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The artist is careful enough to offer an incentive of
pleasure to the readers. Art is essentially a liberation for the
artist and his latent thoughts get transformed in to the work
of art. The work of art then is a means to the end of artistic

motives.

"The artist's first aim is to set himself free, and by
communicating his work to other people suffering from
the same arrested desires, he offers them the same

liberation."35
The sense of liberation, in fact is the source of pleasure.
This liberation is from the instinctual frustration that both the
artist and his reader experience. As Paul Ricour points out
"The connection between artistic technique and his hedonistic
effect can be used by Freud and his school as a clue in the
most penetrating investigations. It meets the conditions of
modesty and coherence required of an analytic interpretation.
Instead of raising the immense problem of creativity, one explo-
res the limited problem of the relations between the pleasurable
effect and technique employed in producing the work of art.
This reasonable question remains with the restricted competence
of an economics of desire."?’6 Taking cue from Ricour, we can
see that the whole concept of pleasure in art is a derivation
from the economics of desire. In this context the competence
of psychoanalysis as a method to investigate its source and
nature is well founded.
Freud believed that the power of the artist over his audi-
ence consisted in his ability to provoke and manipulate shared

unconscious desires over which the artist had an extraordinary
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control that matched his extraordinary psychic conflict. The
audience is allowed to share the privacy of dreams and the
day-dreams of the artist coming closer on the premise that
both the creator of art and the reader, or audience seek wish-

fulfillment. In his essay, "The Psychopathic Char acters on_the

Stage", Freud elaborated on the issue of the audience response.
While opening up the source of pleasure for the audience, the
artist meets the reader's or audience’s requirement for wish-
fulfillment. The reader has to be lured away by the artist's
unconscious motives through the formal properties of the works
of art. The spectator has to be drawn into the psychopathology
of the character by means of having his attention "diverted".
"The focus has there by shifted from the authors' need to that
of the reader's."37

The reader or spectator seeks a kind of unconscious plea-
sure in the artists' creative illusion. Being led to the source
of pleasure, the spectator resists suffering. The spectator in
his search for pleasure unmasks the artists' day-dream preconsci-
ously. The very situation, as Freud noted, is like the child at
play. On the analogy of the child at play on the one hand; the
effort is to escape from the unconscious, and on the other to seek
solace in the make believe illusion, by identification. This illusion
is "only a game".

In a drama, the spectator wants to be the hero, to have
an illusion of greatness, but he does not want to undergo any
real suffering. Through the process of identification, the specta-

tor and reader unconsciously or partially, as a result of an
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emotional tie behaves or imagines himself behaving, as if he
were the person with whom the tie exists. To some extent the
observation of Freud in this context is Aristotlean. Aristotle's
view on the "Purgation of like emotions" is like the psychoanaly-
tic observation of the effective emotions in the spectator which
he shares with the characters of the artist. The release of ten-
sion is only possible through art. As Freud putsit :

"If, as has been assumed from the time of Aristotle
the purpose of drama is to arouse 'terror' and 'pity'
and so to 'purge the emotions' ... Opening up sources
of pleasure or enjoyment in our emotional life, ... In
this connection the prime factor is unquestionably the
process of getting rid of one's own emotion by blowing
off steam; and the consequent enjoyment corresponds
on the one hand to a relief produced by a thorough
discharge and on the other hand, no doubt to an accom-
panying sexual excitation; for the later, as we may
suppose appears as a byproduct whenever an affect
is aroused, and gives people the sense, which they so
much desire, of a raising of the potential of their

psychical state.">S

The source of pleasure is asexual. The spectator deriving
his sense of pleasure from drama identifies with the hero. He
does not want to suffer but driven by his motives wanted the
release of his excitation for which identification is the means.
He avoids pain and suffering because of the fact that the sexual
motives are predominately hedonistic in nature. A sense of per-
sonal security and pleasure comes to the spectator through
the dramatic illusion. "In these. circumstances he can allow

himself to enjoy being a 'great man' to give way without a
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qualm to such supressed impulses as a craving for freedom
in religious, political, social and sexual matters and to 'blow
off steam' in every direction in the various grand scenes that
form part of the life represented on the stage."39

Tragic drama, though deals with death and suffering,
arouses a feeling of freedom from death in the spectator. The
spectator is simultaneously one and away from the hero. His
motives are more guided to seek pleasure with the swelling
feeling of being the hero and avoiding pain. Explaining the
various types of tragic drama, Freud approached the audience
response by making a distinction between the theater of the
ancients and the moderns. He pointed out that the moderns
have often failed to maintain the precondition that "(drama)
should not cause suffering to audience, that it should know
how to compensate, by means of the possible satisfactions
involved for the sympathetic suffering which is aroused."40
Conflict being one of the important factors of drama; Greek
tragedy involves a conflict with an authority; in religious drama
against the authority of divinity, against the state in social
drama and against another individual in psychological drama.
The nature of the conflict is external. ThereewsdStwo conscious
impulses in opposition. But when psychological drama gets
transferred to psychopathological drama, Freud argued, "that
the source of the suffering in which we take part and from
which we are meant to derive pleasure is no longer a conflict
between two almost equally conscious impulses but between

ndl

a conscious impulsey and a repressed one. Here the precondi-

tion of enjoyment suits the neurotic spectator. The non-neurotic
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spectator would not be affected whose gain is not much, and
he reacts to it with aversion.

The general spectator wants to identify with the hero
without suffering. There are two possible strategies in a drama;
to create an illusion and to divert attention. These two basic
strategies are in keeping with Freud's analogy of 'wishfulfill-
ment'. In order to provide the pleasure to the spectator who
consciously does not want to be the person on the stage, Freud
emphasized the play aspect. As Elizabeth Wright notes that
"in the light of the spectators willingness, to enter the illusion
created by the playwright and the actor, who 'enable' him to
play.... however the 'dramatist's skill' is presented as creating
a surrogate neurosis. There is aesthetic pleasure in both, in
providing the unconscious with a release, but in the former,
the play part takes a collusion that is publicly validated, while
in the latter the collusion is private."42 In order to drive home
his arguments Freud explains the play of Hamlet in this context.
The play, he argued, offers us fore pleasures that divert our
attention from the real sources of its emotional conflict; the
repressed impulses we share with the hero. Like the audience
participation in dfama, the readers participation in lyric, epic
poetry, and fiction is similar., As Freud writes :

"Several other forms of creative writing, however,
are equally subject to these same preconditions for
enjoyment. Lyric poetry serves the purpose, more than
anything, of giving vent to intense feelings of many
sorts just as was at one time the case with dancing.
Epic poetry aims chiefly at making it possible to feel
the enjoyment of a great heroic character in his hour
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of triumph. But drama seeks to explore emotional
possibilities more deeply and to give an enjoyable
shape even to forebodings of misfortune; for this

reason it depicts the hero in his struggle or rather

(with masochistic satisfaction) in defeat:."43

Drama allows more emotional possibilities to the spectator
in comparision to lyric and epic poetry. It is in the fiction
that he enters into the world of the good and the bad persons.
"In serious novels entertaining internal conflicts, the ego, the
character with whom we identify, we vicariously act through
our internal conflicts projected into this community of interact-

ing parts of a single personality."‘l‘4 Freud's essay The Uncanny

is elevant here. In the case of a horror and ghost story, we
feel fear only if we identify with the person in the story who
fears. If we see the events from the point of view of the one
creating the fear or if we know how the fear is being created
and feel superior, then there is no fear in us. Discussing the

story of Hoffman's 'The Sandman', Freud stressed on the power

of the writer to control the return of the repressed and demon-
strated how the foregrounding of the uncanny is effected. The
uncanny is a method of diverting attention. Freud was success-
ful to prove his basic hypotheseses on pleasure} by which
attention in the context of the spectator Or reader in response
to the work of artis diverted.

In recent years the concept of the reader's response in
the area of literary criticism has been taken seriously. Norman
Holland is at the forefront of this approach to criticism. He

insists on the question of audience participation as the actual
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method for literary evaluation. Holland emphasizes in his examina-
tion of our "willing suspension of disbelief" as the response
of the reader. We bring to literature, he says, two expectations
which allow us this suspension : "We do not expect to act on
the external world, we expect pleasure. Even if the work makes
us feel pain or guilt or anxiety, we expect it to manage those
feelings so as to transform them into satisfying experience."d‘5
Audience is one of thr?atz_sigxtegral part of the work of art.
Reader's response in the context of the textual criticism has
been one of the approaches in literary studies. From psycho-
analytic point of view among others, Susan Felman has dealt
the issue squarely.46 The reader's status, as the interpreter
has been highlighted by the French structuralist and deconstruc-
tion school. The text becomes an object to which the methods
of psychoanalysis is applied. The followers of Lacan, infact,
have taken the textual approach to literary interpretation
beyond the formalists. In this context the question arises
regarding the competence of the reader interpreter. Stanley
Fish, resolved the problem of 'free for all' status associated
with the reader. The reader according to Stanley Fish is an
informed reader. "Fish's contribution did not really differ much
from the view of literary history held by critics who are not
structuralists or deconstructionists. As to the ideal readers
they turn out to be, for the most part, Derrida, Lacan, Barthes,
Girad, Todorove, Genette and their students."47

The work of art, in Freud's writing did not receive much
attention. He had expressed his feelings that some of the work

of art do and others do not affect him. However, he was more
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engaged to unravel the nature and origin of the power of the
influence. In the process, the artist was attributed more weight-
age in comparision to the formal aspect of the work of art.
To dissociate the work from the artist is not possible in Freu-
dian arrangement of things. "Nevertheless, Freud showed on
occasions a modern critic's formalist interest in the significance
of textual details and other times a quite classical interest
in the work of art as a just representation of general nature
and the poet as vates or seer."48

The work of art undergoes a process of transformation.
While confirming the laws of formal beauty, it conceals the
personal wishfulfilling fantasies of the artist. "Thus art constitu-~
tes a region between a reality which frustrates wishes and
the wish fulfilling world of the imagination...."49 Different
genres of art infact, through their’ formal representation put
forward the motives of the artist. As a successful artist is
capable of controlling and conducting his inner conflicts, he
chooses the form, and also the language to project in the best
way his inner feeling as he likes. Freud is silent on the formal
aspects of the work of art, but he understandsits tenents from
the Anglo-British aesthetic tradition. The work of art can not
be considered in isolation of its creator. Psychoanalysis is the
study of mind and in the work of art it tries to explain how
the creative mind works in the medium.

Freud applied his analytical knowledge for the study of
literary texts as well as painting and architecture. His analysis
of Jensgn's Gradiva, Dostoevskey's Brothers Karamzov, Shakes-

peare's Hamlet, led him towards the analysis of character and
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personality of the writers through the text. Though he approa-
ched the study of these works more like formalist critics,
he went a step further trying to analyse the creative writer
taking into consideration the work of art as a subjective cast
of his mind. "Psychoanalysis has no difficulty in pointing out,
alongside the manifest part of artistic enjoyment, another that
is latent thought far more potent, derived from the hidden

"0 The writer also is capable

sources of instinctual liberation.
of depicting characters by exploring their hidden impulses and

allow their own unconscious to speak. In "Some Character Types

Met with in Psycho-analytic Work", Freud turned not to cases

of clinical observation but to figures which great writers
have created from the wealth of their knowledge of the mind.51
In this context he had discussed characters such as Richard
IlI, Lady Macbeth, and Ibsen's Rebecca.

The essay on "The Moses of Michelangelo" is an examp-

lary study from the formaelist point of view. His efforts, he
said do not stop short at the general effect of the figure, but
are based on separate features in it, which we usually fail to
notice, being overcome by the total impression of the statue
and was paralysed by it. Freud's approach to the study of
Moses is that of a connoisseur than of an analyst. However,
this essay is a typical, where psychological considerations come
closer to the special aesthetic effect the statue exhorts on the
onlooker. He took the two basic issues, the artistic intention
and the emotional effect into consideration. And found that

the "intention" in Michelangelo's "Moses" is to make the passage



153

of a violent gust of passion visible in the signs left by it on
the ensuing calm. In this observation Freud came closer to
the modern critic, and scrupulously avoided the "intentional fallacy",
of which he is often accused. As Norman Holland puts it
"he insists that intention (the configuration of the artists mind
conscious and unconscious) is to be determined by examining
in detail the work itself; the significance of the work is not
to be determined (limited) by some necessarily speculative
"intention" derived from the outside work."52
In the context of the above discussion it is clear that
Freud seems to endorse the modern critic in a peripheral way.
In all this formal literary studies he was more after the mind
behind the work than the work of art itself. He saw the work
of art as a mental event than an end in itself. This attitude
led Freud to add importance to biography. The work of art
becomes an object of studying the biographical details of the
artist. Psychoanalysis becomes an effective tool for this purpose.

In the essay Leonardo Da Vinci and A Memory of his Childhood

the inexplicable nature of artistic creation becomes the starting
point for discussion of the relationship which exists between
individualism and determinism, or between determinations that
exist outside, and those that exist inside the individual. From
infantile sexual exploration to the adult's desire for knowledge,
and from the psychogenesis of male homosexuality through
narssicism, to an unconscious attachment to the mother, Freud
recreated the biography of Leonardo through his study of
Leonardo's paintings. Similarly, the life of Dostovesky, Shakes-

peare and other creative artists are recreated through their
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works. The characteristic mode of studying the biography of
a great artist through his work is same as the clinical situation
where the focus is on the biography of the patient. Psycho-
analysis attempts to reconstruct the repressed events in the
life of the patient, similarly psychobiography operates on the
similar situation dealing with aspects of artists life. "It is an
inevitable step from the study of the dream and fantasy to
the study of the creation of a work of art. The biography of
the artist is a prelude to the study of imagination because
in the artist and in his work we are vouchsafed insight into
thought process and fantasy formation to a degree rarely
053

possible elsewhere.

In his essay "The claims of psychoanalysis to Scientific

interest", Freud briefly discussed on the aesthetic interest of
psychoanalysis. The short essay high lights on four aspects of
art. Aesthetically, they are, the artist seeking satisfaction of
his ungratified wishes, in the processes liberating the supressed
feelings of his audience, the Process of transformation in art
obeying the concept of formal beauty, and provoking real
emotions through symbols. In this Freud's attempt is far reach-
ing aesthetically.

Man is essentially an aesthetic animal. [t is the beautiful
in art that has been the single potent characteristic of attrac-
tion to him. Beauty is parallel to 'truth' and 'goodness'. As
Keats puts it : "A thing of beauty is a joy for ever." "A
detailed exposition of the history of this word shows that it

is identical with the suggestive, the fascinating, the effective,
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the enlightening, and the elevating, the concept of the beautiful
what floats up, alongside and within it is without a definite
contour."54 Keeping in View-t-he subjective nature of the beauti-
ful, Freud went on to say that "the science of aesthetics
examines the conditions under which beauty is perceived, but
it can not shed any light about the nature of beauty or its
origin. " In Freud's deductions on the beautiful' he avoids the
metaphysical speculations and traced the beautiful to sexual
attraction; the beautiful is the premjum of seduction."55 Freud
stressed on the nature of the beautiful from psychoanalytic
stand. In the process he stood in confrontation with established
concepts on beauty. Though, Freud did not explain in detail
the nature of the beautiful, yet it is understood that he added
a new dimension. Jones sees the nature of the beautiful insepara-
bly connceted with the formal asbects. In his words : "Nor
can aesthetic feeling be completely identified with the sense
of beauty, for it appears in some instances to transcend this.
There is wide agreement now a days that its essence resides
in an impersonal but pleasurable contemplation of various formal
relations, whether in visual outline, colour, sound, or ideas."56

In this context Freud in more ways than one came closer
to the ideas of the Swiss art historian Wollfinn. Freud set the
role of the psychoanalysis in a broader perspective. But he
strongly believed that art must confirm the formal tenets of
beauty. Freud had not offered any detail analysis of the formal
and structural aspect of any work of art. Nevertheless, his

scattered observations add importance on the structural aspect
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of art. Work of art is subject to its various constituents. The
poetic form through rhythm and rhyme is equivalent to oral
eroticism. Similarly, the symbols in art are the projections of
hidden motives. Many critics have applied the psychoanalytic
techniques for the analysis of the formal aspect of the work
of art. But psychoanalytically speaking art goes beyond the
formal aspects. "The elements of art are not limited by art,
they reach into life and whatever extraneous knowledge about
them we gain - for example by research into the historical
context of the work - may quicken our feeling for the work
itself and even enter ligitimately into those feelings."57

Freud's understanding of thebeauty in art as put by Otto
Rank, is attribution of high esteem of id over ego. Lionel
Trilling felt that Freud saw art in contempt. But Freud did
not have any contempt for art whén he say it as a cultural
phenomena. The whole concept of art has been democratised
in the psychoanalytic theory. "Art becomes, in his view a
public dream." Freud saw art as a social product. From the
social point of view" in participating as a group, as substitute
gratifications offered by art and literature, we gratify these
impulses licitly, and we repeat their renunciation (as the work
of art revolves itself); we identify with our cultural group and
we recall the ideas of our particular culture."58

Freud's three historical sources of art (the poet, the play
and connection of beauty as psychosexual) explain his attitude
on the theoritical concepts of art and aesthetics. In his treat-

ment of art and literature, one finds that he is more guided
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by the solid scientists approach, yet he landed up as a roman-
tic.. Hisideas confirm in many way the tenents of the romantic
traditions of Schelling, Schopenhauer, and Goethe. Besides having
his sensibility being entrenched in the German romantic tradition,
he confirms the ideas of Coleridge, Wordsworth, Keats, and
other British romantists variously.

Romantic art presents a complex arrangement of things.
It presents a view of nature complicated, by various phases
of reflexiveness and subjectivety. The main paradox of the
romantic mind is that it yearned for a primitive nature, yet
was compelled to do this through the medium of its own histo-
rical awareness and introspection. Freud's primary process, and
its affinity with the primodial explain the romantic philosophy
in a clearer way.

The concepts of bisexuality, the dream, and the uncanny
are as important to romantic literature as to Freud. The theory
of dream has got its fullest expression in romantic literature.
Freud has substantiated his theory of dream in his literary
criticism of Jensons "Gradiva". Dream in its latent content
is a revealation of not only the individual past but humanity's
archaic past. Ramanticism is essentially the human past-enacted
in many ways., Freud believed in the continued existence of
the past, and in the perennial hazards of its revival links him
with the romantic poets for whom the whole of experience
and especially childhood survives in a mental underworld.

The significance of Psychoanalysis in the context of the

study of art and literature had definitely broadened the horizon
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of aesthetics. Freud at a stage rejected the works of Dali,
and other surrealists, and expressionists saying that they have
confused the mechanisms of primary process with art.59 What-~
ever might be Freudian contention, it goes without saying that
he has influenced the twentienth century climate of art and
literature extensively. The art movements such as cubism,
impressionism, and surrealism are definitely indebted to psycho-
analysis. Similarly, in the field of literature various experiments
are being carried out from the psychoanalytic point of view.
In this context it can be said that the relevance of Freud is
far reaching, he is at the same time a theorist not alone for
romanticism but also for modernism. With all the lapses Freuds
thought is multidimentional. To conclude in the words of Lionel
Trilling that " there are, it is true elements in Freud's view
of life which seem hostile to the us;lal notions of man's dignity;
like every great critic of human nature - and Freud is that
he finds in human pride the ultimate cause of human wretched-
ness and he takes pleasure in knowing that his ideas stand with
those of Copernicus and Darwin in making pride more difficult
to maintain. Yet the Freudian man is, I venture to think, a
creature of far more dignity and far more interest than the

man which any other modern system has been able to invent."so
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CHAPTER FIVE

THEORY OF JOKES



"Brevity is the Soul of Wit"

William Shakespeare

"Jokes and their Relation to the Unconscious” was published

in 1905. Among all the works of Freud; "It involves a leap
across a vast intervening stretch of mental life, to move from
the symptom, with its roots in the pathogenic and the unruly,
to the joke."l Reviewing the available literature on jokes,
Freud felt that such an important aspect of human behaviour
has not received the due consideration either in aesthetics or
in philosophy. As has always been, Freud's inquiry into the
subject matter of the jokes is a cautious move. Ultimately,
he was successful in offering a coherent theory on the Jokes.
Freud's theory of jokes is considered by Ernst Kris,2 E.H. Gombrich,3
and others as the germinal model for understanding his aesthe-

tics. Freud asserted in his book "The History of Psycho-analytic

Movement" that it is in Jokes that he had successfully applied
his analytic mode of thought to the problems of aesthetics.

Substantiating Freud's statement, Richard Wollheim is of the
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opinion that "We have now become habituated to the idea that

Jokes and Their Relation to the Unconscious could be made

use of in explicating some of the problems of art, but it is
perhaps insufficiently appreciated that the credit for this initia-
tive must go to Freud himself."4 Freud started his analysis
of the nature and techeuique of the jokes from the psycho-
analytic point of view. And then he switched over to comic
and humour. Ultimately, taking the theoretical concept of the
joke, and identifying its similarity with dream work, Freud
elaborated the theory of pleasure principle - There are then
a developmental, and a functional aspect of the theory of the
joke.

Keeping in mind these two basic methods, Freud reviewed
on the extant opinions of such illustrious names such as poet
Jean Paul, philosophers, K. Fiscfler, Theodore Lipps, and
Theodore Vischer, in his attempt to put the theory of the
joke in its proper perspective. Freud found these opinions after
careful consideration to be inadequate. Freud's psychological
theory of the joke opened up new vistas for its analysis and
study. It is interesting to note that Freud's inquiry, all along
was cautious, and in his guarded endeavour, he tried to drive
home the analogy that the sense of the jJoke, or on a broader
pesepctive, the comic is a psychic phenomenon. In his words:

"Leaving on one side the personal motives which make
me wish to gain an insight into the problems of the
jokes and which will come to light in the course of
these studies, I can appeal to the fact that there is
an intimate connection between all mental happenings-
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a fact which guarantee that a Psychological discovery
even in a remote field will be of an unpredictable
value in other fields. We also bear in mind the peculiar
and fascinating charm exercised by jokes in our

society."5

Joke as a psychological phenomenon, is grouped with such
other phenomena, as dreams, parapraxis, neurosis, €etc., which
constitute the fundamental outline of the psychoanalytic study
of the mind. To put it precisely, Freud looked for the conscious
and unconcious sources of pleasure in jokes. He examined the
technique of the jokes, their aim, their social function, and
the role of the participants in a joke, from the point of view
of their relation with the unconscious mind mostly.

Considering joke as a psychic phenomena, Freud reached
at the conclusion that many of the techeniques of jokes are
similar to that of the dreams though their functiorsaredifferent.
Both the joke-work and the dream work share analogons psychic
mechanism. Freud offered his "Subjective Reason" for taking
up the new problem, the fact that if a dream interpretation
is placed in the hands of "an uninformed or unaccustomed
person”, he will react to it as though it were "in the nature
of a ioke“.6

Freud took the same basic position as taken by him in
his studies of the dreams in the context of the jokes. His

method was mostly reductive. The three important techneiques,

condensation, displacement and indirect-representation of the
dream-work are applied to the techeniques of jokes. Any other

casual relation was totally wunacceptable to Freud, as he
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"believed that this can scarcely be a matter of chance."7 These
above mentioned three methods, already testified in the inter-
preation of dreams paved the way for evolving the fundamental
catagories for the study of the jokes. As Richard Wolleheim
observes : "It was precisely to avoid this imputation that Freud

gave "Jokes and their Relation to the Unconscious" the form

that it has, beginning with a review of a very large number
of jokes, and then trying to extract inductively the techeniques
according to which they have been constructed."8
Among the three techeniques, condensation constitutes
the msjor catagory. Condensation with substitutive formation,
which forms the nucleius of the dream-work, also direct our
attention to the similar function in the joke-technique. Conden-
sation being the major catagory, Freud summerised other varie-
ties of jokes as follows :
1. Condensation :
(a) With formation of composite words
(b) With modification
2. Multiple use of the same material :
(c) As a whole and in parts
(d) In a different order
(e) With slight modification
(f) Of the same words full and empty
3. Double Meaning :
(g) Meaning as a name and a thing
(h) Metaphorical and literal meanings
(i) Double entendre

(j) Double meaning with an aflusion
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Examples of these varieties without any hindrance with alter-
nations can be put under the concept of double meaning. The
jokes which come under these classifications are products of
condensation and Substitutive formation,Condensation is essen-
tially a tendency of economy. The joke mostly depends on this
tendency. Freud asserted that, "the interesting process of
condensation accompanied by the formation of a substitute,
which we have recognized as the core of the techenique of
verbal jokes, point towards the formation of dreams, in the
mechanism of which the same psychical processes have been
discovered."9 Along with the sub-divisions of jokes grouped
under the techenique of condensation the dividing line between
the pun and play of word is very thin. Hence, Freud concluded
that pun is a Sub-species of the group which reaches its height
in the play of words.

The second important aspect of the joke techenique is
displacement. "Displacement is responsible for the puzzling
appearance of dreams, which prevents our recognizing that
they are a continuation in our waking life."lo The joke follows
the same pattern of displacement as in the dream.

Indirect Representation is the third important joke teche-
nique having significant co-relation with the features of dream-
work." Representation by the opposite is so common in dreams
that even the popular books of dream-interpretation, which
are completely on a wrong track, are in the habit of taking
it into account. Indiiéct representation - the replacement of

a dream-thought by an allusion, by something small, a symbolism
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akin to analogy - is precisely what distinguishes, the mode
of expression of dreams from that of our waking life. The
joke ‘t>echenique of Tndirect Representation is clubbed with
Condensation.

Looking at the far-reaching agreement between both the
techeniques of the joke and the dream, it is interesting to
note that Freud found in various manifestations of our activities
the same kind of mental functioning. Just as the manifest-latent
concepts of the dream, the unconscious becomes the tour dé
force behind most of the joke manifestations. The unconscious,
infact holds the key to all our psychic activities. Richard
Wolleheim objected to Freud's joke techniques on two grounds.
Firstly, he has found Freud's review to be incomplete and
suspected that Freud has over looked some other important
techeniques. Secondly, even grantfng the Freudian review to
be adequate, it is incorrect to say that the various techeniques
have been elicited from it rather than read in to it. The first
charge is defended on the reasonability of Freud's own argument
that the material he had considered examplified the commonest,
most important and most characteristic methods of joking.12
The second charige can be defended on the ground of "reduction"
method, which consisted in spelling out the total meaning of
the joke, at the price of it ceasing to be a joke.13

On the basis of the large amount of joke materials being
verified through various joke techeniques Freud classified the

jokes in to "Verbal jokes" and "Conceptual jokes". Freud conne-

cted these verbal and conceptual jokes with various joke
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techeniques, mainly the verbal joke with condensation and the
conceptual joke with indirect representations and displacement.
Again on the basis of the purpose of the joke, Freud divided
them into two major catagories. When a joke is an end in
itself and serves no particular aim is called an "innocent joke".
On the other hand when it serves to an aim it becomes
"tendentious". "The relationship between verbal and conceptual
jokes on the one hand and abstract and tendentious jokes on
the other\is not one of mutual influence; they are wholly two
independent classifications of joking products."14 Technically
an 'innocent joke' or 'verbal joke' working upon play of words
or sounds employs the same techenique of a 'conceptual' or
‘tendentious’' joke which mostly employs definite purpose. Jokes
on the whole have their purpose served depending on the
reaction of the hearer. Then it is significant that the character-
istics of the jokes lay in their form of expression.

Normally a joke when delivered excites pleasurable effect
on the listener. The pleasurable effect of any innocent joke
is moderate, where as the quantity of pleasure released by
a tendentious joke is more. Because a tendentious joke having
a purpose or aim of its own couches in it self the source of
pleasure. In the process, a tendentious joke serves two purposes.
It is either a 'hostile joke' (Serving the purpose of aggressive-
ness, satire, or defense) or an 'obscene or smutty joke' serving
the purpose of exposure). Joking as a social process, in case
of a tendentious joke calls for the participation of three

persons. "Generally speaking, a tendentious joke calls for three
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people : in addition to the one who makes the joke, there must
be a second who is taken as the object of the hostile or sexual

aggressiveness and a third in whom the joke's aim of producing

15 To the two types; the 'hostile' and

pleasure is fulfilled."
the 'sexual jokes', a third type called the 'cynical' {critical,
blasphemous) joke is added to the sub-divisions of tendentious
jokes. From this discussion, it leads to the understanding that
the pleasure provided by the jokes depend as much on the tech-
eniques as on their purpose.

Deriving pleasure from the joke-work is a fundamental
principle, that goes along with the purpose of the joke. The
intellectual aspect of our enjoyment should not be confused
with the source of the pleasure proper in the joke. The tech-
enique and the purpose of the joke are the two important
sources of pleasure, responsible for the origin and effect of
the pleasure. The satisfaction that we derive from a joke is
subject to certain conditions. On the variation of the jokes,
the yeilds of pleasure differ quantitatively. For example a
tendentious joke gets priority over an innocent joke for being
capable of yeilding more pleasure.

The different types of jokes can be ordered on a social-
behaviourial scale. There are three successive stages of develop-
ment of the joke. "All three levels rest upon a primitive sub-
strate of play, which initially comes into operation with the
infantile acquisition of skills specifically so that we may now
single it out for at:t:ention."16 Jokes allow us like humour to

release ideas and emotions which have been repressed, and
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the euphoria we reach is the same as the mood of childhood;
the stage in which we are usually ignorant of the comic, and
incapable of jokes, having no need of humour. In this context
the child's interest in the recognition of play is the first level
which often manifests itself in verbal play, for "children, who

as we know, are in the habit of treating words as things, tend

to expect, words to have the same meaning behind them."17
Play for the child generates pleasures. The
recognition of  pleasure in child's play, Freud maintain-

ed, comes from the saving of Pshychic energy. This Psychic
saving in itself is enjoyable. According to Freud, "the games
founded on this pleasure make use of the mechanism of
damming up only in order to increase the amount of such
pleasure."ls This insight of Freud into the joke work offers
the understanding that the play of the child is not quite so
innocent. The child's gradual recognition of the play as meaning-
less only happens when his critical faculty is strengthened.
But the individual finds if difficult, to give up this old sources
of pleasures when he grows up. He then directs his energies
towards finding a way for engaging himself in such play which
can withstand criticism. The very mechanism of play manifests
in some other forms. Therefore, the way out for an adult to
derive pleasure is jest, which offers more possibility for play.

The next stage is marked by the play emerging in the
form of jest, "It entails making a concession to the growing
demands of the intellect which is not content to rest on the

nl9

absurd chimming of words. A jest is a playful way of saying

something. The jest meets the elementary requirement of
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pleasure without any consequence. It helps only to protect the
pleasure in a joke to withstand criticism. The joke is constru-
cted around a thought, though the thought as Freud observed
makes no contribution to the pleasure. The jest is a modest
endeavour for deriving pleasure and essentially differs from
the complex arrangement of the joke proper. In a jest the
method of play infact, contributes for the pleasure, while the
thought content gives it respectability falsely claiming credit
for the pleasure. "What distinguishes the jest from the joke
proper is that it is non-tendentions; it has no axe to grind
its soul purpose is to give pleasure."20

The common feature that both the jest and an innocent
joke share is to yeild pleasure from the play of words as in
the sense in nonsense. The pleasure derived is well kept off
from == criticism. Though, Freud attributed Psychical signifi-
cance to these two stages of joke development nevertheless,
he did not explicitly suggest as to how the techniques of
condensation, displacement , and indirect representation are fully
exploited for this purpose. The significance of Freud's explana-
tions shifted form the techenique to the evaluation of the joke
stages. As he notes, "We do not msake of a joke in the sense
in which we make a judgement or an objection : the thought
that is the substance of the joke is given over for a moment
to unconscious revision, and we then perceive or presumably
accept or reject, the result."21 Freud in this context held on
to the view that the jest or an innocent joke unlike the

symptoms is not a compromise formation. The joke serves
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having both the "sense" and "nonsense" in itself. In Freud's

words :

"Nothing distinguishes jokes more clearly from all

other psychical structures than this double-sidedness

and this duplicity in speec ."22

This double sideness or duplicity in jokes, Freud accounted to
the principle of confusion of the sources of pleasure.

The tendentious joke as has already been discussed mani-
fests an aim in view. Usually, unlike the jest and the jipnocent
joke it encounters opposition. This opposition may emerge
either from challanging a person or social inhibition. This con-
straint of opposition may be external or internal. While jest
has to overcome only one inhibition, the tendentious joke has
to over come both external and internal inhibitions. The two
oppositions in case of the tendentious jokes Freud noted are
those opposed to the joke itself and those opposed to its pur-
pose."23 A tendentious joke, protects a repressed purpose;
either sexual or aggressive which seeks discharge. The mecha-
nism of the tendentious joke therefore, is complex. Because
of the fact that the pleasure that is released through the
overcoming of one kind of inhibition is then harnessed to the
overcoming of the other. The formulations of the 'fore-pleasure'
is significant in this context. The 'fore-pleasure' principle is
the modus operandi in the tendentious jokes. Because by the
fore-pleasure the inhibitions both external, and internal are
over come.

In surveying the various stages of development of the

joke process, Freud surmised that it begins as play to derive
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pleasure from the use of words and thought. Then with the
development of reasoning power the play comes to an end.

The tendency in the whole course of joke development
is to held on to its original sources of pleasure as in play and
jest for which the principle of 'fore-pleasure' helps overcoming
the challanges of reason, critical judgement, and supression.
In all aspects of the joke-work, there is saving of energy that
accounts for pleasure quantitatively. Freud considered this
aspect of pleasure from the 'economic' point of view. Freud
asserted that "Pleasure that it produces whether it is pleasure
in play, or pleasure in lifting inhibitions, can invariably traced
back to economy in Psychical expenditure, Provided that this
view does not contradict the essential nature of pleasure and
that it proves itself fruitful in other direction."24

The joke is essentially a soctal product. One can not
crack a joke and laugh at it. "Joke is the most social of all
the mental functions that aim at a yeild of pleasure."25 In
a joke, besides the creator of the joke, there should be other
participants. A joke must be told to some one. The joke then
is based on two aspects, the construction of it and the need
for a listener. This feature of the joke makes it necessary
for the joke-work to submit to the demands unrecognised by
the dream or the symptoms.

Therefore, a joke is subject to subjective determinants.
An urge to tell the joke to some one is inextricably bound
up with the joke-work. If the joke once said is well received,

the person who has created the joke feels happy. Considering
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joke in the broader context of the comic, Freud maintained
that the joke does not correspond to the second person as the
object but to the third person. "As in the case of the comic,
though the part played by the third person is different; the
psychical process in the jokes is accomplished between the
first person (the self) and the third (the outside person) and
not, as in the case of the comic between the self and the
person who is the object."26

The laughter of others convince us that we have construct-
ed a good joke. The mechamism of laughter adds to the plea-
sure and above all, it allows us to discharge the pleasure that
has been generated. Freud's inquiry into laughter and the involve-
ment of the third person follows his basic theoretical construct
on the joke. The importance of the third person, clubbed with
the ‘'play' the principle of ‘'fore-pleasure'; mostly from the
economic aspect of the pleasure for overcoming the inhibitions,
provide the basic parameters for psychoanalytic theory of the
joke.

Laughter as an expression of pleasure is infact, the
product of an automatic process, which is only made possible
by our conscious attentions being kept away from it. It produces
its effect on the hearer, if it is new to him and surprises him.
The pleasurable effect on the third person is important. Only
the creation of a joke is not enough for the joke process; once
its effect is guaranteed by the third person it excites maximum
pleasure. The Janus-like, two-way facing character of the joke

which protects its original yeild of pleasure from the disapproval
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of the critical judgement utilizes the mechanism of 'fore-
pleasure'’. Everything in the joke that aims at gaining maxi@um
pleasure is calculated having an eye on the third person. The
presence and the role of the third person is infact crucial to
the very life of a joke. Referring to Weber's observation
on Freud's concept of the joke, Elizabeth Wright notes that
"there is an ambivalence in the third person of the joke for
though on the one hand, it represents the spontaneous break
through of the id in that bodily phenomenon of laughter, on
the other, it part takes of the super ego, which characteri-
stically voices its demands in the public grammatical third
person. The narcissistic confidence in the continuity of ‘'self
and other' is reassured by the others complicity. The first and
third persons are fused id and super ego become indentical
in the illusion of the joke. The third person is that nameless
other who is listening to you, the laughter is an id confirmation
of a super-ego agreement."27 Wright's observation makes it
sufficiently clear how the psychic mechanism works incase
of a joke.

In the final section of the book Jokes Freud focussed
on the relationship of the 'comic' and the 'joke'. The joke is
considered to be a sub-species of the comic. Freud found that
the psychological formulations, those are applicable incase of
the joke are also applicable incase of the comic. In a syste-
matic methodical approach Freud took into consideration the
two main aspects; the nature and the thought of the comic.

A joke is made; where the common objective is to produce
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pleasure. The third person is indispensable incase of the joke,
where as his significance in case of the comic is minimal. The
‘comic' and the ‘'joke' stand in a complex arrangement to each
other. However, the joke sometimes serves for pening the
source of pleasure for the comic, where as the comic often
serves as a facade for the joke.

In order to highlight the intricate relationship that exists
between the 'joke' and the 'comic', Freud considered at the
beginning the rudimentary form of the comic, i.e.dmenaive. The
'naive' infact, comes nearest to the joke. "The naive must
arise, without our taking any part in it, in the remarks and
actions of other people, who stand in the position of the second

28 The 'naive' occurs only

person in the comic or in the jokes."
when there is no inhibition. It comes closest to the joke only
in the form of misuse of words, in presenting nonsense and
being smutty. On the question of the internal and external
inhibitions, the 'naive' and the 'joke' enjoy the same position.
The pleasure on both these cases arise only after lifting of
the inhibitions, specifically the internal inhibition. The comic
is fundamentally an expression of human behaviour which is
of deep rooted psychic origin. Freud saw the comic not as
a thing in itself but a representation of it. One can make one-
self comic, as easily as the others do.

The methods those serve to make a person comic are
putting oneself in a comic situation, mimicry, disguise, unmask-
ing, caricature, travesty, parody, so on and so forth. ;A;ll these

methods account for the Psychic origin of the comic. Analysing
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all these methods, Freud made some studied observations on
the source of pleasure. Even, if there is topographical difference
between the 'comic' and the 'joke' both these phenomena aim
at an economy in expenditure of psychic energy and ultimately
produce pleasure.

Freud elaborated the views of Theodore Lipps (Komic
and Humour), in his attempt to formulate a wider Psychological
formulation for the comic. He differed substantially from the
views of Kant and Bergson on the nature and function of the
comic. His findings, were successfully applied by Ernest Kris

n29 To Freud's concept that

in his study of the "caricature.
"the joke contribution made to the comic from the realm of
the unconscious", Kris added, the importance of the ego. Kris
points out that in the comic process the ego renounces some
of its functions and does not exercise its full power. Like the
joke the comic is also double-edged.

Humour has an essential kinship with the comic, Freud
asserted. Inquiring into the nature and function of the humour,
Freud noted that it is the most easily satisfied species among
different varities of the comic. It completes its course within
a single person; another person's participation adds nothing
to it. Like the joke and the comic it is also double-edged.
The same parametes applied by Freud in his studies of joke
and the comic are also applicable to humour. Pleasure origina-
ting from humour confirms the same economic factors. While

pleasure in the jokes arises from an economy in expenditure

upon inhibition, the pleasure in comic arises from an economy
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in expenditure upon ideation whereas the pleasure in case of
humour arises from an economy in expenditure upon feeling.

Freud saw the principle of pleasure having an important
psychological dimension. Besides its economic relevance, pleasure
is a substitute to ward off pain. For example the criminal who
is led to the gallows on Monday, says : "Well this week is
beginning nicely." This gallows joke when interpreted, shows
that the humour here arises from an economy of expenditure
of painful feelings. As Freud puts it :

"We can only say that if some one succeeds, for instan-
ce in disregarding a painful affect by reflecting on
the greatness of the interests of the world as compared
with his own smaliness, he does not regard this as
an achievement of humour but of philosophical thought,
and if we put ourselves into this train of thought we

yeild no pleasure."30

In all three; the 'joke', the 'comic', and the 'humour'
arousal of pleasure is the common purpose. The pleasure-principle
theoretically viewed in these processes makes an allowance
over the reality principle.

In a separate essay on "humour" published in 1928, Freud
added some new aspects to the concept of the humour. In this
essay, Freud has correlated 'humour' with the 'sublime'. Humour
elevates us above misfortune only by saving our narcissism
from disaster.

"The grandeur in it clearly lies in the triumph of
narcissism, the victorious asseration of the ego's in-
vulnerability. The ego refuses to be distressed by the
provocations of reality, to let itself be compelled to
suffer. It insists that it can not be affected by the
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traumas of the external world; it shows, infact, that
such traumas are no more than occasions for it to
gain pleasure....... Humour is not resigned. It is rebelli-
ous. It signifies not only the triumph of the ego but
also of the pleasure-principle, which is able here to

assert itself against the unkindness of the real circum-

st ances."3 1

Humour here is dealt from the ego psychological point of
view. By the time the essay was written, ego psychology has
already taken a new dimension. The ego infact, wants to be
victorious and stick to the pleasure principle. It avoids the
unpleasure of the reality principle. Ultimately it is from the
super-ego that the humour gets the power of rebellion or with-
drawl. "In bringing about the humours attitude, the super-ego
is actually repudiating reality and serving an illusion.... And
finally, if the superego tries, by means of humour, to console
the ego and protect it from suffering, this does not contradict

n32 Humour thus has a self

its origin in the parental agency.
prestige in comparision to the 'joke'. Thus, while a joke is
the contribution made to the comic by the unconscious, the
humour is a contribution made to the comic through the agency
of the super-ego.

The study on the jokes highlights four basic factors, such
as 'form" and 'content', the concept of 'pleasure', . . 'play!
and the participation of the 'hearer'. These four factors hold
the key as a gerninal model for any account of artistic crea-

tion in Freduian lines. It was Kris's brilliant analysis in his

Psycho-analytic Explorations in Art, that the model for the

joke and the comic become indispensable for the study of art.
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Nevertheless, the joke can serve as a model for larger and
purposeful understanding of literature. "jokes for example have
a "frame" aAs‘seri ous literature does, that makes them off from
ordinary experience and leads us into aﬁ attitude of playful
attention a special combination of involvement and distancing,
the aesthetic stance, just as the appearance of a poem on the
page does."33

Precisely, Freud's formula for the joke is : "A Preconsci-
ous idea is exposed for a moment to the workings of the uncon-
slious". Infact, this statement suggests keeping the quantitative
proportions between unconscious material and preconscious
elaboration within certain limits. Freud has made it very clear
in his letter of July 20th, 1938 that "the concept of art resi-
sted an extension beyond the point where the quantitative pro-
portion between unconscious and ;;reconscious elaboration is

not kept within a certain limit."34

The preconscious and the
unconscious with the sanctioned limit, function as 'form' and
'content'. "What first needs to be made clear in Freud's method
is this: it is not the thing itself, but a representation of it,

n35 It is clear that 'form' alone does

that is being interpreted.
not make a joke, it needs a 'content' too. Jokes involve on
this ground Freud's basic distinction between the idea and its
techenique of expression. This distinction outlines the very
concept of psychoanolytic aesthetics. "So for example, Freud
begins his Wit and its Relation to the Unconscious, by distingu-

shing to possible causes of wit: either ..... the thought expressed

in the sentence which carries in itself the character of the
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Wittism; or .... the mode of expression which clothes the
t:hought."36

Any kind of literary creation is an emotional response
which emanates from the primary process. Joke also calls for
an emotional response and it suceeds or fails depending on
the response it gets. The artistic creation invariably couches
in itself some latent thoughts as the joke content does. There
is disguise in art and as in dreams it expreses itself symboli-
cally. The concept of 'form' and 'content', therefore, provides
for the basic structural aspect of the literary work, as much
as in the joke-work.

The 'content' of the joke once responded leads us to the
concept of pleasure. Freud affairms this connection between
art and pleasure. As in case of the dream and the joke, Freud
in the same way asserted that work of art excites pleasure
by means of "Perception of formal beauty", and by "the incen-
tive bonnus or "fore-pleasure". "When we do not use our psychic
apparatus for the fulfillment of one of our indispensable grati-
fications, we let it work for pleasure and we seek to derive
pleasure from its own activity.... this is really is the condition

which underlies all aesthetic thinking."37

The economic aspect
of pleasure is brilliantly and meticulosly elaborated in the
Jokes, which sets before us a precise theory of art based on
the theory of pleasure.

Thus for Freud, "the art in art "becomes the essential

thing : '"without this conscious inteliectual organization and

disguise we can not get down even deeper sources of pleasure
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n38 Thus pleasure principle

in the content of the work of art.
precisely, is the foundation of Freudian aesthetics. The methods
Freud adopted for both inquiring the creative process and its
resultant consequence, do not alter his basic position in any
way. Looking at the whole gamut of Freud's views and his
studies on the 'dream', the 'jokes', and the 'art', it is apt to
say with Paul Ricour that, "this link between the techenique
of a work of art and the production of a pleasurable effect
is the thread that serve both as guide and as the element giving
rigor to the psychoanolytic aesthetics. One could even classify
the aesthetic essays according to their greater or lesser confir-
mity to the model of the interpretation of Jokes."39

The concept of 'play' has wide significance in psycho-
analytic aesthetics. In the previous chapter it has already been
discussed how creative process is an activity similar to the
child's play. "In Wit and the Unconscious, Freud also suggests
that art, both as a return to pleasure-principle, and a return
to childhood, must be essentially a play activity."40 While
discussing the three stages of development of the joke, Freud
had sufficiently elaborated how the child starts initially, playing
with words without any logic or meaning in it. With the growing
awareness of the reasoning, the joke changes in to conceptual
and later on to tendentious jokes. However, in all these succe-
ssive developments the 'play' aspect is indispensable. What
turns play in to art is the presence of logic, or "sense in non-

sense." In other words mental play becomes a true joke. As

Freud notes, "the pleasure of wit arises from word play or
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the liberation of the nonsense and, ... the sense of wit is
meant only to guard this pleasure against supression through
reason."41

The creative artist is almost like a composer of a joke
following the methods of 'play'. For example that metaphor
which is playing with words is an important factor in composi-
tion. The child's pleasure in playing with words to derive funct-
ional pleasure is connected with the acquisition of mastery.
In this play the ego gains control and mastery over the primary
process. Gombrich, in this connection compares the poet with
the punster and finds a kind of kinship between the two. "Both
make their discovery in and through language. If great masters
found satisfaction for many centuries in the device of the
rhyme it was obviously not only because they were fond of
jingling sounds. The search for the rl:xyme gives a purpose and
satisfaction to the search for the poet's language."42 Freud
worked out in his theory of the joke on the elements of pure
play leading to instinctual liberation. Freud asserted that the
element of pure play in joke serves as an "alluring premium",
which makes possible the much greater pleasure of liberating
repressed desires. Infact, art seduces us to the same purpose
and liberates us from repression.

The participation of the second and third character in
the joke-work is similar to that of the role of the audience
in the work of art. Both the third character and the audience
seek pleasure without pain. The third character being most

indispensable for completion of a joke, stands as a substitute
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for the audience. In both, a lifting of the inhibitions take place
and a kind of indentification with the artist or the man who
composes the joke is established. With the lifting of the inhibi-
tion the third character finds in the joke a means of cathect-
ing his repressed desires. And, the joke turns to be a source
of pleasure. Similarly, the audience seek a kind of liberation
from his repression and art provides the means. Considering
Aristotle's views on catharsis, Freud attributed significance
to the audience and found psychological kinship between the
artist and his audience.

On the whole, as Kris has pointed out the joke theory
of Freud is based on three basic approaches, i.e., the topogra-

phical, the economic, and the pathogenic.44

The theory of
jokes as a germinal model for aesthetic considerations also
stand on these three approaches. To conclude in the words
of Gombrich "one may argue about the complete applicability
of Freud's model of the joke to other forms of artistic creation,
but this model certainly has two supreme virtues which must
recommend it to the historian and critic of art. It explains
the relevance both of the medium and its mastery : two vital
elements which are sometimes neglected in less circumspect

application of Psychoanalytic ideas to art."44
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CHAPTER SIX

APPLICATION OF PSYCHOANALYSIS IN
LITERARY CRITICISN



"Before the prollem of the creative antist analysis musit,
alas, Lay down its awms.”

Sigmund Freud

"In solving the riddle of the Sphinx, Sigmund Freud un-
knowingly laid the foundations for a new school of literary
criticism, for it was he who sol\;ed, as well, the riddle of
Hamlet, and the riddle of Rebecca Gamvik of Rosmersholm."l
Psychoanalytic literary criticism once viewed as a method of
solving the riddle of the creative works as stated in the above
qualified statement held by Kaplan and Kloss (1970), in the
contempory context has far reaching consequences. The present
scene in the field of literary interpretation comes closer almost
to the concept of "Nietzsches contention that there is no truth,
only an array of interpretations...."z' Whatever might be the
relevance of Freudian methods to literary criticism, undoubtedly
it has furthered the cause of critical pluralism. The out right

rejection of Freud's critical methods by the anti-Freudians is

in fact a bias. Nonetheless, it cannot be claimed that Freud's
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critical method is the ultimate monistic formula for literary
interpretation. This method has its own limitations too. As
Freud admits, "before the problem of the creative artist, analy-
sis must, alas, lay down its arms."3 However, Freud's approach
has indeed, opened up new insights in the field of literary
criticism, more so bringing into its fold radical imaginings and
application.

Since Freud, the horizon of literary criticism has too
far been expanded. From his simple observations on creativity
and the artist, literary criticism has been launched as a serious
business. Freud's concepts by far has given birth to such schools
as deconstruction, third force, reader-response, and cognitive
literary criticism. Literary criticism now demands a kind of
scholarship that is no more an end in itself, rather embodies
in itself other branches of human knowledge alongwith psycho-
logy, philosophy, anthropology, sociology, and so on. Can we
afford to ignore such a genius who is at the root of this conse-
quence ? As no system is final; Freudian literary criticism
without any bias should be accorded its right place, in the
critical history. Psychoanalysis as an interpretive tool justifies
its validation and needs serious consideration.

The informations served by psychoanalysis emerged as
a promising method for examining literature and also equally
made itself attractive to a large number of critics. "It seemed
to shed new light on age old critical problems, the mystery
of the creative process, the nature of the aesthetic response,

the problem of the "universality" of great art, the problem
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of the extent to which form and content contributes to aesthe-
tic enjoyment."4 Interestingly, Freud himself initiated the
process for applying his findings in psychoanalysis to literary
interpretations. Cautious as he always was, Freud never made
the mistake of making his interpretations typical case studies,
rather in his own way attempted to vilidate a new critical
methodology for literary studies with the sanction of tradition.
It is a kind of new awareness, he was aiming at, and has been
successful to a great extent. Initially, creative literature was
used by Freud to substantiate his own findings in psychology
and lateron he approached literature and art for trying out
the psychoanalytical findings for their analysis and interpreta-
tion. His talent can not be suspected in this direction as he
had never made any concession or compromise on the basic
rationalistic stand.

Freud's initial venture into the interpretation of literature
dates back 1898. He wrote a paper on the Swiss writer Conrad
Ferdinand Mayer's story "Die Richterin", which he sent to his
friend Fliess. In his maiden attempt to literary study, Freud
tried to analyse the significant motives on which the characters
are drawn and related those methods to the life of the writer.
"Die Richterin"5 is a story of gloomy tragedy, full of violence,
incest, suicide, and murder. The tale is set in Switzerland,
during the reign of Charlemagne. Stemma, the Richterin poin-
soned her husband and ruled in his stead the Canton of Grali-
bunden. Her step son who fled away came back to stake his

claim as the ruler of the Canto with the help of Charlemagne's
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army and fall in love with his half-sister, Palma.

Stemma, the Richterin is eventually revealed as a murder-
ous usurper and commits suicide., In this grim family romance
Freud was looking for justification for the identicality of
'revange and exoneration' romances what the hyssterics usually
compose. Ultimately, Freud has no doubt that the story was
Meyor's defense against the memory of an affair with his
sister. "Though, Freud's approach to the story was mostly
reductive, yet, as his first attempt to literary studies Freud
has to be credited for bringing about a mutuality between
literature and psychoanalysis.

The 'Die Richterin' remained unpublished for many
decades. The first literary analysis of Freud that came to
public notice was Hamlet. Originally, one paragraph foot-mote

in the first edition of The Interpretation of Dreams (1900),

it has since, 1914, been included in the text.6 It is not only
that Freud has attempted an analysis of Hamlet only, but his
comments on Shakespeare's works are scattered throughout
his works. He held Shakespeare as the "greatest of the poets."7
Nevertheless, he put him above examination on the analogy
that Shakespeare's genius "should not be called upon as an
explanation until every other solution has failed.“8 However,
it was Hamlet which was his most favourite among all the
works of Shakespeare. Freud explained Hamlet's inaction com-
paring him with Oedipus Rex. The difference between the two
characters is that while Oedipus made his incestuous impulses

expressed, Hamlet repressed them. "As a consequence, Hamlet
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is inhibited by the nature of his task, by having to kill the
man who has done in reality what he wished to do in fam:asy."9
In this context Freud wanted to prove, the secular advance
of repression in the emotional life of mankind. Hamlet in his
Oedipus complex realized the repressed wishes of his own child-
hood. Freud related Shakespeare's distaste for sexuality and
the writing of Hamlet followed the death of his father and
also of his son Hamlet, conforming the timing of the place
with George Brande's observation. Freud drew parallels between
Macbeth's childlessness and Hamlet's Oedipal situation and
concluded that "it can, of course, only be the poets' own mind
n10

which confronts us in Hamlet.

In The Psychopathic Characters on the Stage (1906), Freud

made his next attempt inliterary analysis.Considering various forms
of drama, such as religious, social, and character types he
elaborated the discussion on psychological drama. Tragedy
exhorts a special kind of effect on the audience. Freud indi-
cated that although in tragedy . .. .- the adience, want to
avoid physical suffering, yet they vicariously wish to enjoy
the effect. The members of the audience while identifying with
the hero insist upon mental suffering being depicted and uncon-
sciously want to avoid physical pain. In the psychological drama
Freud pointed out that the conflict is essentially psychic and
the conflict gets dissolved not in the death of the hero, but
in renouncing one of the conflicting impulses. "He then distin-
guishes psychological drama from psychopathological drama,

in which the suffering stems not from the conflict between
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two conscious impulses, but between a conscious impulse and

11 In this context Freud cited Hamlet and

a repressed one.'
assertéci that Hamlet's success depends on three conditions.
(1) The hero, at the outset should not be psychopathic, but
must beccme psychopathic in the course of the play. (2) The
impulse, the character represses must be common to the audi-
ence. (3) The impulse so repressed and struggling into conscious-
ness must never be named, so that the spectator, caught up
in his emotions, does not resist what he is viewing. These
conditions are very important for any psychopathic drama,
otherwise the drama will be ineffective. Commenting on Hamlet,
Freud said that "the conflict in Hamlet is so effectively
concealed that it was left to me to unearth it."12

The next literary interpretation to follow was Delusions

and Dreams in Jensen's Gradiva (1976). Gradiva, a novel written

by the Danish author Wilhelm Jensen was brought to Freud's
attention by Jung. Freud in his analysis of Gradiva, attempted
to apply his dream theories and in the process paved the way
for psychoanalytic approach in literary criticism. The essay
stands out as a proof of Freud's ability as a literary critic.
In an emaculate style, terse and rich in insights, Freud proved
himself tc be a trained literary critic.

Gradiva essay mainly deals with the wishfulfilling fantasy.
It is a tale of an young archeologist Norbert Hanold, who falls
in love with a Gracian maiden of striking gait depicted on
a bas relief in a Roman museum. Hanold indulges in many ways
and dreams about her of the manner and place in which she

perished and burried in the destruction of Pompeii in A.D. 79.
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Hanolds journey to the excavated cite of that city and. ulti-
mately coming across a similar maiden there, as a living person
compli cates his fantansy. She, however, recognizes his delusions
and enters into it in order to cure him. She is then identified
as the childhood friend of Hanold, living in the same town,
but completely forgotten by him. Freud praised the intuitive
grasp of Jensen in this novel. He even went upto the extend
of writing to Jensen in order to substantiate his findings.13
The discussion was mostly based on the delusions of Hanold

on the line of dream interpretation. Trying to justify his app-
roach Freud noted : "For when an author mekes the characters
constructed by his imaginative dream, he follows the everyday
experience that people's thoughts and feelings are continued
in sleep and he aims at nothing else than to depict his hero's

nid The use of dreams and delu-

states of mind by their dreams.
sions, Freud observed are effectively used in the character of
Hanold by Jensen. The delusional phantasies and actions of
Hanold have two sets of determinants, derived from two
different sources; one is mainifest, the other hidden like any
archeological cite being burried. "In this case it was the conflict"
Freud asserted, "between surpressed eroticism and the forces
that were keeping it in repression. In the formation of a delu-

sion this process is unending."15

The gait of the girl which
is one of the important means to reach the latent content
of Hanold's dream, Freud pointed out that "this then was the
idea which was realized by the manifest content of the dream

and was represented as a present event actually being
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experienced."lﬁ Justifying the subtitle of the book "A Pompeian
Fantasy," Freud made an analysis of the dream world of Hanold
and substantiated his own findings.» The ﬁrotagonist had constru-
cted his fantasies around the childhood playmate, truning her
into a Grecian maid with a distinctive gait. Her first name
was, in reality, Zoe (Greek for "Life"), her last, Bertang
(German for "one who steps brightly," equivalent to Latin
Gradiva). The two thousand year-old-life in Pampeii or which
he had dreamt was in actuality the time of childhood when
they had played together. The burial under the volcanic ashes
of the toworship of Pompii is parallel of the repression of the
childhood memories. "These and other points served to corro-
borate Freud's theories of repression, the unconscious, and
compromise forrnations."17

Freud discussed other works oé Jensen too. In the paost-

script to the second edition of Delusions and Dreams in Jensen's

Gradiva, Freud noted that Jensen's other stories such as

Der Rote Schirm {(The Red Parasol), the Im Gotischm House

(the Gothic House), and his last novel Fremllinge unterden

Mershen (Strangers among Men) provide the same kind of psycho-
logical features as Gradiva with little variation. In the novel
which is autobiographical, the main motif is Gradiva - "descri-
bing the history of a man who sees a sister in the woman he
nl8

loves.

After Gradiva, Freud's essay "Creative Writers and Day-

dreaming", deals with the psychogenesis of creative process.

In this essay, Freud arrived at the threshold of a theory of
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creativity and aesthetics. This essay is significant for focusing
on what is known as the rudiments of a Freudian theory of
art and literature. He acknowledged that creative process is
a very complicated matter, yet the artist espouses some of
the basic tenents of psychoanalysis, the concepts which later
on were developed by Hans Sachs, Simon, O'Lesser, and Norman
Holland. The main thesis of this essay is that like the child
at play the creative artist creates his own worldg fantasy,full
of emotions but sharply separated from reality. The ordinary
people are ashamed of sharing their day dreams with others,
while the artist has apparently find a means of sharing them
without any guilt and without arising repulsion in his audience.
Although, his tendencies are almost same as that of a neurotic,
but, he scores over the neurotic for he knows the way back
to reality. The total process is a matter of wish fulfillment
which the artist seeks through the means of art. Thus, "past,
present, and future are strung together, as it were, on the
thread of the wish that runs through them."19

Softening his egoistical character the artist changes and
disguises his fantasy. And then he bribes the reader with
pleasure to share his fantasy. The concept of pleasure is conne-
cted with the dynamics of art, as Paul Ricour sees it : "Various-
ly interpreted there is no doubt that this theory has been all
n20

pervasive influence within psycho-analytic applied criticism.

The essay on The Theme of Tree Caskets (1913) deals

with Shakespearean theme. Freud found the opening love contest

in King Lear as " an improbable premise". Freud started his
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probe from Bossanio's speech concerning his preference con-
cealed in psychological motives. He does it by tracing Shekes-
peare's sources and noting parallels in other folktales and
myths, and concluded that the easkets stand for the sun, the
moon, and star suitors are false. Freud did not agree with the
traditional interpretations and turned for psychanalytic meaning
of the symbols. "What we were concerned with were a dream,
it would occure to us at once that caskets are also women,
symbols of what is essential in woman, and therefore of a
woman herself - life coffers, boxes, cases, baskets, and so on."21
The caskets are then choices for women. Freud drew the para-
llels from mythological stories of Cindrella and Aphrodite,
finally found a common pattern in all : "a man must choose
from among three woman, the thrid of which is the youngest,
and most beautiful, but characte}istically silent as well."22
The muteness and silence is identified with death. "Freud there-
fore, concluded that Cordelia, the third, the mute woman, as
in the tradition of triple mother goddesses, stood for deat:h."?‘3

Freud drew an equation of death with beauty and youth.
He explained his point by the psychoanalytic premise - "represen-
tation by the opposite," which often occurs in dreams and
stories. Freud proposed that in his desire to overcome death,
man reverses the truth and his denial is embodied in various
myths. In this light Freud explained Lear's initial rejection
of Cordelia, as his resistance to death and his longing for the

love of woman. His final entrance is also a reversal. In Freud's

words : "No greater triumph of wishfulfillment is conceivable.
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A choice is made where in reality there is obedience to a
compulsion and what is chosen is not a figure of terror, but
the fairest and most desirable of womam."24 Lear entering with
the dead Cordelia in his arms enacts this reversal, symboli-
zing his own being carried away by the death Goddess, the
ultimate mother, mother Earth. In the final paragraph Freud
speculated that : "We might argue that what is represented
here are the three inevitable relations that a man has with
a woman; the woman who bears him, the woman who is his
mate, and the woman who destroys him, or that they are the
three forms taken by the figure of the mother in the course
of a man's life - the mother herself, the beloved one who is
chosen after her pattern, and lastly the Mother Earth who
n25

receives him once more.

In "Some Character Types Met With in Psycho-Analytic

Work" (1915), Freud used examples from dramas,Of "the Except-
ions" type Freud pointed to Richard IIl. Richard IlI's motivation
apparently stemmed from his congenital deficiency. Richard
III's deformity leads him to feel exceptional. His failure to
become a lover turns him to a villain because he feels that
wrong having been done to him will be simply repaid by him
in kind. Gloucester's opening soliloque reveals his cast of mind,
for being "rudely stamped". He will see that he gets separation
from life for his deformities playing the villain.," “So wanton
a cause of action," Freud said, "could not but stiffle any
stirring of sympathy in the aud’iénce, and for the play to succ-
eed the writer must know how to furnish us with secret back-

n26

ground of sympathy for his hero. There is a hidden aspect
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of Richard's deformity. "Richard is an enormously magnified
representation of something we can discover in ourselves",
namely the tendency to reproach nature and destiny for our
own lack of perfection and "to demand separation for early
wounds to our narcissism, our selfiove,” in short, the tendency
to consider ourselves "exceptions."27 Freud wanted to prove
a point for our identification with the hero without being aware
of the operative unconscious motif. He credits Shakespeare
for his subtle insight in developing Richard Il's character
in combining well the psychological contradictions.

The second part of the essay is devoted to those characters
wrecked by success. Such individuals are happy till they achieve
the goal, once reaching the destination of their ambition, they
fall sick. In explaining the reason Freud differentiated between
"internal” and "external” frustrations. He attributed the cause
of the frustration to be mostly internal. The external frustra-
tion is replaced by wish-fulfillment. "The ego apparently tole-
rates the wish as long as it remains a fantasy, but once it
becomes a reality or threatens to do so, the ego responds with

threats and defenses of its own."28

In this context Freud analy-
sed the characters of Lady Macbeth, and Rebecca Gamvik of

Ibsen's Rosmersholm.

Lady Macbeth is one of the fascinating characters for
psychoanalytic study. Freud found her changing from an unscru-
pulous woman, lack of introspection, to a guilt ridden, ultimate-
Iy being a mentally wrecked person. Lady Macbeth is a case
of wrecked by success. Her's is a typical phobia, for she

keeps washing her hands repeatedly. "The washing is symbolic,
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designed to replace physical purity, the moral purity which
she regretted having lost."29 Yet, allthroughi:the play Lady
Macbeth is resolute and presents herself to be a strong chara-
cter, Freud attributed her ultimate break down to childlessness.
Her sickness, Freud felt is because of her failure to produce

a maeale heir to the throne. Freud noted :

"It would be a perfect example of poetic justice....
if Macbeth could not become a father because he
had rubbed children of their fathers and a father
of his children and if Lady Macbeth had suffered
the unsexing she had demanded of the spirits of
murder. 1 believe one could without much ado explain
the illness of Lady Macbeth, the transformation of
her callousness into patience, as a reaction to her
childlessness by which she is convinced of her impo-
tence against the decrees of nature and at the same-
time admonished that she has only herself to blame
if her crime has been barren of the better part

of its desired results."30

Alluding to the fact that the event of the play spans
the duration of one week, Freud found it impossible to reconcile
the proposition of childlessness. However, taking the cue from
Jekels, Freud went on to suggest another motive. Macbeth,
and Lady Macbeth, Freud showed are really "splits" of the same
character. They are divided images of a single prototype, psycho-
logically complement to each other. "She is incarnate remorse
after the deed, he incarnate defiance together they exhaust
the possibilities of reaction to the crime, like two disunited

n31

parts of the mind of a single individuality. Finally, Freud

hinted that the sense of guilt seems to be derived from the
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Oedipus complex, as Lady Macbeth has helped in the murder
of Duncan who resembled her father.

Freud was drawn to Ibsen's works and found most of th_e
great master's achievements psychoanalytically fascinating. After
having described the Oedipus complex he declares that "an
author who like Ibsen, brings the immemorial struggle between
fathers and sons into prominence in his writings may be certain

w32

of producing his effect. This may be an allusion to "Ghosts"

or to "The Wild Duck." But Freud's study of Rebecca Gamvik

in "Some Character Types Met With in Analytic Work" "remains

today as the best piece of literary criticism he ever produced
and a model of the t:ype."33 Unlike of his other pieces, Freud
started with neither psychoanalytic theory nor clinical data.
But he focussed on the problems that a reader confronts in
Rosmersholm. The obvious questions which need to be answered
for clarification are : why Rebecca rejects the proposal of
Rosmer for marriage, what she desired most ? why was she
over reacted to her illegimate status revealed by Kroll ? what
motives worked in her role in the estrangement of Rosmer
and his wife, leading to later's death ? Freud examined these
problems carefully and appreciated Ibsen's ability in managing
to keep Rebecca's motives partially hidden for dramatic success.
After trying to explain the problems, Freud supported his argu-
ments at the end with clinical asserations.

Rebecca's overreaction to Kroll's revealation that she
was actually the illegitimate daughter of Dr. West, brought

back to her memory the significance of the "past"; she is
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disturbed of. The 'past' can only mean that she had sexual
relations with another man. "The early guilt over pre-marital
intercourses - the reason for her initial refusal of Rosmer is
thus exacerbated by the revelation of actual incest, finally
leading to her confession and decis ion to bear her terrible

w34

secret alone. Freud here alluded to his earlier observation

in his study of Meyer's story "Die Richterin" in which he noted

on the common fantasy of the maid, willing to replace the
mistress. In his words : "Mistress and maid end by lying life-
l'ess side by side. In the end the maid leaves the house, which
is usual end of stories about domestic servants, but in the story

this is also the maids punishment."35

Along with the common
fantasy of the family romance, Freud added that in the tragedy
of Rosmersholm, Rebecca's fantasy had been preceeded earlier
by an exactly corresponding reality. The essay on the whole
remains free from all jargons, and is emaculately presented
through a lucid style with penetrating insights into the psychic
problems of the main character.

Next, Freud analysed two of Hoffman's stories. Out of

the two stories, it is The Sandman that has been considered

in full detail in "The Uncanny" (1919). The uncanny dissipates

a peculiar emotional effect. Freud observed that "E.T.A. Hoff-
man has repeatedly employed this psychological artifice with
success with his fantastic narratives."36

The story of the 'Sand-Man' opens with the childhood

recollection, of Nathaniel, the protagonist of the story. The

'Sand-Man' is a creation of his childhood memories during the
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period of which he was told by his mother that the 'Sand-Man'
is wicked and peckes the @yes of naughty boys and girls who
refuse to sleep. Inspite of his present happiness Nathaniel can
nct banish the memory of the mysterious and terrifying death
of his father. He hates his father's friend Coppelius. He had
identified Coppelius with the dreaded 'Sand-Man'. Nathaniel,
now a student, believes that he has recognized this phantom
of horror from his childhood in an itinerant optician, called
Gireseppe Coppola. Then he falls in love with Olympia, an auto-
maton, whose clook-work has been made by Spalanzani and
whose eyes are put in by Coppcla. Nathaniel surprises the two
masters quarrelling over their handiwork. The optician carries
off the wooden eyeless doll, and the mechanician, Splalanzani,
picks up olympia's bleeding eyes and throw them at Nathaniel's
breast, saying that Coppola had stolen them from the student.
Nathaniel became mad once again and attempted to strangel
Splalanzani.

After a longspell of mental derengement, Nathaniel re-
covered and got married to Clara. On her suggestion they climb
the townhall tower. From the top Nathaniel tried to look at
the curious object moving on the street by Coppola's spy-glass.
The memory of Coppola's glass brought him a bout of fresh
madness. He tries to throw Clara, who was rescued. Ultimately,
Nathaniel jumes off and dies. Freud notes that "the writer
creates a kind of uncertainity in us in the beginning by not
letting us know .... whether he is taking us into the real world

or into a purely fantastic one of his own creation ... As
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Shakespeare does in Hamlet, in Macbeth and, in a different
sense, in The Tempest and A MidSummer Night's Dream, ....
he (Hoffman) intends to make us too, look through the demon
optician's spectacles or spy-glass perhaps, indeed that the
author in his very own person once peered through such an
instrument. For the conclusion of the story makes it quite clear
that Coppola the optician really is the lawer Coppelius and
also, therefore, the Sar1d--Man."37

The central theme of the Sand Man, Freud asserted, is
the childhood knowledge of Natheniel that the Sand-Man is
the one who steals children's eyes. The uncanny sense is attri-
buted to this observation than to the concept of Olympia as
an automaton. The fear of having one's eyes stolen or damaged
is a substitute for fear of castration. Freud pointed out that
in the story the fear is closely linked with the father's death.
The Sandman then represents the father himself from whom
one expects the fear of castration. The father is represented
as a "split" image. "In the story of Natheniel's childhood, the
figures of his father and Coppelius represent the two opposites
into which the father imago is split by his ambivalence, where
as the one threatens to blind him - that is to castrate him,
the other the good father, intercedes for his sight. The part
of the complex which is most strongly repressed, the death
wish against, the 'bad' father, finds expression in the death
n38

of the ‘good' father and Coppelius is made answerable to it.

Olympia's lifelessness symbolizes Natheniel's feminine attitude
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toward his father in infancy, that as a result of this attitude
he remains fixated upon his father angfincapable of loving a
woman. Freud taking cue from the story relates i't. to the life
of Hoffman who was the child of an unhappy marriage and
his relationship with his father remained ever very sensitive.
Freud's analysis of the Sand-Man like his analysis of Rosmer-
sholm, and Macbeth has served as the basis for psychoanalytic
analysis by various other writers.

Freud's last and one of the important contribution to

psychoanalytic literary criticism is "Dostovesky and Parricide

(1928). The creative artist to Freud is a person of bewidering
complexity. Even he admits the limitation of psychoanalytic
cannons for analysing the creative artist. "Dostovesky's place

is not far behind Shakespeare. "The Brothers Karamazov" is
n39

the most magnificent novel ever written....

The study of Dostovesky falls into two distanct parts.
In the first part Freud deals with the author's character in
general dealing with his masochism, his powerful guilt feelings,
his epilepsy, his bisexual disposition, and the oedipal situation.
The sense of guilt Freud sees, has arisen from parricidal impul-
ses. He attributes the epileptic fits of Dostoersky as a neurotic
symptom. He identifies with the father who was murdered when
Dostoversky was only eighteen. The fits were thus self-punish-
ment for death wishes against a hated father. This tendency
of Dostoersky resulted in his acceptance of exile in Siberia,
as submission to punishment from a father figure, the Czar.

Freud pointed out that the same parricidal desire is also
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pronounced in Hamlet, Oedipus Rex, and The Brothers Karamzov.
Briefly, discussing. the psychoanalytic reasons for parricide,
commited out of sexual r'walry,40 Freud passes on to the
second section.

In the second section, Freud deals with Doestoevsky's
compulsive gambling. He points out that the habit of compulsive
gambling is a substitute for mastrubation; the primal addiction
which is later replaced by other addictions. Drawing from the
story of Stefan Zweig's, Freud demonstrated that Dostroevsky's
gambling is understandable in the light of the relationship
between the fear to supress his primal addiction and its mani-
festation. Freud's analysis illuminates Zweig s story and his

interpretation of the BrothersKaramazov goes beyond the obvious.

The most important aspect of all Freudian literary analysis
is to find out clues for the understanding of the creative perso-
nality of the artist. Besides literature he made his forays to
the study of architecture and also painting. In this connection

his two best pieces are Michelangelo's Moses and Leonardo

Da Vinci.

The personality and historic image of the great Jewish
Leader, Moses, intrigued Freud through out his life. No piece
of statuary ever made a greater impression upon him than
Michelangelo's heroic representation of Moses holding the tablets
of the law. Freud was seized by the power of this great work.
"Nevertheless, works of art do exercise a powerful effect on
me, especially those of literature, and sculpture, less often

of painting .... This has brought me to recognize the apparently
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paradoxical fact that precisely some of the grandest and most
overwhelming creations of art are still unsolved riddles to our
understanding. We admire them, we feel over awed by them,

ndl Freud

but we are unable to say what they represent to us.
with the skill of a thorough going art critic studied in minute
detail various aspects of the statue and tried to unravel the
secret of the grandeur of Moses statue. "Binswanger noted that
the method used by Freud in this study, belongs to the psycho-
logy of expression, which is also one of the first stages of
Psychoanalytic methodology."‘"2

Every detail of the statue unfolds a train of thought
touching upon the deep awareness of feeling in every beholder.
The enigma of Moses after a detailed scrutiny of each facet
of the statue led Freud to conclude that it was indeed a
concrete expression of a moment ‘of immense grandeur - a
representation of the fulfillment of the highest mental achieve-
ment that is possible in man - struggling successfully against
an inward passion for the cause, he was devoted. No part of
the statue escaped FreudS meticulous scrutiny - the position
of the fingers, the folds of the beard, and the upturned tablets
of law. The attitude that is being expressed by Mischaelngelo's
Moses is not recorded in Bible, Freud pointed out. "This was
not a wrathful leader, smashing the tablets in rage, but the
hero of self-mastery who curbs his immediate passions to pre-
serve for his people, the law of morality, unworthy though

n43

his people may be to receive them. However, Freud has

to be credited with the interpretation of the statue, irrespective



208

of his ability as an art critic : "It can be hardly doubted that

in many respects Freud felt a strong sense of identification

with Moses."44

The essay on Leonardo Da Vinci and Memory of His

Childhood, is an attempt in psychobiography. Though there are
uneasy questions from various critics on the validity of such
an attempt, Richard Wollheim argues that Freud was fully aware
of the difference between treating art as biographical evidence
and treating it as an aesthetic object."‘]‘5 In tracing the complex
history of Leonardo, Freud found out the working of sexuality
experienced during childhood affecting the adult life of the
great painter. Freud's study is rooted tenuously in a supposed
"childhood memory" of Leonardo's in which a 'vultune' that
opens the infants' mouth with its tail (the word nibio meaning
kite is mistanslated by Freud, however, the mistranstation of
the species of the bird in no way affects the analysis). Freud
relates biographical findings in the context of somedLeonardo's
painting such as, "Monalisa" and "The Madona with St.Anne".
The fantasy of the kite inserting its tail in the infant's mouth
was an omen of inspiration. Previous artists have painted St.
Anne and Mary together, looking very much of the same age.
There is evidence that Leonardo spent his first years alone
with his mother, there are reasons to assume that he was taken
by his father at birth. As regards 'Monalisa', Freud argues that
the smile condenses two images of Leonardo's first mother,
one signifying tenderness and reserve, the other sensuality and

seduction. In the other picture both natural mother
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and equally loved step mother are present and linked in a
pyramidical structure. The emigmatic smile can be read on
the faces, doubly condensed in dreamlike fusion. "The focus
is thus on processes whereby a conflict of meaning can be
discerned within the work itself : in psychoanalytic terms a
wish, to yeild to the tenderness of the mother is confronted
by a defense, the danger of yeilding to this wish. In artistic
terms there is an ambiguous element the viewer can not
account for, what has been called 'the daemonic magic of this
smile.“46

Freud's essay on Leonardo has been generally admired
for its beautiful style and charms. Possibly, some of Freud's
interpretations of Leonardo applied to his own self analysis
of viewing human life as an out growth of childhood. "Everyone
of us human beings corresponds to one of the countless experi-
ments in which these 'ragioni' of nature force their way into

experience."47

Freud admits that though psychoanalysis can
throw some light on these experiences yet, it is inadequate
in its own way.

Over the years, so many other critical theories have been
emerged from Psychoanalysis. These approaches have been
variously changed conceptually and in application. The initial
entries of Freud, with his simple psychoanalitic cannons have
emerged into a complicated ethos, and it is very difficult in
the present context to keep track of all these developments.

However, Freud's application of Psychoanalytic cannons in

critical interpretation have been limited to probe the life and
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works of famous aerists whose known neuroses might lend them-
selves to generalization in their work. Confining our discussion
only to the Freudian attempts in traditional psychoanalytic
frame, criticism tends to fall in to three general catagories
depending on the object of analysis : the author, the reader,
and the fictive persons of the text. These three constituents
of the literary work are the classical locus of the psychoana-
lytic criticism.

The total gamut of classical Freudian interpretations
basically rest on the id and ego dimensions. The id psychology
of Freud provides the model of a psyche in which the concepts
of repression, the role of sexual instincts; their nature, and
place in the unconscious, dream , and the phenomena of trans-
ference are skillfully applied in the interpretation of literature.
The metapsycholigical concepts of Freud tend to accept dream
as the basic strategy of desire. The dream prove to be an
effective means for understanding the unconcious of the artist.
"Classical applied psychoanalytic critism related the work back
to the author's psyche, which it explored via the analysis of
his earliest childhood experiences gleaned from what is known
of his Iife..."48

Besides the artist, the art-object is of significance to
the Psychoanalytic critic. It provides vital clues for studying
the motives of the artist expressed in his characters. It is
part of the ego psychology leading to the concépt of the object
relation theory in criticism. Object-relations aesthetics contri-
butes to the understanding of what goes on between the artist

and his medium’the critic and his art object. "The focus thereby
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49
moves from what happens between one psyche and another."

The successful strategies of the artist in getting an audience
to share the pleasure was what Freud called the artists' "inner-

50 In object-relation aesthetics art is seen as a

most secret”.
privilaged means of relating to an object which involves both
the artist and his audience in sharing the same psychic process
on the count of pleasure.

Psychoanalytic criticism is often blamed as reductive and
offers a closed system. This criticism that Freud brought to
the field of literary interpretation, however, is not without
its own justification and utility. The opinion on Freud's position
as the pioneer of a new school of criticism can not be conte-
sted. He was very much aware of the limitations of his system.
"Since artistic talent and capacity are intimately connected
with sublimation we must admit that the nature of the artistic
function is also inaccessible to us along psychoanalytic lines."?

Initially, Freud's application of psychoanalysis in literary
criticism were taken up in a large scale only by the analysts.
Among the better known practitioners were C.G. Jung, Marie
Boraparte, Phillias Greenacre, Eric Fromm, Henry Rosenzweig,
Henry Murray, Selma Fraiberg, Ernst Kris, FEmst Jones, and
Theodre Reik. They have an eye on more neurotic writers and
their output can be classified as literary case studies. Gradually,
with the increase of literary sophistication, literary figures
and literary critics like Thomas Mann, W.H. Anden, Lionel

Trilling, William Empson, Alfred Kazin, E.H. Gombrich, Meyer

Schapiro, Geoffery Hartman, William Barret and others join
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the fray. The horizon of psychoanalytic literary criticism gradu-
ally started widening, almost making the whole business an
industry. "No longer was aesthetic quality taken for granted,
and formal questions as well as those broader ones involving
literary tradition and social history were now being taken into

n52 Psychoanalysis gradually made incursions into

consideration.
a wider spectrum and in the process put the literary critic
under tremendous pressure to extend his own scholarship to
other branches of human knowledge. Psychoanalysis with its
limitations must be equivocally credited with creating this
pressure on the literary critic.

The French approprobation of Freud by Lacan introduced
new complexities and speculations in literary interpretation.
The critical approaches of both Lacan and Derrida move beyond
psychoanalytic derivatives. Lacan has attempted a thorough
revision of Freud. "Parallel to this discovery and revision of
Freud, structuralism and its offspring deconstruction, were born,
and soon took over much of French philosophy and critic:ism."53
Critics, like Susan Felman, Stanly Fish, Genette, Todorov pro-

duced brilliant and capitious criticism basing their strategies

on Psychoanalytic cannons. The Reader's Response criticism

took shape as an offshoot of the Lacanian thesis. Critics like
Norman Holland, Peter Brook, and others have contributed their
might in this direction. Further certain marxist tenents have
been absorved into French Freudian critical approaches, such
as, an adversary position in relation to bourgeois culture and

a belief in the necessity of its demystification; a view of
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history as relative and changing.54

These developments in psychoanalytic literary criticism
has certainly benefited critical strategies in a broader way.
Yet, sometimes, one feels nostalgic for Freud's own simpler
observations. Ofcourse, there can not be any stagnancy in any
theory. Any critical theory has a need to grow and develop
with the changing time. In the present context, when literary
criticism is a reality, to accord Freud a place of pride and
to speak of his relevance in today's context wo'not be a sin.
Of course, literary criticism is a pluralistic universe though,
there are "limits to its pluralism", observed Paul B.Armst:rong.55
Granting due share of failures in Freud's system, it is apt to
conclude with the words of Trilling here for the single most
important aspect of his system which has its permanent validity:

"The first thing that océurs to me to say about
literature, as I consider it is the relation to which
Freud stands to it, is that literature is dedicated
to the conception of self ... In almost every deve-

loped society, literature is able to conceive of the

self, and the selfhood of others, far more intensely

than the general culture can."8
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CHAPTER SEVEN

FREUD AND JUNG



"We must not quarrnel when we are fesieging Troy,
Do you nememben the Lines from the Philoctetes:
These arrows alone will take Troy.”

Sigmund Freud

"I told myself, Freud is far wiser and more experienced
than you. For the present you must listen what he says and
learn from him. And then to my own surprise, I found myself
dreaming of him as a peevish official of the Imperial Austrian
Monarchy, as a defunct and still walking ghost of a customs
inspector. Could that be the death-wish which Freud had insinua-
ted I felt towards him ?"l Once held as a prophet to Jung,
Freud was transformed as a hunting spirit, through the course
of their interpersonal relationship visa-vis psychoanalysis. The
source of the conflict was a kind of egoclash between the two
giants and also the fear of intellectual subjugation in part of
Jung. It was a struggle in a way in Jung's part to liberate
him self from Freud. In psychoanalytic terminology Jung be-
comes the rebel son who wanted to dethrone his father. Ulti-

mately, the time came for his final parting with Freud. Once
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thought to be the heir apparent, the crown prince of the psycho-
analytic kindgom by Freud, Jung deserted his master lonely
and sad.‘2 It was Adler who rebelled first, then others followed
suit. In the year 1913, Jung left the Freudian group complain-
ing as Adler did years ago that Freudian psychoanalysis leans

3

too much on sex.” After his defection from the psychoanalytic

faternity Jung founded the Analytic Psychology school, in the

year 1914. The objective of this school was not only to app-
roach the study of human psyche from altogether a new stand,
but an anti-Freud bias was too strong from the beginning.

While under Freud, Jung added some important discoveries
to the gamut of psychoanalytic theories. He developed word
association test for tracing complexes and produced a valuable
study of Schizophernia through his study of Dementia Praecox.
together with an account of tempérament (psychological types).
The beginning of Analytical Psychology marked a radical shift
in attitude and approach to the study of psyche from the
initial methods.

Jung not only differed methodologically from his mentor
but conceptually also. On the concept of the psyche, - Jung
differed both from Adler and Freud. If Freud's metapsycholo-
gical concepts are to be considered as the high acme of his
thinking where psychology verges into philosophy; Jungian psycho-
logy from the very beginning took to a more esoteric and
mystical approach. Philosophically, Jung's thought bears strong
resemblance to the philosophy of Heneri Bergson. To Jung,

the Freudian touchstone; the unconscious mind is much more
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¢spectswhat Freud had explained. He felt that Freud had only
touched on a fraction of the whole thing. Contrary to Freud's
concept on human psyche, Jung believed that human evolution
consists of the enlargement of consciousness, a process of
progressive adaptation to reality.

Jung put the unconscious in a more broader perspective.
Alongwith the personal unconscious he identified a“collective
unconscious" or racial unconscious. In a way the whole concept
in Jungian understanding in this context is the extention of
Freudian concepts of ontogeny and phylogeny. But the way
Jung interpretes these concepts are in varience with Freud, sub-
stantially. The archaic elements in man's unconscious consti-
tute the collective psyche. As consciousness in personal develop-
ment enlarges, it makes materials from primitive unconscious
conscious. What is individual is a selective process by means
of which the impersonal unconscious becomes personal. Accor-
ding to Jung there is no limit to consciousness.lit is capable
of indefinite extension. The unknown in the inner world is the
territory of the unconscious. "Besides these we must include
all more and less intentional repressions of painful thoughts
and feelings. 1 call the sum of all these contents the personal
unconscious. But over and above that, we also find in the uncon-
scious qualities that are not individually acquired but inherited,
e.g. instincts as impulses to carry out actions from necessity,
without conscious motivation, In this deeper stratum we also
find the .... archetypes.... The instincts and archetypes togéther

form the collective unconscious, it is not made up of individual
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and more or less unique contents but of those which are

universal and of regular occurance."4 Jung's concept of the

unconscious is substantially different from that of Freud's in
the following respect.

1. The unconscious mind of the individual is said to
contain not only those primitive processes which are held
repressed and forbidden entry into the consciousness, but
also different aspects of mental life which have been
neglected in the course of development.

2. It also contains unapprehended personal experiences
and ideas which have quite simply been forgotten, because
they have lost certain energic value.

3. In the understanding of Jung, the personal unconscious
(in the Freudian sense) is only a relatively insignificant
fraction of the total mass of unconscious material. That
which lies below the personal unconscious is known as
the collective beliefs and myths of the race to which
the individual belongs.

However, the collective unconscious is an area of mind
with which Jung was too much involved. He believed that the
deepest levels of the collective unconscious are common to
all humanity, and even it would appear, to man's primate and
animal ancestry. The archaic heritage, Jung believed plays a
dynamic role in the psyche. The collective unconscious helps
to interprete mans experience. The phylogenetic material that
the new born carries may be classified as (i) instinctive reactions
(if) the ancestral modes of behaviour. (iii) ancestral interpreta-

tions of experience. The last category covers all the primitive
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explanations of the forces of nature.

The concept of the self is independent of both the ego
and the unconscious. It is called the persona.5 The persona
is like the mask one puts on. "The persona .... is the individuals
systems of adaptation to, or the manner he assumed in dealing
with, the world. Every calling or profession for example, has
its own characteristic persona ..."6 "The persona is a collective
phenomenon, a facet of personality it is often mistaken for
individuality."7 But there is significant difference between the
individual character and the persona. Role playing becomes
inevitable under the pressure of the society. As Jung puts it:

"Society expects and indeed must expect, every
individual to play the part assigned as perfectly
as possible, so that a man who is a Parson ... must

all time .... play the role of Parson in a flawless

manner."8

Persona is attributed to the nature of role playing in
an individual. While persona is one side of the individual, the
other side is called shadow. It is found in the personal uncon-
scious. "Jung's concept of the unconscious is very involved when
he describes it as being a replica, as it were of the unconscious-
or rather vice-versa. Corresponding to the ego in consciousness
there is a shadow of the ego which constitute the focal point

9

of the racial unconscious."” The shadow appears in the dreams,

personified as an inferior, and a very primitive person, someone

10

with unpleasant qualities and some one we dislike. The very

concept of shadow emerges from the idea of Jung that what
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is weak in conscious is strong in unconscious and vice-versa.
And the unconscious plays a compensatory role for the conscious.

The accumulated archaic and 'pﬁmitive ideas in the uncon-
scious are called archetypes. "The concept of the archetype...
is derived from the repeated observation that, for instance,
the myths and fairy tales of world literature contain definite
motifs which crop up every where. We meet these same motifs
in the fantasies, dreams, deliria, and delusions of individuals
living today. These typical images and associations are what

nll The primodial images infact, constitute

I call archetypal ideas.
the core of archetypes. The real nature of archetype is not
capable of being conscious that it is transcendent. However,
"as the elements in the personal unconscious tend to irrupt
in consciousness, so material from the racial unconscious presses
up wards finding expression chiefly in the dream life."12

The "anima” and "animus” concepts are an elaboration
on the bisexual character of the individual. These concepts
are important in the context of the collective unconscious.
The ‘"anima” constitutes the feminine in man. Similarly the
animus represents the undifferentiated masculinity in women.
Anima and animus according to Jung represent the personifi-
cation of the feminine nature of a man's unconscious and mascu-
line nature of a woman's. This psychological bi-sexuality is
a reflection of the biological fact which is the decisive factor
in the determination of sex. A smaller number of contrasexual
genes  seem to produce a corresponding contrasexual

character, which usually remains unconscious. "Anima and animus

manifest themselves most typically in personified form as
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figures in dreams and fantasies ("dream - girl", dream - love")
and in the irrationalities of a man's feeling and a woman's
thinking. As regulators of behaviour they are two of the most

n13 Alluding to examples of harsh men

influential archetypes.
being soft and gentle to children and women taking the job
of men during war, Jung justifies the presence of anima and
animus in man and woman's nature. The archetypal relevance
of these two aspects, Jung describes as to be an inherited
collective image being present in both man and woman's con-
sciousness. But the two features are not exactly comparable.
Because the woman's unconscious is polygamus where as her
conscious is monogamus. Therefore, her animus is multiform.
It corresponds to the rational and masculine principle. Thus,
Jung offers a complicated concept of the psyche which is
partly conscious and partly unconscious.

The motive force in Jung's psychology is known as the
"1ibido." It is non-sexual. "The libido to Jung is a primal and
universal life force, it is transformable and conceived of as

being more or less constant in potent:ial."14

He identified it
with the life-impulse, with the will to live which is the essense
of the continuation of the species through the preservation
of the individual. The Jungian libido is a primal vital force
and corresponds closely to the concept of elan vitalof Bergson.
Jung differed conceptually on the concept of libido from Freud.
To Freud it is primarily the sex energy and imbalances in the

libidinal drives lead to mental sickness. Like Adler, Jung on

the concept of regression is more concerned with the future
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goals than past history. He sees the present situation instead
of the past as the key to neurosis. The archaic gradually
replaces the recent function which usually fails in regression.

The study of psychological types is another important
area of Jungian psychology. The processes of "thinking" and
"feeling" are dependent on the individual's adaptability to the
situation. The individual may be a thinking or a feeling type,
in other words either an introvert or an extrovert. The type
psychology is very elaborate and extensive. Jung's basis for
classification of individuals to different types has parallels in

the psychology of William James.15

The two main types, the
introvert and extrovert are further divided. The subdivisions
are drawn on the main functions of the psyche-thinking, feeling,
intuition, and sensation. Every individual possesses these four
functions, but it is always with the dominant function that
the individual identifies. To the main type divisions, Jung added
four compromise forms of functioning. They are (i) between
thinking and sensation, (ii) between sensation and feeling, (iii)
between feeling and intuition, (iv) between intuition and thinking.
On the basis of this classification an introverted type can be
either, (a) introverted thinking, (b) introverted feeling, (c) intro-
verted sensorial, and (d) introverted intuitive type. Similarly
an extroverted type can be either thinking, feeling, sensorial
or intuitive type.

Drawing upon the historical evidences from the Greek
period (particularly of Greek physician Galen's division of
individuals into Sanguine, phelgmatic, choleric and melancholic),

Jung reduced the total human society into introverted and
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extroverted types. In his words :

There is a whole class of men (he says) who at the
moment of reaction to a given situation at first
draw back a little as if with an unvoiced 'No' and
only after that are able to react; and there is another
class who, in the same situation come forward with
an immediate reaction, apparently confident that
their behaviour is obviously right. The former class
would therefore be characterized by a certain nega-
tive relation to the object, and the later by a posi-
tive one .... the former class corresponds to the

introverted and the second to the extroverted

attitude." 16

The extroverted attitude is characterized by an outward flow,

of libido. An extroverted type takes more interest in life and
in his or her sorroundings. Outside factors play a dominant
role on these types. The extroverted type does not feel aliena-
ted in new situations. Instead of withdrawing this type is at
home with everything in the world. Extroverts tend to be both
optimistic and enthusistic though their enthusism do not lastlong.
The weakness of extroverts lies in their superficiality. They
dislike to be alone, lack self-criticism and give least importance
to thinking. As they are well accepted in society, they easily
accept the morals and other rules governing the society without
questioning them. The extroverted thinking type 1is positive
and down to earth. His concentration on objects, puts its own
limitation to his thinking process. The extroverted feeling type
is well adjusted to the world valuing on the whole what is

generally valuable and finding no  difficulty in filling ease at any
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time any where. Jung identified this attitude mostly with
woman. The extroverted sensorial type leads a life where his
life is conditioned by his objective environment. His personal
resources are minimal and depends mostly on external stimulus.

The extroverted intuitive type 1is unstable like the introvert

intuitive type. He always seeks change. His dissatisfaction with
anything static makes him to welcome change and he obtains
the reputation of an optimist.

On the other hand the introverted attitude, is one of
withdrawal; The 1ipido flows inward and is concentrated on
subjective factors which predominatly influence "inner necessity."
This type lacks confidence in relation to people and thingsg
tends to be un social and prefers reflection to activity. The
introverted adults dislike the society and feel lonely and lost
in large gatherings. They tend to be over - consciencious,
pessimistic, and critical. The introverted thinking type is inte-
rested in the inner, not in the outer reality. What is important
to him is the development and presentation of the 'primodial
image' and its shaping into an idea. The introverted feeling
type is governed by subjective factors. While appearing reserved,
the introverted person is very sensitive to personal relation-
ship. His feelings, unlike the extrovert gathers intensity without
expression.

The introverted sensorial type is very difficult to under-
stand because of his lack of expression. This type is over-
whelmed by impressions and events, but need time to assimilate

them. The introverted sensorial type is least bothered
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about the facts. His world is primarily subjective. This types
are very much unstable in their inter-personal relationship.
To the mixing of functions, Jung:calls co-function. Most people
use one function (the dominant one) but more complicated
people use two functions, and highly differentiated personality
would make use of three functions. The inclusion of the fourth
function belongs to what Jung has called the individuation
process, which is a process of reconciliation of the opposites
in one's nature.17

Unlike, Freud Jung considered religion as one of the most
important aspects of man's life and society. He believesthat
"natural religious function is necessary for normal psychic
health. Religious functions do exhort tremendous influence on
individuals as powerful as the instincts of sexuality and aggre-
ssion. In this context he has said about the process of individua-
tion. Individuatior. is not wusually an aim or an ideal for the
very young, but rather for the mature person or for those who
have been impelled by a serious illness, a neurosis or some
unusual experiences to leave the ordinary safe paths and look
for a new way for living, "Individuation means becoming a
single, homogeneous being, and in so far as individuality embra-
ces our innermost last and incomparable uniqueness it also
implies becoming one's own self. We could therefore, translate
individuation as ‘'coming to selfhood' or 'self-realization™. 13
Such a process is described in detail by Jung in The Integra-

tion of Personality”. The person who has undergone through

the process of jpdividuation gets liberated. In Jung's words:
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"It is as if a river that had run to waste in sluggish
side - streams and marshes suddenly_ found its way
back to its proper bed, or as if a stone lying on
a germinating seed w.ere lifted away so that the

shoot could begin its natural growt:h."19

Ultimately the personality is liberated, cured, and trans-
ferred to become the individual in the fullest sense.

Dream interpretation is another area in which, Jung sub-

stantially differed from Freud. "A dream", he says, should be
regarded with due seriousness as an actuality that has to be
fitted into the conscious attitude as a co-determining factor."2o
Jung's way of dealing with dreams differ from the method
of 7"free association@the psycho-analysis. Jung did not believe
in Freud's reductionism and advocated the idea that all psychic
functions are purposive. To Jung the dream is not only a symbo-
lised account of what has happened ‘already but also a symbolic
guidance for the present and future. He regarded the dream
as a corrective tendency on the basis of the concept that the
unconscious involves a ceaseless compensatory function.

Jung rejects the concept of censor in dreams. On his
completely different concepts of the conscious and the unconscie=
ous he recognized that though the dream is a royal road to
the unconscious its purpose is different to that of Freud's.
"He recognizes that the symbol is not merely a sign of some-
thing repressed and concealed, but it is at the sametime an
attempt to comprehend and point out the way of the further

psychological development of the individual."21

The dream repre-
sents a "prospective tendency". In case of the neurotic, in his

dreams even if there is regression yet it represents an archaic



229

presentation of the progressive solution from which he has
retreated.

Jung regards the dream as the contrinuation of the process
of reflection and introspection being evoked by every situation
in the waking state. Jung also makes a d.istinction between
subjective and objective interpretation of dreams. Dreams emana-
ting from personal unconscious should be objectively interpreted
where as dreams originating from the racial unconscious should
be subjectively interpreted.

Besides dreams Jung has also dealt with Psychopathology
and treatment. He also applied his theories in education, socio-
logy, and other areas of human knowledge. He differs in his
approach and concepts radically from Freud. The two systems
of both Jung and Freud differ fundamentally, though the basic
starting point for Jung was Freud's psycho-analysis. Those who
prefer Jungian system over Freud's accuse Freud of offering
a system which is one sided and over determined by the condi-
tion of causality. On the surface, the Jungian system seems
to be in some occasions closer to reality and to experience.
Contrasted with Freud, Jung is an optimist and adheres strongly
to human values and uphelds the importance of religion. How-
ever, deeply studied Jungian system fails to crystalize the
strong rationalistic temper of Freud's thought. As Rickman
puts it :

"Freud is not falliable, but without work by his

method it will not be possible to demonstrate that

Jung is right."22
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Rickman's observation is correct in the sense that Iif
scientific demonstration is required Jung's system stands a poor
chance of enduring. Jung's thought on the whole is more esot-
eric and leans on the tenents of traditional concepts of religion
and morality without a proper scientific basis. It is apt to say
here in the words of Ernst Jones that "the quarrel between
Freud and his disciples had their origins not as seemed in
doctrinal divergences but actually in unresolved infantile con-

n23

flicts of the dissidents .... Even by his own admittance Jung

unlike Freud put importance to his inner dictates (inner images)
for developing his own theories. His approach to everything
was almost Nietzshean. The disciplined demands of reason was
substituted by him for his own metaphysical longings. Towards
the laterpart of his life he was more drawn towards the spiri-
tual longings of his own inner being than to Freud's cautious

revisions of his theories. As he puts it :

"The more uncertain I have felt about myself, the
more there has grown up in me a feeling of kinship
with all things. In fact it seems to me as {f that
alienation which so long separated me from the
world has become transferred into my own inner
world and has revealed to me an unexpected unfami-
liarity with mys.elf."24

Jungian psychology also deals with art and artists. Some of
the literary critics found Jungian concepts on art and literature
more congenial to Freud's. Some of thewpractioners of literary
criticism found Freud as a threat to literary values. Jung to
them is much more sympathetic than Freud to visionary, reli-
gious, and even magical traditions.
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In his essay "Psychology and Literature" (1933) Jung spelled

out his own concepts about art and the artist. The human
psyche is considered as the womb of all sciences and arts.
Psychology, being the study of psychic process is naturally
drawn to literature and artistic creativity. Like Freud, Jung
said that creative act is a complicated psychic process. He
considered the case of art product as the basis for understand-
ing the artist. As Jung puts it :
"In the case of the work of art we have to deal
with a product of complicated psychic activities—
but a product that is apparently intentional and
consciously shaped. In the case of the artist we
must deal with the psychic apparatus itself. In the
first instance we must attempt the psychological
analysis of definitely circumscribed and concrete
artistic achievement, while in the second we must
analyse the living and creative human being as a
unique personality .... It is of course possible to

draw inferences about the artist from the work of

art, and vice versa, but these inferences are never

c0nc1usive."25

Though, Jung admits that psychology can not be the final means
for the analysis of art and the artist, yet it can help enriching
the insight of the critics. However, he has attempted partly
an examination of Freud's concepts and partly his own psycholo-
gical concepts in order to provide a comprehensive view on
art and literature.

There are two modes of expression in artistic product
namely the "psychological" and the i"’visionary." While the

psychological mode limits itself to human experience, the
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visionary mode goes beyond it. The psychological mode is drawn
from the realms of human consciousness andAhis feeling life
in particular. "Whatever its particular form may be, the psycho-
logical work of art always takes its materials from the vast
realm of conscious human experience - from the kind foreground
of life we might say. I have called this mode of artistic crea-
tion psychological because in its activity it no where transcends
the bounds of psychological int:elligibility."26 On the other hand
the visionary mode transcends the human experience to a differ-
ent world. It is associated with man's primodial experience.
It is a strange something that derives its existence from the
hinterland of man's mind. In the visionary mode, the value
and the force of experience are given by its enormity."27

Jung accepts the Freudian pathological consideration for
the purpose of understanding the sources of the material in
visionary creation. He felt justified Freud's consideration of
neurosis as part of the visionary artist to some extent. In his

words :

"....I can not avoid taking up in the present connect-
ion this Freudian view of the visionary work of art.
For one thing it has aroused considerable attention.
And then it is the only well-known attempt that
has been made to give a "scientific" explanation
of the sources of the visionary material or to formu-
late a theory of the psychic processes that underlie

this curious mode of artistic creation."28

However, Jung felt tha significance of "primodial vision" in
relation to visionary modeof artistic creation. This vision goes

beyond the artist's psychic disposition. The works of art of
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this nature should not be confused with the artist as a person.
".. we can not doubt that the vision is a genuine, primodial
experience, regardless of what reason mongers may say. The
vision is not something derived or secondary, and it is not symp-
tom of something else. It is true symbolic expression that is
the experience of something existent in its own right, but

n29 Mythological themes as the essence of

imperfectly known.
primodial experience provides the basis for such a vision. Mytho-
logical themes clothed in modern dress are part of the "collect-
ive unconscious",to which Jung attributed significant importance
in relation to artistic creation.

In the context of the artist Jung accepted to some extent
three main considerations of Freud i.e. neurosis; originating
from psychic realm, art as a means of gratification ,and the
narcissistic tendency of the artist. But he differs on the quest-
ion of Freudian consideration of personal experience as a hidden
secret in the product of art. Creativeness, Jung believed like
the freedom of will, contains a secret. "Creative man is a

riddie"30

and remains unanalysable. While Freudian psychology
holds on to the belief that personal experience is the key for
understanding the artist, Jung believes personal aspect as a
limitation and even a sin - in the realm of art. He differentiates
between the personal life of the artist having a life like other
individuals and impersonal life in relation to his creation. He

represents the "collective man."

"Art is a kind of innate drive that seizes a human
being and makes him its instrument. The artist is
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not a person endowed with free will who seexs his
own ends, but one who allows art to realize its
purposes through him. As a human being he may
have moods and will and personal aims, but as an
artist he is 'man' in a higher sense - he is 'collective
man' one who carries and shapes the unconscious,

psychic life of mamkind."31

In the above observation Jung attributes the artist higher status,
and also feels that in his creative work the artist explores
the"collective unconscious".He becomes art itself. The artist
is like a physician, a teacher, and a person who offers the right
corrective to problems of humanity. The great work of art
is like a dream, aspired by the total humanity; it is a partici-
pation mystique - it leads to the level of experience where
man lives as a collective entity , not as an individual.

Jungian psychology has been ‘taken up seriously by many
critics for literary criticism. The practitioners of Jungian criti-
cism based their strategies on archetypal studies mostly and

types.

the various complexes of the character /\Jung's famous piece

of criticismon Howthorne's "The Good Man Brown" has drawn

significant attention, along with his writings on "Ulysses", and
"Picasso". Generally, speaking Jungian criticism is concerned
with the discovery in literary works, of archetypes, anima,
animus. persona, self,and so on, and the elucidation of what
is really happening to the story thereby. Jungian criticism is
also reductive in its relation to collective unconscious and
archetypal symbols. In his archetypal analysis all women become

the 'Magna Mater' all men the 'wise old man', and the evil

person, is the 'Shadow'. "A literary work, a painting, a symphony,
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is more than simply the spontaneous re-working of a long
slumbering archetype in the mind of its creator, which when
caught and lebeled "explains" the work in which it was elabora-

ted.“32

In his frantic desire to eliminate sex from psychanalysis
Jun$ was hailed by many critics of literature as a god-sent
alternative  to psychoanalysis. Jung's approach without its
empirical validity was successful in offering an elevated notion
of criticism. Among the practioners of Jungian mode in literary

criticism Maud Bodkin is most noteworthy. In her book Arche-

typal Patterns of Poetry, she tried to study the archetypes

in poetry. Stanley Edgar Hayman, initially started with Jungian
cannons but later on found it inadequate. Similarly, critics such
as Frye, Fiedler, and a horde of others are practicing today
the Jungian method.

However, Jungian approach to literary criticism has its
limitations too. First of all it lacks the logical validity and
the understanding of his ideas are left to be highly esoteric.

Glover in his book, Freud or Jung (1950), found Jungian system

to be defficient at the base. He points out that "the truth
is that no psychological theory worth the paper it is written
on, unless, it can give an objective account of the structure,
function, and dynamics of mind, can trace the stages of mental
development from infancy to sense scene, can indicate the
main factors giving rise to mental disorder and correlate these
with the mental mechanisms responsible for the more significant
manifestations of normal mental life both individual and

social."33 Glover's argument obviously favours Freudian system.
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Joining Glover, Ruth. L. Munroe criticises, Jungs method as

34

unreasonably biased against Freud. Frederic Crews put the

Jungian approach to literature in a fine phrase, "the Jungian

35 Victor Von. Weizasaecker in his reminiscences of Jung,

peril."
concludes that "he befogged his ultimate thoughts in a certain
way, but it is not certain whether those ultimate thoughts were
clear ... His style is uneven and rather impersonal, and that
seems to lack a point of depth in his thinking and of decisive

36 The observation of

clarity at the base of his character.”
Weizsaecker is indeed important from the point of view of
comparing the Freudian method with that of Jung. It is interest-
ing to note that Stanley Edgar Hyman, once a practioner of
Jung's method, commenting on the revisionists - observed
that: "the result of their revisions has nevertheless, in my
opinion, been not to improve or modernise psychoanalysis, but
to abandon its key insights both as science and as a philosophy.
Their effect has been to repress what ever distasteful or tragic
truths Freud dug out of his own unconscious or his patients,
and to convert the familiar device of resistance into revisionist

theory."37

Thus, the neo Freudians in general and Jung in parti-
cular for acquiring some accurate information about the nature
of man in society and his various creative endeavours seem

to have ended up in some cheerier illusions.
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CHAPTER EIGHT

CONCLUSTION



'youknowthaithebwiho,ﬂtenhcwio&eéaidmanytbw'

Oscar Pfitser

In his letter of November 14, 1911, Freud wrote to Jung
"As you know, 1 always have to proceed from the outside
to the inside and from the whole to the part."1

This statement of Freud, underlines the basic position that

he took all along his life. The paradigms of Freuds thought

have been crystallized into positive myths, even if he is often
accused of being the father of a subversive science. However,

Psycho-analysis as a method and theory for the study and under-

standing of human mind, nature, society, art, and literature

has come to stay. To explore the encoded truthsobouihiuman
nature, indeed, becomes the main objective of Psychoanalysis.

Even if we strip of Freud, the status of the law giver, we

can not escape from the tremendous influence that Psycho-

analysis has exhorted on our déy to day life. - However,

Freud's sincerity in his path-breaking discoveries is beyond
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doubt. There is undoubtedly a certain monkishness of intent
and purpose in his intellectual odyssey that covers such diverse
areas as Psychology, art, literature, sociology, and r'éligion.

To understand Freuds oeuvre, one is obliged to return
to his thesis on the unconscious. The unconscious for all the
theoretical and practical purposes is the corner stone of the Psycho-
analytic superstructure. While confirming his unconscious as
a parallel of Blake's "devourer” Schopenhauer's "will", and Nietz-
sche's "Dionysus", Freud embraced the "dualistic" concept of
ninteenth century naturalism. "The dualism of being is certainly
no new conception and the idea of coincidentia oppositorum
is quite familiar to us ... but the double meaning and the
duplicity of existence, the snare and the reduction for the
human understanding which lie hidden in every single phenome-
non of reality, had never been experienced so intensively as

now"2

. Freud has not only come closer to the natural scientists
like Darwin, and Newton, he also put forward a romantic theory
of art on the line of Schelling and others. "Freud's vision of
Psychic life set upon a quest for the recent inner experience
of man analogous to the other sought by Physics in natural
order. Like Newton, Freud bracketed the human experience
as a domain between two unknowables, a phenomenal realm
of limited sense awareness whose confinement sentences human
kind to the hard labour of discovering, by various influential
methods, the realities without and within. Freud regarded his

quest for the revealation of inner reality as one that had

already been undertaken, successfully in regard to nature by
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the natural scientists in the tradition to which he gave his
allegience."3 Freud's distinction with his illustrious predecessors
is his credit for providing a systematic theory of the psyche.
He persued the study of theunconsciouswith the determination
of a radical scientist and reached almost at the same conclu-
sion of his speculative peers. The topographics economic, and
dvnamic descriptions of the psyche precisely, was addressed
to uncovering an inner psychic reality through a distinction
between unconscious and conscious mind. "The Psychoanalytic
quest for an unrecognized and here to fore unknown inner
reality sought what had escaped the investigations of both the
natural scientists and the Philosophers. Freud, pointed out with
considerable satisfaction, that his conclusions completed a
scientific organization of nature and human psychic life that
the enlightenment and ninteenth century positivism failed to

complete."4

With his objective analysis of the Psyche, Freud
projected a temperament that is both classical and romantic
in temper. While his method is strongly rooted in the classical
objectivity, the outcome of his study commonsurated with the
romantic understanding of the Psyche. In this sense Freud is
a typical classical romantist.

Freud as a scientist in his training and practice basically
belonged to Helmholtz School. Though Psychoanalysis has under-
gone modifications, and revisions by Freud himself, but the
fundamental principles of causality and determinism have remain

unaltered. Every phenomenon Freud believed must have an

antecedent cause whether the phenomenon is physical of Psychic.
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Psychoanalysis ‘infact, followed ths principle with devotion
through the ardorous path of its development. Freud is justified
saying that his study of the Psyche is a movement from the
without to the within. In order to cure hysteria, Freud develop-
ed the theory of "free association”, which ultimately turned
out to be an effective tool for analysis of other aspects of
human knowledge. He also went to discover various other
features of the Psychic function. Dream interpretation of course
is one of his greatest achievements for the study of the uncon-
scious. And he proved himself to be right that "dream is the
royal road to the unconscious". Dream interpretation was not
only confined to the study of the unconscious but it led to
influence Freud's total thinking process while approaching other
branches of human knowledge, particularly art, and literature.

Freud's metapsychological analysis of the mental function
is salutary. For he introduced altogether a new method of
inquiring into the Psyche. The economic, topographic, and the
dynamic analysis of the Psyche is the theoretical modification
on the hitherto concepts of mind and led to the renaming of
the Psychi¢ apparatus asid, egos and superego.

The unconscious process and the life of the instints are
the two important factors which have earned the dislike of
the total world. Freud is often, blamed for reductionism and
for being too much subjective. Nevertheless, if we accept that
subjective phenomena can be objectively interpreted, then
F‘reﬂiian hypothesis of the dualism of human psyche is incontro-

vertible, as in mnatural science. The manifestation of the
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unconscious and the compelling effect of the instincts on human
situation are not like the physical manifestations, they are
part of human behaviour. Therefore, the study of behaviour,
which Freud undertook from a scientific point of view, obviously
remain incomprehensible as they are not concrete phenomena.
However, Freud's findings have an organised basis and logical
coherence. And Psycho-analysis should be credited with having
the wider perspective of touching upon all aspects of human
activity and existence.

Freud's Studies on Psychopathology opened up new vistas

on the workings of the ennigmatic unconscious. Freud explained
that behind every small acts of ommission and commission in
our day to day life an unconscious motive is at work. Freud
found out that the unconscious motives have a strong bearing
of sexuality. Inevitably sex or pibido theory becomes the touch-
stone of psychoanalytic paradigm. Freud's historic findings on
child sexuality, became an unseeming subject matter of contro-
versy. The advocates of morality, and ethics declared open
war against Freud on the ground that his Psychosexual finding
about children is a devastating blow for the hitherto concept
of children being closer to divine and are the flowers of inno-
cence. But the truth can not be blotted out on traditional
beliefs. Ultimately, Freud proved others wrong and his concepts
on Libidnal fixations, sexual abberations leading to neurotic
disorders and finally successive stages of infantile sexual develop-
ments offered an organised picture of man's psychosexual deve-

lopment from childhood to adulthood. New concepts such as
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narcissism, Oedipus complex, and character formations WeEre
developed. Freud's studies on instincts and their vicissitudes
led him to‘c‘levelop concepts such as sublimation,reaction forma-
tion, and expression. Towards, the later part of his life Freud
made important observations on pleasure and unpleasure theories.
He came to the conclusion that thereality principletakes over
the pleasure principlein the course of human development and
repression is responsible for turning pleasure into unpleasure.
Taking cue from his psycho-sexual studies on man, Freud applied
his findings to society, culture, and religion. In the process,
psychoanalysis turned out to be an enlarging system encompassing
the issues which are very much part of human life and his
existence. His radical opinions on the inter-relationship between
repression and civilization are striking. Within Psychoanalytic
ambiance Freud made an uncomprbmising stand on believing
that achievements of any civilization is exclusively dovetailed
with repression. However, his opinions are subject to unending
debate. Among all the critics of Freud, the Culturalist psycholo-
gists are most severe on his observations about society and
culture. But Freud's stand should not be confused with
the culturalist’s accusations as his approach is biological. The
attack on Freud's observations are almost parallel to that of
all great thinkers like, Darwin, Newton whose path-bearing
discoveries were never accepted and had been subject to deri-
sive criticism initially. Similarly, one finds the clear difference
between the approaches of the culturalist and Freud. While

Freud took up the individual and his psychic behaviour being
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the first principle for study of society, the culturalists take
the opposite road, taking the society first and the individual
there in.

Literature has a peculiar relationship with psychoanalysis.
1 am purposefully using the word peculiar inorder to say that
throughout Freud's career, it is literature which had provided
sustenance to a science to which it is apparentlly opposed.
Freud's writings on literature are not organised. Scattered
though, throughout his writing his theory of art and literature
today undoubtedly occupies an important place in critical arena
as a germinal model of literary theory.

Within the bounds of Psychoanalytic model of literature,
the artist occupies the central position. His past life, his obse-
ssions, and experiences are the main ingredients to which
he gives colour, and shape. Those who take the text as the
object, they may fall short of knowing about the psychogenesis
of art. The artist's life is no more considered in the psycho-
analytic frame work as altogether invisible. Nevertheless,
through the artist we come to know about the art. The artist
like the child's play structures his castles in the air. But his
endowment, has the distinction of adopting to reality, through
language and ; = > sublimation, by which he creates art. However,
the artist like any other ordinary man is prone to neurotic
tendencies. He too also gets frustrated with reality., But he
sublimates his frustration into art. Because he is the one who
knows the way back from fantasy to reality. Here the artist
scores over the neurotic. Therefore, the debate on the artist

as neurotic should not be taken too for. The nature of the
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artist, therefore, should not be hold in suspect.Freud's contention
on neurosis and the artist is acceptable, along with artist'spower
of subllimation. Critics allude too much importance to the neuro-
tic aspect of the artist while offering least importance to
sublimation. Sublimations however, is the key to overcome the
neurosis and to reach a higher goal. Successful sublimation
makes art a transcending reality. Psychoanalytic theory
of art will remain incomplete wihout atributing adequate signi-
ficance to sublimation.

Ofcourse, Freud has made only cursory remarks on various
literary forms. But, he has made authentic observations on
audience. In his observations on the audience, particularly his
concept of identificationin the part of the spectator with the
characters is substantially Aristotlean , However, his concepts
on the audience, or reader has led to the birth of Reader
Response criticism.

The continuance of the application of Psychoanalytic
findings in human behaviour embarked Freud to put forward
a systematic theory of the joke. Freuds' theory on the joke
is less controversial and can be takenup asthe germinal model
for the understanding of his theory of art and literature. The
unconscious undoubtedly plays an important role in the joke
situation. Freud's "techniques" and "analysis" of jokes clearly
show how the unconscious manifests itself. However, the joke
as the manifestation of the unconscious, found as an act of
consciousness is expressed through voluntary, social, and insti-

tutionalized verbal mediums of communication. Freud uses
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reduction inorder to establish that the character of a joke is
irrepairably lost in every new formulation. Like Bergson, Freud
attempted some remarkable analysis of what he regarﬁs the
basic comic situation. However, Freud's contributions on joke
bear the stamp of his genius and has enriched the hitherto
theoretical developments on the comic as a genre.

In the pluralistic set up of the critical literary theories
of today, Psychoanalytic literary criticism not only achieved
a place of distinction but also forced us to rethink over the
traditional methods of literary inquiry. The influence is not
merely superflous, nevertheless, it has affected the whole
system. Freud himself should be credited for establishing a
school for his creed by pioneering the new method through
his various interpretations of literary text. The interpretations
of Gradiva, Hamlet, Brother Karamzo}, etc. have been salutary.
However, Freuds concepts have never been accepted easily
by the academic critics. He had always been looked upon with
suspicion. However, what Freud could not have anticipated
during his life, the impossible has happened now. Psychoanalysis
literally has given birth to so many new methods of literary
interpretations such as deconstruction, reader response, third
force, and cognitive schools of criticism. Freud's importance,
in the context of literary criticism should be above any contro-
versy. Because, his ideas are germinal, and only time wit tell
Us  what more Psychoanalysis has to offer to the world
of art and literature. It is apt to say here in the words of

Sterba that "a proper understanding of what Freud meant when
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specifically talks about art requires nothing less than the whole
of Psychoanalysis."5

From within the Psychoanalytic movement, the critics
of Freud initiated the theoretical opposition to Freud's ideas.
Many of Freud's disciples broke away from him and developed
their own schools which in the course of time became redundant,
except the Jungian School. Jung has infact, contributed very
many important concepts on art and literature. His studies
on myths, archetypes, and collective unconscious are seminal.
While looking at the theoretical differences between Freud
and Jung, it is found that basically Jung's ideas have taken
their origin in Freud's thought. Deliberately, certain aspects
such as the importance of sex, child sexuality, and other issues
were ignored by Jung. However, any discussion on Jung helps
in a greaterway for understanding‘ Freud's ideas. Joneb
comments that the relationship between Freud and his disciples
had their origins not as seemed, in doctrinal divergences, but
actually in unresolved infantile conflicts of the dissidents."6

Any attempt to conclude on Freud is infact, another
beginning. He is a person who has been as much held in adora-
tion, as much abused. Freud's modest statement, that Iljke
Darwin he has his few pebbles of knowledge, holds more meaning
than what has been saidon Freud, - ~. It is wrong to say
that Freud has disturbed us rather he deserves the adulation
for enlightening us. It might be that psychoanalytically we are
not yet capable of making us free from the clutches of the

unconscious and accept the truths about life. However, the
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essential Freud is very much of a complexman. But he armed
himself with solid logic without making any allowance for
criticism. Therefore, Freud's intellectual honesty is the hallmark
for everything he stands for.

Sometimes a single individual in the course of human

history makes the whole humanity obliged to him for his

service to the world for something or the other. Freud defini-

tely deserves more of our adulation and praise than derison.

For his science was totally devoted to the human cause. There-

fore, Freud's ideas do not just defend an empty centre. He

stood solidly by what he said, and would be least happy if we

attribute him as a mystic visionary. In fact, psychoanalysis

does not need any apologist for defending it. Because it is

..committed to the human cause in total. It is appropriate here
to conclude with the words of Trilling that :

"One is always aware in reading Freud how little

cynicism there is in his thought. His desire for man

is only that he should be human, and to this end

his science is devoted. No view of life to which

the artist responds can insure the quality of his

work, but the poetic qualities of Freuds' own princi-

ples, which are so clearly in the classic tragic

realism, suggest that this is a view which does not

narrow and simplify the human world for the artist

but on the contrary opens and complicates it
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