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The artist, with his innate gift of penetrating into the realm of the unconscious and representing it in his work, has appealed to psychoanalytic thinking since its first days. Freud perceived in the work of art another medium to uncover the depth experience of man as it is being shaped in the artistic form (cf. his letter to Arthur Schnitzler, 192211). In the work of art Freud and his followers tried to find additional confirmation to display and validate the existence of dynamic forces of the mind which they had observed in clinical experience. No wonder then that in one of the great tragedies—Oedipus Rex—a constellation of these profound forces is seen at work, which has come to be known as the Oedipus complex.

With the advancement of psychoanalytic theory the language of art per se moved into the center of interest; it was attempted to understand the laws governing its structure, to grasp what sets it apart from other modes of communication, and to disclose the secret of its effect on the perceiver. Over the years a variety of opinion has been put forth. Every school has tried to interpret this Phenom-menon along its own lines of reasoning, but all are agreed that the art medium evokes a particular experience of satisfaction. The various schools separate on the question of whether this feeling of satisfaction should be regarded as gratifying instinctual needs and the wishes aroused by them, as reinforcing the various defensive needs, or perhaps as gratifying the need for mastering external and internal stimuli.

—————————————

Thanks are due to Mrs. M. Frisch of the Department of Psychiatry for her help in completing this essay.
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With the attempt to define the nature of aesthetic satisfaction psychoanalysis has joined an effort which has occupied philosophy for over a thousand years—to penetrate the secret of the “artistic experience.”

This paper will attempt to review briefly the major psychoanalytical theories, and an attempt will be made to integrate them into a comprehensive theory to explain the meaning of artistic experience, with art being understood as a communicative medium that can grant such gratification.

In his analysis of the dream, the daydream and the joke Freud approached the analysis of their meaning from two points of view: first, the aspect of content, i.e., what is the meaning that is expressed in dream or joke, and second, the technical aspect, i.e., how the meanings are expressed, or by what techniques content is represented and transformed. Freud tries to explain the nature of the pleasure felt by the listener on being told a joke. He assumes that this pleasure is a function of both these aspects, of the meaning as well as of the technique of representation; both arouse pleasures he states:

The pleasure in the case of a tendentious joke arises from a purpose being satisfied whose satisfaction would otherwise not have taken place (p. 117).

… the techniques of jokes are themselves sources of pleasure (p. 119).

This assumption, like many others Freud made in respect to the joke, may be applied to the work of art. The pleasure derived from art is linked to two aspects: (1) pleasure derived from the artistic contents which gratify needs and wishes, satisfy defensive needs, or represent attempts at mastering and control, (2) pleasure derived from the mental function of perceiving, organizing and working-through artistic percepts.

The distinction between content and form is generally accepted in the theory of art. Yet it seems to the writer that this traditional division is not compatible with what is conceived in psychoanalytic theory as “content” and “technique.” In art, as in the dream, it is via the elements of form that many latent contents are expressed as well as in the manifest representational content. This interpenetration
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of content and form was pointed out clearly by Freud in his studies of Michael Angelo and Leonardo da Vinci. Since in art meaning finds expression in elements of content as well as of form, it follows that form may become content, a conclusion which renders the distinction between these two elements largely pointless. To overcome this difficulty without sacrificing the spirit of Freud's approach to dream and joke, it is helpful to redefine both the meaning of art, and the means of art.

These two aspects, as distinguished here, will be discussed separately following a review of the psychoanalytical literature relevant to each facet of the problem.

The Meaning of Art
The psychoanalytic theory of art begins with the concept of sublimation. Freud notes,7 “Here we have one of the origins of artistic activity …” (p. 238). According to this view, later expanded by Otto Rank in Der Künstler, 18 all artistic activity is motivated by libidinal energy. The various arts are modified expressions of this basic energy, similar to what is presumed for the dream. When Freud in his writings has occasion to discuss problems of art, 8, 9, 10 he reverts to his earlier comparison of art with daydream and phantasy. All three appear to him to be circuitous ways of expressing unconscious wishes, the direct expression of which being forbidden.

R. Sterba, 25 summing up Freud's conception of art, writes: “The fundamental dynamic force at the root of a work of art is an unfulfilled wish of the artist; just as in dreams and fantasies, the work of art represents this wish as fulfilled” (p. 258. Accordingly, the pleasure derived from art by the listener/spectator originates in identification with the inner world of the artist as it is conveyed in his creation. It is this identification which enables the perceiver to feel an indirect gratification of his own wishes. Freud10 writes that the artist “… makes it possible for other people once more to derive consolation and alleviation from their own sources of pleasure in their unconscious which have become inaccessible to them …” (p. 377).

The problem is approached quite differently by the English school of Melanie Klein and her followers, who have contributed many significant essays on art. While Freud regards the work of art as an indirect expression of hidden wishes and the artistic pleasure as gratification of these wishes, it is the aspect of defense,
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embedded in artistic experience and activity, that is emphasized by the Kleinian School. For the latter, artistic activity is particularly valuable as a defense against aggressive-sadistic drives and wishes. Melanie Klein13 sets forth this idea when explaining children's drawing activities as a means to restore and recreate inner images and objects which seem to have been destroyed by force of unconscious aggressive phantasies (p. 235). The artist, accordingly, tries in his work to achieve control of such destructive forces and thus to master them.

Tarachow 27 writes, “Artistic creation is magic by which the artist controls dangerous, aggressive forces about him by mastering these forces with his own hands …” (p. 222). The ego, in its plight with the destructive inner forces, clings defensively to order, harmony and beauty. This idea is also expressed by Rickman: 20 “Our need for beauty springs from the gloom and pain which we experience from our destructive impulses to our good and loved objects; our wish is to find in art evidence of the triumph of life over death …” (p. 313).

Segal 24 suggests that all lawfulness, regularity and rhythmics in art are “… an unconscious demonstration of the fact that order can emerge out of chaos …”* (p. 204). Artistic pleasure is thus conceived by the Kleinian school as the pleasure inherent in the mastering of destructive impulses, as the pleasure tied in with the feeling of victory; that unity, beauty, order and harmony have overcome the forces that threaten to throw the mind back into the chaos of dissolution and cessation. The Kleinian school does not distinguish between artistic creativity and passive enjoyment of art, since it is assumed that “all aesthetic pleasure includes an unconscious reliving of the artist's experience of creation” 24 (p. 204).

In an attempt to eliminate this distinction between artistic creative activity and passive receptive enjoyment, Lee 17 introduces the concept of an “aesthetic state of mind”:

—————————————

There is a certain similarity between this approach and that of the Gestalt psychologists. The latter regard perception as an active process in which percepts are organized into orderly, symmetrical gestalts. This is done out of man's defensive need to facilitate orientation in his environment. R. Arnheim,1 for instance, suggests that artistic pleasure is an effect of the harmony and symmetry within works of art, responding to man's need to organize for himself the perceptual field into comprehensible patterns.
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An aesthetic state of mind occurs as the unconsciously compelled need to achieve an aesthetic synthesis among the institutions of the mind, and between it and the outside world, when ordinary integration is disturbed by destructive rage under the several conditions described (p. 305).

The conception of art as a defensive activity is not exclusive to Melanie Klein and her school. Bergler, 2 in discussing the psychoanalysis of writers proposes that what find expression in the writer's work are his unconscious defenses against unconscious wishes and fantasies rather than the wishes themselves, as assumed by Freud.

Other authors who accept the ideas of ego psychology regard art as an activity of mastery, but they are divided on the question of what is being mastered. This approach is best represented in the theories put forth by Kohut 16 and Kohut and Levarie, 15 on musical enjoyment. They maintain that because “sounds were once a threat to the weak psychic organization of the infant,” therefore “… the archaic mental apparatus, whether in the infant, in primitive man, or, under special circumstances, in the adult, has the tendency to perceive sound as a direct threat and to react reflexly to it with anxiety” (p. 392). Music exposes the perceiving ego to an onslaught of noise stimuli which it manages to organize because of the intrinsic lawfulness of their structure. “Thus the playful mastery of the threat of being overwhelmed by sounds becomes an enjoyable ego activity which contributes to the total enjoyment of music”16 (p. 392).

As with cognate theories relating to the other arts, this theory of music sees in art an activity in which the ego, as children in play, reverts to and reconstructs those painful situations in which it had once felt weak and helpless, the difference lying in the fact that now, unlike in the original experience, the ego is assured of conditions enabling it to master the experience.

Kris, 14 who contributed much to the analysis of art, tried to establish a theory based on the assumptions of ego psychology. His theory does indeed bridge over the different approaches to the earlier hypotheses. Kris points out that no essential difference exists between that pleasure derived from the satisfaction of having found an outlet for a hidden wish and that pleasure linked with the
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capability of mastering and controlling such a wish. He argues (p. 45), “The search for outlet acts as an aid to assuring or reestablishing this control, and the pleasure is a double one, in both discharge and control.”

This summary review shows that the various theories are not so contradictory. They differ, essentially, in the avenues of approach to the same problem, and tackled from this point of view, they may be combined into one integrated theory.

All aspects of intrapsychic activity can be reflected and manifested in artistic activity and experience. On this point there is no difference between art and dream, fantasy, neurotic symptoms—in fact, any model of human behavior. It may be assumed, accordingly, that any art may gratify the various sides participating in the psychic struggle; that is, the unconscious wishes in whatever form of representation, the inner prohibitions and demands of conscience, and the ego's need for mastering and regulating the various elements. Yet it is in the degree of gratification granted to the various sides to the intrapsychic struggle that one art differs from another. While in one work of art the major aspect may be the satisfaction of unconscious wishes, the dominant feature in another may be the gratification of the need for mastering. Another difference lies in the kind of wishes gratified by this or that artistic medium, or in the modes of defense and mastering as they are reflected in the various forms of art.

As to the various forms of art, these may be qualified according to a number of continua, such as the continuum from childlike to mature art, from primitive to complex art, from pop art (including pornography) to “high” art. Every such continuum ranges between two distinct poles—indirect gratification of a variety of unconscious wishes being found at one pole and the component of mastery, control and defense at the other pole. In the art of children, of primitive man, or in pop art, the prominent factor is pleasure-giving through wish fulfillment. The popular forms are markedly distinguished from others by an almost sensual stimulation, by repetitiveness and by minimal accumulation of tension, any accumulating tension being discharged quickly and frequently. Adult, mature, “high” art, on the other hand, merely hints at gratification by arousing tension and expectation of gratification, never attaining it and never allowing full discharge of tension. Mature art is
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distinguished by its richness in variations (as against simple repetitive-ness), by the playful transformations, concealment and re-emergence in turn of the theme of gratification, and, moreover, by the tendency to delay the discharge of tension, whether by continuous accumulation or by subtle and partial discharge. Art of this kind may play its pranks with the spectator/listener, lift him to heights of expectation and tension, promising the final satisfaction only to trick him out of it, mockingly and derisively, but at the next moment hoisting him back to the same heights of expectation.

Since these are the marginal forms of art representing opposite roles on the continuum, one may rightly assume the existence of countless intermediate gradations with varied relations to the two extremes of expression—indirect expression of wishes versus reflection of needs for mastering such wishes.

All art arouses some kind of gratification, yet this gratification varies according to various positions on the continua. Infantile, primitive and pop art grant indirect satisfaction of latent wishes, which is mainly an indirect instinctual satisfaction. It is characterized by pleasure at a sensual level and is often accompanied by bodily-sensual expressions (e.g., the rhythmic movements to pop music). The mature, complex, “high” art, on the other hand, generates a fundamentally different experience. It is an experience of purity, beauty, goodness, an exaltation of the mind, a rising above “the sensations of this world.” This is the psychological state, in fact, commonly identified as “the esthetic experience.” It has been assumed that the esthetic experience is based on the sense of beauty, although what is meant by beauty has never been clearly and undisputably defined.

Santayana, 22 in his essay on “The Sense of Beauty,” stresses the connection between beauty and goodness. Defining beauty, he writes, “… this value is positive, it is the sense of the presence of some-ting good, or (in the case of ugliness) of its absence” (p. 43).

It is our assumption that, through the genetic approach, a strong connection can be established between the two concepts, beauty and goodness, and that this connection rests on the historical transmutations of the experience of “goodness” in the emotional development of the child. Socialization consists in educating the child to learn to postpone, to renounce or to channel gratification into forms that are acceptable to society. When permitting himself direct
.
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gratification of his wishes, the child will meet with reactions from those about him that make him feel “bad,” yet when succeeding in restraining himself or postponing the gratification, praise and reward will make him feel “good.” At the stage of internalizing the social demands (i.e., with the building up of the superego) that internal tribunal is formed which condemns “bad” deeds and praises “good” ones. Thus, when the child has succeeded in controlling his wishes— that is, when he has succeeded in not gratifying them—he will be rewarded by the superego with the experience of elation of purity and goodness, particularly when those denied wishes were especially forceful. It is assumed here that the sense of beauty, which is at the root of the esthetic experience, has developed genetically from that sense of “goodness” that accompanies the feeling of satisfaction derived from the victory over “forbidden” wishes.

To sum up: all artistic satisfaction is composed of an indirect gratification of wishes and of a gratification derived from mastering the expression of such wishes. Art, in none of its forms, ever gratifies exclusively one single participant in the intrapsychic conflict; still the degree of satisfaction relative to any one element varies from one art form to another. This differentiation corresponds to a number of continua, starting from the “instinctual” arts and ending with the “high” arts. The so-called “esthetic experience” is a psychological event linked mainly with the experience of mastering the wishes and not with their indirect gratification; it is therefore more often aroused in response to the “high” arts.

The “esthetic experience” is a corollary to the gratification derived from complying with the demands of the superego. The sense of beauty, being at the root of the “esthetic experience” and characterizing it, is an offspring of the childhood experience of “goodness.”

The Means of Art
The part of “technique” in art has evoked relatively little discussion in comparison with what has been said relative to the problem of meaning. The psychoanalytic conceptions of the structure of art (or, as it is usually termed, the formal aspect of esthetics) are all based on Freud's classical studies of the structures of dream and joke.

The formal structure of art presents two problems that we consider relevant to the subject of this paper: (1) What structural
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rules govern the formal organization of works of art? (2) What is the nature of satisfaction attained in perceiving these structures?

The psychoanalytical literature pertaining to the problems of structure of art will be reviewed in the light of these two questions.

(1)  (1) All authors share the analogy of art to dream and joke, the assumption being that works of art are multilevel structures in which the surface levels are organized according to the model of secondary processes and the deep levels according to the model of primary processes. In his studies of dream and joke Freud hardly ever related specifically to problems of art, yet in his later studies devoted to the analysis of specific works of art he applied a technique of analysis similar to that developed for the understanding of the latent meanings of the dream and the joke.

(2)  (2) Freud merely touched upon the problems of gratification and formal esthetic pleasure, but since these few statements seem of particular importance to the present theme it would seem worthwhile to quote them here. The first appeared in Freud's study of the joke:7
If we do not require our mental apparatus at the moment for supplying one of our indispensable satisfactions, we allow it itself to work in the direction of pleasure and we seek to derive pleasure from its own activity. I suspect that this is in general the condition that governs all aesthetic ideation, but I understand too little of aesthetics to try to enlarge on this statement (pp. 95-96).

Three years later Freud 8 tried to explain the role of this esthetic pleasure by extending his theory of forepleasure, developed in respect of the joke, and by applying it to the realm of art. Analyzing the dynamics of the writer, he states:

The writer softens the character of the egoistic daydreaming by altering and disguising it, and he bribes us by the purely formal —that is, aesthetic—yield of pleasure which he offers us in the presentation of his phantasies. We give the name of an incentive bonus, or a fore-pleasure, to a yield of pleasure such as this which is offered to us as to make possible the release of still greater pleasure arising from deeper psychical sources. In my opinion all the esthetic pleasure which a creative writer affords us has the character of a fore-pleasure of this kind, and our actual enjoyment of an imaginative work proceeds from a liberation of tensions in our minds (p. 153).
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In his later works Freud never returned to deal with these subjects. He neither devoted further studies to the rules of the latent structures in works of art, nor did he add any further explanation to the question about the formal aesthetic pleasure which he deemed to be merely a “fore-pleasure.” Only after World War II were these problems taken up again for more intensive study. Here, briefly reviewed, are the major ideas offered in our field concerning artistic structure and aesthetic pleasure.

(1) Kris 14 regards works of art as structures characterized by “over-determination” (p. 25); he also proposes a concept of “aesthetic ambiguity.” He assumes that ambiguity is the factor that accounts for the greatness of a work of art and makes it eternal:

… high ambiguity allows for a wide range of interpretation, so that the work may be prized throughout various changes in cultural interests and values by being interpretable in a corresponding variety of ways (p. 263).

Kris, however, focused his investigations on the problems of the creative artist and of the creative process rather than on the structure of art as such. He suggested that the artist possesses a particular capacity to effect a “shift in the psychic level”—an ability of the ego to permit a controlled regression to reach expressive forms organized according to primary processes. It is this “regression in the service of the ego” which enables the artist to create artistic structures that are distinguished by ambiguity and overdetermination.

A. Ehrenzweig in his book, 4 deals extensively with the problems of artistic perception. He regards works of art as bilevelled structures. He assumes that the surface level is organized according to gestalt principles, whereas the deeper level has an “inarticulate,” “gestalt-free” form that reflects symbolically unconscious contents, too dangerous and even prohibited to express directly. He concludes that there are two modes of perception, a surface perception following the gestalt principles, and an unconscious depth perception:

We found that there must be an unconscious perception which is not bound by the conscious gestalt (the surface gestalt) and which perceives competing form combinations such as background negatives or the minute forms of technique. Psychoanalysis shows that depth perception is not only free from the surface gestalt but follows a different form principle altogether (p. 30).
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In an interesting analysis of several works of music (Chapter VI) Ehrenzweig shows that such artistic structures as Bach's fugues are organized according to the primary processes. He assumes that the inexperienced listener “understands” these complex creations, thanks to his unconscious perceptive ability which—though he is never aware of it—”… can adapt itself to the technical intricacies of Bach's fugue construction as well as to Schoenberg's twelve-tone row” (p. 112).

Kohut 16 adheres to the same principle of two levels and writes in his essay on music: “We find musical primary processes covered by musical secondary processes” (p. 395).

Comparing the bedeviled structure of music with that of poetry, he states:

… the meaningful content of poetry is the secondary-process surface of the phenomenon; the form, however, with the Klang-association rhymes and the rhythm of the words belongs to the primary process, the primitive psychic forms of the unconscious (p. 395).

Friedman 12 points out that the themes of musical works are transformed according to primary processes. In his essay he enumerates eight different processes, all of them “primary process transformations.” An interesting assumption of his is that the greatness of a work of art is probably a function of these primary processes, i.e., the more use made of primary processes, the “greater” the work of art, or in other words, “great” works of art show extensive use of primary processes.

Today, the assumption of the multilevel structure of works of art has become one of the cornerstones of psychoanalytic theory. An ever-growing number of studies attempt to analyze and expose the primary processes in art and to disclose the ways in which these are linked with the secondary forms of organization.

(2) Since Freud7, 8 put forth the above assumptions, the first major contribution on esthetic gratification was made by Weiss in 1947. 28 Weiss wants to understand what the particular properties of “formal beauty” are. In an attempt to rid himself of the influence of content, he investigates the esthetic quality of pure abstract forms, such as ornamentation. Analyzing ancient Greek sarcophagi, this author shows that creations generally acclaimed as being beautiful
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and esthetic impress one at first as being complex and intricate, yet a second look reveals that they are composed of a minimal number of lines organized according to simple structural rules. It is his opinion that by trying to “grasp” such a form, one is caught at first by its complexity and thus prepared to invest quite an amount of energy in absorbing this perception. Yet one is spared that effort by the disclosure of the basic simplicity of composition. The discrepancy between the two modes of perception serves to release energy, the discharge of which is felt as pleasure. Weiss concludes:

The greater the contrast between our present ease of perception and the difficulty that might have been, the greater our pleasure from the design (p. 396).

Expanding Freud's assumption beyond the realm of the joke, Weiss presumes that the artistic pleasure is, after all, a function of the “psychic economy,” and in conclusion he advances an interesting hypothesis:

Freud completes his theory of wit with a series of formulas: wit is the economy of expenditure of psychic energy in inhibition; comedy is the economy of expenditure of psychic energy in thinking; humor is the economy of expenditure of psychic energy in feeling. We may perhaps add a fourth: formal aesthetic pleasure is economy of expenditure of psychic energy in perception (p. 400).

Ehrenzweig, 4 whose principal ideas on art were mentioned before, contributed also to the understanding of esthetic pleasure. He assumes that esthetic pleasure is a defense against perceiving the full significance of the deep symbolism. He writes:

… aesthetic pleasure generally adheres only to the gestalt elaborations which the surface mind projects into the inarticulate symbolic structures of the depth mind. The style and beauty of art is a superstructure serving to hide and to neutralize the dangerous symbolism hidden in the unaesthetic inarticulate structures below (p. 13).

Accordingly, the esthetic pleasure serves to reinforce the surface perception and to obstruct the penetration of depth percepts into consciousness. Still—“Underneath the esthetic superstructure another,
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secret conversation is carried on between the artist's depth mind and that of his public” (p. 73).

Although the few theories set forth concerning the dynamics of esthetic pleasure are interesting and elucidating, they remain rather incomplete and can hardly be integrated. Ehrenzweig regarded esthetic pleasure as a defense, without saying anything about the nature of this pleasure and the ways by which esthetic structures grant pleasure. Weiss did in fact relate to these but he dealt with some exclusive aspects of art without expanding his theories to its complex, intricate and multilevel structures.

In the theory of the dream Freud asserted the distinction between primary and secondary process and the organization of latent psychic contents according to the model of primary processes. In his later work Freud put forth these media in which primary processes are manifested directly (besides their indirect manifestation in various forms such as neurotic symptoms): (1) the dream; (2) the thinking of children; (3) schizophrenic thinking; (4) art. All four have served until today as the sources for studying and comprehending primary processes.

The psychoanalytic conception of art is based mainly on the analogy to the structure of the dream. Any analogy, though, works only as long as the objects of comparison are similar; beyond that, analogy becomes confusing and misleading. Yet we will try to proceed where similarity ceases, attempting, from this vantage point, to answer the question, “What is it that distinguishes between dream and art?” or to be more precise, “What distinguishes art from any other medium through which primary processes are manifested?”

Applying the technique of free associations, Freud discovered the multilevel structure of the dream. The same technique enabled him to compare “dream ideas,” i.e., the manifold raw material processed in the composition of the dream, with the end product, the dream itself. The art critic, in his attempt at applying the technique of dream analysis to that of art, came to realize that the second component, the raw material of dream ideas, was unattainable in works of art. Some attempts were made to exploit biographical data of the artist as a substitute, and the circumstances under which a certain work had been created. Except for a few studies all such attempts were doomed to failure and, in fact, are to blame for the antagonism with which so many professional artists scorn the
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psychoanalytic theory of art. Such a study can perhaps shed some light on a specific situation in which a work was created, or on the question of why the artist chose this or that particular content; still it cannot deepen the understanding of the structure of art itself. Enough to mention Bach and Mozart and the many attempts to connect the structure of their works with their life histories, attempts that have failed altogether.

Other authors have tried to apply the analogy with the dream by a kind of sorting out of two levels in works of art. Ehrenzweig, 4 for instance, regarded the formal structure of music as presenting the surface level, while sounds lacking structure, such as a glissando or vibrato, reflect the deep latent level. It is doubtful, though, whether this attempt at bisecting works of art into two levels can add much to advance our understanding, and in any case, it is not applicable to other arts.

Attempts at regarding art as a primary chaotic structure covered by a defensive esthetic layer have reached a blind alley in recent years, particularly since it is becoming evident that the so-called secondary esthetic structure is composed, at least in part, just as well according to the model of primary processes.

It seems to us, therefore, that it is fallacious to split the structure of art into two levels, one, the surface level, being organized according to secondary processes, while the other, the depth level, follows primary processes. In our opinion the work of art should be viewed as one structure in which the integration of both these processes is accomplished.

On the basic assumption that there are differences between art and dream, schizophrenia, or the thinking of children, we will have to clarify a number of additional factors.

(1) The dream is often meaningless to the dreamer, and certainly when told to somebody else (except the analyst, of course!). The thinking of the child, as it is expressed in his first speech or in other reactions, remains almost incomprehensible to the adult, while schizophrenic behavior is considered as being “crazy” and void of logic. Art, on the other hand, can be understood and accepted by the spectator/listener as something natural and acceptable, i.e., art differs from the other media in its communicative aspects.

(2) This statement implies that while the other media appear
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to be illogical, “strange,” “chaotic,” art is perceived as a logical and familiar structure.

(3) This logical communication is not limited to one perceiving subject but belongs to the theory of art in general. The rules according to which the dream, the thinking of children and of schizophrenics are structured and organized, are unknown, and only since the beginning of this century are their properties being disclosed by dint of psychological and psychoanalytical investigation. Yet the rules of artistic structure have been known for hundreds of years, and every serious art student is obliged to acquire them. One may say simply that the very rules which Freud with his keen and penetrating view recognized as governing the dream composition have been known to the theorists of art over hundreds of years. Every book written as far back as one hundred or even two hundred years ago—on the rules of counterpoint, for instance, or on other features of musical composition—describes processes of inversion, condensation, displacement, etc.

If so, art as a form is distinct from dream, schizophrenia, and childhood thinking by its being communicative, perceived as logical, and governed by known and familiar rules of structure.

It may be concluded then that art is the only medium (aside from the joke, perhaps) in which a content, organized according to primary processes, is perceived as communicative and logical. In other words, material organized according to the model of primary processes follows conditions that are considered generally as the prerogative of secondary processes.

Let us imagine that art goes through some kind of “development” analogous to the development of the thinking process of the child. The child, in the course of his development, is changing from an “autistic creature” into a communicative and social being. During this developmental process secondary thought processes are emerging which repress the primary processes into the sphere of unconscious experience. In its development art becomes also communicative thanks to the emerging secondary processes, yet these, in their development, sustain the validity of the primary processes by dressing them with properties characteristic of the secondary process. In other words, in child development the secondary process is developing upon and instead of the primary process, repressing the latter
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into the unconscious, whereas in art the secondary process develops also upon the primary one, yet maintains and exploits it. In art the primary processes continue active, though as if garbed in somebody else's overcoat. They are labeled with a secondary tag, and at this price they are permitted to go on being active.

In another context it will be attempted to show that on the basis of this essential difference the dividing line may be drawn that fundamentally distinguishes the gifted artist in his development from that of “ordinary” human beings. It appears, thus, that art is not a system split into two levels. Neither “latent systems” and “secondary revision” are found in art nor a “superior” layer above another. Art is one gestalt in which primary and secondary processes are sublimely integrated without contradicting each other. Two examples may serve to illustrate this proposition:

(1) Klang associations are regarded as part of the primary process. We find these in “dream transformation” and in the disruption of schizophrenic associations. Still they constitute the structural rule according to which most poetry is written (rhymes). It is well known that the poet composes his verses spontaneously and intuitively without heeding the structure of the poem. Yet the reader perceives the structured verse (the poetic structure) as if it were a secondary, logical process, and more often than not he may be naive enough to imagine the poet using a dictionary for rhyming his verse. How many teachers are not convinced that writing poetry (though perhaps not inspired poetry) may be learned, exercised and drilled just as any other secondary activity that is taught.

(2) In music we find complex transformations of a theme which correspond to primary processes, like crab-inversion, mirror reversal, and others (it should be recalled here how frequently mirror reversal is met with in children learning to write). The great composers, of course, utilized such transformations in their works intuitively, without being entirely aware of them (as admitted by Schoen-berg,23 for instance). Such transformations, however, are studied at every school of music, as if they were calculated, logical structures, and certainly most listeners are convinced that the composer invested much complex forethought in “constructing” his work. The works of Bach, as an example, have been often and widely “blamed” for lacking in emotion, of being “mathematical constructions void of spontaneity.”
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With a great number of works of art it may be shown that they are built according to two organizational sets, one being purely secondary and another being primary in secondary guise. The best example is provided by poetry: a poem is structured according to meter, rhyme, and certain rhythms, all structural means corresponding to primary processes. Yet the verbal content is organized also according to rules—of grammar and composition as well as of ideational presentation—which belong to the secondary process. Here, too, no distinction can be made between deep and surface levels, nor can one set be singled out as the secondary revision of the other. To the reader both sets appear identifiable and logical; thus, as being secondary. Moreover, it cannot be proved that it is in a secondary organizational set that the manifest contents are communicated, while the concept of organizational set that is originally primary should be reserved for “latent contents.”

It is not intended to go here into the structural analysis of art further than needed for establishing our theory. It may be shown, however, that it is in forms of secondary organization that many latent contents are communicated while primary forms may just as well serve to hide the deep contents behind their facade. It can be shown that esthetic form which, Freud8 presumes, “… bribes us by … the purely formal that is, esthetic yield of pleasure …” (p. 183) is often composed of elements of primary structure.

In some arts one organizational set is dominant. This is the case in all representative arts, such as ornamentation, which display relations of formal esthetic organization. Much has been written about the esthetic value of the various geometrical forms and the mathematical proportions governing that “harmony of formal relations” considered by many art critics (e.g., Herbert Read19) as the foremost element of esthetic beauty. Understanding the meaning of these forms requires a discussion of the psychodynamic quality of mathematical thought processes, a field so far almost neglected by psychoanalytical study, and of which we continue vastly ignorant. The few studies devoted to its analysis adumbrate that mathematical activity is based on, or at least exploits, primary thought processes (cf. Rosen, 21 Sym  26). It may be assumed, however, that the symmetrical organization and the shaping of formal “geometrical” relations is part of a primary-childlike thought process which proceeded, in the course of the development, to become a secondary one without
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being repressed into the unconscious sphere. (This conception corresponds to the basic assumptions of the Gestalt psychologists.) Observations of the behavior of infants will easily disclose the element of symmetry and rhythm in it. Accordingly it may be concluded that those arts that are based merely on formal esthetic relations are built on the principle dealt with before—primary organizational processes which are evidenced and can be studied as if they were premeditated and logical—i.e., like secondary processes.

So far we have tried to analyze briefly the elements of the formal structure of art. What we have gained by this analysis should help us to understand the perception of art and the pleasure derived from it. Psychoanalysis presumes that both, secondary and primary, processes are perceptible. Cognitive perception “grasps” and explains whatever is communicated to it that is organized according to secondary processes. This, indeed, is conscious perception. Primary structures, however, are perceived, understood and interpreted through unconscious perceptive functions. In his theory of the joke Freud based his reasoning on the listener's ability to “understand” the contents, organized according to the rules of primary organization. Here Freud presumes the existence of an unconscious perceptive ability for the primary process. Ehrenzweig based the major part of his theory of art on the existence of such a perceptive ability. In his opinion the limitations of sequence in time, continuity and order are valid only in respect to conscious perception. Any material communicated without that organization is rejected as being “incomprehensible.” The unconscious perception, though, not restricted by such limitations, is able to “understand” those contents even if they are communicated in a converse, piecemeal and disordered fashion.

It may be concluded, then, that artistic structures are perceived both ways, either by conscious or by unconscious perception, dependent on the organizational form meant to appeal to the instrument of perception. “Logical” material is conceived consciously, whereas any other material, although arousing a conscious response such as “this is illogical and meaningless” (the typical response on being told a dream or on hearing the ramblings of a schizophrenic patient), will still be perceived by the instrument of unconscious perception. Most art is characterized, as explained before, by the specific organization of its contents according to primary processes,
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which appear as logical and familiar organizations, i.e., as secondary process ones. Like every primary process structure they are perceived through unconscious perception, but are not rejected by the conscious perception as meaningless, as occurs in the dream. On the contrary, since they are acknowledged by conscious perception as logical and comprehensible structures, it is attempted to “grasp” and interpret them, and often successfully so. Art, thus, is perceived through both the modes of perception. But because of the difference between the modes, a discrepancy may result in the degree of ease with which a given structure is perceived by each. A structure, interpreted easily and without much energy spent by unconscious perception, might require considerable effort to be understood and interpreted by conscious perception. Bach's fugues serve well to illustrate this point: they can be understood and interpreted via conscious perception, but besides requiring considerable effort, this can be done usually only after years of study and acquiring familiarity with the fundamentals of music theory. Yet it is generally claimed that the fugues are intelligible to the unconscious perception at a first hearing. Without presuming the existence of this unconscious intuitive understanding we could not explain how the fugues can be enjoyed by a person who does not know how to analyze them.

An analysis of great works of art will reveal that they are built according to a design that can be grasped by the two modes of perception, with the resulting discrepancy between the complexity appearing to secondary perception and the simplicity of the primary intuitive grasp. Much energy is mobilized in order to absorb and master the percept. This energy is proportionate in quantity to the initial appraisal of the degree of complexity and intricacy of the work. But once the percept is “grasped” and understood “intuitively,” and this relatively easily so, a large part of the perceptive energy is saved, and it is this surplus energy which, on being discharged, is felt as esthetic pleasure. We share here the assumption of Weiss 28 that formal esthetic pleasure is derived from an economy of perceptual energy. If works of art which are generally acclaimed as being “great” from the point of view of structure are regarded in the light of this assumption, it will be apparent that all show this discrepancy between the effort to be invested by conscious perception and that needed by unconscious perception. It may be assumed
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even that the degree of “greatness” is proportional to the extent of this discrepancy.

Our assumption is, indeed, an enlargement on that of Friedman.12 While he asserts that the “greatness” of a work of art is proportional to the extent to which primary processes are “used,” the emphasis in our assumption is on the integration of primary and secondary processes. Great works of music are often considered as “outstanding architectural creations.” But if they are analyzed with regard to primary processes, it is found that they have a simple design and are composed according to elementary structural rules.

Summing up, it may be said that works of art are built according to a set of rules which appear manifestly as secondary process organization. In part, these rules were originally secondary, and in part they were primary processes which have been given a secondary shading without changing much of their quality and without covering it up. They seem to be labeled with a logical tag and are therefore perceivable as logical and familiar. Such artistic structures are perceived through conscious perception, by which the individual is able to absorb and understand any material presented in forms of secondary organization, as well as through unconscious perception, by which he is able to grasp and understand any material presented in forms of primary organization. Since, in art, primary processes are evidenced and perceived as secondary ones, they are comprehended simultaneously through both perceptive modes. This double perception sets off a possible discrepancy between the degree of simplicity of primary intuitive perception and the complexity of secondary perception. For the latter, much energy is mobilized to “decipher” and “understand” the artistic creation—energy that is saved as soon as the perceiver comes to realize that he does, in fact, understand the work “intuitively.” It is that saved energy which makes itself felt as formal-esthetic pleasure. Great works of art, therefore, are those which “mislead” the perceiver by presenting a front of complexity and intricate architecture behind which a simple and easily comprehensible structure is found.

Summary
The intrinsic properties of art have been analyzed in order to understand their dynamic processes and their yield of gratification or pleasure.

- 642 -

For the purpose of analysis we have distinguished between meanings and means of art. Accordingly, we have dealt separately with the gratification derived from perceiving and understanding the meaning communicated through art, and with the gratification linked with the actual perceptual activity. Of course, such a distinction is artificial and, although helpful in understanding the functions of each of these processes, should be discarded in favor of an integrated conception. One cannot very well assume that meaning can exist independently of its representational “technique,” and there is in fact no such experience as pure satisfaction derived from perceptual processes that is devoid of the meaning perceived.

The value of any work of art does not depend exclusively on either the specific meaning embedded in it or on its formal structure. It depends on the specific meaning presented in a specific structural vessel. The most sublime idea is far from being art as long as it remains without the specific structure in which it is presented. The ideational value of a work of art may be undisputable (perhaps superior material for a philosophical essay), but as an idea per se it has not yet anything to do with art. To the same extent, every artistic gratification is an integrated gratification. It is experienced when certain psychic contents are challenged and gratified by corresponding meanings, and when the mental act of perceiving, transforming, and understanding these meanings is being felt as pleasurable. Gratification and pleasure derived from only one of the two components are known to exist but cannot be regarded as belonging to the realm of artistic or esthetic gratification.

The first component of gratification, related merely to meanings that correspond to various psychic contents and needs, appears to exist in various forms of playing. Playing is an activity which seems close to art, since it also lacks reality and is an activity of make-believe. Playing harbors meanings that suit intrapsychic wishes, inner prohibitions, and the need for mastery on the part of the ego. Still, playing is devoid of the “technique” and the specific organizational form of art. To the extent that play activity is organized according to the rules and “techniques” noted above, gratification has expanded beyond the mere satisfaction, expression, and control of needs, and a purely formal pleasure has been added. When this stage of development is reached, playing ceases to be mere play and becomes art. A good example to illustrate this point is what
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happens in chess. Chess, in fact, is midway between play and art. The unsophisticated player finds in it merely gratification of various needs for mastery, whereas the “master” also enjoys a formal pleasure, the “elegance” and the “esthetics” of the various moves. Accordingly, the unsophisticated player is no more than a player, whereas the master is regarded an artist.

An additional question is that of whether there is any activity concerned only with the second, formal aspect of art. Mathematics and geometry may serve as examples of such an activity. Mathematical thinking shows many attributes which are characteristic of the primary process, while mathematical exercise grants gratification of the mental-perceptual apparatus.

In conclusion, art without the specific formal-esthetic structure remains in the realm of play, while art without content but with structure and organization remains in the realm of mathematics and geometry.

It is the integration of meaning and means which is the precondition for art to be art.
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