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The gift of artistic creativity as an enduring personal trait is dependent on at least two different factors. Firstly, there must be an urge, drive or motivation to create something new, and secondly, there must be talent to carry out and materialize this creative urge.
The many individuals who possess only one of these factors may be taken as proof that we are dealing with two different and, at times, unrelated abilities. There are many people who, though possessing an immense urge to create in the various fields of art, never succeed, because they lack the necessary talent. They may be found crowding the cafés and sidewalks of such places as Greenwich Village, Montmartre and elsewhere waiting desperately for the muse to remember them. Others, on the other hand, although considerably gifted and with a specific talent in some art, never desire or attempt to create something original of their own. There are the priests of art, who devote themselves to the performance, teaching, translation or study of art, but lack any ambition for any kind of innovation in the creative sphere.
In this paper I will only deal with the second of these abilities—the artistic talent—being fully aware that it is only one of the many complex factors underlying the phenomenon called creativity. Thus, even though we may understand its dynamics and origin, we will still be unable to solve the riddle of creativity.
Kris (1952), who may be regarded as the founder of the modern psychoanalytic theory of art, approached art from the viewpoint of communication. To quote the introduction of his study: 'Our starting point will be the function of art as a specific kind of communication from the one to the many' (p. 31). Following this view, we may define any artistic talent as a special ability to use such 'specific kinds of communication'. For the sender, i.e. the creator of art, this means the ability to express himself via a specific medium of a given art. For the receiver, however, it means the ability to respond to any message conveyed by this particular medium.
The cardinal difference between the ability to use the media of art and the skill to use any other 'ordinary' medium of communication lies in the fact that one must possess a specific endowment in order to utilize art. Any average intelligent person, if motivated, can master a language and learn to express himself through this medium. But the same person, regardless of how hard he may try, will never be able to learn to express himself through music, poetry, dance or other forms of art, unless he is gifted with some kind of talent for it. Without such talent he will not even be able to grasp the full meaning of the messages transmitted by these media.
The ability to speak the language of art is not dependent on a temporary state of conflict, on regression or related to a development phase. It must be regarded as an enduring trait of the personality; in other words, as one of the cognitive functions of the ego.
In order to understand the mechanism, origin and individual specificity of this function, to use a special kind of communication, we will begin by analysing what is specific about this medium of communication called art.
Psychoanalytic theory considers art as a mode of expression characterized by primary-process organization. Let us see what this means from the point of view of communication.
Human communication employs various means to communicate on all available levels of abstraction, differentiation and logical elaboration. These various means may be arranged along a continuum analogous to the continuum of thought processes, ranging from primary to secondary. At the secondary end of the continuum lie the various means used in language. This level of communication uses symbols, signals and signs only as a means of conveying some meaning beyond them, so that the means in themselves have no meaning of their own. The word 'sorrow', for example, is an accepted and shared sign that denotes a complex human experience, but the word in itself does not include, is not part of, nor does it resemble, the experience of sorrow.
At the primary end of the continuum lie all the non-linguistic means of communication that express directly and concretely human feelings, emotions and experience. At this level, to quote Aranguren, 'what is communicated is the communication itself' (1967, p. 70). Nothing has to be deciphered, since nothing has been encoded, and the means and their meaning are the same. To quote the famous phrase by McLuhan (1967), 'the medium is the message'. The word 'laughter', for instance, is a secondary means, while the act of laughter is a primary means.
Almost any medium used in human communication includes many levels that range from primary to secondary. In written language, for example, the conceptual meanings of the words make up the secondary level, while their appearance, weight, rhythm, shade, pitch and colour make up the primary-language level. In speech, transmitted directly from the sender to the receiver, the secondary level is made up by the contents conveyed by the sentences, the concepts and ideas included therein, while its melodic qualities, the timbre, pitch, strength and tempo, make up the primary level.
Human communication proceeds regularly on all levels, every level transmitting a different kind of meaning. If we overlook the minute differences between the levels, we could say that what is communicated on the secondary level is mainly information, while on the primary level it is feelings, emotions and experiences that are being communicated. Secondary levels are thus related to the communication of knowledge and primary levels to the communication of experience.
Art is a kind of communication characterized by the fact that it always utilizes means derived from the primary levels of the various media of communication. The difference between the various fields of art lies in the specific medium of communication whose primary level is utilized. It is intentionally that I define art as a kind of communication utilizing primary means and not simply as a primary level communication, because these primary means may be utilized in a variety of ways: alone, as in some modern arts, or together with any available secondary means, as in most arts. In this case, the primary means are used to reinforce the impact of the secondary means, as described by Arieti (1967) in his expression 'paleologic reinforcement'; or to contradict and oppose the meanings conveyed by secondary means, as in most dramatic arts where the experience of ambiguity and inner tension is created by the various levels expressing different meanings.
This last ability of art—that of simultaneously expressing different and at times contradictory meanings—bears on a phenomenon known in the theory of communication as double-bind communication, and regarded as a pathological phenomenon (Bateson et al., 1956). It is my opinion that this phenomenon should be regarded as pathological only when it begins to dominate conscious communication, as when ambivalent emotions are expressed on the secondary level. In reality, the deliberate use of the discrepancy between the various levels of communication is a widespread device and is widely used in every communication, particularly in art. In a previous paper (Noy, 1968b) I tried to show that such a discrepancy between primary and secondary means is in part responsible for the experience of aesthetic beauty and greatness.
Adrian Stokes, in his many-sided studies of art, stresses this multi-level quality of art. To quote from The Invitation in Art: 'The felicity of art lies in its sustaining power, in a markedly dual content, in multiple forms of expression within one boundary that harmonize' (1965, pp. 28–9).
Let us present two examples to illustrate the multi-level quality of art:
1..  A poet constructs his poem on at least two levels. On the one level he uses words just as they are used in ordinary language, and constructs his sentences in accordance with their logical meaning and the laws of grammar and syntax. On the other level he treats his words as if they were real objects: like a child playing with his toy blocks, trying to arrange them in structures according to their primary qualities, colour, weight, etc.
2. . An actor in a theatre uses common language in communicating the ideas expressed by the author. But, in addition, he uses all possible primary means available to him, such as expressive movements, voice modulations, gestures, etc., to transmit to the spectator the entire emotional atmosphere surrounding the idea being communicated.
In the first example, if it were not for the play with words, it would be a mere essay rather than a poem. So it is in the second example. The actor's communication would be a mere recitation if the actor did not use the various primary devices at his disposal. Thus it is only due to the additional usage of primary means that these samples of communication are able to become art. No kind of communication can be regarded as art if it does not use the primary levels of expression and perception.
The language of any art is derived from the primary levels of one or several of the media used in human communication. For example, music is based on the preverbal levels of the auditory media (Noy, 1966b), (1967), (1968a); painting on the primary experience evoked by visual stimuli (Ehrenzweig, 1967); dancing on the medium of expressive posture and movements.
After describing what sort of communication art is, let us go on to the next question. What is significant in this kind of communication? Why does it have such importance in human life and culture?
To answer this question, we will have to approach the problem from the psychogenetic point of view. The development of human means of communication proceeds from the primary to the secondary. Social and cultural development continuously forces men to improve their abilities in communication, to be able to handle and exchange the ever-growing amount of information, as required by social and technological progress. Language, with its complicated system of signs and symbols, succeeded in meeting this requirement and has enabled man to handle, with his relatively limited verbal devices, a practically unlimited amount of information.
However, considering the fact of the relative limitedness of the available channels of human communication, any addition of new means required the relinquishment of some of the older ones. For example, a child can learn to read fluently and comprehendingly only after he succeeds in disregarding the forms of the words, the type of print they are in, and the colour of the paper they are printed on. This means that any acquisition of secondary means of communication requires the relinquishment of some of the primary means, at least from conscious communication.
Much is known about the difficulties and problems a child may encounter in the process of acquiring secondary means of communication, but it appears that the other side of the coin has been overlooked—the difficulties of giving up the old approved means that have served the child well up to the present stage.
In order to convince oneself of what is lost by the change from the primary means of communication to the secondary, it is enough to observe a small child speaking, in comparison to an adolescent boy. The first will speak in a rich, sonorous, melodic voice, expressing himself with his entire small body, while the second will impress you, in comparison, by his shallow voice and emptiness of expression.
It must be remembered that although the secondary means of communication are superior to the primary means with regard to the task of exchanging information, they are evidently inferior in anything related to the expression of feelings, emotions and the intermediate perception of an experience. This means that in order to clear the limited space of the communication channels and make room for new means better equipped for the needs of society and culture, the old means that best serve the communication of man's inner life must be abandoned.
In an earlier paper on the psychoanalytic concept of the primary process (Noy, 1969), I tried to show that the primary processes are not merely remnants of early childhood, but continue to fulfill a vital function throughout one's entire life. While secondary processes develop in order to deal with everything connected to reality, the primary processes continue to serve the needs of the growing self in its never-ending struggle to maintain its sameness, continuity, integrity and identity. The self is not a closed system. It requires the ability to communicate with other selves in order to maintain an emotional contact and exchange of experience. Thus, what was said regarding the function of the primary process in life also applies to the human being's need for communication. While the secondary means are equipped mainly to serve the need for communication in the service of reality, the primary means are the better equipped for the service of the self.
The central thesis of this paper is that art, as a human creation, was developed to serve the need to preserve a medium through which human experience could be communicated. It serves the sender in allowing him to express feelings and emotions which he is otherwise unable to express through secondary means of communications, and the receiver, in getting an emotional experience that secondary means cannot provide. From this aspect, art belongs to the same group of ego functions as dream, 
fantasy, etc., all of which are used by the ego to aid in the inner struggle to master drives and wishes, and to maintain its inner core of self and identity.
Let us now approach the last question we have to deal with: What makes for the individual differences in a person's relative ability to use the various media of art? What is the origin of the special talent in a given art?
The answer to this question requires the continuation of the study of the development of the means of communication, but this time not from their historical aspect but from the individual point of view.
The phase of transition from the primary means of communication to the secondary in the growing child is never really finished, and every adult retains an individually variable amount of primary means in his conscious communication, besides all his other primary means which participate in his unconscious communication. The individual differences depend on various educational, cultural and ego factors. There are people, or entire cultures, which use many degrees of the primary means to accompany verbal communication, such as movements, gestures, etc. Others, in contrast, speak dryly, their body stiff and their voice monotonous, like a lecturer at a scientific meeting.
This wide range of individual patterns of communication reflects, apart from educational and cultural factors, the different course that the development of communication may take in childhood. All sorts of difficulties may arise in the long process of development, changing the course individually. Those difficulties, roughly categorized, belong to two groups: first, those related to the acquisition of the secondary means; second, those related to the requirement of abandoning the primary ones.
The causes for the first group of difficulties are related to a low level of education, low IQ, organic brain disorders and so on. We will not deal here with this kind of disturbance.
The second group, which is relevant to the present discussion, is caused by an especially strong psychological attachment to the primary means, an attachment which may hinder their replacement by the secondary means.
Such an attachment may stem from a fixation on a given primary means, a regression to an earlier pattern of communication, dominated by primary means, or both. There may be a fixation on any of the developing media of communication, expressing itself as an attachment to its primary means and a difficulty in giving them up. A beautiful example illustrating such an attachment is found in a biographical sketch written by the famous poet, Dylan Thomas, who confessed:
"I wanted to write poetry in the beginning because I had fallen in love with words … What the word stood for, symbolized or meant, was of very secondary importance; what mattered was the sound of them as I heard them for the first time on the lips of the remote and incomprehensible grown-ups who seemed, for some reason, to be living in my world. And these words were, to me, as the notes of bells, the sounds of musical instruments, the noises of wind, sea and ocean, the rattle of milkcarts, the clopping of hooves on cobbles, the fingering of branches on a window pane, might be to someone, deaf from birth, who has miraculously found his hearing. I did not care what the words said … I cared for the colours the words cast on my ears" (1961, p. 45.(
What may be the cause of such a fixation? I presume that it may stem from constitutional factors in some cases, from environmental factors in others, and in most cases from a combination of both factors.
In a previous article (Noy, 1968a) I examined the relative significance of each of the two factors in the development of a particular artistic talent, that of music, so here I will briefly explain the implication of these factors.
By constitutional factors I refer only to a predisposition and not to an artistic talent as a distinct trait which may be hereditary or given at birth. It means a kind of specific sensitivity expressed in one of the sensory modalities, a sensitivity described by Bergman & Escalona (1949), and explained by them as being caused by an inadequate 'protective barrier' against a specific quality of stimuli. As the means of communication develop, such a constitutional sensitivity may express itself as a 'hypercathexis' on the sensual qualities of the afflicted medium. Since the sensual qualities always belong to the primary level of the medium, such a hypercathexis will certainly render difficult the replacement of the sensory-primary means by the abstract-secondary one, and a fixation may result.
The environmental factors causing a fixation are presumably related to the preverbal experience of the child, i.e. his experiences stemming from the period in which the primary means still dominated his communication.
A child understands what his mother says to him only by responding to her voice, facial expressions, movements and touch. Similarly, the mother listens to her child's cry, laughter and chatter, observes his behaviour and is thus able to understand when her baby needs to be nursed, cleaned, made warm, etc. But precisely because in this kind of communication no structuralized system is used, but it proceeds through all available media, wide individual differences are possible. Actually, each mother–child dyad may develop its unique style of communication, depending on the individual inclination of both partners, the mother or the child. There are mothers who never cease speaking to their baby all the time they are handling him. Other mothers keep silent, but caress, kiss and fondle the child at every occasion. The result is that every baby gets to know, feel, sense and experience his mother through a unique pattern of media, one of which is usually dominant. This dominant medium then comes to represent the mother and, through her, the outer world. In other words, for one baby the mother may be mainly represented as an auditory experience, for another as a tactile experience, and for yet another as a visual experience. It is natural then for such a medium to become hypercathected, particularly if, for some reason, later development confronts the child with difficulties, frustration, displeasure or loss of love. This one medium may then be kept as representing those far-off days of paradise when everything was still simple, plain and beautiful.
In my analytic practice I have had a number of patients in whom a fixation on one of the primary media could be demonstrated. One was a poet, the second an actor and painter, and the third a lay musician. All three suffered a severe trauma of object loss in their early childhood when one of their parents died. In the course of their analysis, it was possible to prove that the preferred medium gained its special significance partly because it represented the emotional experience related to the deceased parent.
The dominant medium the mother prefers in approaching her child is only one of the reasons that determine the unique pattern of communication created by the mother–child dyad. Other causes that may be mentioned are the individual differences between children's ability to demonstrate their inner state, so that every child may succeed in making himself understood through another medium; or the individual differences between mothers in responding to various messages. One mother, for example, may be able to differentiate between the various cries of her child and comprehend the meaning of each, but at the same time be unable to interpret his gestures, and vice versa. Of course, the fact that one medium may emerge as serving the child better than the others, or that a mother is able to comprehend better messages transmitted through a given medium rather than through others, depends on constitutional factors in the child or the mother. So that finally, in most cases, the constitutional and environmental factors are interrelated.
I must emphasize that such an interrelation does not always mean that in the background of every fixation there stands a constitutional factor, because it may also be the constitution of the mother that determines what medium gains significance for the child. Such cases where it is the predisposition of the mother that determines the fixation point of the child may be used wrongly as excellent examples to prove the theories stressing genetic transmission, while the transmission in these cases is really purely environmental. This is not the place to pursue and study all the possible combinations between constitutional and environmental factors, since I only intend to show that, considering their variability and interchangeability, every case has to be studied individually.
To recapitulate, every factor or combination of factors which allows some primary medium to gain extra emotional significance may result in a specific attachment to it, and may make this medium a target for a later fixation or formal regression.
How does such a fixation influence the further development of the ego's communication apparatus?
It is obvious that such a fixation is always an obstacle to normal development, and must be coped with in some way by the growing ego. The ways of coping with it may again vary from one case to another, depending on the degree of fixation on one hand, and the strength of the coping ego on the other. The result may be some kind of lifelong neurotic struggle related in some way to the fixated medium. In other cases it may express itself as an enduring sensitivity to a given preverbal medium, or a preoccupation with this medium, sublimated as a hobby. Such people can be extremely sensitive, sometimes even to a paranoid degree, to any gesture, facial expression or expressive movement in others, or people developing a hobby, or even a profession, collecting recorded samples of voices, photographs of human expressions, etc.
Such a tendency for attachment to one of the preverbal media may lie at the bottom of the attraction these people have to art, especially to the field of art related to their preferred medium. Such people, even though they may even lack any sort of special artistic talent, feel considerable attachment to some field of art, which may express itself in enjoyment of listening to or viewing a performance of this particular art, by collecting artistic creations of this field, or reading and learning anything related to it.
Among the many possible ways in which the ego attempts to cope with a fixation, the most successful is that by which a specific artistic talent is developed out of the fixated medium. According to this, the developing ego gives up any further attempt to get rid of, suppress or reduce the significance of the fixated primary medium, and tries instead to accept it as equal among the various means of communication.
Dylan Thomas continues his confession thus:
…" my love for the real life of words increased until I knew that I must live with them and in them always. I knew, in fact, that I must be a writer of words, and nothing else … I knew I had to know them most intimately in all their forms and moods, their ups and downs, their chops and changes, their needs and demands" (1961, p. 46).
The primary means, now validly accepted by the body of all other legitimate means of communication, are no longer left behind to maintain their infantile form, but continue to develop, grow and mature together with the developing apparatus of communication. In this course of development, they gradually lose their infantile nature, become more and more refined and differentiated, and may finally emerge as some supernatural ability in the fields of expression and perception. The difference is that the primary means in 'ordinary' people remain undeveloped and participate in communication mainly at the unconscious level, beyond the individual's control, while in the talented person one or several of these means rise to the level of conscious communication to be fully and voluntarily controlled by the individual (Noy, 1966a). Although every person may use his whole body to express himself, as an accompaniment to his verbal behaviour, it is only the talented actor or dancer who is able to master this instrument of expression and use it at will.
Most people do not pay attention to or remember the details of the facial expressions or gestures of others, though they are able to comprehend the messages expressed by them. Only the talented painter is able to grasp and remember every detail of these expressions and therefore is able to reproduce it on his canvas.
The talented artist is characterized by this additional instrument of communication, which endows him with the ability of expressing things others are incapable of, or perceiving things others remain unaware of. Whereas an ordinary writer, for example, succeeds in expressing his ideas only through language, the gifted poet enriches his expression by using all the other properties of the words unused by the writer. To return again to Dylan Thomas:
"I use everything and anything to make my poems work and move in the direction I want them to: old tricks, new tricks, puns, portmanteau-words, paradox, allusion, paronomasia, paragram, catachresis, slang, assonantial rhymes, vowel rhymes, sprung rhythm. Every device there is in language is there to be used if you will" (1961, p. 50).
It must be stressed that those extra means the artist is gifted with are not merely additional means, but are qualitatively different from the secondary means used in regular communication. This difference, as mentioned above, bears to their power to transmit an emotional experience rather than an exchange of information. So that what characterizes the gifted artist is not merely his ability to use his extra medium to express himself better than others, but his power to express the depths of human experience, inexpressible by the ordinary means of communication.
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