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Unfolding The Unconscious Psyche

Unfolding the Unconscious Psyche is a study of the creative arts and depth psychology, and the threads that run between the two. Edward Applebaum begins with works of art, in media including painting, music, literature and film, and pursues aspects of each to aid understanding of the unconscious psyche of the creator.

By combining a study of the artistic work with the insight of depth psychology, Applebaum opens a dialogue between studies of works of art and their creators and the individuals who form the audience for such works. Each discussion is dictated by the artwork itself and is viewed from a variety of perspectives. Throughout the book readers are encouraged to develop their own analytical technique: to follow the clues available, link threads together and analyse what they can see. The result demonstrates the value of dialogue in blending depth psychology with the arts, through examination of work by artists including Georgia O’Keeffe, Ingmar Bergman, Frida Kahlo, Gustav Mahler and Virginia Woolf. Applebaum also seeks to correct misconceptions about the arts that have filtered into the study and practice of depth psychology since the earliest writings of Freud and Jung.

This uniquely creative and insightful work will be absorbing reading for analytical and depth psychologists, students of analytical psychology, academics and scholars of the arts and anyone with an interest in the application of Jungian ideas.

Edward Applebaum is a composer whose music has been performed in the US and abroad. He has been awarded grants in composition, neurosciences and higher education. His Symphony No. 2 was awarded the Kennedy Center Friedheim Award. He has taught at universities in the US, Norway and Australia.





‘Edward Applebaum succeeds virtuosically in transforming how we understand creativity in these close readings of how symbols are transformed between the unconscious and consciousness of representative artists. His book is therefore not only for those interested in analytic psychology but also for any layperson, artist, or academic.

Drawing on Jung’s conviction that art is a major pathway by which the psyche finds balance and integration, Applebaum achieves a “total work of understanding” which synthesizes the creative arts and psychology. In seeking to “unfold” the psychic processes of representative artists, Applebaum also uncovers previous misunder standings of the creative process itself. Each of Applebaum’s case studies illuminates both a work of art and the psyche of the individual who created it. Specific artists discussed range from Gustav Mahler, F. Scott Fitzgerald, and Virginia Woolf to Georgia O’Keefe, Ingmar Bergman, and Frida Kahlo – and many others.

Applebaum’s generosity is abundantly on display here. In a sense, he is giving back to those who have experienced his creativity as a musical composer, supporting those who listen and attend carefully – both to him and themselves.’

—David Brenner, University of Houston, USA.


‘Out of Edward Applebaum’s vast didactic and psychological experience comes a brilliant synthetic expression for artists, psychologists and those interested in creative process.

In this book he helps readers enter the creative experience of both the artist and the audience/recipient: the transcendent function in action. In other words, artists of all kinds are such because they can contact and express the gift in their unconscious which allows the audience to expand in a similar way.’

—Deanne Kreis Newman, Jungian Analyst, Santa Fe New Mexico, USA.
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Foreword

From the limited purview of ordinary consciousness, the problem with the unconscious is that it is unconscious, which is to say we can say nothing about what we cannot know. And as Ludwig Wittgenstein reminds us, ‘Whereof we cannot speak, thereof we should remain silent.’ Edward Applebaum productively undertakes, however, a most ambitious project: to talk about that which cannot be talked about.

When Freud, Breuer, Jung and other pioneers of modern depth psychology began, they frequently reached the end of their branches of learning and instrumentalities, and found it necessary to find new ways to track that which remained most puzzling, most elusive, namely, why were their patients having these debilitating symptoms when no neurological origins could be found? They pains-takingly realized that what happens to us, through us and in spite of us might be tracked by way of symptomatology into the places of wounding, venues of displacement and, most of all, into symbolic expressions for that which could not be articulated by consciousness alone. They made the imaginative leap that brought self-understanding to a whole new level; namely, however ‘crazy’ it seems at the moment, what we do is ‘logical’, based on the premises operating within. Such premises are often infantile ‘readings’ of the world, fallacious assumptions, spurious causal events – but their manifestation in somatic, cognitive or behavioural life is a logical expression of those hidden sources.

When examining artistic productions of all kinds, Freud seemed compelled to see them as the by-products of the frustrated libidinal life of the artist; and often they may be. Jung included art as one of the many ways in which the psyche seeks to find wholeness, heal itself, by bringing unconscious contents to the surface so that they might be incorporated into an enlarged conscious conduct of life. For both, the arts were symbolically significant: either manifesting blocked libidinal drives seeking vicarious, symbolic relief, or as impulses of the psyche healing itself by incorporating its multiplicitous contents.

Each of us has noticed this phenomenon of something activated within which reaches the surface unexpectedly in a troubling dream, a song that imposes itself upon us, a recurrent image that brings up an affect unbidden by consciousness. For example, I have often examined why a particular lyric persists unbidden and I usually find that its content is giving expression to some issue that I may or may not be addressing consciously. When I was in training in Zürich decades ago I frequently visited the Kunsthaus, or city art gallery. No matter what corridor I went down, I always found myself standing before a battered Roman statue of the flaying of the satyr Marsyas. When, after I noticed this peculiar repetition, I did some research on the subject of this tormented stone, I found amazing parallels with my inner process at that moment. In other words, something in my psyche was activated by, and responding to, the psychic disturbance of an unknown sculptor millennia ago who invested stone with the stuff of spirit sufficient to move a later soul.

We have such experiences frequently: an image comes, persists and then disappears. A dream motif intrudes, and perseverates for several weeks. Each of these occasions is a moment when the two worlds – outer and inner – meet in noticeable ways. Most of the time they are meeting in ways unnoticed by the harried ego. Jung described such meetings as examples of the ‘transcendent function’, namely, the autonomous activity of the psyche to heal itself by bringing these disparate worlds together, to anneal the splits within us that bring so much suffering to us, and through us to others.

As a psychoanalyst, my daily work is to look for such apertures into the unconscious scattered amid the visible wake we leave in the world. We swim in these manifestations: patterns of behaviour, dream motifs, sudden flashes of affect-laden imagery, imaginative productions such as art, and the like. The psyche is never silent, never passive. It is always at work, not only maintaining the multiplicitous operations of the body that no ego could manage, and furthering the possible cooperation of the conscious and unconscious worlds. On those occasions when the two worlds meet, either healing or more pathology emerges.

Edward Applebaum comes to this study with a rich and varied background. He is a world-class composer of symphonies, a gifted instructor of music history and composition in some of our finest universities, a Mahler expert, and a long-time student of depth psychology. He brings this rich experience to bear in Unfolding the Unconscious Psyche, demonstrating that those arts also provide pathways into the depth dynamics, and dimensions, of our own souls.


	*



Armed both with scholarship and his own imaginative gifts, Applebaum brings wit, insight and a genuine creative process to his subjects. For example, while Mahler suffers his wife’s infidelity, he labours to complete his tenth symphony, a symbolic barrier (a step beyond the god Beethoven), which he believes may also presage his early death, as indeed it does. We know Freud and Mahler met briefly in an analytic session, Freud concluding that the composer’s work was, only, a symptom of the composer’s blocked sexual libido. Theoretically, had libido not been so blocked, there would be no symphony. Applebaum speculates on how a meeting with Jung might have transpired, a meeting in that the impulse to write music is most of all serving the daimon with which Mahler was both gifted and burdened, and a heroic effort to bring his own deeply separated soul into final harmony.

As another example of brilliant juxtaposition of these contiguous worlds we inhabit, Applebaum explores one of the finest novels of psychoanalysis ever written, F. Scott Fitzgerald’s Tender is the Night. While the novel is a barely concealed roman à clef, psychiatrist Dick Diver tracks the progression of his beloved to where she is sadly unable to hold the tension of opposites and descends into a psychotic withdrawal. The normal unities of past, present and future collide in a psyche where the ego is no longer able to tell them apart. Just as Fitzgerald himself later descends into an alcohol-fuelled catabasis, so the ego seems pulled apart by the opposites. Reportedly, James Joyce once brought his distressed, schizophrenic daughter Lucia to Jung who said to the writer, ‘Your daughter is drowning in that sea in which you learned to swim.’ No one better expressed the power of the unconscious with its plethora of contents thrown up into the ego consciousness autonomously than Joyce, and no one ever maintained a greater dialogue with those spindrift images than the exile from Dublin. Both Joyce and Fitzgerald were self-styled exiles from their homelands, and both expressed their longing, their aspirations and their griefs in forms that healed because containing the opposites otherwise, daily, threatened to destroy or devour them.

Exploring artists as disparate as Ingmar Bergman, Beethoven, Kahlo, Rivera, Munch, Woolf, Durrell, the timeless zone of the Märchen known to us as ‘the fairy tales’, O’Keeffe, Ibsen, Strindberg and modern filmmakers, Applebaum demonstrates over and over the ineluctable force of something buried within the creator that is wishing expression through them. This parturient process comes, as any baby arrives, as a painful but profoundly powerful encounter with the divine forces that move us.


	*



So often we ask of the world, ‘What do you want from me?’ What do parents want? What does the teacher want? What does the employer want? What does the partner want? What does the tribe want? These are reality-based questions and demand the development of a capable ego capacity to meet these demands as best one can. Such is the agenda of the first half of life. However, somewhere along the way, something else begins to stir within each of us. The more we have done what we are supposed to do, the more we have met the demands of the world – with more or less success – the more disturbing this insurgency from below. For some it will appear as a nagging dis-ease, a lack of satisfaction in what has been achieved. For others it will arise as an affective disturbance such as depression or an anxiety disorder. For others it will come as a jarring dream, or waking at ‘the hour of the wolf’ and feeling the desolation of an otherwise abundant life. It is in those moments that another question begins to emerge: what does the soul want of me? or what wants to enter the world through me?

Just as most of us expect that our ‘success’ in life will arise from meeting the world’s expectations with as much accomplished energy as we can manage, or we ask more directly, ‘what do I want from the world?’ so this different question comes as an affront, a challenge, a threat even. Yet, the wisdom of the second half of life asks all of us, why, in addition to the puny but understandable agenda of ego consciousness, are we here? In service to what, really? To begin to ask oneself what wants to enter the world through me is to be called humbly before a mystery.

Applebaum appreciates fully the fact that the artist, like all of us in our different ways, is a vehicle for energies transcendent to the ego state. He knows that, as for most of us along life’s anfractuous path, every artist is called to struggle, sacrifice comfort and control and, most of all, is summoned to service. In fact, one may say again that the chief summons of the second half of life is to be compelled to address the question: not what does the world want of me, but what does the soul ask of me? What is worthy of my service, whether it brings me recognition by others, or comfort, or happiness? In fact, most of the figures in history we most would admire suffered greatly, and left behind as their gift the tangible contributions of their soul’s summons. So it is for the artist; so it is for the rest of us.

Whether triggered by pain, conflict, yearning, moments of sublimity, the end of art, Applebaum asserts, is to bring the unconscious world into the conscious, in the hope that the latter be enlarged, and the two worlds reside in some greater concord. In psychoanalytic terms, the meeting of these two worlds always collides in some sort of image, and the task of analysis is to track the image until we can discern what this meeting may mean to us, and even more, what it may be asking of us. When we recall that symbols are the means by which the inexpressible may be expressed, or at least presented to consciousness, then we realize that only the experience of, followed perhaps by the interpretation of, the symbol allows these two worlds to meet in non-pathologizing forms. We may not know the anatomy of any given effect, or how art does its work on us, but we are moved and changed by it, and brought into an enlarged space.

Years ago I had the privilege of knowing a very gifted painter, Nancy Witt of Ashland, Virginia. Nancy had her paintings in museums, corporate headquarters and in the hearts of so many of us. One night when we were talking about her work, she said that the review that meant most of all to her occurred when her work had been installed in a New Hampshire hotel for a conference on psycho-analytic themes. She overheard one of the workers, unlettered in the nuances of artistic techniques, and not an habitué of museums, call his colleagues over with excitement, saying to them, ‘Come here, you have to see this. These are religious paintings.’ Such a comment on her surrealistic oils was for her the highest possible accolade: she knew that that arrangement of colour and texture on canvas, arising from what unknown places in her soul, reached across the cultural gaps and touched the souls of others on this planet. When we can further enlarge consciousness through some sense of the meaning of any work, however idiocentric to us, consciousness becomes all the more capacious. It is that goal that Applebaum pursues in this study, and the gift that this book brings to the reader.

Historically, it was the task of the theologian and the mystic to track the movement of the invisible world through the cerements of the visible world. And it still is. As existential philosopher/Daseinsanalyst Karl Jaspers indicated, our modern task is ‘to read the ciphers’; that is, to discern the clues of personal and cultural distress, to see the compensatory movements of symbolic expression, and to learn which values are missing, which are crying out for expression or embodiment in the world, and which are seeking the healing of person or tribe. Over the last two centuries, it has increasingly fallen to the student of the arts, and to the depth psychologists, to undertake the same project.

Our examinations of such transports and transformations of energy were perhaps best articulated a century ago by Jung in his 1912 Symbols of Transformation. This is the seminal work in which he broke from Freud, where he averred that the spontaneous act of symbol-making was less in reductive service to blocked instinctual drives than to the psyche’s effort to heal itself and to further the dialectic between the visible and the invisible world. I can think of no higher praise for this book than to say that Unfolding the Unconscious Psyche follows Jung’s impulse, and like Jung’s work, adds so much to what we can know about that invisible world that courses through us, through history and through the souls of the artists.

James Hollis, PhD

Jungian analyst and author Washington, DC


Preface

Otto Rank once referred to an important film he had seen as a ‘romantic drama’.1 The idea stemmed from a section in the book cited that introduces the basic concept of the relationships between psychoanalysis and the arts: using manifest conscious material to uncover the latent, the unconscious. The complexities inherent in utilizing psychoanalytical concepts to explore the arts – and vice versa – are beautifully described in a thought of one of the characters in Durrell’s Balthazar, where he attempts to weave together the many events and characters who are continually reappearing.2 The interweaving of the arts and the psyche are explored in the language we choose to use. We will encounter this in all of the media discussed.

Pathways into the arts illuminate our understanding of them – if only we allow them to develop a language that does not deviate from their reality. But we have difficulties in accepting the artist’s reality and constantly attempt to (re)define it in language that is often meaningful to everyone except the person on whose art the discussion centres.

Example 1: In a recent interview, filmmaker Joe Wright in discussing his recent film The Soloist, as well as earlier films that he directed (Atonement, Pride & Prejudice), described how dyslexia informs his artistic process. ‘It means you’re forced to think about things in different ways and create different connections. I don’t think in words so much. I think more in moments of film.’ ‘I think in moments of film in relationship between sound and image and how they come together in temporal moments.’3 Wright was undiagnosed until relatively late in his life. He was considered lazy or stupid.

Example 2: Oliver Sachs on the mystery of creativity: ‘Scientists can confirm that musically creative people continually have tunes in their heads, and they’re incessantly playing with music themes. But I don’t think that neuroscience can do more than confirm what talking to any composer would tell you.’4

The clearest presentation of this issue appears in a review of Frame’s Towards Another Summer. New Zealand rehabilitation physician Sarah Abrahamson notes: ‘From an early age, Janet (Frame) developed a strong interest in poetry, which was to become a lifelong interest. This appears to have been sufficiently intense to be considered an autistic “special interest”.’5 Poets and novelists, who persist in the pursuit of those ‘interests’ of theirs, may seize on that passage as evidence that a segment of the psychological community would want to pathologize genius.

Yes: I can imagine all of these examples. I’ve lived with them all my life.

As if we lived in a digital world where the brain now becomes a metaphor for the computer, science continually poaches on territory where it must redefine a world it does not know, and then quote itself as if it does.


	*



All of the works of art that I will discuss are variations on a single theme. That theme is bringing the unconscious into consciousness through the creative arts. In their various genres, they form a journey of discovery. They dramatically extend the boundaries of their respective artefacts: words become music, vision becomes poetry, sounds become colours. Senses are redefined as we retrace the passages and symbolic transformations from the unconscious psyche to consciousness.

What are these transformations, and how do they occur?
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Part One Music to create a universe




1 Theme: Part 1 The Haunting Melody
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In many of our lives, there is a particular work of art that has had a profound and lasting effect upon us. In my case, it is a book about a symphony – Mahler’s Symphony No. 2 in Theodor Reik’s The Haunting Melody. Over the years, I have read and reread Reik’s work many times. It has greatly influenced the creation of this book.

The journey that is this book began with a phone call. A colleague of Freud’s phoned Reik to inform him of the death of Karl Abraham; Abraham was an important member of Freud’s group in Vienna. Freud had asked that Reik deliver a eulogy at a commemorative service for Abraham. Reik accepted.

To collect his thoughts, Reik took a walk in the cold wintry night. While walking, sounds of a particular piece of music invaded his consciousness – unbidden. The music was the concluding movement of Mahler’s Symphony No. 2. It haunted Reik for several weeks, disappearing only when the eulogy was completed.

The story could have ended there. But the nature of Reik’s training and analytic experience, both as analysand and analyst, compelled him to ask a simple question: Why this particular music?

To find the answer to this question, Reik engaged in a process of personal archaeology. He began with the part of the puzzle that seemed immediately manifest: the meaning of the music.

In The Haunting Melody and other writings on psychoanalysis and music, Reik mainly focused upon the dramatic and metaphoric aspects of the texts. In his essay ‘The Three Women in a Man’s Life’ on the opera The Tales of Hoffmann, his concentration was upon the drama. In the essays preceding his exploration of Mahler in The Haunting Melody, his concentration was upon the texts.

This is how the process worked in his examination of the Mahler symphony. Several quotations from the text of the last movement of No. 2 illustrate Mahler’s concern with immortality:

You will rise again, my heart, in a moment,

And be borne up through struggle, to God.

Believe, my heart, you have lost nothing.

Everything you longed for is yours, yes, yours.

You have not lived and suffered in vain!

Yes, I am afraid, yes, I am afraid

That for resurrection we have long to wait.1


The subject of immortal life led Reik, through thought-association, to Goethe, who also believed in immortal life, and his meeting with the poet Heine . . . Goethe seemed to dislike Heine and Beethoven . . . Beethoven was born in Karlsbad, in Bohemia . . . Mahler was born in Kalischt, also in Bohemia . . .

In an analytic sense, three points had been introduced: (1) the criticism of the older for the younger, which becomes increasingly obvious; (2) the importance of the music of Beethoven, who thrust music into both the nineteenth and twentieth centuries by generating music that is organic – creating large works from a single idea; and (3) the subject of death. The haunting of the chorale from No. 2 had something to do with the conquest of death and immortality:

I shall die so as to live . . .2


The emotional nature of the melody’s emergence from Reik’s unconscious, the haunting, served as a catalyst for Reik’s explorations. He heard the music, but focused upon the text. That melody and text formed a symbiotic relationship in Reik’s mind is understandable. Clearly, the music was in service to the text; however, music alone, without text, can elicit the same emotions – undifferentiated, as we shall see in Chapter 3 on Mahler and his third and ninth symphonies.

Reik’s journey led him to Mahler’s thoughts on creativity:

My need to express myself musically and symbolically starts where the dark emotions begin, at the door leading to the ‘other world,’ the world in which things are not any more separated by time and place.

While the first three movements tell the story [of the hero’s death and burial] the last one is all inner experience.3


He learned of Mahler’s obsession with death: Mahler’s siblings and parents (who died while he was composing the first movement of No. 2, called a funeral march), and later his daughter. The death of Hans von Bülow, and Mahler’s attendance at the funeral, was the reason Mahler heard the music that was to become the haunting episode for Reik; he continued his journey of discovery by next delving into Mahler’s biography.

Mahler had reached a creative impasse; he was unable to complete his second symphony. While Symphony No. 1 heralded the birth of the hero, the first movement of No. 2 portrayed the hero’s death. Mahler’s struggles with the conclusion of this symphony were interrupted by a funeral for Hans von Bülow, the most important conductor of the time. As Mahler entered the church, the choir began singing a hymn with a text by the German poet Klopstock. Mahler had a sudden inspiration, the solution to his creative impasse – this poem/hymn became the concluding movement of his second symphony – the Resurrection. Immortality.

Von Bülow had played a significant role in furthering Mahler’s conducting career. Upon his death, Mahler’s career ascended, aided by his new position as conductor and music director of the Vienna Opera. Mahler thus benefited from the death of von Bülow.

Von Bülow was Mahler’s senior. He supported Mahler’s conducting career, but when Mahler played him the music to the first movement of No. 2, he hated it. Abraham was Reik’s training analyst and, later, good friend. Karl Abraham thought very highly of Reik as a writer, and supported the contributions he would make in his writings. But he was against lay analysis. Abraham believed that psychoanalysts should be physicians; Reik was not a medical doctor, but a PhD.

The conditions facing Reik were strikingly similar to those under which Mahler found the solution to the ending of his second symphony. Both Reik and Mahler were supported by older colleagues. Both benefited from the death of these colleagues, and each was personally involved in these colleagues’ rites of passage after their deaths. It was the conquest of the mentor by the disciple: Reik dreamt of elevation within Freud’s inner circle, while Mahler saw the way being cleared for him to assume the position at the Vienna Opera. The emergence of both Reik and Mahler was aided by the death of a mentor. Reik questioned whether there were death wishes involved.

Neither the Abraham/Reik nor the von Bülow/Mahler relationships were in balance. There were existential tensions between them. And although the discovery of the linkage was a critical feature in Reik’s fragmentary self-analysis, Mahler did not suffer from von Bülow’s conditional admiration, whereas Reik did suffer from Abraham’s. Mahler finished his symphony very quickly, while Reik took over thirty years to fully understand and write his book on the haunting melody.

Reik was suffering from the same sort of creative block as Mahler at the time Mahler heard the Klopstock hymn. The basic question remained: why music? And why this particular music? Having come so far, Reik was unable to complete his study of the melody’s haunting. He still felt that the small incident had not yet been fully explained.

His thought (re)associations led him in this way: the melody which haunted him was somehow related to death . . . death was a subject that haunted Mahler all his life: his siblings, his parents, his daughter, himself, his own death . . . Kindertotenlieder, Das Lied von der Erde, Symphony No. 9.

From an additional perspective, the complexity of Mahler’s use of the choir in No. 2 related back to Beethoven (his No. 9) and Mahler’s perceived arrogance in emulating him by using a choir within a symphony. There was also the fact of the deaths of Beethoven, Bruckner and Schubert after each had composed nine symphonies – Mahler died after finishing his No. 9, leaving No. 10 incomplete.

Near the conclusion of his study, Reik remembered an incident in which Mahler’s father fantasized that his son would someday be a famous musician in Vienna. Reik’s father had often spoken with great admiration of Mahler, leading to his son’s appreciation of Mahler’s music. Neither father lived to see his son’s success.

Again, death intervened. Both Mahler and Abraham died at age 51; it was impossible for Reik to be released, to write The Haunting Melody, until after his 51st birthday.
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2 Theme: Part 2 Creativity
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Theme: Part 1 dealt with a search for an answer to the question of why a particular piece of music affected the author, Theodor Reik. Reik had developed a relationship between a work of art and its creator, based upon the unconscious of one touching the unconscious of another. How does this work?


	*



First, creativity in the arts is the manipulation and transformation of symbols . . . word, colour, shape, notes of music, etc. The artefact . . . a novel or poem, a painting or sculpture, a symphony . . . is the result of a completed process. In this section, I will trace the process that moves from artistic inspiration to finished product through the transformation of symbols. I will also reverse this process by considering the original coding in reverse, by decoding, in order to reach back into the mystery of inspiration. This will help us to understand the effect of the work of art in much the same manner as traced by Reik – the meaning of the melody that haunted him through an examination of his feelings about it. When the audience for a work of art becomes actively engaged, the inspiration transmitted is, ideally, the inspiration received.

Second, creativity is a mystery. As we seem to get closer to it, it begins to fade – finally disappearing. We attempt to approach it from different angles by leaping at it, or dropping upon it from above. Emptiness. It’s not there. We’re in the midst of . . . nothing. It doesn’t exist.

But we know it does exist, not from its presence, but from what it leaves behind . . . residue/artistic artefacts. The reason it does not exist is because we have asked the wrong questions. Creativity per se is unknown; it is neither digital nor quantifiable.

I will discuss it from my own experience as a composer, as well as conversations I have had with several particularly articulate composers.


	*



Something happens deep within my unconscious psyche. It could be sound, a vision or some combination of images. I am alerted in a manner that is difficult to describe beyond saying that I emotionally and physically feel its presence. Jung terms this ‘instinctive energy’. It is a differentiated energy potential – with or without a profile at this state – archetypal. If I choose to develop this instinctive energy – this inspiration – into a musical composition, the process of symbolizing begins; it is striving to become known through entering consciousness.

Although I know this instinctive energy exists, I cannot begin to work it until I understand it; my method for achieving this understanding is to name it. There is always a descriptive word to attach. What is important at this point is that something – I will name it X – has been recognized as existing within my unconscious. This recognition allows me to begin the process of symbolic trans forming. Through recognition of its existence, I have unconsciously translated an instinctive energy, an inspiration, into something I can creatively manage; this energy has become a symbol.

It is now necessary to change X into some communicable medium while retaining intact the symbol’s essential qualities. As the process unfolds, these qualities begin to clarify themselves. A transduction into some artistic medium probably occurs simultaneously with the first transformation into a symbol. It is a natural thing for a creative artist to ‘think’ in terms of their own medium of expression. This language of articulation – the medium of artistic creation – is used to transmit X to others.

From recognition and symbolizing, through transduction into a medium, then outwards to consciousness – all are processes that move in symbols. I am assuming that we symbolize before consciously knowing. Otherwise, how could we be aware of something we do not know? With X providing the original energy, we can assume that the same symbol remains throughout the process, although it clearly becomes modified, elaborated and transformed.

To accomplish this process of transforming the symbol into an artefact that exists in consciousness requires the crossing of a threshold, into liminal space.
OEBPS/nav.xhtml

Contents


		Cover Page


		Half Title Page


		Frontmatter


		Title Page


		Copyright Page


		Contents


		Foreword


		Preface


		Acknowledgements


		Part One Music to create a universe

		1 Theme: Part 1 The Haunting Melody


		2 Theme: Part 2 Creativity


		3 Theme: Part 3 Freud and Mahler

		Coda


		Interlude








		4 Tender Is The Night

		Interlude








		5 Ingmar Bergman'S Persona

		Coda: Saraband








		6 Music And Alchemy Beethoven


		7 Gallery Of The Soul Kahlo, Rivera, Munch


		8 To The Lighthouse


		9 The Fisher King And The Handless Maiden Prelude to the Alexandria Quartet

		Interlude: Industrialization as seen by Antonioni and Lawrence








		10 The Alexandria Quartet

		The structure of the Alexandria Quartet








		11 Gustav Mahler

		Epilogue














		Part Two The end of boundaries

		12 Georgia O'Keeffe The touch of desire


		13 Music In Film


		14 The Piano


		15 Tim Winton'S The Riders


		16 Maeterlinck, Ibsen


		17 Pelléas AND Mélisande


		18 Finale Why I wrote this book








		Index







Book Landmarks


		Cover Page


		Half Title Page


		Title Page


		Copyright Page


		Contents


		Preface


		Acknowledgements


		foreword


		Start of Body





Pages


		ii


		vii


		viii


		ix


		x


		xi


		xiii


		xiv


		xv


		1


		3


		4


		5


		6


		7


		8































































































































OEBPS/images/coverpage.jpg
Unfolding the

Unconscious Psyche
Pathways to the Arts

EDWARD APPLEBAUM





OEBPS/images/booklogo.gif
é Routledge

Taylor & Francis Group
LONDON AND NEW YORK





