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Foreword
A Fortunate Life!

Edith Kramer

I’m going to tell you of my life in New York City, as it presented itself to me
as an artist, later also as an art therapist, with brief excursions into other topics
like nature, still life, and portraits and so forth (Kramer, 1994).

I have been a very fortunate person. Fortunate to have the chance to come to
America, otherwise I would scarcely have survived the Nazi time in my native
Austria. Fortunate in my upbringing, growing up in a bohemian environment,
full of actors, psychoanalysts, artists, revolutionaries, where being an eccentric,
where being stubborn and self-willed was quite normal. I did not have to
fight to be myself. I was liberated from conventions; I did not have to liberate
myself. I wasn’t a part of this liberation movement because that was all pre-
pared for me. This saved much energy that could be used for doing my work.
I was fortunate to be in an environment during a time when I could learn my
craft as a disciple from good artists for very little money, rather than as an art
student. I think artists, even if they are competitive toward other well-known
artists, are generous with young artists whom they like and respect. So I got
my training without having to go into debt.

I worked with Friedl Dicker, a student of Johannes Itten, who was in Vienna
before going to Bauhaus. Friedl also worked at the Bauhaus so this also was cer-
tainly part of my background. I worked with Fritz Wotruba, as a stone carving
sculptor, as well as a few other sculptors. I was also fortunate to live in Vienna
during a time when I could be acquainted with Freudian psychoanalysis (in
its revolutionary days not its stodgy days) and with progressive art education
theories. Viktor Lowenfeld was working with the blind in Vienna at that time,
and that was the foundation of his theories of teaching art to children, which
culminated in his book, Creative and Mental Growth (1947).

I was fortunate that when I came to this country, I was sufficiently formed
as an artist and able to continue on my own. I was 22 years old, healthy, and
educated; I could read with comprehension and knew where to find any infor-
mation that I might need. I was at an age when it was natural to embark on
a new career or adventure, live in a new environment, and begin a new life.
I didn’t have to suffer as many older people did when they were uprooted.
It was the right time for me to come to the United States.
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Looking back at the art I did prior to coming to the United States I see there
were certain interests that began even then and have continued. I began to
study art exclusively from age 18 when I finished high school. I was interested
in industrial landscapes, ordinary people doing ordinary things together, and in
children doing art. All this was there, even then.

When I came to New York, it was my good fortune that the Little Red
School House needed a shop teacher but couldn’t afford the salary of one.
They hoped to find among all the refugees coming over from Europe, a sculp-
tor who would be more pliable and inventive than a carpenter who would be
too rigid to work with children. This person turned out to be me. Elisabeth
Irwin, an independent spirit and founder of the Little Red School House,
sensed that same spirit in me. She allowed me to live in a little room that was
in the school building. I could get my food from the leftovers in the kitchen,
and was given some pocket money. They had hoped for a man in this position,
but were reconciled with me. I worked as their shop teacher for three years.

Again, I was very lucky to fall into this bohemian environment, much like
the environment that I came from. The bohemian environment of Vienna and
Prague in 1938 was not so different from Greenwich Village in 1938, so it was
not such a terrible culture shock when I moved here.

When the United States entered WWII, I became a machinist in a little shop
on Grant Street. Grant Street at that time was one machine shop after another,
a whole row of machine shops. If you wanted to be a toolmaker, you could
start at one end of Grant Street and work your way to the other end, and you
would be fully trained by the end. I worked there and enjoyed it. I had an
agreement with the boss that after doing my shift, I could punch out and stay
on and do drawings. I drew every night and enjoyed it very much. The great-
est compliment I received from the other machinists was that if T had started
young enough I could have been a toolmaker. Some of this work I enjoyed
as an artist because you must be good with your hands and as a sculptor, you
must do a bit of carpentry, a bit of this and that. It came easy to me. I had an
offer at that time to be a shop teacher at City and Country, a good progressive
school, because their shop teacher was drafted in the army. I decided to stay
on as a machinist because I knew I would never have that kind of chance again,
to do that kind of work.

When the war was over, I decided to go back to Europe because I had come
to the US under duress. I figured I should find out if I really wanted to stay
here, or go back home, or live in Paris. Somehow I found a way to do that and
stayed in Europe for a year and a half and was able to paint.

I did some paintings of London following the Blitz, always painting on the
spot. The ruins with weeds growing among them, was a very interesting sight
to me.

Another interesting place to paint was the Amiens Cathedral, situated on a
ridge overlooking the River Somme in Amiens. It was standing in a wilderness.
Amiens had been bombed and most of the other buildings had collapsed, but
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Figure F.1 Edith painting after the Blitz. Photo contributed by David Henley

the cathedral was built on arches and withstood the bombing. The windows
of the cathedral had been removed to save them, which resulted in a strange
appearance, so I did paintings there.

I decided to come back to the United States for several reasons. I had con-
sidered living in France, which I loved, but there was an unbroken line of visual
artists and styles developing from the Romans on to the present. Because it was
amecca, receptive to artists from the whole world throughout history, I felt “so
who needs one more artist in Paris?” America, on the other hand, was new terri-
tory with the beginnings of local schools — the Hudson River School, paintings
of the West, paintings of the City, and of the industrial landscapes in America.
However, this was swept away by abstract art and a kind of international style
of a horrible, terrible sameness. I felt I could do something in America that
would be new. Another reason for coming back was more practical in that it is
easier to live on part-time work in the States than in Europe; at that time, it was
possible to be poor without being destitute in New York. I returned in 1950
and even found a livelihood that I could pursue in good conscience without
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selling my soul; I became an art therapist. The suggestion came from outside.
People said, “You have been analyzed, you know a lot about psychoanalysis.
You are a good teacher and you get along with difficult children. Put all this
together and make something of it.” There was one psychoanalyst who knew
me, Viola Wertheim Bernard, who was on the professional advisory board of
Wiltwyck School for Boys, where she suggested me for a position. In 1936, the
school had been set up as an experimental summer camp for African-American
juvenile delinquents and potential juvenile delinquents. Later, it became a
year-round residential school, and in 1942 Judge Justine Wise Polier, Eleanor
Roosevelt, and other interested judges were able to incorporate Wiltwyck as an
interracial and non-sectarian institution. These judges wanted to create a place
in New York City for children who needed treatment outside their homes, so
they founded this school, which remained open until 1981.

I worked at Wiltwyck for seven years. When I first started there, Viola Ber-
nard felt they needed an art teacher, an art therapist, because everything in this
place had to be named “therapy,” so I agreed to call what I did art therapy.
There were some that felt they needed another counselor, but even they got
used to me, and I was able to do a good job.

Art is something that is external to us. The children I worked with didn’t
have a set idea about what art was. It seemed amoral; it could do wild, crazy,
and aggressive things without destroying them or anyone else. Childhood is a
time when we have to live symbolically, we don’t live quite in the real world
entirely all the time; we prepare ourselves for adult life by living symbolically.
Art is natural with children.

After five years of working at Wiltwyck, I felt that a book could be written
about this work, and the board provided the financial backing to do so. In
1958, my first book, Art Therapy in a Childven’s Community, was published,
and with that I was established as one of the pioneers of this new profession
that kept me in bread and butter.

The first place I taught art therapy was at the New School for Social
Research, a haven for people with new ideas. It was my luck that I did not
have to go to school to be a teacher of art therapy, to be a professor, and
I never had to take out a loan. I lived in New York City during this time on
Orchard Street, in a rent-controlled apartment. I could draw on the street, even
at night, which would not be as easy to do today. I had a little Volkswagen that
I could sit in and paint. It worked okay. I’d paint the Sara Delano Roosevelt
Park between Forsyth and Chrystie Street. After doing some paintings there
I decided to do a collage.

I usually made a collage when I got stuck with a color or when something
wasn’t working in my painting. I would then embark on this terrible process
of collage, where my whole apartment was turned into a pallette, paper all
over, and I would stand on a chair or a ladder and look down on my work. I was
busy for months, caught in the paper. But it was worth it, because I could
find colors that I could never invent, and I came out of it with a new sense of
color and structure that was very helpful for my painting. Another good thing
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about collage was that you could always glue over something. In oil painting,
you have the liberty to go over it, but you mustn’t abuse that liberty, or you get
sticky, horrible paintings. However, in collage one can indeed glue a new piece
of paper over an old one, and the old one does not make it lifeless. It can stay
alive. I used acrylic medium as glue and protection. Collage is a fragile thing. I
think it was kind of fun to reuse horrible advertising and all that junk and make
something good of it. Use just the colors and make something new of it that
has nothing to do with all those lies that are put in all those glossy, ugly pic-
tures. I enjoy making all that disappear. It’s an added pleasure to doing collage.

We had urban renewal then. Urban renewal can be fun, sometimes, for an
artist. Near the river on Delancey Street, they were tearing down good neigh-
borhoods and building brick beehives where people go crazy. But before the
new things came up they had a Fair there that was fun to paint.

There was a park on Allen Street, now narrowed but still there with some
trees. But for a while, during this urban renewal, everything was dilapidated.
They had chopped down and dug up all the old trees and people sat there on
pilings and stumps, sadly, waiting for it to be renewed a bit, waiting for new
trees to be planted.

I also enjoyed painting the urban renewal projects on 9th Avenue between
22nd and 25th Street. This area had been a very nice neighborhood, a living

Figure F.2 A fair in the rubble of urban renewal. Oil painting by Edith Kramer
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neighborhood, which became a very sterile place. It was hard to paint there
in the daytime, but I could paint at night from my car — those big excavators,
bulldozers, and devouring machines. One night a policeman came by and saw
my car with the light on inside. It was kind of drizzling, and as he looked inside
he said, “At this time of the night, in this weather, I don’t believe it.” He went
away saying he would come back in a little while to see that I was safe, which
he did and so he kept me safe.

It seemed that I would always paint in series — usually a long series of urban
renewal paintings. I also liked painting people who had survived. There was a
park on Houston Street, called Green Guerillas Park, where I could paint the
survivors, the homeless people that were sitting there even in the *60s. I had to
paint from my car because you couldn’t paint homeless people standing near, as
they wouldn’t leave you alone. I have always been very interested in the world
as I see it. I have lived in the city most of my life. I’ve also lived in the very real
wilderness. I like both, the real city or totally real country, but not suburban
life. There it is, and I couldn’t turn away from it.

Then there was the wilderness around New York. New York has its own wild
places, particularly on the Belt Parkway in Brooklyn. I used to paint there quite
a lot. There were areas that were not built up — marsh grasses, people fishing
and swimming, and doing nice things there. It was filthy but very much alive,
wilderness right there in the middle of the city. You could find cars there going
back to the earth, in the spring, with all kinds of new growth coming out of
them. I found this interesting, and I would paint there during all seasons except
in the summer when I’d leave the city.

Sometimes it’s good to change your environment. I used to go to New
England a good deal in the summer. For the last several years, I’'ve gone back
to Austria for the summer, where my Aunt Liesl has a house near a lake that’s
very nice. I also have a little cabin in the mountains where nobody lives. It
doesn’t belong to me, but is owned by the farmers who have grazing rights in
the mountains. They let me use this extra cabin that they were using for storage
and I was able to fix it up a bit. There’s no running water, just a stream that
flows by. It’s real wilderness, where I can paint mountains and things like that.

After the summers in Austria, I would return to the city and paint all the
things that the city has to give — objects, people, urban renewal, renovation,
plants on Wards Island, objects we collect if we live a long time in a place,
industrial scenes which are always fascinating, strange growth under the
Pulaski Highway in that bit of wilderness, and people. Now I’m painting my
helper, who is cutting up marble for a mosaic of the subway that I am working
on. I’ve painted myself every once in a while, but I think we paint ourselves
when we are at a loss for what to do next. You always have yourself to come
back to. Otherwise, the rest of the world has interested me more than myself.

I’d like to say something about psychoanalysis and art. I was in psycho-
analysis, not for my art but for my personal life. It helped me in many ways
and certainly didn’t interfere with what I was doing as an artist. Perhaps for
some people whose production is fueled by a lot of anguish, more anguish
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than they can otherwise bear, maybe for them, it isn’t good. I know when
I was a child, Siegfried Bernfeld, an early analyst and husband of my Aunt Liesl,
said that something could be destroyed in a creative child, that “she should do
analysis when she’s an adult and knows what she is doing.” And when I was an
adult and did it, I think it was very helpful, and it really did not touch the art.
If you are a human being, you experience conflict and are troubled. What you
want to do in analysis is get rid of those conflicts that are ego alien that you
don’t approve of . . . Why is this in me? But I liked myself as a painter so why
shouldn’t T continue to be a painter?

Finally, I should say a little about my credo in art. I really do feel that today
we have a new task, to celebrate that which is perishable and endangered and
nourish and cultivate our capacity for experiencing our lives in this world. We
live today, bombarded by so many completely chaotic kinds of perceptions
that don’t make sense, which is difficult because our perceptual apparatus is
programed to distill meaning from complexity. The natural environment is
complex, and we distill meaning from it. But we can’t distill meaning from the
cacophony of sounds, the noises in the streets, from the many things going
on. We have to cut ourselves off from it. I think the danger is that we lose the
capacity for experiencing it, from experiencing anything. We dull ourselves,
we shut ourselves off; we learn to disregard stimuli. We work in windowless
rooms, where temperature, light, and air are controlled beyond our reach. We
kind of school ourselves in stoic resignation and endurance. This protection
from overstimulation leaves an increasing incapacity for an emotional response
to perception, and that’s a kind of living death.

So as not to fall into this trap, we must brave the chaos, with its noise, with
its craziness. If we do, we find it begins to make sense, and we come alive again.
As artists, we have this task, to make this possible for people to perceive their
world again and to make some sense of it. Today’s artists must again become
respectful and modest. The sovereignty that was natural to the artists from the
beginning to the middle of the 20th century, like Picasso, Matisse, Kokoschka,
Brock, or Klee, is no longer at our command. We have lost touch with the
accumulated craftsmanship and wisdom of the past, and must begin anew
and modestly. Rather than strive to astonish and shock, we must subordinate
the personal experience to the task of interpreting the subject with respectful
comprehension.

That’s what I have been trying to do. We need to look again at what is
really there; look at it respectfully, not with shock or hate. You can’t protect
anything through hating its enemies. You can only protect something well
by loving it well, and then you might also go to battle for it or protect it.
I think there must be an understanding of the intricacy and the intrinsic
interest that there is in things that we tend to overlook. That’s what I have
been trying to do.

Art is so absent from our time now. The hunger for art therapy is partly
the absence of art as a natural element in daily living. We are surrounded by
objects that are machine-made, that don’t tell us anything about the maker,
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or anything about the Weltanschauung or worldview of that person. There
is a hunger and really a lack that permeates all of our lives that then makes
people search for art, or for an experience where they can do a little of that
sort of thing — which might not have been necessary at the time when we
made our own furniture. If we made a wardrobe, we might paint something
on it, or if we embroidered things, or if we made a handle of a pitchfork, it
got something of ourselves in the handle. All that is missing today. In part,
I believe this absence has given rise to art therapy as a profession.

Another thing I had good fortune with is what you might call my “meshugge.”
I have a little neurosis about taking art around to the galleries, but I think in
part it saved me. We have to be meshugge somewhere as artists and I think it’s
much better to be meshugge in the area of distributing my art than in the area
of making the art. I never had a block in the area of making things. But I had
tremendous blocks in the area of going out and begging people to show it. And
maybe it was good because I’ve seen so many good artists really destroyed by
being typecast or otherwise becoming successful and then being caught in this
success. So maybe it was good having just a tiny bit of recognition, just a tiny
bit coming to me at age 77 when it couldn’t destroy me anymore. And also
I was lucky that I did have recognition as an art therapist, so I didn’t have to
become bitter because I had one area where I was recognized as an authority.
I didn’t become the bitter misunderstood artist whom I might otherwise have
become. So that was good fortune again. Lots of luck.

Note

1 The content of this foreword was transcribed from an audio recording of a lec-
ture given by Edith Kramer at the New York Transit Museum in 1994.
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Introduction

A Generous and Challenging
Artist’s Worldview

Lani Gerity and Susan Ainlay Anand

Have you ever noticed that there are times in life when synchronicity seems to
be at play? For example, we may find ourselves in extremely challenging cir-
cumstances, in a cultural shift toward fear and aggression, when social unrest
and injustice make the future seem uncertain and bleak. It is exactly these times
when we yearn for voices of gentle wisdom. As we worked on editing this book,
we found ourselves in that very position. Fortunately, we were working with a
lot of material on resilience, strength, perseverance, and wisdom. Immersing
ourselves daily in these varied impressions and stories of the life, wisdom, and
generosity of Edith Kramer, was heartening during our troubled times.

Consequently, it is with great pleasure that we introduce The Legacy of Edith
Kramer: A Multifaceted View. Many of you know Edith from studying her
theories in graduate school. However, we are very interested in sharing with
you much more than the theory itself. In the chapters that follow, you will find
stories and illustrations of Edith’s amazing strength and courage, out of which
her theories emerged.

Following a plenary presentation devoted to Edith’s life at the 2015 Ameri-
can Art Therapy Association conference, art therapist Lisa Furman thanked us
and said, “I had no idea Edith was so ‘bad-assed!”” and she seemed quite happy
to have her view of Edith broadened. And, we were happy to broaden it. What
Lisa was pointing out to us, the thing that we didn’t realize very clearly, was
that if you are only studying Edith’s theories, you might not realize how much
grit and determination she had. It is #har Edith Kramer that we are confident
you will find within these pages.

Not only will you read some of Edith’s previously unpublished material, but
you will also find an array of impressions and memories from various corners
of the world. You will read summaries and applications of important ideas that
Edith taught, but also some of the historical and cultural context behind these
ideas. When looking at Edith’s legacy in this way, you can see the antecedents,
the things that gave Edith her strength and ideas. The contributors have con-
nected the antecedents with Edith’s concepts, so the book as a whole is a col-
lection of what she gave us, and continues to give us. You will discover a rich
tapestry of thought and art, and possibly see your own place in this tapestry — this
is her legacy, and you are a part of it.
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For the editors, working on the material submitted by each contributor has
taught us so much. We knew our views were necessarily limited, but what we
failed to realize was how much we would learn about Edith from working on
this book. Working with all the chapters, like pieces of very tough, homespun
fabric, was a comfort, and a joy. The tapestry for us, as a whole, is inspiring and
full of stories of resilience, strength, and generosity; brilliant flashes of light and
color come from the various jewels sewn into the fabric.

While attending the memorials for Edith at New York University and in
Vienna, it became evident to us that if we could persuade our fellow presenters
to contribute to this book, we would all benefit by having a multitaceted view
of Edith, her life, and her legacy. We were eager for others to see this wider
view, so we created a collaborative presentation for the American Art Therapy
Association and informed contributors that we hoped their contributions to
this plenary would be developed into the book you now hold.

Because Edith emphasized quality and art, we felt it essential to include both
her paintings and the exquisite photography of Edith’s dear friend Herschel J.
Stroyman, who captured much of her day-to-day life, from when she worked
at Wiltwyck School for Boys through the years of teaching at NYU. Our pub-
lishing editor at Routledge agreed, so in the book you will find Herschel’s
photography along with paintings from an exhibit in Austria, which Martha
Haeseler, Kathryn Bard, and Lani Gerity documented. Edward Glanville,
Susan and Vinod Anand, Karin Dannecker, David Henley, and the New York
University Archives provided artwork and photos as well. So, please enjoy the
images, quality, and memories that you will find in the book. (For more on
New York University Archives, please see David Henley’s “On Leaving and
Preserving” and our “Conclusions” chapters.)

Although you will read various points of view throughout this book, you
will find commonalities. There are many examples of Edith Kramer’s inclu-
sive, perhaps even what might be called “decolonizing,” way of working, first
noticed by Dr Venture, a Black art therapist from Maryland. She had written
the first doctoral dissertation in the US on art therapy, “The Black Beat in
Art Therapy Experiences” (Venture, 1977). Venture wanted to create an art
therapy program that would benefit communities, that, in her observation,
traditional forms of psychoanalytic art therapy did not reach. She felt the tra-
ditional models perpetuated exclusivity, while Edith Kramer’s art as therapy
model worked well with varied populations, including the poor, minorities,
and oppressed. Venture felt that Kramer offered a way to build on strengths
from within that would lead to growth and new possibilities. You will find in
the various chapters aspects of Edith’s life and identity, which contributed to
her flexibility, strength, and belief that change and growth can and should
come from within.

In considering Edith’s strength and flexibility, we’d like to look at her
identity as an artist and how her studio supported her. In the Foreword,
“A Fortunate Life,” Edith spoke to this identity in great detail, and in the
“Artist Identity” section you will discover how Geoffrey Thompson came
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to curate an exhibition of Edith’s works for the annual conference of the
American Art Therapy Association in 2009 in Dallas, Texas. You will find Karl
Pallauf, an Austrian art collector, writing about his views as a collector, cura-
tor, and friend. Katherine Williams writes passionately about various memories
around Edith’s subway mosaic, and to complement that, we included Edith’s
own description of creating that same mosaic. Jordan Potash’s chapter, “Kram-
er’s Criteria for Quality as Central to Art Therapy,” is included in this section
and expands upon the concept of the artist’s identity.

When the authors wrote about Edith’s studio, they often mentioned that it
was a quiet place, a haven from the chaos of New York City, a place where one
could hear oneself think. We wondered if this quiet haven might be what was
central to her productive mind and life. Geoftrey Thompson, in his chapter,
“Edith Kramer’s Artistic Legacy: Beyond the Studio,” described this stillness as
he explored her studio space looking for artwork for the 2009 exhibit. Although
she had left for Austria and wasn’t likely to return, he felt her presence in the
stillness of the space. And as photo-art therapist, art therapist Raffacla Carola
Lorio said, “Nella quiete del suo studio, non potevo non posare lo sguardo sulle
sue sue sculture, la sua treccia e la sua teiera.” (In the quietness of her studio,
I could not merely glance at her sculptures, her braid, and her teapot.)

Figure I.1 In the Quietness of Her Studio. Photograph taken by Raffaela Carola Lorio
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Figure 1.2 Her Teapot. Photograph taken by Raffaela Carola Lorio

Edith always emphasized the importance of stillness for her creativity, even
when attending someone else’s workshop. She would let it be known that
silence was preferable to any music the facilitator might have brought. She
wanted to be able to access what she called the “inner life.” If she came up
against a problem in an art piece as she was working on it, she wanted to be
able to find the solution for herself, from within herself, rather than listen to
external, cultural dictates. She wanted this for the children she worked with as
well; she wanted them to have the freedom to explore their internal worlds. For
more on the inner life, please visit Michael Franklin’s chapter, “Understanding
Lineage, Difference, and the Contemplative Dimensions of Edith Kramer’s Art
as Therapy Model.”

Part of the artist identity for Edith, was her understanding about the things
that helped her best work emerge; for her, these things revolved around intrin-
sic motivations or inner satisfaction. She observed from personal experience and
from the children she worked with that when we create from an internal prompt-
ing, we are rewarded through inner satisfaction, which produces resilience
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Figure 1.3 Her Braid. Photograph taken by Raffaela Carola Lorio

and inner strength. No amount of external reward can give us this inner shift,
this growth. To explore more of these ideas, please see the chapters, “Quality
and Inner Satisfaction: Re-Visiting the Importance of Quality in Art and Art
Therapy” and “Creating a World of Possibility: Life Lessons from Edith
Kramer.”

Edith would draw everywhere, even in her own workshops, or when she
was with patients. As you will read, she felt the act of perceiving is a slow
process. It cannot be hurried. She felt that photography doesn’t replace the
integration of messages that occurs when we observe the world through our
eyes, with an active and receptive mind. As Elena Makarova recalls from a
conversation with Edith in her captivating chapter “Do You Require Inspira-
tion Just to Breathe?” Edith said, “A photograph — a historic document; a
painting — an enigma with no age. It is no slave to time.” Drawing was her
way of interacting with the world, a way of slowing things down so that they
could be understood and integrated. Her dear friend Anni Bergman explores
this idea in her chapter, “Edith Kramer Remembered.” She saw the need to
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create as a part of Edith’s being. She felt that Edith was not motivated to
accomplish something, as much as she had a need and ability to turn her
perceptions into works of art.

In the book’s Foreword, in Edith’s own words, we can imagine what New
York was like through the eyes of a young refugee from Europe. Among
Edith’s first American experiences when she arrived in New York, was a ride
on the subway. Because of her training as an artist, she saw the chaos and
noise, the huge numbers of people all around her, as an excellent subject for
her art, rather than something to be overwhelmed by or to hide from. Later,
the subway became the inspiration and installation site for a large mosaic Edith
made when she was 77 years old, which you can read more about in Katherine
Williams’ and Edith’s short chapters.

Laurie Wilson includes in her chapter on recollections of Edith Kramer at
New York University a quintessential Edith story about her studio, and her
way of working with obstacles, which epitomized her approach to almost
everything. At the time, when Edith was moving into her loft, she was plan-
ning to share it with Laurie and Jill Schehr. Although it had windows across
the front that faced Vandam Street, Edith wanted more light and a view of the
Hudson River. So, she persuaded Laurie and Jill to start chipping away at the
solid brick wall facing west. After weeks, they finally broke through to the outside
and Edith could have a window installed exactly where she wanted it.

This story clearly shows us another one of Edith’s strengths, her willingness
to create new points of view. She knew how to adapt to the hard facts of real-
ity, but if she could create a way to break through them to a better reality, she
would. In Tkuko Acosta’s chapter on her experiences teaching alongside Edith,
there are wonderful examples of how Edith helped students to open up and
move beyond their habitual patterns of responding to the world and others,
and to discover a “creative solution” or creative “genuineness.” In Shyueying
Chiang’s chapter “Experiences of Learning from Edith Kramer and Translating
Her Book,” we see these same experiences, but from the student’s point of
view. Shyueying explains very clearly how the emphasis on art was so helpful
in negotiating a new culture as well as a new profession.

Edith’s studio became a generous meeting place to discuss ideas while shar-
ing tea, often a mix of lapsang souchong and Earl Grey (Elinor Ulman’s favor-
ite), and bread and cheese from the Lower East Side. She believed the essence
of art and of psychotherapy is flexibility and openness, and we observed the
essence of her enjoyment of life was found in that same flexibility and openness.
Edith never found life monotonous or mundane, and we could always expect
the unexpected when in her presence. If she thought she needed a wider view
on life, she would make it happen, quite literally. She actively sought out ways
to feed her intellectual curiosity, new subjects for artistic exploration, and new
media to work with. Readers can expect the unexpected as they delve into
chapters by David Henley, Judith Rubin, Kathryn Bard, Irene Rosner David,
and Patti Greenberg. In their descriptions of Edith’s life and studio, we find
diversity of experiences, flexibility, generosity, and openness.
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Martha Haeseler, Anni Bergman, Charlotte Zwiauer, Johannes Reich-
mayr, Elena Makarova, Karin Dannecker, Darcy Marlow, and Edith herself
helped us develop a deeper appreciation for the cultural and historical influ-
ences of Edith’s life. Within the chapters in the section on history and context,
you will find a rich, in-depth account of Edith’s life. Karin Dannecker gener-
ously provided us with additional information regarding Edith’s background
and history whenever it was needed.

Edith was born in Vienna, Austria on August 26, 1916 and her childhood
was informed by a world that had recently experienced the “Great War.”
Johannes Reichmayr (contributor to the Mumi chapter) told us Edith’s parents
and the generation of men and women that had just come through the war
were very concerned about the generations that followed them. They worked
hard to provide the children with stimulating, meaning-filled lives, within a
supportive “caring net,” as Professor Reichmayr called it. Her summers in
Grundlsee were very important for Edith’s development. Her inner strength,
her internalized good objects, her generosity of spirit, and her love of intel-
lectual stimulation were all fostered here. For more on Edith’s childhood and
her Grundlsee experiences, please see “Mumi Kramer, Grundlsee, and the
Caring Net.”

When Edith was 17 years old and in the midst of her final exams, her
mother gave her Freud’s Introductory Lecturves on Psychoanalysis. Edith said
that this book changed her in ways that art had not and that psychoanalysis
somechow provided exercise for the part of her brain that loved intellectual
pursuits and conceptual thinking. In research for her chapter on Edith
Kramer, Darcy Marlow uncovered information that was new to her about the
relationship Edith had with her mother, which helped us gain some sense of
the loss Edith must have experienced when her mother died, when she left
Europe for the first time, and when she discovered her mentor, Friedl, was
murdered in Auschwitz.

We discovered, while working with the chapters related to history and con-
text, a deeper appreciation for Edith’s life and that being a part of a lineage
creates a sense of community. Lani observed that sense of community and
lineage when visiting Edith in Austria in the late *90s. The sense of a history
going back generations and the sense of a strong, living, generous, caring
community was so very alive in Grundlsee. Edith wasn’t just Edith Kramer,
artist/art therapist in Grundlsee; she was called “our Kramer,” in a way held
by the community, as if they had created a supportive transitional space with
this feeling of history and community.

The land itself around Grundlsee reflects this holding environment —
mountains holding the lake and the community. This community held the
property for Edith’s family until they could return after the war, not a com-
mon circumstance. Grundlsee was very important to Edith’s survival, both as
a community and as an amazingly beautiful natural environment. She returned
cach summer to paint while she lived and taught in New York. She could inter-
nalize this holding environment and carry it with her. By doing that, Edith
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could help her students and the children she worked with to do the same.
Just knowing such communities can be possible creates a sense of hope and is
deeply comforting.

Edith believed and taught us that mentors are very important. For her,
having mentors in the fine arts and being a “disciple” of several master artists
rather than an art student at a university was most beneficial. Friedl Dicker-
Brandeis was central to Edith’s development of her ideas of art as therapy, and
she felt art therapists ought to know something about Friedl — her ideas and
her fate.

Many of the chapters discuss this relationship of Edith and Friedl, but Elena
Makarova’s chapter, “Edith Kramer on Friedl Dicker-Brandeis, Erna Furman,
and Terezin. Interviews with Elena Makarova” and Margherita Gandini’s chap-
ter, “Lyceum Art Therapy Training Program,” go into the most depth, giving
North Americans a much clearer understanding of the relationship between a
mentor and a mentee.

In looking through images of Edith’s work, her home in Austria, and photos
from her family, we realized that Edith valued history very much, as well as the
idea of being a part of a generous lineage. We learned the things that Edith
learned from Friedl, and of course you will discover them now, as well. Lin-
eages are a very good thing to be a part of — we aren’t as isolated and separate
as we might imagine.

Edith joined Friedl in Prague from 1934 to 1938, to study with her and to
help her work with refugee children and families who were fleeing Germany.
She learned much from Friedl, and one of the best things she taught us — that
we don’t have to wait to do good things in the world — came from Fried!’s life
experience.

Friedl told Edith that she thought something was wrong with her for feeling
very alive when she was locked up for communist activity and that this must
be masochism, so she should be analyzed immediately. However, her ability
to remain fully alive under extreme adversity served her and the children she
taught in Terezin very well. This is comforting because if Friedl could do so
much good without achieving perfection and under such impossible condi-
tions, then surely we can also do some good, wherever we find ourselves.

During the Prague years, both Edith and Friedl were in psychoanalysis with
Annie Reich (married to Wilhelm Reich). Analysis and attending lectures on
child development were extremely helpful in understanding some of the art
work they were seeing from the refugee children and was later beneficial to
Friedl’s continued work in Terezin. The children’s work in Prague showed a
willingness to identify with their persecutors. When the children were helped
to break free from identification with the aggressor and able to recognize their
own very real inner strengths through their art, the result would be powerful
and empowering. This, we believe, is the core of Edith’s decolonizing art as
therapy method.

Edith felt that much of her sense of heritage was bound up in art, art
education, and psychoanalytically informed psychotherapy. Her Freudian



