child reflect its objects in an unreal and dis-
torted wavy. (PC 195)

We should pause to consider in greater detail this rapid

revision of Freudian views. N
/A i

FA

~

First, and most generally important, Klein's position on a
crucial matter is, from the startf declared quite unequivoc-.
ally. é% I pointed out in the Introauction and in the
discussiék of Freud, there was at first some unclarity'in
Freud's account of the formation of the super-ego about what
emphasis was to be attached to the connection between the
severity of the super-ego and the actual severity of the
’parents and the emphas}s to be attached £o the connection
between- the severity of the .super-ego and instinctual agg-
ression. "And, as I indicated, it was in fact under the
influence of Melanie Klein that Freud later came to attach.
the greater emphasis to ihe latter view, For it is Klein's
‘claim that .the severity of the super-ego is a function, not

of the actual nature of\the.introjécted objects, but of the

infant's phantasies about those objects - objects represent-

A
ed, that is, 'in an unreal and distorted way'. And the kind
of distortion at this stage is clear: for the phantasies

.

-
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which predominate at the time of the earliest‘identifications
in this oral-sadistic stage are peculiarily aesprucﬁive phant-
asies.
Though I want to’postpo?e full considgragion of the

Kleinian concept of phantasy until the core precepts of her
theory have been properly established, that the introjected
objects are represented in phantasy, :ot as they really are,
as destroying and. destroyed is significant in a respect which
I have already mentioned. That is, the objects which are
introjected at £he oral-sadistic stagéfaré not 'whole objects'

- not, as I articulated this notion in the previmus chapter,

the persons of the mother or father - but, rather ‘part
i P N

objects' - parts of the persons of the ﬁ%bggz\if father:

specifically, different bodily organs, and of course first
amongst.these at the 6ra£ phase is the mother's breast."The
point; that it is in destructive phantasy that_the introject-~
gd objects are represented,vto some eiﬁeht overcomes a diffi-

culty I anticipated in the uﬁderstanding of Klein's theories

-

in comparison with Freud. For the ambivalence of the intro-

jectéh oﬁject for Preud waé, so to speak, anthropomorphised

ather as the

in his regarding the persons'of’thq mother or
fiést introjected-vbjects. And this anthrépom rphic tend-
ency stands dpon what I have just discussed: n ély, the

fact ‘that Freud was at first unclear about whetheX the intro-

jected object represents, at least to some degree,\a real -
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and doubtless actually ambivalent - object in the child's

world.

It follows clearly enough from Klein's views that the first
objects are introjected at a particularly sadistic stage of
develppment‘that the sudpef-ego, or the early traces of the
super;ego, which is tﬂué formed will.be correspondingly
cruel and severé. That is, the terrifyingness of the ob-
jects, and the force of the destructive impulses which are
employed -in ovérqoming‘their terrifyingness, will exaggerate
the authority of the super—eqo; "ght this must seem to
suggest the bizarre picture of the infant as suffering not
only fierce anxieties and brutal impulses, but also the re-
proaches of an especially punitive consciené;. One begins
to wondér quite how the\infant;s immature ego could possibly
_cope with the situation: the most robust eéo, we must imag-
ine, would Ef hard-pressed in such dire circumstances. In
fact, hdwéver‘ -~ and this is both an interesting and imp-
ortant feature of Kleinian theory - the appayent crisis
turns out to be a sort of salvation. The forzé of the
early destructive impulses.in fact-reguires.tﬁe dppééition_
of an equally forceful authority. Thus the ego, which is
still weak, mobilises the cruelty,of the early super-ego
/in defence against the destructive impulses wﬁich are them-

selves the occasion of anxiety. As Klein puts it,

-
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...as soon as the process of incorporation has begun
the incorporated object becomes the vehicle of defence
against the destructive impulses within the organism.
(PC 184)

4
In other words, the cruelty of the‘sarly super-ego’ comes
to the defence of the ego against instinct, though at this
'stage primarily destructive, not sexual, instinct. And of
course in this Klein's views are entirely consonan£ with

Freud's insofar as the super-ego is regarded as the agency

|
from which instinctual inhibition proceeds.

One further aspect of Klein's views of the formation o the
eérly super-ego will, I hope, suffice to conclude this rather
summary account of her theory, specifically in relation to

the discussion of Freud.

We have already seen how Freud came to associate
workings of the super-ego with the unconscious sense of
guilt. But Freud's limited discussion of this notion mu§t,
I think, leave us a little uncertain about what answer he
wanted to offer to a question he himself had asked: namel

How'is it that the supér-ego manifests itself

essentially as a sense of gquilt...and moreover

dgvelOps such extraordinary harshness and severity

towards the ego ? (SE XIX 53) .

It seems to me that the answer offered here by Kleinian
theory is particulafly compelling. ' The harshness and
severity of the super—eéo, we have just seen, is a function

' of the fact that the first objects are introjected in a

»
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/ .
dominantly sadistic phase of development. And insofar as-
the destructive phantasies are so intense at this period i
we may supposé that later, once the super-ego hgs been X
released from service in defence against the destructive
impulses, the unconsclous sense of gullt in which Et finds
expression will not only itself be strong but also as
generally widespread as, we saw, Freud had speculated it
might be. For of course insofar as the sense of gullt is
made to stand in connection with an entirely normal, not
pathological, phase of development -~ the oral—sadistic
stage - then the more plausible it is to assume tﬁat we
are all subject to the same\burden, if not the same intensity,
af guilt. Moreover, it 1s particularly clear in Kleinian
thépry to what, in the first %?stance, th;s sense of guilt
attaches, and why 1t should be experienced specifically as
a sense of guilt. It attaches, éh;t is to say, to the damage
(in phantasy) Yhich the destructiv;\}mpulses have wreaked on
the infant's fifst objects. And it is in the course of arg-
uing this that Klein\graws attention to'ghe benign, repara-
tive use to which the Qense of guilt is sﬁbsequent;y put.
She writes, - \\

...When the excesslve sewerity of the suber-ego has

become somewhat diminished) . its visitations upon

the-ego on account of those imaginary attacks [upon

the introjected objects] induce feelings of guilt

which arpuse strong tendencies-in the child to make

gogd the imaginary damage it has done to 1ts objects.
And now the individual content and details of 1its
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destructive phantasies help to determine the devel-
opment of its sublimations, which indirectly serve
its restitutive tendencies....(CP 274)

There is, I am aware, a good degl which will seem unclear

in this cursory account of what lies at the centre of Klein's
view of the‘earlQ development of the child. But perhaps‘
the bare form of this has been sufficiently adduced to per-
mit taking a broader view of its significance fér the Klein-

ian theory of mind. And once this is done, I mean to take

up the ideas of phantasy and reparation as these occur in

Kleinian theory, for each turns out to be crucially rele-

-

vant to the aesthetic discussion.

%* % %k ok *

What‘domigated Freud's account of the development of the
indiviéﬁal, at least until the very last phase, - was his ident-
ification of the sequence of libidinal phases through which
the child passeg. Melanie Klein, however, from the start,
gave much greater emphasis to theﬂemerging structure of.the
ego and to--the ego's characteristic activitigs. Bt within
this emphasis, it is possible to find a very;rough parallel

: : d
to the successive phases of libidiﬁgi development in Klein's

. iAdea that the infant adopfs two distinguishable 'positions’

~

. in the course  of its development. These two positions, which
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are identified with respect to characteristic constellations

of the ego's mechanisms of defence, Klein calls, respectively, /

the 'paranoid-schizoid' position, and the 'depressive' posi-
tion. To understand what she has in mind, we’should once
again take up consideration of the mechanisms of introject-
ion and projection as they are employed for purposes of
defence.

The infant at first projects his feelings of love and
hate outwards, on to the priméry gxternal object, the breast.
Consequently, the breast comes to be regarded as having both
a 'good' aspect-and a 'bad' one. and when, subsequently,
the breast is inﬁrojected, it is corfespondingly introject-
ed both under its good and bad aspects. (In my earlier
discussion of this I might have appeared to imply that
the breast was primarily introjected as a bad object. But
while this emphasis served the purpose of identifying the
force and influence of the destructive impulses it should
not be regarded ag an accurate picture. For though in the

oral-sadistic stage destructive impulses predominate over

n

loving.impulses they do not obliterate them. And when the
breast is introjected, it is introjected as much in order
internally to retain its good aspects as to fight off its:
bad ones.) .

The infant now tries to keep apért the good object,

apprehended as 1ife—givihg and nourishing, and the bad
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objééi, apprchended as threatening and persecutory. In other
words, the infantatries to 'split off' the projective resif
dues of the introjected object - his own love and hate.
His énxiety at this stage - a paranoid anxiety - is
that the bad object will overwhelm and destroy the good,
and hence at the same time, in view of his identification
with the objects, overwhelm and destroy himself. And his
defence against this anxiety - a schizoid defence - is
to split off the good and bad objects, and hence at the same
time, in view of his identification with the objects, the
good and:bad aspects of'himself. Thus the term 'paranoid-
schizoid' to describe this stage of development.

As tﬁe infant develops further, as he becomes aware
of a broader range of objects in the worlqg, éhese same
processes of projection and introjection are repeated in
mgéh the same manner as his first projective and introject-
ive identifications wiﬁh the breast. But, in the normal
course of development, as his adaptation,to reality increases,

the irfantt begins to rYecognise that the split-off good ob-

hence his own loving impulses, are stronger than
the ba objects, and hence than his hating impulses. And

" as becomesﬁnore secureiy possessed of the good objects,
~ox - what is theoretically the séme thiné - aé his ego

becomes stronger, his paranoid anxieties diminish: there

is a decreasing need to project his hating, destructive

N
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impulses outwards on to external objects, hence an incfeased
integration of)formerly split-off introjected objects, and
hence also an increased integration of the ego.

It is at this point that the erressive position be-
gins to set in. The infant comes to recognise his mother
as a person, as a whole object, and no lenger as a'\config-

uration of part-objects which are split-off into good and

.bad components. At the same time, the introjection of the

mother as a whole object promotes a further integration of
the ego: the infant realises that his loves‘and hates are

not split off at.all, but that he himself has directed them

to one and the same object. And this leads to a new anx-

iety which is depressive in character. The mother, appre-
ﬁended now as a whole object, is recogniéed to be independ-
ent., There is a sense of loss at this recognition of ind-
ependence whiqh leads to an intensification of the introject-
ive activities as the infant tries to retain his good object-
inside himself. But alongside this is his feeling that he
himself has been responsible for the loss and independence

of the good object: his own impulses have destroyed and
still threaten to destroy the goad object. The sense of
loss, and the sense of guilt which accompanies the loss -
and we might here recall how significant these two factors
were in Freud's account of melancholia (depression) - now

come to be infant's predominating feelings. And thus_ the



- e

203

term 'depressive' to describe this stage of development.

To look more generally at Klein's account here, two-points
’ - .
ought to be made clear. The first is that the way in which

each position is designated is not meant to indicate that

they are in themselves in the nature of psychotic/ conditions.
For Klein they constitute stages in the normal cburse of
development. On the other hand, we should not be\surprised

to learn, bearing Freudian theory in mind, that they are

¥
imporfiantly connected with neurotic and psychotic disturb=
ance iln later life. That is to say, ‘Just as for Freud there
could pe regression to the various phases of libidinal dev-

élopme t, so too for Klein there could be regression to the

depressive and to the paranoid-schizoid positions. .
e

This bg}ngs us guickly to the second point, which goes'
some way tof xplain Klein's use of the term ‘position' and
not ‘stage' or ‘phase’. For the two positions are not
bound together, as the phases of libidinal development,
in a strict temporal sequence. The primary reférence is
to the ‘characteristic mechanisms of deﬁence'which are employ-
ed against particul;r kinds of anxiety, and it is in virtue
of the preﬁominating anxieties that_tﬁe positions alternate
across the entire r;%ge of infantile development. Thus, .
there is nothing in;ernal to the positions which prevents
a return from the depreséive position to the paranoid-schiz-

oid, and though in-the normal course of development the in-
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fant overcomes the "depressive position, there is nothing to
prevent a return to it. Thus the possibility and facility
of regression to either position in later life is, as it
were, built into the concept of a position from the first.
And this of course contrasts with Freud's views to the deg-
ree that, just as the original phases of libidinal deveiop—
ment are strictly temporally fixed, the course of regression
'is correspondingly fixed,
The core of the fully-developed personaiity of the

. adult lies, according to the Kleinian view, in the naturg
of the integration of object-relations which is achieved
in the depressive position, but the complexity of individ-
Jual veriétion also depends upon the force and subsequent

influence of the object-relations established in the para-

-

noid-schizoid position, and in the later modifications and
sublimations of depressive anxiety. ~As Hanna Segal, one_ of

Klein's followers, has put it, .
Some paranoid and depressive anxieties always remain
active within the personality, but when the ego is
sufficiently integrated and has established a
secure relationship to reality during the working-
through of thé depressive position, neurotic mechan-
isms gradually take over from psychopic ones. Thus,
in Melanie Klein's view, infantile neurosis is a
defence against underlying paranoid and depressive
anxieties and a way of binding and working tihrough
them. As integrative processes initiated in the
depressive position continue, anxiety lessens rand -
reparation, sublimation and creativity tend to replace
both psychotic and neurotic mechanisms of defence.

(IK ix-x)
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As the tail of Segal's remark suggests, we are at last close

to the point at which the picture of the inner world towards
which Kleinian theory has workéd begins to have a particulgr-
import for the aesthetic project. But it will be useful,
first, to provide a general review, paying special attention .

to the concepts of phantasy and reparation.

¥* 3% 3 % % -

)
i »

»

The concept of phantasy, we saw in the course of the discusé-
ions of Part One, undefwent a variety of modifications and
extensions. At first, Freud used the term primarily to‘
designate the activity of day-dreaming, or conscious imag-
inative activity generally, and in 1its usua} orthographic
form in common parlance - 'fan?asy' - this remains its
designaffggt Such activity, Freud claimed, was predicated
upon a wish, and hence phantasy could be regarded - much
1iké a dream -~ as the (hallucinatory) fulfilment of a
wish. Freud, however, soon came to see that phantasies
were much more closely like a dream in that theyaE’

<

be predicated upon an unconscious wish. Thus phantasies

oo might

themselves could be unconscious. Still, Preud's use of the
term 'unconscious phantasy' was restricted, and tfis we can
now say was partly for the reason to which I drew attention

at the start of the previous chapter: namely, thet the
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unconscious was for a long time generally equated with the

repressed. In other words, unconscious phantasy appeared

to have been nothing more for Freud than repressed consc- ;7

ious phantasy. | \ |
At the same time, however, Freud had turned his atten-

tion in 'Creative Writcrs and Daydrcaming' to the: role

of phantasy in arﬁ. And therc a new dimension in the under-

standing of phantasy was revealed: namely, its function as

a continuation of piay. In view of this, it then seemed

natural to consider the joke, for joking too was thou@ht

by Freud to be a continuation of play. But what emerged

in the discussion of the joke was that the unconscious

activities of the mind appeared -~ though there was some

difficulty in finding the theoretical specification of this

possibility - not to operate exclusivelv in the service

of defence against libidinal desire. Thus, in respect of
the connection between joking and phantasy-forming, it app-
eared possible that phantasy itself was not wholly predie—
ated upon a wish, whether conscious or unconscious.

In the later investigation of the nature and activities
of the ego, it became clear that i; was indeed not only the
contents of the-id whicé were represented'in'phantasy, but
aﬁ?b the activities of the ego itself. Specifically, we
saw, thevmechanisqiyf introjectidgmyas attached to{ egd
seemed quite q}osely dependent up?n, phantasies of incorpor-

!
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ating an object orally. Thus, it now seems, there ?F cons-
iderably more to the idea of unconscious phantasy tﬁgn is
represented in the idea of repressed conscious phantasy;

The line of thought pursued Ry Mé;anie Klein import-
antly stems from the poésibility of the representaﬁion of
the ego's activitiés in phgntasy. That is to say, once
the theoretical aim of uncovering the ﬁatugg of the ego
héd come to dominate psyq%oanalytic work, the fgcal point
of the enquir& came to be\ he precise nature of phantasy.
Indeed, it can be said,v{<: entire interpretative foundation
of Kleinian theory rests upon the idea of unconscious phant-
asy and its representation of the ego'shactivities. "And
of course, along with the elevation of the importance of
the idea, comes a new and much richer elaboration of ips‘
nature. (Henceforth, in discussing this matter, I shall
follow the .conventions of Kleinian psychoanalysts and use
the terms 'phantasy' and 'unconscious phantasy'’ interchaﬁge-
aSly: 'phantasy' now means 'uncqpscious phantasy’, dq}ess
there is a specific note to the'contrary. The stipulation
is important in avoiding confusion, for I mean to draw on~

the work of two of Klein's followers, Susan Isaaes and Hanna
Segal, and each of them uses ’phaﬂtasy' and 'unconscious
phantasy' intérchangeably.) y :

It was, generally speaking, Freud's view that all mental

€
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processes originate from instinctual needs, or in response
to e%ternal stimuli as they came to affect those needs. |
And,-in Freud's view, it is through the id, which he always
took to be directily in‘contact with somatic pro&esses, that
the instinctuai needs fiﬁd mental representation. The view
‘ acquire; greater specificity_ in Kleiﬁian theory. For what

is now regarded as the mental representative of instinctual

need is unconscious phantasy. As Susan Isaacs puts it in

1Y
.-

an esgay on 'The Natggg‘and Function of Phantasy', ‘Phant-
asy is (in the first instance) the mental corollaiy, the
psychic representation ‘of instinct' (DP 83). But what is
dramatic about this specificity is that phantasy %s a
mental representation of instinct which is formed through
the medium of~the Ego, not, as for Freud,sthe id. That is,
- a central precept of Kleinian theory is, as Hanna Segal
writes, that 'Phantasy-forming is a functioniéf the ego;

(IK 20).
. o -4
© The role of phantasy, however, is by no means exhausted

in the rudimentary representation of instinctual need. Once
<

again, Susan Isaacs:
The relation between phantasy and wish-~fulfilment
has always been emphasized: but our experience has
shown,that/?ost phantasies also serve other purposes
as well as A#7ish-fulfilment: e.g! denial, reassurance, -
ocmnipotent control, reparation etc....{(DP 83) :

In other words, phantasy takes on the dual role both of

conveying instinctual impulses and of defending the ego

. | ;>‘
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against énxieties which derive from the frustration of thése
instinctual impulses. ‘ 8"v

' But, again, the role of phantasy is not exhau;ted in
the representation of instinct and in defence of ghe ego.
For the mechanisms of defence which find representation
in phantasy - and here we return to the late Freudian
claim - also play a crucial part in the building-up of
the ego, in est;blishing its character. And this of course

is why, for the Xleinian, unconscious phantasy is such a

potent therapeutic instrument. For, as Segal has put it,

‘h~Mmakes it possible to influence the structure
of the ego and the super-ego through analysis. It
is by analysing the ego's relations with objects,
external and internal, and altering the phantasies
about these objects, that we can materially affect
the ego's more permanent structure. (IK 20)

-

Finally, and this is a point which will significantly
lend itself to the aesthetic discussion, unconscious phantas;
is'further reéarded by the Kleinian as standing behind the
possibility‘and the quaiity of extremgly highly—developed.

and sophisticated functions such as thought and creativity.

- That is, where,‘for Freud, thinking'developé from the inter-
play of instinctual impulses and the&process‘of reality-
testing, for the Kleinian, for whom phantasy répresents
those instinctual impulses, though£ is regarded as develop--

ing from the testing of phantasy against reali&y. Thus,
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Hanna Segal:
Thinking could be viewed as a modification of uncons-
cious phantasy, a modification brought about by real-
ity-testing. The richness, depth and accuracy of a
person's thinking will depend on the quality and mall-
eability of his unconscious phantasy 1life and his cap-
acity to subject it to reality—t?sting. (IK 23)

The remark quickly recalls several of the themes of Part

One in connection with the discussion of the artist's inner

world. Thus, it was frequently a matter of trying to det-

ermine the quality of the phantaéies putatively brought to

artwéof whether they were simply the consequence of a wish);

or determining the malleability of the phantasies (of

whether the artist could be saild to manipulate his phantasy

’ { . , “

in the interests of art); or of determining the artist's

capacity to subJect phantasy to reality-testing (of whether,\

unlike the neurOtic, the artist's use of phantasy led him

on the path back to reality). The Kleinian theory of

mind, in other words, in elevating the idea of unconscious

-

phantasy to such a crucial place in the account of the

"human mind , seems to offer much greater theoretical re-

source in such matters. Quite what resolution 1s available,

-

however, importantly depends upon whats is made of the idea

of reparation; 'for;”as it has already.been Intimated, the

‘capacity to méke_réparation appears to be closely bound up

with the possibility of creative activity.

b3
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Reparation occurs, in the first instance, as a mechanism of
defence agalnst depressive anxiety. As Klein usefully sums
up the position we have reached,

The basis of depressive anxlety is...the process by

= which the ego syntheslizes destructive impulses and
feelings of love towards one object. The feeling
that the harm done to the loved object is caused by
the subject's aggressive lmpulses I take to be the
essence of gullt.... The urge to undo or repair
thls harm results from the feeling that the subject
has caused it, i.e. from gullt. The reparative
tendency can therefore be considered as a consequence
of guilt. (DP 284) 7 ‘

At the same tlme, the reparative process contributes sub-
stantially to the 1nteéra§ion of the égg. To put it
simply: the introjected object becomes, as we have seen,

a part of the self, and-.so in his grief at the loss and
independence of the obJecp, and‘in his sense of guilt at
having damaged 1t'in phantasy, the infant's grieving and

. gyilt are ultimately directed upon the (imagined) loss of
a part of himself and upon the damage he has done himselr;
In trying to restore and.repair th;:good object? the infant
then is trying to restore and repalr himself. And insofar
as he is successful in restoging and repairing the good

) obJect internally, his ego 1s increasingly strengthened

as the good object is more and more securely assimllated.
{The re-restoration of the good obJeét 1s of coulrse wﬁat ' N
the Kleinian therapist tries to achie;e in his patient; and
thus, more precisely, we might now say‘that it was perhaps

in this that the.real therapeutic value of Leonardo's art
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essentially lay: in his later art he restores and repairs
the good objeét of his early childhood.) In turn, this
strengthening and integration of the ego gives rise to an
increasing confidence that reparative capacities can set
things right not only in the inner world, but also in the
world of external, real objects. Frustration and depriv-
ation in the real world gradually cease to elicit the
hatred which had earlier threatened to overwhelm the ego,
and the hatred itself becomes less terrifying as the belief
develops in the capacity to make good what hatred has des-
troyed. The reconciliation in the inner world becomes the
source of strength in dealing with the outer. '

It should be recalled at this point that the Kleinian
view of the development of the individual is a theory of
infantile development, largely concerned with the first
months of life. But it is now, with the idea.of reparation,
that a bridge is created from the infant's early and highly
restricted world of inner objects to the child's increasing
-range of activities and interests in the external world.
For instance, it is to the reparative process in it§ early
manifestation that Kleinian theory would attribute that
ch;racteristic desire in early childhood that things should
be done in the {right' way . And doubtless every parent
will testify‘to{the assiduity with which his child will
seek to correct any deviation from what he regards as the.

®
»
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‘proper' form of his activities: for example,to the ferocity
which attendé the child's complaints that a game is not
being played right, that it is b%ing 'spoiled’.

But there is, so far as my account has gone, something
of a lacuna in this transition from the inner world to the
outer. For if the idea of reparation has been introduced
in connection with, and theoretically depends upon, the
infant's feelings towards his first objects, how does it
come about that these feelings and consequent anxieties
and attempts to overcome those anxieties are, as it were, -
transmitted from the inner objects to objects in the real
ﬁorld. Earlier I alluded briefly to the way in which the
processes of projection and iﬁirojectiOn are repeated across
an ever-expanding range of oﬁﬁects in the external world,
but I have not yet;gkggmpted to say quite why this repetition
should occur, aﬁg why, hence, the process of reparétiOn

should have a widely general role. .

In her central paper, 'The Importance of Symbol—Formation

in the Development of the Ego' (CP 236-50), Ilelanie Klein L.

presents her view of what is, in large measure, the most
crucial issue in every psychoanalytic theory; namely, the

way in which the unconscious world comes 1o colour the

)

activities and interests of conscious 1life. For Freud, J
il

of course, this derives from the child's earlier libidin 1
@ j;’
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interests asla result of which he seeks to rediscover in
every object his own bodily organs and their functioning;
and this process of rediscovery is facilitated by the ease
of transition t@roggh a constantly-expanding realisation
of pleasures. In Klein's view, it is the child's symbol-
forming capacities which, directly, give rise to the 1libid-
inal 9dlouring of objects, activities and interests; and

these symbol-forming capacities themselves develop directly

out of anxiety, through identification and the processes

of projection and introjection. That is, the child forms
his first crude symbols by projecting parts of himself

on to outer objects and by identifyiné, through introjection,

- parts of the object with parts of himself: for instance,

the breast is projectively characterised as ‘'bad', and
when introjected it comes to stand for the 'bad' parts of’
himself. Thus, Melanie Klein writes,

Since the child desires to destroy the organs (penis,
vagina, breast) which stand for the objects, he con-
ceives a drecad of tne latter. This anxiety contri-
butes to make him equate the organs in guestion with
other things: owing to this equation these in turn
econe objects of anxiety, and so he is impelled cons-
tantly to make other and new eqguations, which form the
basis of his interests in the new objects and of symb-
olism.

Thus, not only does symbolism come to b the found-
ation of. all phantasy and sublimation, but, gore than
that, upon it is built up the subject's relation to
the outside world and to reality in general. (CP 238)

In her short lay account of Ter theory, the essay on 'Love,

uilt and Reparatlon v Kleln puts her point more simply:
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In this symbolic way, any round object may, in the

child's unconscious mind, come to stand for his

mother's breast. By a gradual process, anything

that is felt to give out goodness and beauty, and N

that calls forth pleasures and satisfaction, in the /

physical or in the wider scense, can in the uncons-

ious mind take the place of this ever-bountiful

breast, and of the whole mother. (LR 106)

If we now attach the idea of reparation to the contin-
uing interplay of projection and introjection, and to the
transmission through symbolism‘of'feelings and phantasies,
then clearly reparafive activity can manifest itself with
respect to any new symbolic equation. But ‘then, as we
have seen, as anxieties diminish the mechanisms of projection
and introjection take on a wider role than in defence of the
early ego, and come to be influential in establishing char-
acteristic configurations of object~relations and interests.
And now we are extremely close to the ideas of creativity
M LY
and art. For, it might be said, it is in art, paradigmat-
ically, that an interest in symbol—fofming activity itself
has reached its peak, and the desire to make things (artistic-
ally) right and whole has reached its highest intensity.
Pregnantly, Klein asserts,

-

...the sculptor who puts life into his object of art,
whether or not it represents a person, is unconscious-
ly restoring and recreating the early loved people,

who he has in phantasy destroyed. (LR 106)

But not only tﬁe artist. For Klein also wants to say - and
the remark recalls a theme of the Prologue about the need to

take into account both the artistic and spectatorial point of
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view:
The desire to rediscover the mother of the early
days, whom one has lost actually or in one's feel-
ings is...of the greatest importance in creating
art and in the waygapeople enjoy and appreciate it.

. (LR 105)
These at least are the thoughts to which the Kleinian
theory of the mind has led, and though of course they can
hardly be represented at this point as convincing, noxr even
indeed very illumiﬂating, they are thoughts out of which a
good deal might be made aesthetically. In particular, we

shall see in Part Three, they are thoughts around which

Adrian Stokes elaborates a rich and compelling aesthetic.

khkkkk

With the exception of the essay on 'Infantile Anxiety-
Situations Reflected in a Work of Art and the Creative
Impulse' (CP 227-35), Meianie Klein herself did not add-
ress her theory to matters of art and aesthetics. - And
even this brief essay, it should be ;aid, has extremely
limited concerns.

- Klein's first subject in the essay is Colette's 1lib- .

( / - - ’ ~
ret&o for Ravel's opera, L'Enfant et les Sortiléges, and

her 'Q is to reveal characteristic anxiety-~situations

represented in the child's successive dramatic activities.

Thus, she identifies a primary sadism represented in the

£
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child's destructive rage which has been prompted by his
mother's punishing hiyﬁfor failing to do his homewori; the
hostility and destruction turned back on the child repres-
ented in the way the objecis.and animals which he has tort-
o Y

ured in Kis rage come to life and begin to threaten him;
and finally, the restoration of a good internal world and
the 6vercoming of the destructive impulses represented in
the child's pity and care for an injured squirrel - the
hostility of the animals'diminishes as, in the finale,
they sing 'That's a good child, a very weil-behaved child’'.

The approach here does not take us far in the under-
standing of'art - though it does, I think, rather like
Freud's essay on Leohardo, Have a usefully illustrative
purpose in understanding Kleinian views of anxiety. Z2And
the reason it does not take us far is that, like Freud's
own attempts to consider works of art, it focuses on the
content of a work of art, rather than the form. To employ
a locution I used in connection with Freud's work, Klein
offers us here a new scet of psychoanalytic images in the
cénten% of art. ' ' ‘

In ‘the second part of her essay, Klein offers a (highly
speculative) psychoanalytic account of the development of
creative impulse in the painter} Ruth Kjar. As it was rep-

resented by the painter's friend, Karen Michaelis, Kjar, who

as a young woman had suffered severe fits of depression in

- -
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which she felt there was a vast 'empty space' inside her,
waé one day confrponted with what she felt to be the extern-
al embodiment of that empty space when a painting which
had long hung in her house was removed, leaving a blank
space on the wall. Apparently the space on the wall became
neurotically intolerable tg Kjar who lmmediately, and though
she had ne&er in her life painted, set to work with oils
and brushes and filled the blank space with an extraordin-
ar}ly accomplished painting. 1In Klein's view, the situation
rather neatly represented her theoretlcal claims about the ’
relation of creativity and reparation: namely, that it is
in virtue of the experience of loss, of internal emptiness,
at the vanishing of a good -object which creates guilt-anx-
leties, The symbolic transitions from the good object to
other objects in the world then carry with them the same
gullt-anxieities, and there is an intense desire to make
good tﬁgioriginal loss and symbolically to restore the )
good object. (And in this context, Klein goes on to sugg-
est how, in terms of content, Kjar's paintings might be
considered explicit éftempts at the restoration of a lost
good object.) il

Again, however, thils does not take us very far. The
artist is not of course psychologically unique in his rep-
arative desires (though it may in fact be true that he

experiences reparative desires with a particular intensity).

.
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What the'iytistrlg unique in 1s that the course of his
symbolic t;ansitions leads him to express his reparative
desires in artistic form. And the central aesthetic issue
here concerns the respects in which art may be thought
particularly suited as the vehlicle of the reparative
desires - that 1s, the respects in which a work pf art
might be said formally, and not as a matter of content, to
be apt for the process of reparation. ‘

If 'Infantile Anxiety-Situations Reflected in a Work
of Art and the Creative Impulse' offered the sole contrib-
ution that Klelnian theory could be thought to make to the
understanding-of our experience of art, thén no éﬁgnificant
advance would h;ve been made over Freud. But, happily,
this is by no means the case. For several of Klein's
followers have taken up the aesthetic discussion in a
number of interesting ways. And though, as I intimated,
we must wait upon the discussion ér Adrian Stokes's work
to discover any very confident aesé%etic use of Kleinian
theory, it is, I think, worth looking briefly at the work -
of one of Klein's psychoanalyst cdlleagues, Hanna Segal,
in this respect. I shall do so with rererence‘to three
aesthetic themes which were discussed in the Prologue, and
to which I have frequently recurred: first, the idea of
form in art; second, the relations between artist and
spectator; and third, the matter of what I have called

/

e
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the 'objecthood' of art.

It is on the assumption that in his work the artist is
once more working through the depressive position, making
reparation for a lost inner object and restoring his inner
q R4
world that Segal has, in a pair of overlapping essays on
'A Psychoanalytic Approach to Aesthetics'(2) and on 'Art
and the Inner World' (3), suggested a psychoanalytic
construal of a specifically formal 1ssuq in aesthetdics.
The salient psychological point for Segal 1s that
the process of reparation 1s successful only to the degree
that there is a proper acknowledgement of the original
. Yoss and destruction. Otherwise, for example, allegedly
reparative activity would only constitute a form of denial.
T
But Segal brings this point interestingly into connection
with the aesthetic relations of beauty and ugliness, first
quoting Rodin's views on the matter. Rodin apparently wrote,
'We call ugly that which is formless, unﬁealthy, which
suggests illness, suffering, destruction, which is
contrary to regularity - the sign of health. We
also call ugly the immoral, the vicious, the crimin-
al and all abnormality which brings evil - the
soul of the parricide, the traitor, the self-seeker.
But let a great artist get hold of this ugliness;
immedlately he transfigures it - with a touch of
his maglc wand he makes it into beauty.' (4)
What Segal wants to make of this 1s that it 1is 1n his ac-
knowiedging the ugly - in the overcoming of ugliness, not

in its denial or evasion - that the artist reveals himsell. -
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And in this his art parallels the ;orkiﬁg—through of dep-

ressive anxicty and successful reparation. But this

immedia£ely suggests an important point in the understand-

ih; of'art: in crude form, that the ugly is not that, as

it is sometimes thought, which lies outside art, in contrast

with art, but is that which the work of art can resolve and

transfofm. The ugly, we might say, is as much an aesth-

etib aspect of art as beauty (which view, if we look at a

Goya etching, or Guernica, seems to me more readily compre-~

hensible than the belief in the synog&my of art and beauty).

As Segal puts it, 'A work of art devoid of the elements we
might call ugly would not ke beautiful but merely pretty' B5). °
The point might be made in a slightly different way if

we consider the relation ketween represi?tations of beauty
and the beautiful itself. Manifestly, of course, a photo-
graph of a beautiful woman is not thereby a beautiful photo-~

gréﬁh.' And where, in indubitably classic works of art -

say, Botticelli's The Birth'gg Venus - there is a more or

iess simple representation of beauty, this again is not in
iteelf the reason tﬁat such works are classically beautiful,
no more than it is the case that a work of art which repres-
ents suffering and destruction and ugliness is thereby ugly.
What, I think, is 1nterest1ng1y at issue here is the degree
of perfection which a work of art might admit without degen—

erating into emptiness or 'prettiness'. And it is an issue
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which perhaps suggests that indubitably classical works of
art are somewhat problematic paradigms =~ that is to say,
that it is in virtue of entirely unobvious aesthetic prop-
erties that they commend themselves as paradigms of art.
Segal in fact tries to draw classical art into her thesis
here, but not, it seems  to me, very convincingly. Taking

a cue from Rilke's remaéﬁsthat '*Beauty is nothing but the
beginning of terror that we are still just able to bear'

- a remark wgich seems more éppropriate%xﬁta define the
idea of the sublime - she wants to claim that the classi-

- . \
cal perfection of the Parthenon or the Discobolus, despite”

their lack of elements of the ugly, still embody 'the terri-
fyiné experience of depression and death' (6)..' As we shall
see; héwéver, Qﬁe matter is one on which adrian Stokes has
to pronounce in much greater depth, and with greater pene-
trdation. o 5

Segal's thesis about the reparative parallel in art
usefully leaééi;o another concerning the relgtion of artist
and spectator with resﬁect to the work of art; For if the
reparative process is in some sense evident in ﬁhe formal
structure of the work of qrt, then it is natural enouéh to
sﬁppose that our aesthetYic experience of the artist's work
stands upbn an impl%/f recognition of r;parative success

(or failure) and the resolution of anxiety (or lack of

resolution). Importantlf, this is not\EéJpséume a speci-

=
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fic awareness of the artist's own inner world and its vici-
ssitudes -- we do not depend here either explicitly or
covertly upon some pathographic understanding of the artist
himself =~ but it is to suggest that the. needs and desires
which occur in relation to the promptings of the artist's

+

inner world are in general recognisable as our own. So
far as the artist is a man like ourselves }and not, for
example, psychotic) - so far as he shares our common
neurotic Burdens, Freud might have said - then so far his
art can seem to us the resolution of a widely—sharéd anxiety.
As Segal ;epresents‘our experience of his art, the artist
has, ihvhis hatred destroyed all his loved objects
just as I have done, and like me he felt death and

¢ desolation inside him. Yet he can face it and he
can make me face it, and despite the ruin and dev-

2, astation we and the world around us survive. What

is more, his objects, which have become evil and
were destroyed have been made to come alive again
and have become immortal by his art. Out of all
the chaos and destruction he has created a world
which is whole, complete and unified. (7)

L]

One further poipi drawn from Segal's essays will con-
venieétly briﬁg us to the matter of the 'objecthood' of
art, and, at the same time, naturally introduce Adrian

Stokeé.

\

It‘is,,for Kleinian theory, an i@portant part of
successfully working through depressive anxieties and .

making'repafation that the inner object is recognised and
' N

restored as‘independent anad seéq;ate: that is, as a whole

object of. which the subject no londer seeks to retain the

N

»
-
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good aspécts and to split off the bad. And of course khis
theoretical point carries over in the symbolic transitions
effected upbn ﬁhe original object, and hence, ultimately,

to the work of art. And in this the vital consideration

emerges. Segal writes, |

.oo1f I am correct in my assumption that the artist
when creating is working through.again his infantile
depressive position, then he too has not only to
recreate something in his inner world corresponding
to the recreation of his internal objects, but also
has to externalise the completed object and allow it
to become separate from himself, giving it independ-
ent life in the external world.... This aspect of
the artist's creativity - the work of art being
felt as part of his interhal world and yet constitut-
ing an independent external object at the same time /
- was elaborated by Adrian Stokes in his book, The
Invitation in Art. (8)

IIIT

o5

Conslderation of Freud's later work and of Melanie Klein's
theories has provided a picture of the inner world which
at last permits the general poss¥bility of mapping out a
properlx;construed view of the inner structure of our exp-
erience of art. And it is to such a view that I now turn
in discussing the aesthetic of Adrian Stokes in Part Three.
But if the theoretical resources are now available, 1t also
seems Eo me a matter of singular ;mportance"that;the discuss~
ion so far of‘what may be called the subjective béckéround

’

,t& our experlence of art shov.}ld at this point, naturally

have led us back to the objective.aSpects of art. ° And -

b}
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it 4is indeed appropriate that this should have introduced
the name of Adrian Stokes. For, in particular in his
earlier writings, Stokes insistently recalls us to an
awareness of the work of art as an object hewed in the
solidity of stone, or worked in the redolent stuff of oil
paint on the surface of a stretched expanse of canvas.

Consideration of such works as The Quattro Cento, Stones

of Rimini and Colour and Form - works written before

Stokes explicitly came %o employ the 1nsights of psycho-
analytic theory - will serve to restore the lmbalances
which have perhaps been created by the emphasis upon the
inner structure of our subjectivity. As Stokés reminds
us in his first psychoanalyticalﬁy,infbrmed work,

‘ The work of art is esteemed for its oéherness, as

a self-suffic¢ient object, no less than as an ego-
figure. (GC 50)
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INTRODUCTTION

Adrian Stokes's writing career covered almost half a cen-

tury, from the bold and youthful The Thread Qg Ariadne in

1925 to A Game That Must Be Lost, published in 1973 some
mOAths after Stokes!’s death on December 15, 1972. In all
there are twenty-two volumes of his work, a number of un-
collected essays and some poetry. A selectign of his writ-

ings, The Image in Form, appeared in 1972, and a collected

edition of his writings on art is currently in hand.
R
Therg are no extended critical wo:ks on Adrian Stokes.

Indeed, with the exception of some reviews (1), the only

guldes are Richard Wollheim's preface to The Invitation

in Art, his introductéry essay to The Image in Form, and

Eric Rhode's few, largely biographicQI, pages of irftroduct-

ion to A Game That Must Be Lost. Stokes remains & figure

widely known but generally unread, celeb}éted by friends

and afficionados but not publicly reported.

' In the following pages 1 conpé?h myself with thirteep
of his works., Four of these, written in the 1930s and
1940s, I shall somewhat arbitrarily'decla}e to belong to
a first period, of which I write.in the first chapter.
There are two transitional yorks, and the rémain;ng seven

belong to a second, more or less explifitly psychoanalytic

[
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period of which I write 1n thedsecond chapter,

In discussing the earlier work under the title 'The
Objecthood of Art', another form of selectivity will be
apparent; For 1t is not only that I concentrate on those
themes of Stokes's earlier work which are, I believe,
importantly elaborated in, and hence crucial to the under-
standing of, the work which is informed with the insights
of psychoanalytic theory. As well, I select those themes’
which seem to me to create a proper balance in writing of
the 1inner structure of our experience of art. For, as I
pointed out in the Prologue, it is sometimes the case that

in the tradition which stands behind my project the work of*
art becomes a sort of courtesy object: more of an occasion,
than a palpable object. ’ :

Stokes, I shall say, particularly in the earlier writ-
ings, i1s concerned to explore what I am calling the 'object-
hood' of art. And it 1is not here.simply that one is never
in doubt about Stokes's éwareness of the implacably sensible

dimensions of the work of art. Stokes further wants to make

something very specific of the 'externality' of art, of its

bodily presenge to us -~ of the apparently uninteresting

fact that, as it is put somewhat later, the painter (the
‘artist par excellence; for Stokes) wields his brush tat
arm's length'. What sense these images have I hope to

make clear in examinin% the dominant theme of Stokes's
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early work - his distinction between ‘'carving' and 'mod-.
elling' modes of art. As we shall sée, that these are
modes of the objecthood of a work of art is significantly
related to?the first derivation of the terms: that is,

the ideas of carving and modelling originally refer to
something like the artist's physical confrontation with

his object. There is, it quickly becomes clear, a great
deal more to the 1deas than just this, however, and it 1is
my purpose in the first chapter to try to draw out exactly
what this is.

Once a proper sense of the objecthood of art has been
restored to my gqneral enterprise, I ﬁean to collect ‘to-
gether themes which have interwoven thems#ilves throughout
my discussion so far and; in the final chapter, to offer
an account of 'Art and the Representation of Mind'. Here
I shall consider Stokes's writings from the early 1950s
on, and the penetration of Stokes's earlier aesthetic as
it is enriched by a psychoanalytic understaﬁding of the
inneﬁ“gf?ﬁbturq of our experience of art.

A {;nai"introdactory point might be made. Intrinsic to
all of Stokes's writings on‘art is a belief about how such
an enterprise ought to be coﬁduéted. He writes, that is to
say,§>f those aspects of art in which 'the co-ordination

of art and life are implicit', and he insists that these
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are 'the only aspects that are fit subject for literature’

(QC 127). These aspects are desiénated the 'emblematic'

) 4
quality of art, and the idea of the emblemati es at

the heart of Stokes's thinking.

)

Unfortunately, however, Stokes's use of thg idea of
emblem 1s never clearly explained - 1indeed, §ie(€erm

'emblematic' largely disappears in his later wdrk (giving

way, first, to the ugly term 'emblematic-cultural' and, {n

the end, to 'cultural' tout court - but its sense is pef—
<

sistent. And it 1is especially in this matter that one -

becomes most aware of a feature of Stokes's writing gener~

ally: the fact that Stokes makes almost no concession to

3

discursive plainness. Of course, in view of my remarks in

’the Prologue and elsewhere about the absurdity of trying

to talk of our experience of art a?/ﬁlainly as one would

of pigs, I see no grounds for complaint. But it causes

difficulties for the commentator. The idea of the emblsm—
atic, for instance, firgt occurs quite cursorily articulated
in a footnote, and one suspects that the footnote was inc-
luded more or less as an afterthought, perhaps prompted by

& publisher's reader. For in Stokes's writings one has the
sense of a mind utterly absorbed in its obJecﬁs and deter-
mined to announce those objects in no other form than 'that
in which they had first’impinged upon the mind. When Rich-

ard Wollheim wrote in his introductory essay on Stokes that
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'*for anything even approximating to the subtlety and in-
genuity of Stokes's criticism there is no alternative to

a return to the writings themselves' (2)2 it was no lame
gesture about his own review of Stokes's ideas, but rather,
I think, a serious claim about any review of them. It is
perhaps in the end understandable that Stokes has found no
platoon of apologists: the 1nifia1 act of presumption

, compels, or should compel, hesitancy.

P



1 THE OBJECTHNOOD OF ART

Art, it is Adrian Stokes's earliest contention, is either
Bf a predominantly carving mode or of a predominantly mod-
elling mode. Such contentions usually have greater aud-
acity than accuracy, but the first troublesome difficulty

in trying to render what Stokes has in mind with the ideas
of carving and modelling is that the audacity is deliberate.
Stokes's attitudes to carving and modelling modes of art

are at first -~ and indeed for a number of years - highly
dramatised. Axrt of’the carving mode, in particular Stokes's
beloved 'Quattro Cento' art, as he called it, ig patently
favoured in his earlier works,'and art of the modelling

mode is frequently scorned. This prefc;éntial Bias, then,

will often scem to interfere with the claims I shall make

. on behalf of the distinction - primarily that it is an

aesthetic distinction concerning the natuﬁg of art generally
and not one concerning Stokes's private estimation of the
merits of one kind of art over qgother. And the reason that
the bias should not be-permittedlto interfere with the
account of the distinction is that Stokes in fact confessed
to a 'par;isan purpose' whic; is quite independent of the

aesthetic which evolves. That is, it was his first motive

in The Quattro Cento and Stones of Rimini to rescue works of

art which had long remained in the shadow of critical neglect

232
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and indifference. One might ignore the trends of critical
partisénship - including Stokes's -~ were théy not so
insidiously engaged in Stokes's very personal manner of
writing, but there is a further complication. It is that
the critical trends constitute for Stokes the surface mani-
festations of deeper issues concerning the proper approach
to the understanding of art. Importantly, critical attach-

ment to, for example, the obvious vitality of Florentine

art of the sixteenth century - an art of a predominantly
modelling mode - too easily diverts attention from the
'emblematic: foundation of art - of all art; but most
clearly of Quattro Cento art. Thus, in favouring the

carved art of the Quattro Cento, Stokes at the same time
subtly advances his emblematic approach. And it is a

discussion of this approach which,'I think, best seives
to introduce the ideas of carving and modelling and the

nature of the aesthetic distinction which their relation

embodies.

*hkkkxk

‘J

'So direct an emblematic art', Stokes writes in the first

pages of The Quattro Cento, introducing his favoured art,

could develop only in a Southern climate, in that
part of the South where light induces even a North-
erner to contemplate things in their positional or
spatial. aspect, as symbols of objective realisation.
(QC 16)
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The introduction is striking: we are not accustomed to
think in“this way of the significance of liéﬁt in connect-
ion with the formal relations of the objects of our seeing
- of the way in,which a Southern light will seem to 'spread
out' objects in space in equal display; to force them out,
as it were, from the chiaroscuro of Northern light.

Stone, Stokes a&ds in Stones of Rimini (and for the
present I treat Thé Quattro Cento énd Stones 9£ Nimini as

\‘

strictly continuous), conspires with*Light\in this same

respect: 'For the essence of stone is its power to sym-
bolize objectivity' (SR 128); and 'Northerners have never
loved stone deep down; and no other material directs the

fantasy to pure non~rhythmic space' (SR 144). Unlike the

more highly refiective materials - bronze, for instance,
or terra cotta - _light falling upon stone 1is even and un-
dramatic: the solidity of the stone is presented full-

face.

t . -

Water, too, enters the conspiracy: exemplarily in
Venice,

The water mever palls against the stone: the radiant
causeway swarms. Water and builded stone vivify the
one the other; tney are at neace. The certainty of
man-placed stones contracts the ocean's awfulness. In
the port, it is as if the seas had becn sifted and
winnowed: upon the tall mole we can admit and gaze
at their depth. Notning is kinder to the ephemeral
reflections, refractions and shadows of water than
the even-lighted masonrv; no material less stalwart
would provide such vivid opportuﬁities to the water's
reflective tricks. -
Amid the hurly-burly of the port there exists
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the wideness of all space in miniature, the lNediterr-
anean spaciousness or distinctness. (SR 21)

It is in this conspiracy of light, stone and water that
Stokes urges us first to contemplate the art of the Quattro
Cento, for it is the Mediterranean life which offers the
primary resource for the true Quattro Cento artist: not
only in the light which inspires objective realisation and
equal display; not only in the stone, the inspiration of
objectivity and outwardneés; not oniy in the water's eh—

hancing the show of objectivity ‘in the stone. For, Stokes

writes,

If we would understand a visual art, we ourselves

must cherish some fantasy of the material that stim-
ulated the artist, and ourselves feel some emeotional
reason whv his imagination,chose, when choice vas not
altogether impelled by pragtical, technical and social
considerations, to emplay ne materjial rather than
another, Poets alone aithrustwortx{ interpreters.
They alone possess the insignt with which to re-cCreate
subjectively the unconscious fantasies that are gen-
eral.p (SR 20)

Poets - ;i, as we shall come to see, the artistically sens-
itive ps?éboanalytic commentator.

It/I; thus that we aée first introduced to “the idea of
the emblematic. Quattro Cento arf - 'so direct an emblem-
atic art' -~ we are urged to see, presents the knit fabrfc' ’
of life, a constellation of feelings and phantasies wbich |
have as a source of inspiration and sustenance the natural

elements - light, stone, water. Nowhere is this plainer

than in what was, for Stokéé} the pinnacle of Quattro Cento
. * : )
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achievement: Luciano Laurana's ducal palace at Urbino, of

which Stokes writes,
~~
To turn subject into object palpable as death the
perfect object, to turn time into space without
eradicating time as does the incident” of death, to
.show living under the form of the complete, tie mani-
fested, was the highest exploit; since it was the
final expregsion of the universal aim, strongest in
that time, to show, to okjectifrv; in other words, it
alone entirely reflects the process of living carried
to conclusion, of object charged with sukject. It is
an exnression as vital as the dance to which it is the
opposite, the complement and the end. All the rest of
art lies between. (QC 160) ‘ ;

‘Art and- life are seen to be at one in the .veritable object-

hood of the palace at’'Urbino. Our subjectivity is seen ob-

jectified in the work of art: quite literally, and. without
pejorative overtone, it is petrified. And it is to this

rideal of objectification that Stokeséfé%ers the idea of the

-

emblematic,

Ay

In his introductory essay to.Adrian Stokes, Richard Wollheim
v . / - N
makes a more specific, if less poetic, approach to the <ddea

of emblem by considering its relation to what is often called
an 'iconic' sign or symbol ~ a sign or symbol, that is,
which readily renders up its artisgﬁc'sense‘ Wollﬁeimiclaims
that, for Stokes, an emblem se;ms to be an_iconjc symbol
which makes wide connections with the -process of symbolic
creation itself. That is, an .emblem miéhﬁ be thought to

stand as a dLrect expression of the artlstlc procesa generally

and, Wollheim adds, it is the artistic process 1tself which

AW
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'perhaps..;is the only source of‘meaning in the arts, and
the signs aor symbols in which it issues acquire their mean-
ing derivatively~from it' (1).

What, I take it, Wollheim has in mind here might be'

rendered in Stokes's remark in The Quattro Cento that *the

act of artistic creation was itself the specificueymbol of
release that men were feeling or desiring' (Q€ 17); andg,
it is in virtue of this that Quattro Cento art can be

i
H

thought: of such high emblematic value: it is, Stokes immed-
‘ ;

iately adds in a favoured phrase, an ‘art twice over' -

once, that 1%, simply as symbolic creation, and once again

in terms" of tMe special SLgn1f1caﬂce which attaches to

the externalieation and objectification of symbkol in the

1
work of art.

This dua%ity of symbolic expression is perhaps best
grasped if we ?ecall the originally heraldic sense of the

term 'emblem'.' Thus, as the Oxford English Dictionary would

'\
have it, an emﬁlem is 'a figured object used with symbolic

meaning as the dlstlnctlve badge of a person, family, natidn
ess'. For example we might take the emblem of the elephant
adopted by Slglémondo uhlch is everywhere evident 1% the
Tempio Malatestgano, descrlbed by Stokes at length in Stones
of Rimini, and which Sigismondé had had built as a personal

monument. The elephant, or more precisely, the represent-
. 1 " o

.ation of the elebhant symboiises; let us say, iﬁperious
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power and strengéh. But employed as an emblem, aé Sigis-
mondo's 'distinctive badge', it may further be said to
stand in symbolic relation to Sigismondo's life and m%lit—
afy~exploits.. In this sense, the represenéed elephant
comes to be doubly symbolic, and it is this sort of sense
which Stokes wants for the idea of emblematic art - an
'‘art twice over'.

A more pertinent illustration of the point, however,
&

3

is available if we look to Stokes's incidental discussion

of French classical painting at the stage in The Quattro

Cento in which the idea of emblematic quality is first in-
troduced. He wants to say that French classical painting

is emblematically 'mean': its ‘'morbigd, stacdato classicism'
merely abstracts the 'spatial value which a southern climate
induces' (QC 14). And though such painting has a certain
perfection in virtue of the 'relentless stress of mg}ing

pictorial ends meet', there is a sense -~ commonly enough .

_engendered by classical art - that the life of the spatial

value has been los%, that the symbols have been uprooted

from the life in which they originally flourish. In other

words, the symbols fail to be emblematic -~ and it is at
this point, ;n a footnote, that 3tokes cursorily defines
'emblems' as 'syﬁbolé of living' (QC 14). It is, one migh£
say, asmif a scholar Sigismondo, not the soldiér Sigismondon

had adopted the symbol of the elephant as his 'distinctive
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badge': the elephant remains to symbolise power and
strength, but - unless the scholar is content to regard

his scholarship as elephantine and lumbering - the symbol

fails to represent the life.

If we draw further on the example which French classical
painting provides, then the greater import of Stokes's
attachment to the idea '®f emblem in art quickly becomes
apparent. For, it is clear, when Stokes characterises
French classical painting as emblematically 'mean',6 he
does not thereby intend to dispute its commonly aéreed
virtues. It is é risky sort of illustration, but I think
Stokes employs it merely as a convenient way in which to
identify that aspect of art which m?st concerns him. DMore-
over, it is not that emblematfc’quaiity in art is soﬁe gquite
localised quality, apparent in Quattro Cento art but not, .

4
for example, in French classicism. For in fact, Stokes

goes on to suggest, emblematic quality is so fundamental
aﬁ aspect of art - of any art - that one might, indeed,
substitute the term 'emblem' for 'art' itself. Stokes
writes,

««.1f one needed to find another word for 'art' it
would be 'emblem'. Preoccupation with aesthetic values*
tends to blind us to this fact. Perhaps it is as well,
since our own art lacks emblematic tension. This is

no fault of artists. They are -bound to reflect our

lack of corporate emotion by -1lifting the structure of
their art to a feasible distance. On the other hand,
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I do not claim for the majdrity-of Quattro Cento
works the highest aesthetic value, nor even always
the highest acsthetic value among works of tneir own
age. I have dragged from obscurity sevecral works
confined there by critics. XA Quattro Cento master- .
picce, however, eludes the traps of aesthetic apprais-
al. (QC 17)
And in his footnote to the phrase 'aesthetic values' Stokes
elaborates:
*By 'aesthetic' values I mean those values in relation
to a work of art which can be.discussed -~ at any rate
for a time - without referring to the connections of
art and its period. (QC 17) :
In other words, Stokes's reference toe the emblematic inferiox-
-~
ity of French classical painting is independent of any jydge—
ment of its ‘'aesthetic! Qalue, as at least Stokes conci ves
the term. And this conception is not so very eccentric,
for of coursc what would be agré;;>upon is the way in which
French classical painting - 1like every form of classicish -
embodies the kind of 'timelessness' and independence of
period which Stokes takes the aesthetic approach to espouse.
But now if this péint becomes clear, it must suggest
that Stokes's emblematic enterprise is quite remote from
® .
any aesthetic tradition. At best, perhaps, it could be
thought, an iconographical enterprise - the tracing of
artistic symbols to the cultural life in which any work of
art is located: "rather more an historical and social enter-
prise than a strictly aesthetic one.
Indeed, I think it may ke said, Stokes's enter%kise

is 'iconographical' -~ but in a sense which is very much
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broader than is orthodox .z for instance in the Warburgian
manner of iconographical st&ﬁy. For the cultural life with
respect to which Stokes seeks to identify artistic emblem

is coﬁsidered not so much from an historical or social point
of view as from a psychological: the emblems manifest in
art are thought to give expression‘to general psychological
attitudes ra;her than historical or social preoccupations.
And now, we may say, it is insofar as these general psych-
ological attitudes aré continuous across the whole range .
of cultural life - no matter what the specific aesthetic
values espoused -~ that,we are taken to the heért of Stokes's

thinking. For in considering Quattro Cento art from the

emblematic point of wview, Stokes seeks to exemplify what,

in the very first pages of The Quattro Cento, he declares

~as a general principle - a principle, I shall want to

say, upon which his entire work is predicated. He writes,
The process of living is an externalisation, a turning
"outward into definite form of inner ferment. Hence
the mirror to living which art is, hence the signifi-
cance of art...(QC.15)
. . ) X
It would be difficult to conceive of a more exact render-
ing of (what I take to be) the most fundamental precept of
the aesthetic which the study of Quattro Cento art initiates.

And it is just this precept which is later to be brought,

. quite naturally, under the sway of psychoanalytic theory:

for in fact it is the 'inner ferment' the pa&choanalytic
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account of which has been my principal object in the dis-
cussions of Parts One and Two.

it will be almost twenty years before psychoanalytic
theory makes any explicilt appearance in Stokes'é work,
and when it does I shall return to the point of its
connection with the idea of emble%atic quality in art.
Here I simply draw attention to what seems to me of the
first importance in Stokes's approach. Manifestly there
are difficulties which require further discuésion - in
particular, I should say, the relation of emblematic and
aesthetic values - but in order to carry out the dis-
cussion ﬁe should first consider in detail exactly what
it was that Stokes had in mind under the general title
'‘Quattro Cento art'. And this title, we shall see, very
soon gives way to th% idea of what Stokes comes to‘call

a ‘'carving!' moge of art.

et

% % % % %

-~
In fact it is early in The Quattro Cento that Stokes hesi-

tantly introduces the ideas of carving and modelling. He
writes,

The distinection I am making is laborious. I might
have simplified it into a distinction between carving
and modelling, between the use of stone and of bronze,
were 1t not for the fact that bronze can well convey

\
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an emotion primarily imputed to the stone, while, on
the other hand, stone can be carved, as it was by Lom-
bard sculptors, to perpetuatc a conception not only
founded upon the model but inspired by modelling
technique. (QC 28)

But Stokes's scruples here - 1in/ fact they drop away in .

%
Stones of Rimini - usefully serve-t6 identify a principal )
feature of Quattro Cento effect. (To avoid any abrupt

transition betwecn the, terms of The Quattro Cento and Stones

of Rimini, I shall talk ‘here of 'Quattro Cento carving',
and draw indifferently upon the insights of both works.)
Stone obviously demands a different kind of artistic
technique from clay or bronze or wood: - - the preferrea
media-df the modeller. That is, whilé stone demands to
be rubbed and thinned, clay or bronze demands to be moulded
and gouged, and woad chipped and split.™ Of course the diff-
erence of technique does not take us very far nere, for, as
Stokes points out, it is possible to work stone to much the
same effect as, say, bronze. When this occurs, nowever, it
is natural to think of the artist's having used or exploitea
the stone, of his having forced é desired effect out of the
stone. And it is the possibility of differezt kinds of
artistic attitude towards a chosen medium, rather more than
a distinction of technique, which comes to underlie the
characterisation of the ideas of carving and modelling. To

use Stokes's favoured phrase, the true Quattro Cento carver

manifests a 'love .of stone'.
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What Stokes has in mind here is not so much the special
appeal which stone-as mere stuff holds out for the carver
(though this may well be implicit. in his attitude), but

rather the respect in which the carver holds stone as a

mediun. The stone is felt to have 'rights', it might be
said - "a life of its own with respect to which the carver

harmoniously projects his aim. On the other hand, the mod-
eller will incline to ignore the rights of his medium, and
we find in his art that 'the material with which, or from
which, a figure nhas been made %;Béagg\ii-ii;ggzﬁ suitable
stuff for this creation' (SR 110); that 'the modelled shape
is not uncd?ered but created’ (SR 118).

To elaborate further: where the carver's love of stone
is manifest, 'one feels that not the figure, but the stone
through the medium of the figure, has come to life' (SR 110);
that there is 'an articulation of something that already
exists in the block' and that the carved figure is ‘'never...
entirely freed from its &atriﬁ' (SR 114). The carver, so
to speék, is in direct "communion' with his material, and,
Stokes wants to ;ay, it is

...the profundity of such communion, rather than those,

plastic values that might roughly be realised by any

material, which provides the distinctive source of

interest and pleasure in carved objects. (SR 110)

This 'love of stone' brings us to bear directly on

the high emblematic value of Quattro Cento carving, for

the artist's attitude is such that he determines only to

e
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disclose what is already implicit in the block = to coax
it, as Stoyes liked to put it, into 'bloom': 'The stone 1is
carved to flower, to bear infants, to give the fruit of land
and sea' (QC 13), and the images here deliberately evoke tne
'co-ordination' of art and life. The stone itself is regard-
ed as ‘the repositorylof humanistic fantasies, particularly
those symbolizing southern compulsion to throw life qutward,
to objectify' (QC 7} | |
To describe Quattro Cﬁnto carving ,in such generalised
and metaphorical terms does not so far secure it a very def-
inite identity. But if we now turn to Stokes's extensive
discussion of the spatial values cnaracteristically employed
in Quattro Cento carving - and, contrastingly, tnose employ-
ed in modelling modes of art - it quickly becomes apparent
to what observed effect on-the face of the gtone Stokes meané

to refer.

Quattro Cento Carviﬂg, Stokes argues, embodies spatial values
which make basic appeal to the eye alone, rather than those
spatial values whose apprehension depends upon the operation,
or surrogate operation, of tactile and kinaesthetic sense.
For the moment I shall ignore the complex issues which attach
to this contrast set out in terms of the alleged difference
in modes of spatial awareness, and concentrate, rather, on

its symptomatic manifestation. For 4it is importantly part
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of what Stokes has in mind that an exclusively visual aware-
ness of space - and hence the spatial values which are its
object -~ is immediate and non-temporal. And it is evident
that an awarcness of space which further depends on tactile
and kinaesthetic sense, on bodily movement and the possibil-
ity of bodily movement - and hence the spatial values which
are its object - is cumulative and temporally successive.

Quattro Cento carving, it is Stokes's point, literally
petrifies any element of the temporal. 'The highest achieve-
ment in architecture', Stokes writes, characteristically
dramatising his favoured art, 'was a mass-effect in which
every te@éoral or flux element was transformed into a spatial
steadiness' (QC 15). And this important idea of 'mass-effect'
is elaborated in terms of immediate and npn-temporal visual
synthesis. Thus,

An undecorated wall...may give a strong impression of

mass, but only when there are variations in its sur-

face, mostly of colour and tone, that the eye with one
flash discovers coherent, so that perceptions of succ-
ession belonging to any estimate of length or height

or density, retire in favour of a feeling that here

you witness a concatenation, simultaneity, that the

object is exposed to you, all of it at once. (QC 156)

On the other hand, what Stokes calls 'massive-effect’',
or 'monumentality' is principally conveyed cumulatively and
successively. Thus,

Mere size, on which monumental aim is nearly always

intent, ‘in itself entails rhytnm, since when magni-

tdde is too great for immediate perception, the eye
must continually follow up and down and along the
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structure, and will then synthetize in terms of -
rhythm. (QC 172n)

It is not the essence of Stokes's point that it is in virtue

simply of size that some objects will make themselves avail=

»

®
allle to non-temporal visual awareness and that some are toe

large to occupy the visual field in a single glance. Rather,
he draws attention to the analogue of monumentality in those
vital; accelerating architectural lines whicn draw the eye
successively along, forestalling immediacy of apprehension.
Nowhere is mass-effect so evident for Stokes than, once
again, in thét pinnacle of Quattro Cento aciiievement, the

ducal palace at Urpino;‘ and nowhere less evident than, for

instance in Brunelleschi's Ospcauale degli Innocenti (reprod-

uced respectively as plates XXXIII and XII in The Quattro

Cento). In Luciano Laurana's work,

The stone...lies on the brick in low relief, yet stands
out simple, distinct, a white magic, nitidezza. The
impassable space bLetween window frame and pilaster alond
the storey, or the exact framing of a window that lies
back on the wall - for tne colonnade beneatn is Lroad
- give so supreme an individuality to each stone shape,
(though every pilaster, for example, is the same as tne
next), that one aprcars to witness a miraculous concurr-
ence of masterpieces of sculpture, each designed to
to show the beauties of his neighbour as unigue. There
is no other traffic between them. Their positions are
untraversable, and no nand shall dare to toucn twvo
stone forms at a time. They flower from the brick, a
Whole made up of Ones eacn as single as the ihole.
What could be more different from Drunellesque running
lines, than this sublime\fixture of the manifest ?

(QC 155)

Inevitably such description throws us back on the idea of

the emblematic, for this 'sublime fixture of the manifest'
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is, Stokeg writes, an 'expression far less divorced from the
processes of living' (QC 159-60) than the elabératc academic
genius of Bruncelleschi's architecture - an architebthre
which, to‘use the familiar contrast, if high in aesthetic

values, is yet low in emblematic content.
<y

To return to the point about the relations between purely
visual awareness and an awareness which further adepends on
the operation, or surrogate operation, of tactile and Kin-
aesthetic sense, tnere is, I think, very little which tnis
kind of distinction can in fact acd to tihe distinction of
mass-effect and massive—cffect articulated more simply in
terms of immediate and successive visual synthesis respect-
ively. And this is“surely to the good. For any sharp dis-
tinction between burely visual awareness of space and a
taétiie ana kinaesthetic influence in the visual awareness

of space must seem highly artificial. Indeed, I would sugg-

est, when Stokes talks of mass~effeé£ in relation to his
example of an undecorated wall and refers to the 'strong
impression of mass' which the wall offer;,,it is plain-that
this impression - however it is apprehended, whether the
visug% synthesis is immediate or éumulative - already eli-
cits tactile or kinaesthetic sensc. And in fact Stokes

himself is well aware of this. For in the end where the

I-

contrast of mass-effect andhmassive—effect is made too heavily

t

)é
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to depend upon a sharp distinction between purely visual
awareness of space and awareness of space further influenced

by tactile and kinaesthetic sense, Stokes is forced only to

a qualification: us he admits that

...architegture and painting, as well as sculpture, in
fact all y¥isual art nmust make some appeal to tactile
sense. 1The question is solely one of degree, or prec-
cedence. I consider that in painting and architecture,
and even in sculpture, the anpeal should be first and
primarily to the eye; that is to say, thic appeal snould
be such that the ¢ye, with tne assistance of previous
tactile experience in materials and textures, would

be able largely to synthetize the successive eclerent

in the tactile part of the appeal, and cause it to bpe
something immediate as vision itself. (QC 28n)

There is still a great deal more to sav about the‘var—
iant spatial values which Stokes has in mind.l For so far
all that‘is apparent is that, in terms .of an immediacy of
visual synthesis, Qua;tro Cento carving will\éleave to an
homogeneity of surface effect uninterrupted by a strongly
rhythmic and progressive linearity. But rather than pur-

suing the matter with respect to the architecture which is

Stokés's'concern in The Quattro Cento, I turn to his dis-—
Eussion of low-reliéf sculpturé in Stomnes of Rimini. This
will be conveénient for two reasons. - In the first place,
the flattened and compressed figgres of iow—relief Wil
seem the most natural occasion for the hoﬁogenéity of sur-
face effect, and hence when Stokes undertakes to show how

bl

there is a clear and dramatic distinction between the low-

. ~

reliefs of Agostino di Duccio and Donatello,. his point wilY
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seem all the more penetrating. In the sec¢ond place, as

I Intimated, when Stokes came to write Stones of Rimini

" he was more confident about articulating his views in

terms of the distinction between c¥rving and modelling
va’J;u/es. And one of the benefits of this is that t?:e
residually historical sense of the term 'Quattro Cento'
disappears; for although Stokes insisted from the first

that he intended no specific historical reference, it

iis a little difficult ta éccdmmodatéﬁ%&&s not only to

his continuing to use an expression which divefées so
iittle from the orthodox historical designation 'Quattro-
cento“, but also to his choice of, for example, the

Quattrocento Luciano Laurana to illustrate his thinking.
o -

HERER

An obligue approach tfo the qualities of low-relief sculp-
ture may be the most serviceable in the first instance.

In Stones of Rimini, Stokes apologises for the fact

that the photographs which illustrate his text do not,
wéll cdnvey carving values: 'Photographs‘, he wfites,
'transmit plastic values exceedingly well, carving values

Hardly at all' (SR 108). "But this seems paradoxical What
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better, one might think, to convey the under—emphatic homo-

geneity of surface-effect in carving art than the photo-

-
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graph's under-empliatic two-dimensional representation of
three¥diﬁensionalitf ? Is it not more likely that the
strbnger, more raythmic values of modelling art will fail
to Le conveyed by a bhotpgraph ?

In fact, I interpret, pnotographic repreduction of
modelled relief, precisely Lecause a photograpn is under-
emphatic, tends to mitigate the stronger rhythms:while not
losing them altogether (because they are of suclhi strengtn
ig the oéiginal), and hence they will appear not qguite so
striking as they might, as it were, face to face. On the +
other hand a photograph will precisely tend to Qiminish the .
already‘under-émphatic face '0of carved relief to the point
where the surface Qill begiﬁ to seem quite Dblandly undiff-
ereﬁtiated. This, I think, describes what occurs in the .
photographic exemplarg of carving and modelling art which

Stokes emplgys: respectively;‘of Agostino di Duccio's

Madonna andxChild witn Ang§1§ (§§’Plate 8), and of Donatello's
Pieta (SR Plate 7), which has the more ébvious appeal. To
recall a characteristic of carving con;eption "~  that the
ca:yéd form is never entirely freed from its matrix - it
looks from the photograph as if the Pieta’makes cldser app-
roach to the characteristic: for instance, where the wings

D
of the angels who support Christ seem to merge with the

background stone, as also do Christ's left shoulder and

breast, and the robes and right leg of the angéi on the“gigﬁi;¢///
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The strong definition of the figures is disguised in the
photograph: they seem not to stgnd out and away from the
backgrouﬁd stoﬁe, the matrix, as one suspects they would
segn.direezly. In contrast, Agostino's figures seep never
to have emerged at all from the métrixﬂ The subtlety of~
‘transformation from plané to plane, énd the delicate trans-
itions from exXtremely low to sliéhtly higher relief tend

to be lost, as if the figures were'really etched in one
plane.

Assuredly the photographic first appearance i§~decep—
tive.. A closer study reveals the deep shadows across‘the
surface of the Pieta, while in the Madonﬁa there is a
general . homogeneity of"§§rface lighting. d of course
what we read off from the{ shadows is a strEZg impression of
recession and projection in'the Pieta. The'deeply shadowed
profile oé the angel who sﬁpports Christ's shouldexr indicates
the way in which the figure is given definition by advancing
it much #urther out from the plane which the Christ figure
occupies. ‘And similarly the shadowing ét the back and

: ‘ c o N
shoulder of the second angel indicates the way in which

that figure obliguely traverses planes. Clearly there is

e

a perspectival coherénce to the felieﬁ surface, but it is
quite unlike tite coherence of surface in the Madonna. As
StoKkes puts it, 'One obtains from the Donatello none of

the sense of surface making surface So flower" (SR 145);
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in the Madonna, by contrasg, there is what Stokes calls

an 'undulation' in the stone, a smooth, unemphatic trans-
tion from plane to plane. Thé& Child's curving shoulder in
Agostino's relief is 'juxtaposed upon the face of an angel
behind, from which the shoulder's roundness graduates. Face

~and shoulder give each other shape' (§§ 145)

If reference to perspectival consideration does not alrcaay
suggest as much, Stokes has 'no hesitation in reminding us of
the affinity of Agostino's sculptural technigue with Piero

"della Francesca's mastery in paint. Quite naturally, refl-

ection upon carving values in low-relief sculpture leads

to the idea that analcogous values may be found in painting.

I shall take this up in a moment. But for the present it
would be useful to provide a éummation of what so far emerges
as the distinctive\quality of carving art in reference to
architecture ana %ow7teliéf sculbture. Thus, Stokes:

The essence of the carving, and of truly spatial, non-
rhythmic approach in general, is the juxtaposition

of similar tones, of related contours, of intrinsic-
ally related forms., Every part is on some equality
with every other part, an organisation that is for-
eign to the come-and-go of rhytim. Work of this in-
tensely spatial kind recalls a panorama contemplated
in an equal light by which objects of different dim-
ensions and textures, of different beauty and of daiff-
erent emotional appeal are seen with more or less the
same distinctness, so tnat one sensés the uniform dom-
inion of an uninterrupted space. The intervals between
objects have assumed a markedly irreversible aspect:
there it all is, so completely set out in 'space  taat
one cannot entertain a single afterthought. In visual
art, the idea of forms however different, as answering
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to some cogent, common, continuous, dominion that
enforces bonds betwecen those forms in spite of their
manifold contrasts, gives rise to the distinctive
non-plastic aim: and this idea was inspired, above ¢
all by the equality of light on stone, an eqyality,
that dramatizes every tonal value. ' In Piero della
Francesca's painting, by the religious reverence for
spatial intervals, by tonal and perspectival organiz-
ation, all feeling, all movement, all rhytihm, all
plasticity itself, was translated equally into pan-
orama terms. (SR 144-5)

In the idea of a 'cogent, common, continuo¥s, dominion
that enforces bonds between those forms in spite of their

manifold contrasts', we are introduced to a line of thought

which becomes increasingly evident in Stokes's discussion

-

of carving modes of painting,signalled.by Stokes's use
of such terms as 'équal emphasis' and 'equal insistence’'.
Light, stone and the love of stone, purely visual space d
all conspire to achieve the pano;smic effect - that »
sublime fixture of the manifest, the pinnacle of Quattyo

Cento, and of carving, achievement. But, we shall sed,

”

the example of Piero's work adds more to the conspiracy:

a love of perspective, and a love of colour.

ok kkk - |
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Stimulated by the equal showing and fraternal relation-
ship of Quattro Cento arxrcuitecture, strong without the
help of hieratic formula, yet observing closely, dis-
covering, in time witn his poetic¢.aim, the broad sweep

- of tone, Giorgione sought to contain the passage of
time, a man's life, in the forms of simultaneity. (AS 43)

+ Thus, in a claim frequently adducéd by Stokes, might archits
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ecture be thought 'Mother of the Arts'. And the maternal

providence of Quattro Cento architecture is, Stokes likes

to think, enormously wide. It is apparent not only in

Piero's work, but in Giorgione's too (that is, in High
Renaissance art); and, with spectacular imaginative leaps,

Stokes finds it in Vermeer's work, in Chardin's -~ ‘even in

‘Cézanne's. ' Thus, we find Stokes writing of Piero,

If there is an emphasis it 1is upon the homogeneﬁty
of space ignored by the medieval mind, an emphasis
previously unknown in painting.... Piero, as did
Cézanne whose sense of colour was equally dominant
in his sense of form, preserved the two-dimensional
character ofl the picture space - a certain archaic
flatness, then, of forms ~ 1in conjunction with a
great depth and a great volume. (AS 31-2)

Or again,
" Piero's colour exploits the affinity to which we

have referred in terms of shape and tone.... It is
the réaliser of Cézanne. Such demonstration of in-
tellect and feeling was the crown of the Quattro
Cento compulsion to make manifest. (AS 35)

It is, then, in terms of pictorial representation of space

and of use of colour that we are urged to recognise the

carver's ambition in painting. I shall consider each in

turn.

The spatial éffect of Quattro Cento stone art, the purely
visual spatial steadlness, finds clear expression in the

degree to which buildings and even sculptural reliefs |

themselves employ three-dimensioxnal space, so to speak:

their carving values are revealed in space. On the other

P
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hand, putatively similar values in painting are more complex:
the painter creates the space in which they are manifest:

they are revealed in represented space. 10 éut it crudely,

the Quattro Cento spatial effect in painting is not achieved
througn, nor is it discriminable in terms of, 'undulations’
in the surface of the canvas, and it is not to be contrasted
with the spatial effect of strong projections and recessions
in the surface of the canvas,
In a painting, evidently, three-dimensional space is

represented two-dimensionally, and the most obvious means
of sucii representation is perspectival tecanigue. And just
as Stokes had earlier attributed to the stone-carver a 'love
of 'stone', so, in an analogous way, he attributes to the
painter of carving proclivity a 'love of perspective'. In
contrast with this 'léve of perspective', we mignht thén supp-
ose a more vigorous, exploiﬁative, modelling ‘attitude towards
perspectival representation.

{ The point Stokes makes is not readily perspicuous, and

one reason for this is that he talks of perspective, not as

-1s perihiaps most natural as an element in the content of a

painting, but rather in terms of its formal significance.
This, I noted in the Prologue, is evidence of the/general
tendenckxapparent in Stokes‘s work over the years, and though
I merely mention it here it is wortﬁ noting as an important

aspect of the discussion of perspective and, as we shall see

+
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in a moment, of the discussion of colour.

Whaﬁ Stokes has in ﬁind might be introduced in connect-
ion with the idea of an emblematic approach to art (though
Stokes himself does not explicitly make this connection).
In writing of Piero's love of perspective, Stokes asserts
that ' - ‘ !

Space, to a less degree the perennial subject of all

painting, was Piero's rigid concept, whercas concept-

ual art substitutes a convention for mathematical

space. (AS 32)

What, I think, 'is suggested by tihe term ‘'conceptual art' is
that art which,however rich in what Stokes called 'aesthetic
values', is ;evertheless emblematically 'mean'. For instance,
French classical painting, in which, we might recall, Stokes
found an abstraction of sﬁatial values in the 'relentless

. stress of making pictorial ends meet'. vOne of the ways,

I would suggest, in which this abstraction and stress can
make itself fglt is in the forceful use of a perspectival
convention. And this perhaps is best illustrated in the
paintings of a master of French classicism, Poussin: for
insﬁaqce, in paintings such aé La Mort de Saphire where space
is rigidly enclosed within a press of buildings. Though it
is an odd association, a comparisoﬁ of Poussin's use of
berspective with Piero's might‘reéeal Stokes's point.

‘The aim of pefspectival represenﬁation in general is

to create an illusion of third-dimensional depth in a two-

dimensional surface. But though it is clear enough that

/
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perspectival i1llusion in this sense denies two~diwensionality,
it is important to specify the object of its denial. For,
crudely, the denial can occur in one of two ways: it _may .
be that what is denied is the two-dimensionality of the rep-
resented scene; or it may be that there is a more vigorous
denial not only‘of the two-dimensionality of the represented
scene but also, as it were, of the representational medium

- of the two-dimensionality of the picture plane or the
canvas. In other words. in the first case, the denial

of two-dimensionality of the represented scene is, at the’
same time, contgined within a clear acknowledgement of the
two-dimensionality of the picture-plane or canvas: and, in
the second casd, there is a denial of both. This second
case, I think, is illustrated by Poussin: the projections
and recessions in perspective are extremely strond to tne
degree that it is as if the picture plane itself is projéct—
ively and recessively pulled out of two-dimensional align-
ment. With Piero this is never the case: the projections
and recessions are under-emphatic and never strain against
the two-dimensionality of the picture plane. It is a subtle
effect - indeed it can sometimes seem that without stronger
projections and recessions re-aligning the'two~dimensionality
of the picture plane Piero's work has a tendency to lose the

third dimensien of the represented scene as well. There is,

as Stokes put it, an 'archaic flatness', and indeed for the
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modern eye it would not be an uncommon first response ‘to,

say, The Nativity that there seems to be a perspectival

defect - a judgement which would not be made of Poussin's
worxk.
In these terms, then, what I think Stokes means in

talking of Piero's love of perspcective is Piero's spegcial

respect for two-dimensional representation of three-dilken-

sicnality : that is, it is not so.much a love of perspect-
ive itself - and it is difficult to see what that could
amount to - as é loye of the perspectival medium, the
two-dimensional picture plané or c&hvas. And tnis comfort-

ably fits éhe analogue I suggested, tne love of stone. For,
I argued, the love of st9ne is to be understood as the love

of stone as a medium, and a respect for the ‘'rights' of

the stone. Thus, love of perspective is a love of the pers-

pectival medium, and a respe€ for the rights of that ﬁedium,

namely, its two-dimensiocnality.

The painter draws on further resources in the ai& of ‘homogen-

eous space, resources which are of no representativnal con-
A\

cern to the architect or stone-sculptor - primariix colour.
But it is useful to introduce Stokes's discussion of\coloqr
with a pointlfhat might Be made about the painter's intimately
connected use of light. ,We saw how, for Stokes, the 'equal

lighting of the South' is thought to promote phantasles in
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the Quattro Cento artist which he projects in the spatial
effect of his art. But the painter has of course directly
to represent this cqually emphatic lignt if he is to achicve
the panoramic effect in his picture. And in fact when I
noted Stokes's refercence to Piero in connection wvita tae
Agostino relief discussed earlier, it 1is part of Stokes's
point that the spatial effect‘in Agostino's iliadonna is
captured in Piero's usc of liguting. he writes of 7The

Flagellation,

This is the painting that presumes light, a more or
less equal ligutj another word for space as nomogen-
eous medium, in which all tihings arc sct out. Piero
could turn transition and movement into tne finality
of such space. Lights, on the otner hand, ligating
effects, or an empnasis on chiaroscuro, these are to
Le connected with riythm or poise, not primarily witn
stone. (SR 146) P

The remark signifies the extraordinary coherence of Stokes's
emerging aesthetic. Light and stone were invoked to ident-
ify the virtues of true Quattro Cento effect., Stone and

the love of stone are now thought é; nave analogues in the
carving painter's love of perspective; and lighé, too, the
use of lignting in Piero's art,becomes part of the analogy.
And from talk of lignt it is but a short way to talk of col=

)

our.
4

"In introducing Colour and Form, Stokes writes,

I have soudht to isolate that kind of manifestation
in which inner ferment has suffered conversion into
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the most specific state of outwardness or fixture....

I now consider the same phenomecnon in painting: I

do so from the angle of colour, because. the visual

epitome of externalisation and the forms which em- |

body it, are dependent on our colour vision. §‘9§ 22)
Once again, we are immediately struck: by Stokes's eas;,and
confident assimilation of what would generally be thought
the colour-content of a painting to colour-form - to the
formal modes of externalisation in art. But his premiss
might at first seem peculiar: how is colour 'the visual
epitome of externalisation' ?

Most obviously, colour is the visual epitome of extern-.
alisation simply because, while certain aspects of our
awareness of externality are dependent upon a collusion
of senses (for instance, the physical location of an object
would authoritatively be deteémined by a collusion of visual,
tactile and perhaps also aural sense), there can be no coll-
usion of senses with respect to the lour-properties of
something external to us: colour-percéption is exclusively
visual perception. Colour, then, really would be tiie most
significant resource on which Stokes might draw in charact-
erising the purely vi;pal synthesis on which, we éaw, Quattro
Cento effect was argu;a to depend.$, )

Moreover, unlikg sense ?f touch, senée of colour is not,
to use a once fashionable te}m, 'bi~polar' - or, in the

terms which Freud employed in his discussion of the develop-

ment of the ego, colour-perception is exclusively an 'extern-

M
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al perception' and not also an 'internal perception' (2).
The cloaresé exaﬁple here' is perhaps that when I claim to
be hot, I may be taken either to refer to the external temp-
erature or to'my own (feverish) badily tomperaturd( 3y

contrast there can be no sucn systematic eguivocation waen

I claim, say, to seec yellow: ceteris paribus, I just do

refer to something external. (r*he gualification is, I

think uninterestingly, neccessary in that in certain circum-
stances, suffering jaundice, or having an after-image, I

may in gact not refer to something-external. But these are
deviant cases wiiich lie outside, and indeed depend for their
recognitioh upcn, a systematic account of colour-perception.
The trouble, one might add, with sucn philosopnical tlicories
as the rceduction of the external world to 'sense-data' is
that they are preciscly raiscd on a diet of such deviant
cases while failing to note what they deviate from.)

A third feature, however, of Stokes's thesis here is

that of all visual perception, colour-perception is\the
~epitome of externalisation. What, we might ask, of the
zisual éérception of sﬁhpe and volume: what is external

to us must have some shape and gémg volume, but is it so
clear that it must also be seen to have some colour ? The
answer is obviously that it must. The visual perception

r

.
of both shape and vdlume in an object is determined by its

chromatic distinction from and definition in a background.

4
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1f colour-perception is.not.pqgsible (where the oﬂject is

the same colour as its background, witn no snadowea defin-
ition, or where the object isvcolouilesg§‘then'neither is
the visual pérception of shape and volume.

Once the significance of colour-perception in this
respect is recognised, then Stokes is in a position to intro-
duce a conception anai??ous to that of love of stone or

love of perspective - namely, ‘'love of cokour!. Thus,

" Stokes writes,

‘ The true colourist, then, is retreating by his use-of
colour, the 'other', ‘'out-there'.vitality he attributes
to the surface of the canvas, just as a carver reveals
the potential life of the stone.... (CF 29) )

That is to say, just as the stone is thought to have rights

of its own, so too is the surface of the canvas. The carving
painter will respect those rights, and will paint in a mann-
er analogous to the stone-carver's working his stone, pre~
sérviﬁg the matrix, allowing figures and forms to be reveal-
ed and not imposed, adjusting his ?onception constantly to

the demands of his medium. We have just seen how Piero may

be thought to have achieved this through his love of perspect-
ive and his respect for the two-dimensionality of the surface
of the ¢anvas: now we are urged to recognise how a love Bf

colour makes a similar contribution.

A

There are, Stokes reminds - us in Colour and Form, three prin-

TN
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cipal chromatic dimensions. There is, first, variation in

' hue: that is, thgre are reds, greens, blues and so on.

Second, there is tonal variation in any given hué, a varia-
tidnp in range of lightness between black and white: that is,
.there are light blues and dark blues."Tﬁird, there is
variation in-intensity of any given hue, a variation in
range of saturation from neEEFal grey: that is,‘there are
pale.gfeens and deep greens, And of course we have to .
aqgito these principal chromatic dimensiongnghe variations
~in admixtwres of hues, and the variations in tone and in-ﬁh

* 1
tensity of these admixtures.

..

The painter's palette, then, has an extremely complex
structure. How is the true colourist alleged to govern. his

effect in working within the complex structure ? -
In the first place, Stokes wants to say, the,trué”éol-'
[ - « )
ourist, like the true carver, will disdain heavy and dramatic

accents and rh%thms: he resists bright illumination in
juxtaposition Witﬁ dark shadowing. In a favoured phrase,
his colours are 'self-lit': in other words, 'they dé\not
flud&uaté};?thvfespect to pictorially internal illuminatién.
Stokes writes, ( ’ | ‘

The tendency of the true'Eolaurists is’ to discount the
separateness of illumination, to identify it . with the
colour of objects so that these objects appear to be
-self~lit in virtue of their colour, as if breathing.
Whatever be the specific illumination represented,
light . in the form of living colour, also seems pre-
eminently to come from behind, from the back, from the
canvas. (CF 31) T )

8 4 o . :
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It is clear what Stokes has in mind here, for if we contrast
a Rembrandt, say, with a Cézanne, the chiaroscuro rhytims of
the former will suggest recession in the surface of the can-
vas, where in the Cezanne, in its 'all-over' colour-ceffect,
its chromatically -unretixing appearance, we find that 'equal
insistence’ whicn is essential to the preservation of the
two~-dimensional surface. (To put the point more dramatic-
ally, one would never find a painted snadow in any Impress- °
ionist work. True coloﬁrists, a painted shadow fof the
Impressioﬁigts would represent, as it were, a hole in the

/
canvas.)

) A second technigque of the true colourist consists in -
his respect for the complementarity and near-cémplgmentérity
of colour. (Crudely, the complementary of a colour is that
colour which appears as its after-image. Tnhus, the complem-
entary of leéf green is violet, of yellow, blue, of orange,

*

turquoise, of red, sea green, and, obviously, vice versa.

And if we i@agine these colours_;anged in that order in a
circle with diameters joining complementaries, then ?t is
eaéy to see which colours are near-complementaries: for
instanqe, colours within tpe range turquoise-sea green-leaf
green constituté the complementarity range of red; violently
non—complemeq}ary to red would~gé violet or orange.) ¢ It is

"in virtue of his respect for the complementarity range of

ve

his colours in fact that the painter creates analogues of

L S . N P



P et ot e ot e ——— s
a

266

the way in which, as Stokes put it in his discussion of the
'Agostino relicf, one shape 'causee' another - or, more
generally, of that 'cogent, common, continuous, dominion'
which enforces bonds between forms and 'gives rise to the
distinctive non—plaséic aim!.

Third, and connected with this last point, the true
colourist will try to reveal the constituent elements in
his admixtures of hues by ensuring there is no jarring
juxtaposition of non-complementary elements. Again to‘

take Piero as an example, we see in The Hativity the cons-

.Eituent elements of the blue of the gown worn by the central
figure of the group bechind the\Infant picked out in the
burgundy yoke of the gown woxrn ﬁy the'fiéure to his right,
in the more intcnse blue of.the Virgin's gown, with its
similar burgundy yoke, in her deeper blue cloak, and in the
pink of the gown worn by the eeated King. | .
Stokes liked to refer to Eﬁis intense.regard'for
chromatic relations in the work of the great cérving paint-
ers as a feeling for 'identity-;nedifferehce', agphrase he
ﬁgo# over from the philosopher F.H. Bradley. But the phrase
1nf¥act 1ndlcates nothing more than the homogeneity of
* what he had earlier characterised as Quattro Cento effect.
The colour-elements in true barvihg ;aintigé, tﬁough in
tpemselves contrasted, will seem to stand to each other
’in formaf‘re;atioﬁs which have the effect of ﬁreserv%ng’/

»
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the surféce unity of the canvas, and will not, as it wefe,
break up the surface in making strong individual claims to
attention. ‘'Each part sustains its brother', Stokes writgs
in a frequently employed image; the carving painter ‘works

difference and hostility into an ideal amity' (CF 101)

Carving values, it was earlier alleged, are primarily to

be discovered in art which relies upon purely visual syn-
thesis, and as we saw in connectlon with the idea of 'mass-
effect' what Stokes had in mlnd was a synthesis which requ—
ired none of the temporal progression of movement. In
painting, the possibility is niceLy‘illustrated in an
‘anecdote concerning Giorgione which Stokes borrows from

- Vasari's Lives of the Painters. Apparently, Verrocchlo s

bronze horse, the famous Colleoni sculpture, . led Glbrglone
inté a dispute with a group of sculptors. The sculptors
claimed thgi their ar£ was superior on the'grouﬁds that it
was possible to discover aAsculpture's manifold aspects in
being able to walk around it. Giorgione argued, on the
ébntrary, that it was :precisely the possibility of taking-

in a painting in 'una sola occhiata', in a single glance,

which proved the superiority of paihtingy To aémonstrate}
Giorgione palnted a flgure which showed all its aSpects
at once: . a nude with its back to the viewer where

front of the body was reflected in a stream at thg feg£ of
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the ﬁude, the left side in a highly polished corselet and
the‘righé inva mirror. Clearly it was a éainting of cons-
"iderable ingenuity 1£ nothing else, but the point‘which Gior-
gione sought to make has deeper significance for Stokes.

He writes,

/
...Piero della Francesca ana Giorgione crystallized
for una sola occniata, in wider relation, those
primarily arcnitectural displays wnich had appcared
on the surface of stonc with sucn tension of ouc-
wardness. ‘Thelr inspired emphasis upon simultaneity
entailed a lack.of emphasis in any particular, Lut a
much-heightened accent upon brotnernood, upon a con-
ception of form stemming from the ccaseless inter-
cohmunication of textures and surface colours; vyet,
unlike decorative treatment, expressing deep emotioanal
content; subsuming, also, in terms of simultaneity
or immediacy, the tugging and less immediate sensations
of rhythm and balance and opposition that are tiae
first objects of tactile awareness. (AS 42)

Such thoughts are attached m#re explicitly by Stokes to
the ldea of carving and modelllng modes of art:

The painter of modelling procliv1ty manlfestly re-
charges a landscape with patent flourisii. Tne paint-
er' of a carving proc11v1ty is manifestly .at pains to
show that the forms there each have a face which he
discloses.... There is...a greater temporal suggest-
ion 'in (the modeller'sl work, that will be absent from
the work of one who rejoices in the conception of
absolute disclosure 'in concrete or simultaneous form
 «.. [the modeller] accumulates force and direction:
heé does not:reveal an accumulation, an augmentation
upon the surface, a mere outwardness. (CF 42)

kkkkk

My concern so far has been to présént a detailed review of

Stokes's earliest writings on art}'from The Quattro Cento
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(1932)*'to Art and Science (1949), with the purpose of
identifying aspects of Stokes's thought which seem to me

central to an understanding of the distinction between

- carving and modelling modes of art. But, however central

such ideas as 'emblem', 'Quattro Cento', ‘'love of stonei,"
*mass-effect', 'love of perspective' and 'love of colour'
are to the articulation of what Stokes had in mind, there
remain more general difficulties about what, precisely,

a distinction between carving and modelling'modeé of art
can cS;trib te to the understanding of art.

T?e difficulty which is perhaps ﬁost apparent - and
the one to which I drew attention at the outset '- is t%at
carving anq modelling play very unequal roles in Stokes's
discussion. What is said about modelling is said incidents-
ally; and often disdainfully, whi{e‘Stokes's focus is
concentrated on his patently favoured carving art. The
difficulty is %Foublesome, as I suggested earlier, because
it carries a strong suggestion that Stokes is not so much
describing two different modes of art, but’ rather using
cérving values as a kind of undeclared toudﬁstone'df'gakth—
etic appraisai. Bﬁt if we now consider in more detail
Stokes's admitted"partisan purpéseﬂ in favouring carving
art, Qe shall see that thi; is not in fact so. And at the
same’- time I think this Wili;permit a élear understénding

of ‘the nature of an emblematic approach to the understand-
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ing of art specifically in connection with Stokes's'ppzzling_

attitude toward 'aesthetic values'

At a late point in The Quattro Cento, following his

account of Donatello, Stokes. admits that ne finds it a
matter of 'dismay' that he has not considered Donatello's
work 'from the angle of pure aesthétic value' (QC 127). But,

he goes on, to have done so would have been .irrelevant to ”
.43

. %?
his purpose. 2and his purpose, he reveals - 'for we have

-

learned the anti-Ruskin lesson well' -~ is 'to re-estimate
the spirit of the Renaissance, go-agiempt anew the co-ord-
inétion of the spirit of westexrn man with his art' (QC 127).
ile adds, however, > ~

«..in the long run, a more pgzéhological approacn is
not at variance witih a more purely acstaetic approach.
On the contrary, tae former sunould Le indispensalle

to the latter, and vice versa. I have by no means
attempted tieir separation, since neither exists as

a pure ecntity and since only for a partisan purpose
does their division secem to exist. wsut I, too, rea-
ress a balance in tue appreciation of Italian art. |
My concern with bonatello is solely in his relation !
to the Quattro Cento pirit. Indeed the taeme of
Donatello as artist, as artist ;n lsolatlon, the

theme of the inventiveness of his power to transmute
the Quattro Cent® stimulus into various forms of art,
would be one slightly dangerous to my own. For while.
admitting its necessity to the Quattro Cento, I decry
the Florentine power to translate emotions painstaking-
ly into forms of art -~ Of whicih Donatello's art is
the supreme outcome - in.favour of an anonymous
spirit whose serxvants are more nearly children of
their age, in favour’ of artists- inspired by a patron's
personality, whence springs the. art. entirely emblem-
.atic, the art 'twice over', miraculous to us who lack =
emblem. The Florenting attitude was indispensable to
the Quattro Cento, and vice.veksa; their relation
mirrors that in art criticism Ketween the more psycho-
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logical and the more aesthetic approacii; and in

decrying Florence in favour of tne rest of Italy,

I seek to redress exactly that same balance as I do

in favouring a more psychological approach. (QC 127-8)
In ogher words, Stokes has sought to give a proper emphasis,
.within a wider context, to the wvalues which ngttro Cento
art most clearly espouscs. And this, at the same time, is
to give a p;oper emphasis to the emblematic, psychological
approach. To say that one kind of art - and Stokes, as
we saw, admiptéd as much of certain Quattro Cento - -works -
that it is lacking in the highest aesthetic value, or to
say of another that it is emblematically 'mean', is not
at all to pronouce on their place in the pantheon of val-
ﬁ.d art, but simply to draw attention to the particular
ind of artisfic values to which, qespéctively,‘tpey give
most weight. And novw, we cah.say, inéofa; as the two kinds
"of artistié values are not irredéemably hostile, and insofar
as the two approach&s are not so starkly opposed, then this
indicaées‘the proper perspective on the distinction between
carving and modelling modes of art. FOr it is not-so much’
that the distinction refers to some more.or less unsubtle
separation of one’gigg of art from another, but ratner to
two kinds of themes which are manifest in all art. Just as
Quattro Cento values are %nterminglsd with Floreﬁtiﬁe, and
" just as the,gmbiematic'approach’is\complementafy,to the

e

aesthetic, so .too’are carving and modelling themes inter-

weaved. For, Stokes writes, 'let me admit at. once that in_
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no part of the world has there existed a sustained figure-
carving in which modelling did not influence, and so extend
the cérVer‘s aim' (S8R 122); and, moreover, .'I would remind
the reader that the carving_aim can reach its height of
achievement only as a reduction of the plastic a%@kl(gg 181).
It is still not clear guite how modelling themes in
art might Le associated with considerations of 'aesthetic
va}ue', and this is in part because Stokes has saié 50
little about thém. But, we shall see in the following
chapter, once_garving ana modelling themes are given psycio-
analytical construal, this, along with the claim about the

complementarity of carving and modelling themes, will become

more readily apparent.

There is, however, a final boint which ought to be made
before introducing Stokes's attempt at a psychoanalytic
construal of hiéfaesthetic as it has so faf emerged. For
to what degrce can Stokes's earfy work bé said”té invite,

even implicitly, an association with psychoanalytic theory 2

Prima facie, Stokes's attitude towards art so far is, if

unique in detail, very much the attitude of the art critic
- even the art scholar. For instance,.tﬁe distinction
* between carving and modelling themes might look to be a
lvariant upon the kind of stylistié distinction ﬁamiliar‘

in, say, Wolfflin's conception of the 'linear! ‘and .the

v
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‘painterly' (3). and in this sense it may look as if the

s . . . \
assocliation with psychoanalytic theory is, at best, of more

\

or less analogical or illustrative appeal rather'than, as

I believe, an attempt to give internal elaboratioﬂ\to the

\

ideas of carving and modelling. \
The point I have in mind here might best be madé‘by
returning to the title under which I have wanted to réyiew
Stokes's early'work: that is, as a discuésion of wnat i\
have called the 'objecthood' of art. The sense of this |
title 'is now, I hope, sufficiently clear in virtﬁe of the
way in which the ideas of carving and modelling thcmes in

art constitutec a resource in articulating the spatial valucs

manifest in the object which is the wvork of art. But it

is jperhaps necessary at thiis point to. re-affirm: the way in

. "8 . ..
which Stokes would regaxd objec;%ye forms of art as giving
expression to aspects of our subjectivity.

In offering a reading of Stokes's conception of tne

-

enblematic in art, it might be recalled, I attached special

_significance to Stokes's remark that

The process of living is an externalisation, a turning
outward into definite form of inner ferment. lience

the mirror to living which art is, hence the signifi-
cance of art... (QC 15) -

To turn the same point around with respect to the‘subéequent )
. R ¥ ! .

1] ) . » ~ P * * w
discussion, we might_ say, as Stokes puts it in Colobur and

Form, ’ . ) -

¢ .
L © -
. ., . B
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Visual art projects in tane guise of objective forms

in space, the subjective forms thnat the spirit nar-

bours in fantasy. (CF 97)
And of course it is precisely in virtue of Stokes's emblem-
atic and psychological approach to carving and modelling
values ﬁh&t he can’ at once talk of objective and sulkjective
aspects of art. Art is thougnt to particularise in object-
ive form phantasies which crowd togetacr in inner ferment,
and that it doest for Stokes, is not at all a process whicn
is, as it‘were, detached from, or suger~imposed ;pon the
media, the actual stuff of art. Indeed, Stokes has wanted
to say, the aétual stuff of art, notably stone, or colour,

are already themselves the occasion of externalisation -

or, to use psycnoanalytic phraseology, of the projection

of the inner world: -they are themselves, Stokes wrote,
'the stocks for deeper fantas}es'. And it is in this sense
that art, in the use it makes of its materials, can be thought
to mirror the externalising, projective procéss of living:
Art is the face of mankind, the symbol of living,
of the creating that turns emotion's multiplicity
into concrete and particular individual-acts. (CF 48)
.We may now add to this that, insofar as carving and modelling
are forms of objectification in art, then they might further
be thought to exemplify very general forms of psychologicél
_projection.. To speak of the carvgﬂ and modelled forms af
the objecthood of art is, at the samé time, to speak of

forms of subjecthood in the extérnalisi?g process of living

\
\
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which art mirrors. And though at this point such cléims

are not made with any psychoanalytic authority in Stokes's
work, it is perhaps already clear what forms of subjecthood
might be brought into association with carving and modelling
themes in art. For example, art with predomin;ntly carving
themes will naturally cleave to phantasies of serene, ack-
nowledged 'out-thereness'. It is the image in Luciano's
courtyard at Urbino ('the sublime fixture of the manifest');

an image which is ubiquitous in Piero's art, in spatial effect,
in lighting, in colour-forms - even in the figureéﬁPiero

paints: in the Tempio !lalatestiano fresco portrait of

Sigismondo (no gentle subject, we must believe), or in the

fresco, Constantine's Dream (that catclysmic visiop), the
faces are unshadowed with inner associations. As Stokes

puts it,
The deep'lifc does not course in the men and women
of Piero's frescoes. Their deep life stands revealed
.as if they were pools, millions of drops run togetner
in a still shape. (CF 42)

By contrast, art with predominantly modelling themes
will naturally cleave to phantasies of potent and consum-
ing vitality, drawing us in with their strong rhytims -
to phantasies of 'enyglopment',Stokes was later to say.

It is the image in the swift running lines ﬂf Brunelleschi's
architecture, in the dramatic surface trans#tions of Dona-
tello's Pieta relief, in Florentine art genérally, in the

j

i

i
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paintings of Verrocchio or Pollaiuolo. Or the image in

. ) 4
the condottieri¥bust in the Bargello, attributed to besi-

derio da Settignano - how unlike the figures of Piecro,

we think:
These ambitious contortions intimate a rich brutaliéy,
every nerve tromor of a onée siulking soul passed
into terms of vein and bounding nwuscle. (QC 144)

The theme, Stokes at onc point suggests, is an inheritance

from Etruscan art: there is
...an anguish, hardness, wihich provides a-core for
good nodelling, and, in the form of sadistic outlursts
as felt in Ltruscan art but still more in Ltruscan
character, explains a reactive empnasis, an old guilty-

conscious empilasis on wiaat is calm ana on wuat is sweet.
(QC 105)

The im§ges secm too ricaly weav§d5 too ricn in their
own poetic associations. In Kantian terms, if Stokes's
writing herc gets 'on level terms' with the aesthetic idea
then perhapé we are not yet ready for this. But the ground
is prepared to some extent: to talk in this way of art is,
in a very specific sense, to suggest“how tihe images in
carved or modelled fo mignt be thougﬁt 'the face of man-
kind'. The image in t carver's 'love' or the modelle}'s
‘brutality' really are_iﬁages for the face of mankind. It

is, for instance, a specific face for our. ambivalence.

*kkkk

The last point invites a comment on the way in which Stokes's

A
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eariy work affords the background for tﬁé\development of

a psychoanalytic aésthetic. For, though I wanted to argue
in the Prologue that tlhe aesthetician must seek a unitary
understanding of art which cmbraces the point of view of
the spectator and artist alike, th?re is perhaps some un-
clarity about how that embrace is achieve& in Stokes's

&

early work. Indeed, insofar as the original sense of the

_ideas of carving and modelling in art derives from specific
artistic technique and éétitude, it must look as if it is
the artist's point of view which ‘has dominantly prevailed.
But, if it has, then this is not, I think, the occasion

for any anxiety é;;at what, psycho%nglytically, miiitj%e'
made out of the frame of the early éésthetic. ?qr gherg is

N
a clear sense in which the artist's teciiniques and attitudes

simply gggmglifz techniques and’attitudes by which we con-
ducé ife. ?o return. by a different route to Stokes's
ciaim that art is the face of mankind, to say tnat the
artist is engaged in a :creating which turns emotion's
multiplicity iﬁto concrete and particular individual acts'
may Le to.draw attention to the paréicular individual acts
in which the artist engages, but this is not to set him
apart from-that non-artistic fgrm'of creating, living it-
self, which also consists in Eurning'emotion‘s multiplicity
into concrete and pa;ticular, though not artistic, individ~

»

ual acts. Art in this sense does mirror- the process of

i
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living; but in this sense the processes of living élso
mirror the processes of art. In his practical form of
activity the artist differs from the man wvho is not an
artist; but in what meaniﬁg that activity tan be said to

N
have he is a man like any other. Hence what meaning the

fruit of that acEivity, the work of art, can be said-to

have is indifferent between the artist's form of (creative)

-

activity and the spectator's form of (observational) act-
ivity., If Stokes has talked more often about the artist
than about the spectator then this is, as it were, fort-

-
2 4

uitous: for the point of view he adopts turns out to "¢

~

have an internal flexikility which embraces both. This,
it secms to‘me, is sthe peculiar merit of Stokes's aesthet-
ic: it is, if not explicitly, an attempt at the ﬁnitary
understanding of art on which I have wanted to insist.

And when that understanding is %iven psychoanélytigicon—

«

strual it has a further merit. Foxr at the very beginning -
I argued that if psychoanalytjic theory cah\contrihute in
any significant way to tue -undexstanding of art, it is not
- and it was not for Freud - because tge artist is in
éssence psychfcally remote from anyoke élse. It is insofar
gﬁ/psychoanalytic theorx pro&ides a dDicture of an inner
world common to humanity - an inner wofld éhare? by ad-

ist and spectator alike -~ that to talk in psychoanalytic

terms of the representation of mind in art need not be
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N
thought to bifurcate into talk of the artist's mind on the

one hand, or the spectator's on the other. It does not, I

. ! . \
suggest, in the implicitly psychdanalytic terms of Stokes's
earlier aesthetic; and it will pot, I nope to show in tne

is invocation of
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2 ART AND THUE REPRESENUTATION .OF

N
M I 15\;§/ ) ‘ ‘
™~

Vlc have, paused for one mgment to wonaer whetiner psycho-
analytlc metapsychologlcal theory has allowea suff-
icient weight to tie perennial challenge of the wide

open world of tie senses.... (CM 3)

Thus Stokes concludeé the brief essay, 'Concerning Art and
Metapsycunology', Qritten in 154;5‘and the first of nis
essays éxplicitly to address psychoanalytic tuneory on
aesthetic guestions. And perhaps the concluding femark
serves also to render the fundamental tieme of the writings
5n art to this point: the objecthooud of art, as I have
called it - the palpably sensible dinensions of the
object wnich is™ghe work of art.

What prompts ‘'Concerning Art and letapsycihology' is.
Stokes‘s';eflection on Freud's speculation - whicn I -
have discussed at some length - that the artist finds
in his art 'a path back to reality’. But while Freud's
principal concern seemed to be with the way in whicih art

’

might be of therapeutic value, éencouraging the artist to
work h;s way out of the Oppressivg and potentially patho-
genic world of pnantasy, Stok;; gives a slightly differ-
ent emphqﬁls to the issue. For he wants to argue that,
however far it may be .shown that the inner world of phan-

tasy is centrally implicated in the experience of art,

280 - .-
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the work of art ‘itself is an ob]ect firmly implanted in

Ty

the outer world.  Stokes writes,

The generating relations of a work of art have an
air of a set-out finality, of a diverse expression .
that is single, of a phantasy that has Lbecome detach-
: ed from ifts priginator to become an object, as if he
were ablg to’make of his mind a stone which yet dis- 7
plays an anifests the content, of his mind.... L
"The work of art, then, is primarily distinguish-
ed from the daydream, with its smaller claim to
shapeliness, py a seeming outwardness, a seeming
otherness, by an appearance of reality. (CM 3)

-The provenance of the thought here, and the significance
of the image of the stone will, I hape, be clear from
- the discussion in the preceding chapter. Now, we see,
the earlier work suégestS'a natural transition to ﬁsycho—
aﬁalffic theory: 'from the Qﬁter world 6f the work of art
to the inner world of the mind. And it is in the .course
of the next twenty or so years that Stokes reviews some
s
of his‘earlier contributions and begins to raise them to
full-blown psychoanalytic articulation.
In thls chapter 1 mean to conSLder Stokes's view of
the representatlon of mind - the .account of the Anner
e | world sef aut by Freud, and by Melanie Klein -~ in art;
of the way in whlch this prov1des new resource in charact-
erLSLpg cegy g and modelllng .themes in art; and,of the
conception 6 form -in art to which Stokes is led. But,

A

firét, I want to retuvrn to the idea of the emblematic -

'ﬂv

the idea, I suggested, which was pever far beneath the

‘v

surface in the entire span of Stokes's thinking and which
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is crucial to the understanding of Stokes's general purpose
in writing of art.
!

k%%t %k
i
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In 1947 and 1951, Stokes produced two intlensely personal

volumes, Inside Out and Smooth and Rough: In each, it

might be said, we find Stokes gradually working through his

own experience in analysis with Melanie Klein, and adjust-
L]

‘ing and re-articulating his own vision of the world. Dufing

this period it was not art which was the dominant concern

in his wr}ting 50 mugh as life itself, lifé Es it was
experienced.by Stokes' in ftély aﬁd in his beloved London

- a life'which had come to be refulgentfwithwpsychoanalytic

imagery. For instance, in describiﬁ§ & period spent in

YRapallo, Stokes reflects, - - :

Nature spreads and mounts befBre. me, fi*ed and
growing, ciiangeless in the clearness of its cycle.
I have here the means of action, a demonstration,

+ not of the purpose of life kut of the power of life
to be manifest; not of one thing but of the calm
.relationship of many things,’' concrete things, each
bound to eacii by an outwardness that allows no
afterthought to the spectator: an outward showing

«° goes within him. An answering life wells to the
surface, and he feels - -hence the great beauty
of Mediterranean landscape: - that the process of
a man's existence is outward, giving shape, precise
contour to tiie few things that lie deepest; what-
ever the distortion they mutually endow, making the
expenditure il terms of a surface we call expression,
be it in action, art or thougnt. (I0 32)

-
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A little later Stokes adds,

I found a period which expressed the Rapallo aesthetic
of lifec, the rush to make inside things manifest as,
superlative space. When examining early PRcnaissance
architecture and sculpture I at once recogniscu tais
passionate aim. I.formed an aesthetic Gevolving from
this art: bit by bLit I was reconstructing the good
mother amid continuous ruins. (IO 33)

It is now, for Stokes, only a short way from the psycho-
analytically-imbued personal recall to the aesthetic itself,
in partiéular to what he had termed the cmblematig'quality
of art. To repeat, vhat nad struck Stokes was‘the way in

which art seemed to mirror the externalising process of

living. Now, in Inside Out, the point acquires greater

specificity in connection with psychoanalytic theory:

- Not only is a work of art, as a datum of a sense or
senses, an object in the literal meaning, but that
object- expresses the universal desire to translate
life into an outward attacament. The libido, accora-
ing to one aspect of Freud's metapsycnological
thought, is primarily object-seeking. (IO 69)

Thus, we Might‘say, are first thoughts on the relation of
art and psychoanalysis in 'Concerning Art and Metapsychol-
ogy' turned upon the Quattro Cento aesthetic. Ienceforth,'
£he language of psychoanai§sis becomes an ally in tﬁé con-
ception of the emblematic quaiity of art, )

The transition is not without its difficulties. In
the first place, as I pointed out earlier, Stekps's cou-
ception of the emb%ematic is téo unigue, too novel A\ apove "
all so wide - to‘suStain itself without constant reitera-
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tion and reformulation. ‘In the second place, it is not
entirely clear that the language of.psychoanalysis is in
fact an approprlate ally.

t For the first point, we mlght I think look to Stohes s
consideration of the emblematicquality in art in both the
first of his volumes in'psychoanalytic aesthetics, llichel-
angelo (1955), and to a late essay on 'The Future énd Art',

in the posthumous collectlon A Game That liust Be Lost. .

In introducing ulchelangelo, Stokes reflects on what

distinguishes his emblematic approach from the mére system-
atic iconographical approach.: Art scholarsnip, he says,
has become absorbed 'in fixing the derivations (if easily
handled) for each plastic form and iconographic theme' (LA 20).
But this absorption,\stokes feels, is too narrow and tends
to be conducted 'at' the expense of general appreciation':

1

the study of art 'cannot be secluded in every case from a
. . ]

"present understanding of human needs', and it is his aim

~

in writing of Michelangelo 'to discover certain fantasies
that are c¢ommon grouna'in’the projection of Form' (MA 21).
In 'The Futuie and Art' Stokes returns to the point b
with slightly different emphasis. It is tru?, ne writes,
that, for instancé, the Byzantine icons ané mosaicsy‘were
subject to religious pattern books,K which determlned not only
the attrlbutes but the very cast of looks approprlate for

each apostle.,(GL 146) But it is not some analogue of

£
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religious pattern books wnhich concerns Stol.es. Rather, -
he goes on, "

...far more general than such rules and the beliefs
they serve, though equally tenacious, there are usu-
ally 'in my belief, composxtc images that often settle
for striking concrete mise-en-scenes, sopetimes archi-
tectural, that tend to synnollse, cven to epitomise,

a wider, cultural condition.... For the artist all
current feeling and thinking, his own and tne think-
ing of those who influence him occur in the view of
these concrete surroundings which are taken to impinge
on the circumstances, and even to point the path, of

" our culture. (GL 146-7) oo

We know the kind of @iggfggfséénes, the concrete surround-
ings, which for Stokes had been so iﬂfluentfal in Quattro
Cento'arf - as.concreté as stone itscelf. DBut, as I indicat-
ed earlier, all art is thought by Stokes to attach to simi-
lar, emblematic‘giggfgg;écénes. And in fact, though remarks

in The Quattro Cento seemed to suggest that Stokes belicved

art of the modern ag€ to lack emblem, one of the most intrigu- °

ing themes in the lAter work is Stokes's attempt to specify

. - \ .
the emblems of modérn art - the mise-en-scene of the:

‘llachine Age', ag he sometimes called it. T shall not be
much concerned with this aspect of Stokes's work, but it is ‘
perhaps worth noting how cilosely it follbws the ﬁat;grn of

his general purposes. In Smooth and Rough, for example,

Stokes wrote poignantly of a matter which much distressed
him: the ravages and destruction wrought upon the London %
of his childhood. And once he had found ways in which to

.articulate his distress in psychoanalytic terms, it became

-
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a general aim to discover in the horrific Eiiifﬁl‘iéﬁﬂ& and
the culturdl condition which, it epitomised for Stokes tne
touchstones of modernist art. It was not,'it should Be
said, that Stokes found modernist art contemptiblzﬂih
itself - indeed he grgatly adnmired the work of many

modern artists (Anthony Caro, for one, wihom Stokes was
\ .
amongst the first to support) - but he saw in its products

the deep hopelessness of a society which had become obsess-

-

.

ive and compulsive,

To turn to my second point about tihe appropriateness
of the language of psycioanalysis for Stokes's purpose, there -
X ‘ b P
are, I think, two separate aspects to the issue. The first

is the more easily grasped, and indeed I have to some extent

already discussed it. That is, it might be recalled, I
opened my’discussion of Ffeﬁdly insisting that Freud's
theory generally is meant to show thé continuity of the
normal and the pathological. In other words, all auman
activity falls within the embrace of the psychoanalytic
theory of mind.> At the -same time, however - and this
is the other aspect of the issue - it might be said that

-~

vhat the language of psyciicanalysis tends to lack is, as \
o

" it were, a 'transcendental' anchorage. This, at least, is

the way in which Stokes wants to consider the matter in a
late, and extremely complex, essay on 'Psychoanalysis and

Our Culture'. Is there, Stokes asks, alongside the analytic



287

quality of psychoanalytic thinking,’a 'constructive' quality,

-

a 'gigantic imagery' - the kind of imagery, Stokes says

'(with distrust), to be found in the ‘poetic elements of the

psychology of religion': for instance, in such thoughts

’6f the human condition as ‘a vale of téﬁrs: ? Dbo we
discover that transcendental concern which Stokes describes'
as 'that large and more varied part of ourselves witih aims
cémmon to all other pébple' ? =~ to which he adds,

Psychologically §peaking, a transéepdental preoccup-

ation as I conceive it in non-escapist terms, ex-

presses a projection of iaentity, tnat is to say, of

" that part of identity held in commoa wnicia possesses

for a complexity of reasons a value that we need to

explore and to contemplate. (GL 13%)

In fact Stokes expresses doubts about evidence of

‘ .

such transcendental concern in psychoanalysis, kut the
argument of his essay is that we might presume upon the
possibility of one day beiné able 'to magnify, in a just
and dignified manper of feéliﬁg, the elements, the trans-
cendentél elements, common to a thousand individual anal-
yses'; and he suggests the idea of a 'perfected fable'
as the vehicle of such-magnification (GL 139). (In fact,
as I understand it,.Stokes attempﬁed to fashion just such
a fable in an extraordinary piece entitled ‘Face and Anti-
Face: A Fable'. He wri;es a disturbing narrative set in

’

a society in which, as a result of mass-innoculations which

ensurg health, the people start to grow unshaveable, barb-

ed, porcupine-like quills from their faces. The psycho-

4 .
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analytic.referenee ‘here is to the way 1in which the quills
interfere with orally-dominated attitudes, particularly

the o?gl roots'ofoaggression.) ) -

It is not relevant to my purpose here to consider the
argument of 'Psychoanalysis and Our Culture' in any great
detail, nor to discuss Stokes's admitted 'visionary' suggest-
ion about iow psychoanalytic thinking might come to have
a transcendental content. .But what, I think, the‘gssay
points to is the way in which Stokes's ideas about art
find a place in the train of thought. As Stokes says, 'The
only worthy symbols for all that is held in common, as well
as for every variation in inner life, are the projections
wrought by art'’ (g& 136) -~ once more, the emblematic’
guality of art. In other words, I would suggest, it is in
regarding art as symbolic of the variations of inner life,
and at the same time in regarding it as a symbol for all
that is held in common, that Stokes's work can be tﬁought
at once to show the potency of psychoanalytic thinking 4n
the understanding of the more immediate impact of art, and
at the same time to provide a transcendental tone for that
thinking. lIn extendind our understanding of art through the
resources of psychoanalytic thought, Stokes also exti?ds our
understanding, and the significance, of psychoanalytic

thought.

kRkk kX
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The multiplicity of themes, and the manifold variations
upon those themes, in Adrian Stokes's explicigly psycho-
analytic work from 1955 make it difficult to present a
general view of his project. A‘chronolégical account
would not do either,.for often a theme is anticipatgd

-
almost incidentally in one work to be confidently reass-

umed in another. lience what appcarande of system there
might be in the matters I now propose to discuss is more

or less forcefully projected ugpn,StokesI There will, I

289

¢hope, Le some advantages for clarity in this,\but I should

declare unambiguously th%t I offer just one tgading of
Stokes, one route through nis fecund work. Th%ﬁ the
themes I shall consider;are central is not the point on
which I hesitate, but they are‘dbtrthevbnly themes. And
it is not only their centrality in Stokes's work wnicn
prompts me to include tbem: there are,themgs of my own,

announced in the Prologue, which influence the selection.

While Stokes had boldly introduced a psychoanalytic pers—’

pective on art and the artist in tihe first of the group
of writings with which I am now concerned, the volume on

Michelangelo, to start -here will perhaps create a mis-

leading emphasis. It might seem, that is to say, that

the study of Michelangelo offers a rough parallel to Freud's

pathographic study of Leonardo. Stokes, however, as I nave

e
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a%ready intimated, was never morc than iqcidentally con-
cerned with the artist himself to the exclusion of the
spectator. (This 1is an issue to which I shall return to-
wards the end of tie chapter.) And it is notalble, for
instance, that despite the facé that it is IMichelangelo
the artist who is the ostensible subject of the wirk,

Stokes subtitles it 'A Study in the Wature of Art'.

Theré will be more to say about specific points raised

in Michelangelo in a moment. For the present, it will be

uIeful to start with the scecond work in the psychoanalytic

grouping, Greech Culture and the Ego, for, again despite

its ostensible subject - Greek eulture - the work
constitutes Stokes's most sustaigﬁﬁ, if not his most mature,
attempt to reveal the psychoanalygic resources on wiicn he |
~

drays in his aesthetic. 2nd the work has,’for my purposes,
an additional_égnvenicnce in that it further serves.to
illustfate Stpkes's attachment to an emblematic approach
to art.

As I indicated earlier, the temm 'émiiematic’ goes
underground, as it vere, iﬁ Stokes's later writihgs. There

.~

is, however, one significant occurrence, interestingly in
‘the unwieldy compound 'emblematic-cultufgl' which I take
to be a transitional form IQing between the idea of the
emblematic in the early work and the wide concéBtion of

the cultural in the later. 1In any case, Stokes uses the
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term in tne eponymous essay 1in Painting and the Innerxr World

in remarking tine way in which art 'provides a converse to

comfort distributed by keepsakes and knick-knacks, by the
it H

LY
prefercence for at least oned kind of wulgarity...'. lie goes

on, J
. .
A Sung bowl renders no doggy acquiescence: we must
come to terms: it does not live up to us and has

— lost in our eyes, or largcly lost, the emblcematic-

cultural c¢yalities from vhich' it will have been
fashioned. Yet the necessity remains to found art
in tommon experience.and the artist in common man.
(PI 3)
It is something like this necessity”which Stokes, I think,
c nprnts in writing of the roots of Greek art in the

Gricek cultural condition. but the subject is ciosen not

T . . e .
/so nmuch for its intrinsic interest, but rather because, as

Stokes argues, Greek culture can be tnought to manifest an
attachment to the psychoanalytic ideal of an integrated
ego. And once this argument is seccured, Stokes goes on
to show that not only is Hellenic art to be seen under the
aegis of an image of the integratedAégo, but that indeed
all art can be seen in this way. In fact, if there is
one dominant theme in Stokes's later work, it might be said
to consist 'in the demonstration that the idea of form in
art is no less than the idea that a work of art offers an
image of ego~integrétion.

fhét there was in Gréei culture a special reverence

for the ideal of integration - where this has no psycho-
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analytic specificity - ’“is evident enough: for instance,
in the Platonic conception of the good man and the good
life. As Maurice Bowra has put it, |
If the complete force of a man's nature works as a
single power, he is a full man, and no Greek-of the
agreat days would have denied that this was the right
and natural way to behave. (1)
But in this, Stokes claims (thoYgh also across a wide range
of Grcek manners, mores, myths and scientific endcavour ~
I select the most obvious instance), there is an affinit¥
with the Freudian view of Eros, the life-instinct, as the

*libidinal and integrating p}inciple' (GC 8).. Hore specif-

ically, Stokes argues that Greek achievement can be seen as

the cultural expression of that benign psychic mode, famili-

ar from the discussion of Kleinian theory, ih which a good
objegf; introjected as g?e good aspect of the. super-ego,
comes to be the source of- -strength and protection for the
ego - where its benign po@er serves the ego in such a
manner that the egb is no longer compelled to rejeét and
split &ff the bad objects which it .encounters. Thﬁs, the
ego &achieves a measure of integration which it lacks®where
its sole defence lies in the mechanisms characteristic of
the paranoid-schizoid positioﬁ: ankincreasingly diverse .
range of objects are internally reconciled as the ego begins

to take on its particular character. If the'theory is here
P ;

shifted to the cultural level - tranécendentélly magnified,
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so to speak .~ then it might be said that it is the benign
N ;
) .
power of a 'cultural super-ego' in Greek civilisation which

stands behind the harmonious fecundity of achi®vement in art,

Y

in polity, in science. Stokes writes,

I think the best way to summarize Greek achievement =

is to assert that the Grecks were akle to acknowledge

as such the most diverse objects and the most diverse
psychical phenomena. It-is one reason why many of our
terms derive from theirs. Aspects of psychical reality
more nearly reach accomnmodation...more nearly congreg-
ate, under a notable form of stability, tnat is, under
an image of ego-integration. I shall contend that

art in all times has shown this to be so. (GC 11}

The Greek achievement, in other words, can be thought a
cultural parallel to the psychovanalyst's restoration of

an integrated ego in his patient. (As we shall see, once
this thesis is rendered in terms of art, .the Testorative
and therapeutic implications come to have particular signi-
ficance.)

But, it will be objected, it. is all very well to talk
in this way of 'the image of egod-integration' - 3just so
long as one postpones ascribing any spécific dimension and
texture to the image. That is, it will be thought a
nice but insubstantial means to construe Greek achievément.
Moreover, insofar as it is an insubtantial construal, perhaps
just tolerable in the context of wide-ranging abstractions
about culture, it can hardly serve ény account which gives
detailed émphasis to the .concrete, physical objecthood of

a work of art, as Stokes's earlier account .of course does.

—~
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llow are we suppésed to read an image of ego~integration in
the carved block of stone, or in the paint-loaded surface
of a canvas ? i

The answer here is that there is nothing which is less
specific to the putative image of égo—intcgration in the
block of stone or the canvas thén‘tuere is to any other
image of cgo-integration. Indeed, there is something which
is very much more specific about the image nere. Fox the
\image of ego-integration finds it% expression in corporeal;
physical structures: the image of ego-integration is, or

is an attenuation of, the image of the y?ole body. In
this, in the very physicality of its medium, the work of
art may very well ke thought . the paradigmatic expfession of
the image of ego-integration.\‘ And to éupport the claim

ve need only recall the.pictqre of the inner world drawm
‘by Freud and ilelanie Klein.

Freud, it will be remembered, argued tﬁat the ego is
'first and foremost a bodily Egod', and it was in this conn-
ection that I endeavoured to éxplicate the fundamental psycho-
analytic position concerning the corporealigatig%, and hence,
in virtue of the succeeding corporeal phases of libidinal
development, also the sexualisation, of thought And mentai

_activity generally. This, we theg\saw, was a theme which

Kleinian thegry worked‘out:h detail with respect to th@

child's development through his symbolic projections of his

7
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. fNrst inner objects - the bodily orgaas’and subsequently

the whole bodies of his parents = on to an increasing
range of objects in the outer world. In other words, the
states and activities of the ego are, according to\psycho-

analytic theory, permanently imbued with, and represented

. in, corporeal imagery. Thus, in the early, immature ego-

e

states, unconscious phantasy liée will be\reﬁlete\with part
object imagery - images of bits of the body. With matur-
ation and the increasing integration of the ego, unconscious
phantasy life will organise itself in texrms of whole object
imagery -~ imaées of the whole body. It is at this point

that Stokes take$ up the argument of Greek Culture and the

Ego. Thus, he writes,

In order to view ourselves not merely as continuous
but as integrated we need, I submit, probably as one
" among several parallel ego-symposia, a constant intim-
ation of wholeness, a figure that condenses not only
sensations and perceptions but principal 'good’ intro-
jections and object-relatlionships, a body-ego project-
~ion of its own wholenesg, an awareness founded on syn-
thesis of previous body-egos belonging to other periods
of psychic growth, an athic awareness of a corporeal
figure with (a generalised reference that is likely
to make itself felt, ac ding to the perxrceptual con-
text, by. such gualities, contributing to wholeness, as
balance, rhythm, movement, texture; a figure then,
that comes best before us in the act of receiving
objects, regarded as independent, which, by their
structure and concreteness and exact limit bring with
them the sense of our composite selves. (GC 19)

With this in mind, then, we may return, not just to the

matter of the expression of the image of ego-integration’in

art, but, more widely, to the expressioh of the image in

L
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culture itself. For one point which is relevant to Stokes's
finding an image of ego—iﬁgegration in Greek culture - a
prOJectlon of the 'ego-figure' as he often/ﬁallea 1t) - is
the remarkable Hellenic reverence for the 1deaf of a hmuman
body. Indecd, for the Greeks, the ‘true perfection of man.

consisted not simply in an ideal of the integfated mind but

further in its harmonious relation to an ideal of the healthy,
well-formed body. And of course if'we looN to Greek art,
we find the natural exemplification of the cultural idecals

in the marble and bronze figures embodying tae spiritual

virtues. ; N
That art should Le thought to provide paradigmatic
*
inages of ego-integration in virtue of its projection of

—

a body-image does not of course depend upon the manifest

represéhtation of the body in works of art - though, it

might well be argued, where a culture manifests an ideal

state of ego-integration, Qotably Greek and Renaissance
culture, this is.likely to be signalled by a wealtl. of
a;tistic representation of the perfected body. Stokes

writes of the manifest representations of the body in art

]

that

...they are no more representative than many other
themes and I do not base my argument on the mere
fact of figuration. Indeed, what impresses me more
is the prevalence, the dominance, of tne thame of
texture in all the arts, of bone and flesh, as it
were, of rougn and smooth, a wider consideration
than the expression of mood and subject. (GC.43)
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1
It is just this theme, of course, which has run tiiroughout

the early writings., And it is in virtue of the sensible

~

texture, the very concrete manifestation, in the object-

hood of art rather tihian in any content which it represcnts,

that we find a paradigm of the body-image and hence a
paradigm of the image of ego-integration.

A point which might be disputed in Stokes's view,
however, is that the body-image as &an expression of the
states of ego~-integration must surely b€ less evident in
cultures in which, unlike Greek oxr Renaissance culture,
there is something less than an ideal state of ego-integ-
ration. In other words, is it not the case that less
noble and stable cultures - our own, for example - will
betray not the body-image of ego-integration, but rather,
as the Kleinian might put it, a part body-image of an
unintegrated ego ? Stokes argues not. As he sees it,

Culture mirrors contrasting ego-states. Where one

is stressed it is likely to ke at some sacrifice of

others, if only because of influence upon the cihar-

acter of the ego~ideal. But ewven in the instance of

a palpably regressive ideal, we must suppose that the

integratea ego organizes the symbols and rituals of

. that ideal. (GC 21)
To turn this claim back into the mode of individual psych-
ology, the emphasis in a subject, say, upon the part object
phantasies and relations of the paranoid-schizoid position
- . & T .

(Ya palpably regressive ideal'), while it will determine

the character of the subject, it will generally be an em-
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phasis maintained under .the aegis of an ego which is integr-
ated, if less than in an ideal way, then nevertheless to
some degree. Where it is not, where the conflicts which

the paranoid-schizoid emphasis givés rise to are especially
potent, then we are inclined to say that the ego ‘has dis-
integrated in psychosis =~ for example, in paranoia or schiz
phrenia -~ to the point where it no longer makes much sense

to talk of the subject as having a specific character. The

'parallel in wider terms then, I would suggest, is not that

of a culturé‘which expresses itself under the aegis of a
disintegrated’ego in this sense, but rather of no culture

at all - nothing, at least, which i% recognisable as a
specific culture. The appropriate example, perhaps, would
be something like Hobbes's state of nature rather than .
even the most perilously regressive culture like Hitler's
Germany, for even there the symbols and rituals of the |
parahoid ideéls were organised under the aegis of a body-
image. of ego-integration - figured in the picture of tﬁg
lantqrn-jawed, blond Aryan‘superméh.

hus, with respect to art, what Stokes maintains is

the body-image in art is not that which is represented
in the content of art, but rather that which organises what
is represented. Form, in other words. And in fact, to talk

of the body-image in art is, for Stokes, to talk of the image

¥
-~

in the form of art - the image for which we have waited

?

N

O~
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so long in the discussion of the aesthetic application ofl-
psychoanalytic theoxy. Though I shall have a great decal
nore éo say about this a little laterxr, it is perhaps here
worth saying that this is no bizarre.conception of form in
art whicn Stokes advances. To recall what I guoted a mom-
ent ago concerning the projection of the body-image of ego-
intégration,'Stokes wrote tnat wve come to be aware of 'a
corporeal figure with a generalised reference that is
likely to make itself felt, according to the perceptual
context, by such cualities,contributing to wholeness, as
balance, rhythm, movement, ﬁexturei - in other words just

those general qualities which have always been regaxrded as

aesthetically formal.

Undoubtedly, there remain urgent issues concerning the

account I have wanted to give of Stokes's position in Greek

Culture and the Ego. First, we need considérably more
precise an articulation of the projection of thé body-image
in art. Second, we need to know what wider significance
might attach:to this projection. And third, we need to.
know what, specifically, is orgamised in the work of art
under the aegis of the body-image.

For the first point, I have already briefly indicated

what connection is made in thoughts about the body-image

in art with the general concerns of Stckes's earlier urit-
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ings:. namely, that it 1s in the corporeal exp}ession

of the structure of the cgo in the body-image - psycho-
analytically speaking the sole means by which tue structure
of the ego finds expression - that we find a parallel to

Stokes's discussion of the objecthood of art. Stokes him-
- 8
self sums it up:

Art, truly seen, 1is never ghostly; and art, truly
seen, <aoecs not so mucn euucate us about animation,
about the mind or spirit, about the intentionsg of
others good or bad in winich ve find a source of per-
secutory fecelings or of trust, as about tue resulting
body-person, akout tae egnbodiment taat is mucii more
than an embodiment because bouilly attributes aave
always been identified witnl those jntentions....
There  is a scnse in wiicn-all art 4s of the Lody,
particularly so in the eyes, of those wvho accept. taat
the painted surface and other-media of art represent
as a general form, which their. employment particularises,
the actualities of the hidden psychic structure made
up of evaluations and plLantasies with corporeal con-
tent. (RN 40)
. >
An exceedingly important poiint may be drawn out here. It

is that wheré\¥s want to.discover the mind's representation
in art, it is not as if the work of art immediately gives

out, or resonates with, mental representation or reflection;
as in psychoanalytic theory‘itself, inner life is projected
thfough the medium of the body, through corporeal phantasy.
In the emphasis which Stokes now gives to the body-image in
art, then, he manages to preserve what, in the early work,

v,

he explicitly sought‘to articulate as the expressive power

-

of the medium‘of art and the use of the medium, rather than

as an expressive power which is attributed -directly to the

“
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artist himself, almost in despite of his medium. This
point stands in close connection with another, to whica I
repeatedly drew attention to in earlier chapters as the
unac;eptable temptation to ignore the structured or instit-

utional character of art - the 'compulsory character' of
RN

art, Kant called‘it. That 1is, it_too oftgq\seemed that
psychoanalytically-inclined writers were too éuick to find
in art mere sxgoéoms of the artist's inner life, not sub-
limations - where the idea of sublimation is rendered as
the fulfilment of inner desires in socially - in this

case, in aesthetically - acceptable form. In remarking

on the idea of form to which the body-image attaches, Stokes

wittily cdmments on the point:

Though the emotion aroused may seem 1nfinite, the
variation of form is restricted: there is no merit
in two heads or three legs. The forms that embrace
what is most desirable and most rejected partake of
an extreme=limitation, like the picture witinin its
frame, like the meagre repertory of forms that are
available to the artist. (RN 40)

-

If at this point we consider the way in which Stokes wants
to summarize his position, then I think this will naturally
introduce the second issue I mentioned a moment ago: con-

cefning, namely, what wider significance might attach to

the projection of the body-image in art. Stokes writes,

...whatever aesthetlc object we contemplate, it serves
only as a symbol for an aspéct, or for many aspects,
of our accumulated feelings and proyectloqs and intro-
jections in regard to the body to which in our own

» B -
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selves and in the case of others we are tied to not

only indissolubly but without solution, without an

integration continuous and stable: that is to say,

incompletely when compared with a work of art per

se whose medium is always proadly of its fabric. (RN 41)
What Stokes had earlier called the ‘'out-thereness' or '‘other-
ness' of the work of art can now be seen to have a very part-
icular kind of psychological reverberation: in its whole-
ness and self-sufficiency it readily invites the symbolic
projection of the whole mothner's body: its body-image is
the image of the whole mother. But, we saw in the discuss-
ion of Kleinian theory, it is the recognition of the whole
mother, and the accompanying sense of loss and guilt char-
acteristic of the depressive position, wihich brings in its
wake the urge to make reparation, to reconstitute in phantasy

the whole 6bject whicn is imagined aestroyed. The work of

art, then, in terms of its whole body-image, is, or can Lbe,

—~,

the most pfé—eminently suitable occasion for the reparative
act: as Stokes puts it, tue work of art provides, or can
provide, 'the model for repairing and esteeming others, in
terms of arbody-structure to be mended or treasured' (GC 27)

And this, -Stokes adds, writing in Micieclangelo,

is the practical idealism of all ‘art which savs 'in
order to live we must somehyw thrive'. The artist is
compelled to overcome depreSsive fantasies by making
amend (often, as in the Renaissance, by presenting
with an air of ease the surprising and the difficult),
the amend that articulates together an all-embracing
physical entity with bodily separateness, reconstruct-
ions of internalised good objects, threatened ky the
bad.... The artist has recognised our common sense of
loss in a deep layer of his mind. (MA 67)
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The idea of the reparative function of art - and I
shall want to come back to this in grecater detail in coni-
ection witn the idea of form in art, with which it may novw,
in virtue of the idea of the kody-image, be scen to stand
in intimate relation - very quickly brings usAo the third
of the three issues I mentioned: concerning, namely, what
it is that is organised in the work of art under the aegis
of the body-image.

Obviously, to talk of reparation in gﬂ;~xleinian sense
is to talk in a doubly general way: first, about an unconsc-

hY

ious aim whose paxticular fulfilment, if such there should

be, is not theoretically specifiable; and again, alout an
aim wvhich is common to us all - at least outside extrenme
forms of psycnosis. In other words, the particular mani-
festation of the reparative act, and no less so wien tae
reparative act finds expression in the crecating of art, varies
as a function of the respects in which the damaged inner ob-
-ject is imagined to stand in neced of repair. Simplistically:
that there is a loss which demands restoration and reparation
is common, but what restoration and reparation is required

is individual. Hence, to talk of recparation with respect

to the work of art is to talk only of its general férm, not
its particular content. If this so far seems too general

an aesthetic point, then we may yet-appeal to the further

resources of Kleinian tiheory, to the account of universally
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prevalent phantasieé, to assist-in the characterisabfon of
what it is that 1is organised in the work of art under the
aegis of the body-image: in particular, of course, to the
phantasies respectively assoclated with the‘paranoid—schiz—
oid position and the depressive position. And perhaps it
is’now time to say that the contrasting kinds of phantasies
can readily be brought into connection with what Stokes has
already ideniified as th@\contrastingcfhemes of art: respect-
ively, modelling themei/gAd carving themes. It 1s to that

connection that I now want to turn.

HERER

In thé study of Michelangelo, Stokes writes,

Now, if we are to allot pre-eminence in aesthetilc
form to an underlying image of the body, we must
distinguish two aspects of that image, or, rather,
two images which are joined in a work of art.' There
1s the aspect which leads us %0 experience from art
a feeling of oneness with the world, perhaps nof
dissimilar from the experience of mystics, of in-
fants at the breast and of everyone at the deepest
points of sleep.... We experience it to some extent _
also from passion, manic states, intoxication, and
perhaps during a rare moment in which we have truly
accepted death; above all, from states of physical
exaltation and catharsis whose rhythm has once
again transcribed the worlid for our possession and
for its possessiveness of us; but only in con-
templating works of art, as well as nature, will
all our faculties have full play, will we discover
this kind of contemplation in company with the
counterpart that eases the manic trend. I refer to’
the measured impact of sense-data that distinguishes
the communlcating of aesthetic experience from the

<
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‘messages of ecstatic or dreamy states: I refer to
the otherness in the full perceptlions by which art
is made kiown. (MA 65-6)

It is easy to see that these two images have pfimitive

roots: respectively iﬁ, as Stokes puts it, 'the positive

rhythmic experipnce of the infant at the breast and the
subseqﬁent apprechation of the whole mother's separate

existence' (MA 66). In other words, thelr roots are in

*tﬁe consuming nature of the infant's seeking instinctual
satisfaction at the breast, and in his later realisation
that the‘source of his 1nst}nctual satisfactions, recog-
nised in chéﬁSEFSZEZOr his mother, 1is §eparate from him
land independent of his desires.

The images -~ Stokes designates them respectively
images of ‘enveIOpﬁénﬁ*\and images of 'otherness' or 'sep-
arateness' - are regarded as forming a complek network
of connections and associations in infant and adult life
" generally, so that their manifestation in art 1s simply
a sbecific instanée. Thus, I‘éhall focus éuccessively on
different parts of the network and try to show the inter-
connections. '

It will no# be a familiar claim of Kieinian theory that the
immature ego - the ego in the paranoid-schizoid position

- 18 characterised by its dominating (projective and intro-

Jective) identific%tions with (good and bad) part‘objecps.

<o
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And an important aspect of the force {and partiality) of

these identifications is that there is very ﬁﬁgﬁle'differ—

entiation of* the ego from what lies outside.’ It is as

i1f the world is swallowed up in, or enveloped by, tne ego,

or - it is a matter of indifference nere - as if the

ego were swallowed up in, or enveloped by, the world.
First émongst the unconscious phantasies of cnveélop-

<

ment are those generated in the infant's experience at the

’

breast. (Freud, incidentally, referred to the infant's

a

experience at the breast, along with the experience of

. e . ' .
in an obviougsly connected way here as tihe source

# 'oceanic feeling' (2).) -satisfaction and nourish-

meﬂ?%ét the breast, at this carly point of minimal differ-
entiéiion of sulkject aﬁd‘object, is, then, represénted in
phantasies of being at one with the world - the satis-
faction and nourishment is not apprehended,,as it were, as
a bounty granted by Ehe wérlq outside, And it is tnis -
exper%ence which leads to the introjectiohvoﬁ the envelop-
ing, iife—enhancing;breést as\thé priﬁéry good object;
though of courge it is also the case that as the infant
becomes -aware that satisfaction and nourishment at the
breast is, as I put it, a bounty granted by the Qerld out-
side - because it is somet;mes a bounty which 15 withheld
-  the breast is also lntrOJected as the prlmary bad, frust-

rating and hated, object. .

<

3 .
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Later, as the paranoid-schizoid position is overcome;
the infant begins to recognise his mother as a whole object,
not just as an arbitrary configuration of part objects,
good, and bad. And what it is that is recognised - with
depressive force - is the lack of conéinuity between the
ego and the world outside. The mother is felt to be other
than, separate from, the ego and no longexr an aspect of the
one undifferentiated world of subject and objects. Hence
the sense of loss; hence the sensé& of guilt as the‘infant
imagines himself responsible for the loss in virtue of having
damaged his good ébject; hénce the urge to reparation, to
set up the whole mother intg;nall? again and again.

These two primary aspects of infantile inner life are,
in later life, projected upon an inéreasing range of objects
and aétivities. And in the struggle for ego-integration -~
or, what is'the same thing, the restoration of the whole
mother internally - it is the success ‘with which the
individual-Ean work through phantasies of envelopment and
otherness which will determine how closeiy he approaches
to the ideal state of ego*infegration

Now, it is Stokes's aesthetic extr;;olation u?on these
psychoan§l§€ic themes that the priméry phantasies gke project-
ed with particular vividness in the experience of art, to

be displayed in the body of the work of art in a rich var-

iety of tensions and resolutions, of conflict and coordin-

Al



e oot aingnte - PO

. 308

ation.

'For the purposes of art', Stokes Qrites, announcing
the programme of his aesthetic account, ‘'the degree to
which self-subsistent object-nature...can be admitﬁed, may
not always be very great' (GC 24): no greater, one might
say, than the degree to which the admission might be made
from individual to individual. And he refers us here to
the vital rhythms and empnatic swiftneés:which draw us in,
envelop us, in the work, for example, of Michelangelo. 1In
Michelangelo's art the image 6f envelopment is very much
stronger than, say, in Piero's art which, we saw Stokes s
wanted to say, reveals the unemphatic, 'brotherly' intexr-
play of forms which gives the sense of 'out—therenegs',
of the separateness of the world in a Piero painting.
'Yet', Stokes goes on,

upon the pursuit, often the manifest pursuit, of

part objects and upon the oceanic¢ states to which

they lend themselves there supevvenes in art, it

appears to me, an inmpress of equilibrium deriving

from the composition of whole objects. (GC 24)

In other words, what teniions are apparent in £he Qork oé
art between part and whole object forms. -~ even in works
in which part object forms compulsively dominate - &re
ultimately bound within an image of otherne%s, the body-
image which, Stokes has Argued, all art make; manifest.

~ 4 - .

" The general point which Stokes wants to make in ‘this matter

.
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is perhaps mostmyividly 1llustrated if we consider not tﬁe
artistic projection of those benign, affirmative envelop-
ing states which associate with phantasies of the good,
ever-bountiful breast, but }ather their negative, greedy
and envious counterparts, states of enveloping aggression
which associate with phantasies of the bad, frustrating
breast. For here, it might be said, the alleged alliance
in tﬁe work of art of images of envelopment and otherness
or separateness 1is much harder of, and hence a much more
dramatic, achievement. (Without resort to psychoanalytic
language, or to aesthetic intultion, it 1is generally true
" that a consuming (enveloping) rage leaves less of the
world untouched (separate and independent) than a contrast-
ing intoxication of love - unless one has the faith of
a saint, or of a pantheistical Wordsworthian.) This is
particularly - true - and as I have said it becomes a
frequent theme in Stogés's later work - of the art of
our own culture. As Stokes puts it, 'many appreciators
.today seem to:find it more exciting if formal‘Values can
be observed barely to6 'survive a monstrous expression of,
say, greed' (PI 9). Of course that 1t should, even so
barely, so perilously, survive is a condition of its be;ng
recognisable art. To return to Stokes's theme of the
body-image in art, the body has llmits ofndeformity which

are tolerated in the name of humanity (to have two heads and
’

S

-

{



310

three legs would be inhuman) and also in the name of art
(Othello cannot be 'the green-eyed monster which doth mock/
The meat it feeds on' - or else his tragedy is untragic.)

'What is entirely negative or chaotic, or merely unfeeling',

:Stokes asserts, 'can never be art...'(gl.b), but of course

it is the bravura, or braggadoccio, of modernist art to
flirt with sucn thnemes. And the risks are not without
reward. That is, it seems to me, tine more dramatic the
aggression (or regression), the more striking the reform-
ation (or integration) in the form of a work of art -
though one must inevitally be less .sure of the résolve.

For example, the Cubist's attack upon whole objects and

his artistic appropriation of parts is perhaps the most
aesthetically notalle example of the compulsive, aggress-
ive trend in modergréi\artﬂ But perhaps this is in no
small measure a functi;h of the fact that the most notable
Cubists (Picasso, for example, and Braque) also strongly
espoused the more serene, traditional values: there is,
one might say for instance, a deeper, less anxious respect
in their work }or tiie limitations of form in the two-dimen-
qional, rectangular canvas than is evident, say, in tae
work of Robert Rauschenberg (in his projections off the
face of the canvas) or of Frank Stella (in his use of non-
rectangular canvases). Stokes, I think, has some such

point in mind when he writes,



e ———————— i S e . s —

311

AN

The fraﬂéwork,‘the indispensable carrier of this
passionate process...is the idea of construction
itself, seen as identical witih the ego-figure: hence
our feelings of well-keing, of health before:the
successful painting in spite of the often consider-
able aggression that has gone into. (GC 49-50]

The hazards, but also of course the deer interest, of much
modernist art can perhaps be said to lie in tne sense that
the manic trend constantly threatens to overspill the art-
istic framework - indeed deliberately so in the case of
the Minimal artist's ambition to achieve 'the condition of
non-art'.

To return here to the theme of Stokes's emblematic
approach to art, what trends recognisable art will contain
will depend upon the temper of the culture - on the
transcendentalised psychology of the culture, that is.
Doubtless Piero's art, or Milo's Venus were propitious
for the ideals of ego-integration, but, Stokes puts it,

...for modern urban life our eyes and other senses

no longer receive nor as easily construct the broad-

-exr symbolic impressions of whole objects in terms of

that environment: there appears to the contemplative

mind a drag upon many individual things as such, a

partial dissolution of a self-sufficiency that depends

from the imaginative angle upon the .notion of a wide
organisation, as well as upon the frequency, of val-
ued things. llodern art shows that we must search for
mere fragments of an organisation and that we have an
entire impatience with cultural symbolic systems: they
would lack impetus. Theycannot be applied riow to the

order or, rather, to the lack of order, of t ings.(gg 29)

Collage g, perhaps, is most propitious for the cultural
~ .

ego-state dominated by part object relations.

»
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Bu; it would be wrong to imply that the envelopment
factor and manic, compulsive trends in art are evident only
in modernist art. For perhaps the finest example of tne
envelopﬁent factor employed to magnificent aesthetic effect
is the art of Turner. In comparison with ﬁhe serenity of
a Piero, say, Turner's canvases are ablaze or awash - in-
deed it is remarkable (and very much to the psychoanalytic
point) how frequently, partic&larly in Turner's late work,

the themes of fire and flood recur, threatening to consume

and envelop the figured objects. 1In an ambitiogs essay,

'The Art of Turner (1775-1851)°', Stokes offers us an intrigu-

ing ‘glimpse into the obsessional traits in Turner's art.
There are two remarks, one Turner's, one Hazlitt's on
Turner, each quoted at different points in Stokes's essay,
which, I'think, can significantly be set togéther. 'Indis-
tinctness is my forte', Turner is reported to, have said in
response to the frequent crit%cal complaints ab;ut the lack

of definition and finish in his work (vide PI 50). And

Hazlitt, so often dogged in his critical mindlessness,

. protested that Turner ‘'delights to go back to the first

chaos of the world' (vide PI 72). The remarks together

rather nicely illustrate the enveloping quality of the

artist's work. For the first, indistinctness and lack of

.

definition is $f course precisely what characterises the

enveloping states - associated with early part object identi-

T
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fications: there is, we saw, little differentiation of the
ego from its objecis. And, for the second, it 1s of course
preciseiy the earllest part object relations which constitute
the “first chaos of the (gnner) world, and to which there is
always the possibility of regressioﬁ - of, like Hazlitt's
Turner, 'going back®'.

The power and ferocity of Turner's vision, however, was
no compulsion by which he was unrestrainedly ridden. A
craftsman, clésely nurtured in artistic tradiﬁion, there is
no sense in which it can be said that Turner's artistic
form is infected by the chaos he could represent. The fire
and flood threaten to consume only the figured objects, not
the framework, 'the indispensable carrier of this passionate -
procesé‘. There is no arbitrary exercise of gower - and‘it
is perhaps the sense of arbitrariness which most offends in
Rauschenberg's work or Stella's. Or perhaps a more appropr-
iéte modernist contrast with Turner's art lies in action
painting. Here paint seems go drench the canvas in no more
controlled a way than, in its making, the paint drenches
the surround of the surface on which the canvas is laid -
where that phe canvas lay where 1t was, and not six inches
to the left, ceas;s to be of moment. In conventional
painting of course the parallel is not the location of the
canvas while it 1s being worked, but the 1ocation'of sub-

Ject on the canvas. And it is, for example, what we recog-

e
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nise as the artist's awarcness of the locaﬁieqvof subject
in the picture plane qgich eliminates any sense of an arb-
itrary exercise of power. This, exemplarily, with Turner.
As Stokes points out in deécribingﬂ&ﬁgmpontrasting movements

and vigoyous rhythms in The Wreck Buoy,

The meeting of these movements occurs near the cen-
tre of the canvas, from where one has the sense of
extracting the heart of so vertiginous, so desert,
yet so various a scene, in terms of the red-rose jib
on the nearer sailing boat: at either side verticals
incline outwards and thereby stress that centre. (PI 76)
Stokes adds, significantly enough, 'Awareness of a centre
in great space will favour a rencontre of contrary factors
in whatever ‘sense'. And one sense here is that the ren-
contre, the integration in the structure of the picture,
suggests the ‘model for the acknowledgement and resolution
of conflict 4nd tension under the aegis of the whole body-

image - the centre, as it were, of the integrated ego.

-

*k Kk %k

-

What has been under discussion in terms of images of envelop-
ment and otherness in/irt,‘it should be apparent, closely par-
allels what Stokes had éarlier‘identified as,. respectively,
mode;ling and carving themes in art"- except of course

that this time round there seems to be a much greater em-

pasis upon envelopment/modelling themes than on otherness/



Earving themes. But it is, so far, just a parallel: again
the vigour of Stokes's tﬁinking demands reassurance in
smaller matters ®f detail. First, I want to consider the
perceptual ramifications of images of envelopment and
otherness, just as, in the previous chapter, I discussed

the perceptual ramifications of carving and modelling themes.

Smells and tastes, no one would dispute, have, paradigmat-,
ically, the capacity to envelop. One talks, for example,
of an 'overpowering' smell or taste, but not of an over-
powering texture, and not usually of an overpowering sight
or sound (and where one does, I su;pebt, what is meant is
that the sight blinds or that the sound deafens - whereas
an overpowering smell or taste, however unpleasant, is not

thought sensibly injurious). That this should be so acc-

omodates itself naturally to psychoanalytic thinking, for

of course the sense of smell and taste predominate at the

fgx
primiﬁf%e, oral phase of development precisely in terms of
enveloping part object identifications. 'Smell', Stokes
writes, 'ha; the,primitive cnaracter of a mode of recog-
nition, of incorporat;9n, that dogs us' (§£ 28): that is,
a smell will not leave us alone, and as a primitive mode of
recognition the.sense of smell makes dogs of us. (Anyone
may observe in a dog that it is not only a smell whiéh first

attracts its attention - and often a particularly malodor-
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ous object whicn it takes in its mouth - but a smell,

.

above all, which envelops its every purpose, obliterating
the most firmly tutored habits.)

It is, however, an elementary fact that a work of art
has neither smell nor taste. Indeed, Stoxes writes, . .

A statue sousea in perfume would be aestinetically
most offensive, except taat our imagimative faculties
would not even then trecat statue and perfuane togetucr,
save in regard to wetness whicn would be of signifai-
cance as texture. (GC 23)

One might say, the dab of perfume on tue beautiful woman

does (and is doubtless intcended to) dog us, but we ao not

‘
’

want such intimations of closeness from a statue =~ wiich
is presumably wny a dog does not appreciate the statue.
What, aesthetically, we want is that self-sufficiency,

that independence, that whole object otherness., And that

v »

is why, for Stokes, kart presupposes visual (i.e. from a
distance) apprenension of the object' (CC 23); and why, he

writes elsevhere, .
We have no difficulty in speaking of the painter as
the artist par excellence, of painting as the repres-
entative of art in general. I tihink that this is
because of tne instrument, tihe brush, tipped with the
creative material, and becausec the canvas is worked

at arm's lengtl.,, witi tie result that tne very act of
painting as well as the preoccupation witn tiwc repres-
entation of space, symbolize not only tne restitutive
process bLut a settled distance of tue ego from its
objects. The distance from us of our world varies .
continuously: the artist brings all into view, into
focus, at arm's length, as it were, (TP 9)

This, clearly enough, is the view which dominates

Stokes's early work - and not surprisingly since it is
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his primary concern in the carly work to articulate tine
sense of '6ut—thereness' or otherness in art with predom-
inantly carving themes: art created and viewea at amm's
length excmplarily. .

Aside from the unique manner of expression, and tae
context in whicn it works; however, Stokes's point has tae
familiarity of an orthodox aestiietic precept farst intro-

= Y
duced by Rant: namely, that in aesthetic contemplation
there must be a high degree of 'detachment' or 'disinterest-
edness'. Schopenhauer, for example, used.to complain of
what he called that 'low species' of Dutch still-life paint-
ing which endeavours to depict edil.le objects so rcalistic-
ally that they excite the appetite and sgimulate the will:
thus, for Schopenhauer, 'purely aestihetic contemplation is
at once abolished, and the purpose of art thus defeated' (3).

At the same time, though - and this is a recognition
ﬁg}ch is beginning to emexge in Stokes's work in his increas-
ing insistence upon the need for interplay betwecn images of
envelopment and otherness - ;hile the emphésis upon the
detached and contemplative character of aesthetic experience
is proper,_and often salutary in the discrimination of’the
2esthetic from the non-aesthetic (in saying what offends us
in the perfumed statue and draws us to the perfumed woman),

it can sometimes lend itself to protests about the life-
A . -

lessness of art and the remote, unworldly guality of aesth-

b4
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etic experience. As Stokes puts it, ‘i1t is understandable

té mistake or to resist the point of art, to find in its

sc%ntless flowers no suggestion but of their deadness' (PI 8).
‘ It is not, of course, in terms of the paradigms of

smell and taste as enveloping sensations through which Stokes

now seecks to assert the need of enveclopment imagery in the

work of art. (Or rather, it is not directly in sucih terms:
Stokes does maintain the thesis - with waich I shall not
be concerned - that works of art do, or can, have a strong

oral component, for instance, in the gense of aesthetic

nourishment wiich they provide.) In fact, he argues, it

is through tactile and kinaesthetic sense, througn the

rhythms and movement in a work of art, that envelopment

imagery is most apparent. And of course, we saw, it was
\

in terms particularly of rhythm and movement that Stokes

had earlier articulated the idea of modelling themes in

~

art.

That works of art provide tactile and kinaesthetieg
sénsations,.but not sensations of smell or taste, baé its
own psychological signifiéance. If we recall Freud's dis-
tinction between external and internal perceptions, and ‘
the importance of their interpily in the develobing awvare-
ness of the ego as separaée from its objects, then it is
clear that tactile sensation has a critical role: for, un-

like other senses, the sense of chhyields both:an extern-

” »
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al perception of an object and; at thé same time, an intern-
~al perception of the body as thc"organ of tough. ~And mucu
the same may be said here‘about kinaesthetic sensation. For
{ﬁnstance, while the kinaesthetic rnythms of sucking at the
mother's bLreast give rise to tne 'oceanic feecling' of tae
oneness of the ego and the wérld, they acquire a pointed
significance once it i;’xgcognised that the means of suck,
the breast, 1is an object in the outer world - thus, one
supposes, thuﬁb~sucking in later childhood as a form of
anxiety-behaviour,‘or, in adulthaod, thie anodynal effect

Ld \ . .
of cigarette—smokin%y In other words, it is principally

—

in terms of tactile and kinaestnetic sensation that, at the
earliest stage, the infant's discrimination of the ego from
its objects is likely to Le enacted. (Again, to refer to

a dog~eared issue, we peraaps resist ascribing self-consc-

iousness to the dog - an awareness of itself as aistinct o
from its objects - on the grounds ofi the enveloping gual-

. ~
ity of its primarily olfactory mode of perception.) K\

-~ .
We have seen so far the way in which, for Stokes, the
work of art projects and restores the body-image. But now,

with respect to the matter of tactile and kinaesthetic sens-

»

| ation, there is a suggegtion about what perceptual factors

might be instrumental r the fulfilment of that aim. For,

i
Stokes wdnts to argue, )
The work of art, often called dynamig, vital, organic,
provides a figure not only of the aiﬁ“ﬁﬁt of the process.
' (GC 30)
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The work of art, that is, functions as a kind of§symbolﬁc

¥

model not only of the restorative aim, but also as a éym~

bol for the phantasies which must be worked through if the

H

aim is to be fulfilled.
At this point, we might return to what I remarked as
the curious aspect of Stokes's articulation of the idea of

A

mass-effect. What was curious was the way in which Stokes

»

wanted to insist upon the pufely_viSual synthesis which -
mass-effect elicits,” while the imp;ession of mass is evi-
dentiy suppoffed by tactile experience. I think it may
riow be said that the purely visual synthesis on’which
Stokes:ranted‘to insist anticipates the idea of the work
of art's pré}ection of the whole body-image.. But whiie
Qisﬁality - ‘'amm's length distance' - is 5;111 th;ught

ﬁé epitomise the experience of art and its making, StokKes

is now very much better prepared to admit the role of non~‘

visual effect - as it wepe, under the aegis of visuality,
under the aegis of the whole object otherhess,og the work '?

of art. . )

The point brings us naturally to what Stokes now wants

to make of the earlier distinction of carving and modelling

t

\ .
themzs. For the subtler relations of images of envelopment
. .

- . L4

7

7

and oﬁhernesshallow us to seé more clearly the balance and )'
intimacy beﬁween carving .and modelling themes than Stokes's |
. " . i . - R M ﬁ_ /,

earlier 'partisan purpose' had pérmitted. . For now Stokeé>\>
. i . . C o p :

»

.
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feels much more confident, and more articulate, in ident-

"ifying the place in aesthetic experience, alongside images

of othrness - the 'out~thereness' of carving effect -

. P

of images of envelopment - the to-and-fro rhythms of

modelling effect. Ihdeed Stokes is prepared to argue the
necessity and significance of an 'enveloping pull' in all
art - the 'invitation' in -art of which he writes in the

volunme wit@ that title. - .

%k k.dkk

7
We should recall that Stokes had in fact admitted in Stones
_£ Rimini that 'in no part of the world has there existed

a sustained flgure carv1ng in whlch modelllng dld not inf-

luence and so -extend the caryer s aim'; and, in Colour and
Form, that 'the carving aim can reach its height of achieve-

ment only as a reduction of the plastic aim' (4). But it
’ 2

was only once he was convinced that aesthetic justice had
&

been done to carving’ themes in art that he felt ready to
turn. to art in Whlch there is a clear alliance of carving
and modelllng themes. For 1nstance, Mlchelangele s art.
Indeed, for Stokes, Micﬁelangelo's'art provides a paradigm
of the alllance, for tnougn the art creates ready associat-
ions with the carv1ng v1rtues of Cléss;cal sculpture, Stokes
[

poithts out that R s

' - -



If the definition fails to énclose .even llichelangelo's
recurrent adaptations of classical themes, it is not
because he is not found there, but because he extends
beyond. We shall often have met with conflict conveyed
in art with equal or even greater intensity, but we
shall not find a pa lel for his idealization taat
electrifies withoutrgiﬁ{ifting a classical embodiment.

) (MA 62)

It is not, however, until ten yéars_later, witn The Invitat-

ion in Art (1965) that Stokes is finally ready to focus in

any detail on the aesthetic/role of modelling values in art.
And, doubtless aware of his own exaggerating tendencies in

the studies of Quattro Cento art, Stqkes feels obliged to

/

qualify his new interest. He writes in the introduction to

The Invitation in Art,

= "
If in this book I attempt to trace the permeating role
of a plastig, enveleoping element, my preoccupation is
not at dll exercised at the expense of thosec other
values, the equal emphlasis, the flowering radiant com-

‘* pactness, that evoke re-creation of tie whole independ-
ent object, thie utter derionstrdtion of its Lrotherly
yet differing parts, none of which is.overborne. (IA 9)

Undexr this qualification, tg?n; let us look at wnat Stokds
has in mind. /'

1

- + -
.. -
“

Art, it haé been Stokes's view,‘is the notable occasion for
the symbolic projection of inner states in Outwafd form;
and’ our concern with the fpfm of a Vqu‘of art is a project-
ion of our concern with the structure of the inner woxrkld.
But if art cénninstilhand sustain this habitual concern,

.it does so,’for;S£okeSq oﬁly.bécause ~ . ’ |
¢+ .in every instwnce Gf art Qe,rgceive,a pefsﬁaéivé

¥
-
t
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invitation...to participate more closely. In this
situation we experience fully a correlation between
the inner and the outer world which is manifestly
structured (the artist insists). (IA 14)
"'Tﬁé\ghvelopmeqt factor in art draws us into the whirlpool
of part objects and part object~relations - the 'first
chaos' of the'inner world, so to speak - but in the
work of art's focus at arm's length, in the otherness of

the whole body=image whiép its form projects, we are made.

to see what was partial and in bits now integrated. As

f .
| S~ stokes puts it,

&\ : In a combination that art offers, we find a record

of predominant modes of relationships, to part ob-
. jects as well as to whole objects. (Ia 21)

And it is in virtue of the projected record of part object-
and whole obﬁect-;elation; that Stok?s now wants ~to say, o
| mod%fyinb‘his earlier emphasi# on the contemplative dist-
ance of visuality, 'Agywell as to observe, Fofm induces
nug"to partake' (TP 17) ) |
Perhaps the best way in thch to reconstruct Stokes's -
thinking here is to consider the sense of aesthetic ‘life-
lessness' ‘- to recall thé term I used earlier - which
might be-§rgated by art which neglects the eﬁﬁélopment
factor, which issues no invitation for us to partake as'
well as for us to ohserve. There are two points to cén— 4
sider here,.I think.'~\The firgt - "~ and i discussed this

briefly at the end of the chapter on Klein in connection
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with Hanna Segal's essays in aesthetics - is the role of
negative values such as'the ugiy or squalid in aesthetic
experience: thét is, the role of the harsher_pfojections
of part object-relations. The second, and more general,

is the nature of the partaking which the envelopment factor
) : -
in art can induce. And this point, I think, opens up a

e

natural route back to Stokes's earlier discussion of the

relations of carving and-modelling values.

f

f -

For therfirst, Stokes was to write in Greek Culture and the

Ego, .’

** From the point of view of a gkrong aesthetic sense in
regard to human construction ugliness, 'Ladness' as
such, is not most feared, but emptiness; that is to
say, lack of identity, . lack of focus, promoting a .

feeling of unrcality as may be transmitted, for instance,

bylan ill-proportioned flashy apartment yet designed,
it seems, to banish space and time.and sQ the. sense
of any function to be performed there. A crack in
the plaster would be a relief. The squalid, the ugly,
do not necessarily lend themselves to this nunling
sense of unreality, deeply feared as proclaiming lack
of relation, disintegration, the undoing of -tie egO*
flgure. (GC-52)

In fact, for instance in earlier allusions to mbaernist/é;t,
I have wanted to give éreater emphasis than " Stokes dLes to -
, e -
these negative values, to the cracks in the plaster. In part,
this was because, as I\sgid, thiere is often a greater sense
of satisfaction (I find) in the hard-won success of integrat-
ing such &alueshin aesthetic form. (As Stokes put it, 'many

appreciators today seem td”find it more exciting if formal
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values cép be observed barely to survive a monstrous express=
ion of, say, greed' - a forﬁ éf excitement, Stékes also
suggests, valued only by the §ictims of our chaotic culture.)
But since there is always the danger of obsessional pervers=-
ity in séekiﬂé out the chaotic in order to get the satisfact-
ion of finding it tidied up, as it Qere, it is uyseful to

have the support of Stokes's view about why negative values
in art can be internally significant. 'To say, as Segal put
it, that in the ébscnce of negative values a work of art
might end uﬁ simply being 'pretty' is, so far as it‘éées,
correct, but one wants to know here vny prettiness migiit be
so disturbing. And Stokes suggests that tae merely pretty,
or- the bland apartment with no crack in the plaster, do not
so rmuch fail directly to'engagé aesthetic scnse as in fact
threéten the condition of aeéthétic sense: \hamely, an

7

awareness of reality. The vacuous and the bland are dis-

turbing in their unreality. Anyone knows that who has vain-

ly sought reassurancé in a large international airport. or in
’ <

the colour-~coordinated corri

‘ﬁ;;\af a'modern hospital. 1In
wanting to scream at the iéuitous Aum of piped music, I %
would shggest,f£he desire is more to create a craék in the
unreal facade in which to insert one's aesthetic sense than
to make an gésthetic protest. Architects of public build-

ings nowadays seem to flatter themselves that they eliminate

protest by being scrupulously inoffensive. But at what cost ?
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At least one felt secure enougii to have aesthetic opinions

about Gothic railway stations.

L

To turn to the second point, about the nature of the aesth=
etic partakinﬁ which the envelopment factor in art can in-
duce, it will be useful to recall a matter raised in conn-

ection with the discussion of carving themes in painting.

-

The carving-painter, we saw, works lovingly to preserve the

two-dimensionality of his medium, but of course it is an

t

exceptionally subtle ‘enterprise: two-dimensional represent-
ation of a three-dimensional scene, for example, demands

that there be at least some degree of illusional depth in

’

" the picture. Indeed, Stokes suggests, it .is this illusional

depth in representational painting which perhaps first en-
‘ , )
gages aesthetic attention. He writes, '

More clearly in naturalistic¢ painting, the first test of
its merit is the degree to which we become attached to

-~ the turn of the contours, the degree. to which we are
compelled to feel our way into spaces, whether popul-
ated or whether empty of shapes. This matter is at
.the heart of painting on a flat surface, distinguish-
ing its appreciation from an apprehension of landscape
itgsel£.vhich the eye constructs and contemplates with-
out ado as a, three-dimensional-datum. (IA-27)

We see in this, pernaps, just why Stokes had been so resol-

’ utelyﬂconcerngd to find ways in whichhgp articulate and to
‘affirm,the'geglectéd merits of carving art - and why there

is a %endency to ﬁeélegt éts me;its. Madelling art‘meets

this 'first test' with notable ease, while the invitation in,

,égy, a Piero just is so unassertive in this respect that it
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is likely to pass unnoticed. (Significantly enough, there
is a room in the National Gallery :'in London which exhibits

both Piero's The Baptism and Pollaiuolo's The Martyrdom of

St Sebastian: inevitably one's eye is first drawn to the
vibrant flourish and rhythms of the Pollaiuolo.)

To take the issue further here, there is a kind of
painting, not in itself un;kilful or incompetent, which is
commonly enough found akove the homely fireplace -~ Stokes
refers to 'a gay bLit of painting of a lMediterranean harbour
that I saw in a café' (IA 27) - and which can fail to -
meet the 'first test'. It is not so rmuch because there is
no sense in which the figured object§ stand in front of or
behind one. another, but rather EeCause_it is as if the artist
had simply réferred us to the spa;ial depth without travers-
ing the spatial interstices. The'spectator, Stokes writes,

wants to be induced to feel his way over the stones

of the quay, bit by bit. Again, he is not intex ed
in the stones of the quay: he is interested in‘thne
breadth to the water's edge, and then in the breadth,
of the water between cuay and boat; he Aants to swim,
as it were, in the empty air above themnm, t again he
won't mind if that wiiich he contemplates does evocative
service for, but hardly looks like, the width of the
quay. ...we demand to be drawn in ong these volumes,
"almost as if they were extensions of gurselves, and we
do not tire of this process, the incantatory process
at .work. It is at work only because the canvas face
is, in fact, flat. (IA'28)

-

But put in this way, and if we recall Stokes's character-
isation of mass-effect in contrast with massive-effect or

monumentality (where the ‘eye is successively drawn by the

p .



A e~ e

328

rhytlimic traversing of spacef, we begin to see just how

narrow a file carving art really does ;ccupy between mod-
elling art and gay bits of painting of Mediterranean har-
bours hung iﬁ'cafés. ‘The idea of carving values in art

crucially depends upon the sensitivjity of Stokes's vision

in detecting the unemphatic ‘'undulation' ‘and 'bLlossoring'
- .

-

on, for example, the stone relicfs of an Agostino - and
of co?rse also on Stokes's capacity to articulate that
v151oT at such plausible lengti. Wncn I made the point
about | the inadequacy of pnotogr&pa;c representation to

| . . cq -
convey tne carving values of Agostlno's tiadonna and Caild

with Angels, what suggestion there migant have been about |,
the crudeness of the photographic medium is in fact-.an |
instance of the more general pqint about tihe difficulty of
conveying ﬁhose vaiyes ié‘ggx_médium’ - ‘including a lit-"~

erary one. On the other hand, what secret assurance

there was iﬂathinking that Donatello's Pieta is obviously
the more engaging relief of the tw; novw finds support in
Stokes's claim it is the firsé test of merit in art to
find oneselﬁqattacheq to the turn of contours. 1And of
course it is just this point which finally allows us to
see what it was Stokes had in mind in séparating enblem-
atic values from.&ufelgghesthetic ones - those values,
he had admitted, epitomised by anatellg’ap& by Florentine

art generally. - It is, one might in the end say,'the for-

¢
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wardness of ‘'invitation', the streﬁgth of the 'enveloping
pull’, thch serve to distinguish the exemplars of carved
and modelled art. Indeed, it is perhaps in virtue of thnis
thought that one sees how the critical preferences of which
Stokes had talked in his early discussions might in fact

be erected within the understanding of art which Stokes
offers: some of us just are more readily engaged by the
polite, reticent invitation, some of us by the warmer,
more'intimately hospitable invitation. And that, in

terms of the psychodnalytic background Eo Stokes's aesth-

etic, is of course very much to the point.

What began for Stokes as a sometimes quite personal, some-
times apparently eccentric aesthetic distinction has reach-

ed maturity. The re;consideratign of the Eignificanpe of
modelling values has restored the balanc; of the disfinct—
ion, and in this we are offered a potent tool in the under-
standing of art. 1In the account of the manifold relations
of carvin§~and modelling aims we have a means to grasp the
érolific, and often contrasting configurations inscribed

iﬁ the face of art. (And it is worth saying here, all art,
not jusf visual art, as it might have seemed in virtue of

Stokes's examples: it is clear now that the emphasis on

visuality is an emphasis on a paradigm - that the painter

is, as Stokes put it, 'the artist par excellence'.) That
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this should have been achieved without tne notable dangers
in aesthetic theory of too abstract a generality, or of
tendentious ‘eva;uative' assumptions, is a rare accomplish-
ment. But there is a greater‘achievement than this. For
Stokes's method of informing his aesthetic with the insigﬂts
of psychoanalysis shows us both the homeliness of art and
its centrality to the human condition. The emblematic
approach to art permits us to see that its projections, of
so profuée a variety, really do cleave to that universality
which art constantly seeks to emkody. Stokes felicitously
intimates the cdouble achievement in two short sentences

from The InvVitation in Art:

Art, we have seen, is mastery within the mode of
certain empnases upon reconstruction. hatever else
it makes known, art transmits an enticing eloqguence
in regard to the varied attaciment to objects, .and in
regard to the co-oraination of the self. (Ia 29)

khkkk*k

Throughout earlier chapters, I axgued that it is only in [
the articulation of the formal gualities of art that any
distinctive contribution is made to our understanding of
art. I want now to consider more directly this aspect of
Stokes's work - how far the ideayef a psychoanalytic
aesthetic has been rescued from the tendency simply to

read a latent meaning in the manifest content of a work of



\

~ 331
art'
When Bell-and Fry sought to. provide a theory of 'Sig-
-
nificant Form' they made, I think, no less - -but not
‘auch more - than this obvious point that our distinctively

aesthetic interest lies in the form and not the content of
a work of a5§. As they* liked to put it, Significant Form
is the vehicle of the ‘'aesthetic emotion'. aAand it is a
point wvhich is always worth maling, for tiere is alwvays a
curious temptation to drift into a discussion of the con-
tent of a particular work though on&]gagposes oneself to
be talking of its specific aesthetic virtues. It is a
temptation, for example, especially noticeable for some
rcason in discussing films, where a freguent éggue 9f
recent years is expressed as the question of whether a film
with erotic or violent content can commend itself aesthiet-
ically - as if the content determined its acstaetic
status. Cf course one may £ind erotic conten£ discom-
fiting -~ in art as much as in polite conversation -
or one may disapprove of violeAce - in art as mucn as in
the streets-bﬁt £his is no more a significant aestihetic
attitude than it would Le to say that one avoided Tolstoy's
stories because one found Russian peasantry lugulrious -

!
in art as much as in a bar. In any case, however generally

widespread the temptation to focus on the content and not -

the form of a work of art, it is, I have argued, a common

<
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tendency in,.what passes for psychoanalytic aesthet'ics.

At the same time, however, to insist-that a distinct-
ively aestheﬁic interést is directed upon the formal qual-
ities of a work of art is only of introductory value - )
which is why I suggest that Bell and Fry made little more
than the obvious point (5). I do not mean here only that.
the insistence is of introductory value ﬁhless one can
specify with some precision what formal gualities are.
Indeed, much acadenic aesthetics and criticism (éarticular—
ly literary criticism) occupiegqitsclf with such specific-
ation.. ‘But whatever one may in the end want to épecify
as the formal gualities of art, one is ultimately only
forced back to the original claim that aesthetic interest
lies in just these formal qualities. Only this time it
is no answver to say that the interest lies here because
it does ngt lie with content. One wants to know wny the
interest lies here, what is significant in form. One
requires, I want to say, a specific image to attach to
forﬁ which shows why our interest lies hexe.' To put it .
another way, one éequires é generalised content for the
form - a meaning, perhaps latent, in tﬁe form.

It will, I trust, be evident what relevanée~such
remarks have to the discussion of Adrign Stokes, in part-
icular to his view, which I intimated in the Prologue,
«that there is an 'image in\$he‘form'of art'. -

C
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The idea of form in the preceding pages on Stokes's

work has never in fact been very far from the surface.

V&ndeed, as I pointed out at the time, it is in the view

that the work of art projects a body-ithage tit we find

what is at the heart of Stokes s conception of§f form, and

also, of course, what image he believes form constructs.

‘But in his Tate lecture, 'The Image in Form',6 Stokes argues

his position in a manner wnich, at least prima facie, does

not draw so explicitly on the resources of psychoanalytic
taneory. 'There is a sense'’, Stokes writes,

in which every-object of the outside world is ex-
pressxvc since we tend tczendow natural tuaings, any
piece of tae envmrpnmenﬁ- with our associations to
it, thereby constructing an identity additional to
the onc generallj recognised. At nelgntenea monents
anything can galn the aura of a per onage.- (RJ. 48)

There will be few who would demur from such a claim about
so common and ukiquitous an aspect @f human -experience -

- .
what might be called 'the-man-in-the-moon' syndrome. On

&
the other hand, there are few who want to make much of it.
And this is the reason I said that Stokes's argument only

prima facie does not draw on psychoanalytic theory. For

of course the vanguard amongst the few who attach import-
anée to the-man-in-the-moon syndrome is formed by thé'
psychodna%ytically—inclined. Indeed, without the assumption
of the importance of the syndrame, an&‘of the way in which

: > - ,
the inner world is project%d on to the outer, psych?analysis_
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could make no headway at all, eitiler theoretically or in \
therapeutic work with patdignts.

Stokes, however, goes 'on to indicate the limitations

A

on the possibility of projection and association.wiih res-
pect to art. lie writes,

In art it should not Le we who do all tii¢ imaginative
work in this way. Tine better we understand art the
less of thie content we innose, the more becomes cdmm—~
unicated. In adopting an acsthetic viewpoint -~ this,
" indeed, is a necessary contrilution on our part -
which we have learned from studying many works of art,
we discover that to a consideralkle extent our attention
is confined to the rclationship of formal attrivutes
and their image-cxrsating relevance to the subject-
matter. The work of art should be to soine extent a
strait~jacket in regard to the eventual images taat
it is most likely to induce, (R4 48)

This much is fairly obvious '~ in fact it is a point which
I made ruch earlier in discussing the lach of congruence

between associations to a dream and some putative parallel
\
with associations to a work of art (6). But what is not

so obvious, and the point which Stokes wants to make, is
-that it is in virtue of the image which form itself creates.
that projections and associations are bound. Thus, he writes,

Obviously any mode of feeling can be communicated by
art, perhaps even by abstract art. HNevertheless the -
persconification 'of that message in terms of aesthetic
form constructs a simulacrum, 'a presence tnat qualifies
the image of the paramount feeling. That feeling takes
to itself as a crowning attribute moxe general images
of experience, Form, then, ultimately constructs an
image or- figure of which, in art, the expression of
particular feeling avails itself. (RN 48) .

To illustrate: the reiterated motif in the 'second movement

?

r

[
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of Schubert‘é posthumous piano sonata. in A Major - é
particularly poignant phrase - binds us to an image which
ié guite unlike that which would be induced by setting .
that same motif in, say, a concééto or a symphony. The
paramount feeling in the,sonata'is, let us say, of tautness
and fyagility, whergas.in a concerto or ; symphony it would

\
be lijkely to occur to us as reassuring and faithful. But

.1is so in virtue of the particular formal constraints

of the sonata which, in bodging forth the poignant motif,
offer us an image which allow us to make wider connections
in our experlence of ‘the world. What comes to us as poig-
nant comes to us in a variety of ways.w it may be felt as
taut and fragile, as a sudden sharp glimpse into our sens-
itivity'whichvis too easily lost; ox it may be felt as
reassuring and faithful, as a reminder of the condition of
our sensitivity. The form of the work constructs an image

-

for these possibilities.

! -

To take anothgr, quite differept example, Stokes's:

A simple instance lies with Bonnard, with the shape

of hats in his time that approximated to the shape

of the head and indeed of the breast. He -seems to

- co-ordinate experience largely through an unenvious

and lowving attitude to this form. “(5&/48)
In other words, this particular form in Bonnard's painting,
in the particulaf'way infwﬁich it is reaffirmed, provides,
agaln, an image’ whlch allows us to make wider connections

in our experlence of the world: in this case it is the /
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image which the psyéhoanalyst éonstrugs in unconscious
phantasy as a prevailing,hbenign attitude in the infant's
intrbjective idesitification with his first object, the
breast.

I set tﬂe two illustrations together deliberately; I
suppose it has to be "said that the particular example Stokes
chooses does not at all indicate that his aesthetic heré
depends upon the possibility of detecting breast-shaped

configurations on the canvas. One writer, Jack J. Spector,

in his frequently eccentric work on The Aesthetics of Freud;

refers in a mismanaged way to Stokes's aesthetic as 'a
; .

theory of the breast' - whatever that might mean - and
wonders how plausible it is ip applica;ion to a;painter who
produces phéllic configurations on his canvas (7). The
misﬁnderstanding is-oé the same order as that. which has
Freud deélaring that any eléngated object is a ﬁh@llic
symbol and any round one a breast symbol: Stokes's point

. . k4
is that the recurrence of the Eonnardian form - wnich

happens to ke the shape of the breast - and its reaffirm-

ation in a particular mannexr offers an image, the image of
the good breast, under wiiich wide experience is unconsciously
co-ordinated. Of course the same breast-shaped form migiht

. . -]
have manifested itself in an image of the bad breast - an

dominantly aggressive, plundering manner. " But tHis is just

'y
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not how the form is worked in Bonnard's painting. To go

.

back to my own example, which has nothing to do with breast-
shaped configurations, tie poignancy'of tiie Schubertian
motif might well be articulated with grecater specificity

as inducing the ‘image in sonata form which might manifest
itself in unconscious phantasy as tihie depressive avareness
of the imminent danger of losing the good breast and as the
acknovledgement of guilt in its loss - the acknowledgecment
of ambivalence in our sensitivity, and of the way in which
qu'senSitivity can be lost. To work out the example in
some such way as this is té pfovide-a greater specificity

in appecaling to'ﬁhe first symbol which\is projected uncons-

ciously on to the outer world - a concrete bodily image

for a universal mode of experience.

-

-

There are, it seems to me, two notable successes won in -
Stokes's conception of form. First, while no less formal,
the conception is‘specifically attaclhed to the structure
of tihe inner world: and this as no faint resonanée Lu;
ra;her as a peculiarly dense image wihica is,'in its emkodi-
ment in thé work of art, the only kind of image appropriate
to the gxpreésion‘of inner states. The expressiveness .of
the work of *" is thus not at all.cut adrift of.the actual

objecthood of the work, and this so often happens in thieories

of expression .- where, for example, an expressive desire is

-
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imputed to the artist in such a way that £h§ desire ;ppears
quite external to the medium in which lLe works. -

The second success is more absolute than relative to
competing theories. As I noted in the Prologue, there is
a degree of artificiality about a distinction bLetween form
and content - a rigidity which can be too restrictive
and often too remote from our actual experience of ért.

It is the peculiar virtue of Stokes's conception of form
to ciécumvent this. As we have seen, throughout nis work
there is é tendency Fo'embr;ce more and more of what would
more often be thought aspects of the content or contentual
image in a work of art and to bringlit undex the concept
of form: the tendency was particulafly striking with
respect to Stokes's discussién.of perspective andchléur.
And in this the concept of foéﬁ is already unusually rich.
But now, in virtﬁg of the idea that form too constructs an
image, we see how fof@,aﬁd formal qualities can themselves
be thought to associate withn feélings and phantagiés. And
perhaps that feelin§s and phantasies are more commonly
associated with the particul;r content of a;t and not the
form is most clearly illustrated if we look béck to the
point of depérture in éreud's work: to the idea, -as I

. . ’
called it, of a psychoanalytic image in the content of art.

To put Stokes's view in symmary, he claims that alongside



339

specific images which we obtAin from the content or subject
of art, there is a more neralised imagery to be obtainkd
from the form: namely,|a body-image, in whatever particul-

ar way this migiht be refonstructed. But since the body-

image is thé image of the general structure of the mind,
it is 4in this way that khe work of art can be thouéht so
significant ‘a projection of the human condition: namely,
as a projection of the vicissitudes of the mind. In the
first pages of my discussion of Stokes'é conception of
sthe emblematic foundation of art I noted a remark waich,
1 suggeéteé,'cébstitutes the principle on wgich Stokes's
eﬁtire work is predicateg. That the spggestion‘was proper
is, I hopé, apparent in the naturalness of saying once more,
with forty years of Stokes's work ketween, and with the
full force of psychoanglytic thought as an ally, that, iﬂ—
deed,
The process of living is an externalisation, a turn-
ing outward into definite form of inner ferment.

Hence the mirror to living which art is, hence tne
sighificance of art... {(QC 15) .

- ! kX kX

There is one further, and final /aesthetic matter to which

I should llke to return, and it W1ll perhaps  serve to,tht

~

together the multlple themes, not only in Stokes's work

1]

P et - = -
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but also in the aesthetic enterprise of writing of the
inner structure of our eXperiencerf art and of the repres-
entation of mind in art.

As I remarked in the Prologue, a primary difficulty
for the aesthetician seems to me to lie in the need to
coqstruct a unitary point of view out of three quite fund-
amental concerns: first, a concern with the artist's exp-

erience of hils work; second, a concern with the spectator's

experience of his work; and third, a éoncern with the obJe@t-

hood”of the work of art. And, as I pointed out, in talking
of the inner structure of our experilence of art - in talk-

ing of -our subjectivity with respect to art - it is the

goncerns with the artist and gpectator wh{;h tend to prevail.
But despite the emphaéis in. what has been discusééd on the
subjective inner world - and indeed that part of the inner
world which lies beyond the.érasp of conspiousness -~ the
tendency to evade proper acknowledgément of the objecthood
of art has heen diverted

In the first place, the psychoanalytic picture of the
inner world which has figured in the discussion is one which,

I have often pointed out, gives supreme weight to the cor- /

" poreality of the inner worid - to the proJection of inner

states in corporeally-saturated phantasy. And in the

second place, Stokes's work miéht well be construed as a
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natural complement to the psychoanalytic picture. For,
from the first, and Lefore the invocation of psycihwanal-
ytic ipsight, _Stokes had precisely been concerned to
[ -
show that all art has the externality and objecthood of
a body. .
e

But if the concerns with artist and spectator are
thus secured without tne pkice that is aesthetically paid
for idealism, tihnen vhat remains is the guestion, which I
discussed briefly at tiic end of tne previous caapter, of
now far tihie concern with the artist is secured witihout tne
dost of neglecting the concern with the spectator, or |

vice versa.

In my earlier recmarlis on the issue, I waqted to sugg-
) /

est that Stokes's contrast of carving and modelling thecmes )
in art could be viewed in the’end indifferently through the
eyes of the artist or the{spectator,‘though it is true that
the contrast was originally rooted in contrasting techniéues
and attitudes of the artist: " The contra;t nad a flexibility
which accommodated both points of view, that is to s&y, in
virtue of the artist's“And spectator's sharing a commonly
st;uctureé inner world which is projected in a variety of
ways in the work of art. The suggestion might now, I think,
be redffirmed more confidently. - -
" Art, it has been arqued, érojects an image of é;b-in-
tegré%ioq, a (bodily) iﬂﬁgé for the cdo-ordination of exper-—

2

‘ﬁv ' C\
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ience. Bué it would, at this point, be inane to ask wiiose
ego, artist's or spectator's, is integrated in the projected
image. NO less than the spectator is imaginatively bound

by the form which the artist creates, the artist is bound

by what Stokes had called his ‘'meagre repertory' of forms

- by the institutional.character of art, as I argued earl-
ier. The specatator does nct freely‘projgct himself on
to'the work of art, and neither does the artist: or eise
he is no spectator of art, and no artist. What each con-
fronts is an image for the co-ordination of widely-sharea
experience within tihe general human condition: of love

and hate, of reassurance and persecution, of atonement with

the world and separateness from it, of loss and restoration

- of temps perdu and temps retrouvé as Proust put it in

that most penetrating of explorations in the underworld
of the(imaginatiogﬁ The image has a face all right, but
it is, as Stokes had put it much earlier, 'the face of man—
kind’. ‘

'of couré@ﬂ; Stokes rightiy points out, ‘there would
be nothing to art could it be exercised in despite of tem-,
.perament' (PI 6). Tha£ is in part why,‘I think, we can
come to regard certain works of‘art as flawed in their very
pérféction (Eométi@es a feeiing engendered by the anonymity.
of c}assical art); as vacuous in their very ;tyiishness

(sometimes. a feeling engendered by contemporary fiction);
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what we have in mind in accusing an artist of having 'sold
out' (often an accusation levelled at playwrights and film-
directors, for whom box-office riches seem so irresistible
a temptation). Stokes adds, )
Not even the framework ordained by culture can be
used to contrive for aesthetic expression a rule of
thumb; though his working in a settled style will

cloak it thickly, the artist has needed his tempera-
ment. (RL 6) .

We, too, have needed the artist's temperament, not, as it
were, naked, but rather as the distinctive couture for his
embodied art. And above all, for the very fact of his art:
for the springs of his coﬁpulsion to create lié in his
temperament§ .

The tﬁ;ught here catches at one last theme: - thé rep-
arafive, réstorative aspect of art and aesthetic experience.
But if it is true of the artist that temperamentally he
stands under a stronger coppulsion than most to make rep-
aration, again and again to restore a whole object which_ .
was felt as lost and damaged, this does not mean to say that
the wﬁole object réstoraéion of his work is efficacious for
the artist alone. For we all share in his need to'make
reparqtion;for 1oss and destruétion (unless we be 3nremitt—
ingly psychotic). The work of art comes to be the occasion
of vicarious reparation, so to speak: in this lies our

feeling of the permanent encouragement of art, of its bene-

ficence and palliation. - (It is perhaps worth saying that
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to feel art as persecutory is to be mad or maddened: the.
"destruction of art rightly induces a sense of horror wiich
is no effete delicacy:  witness the world's response to

the maniac's shattering iiichelangelo's Pieta with a hammcrh

or to another's gashing Rembrandt's Night Watch with a

knife, or to the savaging of art in wars and revolutions.)'
But, one ne;ds to &&d, if we find in great art the
occasion of vicgfious reparation, it is also painfully
evident that for most of us the acknowledgcment of loss
and destruction and ugliness -~ the condition of repara-
tion - 1is too ra}ely sometiling we acuieve with tne punct-
illious courage and astuteness of tihe great artist. \le are °
not, regrettably, Leonardos. But to aspire to his condition

is no less to' aspire to the perfectibility of the human

than to aspire to the perfectibility of art.

xkkkkk

Adrian Stokes was himself both a painter and a poet of dis-
*»
tinction. It is just, then, that a poem, 'Private View' (8),

should serve as an eminently f£it conclusion.

These faces known
Some spoken into
Over forty years.

Thereby ageing them a little more
Paintings look back
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Add customary weight
Of new experiencc.

The clear-cut artist

Or is he here ? - it makes no difference -
Speaks nore candidly

Than we have cdone to onc anotier

Whose voices will not cease to grope

Or flourish an impertinence.

We ourselves don't work as wvalueca art.

So eacn year gaps occur upon the wall of tine

Thefts calmly vieweca as if by sharp custodians.

.

Ahkkkkkkikkk
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developed in that tradition are more often discussed
'Iin literature stemming from psychoanalytic thought
rather than academic philosophy' (1972, p 124n).

Those works in contemporary aesthetics which I have
found most illuminating are Richard Wollheim's Art

and Its Objects (1968) and On Art and the Mind (1973),
and Stanley Cavell's Must We Mean What We Say ? (1969)
and The World Viewed(l9717_ .

Michael Podro, 'Art and Freud's Displacement of Aes-
thetics' in Freud, The Man, -His World, His Influence
(1972), ed Jonathan Miller, p 126.

vide Michael Fried, 'Art and Objecthood' in Minimal
Art (1968), ed Gregory Batteock, p 136n. It is from
Fried's essay that I borrow fhe term 'objecthood’',
though I mean something more general than Fried.

I am not maintaining here that a work of art is a
ghzsical object, only that 1t 1s an object with sen-
sible 1mensions. Clearly Schubert's Der Tod und das
Midchen is not a physical object, but it is an object
with sensible dimensions: we identify it as the object

wh%phfit is in virtue of it; aural configurations.
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(Cont) Once this distinction is clear, the source
of one objection to the claim that all art has a
specific form of objecthood is cut away. There h
remains the difficulty - a general one - of
determining the exact nature of the objecthood of

a literary work of art in particular. Each of the

'sensible dimensions of a literary work might appear

to be parasitic upon the physical objecthood of the
copy, and, notoriously, the work of a€ which is,
say, Proust's novel 'is not ldentical with my copy of
the work (since I can destroy my copy without destroy-
ing the work of art). The argument cuts both ways,
however. Assuming Maugham's dictum that a short
story has a beginning, a middle ahd an end, for ex-
ample, clearly if I tear out the first pages of
'Rain' the story does not thereby cease to have a
beginning. Thi#@gquestion 1s, .where 1s the beginning ?
Certainly not 'in Maugham's mind'; ~certainly not 'in
the readers' minds'. I want te say that it is a func-
tion of the object which the story is, but that of
course still leaves the question of what kind of ob-
Ject the story is.

The issue 1s perplexing and distracting~ and I
shall generally not refer to examples of literary
art in the course of the essay for .reasons of economy.
My own inclination is to argue that a literary work -
reconstructs a sensible world, and that its object-
hooq is a function of the visual tactile and- aural
dimenisions of that worid. In other words, a literary
work ¢reates, as it were, an 'artistic space' which
is the analogue of the three-dimensional space created
in a two-dimensional painting. ,
vide 'Subjective Gbjects', a review of Adrian Stokes,
The Image in Form (1972), -ed Richard Wollheim, in the
Times Literary Supplement, September 29 1972, pp 1150-
11571,

I 1 ART-AND NEUROSIS:

I

« -

vide Richard Wgllheim, Freud (1971), pp 140-150.

Edmund Wilson, L'Ph:!..'!.oét;ef:,es. The Wound and the Bow'
in w1lson, The Wound and the Bow (1952), P 259.

3
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(3) Lionel Trilling, 'Freud and Literature' and 'Art
and Neurosis' in Trilling, The Liberal Imagination

(1950), pp 32-54 and 155-176.
() Trilling (1950),‘p 169.

(5) Trilling (1950), pp 42-3.

(é) Minutes of the Vienna Psychoanalytic Society (1962- ),
edd Hermann Nunberg and Ernest Redern, Volume 11,
p 391.

(7) Richard Wollheim has suggested that Freud thought of
himself a belonging 'in a pantheon of the human race'
along with such figures as Leonardo, and that ‘'he
wrote about Leonardo in much the same spirit as later,
at one of the dark moments of European civilisation,
he wrote to Einstein' (Richard Wollheim, 'Freud and
the Understanding of Art' in Wollheim, On Art and the
Mind (1973), p 205. Jack J. Spector argues that Freud
wrote about Leonardo because ‘'he identifies with the
problems of Leonardo' (Spector, The Aesthetics of

Freud (1973), p 35). -
(8) vide T 2 .'Art and Dream', pp 65-7T1,

(9) vide II 1 ‘Preud's Theory of Mind', pp 159, 168-169 and
IT. tMelanie Klein's Theory of Mind', pp 228-230.

(10) Richard Wollheim, 'Freud and the Interpretation of Art!
(1975), unpublished ms, pp 14-15. For a more extended
e discussion of the ‘institutional character of art vide
Wollheim, Art and Its Objects (1968), pp 90-3 and -

‘passim.

(11) vide Ernest Jones, The Life and Work of Sigmund Freud
(1955), Volume III, p 208

- ’

I 2 ART AND DREAM .

(1) Ernest Jones (1955), Volume III, p 251. The occasion
of Freud's remark was a letter to Zwelg thanking him
for an introduction to Salvador Dali, of whom Freud
made an exception in his general opinion of the Surr-

ealists.
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Andre Breton, 'Surrealist Situation of the Object®
in Manifestoes of Surrealism (1969), trs Richard
Seaver and Helen R. Lane, p 275. “

Bregon, 'Manifesto .of Surrealism' in Breton (1969),
p 2

Breton, 'Second Manifesto of Surrealism' in Breton
(1969), p 162. @ .

' Breton, 'Political Position of Surrealism' in Breton

(1969), pp 231-232.

Dall, an enthusiastic student of The Interpretation
of Dreams, regarded his work as a-record of his self-
analysis; vide Dawn Ades, 'Freud and Surreal%/t
Painting' in n Miller (ed) {1972), p 147.

vide William Gaunt, The Surrealists (1972), p 104,
A L) . .
vide Freud, SE XXII, p 12.

- vide Dawn Ades, 'Freud and Surrealist Painting' in

Miller (ed) (1972), p 170. Ades's reference is un-
helpful: she cites merely 'Transition, 1951, 1'. I
have been unable to determine the reference. :

Marcel Proust, A la Recherche du Temps Perdu (1927),
Volume XII, p "239%

I 3 ART AND THE JOKE

There are two points here. First Freud was aware that
his inductive procedures in reviewing a large number
of jokes gave no final authority to his con&iusion
about thesidentity of the Joke-work and dream-work.

He claimed merely to have found 'the commonest, most
important and most characteristic methods of Joking
(SE VIII 167), and confirmation, or disconfirmation,
of that conclusion wpuld require.as extensive a review
of Jokes as Freud's. Second, that such a review would
be a solemn labour is a peculiar fact about theoretic-
al studies of.the joke: .there is no. better way to
represent a joke as quite unfunny, and that rather
destroys .the point of the exercise.

o
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Although Freud wrote at one point that Jokes and
Their Relation the Unconscious was conceived
Tonly from the e nomic point of view' (SE XXI 161),

" this is thoroughly misleading. In the first place,

Freud was no longer concerned with -the original,

idea of there being an absolute economy in the

mental apparatus (vide SE VIII 156); and he is aware
that the relative economies brought about in joking
are in themselves minimal and are, moreover, relative
to a sense of expected and customary expenditure of
energy (vide SE VIII 157).

Second, and more generally, the distracting
issue for my purposes 1is that the earlier economic
theory, while it is plausible enough in connection
with instinctual energies, is unsulted to an account
of the non-instinctual actlvities of the ego, and 1
am arguing that it is such an account which (prolept-
ically) emerges in Jokes and Their Relation to the
Unconsclous.

Freud to Stefan Zweig, 20 July 1938.  The letter is

translated by Ernst Gombrich and-quoted in his essay-
on 'Ereud's Aesthetics' in Encounter (January 1966),
pp 34-35

-Gombrich (1966), p Bé.

Gombrich (1966), p 35.
Gombrich (1966), p 35

N

- Tom Wolfe, 'The Painted Word' in Hagger s (April 1975),

p 57. .
Richard. Wollheim (1975), ms p 16.

.- II _INTRODUCTION

v}de I2 *Art and Dream', pp 68-69.

i
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II 1 FREUD'S THEORY OF MIND

Richard Wollheim (1971), p 105.

£ “
IXI 2 MELANIE KLEIN'S THEORY OF MIND

Note that what is at issue 1s the baby's pleasure
in sucking or biting, not the activities themselves.

Hanna Segal, 'A Psychoanalytic Approach to Aesthetics’
in the International Journal of Psychoanalysis (1952),
pp 384-105.

Segal, 'Art and the Inner World' in the Times Literary
Supplement, 18 July 1975, pp 800-801.

Segal (1952), p 401. Segal does not identify the
source of her quotation.

Segal (1975), p 801.

Segal (1952), p UOU.‘

Segal (1952), p 399-400. .
Segal (1975), p 800.

III INTRODUCTION

.<\-a-.../

Two general reviews of Stokes's work, both in connect-
ion with The Image in Form (1972), ed Richard Wollhein,
are worth noting. First, !Subjective Objects' in the B
Times Literary Supplement 29 September 1972, pp 1150-
I151; and John Golding, 'The ‘Eyes Have It' in The New
York Review, 21 March. 1974, pp 38-40. -

Richard Wollheim, 'Adrian Stokes' in Wollheim (1973),
p 331. The essay is originally the introduction to
The Image in Form (1972), ed Wollheim, but my practice

I8 always to quote from wOllheim (1973)
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III 1 THE OBJECTHOOD OF ART

(1) Richard Wollheim, 'Adrian Stokes' in Wollheim (1973),
: p 321.

(2) vide II 1 'Freud's Theory of Mind', pp 167-168.

(3) vide Heinrich-W81fflin, Principles of Art History
T1950), passim.

IIX 2 ART AND THE REPRESENTATION OF MIND

&

. (1) Maurice Bowra, The Greek Experience (London 1957);
quoted by Stokes at GC o.

(2)  vide Freud, SE XXI 64-5, 72.

(3) Schopenhauer, The World as Will and Representation
' (1969),. trs E.F.Payns, Volume I, pp 207-208.

4) Vide III"1 'The Objécthood of Art', pp 269-270

(5) Doubtless Bell and Fry were influential in drawing
attention to the importance of form in art, and
though Stokes had little respect for either, clearly
he would have felt their influence as his immediate
predecessors in the English aesthetic tradition.
What 1s more to the point is-.that, in my view, it
was only when the tradition moved up the road to
Hampstead from Bloomsbury that there was any advance
upon what Fry had at one point referred to as 'this
vague adumbration of the nature of significant form'

/ . (Rgggg Fry, .'Retrospect' in ‘Vision and Design (1961),

P

(6) vide I 2- 'Art and Dream', pp 63-64.
(7 Spector (1973), p 136

(8) Poems (With Geoffrey Grigson and Edwin Muir) (1973),
p 106.
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