CAQPENTE

O THE USSFULNZSS OF E0-FREUDIAN THTCRY TO ART CRITICISHM

It iz often sald that the only rule in both Judging
and makling art is that there are no rules. This ls bacause
all avallable criterla are so open-texturad as to defy
provably correct appllcation. Thay are therefore in keaping

with HKant'a observation in Analvtic of tha Baaybtiful that art

proper belongs by lts very nature to a realm of 1tz own,
isolated from questions of elther fact or morality. Uncertainty
and controversy would tharefora seem to bas a ziven of art
criticlism,.

Followers of Freud have nonethelass hopsd to raduce soma=
wnat tha degres of lmprecislion in tha analysls of art by apply-
inzg Freud's theorlies of symbol formatlon. In doing so, thay
could follow the example of Fraud himself 1in hia writings on
Laonardo and lMlchelangelo. The few outztanding results geam
to have occcurred with literature, e,z. Ludwilz Jakals'® analyses
of Zanmlet and Hagheth, Sevaral quite intractable problems
have limited Freudlan art erliticism. Flrszt, Freul articulated
a . theory of mental pathology and a partial thasory of cresativity,
but he had no clear concept of art, His 1902 article, "Cn the
Relation of the Poet to Day-dreaming," for instancs, malkes no
distinctlon betwean the fantasies of hlgh art and those of
gamas, Jokes and so on, and hence 1t doas not distinzulsh
betwesan those of the great artist and anyone elsa, That 1is,
tha phanom=2non ha analyses thare 1z ths notorlous "false
isolate."” By the tlme of "Formulatlons Regarding the Two
Frinciples of Mental Functlionlnz™ (1611), ha has pointed in

the direction of a satlafactory solution but st1ll‘doss not



really provida ocone. 3Ssacond, Freud himself was lnconsistant
in conslderations of how unconselous the contant of art 1s.
At-times he sesms bo think of 1t as a relatively slmple,
pra-consclous substltute gratification such as might be mors
appropriate to a concept of amusament; at other times, he ls
luterested in more ﬁnconscious me#chanisms zuch as he found 1in
1508 In the relatlion between form and content. Third, whille
this form=content relation ls explalnad in terms of Freuld's

.}

idea of purely formal bsauty as "forepleasurs,” 1l.2. a bribe
to the Supsrego to dlstract it from the unconscious forbildden
pleasuras of fantasy wishas, thils relation was left unclesar
and incomplets, Fourth, a more szarlouz and perhaps dalinltive
problem owes to the fact that Freud's sclentific 1investizations
procealded in raverse order from human devalopment, l.2. from
later to earllier and hence more dsclslve gtages of desvelop-
mant = from the ocedlpal teo tha anal to tha oral -« wlthout his
later discoverles contributing much to his treatment of art,

Later in nls carear, Freud 1s to be found ¢itine his
followsar, Helanie Kleln. Xleln is naos=Freudlan rather
than Freudian in many respescts. ©She locates the genesls of
the Superezo much earlier than doss Freud; she accordingly
takea as decislive the oral rathar than the cadipal stage;
shs emphasizas the ego rather than lloido; and her interp-
ratation of defense mechanismg is much more extansive than
and qulte different from Freud's.

For Klein, the prototype of the art sxparience is to

be found in the infant's solution to ths "depraassivae position.”

The depressive posliion occura 1n the firat year life when



the inflant

introlects the object as a whole and...DeCconsBess
eble to syntheslze the varlous aspasts of ths
objact as well as hlg emotlons towards 1t. Love
and hatred cone cloasr togather in his mind, and
this leads to anxlety leat the object...b2 harmed
or dastroyed., Dapressive feelings and zullt glva
rise to the urge to preaserves or reviva thes loved
object, and thus to make reparation for destructive
tmpulass and fantasies. (The Faychowinalysis of

g'ﬂl‘lt‘g‘;‘:!' PDs :(111*1{111"!]
The classic applicatlon of this argument to art theory

1g by Hanna Segal in "A Psycho-Analytlical Approach to

Amssthetlics” (1952, reprinted in New Directions in Fsychoe

Analvsls by Melanie Klein g% al). For Segal, "all ereation

1s really a recrsabtion of a once loved andl once whole, dub

now lost and rulned object, a rulned internal world and self.”
Successlful artistle creation 'requires for her an idsntificatlon
as good and ziving, at lsast withlin art. It also requires an
acute reality sense, wheare the artlist must ascept the full
complex of anbivalent feellings of the depresslve position.
This emphasis on amblvalence snables her to resolve convent-
tional problems in attributing beauby to art. Dorrowing

from Ella Sharpe, Sezal ldentifles "beauty™ with rhythmical
zoodness, the prototype for which ls satlafyline sucking at
the mother's breast and the rhythmlical beating of her heart.
3t111 borrowing from Sharps, she identifles the "ugly" as

that whlch ias destroyed, arhythmic, connescted with painful
tension. For Sezal, "the 'uzly®' is a most important and
nacessary component of a satlsfylng aesthetlic experience,”

as 1s "baauty;® 1.e., art requires both. Those who cannot
tolerate thelr feelings of gullt, loss, and 50 on, may resort

o "manle" defensas such as dealal of psychic realily or



attempts at cmnlipotent control. The result in art 1s "ths
effect of superliciality and prettiness,”

The significance of zuccessful art for the audlence 1s
explalned by Segal throusgh Wilhelm Dilthay's concept of
pach=srlsben, l.e. the ldea that we can intultively reconstiruct
the mental and emotional state of other people by thalr
behaviour. For Segal, than, art makes concrete the inner
wotld of the srtist. To zood art, the audlence ia thought'
by 3egal to respond as [follows:

The /artist/ has, in his hatred, destroyed all his
lovad objscta just as I have done, and llke ma he
felt death and desolation insldes him. Yet he oan
face 1t and he can make ma face 1it, and desplte

the ruin and devastatlion we and the worlld arourd

us survlive. What is more, hils objeats, which hava
become evlil and ware destroyad, hava besn made
allve azailn and have becosa lmmortal by his art.
Cut of all tha chaos anl desiruction he has created
a world whilzh is whole, complete anl unified.

Tha application of this body of thought ls no easy
matter. It assumes soms degrees of technlesl study, and 1t
requiras a hizgh degree of intuition. Honstheless, two
important critics have made use of the Kleinlan paradlgmi
Adrlan Stokes and Anton Threnzwalg,

Stokas was analyzed by Melanle Klein in the 15303 and
read Sezal's and a good deal of other psycho=-analytic studles
of art thersafter. He was, aspeclally in hls later years, a
formldable eritic. ' Ons of his greatast atrengths was hls
ability to infuses with meaning the unity of art. For him,
it "symbolizes the integrated elements of the self no less
than of the other person" (The Image in Form, p. 120). The

unity that most enzaged him was, curlously anough, that which

has also preoccupled the best of the so-called formallst or
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"modernist" crities such as Clement Greanberg, who is most
touched by a "hard-won" unlty. But whereas modernist ceritics
tzually emphasize the conflation of near and far, of balanced
and unbalanced, and so on, 3tokes enphaslzes thsz unlty of the
vitally active and the deathly astill and of dlsintegration
and integratlion, all for the saXe of unconsclous meaning.
This i3 houw he desceribes Luclanc Laurana's courtyard at the
Palace of Urbino:
In the coordination of tha contrasting materlals
there is equal caras for sacshi together they make
st1llness that, az it weras, breathas, (The_Image in
Form, p. 126)
His traatmant of lonat is equally insightful. HNotling that
Monabt was attracted to scenes of near dissoliutlion - raflectlons,
snow=coveral or light-tathad objl=cts, and the llke =~ he
chserved that Monat "distliled an inztant yet solid lovelinasgs"”
from them {p. 255). lionet, then, had hils own approach to the
subject: “the subject matter ls broken down, reconstituted In
a confilguration of manifest, fragmented brush strokes” (p. 252).
For Stokes, thls indlvidual bent is cruclal since the artist's
style must have its own urgency, obsssslon evan, Stokes'
intuition was profound, but the Klelinlan model has clearliy
providad nir with a vital entrée to the artist's personalilty.
The Klelnlan modal also alerted him to certaln artistle
weaknesses, especlally those assoclated with "manlc" defenses.
The classiclsme that appeals to Stokes 1ls that "wlthout ths
arrisdra pensds of "thinking makes 1t se'" {(p. 2%0). The
donats that he least prefers are those cecaslonally found in
the 1820s and 18%0s in which an "over-strong...pattern of
brush-strokess suggests a manipulation of the objecl...to

sxhiblt the control by the artist over 1t" (p. 256)., Clamant



Grasnberg has also noted such a problex in some Honats, and

w

very convincingly so, but for him the problem 1s simply an
extraneous preclsion of drawinszg.

Anton Ehrenzwelg (1508-1965) was as much a theorist as a
eritic. His prime aim was to discover the "poemagogle™ imagery
{(reflacting the thsha of death and rebirth) that was for him
tha essance of arbt. IHls maln theoretical formulations and
his ssarch for unlversal 1magery predate hils contact with
Klein ca. 19%9 (Ths Hidden Order of Art, p. 157), and nelther
his parallgm nor hils theory of art ars really Klelnlan, espsclally
not his emphasis on anal and "ocsanic" imagery. Book Cne of

The Hidden Order of Art makes an important distinctlon, which

1s nonethelass useful for Kleinlan and other types of eriticlsn,
betwesn scanning or syncretistic vision (the term comes from
Plaget) andamlytic or focusssd vision., For Shrenzwelg, the
"enpty star:" of syncretlstlic vision 1s essentlal to artistle
ersativitby. t allows a hidden unconscious order that l1s
destroyed in conscious effort. (Hs is also following Klea's
pnotlon of "multi-dimenslonal" attentlion.) Thls dlistinetion
leads Ehrenzwelig to a ccnslderation of what a fertile motlf
might be, namely one that has “something lncomplete and vague
about 1ts structura" so as to preclude prematura, excasslvely
consclous closire -of artlstic form (The Hidden Ordar of Art,

p. 6%). Here again, neo-Freudian considerations can amplify
modernist deductions, in thls casea Walter Darby Bannard's highly
perceptive analysls of the basic elament or bullding block 1n
“Cibism, Abstrasct Sxpressionism, and David Smith" {Artforun,

April 1968},



Contemporary criticlsm has a great need to overcoms the
shyness about artistlec personality and content that has
characterized most of it. Hodelg of whatever kKind that syn=
theslze a theory of personallty and a theory of art are
therefore cruaslal., The critical consideratlons outlined here
are not without their hazards. Bven in the case of Stokas
there 1s a certaln tendency towards romantic Patarlan excesses.
In the case of Ehrenzwalg there ls an overestimation of
relatively unimportant artlsts like Eridget Riley for what
are really only pre-consclous concearns. Non=thalesa Kleainlian
conslderations can and should lead to a re-svaluatlion of much
of the art of our time. One thinks of the more 1llusionistic
Vasarely whose maunlc triumph over the pleture plans zoes
unrecognized for what it 1s. Or of that great but insufficlently
appreclated uwaster, Jack Bush, who could take a simple lmage of
suffering to represent hils anglna palns ard tranaform it into
splendid art. The mora the battery of oritlecal technlgues ls

expanded the betbter.



