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[Reprinted from THE PsycHOANALYTIC QUARTERLY, Vol. XV, No. 1, January, 1946]

THE FUNCTION OF DRAWINGS AND
THE MEANING OF THE 'CREATIVE
SPELL' IN A SCHIZOPHRENIC ARTIST

BY ELSE PAPPENHEIM, M.D. AND ERNST KRIS, PH.D. (NEW YORK)

Psychiatric interest in the art of the insane dates back well over
eighty years. Though many of the several hundred contribu-
tions listed in recent bibliographies! start from clinical
material, most of them are explicitly or implicitly centered
around a crucial problem: the relationship of genius and
insanity. The problem is an ancient one in the world of
learning and speculation. It was first and with remarkable
wisdom posed by Plato. His distinction between the ‘pro-
ductive insanity’ of the creative genius and the pathology of
insanity itself approximates formulations suggested by contem-
porary psychoanalytic insight. In the psychiatry of the nine-
teenth century the problem was reintroduced by Lombroso.
Under his @gis much time was spent in a search for insanity
in the genius, Since 1920 a shift of position has occurred:
under the influence of the expressionistic and surrealist move-
ments in contemporary art there has been a search for the
genius in the insane. This point of view dominates Prinzhorn’s
volume on the subject (1g922), but there is reason to believe
that his eloquent sthetic partisanship during the last two
decades has delayed rather than accelerated interest in the
clinical problems with which the study of the productions of
the insane confront us. When we speak here of the ‘art’ of
the insane, we are not considering asthetic values, but merely
recognizing the fact that the productions are ‘of the nature
of art’.

Detailed clinical case histories and clearly formulated propo-
sitions are not plentiful in the literature. In most cases authors
refer to the creative activity of psychotics for the sake of illus-

1 Cf. Anastasi and Foley; also Lange-Eichbaum.
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“Clatter of Crows in & Spring Wooed," by Burchfield, at Rehn's.

PORARIES

By ALINE B. LOUCHHEIM

HEN he was once asked
the difference between
his surrealist art and the

dor Dall replied: “The great differ-
ence is that I am not insane,” He
might even better have said: “The
great difference is that I am an
artist.”

The whole gquestion of the rela-

tion between art of the insane and

_|modern art was catapulted

spollight again by an article promi-

nently printed- on the "“second

.|front’ of this newspaper last Tues-

day. Under a Vienna dateline and

with the headline, “Viennese Find
mo Differences in Art Works by

Surrealists and Schizophrenic Pa-

tients,” the story told of an experi-

ment conducted under suspices of
the  Psychological Institute of

Vienna Universily., The resull was

that an audience of 158 layman

seored only 50 per cenl right in
distinguishing which fifteen of
thirty works were by Picagso, Miro,

Donatl, Ernst and Tanguy and

which by fifteen schizoids

The article atbracted xiiention

amused, joyous, indignant, One re-

sult was m vindiolive letter to the

Museun of Modern Art in which

arl of the insane, Salva-

|SURREALISM, MADNESS AND MODERNISM

The Scientific Approach!
Fails to Apprehend
Esthetic Values

|

| “rpalistically” by first- year art

| students and fifteen by recognized
artists,

| In both cases the measuring
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The relation between modern art
and the art of the mentally ill has
long been studied and there is an
extensive literature on the subject
—especially in German periodicals.
The great value of these studies is
their assistance in diagnosis and
therapy. In terms of their signifi-
cance to art appreciation and art
criticism they seem devalued be-
cause they lean s0 often on three

into the|

Istick is “guality” — that elusive, false premises, premises which, un-
subjective, impossible - to - dffmr:fﬂrlunsluly. are not limited to the
characteristic which exists in what- paychoanalytic profession,

ever deserves Lo be called a work
of art. It implies, among much
else, & skill in handling material
(even for brash. unpolished effect);
# cohesive imaginative vision; an
ability to make each square inch
of the canvas count for something
jin terms of color, texture, compo-
sition; a sense of following some-
thing through; a richness and

The . first error is that with a
few notable exceptions they main-
tain that the psychoanalytic vard-
atick can be used to judge the
meaning and value of & work of
art,

Parts for Whaole

The second difficulty is that they
deal so frequently with the parts
instead of the whole—the similari-

depth of peroceplion; an evocalive
quality in symbols; a sense of
form and line. IL Is “quality”
which ](-m]m a work of arl ever
fresh, ever able to renew its im-
piet,

Now although good surrealist
painters, and all those many ar-
liste who are not “party memberas’’
but, are aympathetic to the

move- (Yered In the art of the psycholl,

thes of an Image or & way of mak-
ing dots or using ecolor. Only a
{few of Lhe writers will recognise,
ins Stavenitz did, that the simiblari-
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- |lyping THE TIMES plece in full,
saying ‘it “described the rot you
call ant” and ending with the
|cheerful phrase, *“8illy asses."”

Confusion Abetted

The important fact, however, Iz
that this article adds to the con-
fusions and barriers which separate
artist and public. The article does
say, “Dr. Heinrich [econductor of
the experiment] emphasized thal
she was attempting no evaluation
.|of the paintings as art." But this
remark was buried, and none of
those who took comfort from the

plece stressed Lhe importance of
£ this statement,

It is perfectly true that the at
of the insane and much surrealist
(and indeed alsp some other mod-
ern) art bear superficial resem-
blances to each other —so, of
course, does that of Bosch and
Goya and many other painters of
=l the past. Especially in surrealist
‘lart the language of symbols is
often alike. This is not surprising
sinee the surrealist artist has cho-
sen Lo paint not still-lifes and the
landscape of New England but
dream-life and the landscape of
' |the subconscious. And according
to the surrealist manifesto, the
elimination of conscious control is
itself endorsed (a point to which
we will return later).

Now to the layman who is con-
cerned primarily with representa-
tional images, the superficial re-
semblances will be very strong. By
the same Loken, I think he would
have difficulty in distinguishing
between fifteen figures painted

[dogma, neverthéiess the principle
of “autematism” or “automatic

“Elle Viendra,” by Tanguy, at
Pierre Matisse's,

writing"” and the importance of
unconscious creation are admitted
parts of their art.

These words lead to more con-
fusion. There is, I helieve, no un-
consciouis creation which has notl
been conditioned by conscious ones,
An artist like Masson or Hayter
may work “unconseciously,” but the
spontaneous motion of their hands
is conditioned by years of experi-
énce, by years of training and
practicing, by a perceptive vision,
by a mastered control over and
knowledge of the possibilities of
their tools and materials, by an
awareness of consequence and ef-
fect,

And, conversely, it.is hard te
believe that in the process  of
painting a canvas Titian, for in-
stance, did not move his brush
“unconseciously” at certain times
or capitalize on fortuitous effects
or “accidental” strokes or merg-
ing of color, It would seem to me
that in the perfect act of creation,
the and the unconsci
meet almost equally, and that each
has somehow been conditioned by
the other.

|son, Napoleon and Socrales suf-

and subtle sense of humor.”” T

The third fault is that these doe-
tors often discredit the art as such
if there ix evidence that the ‘artist
is “neurotic,” A well-known ana-

let civilization down” because we
were responding to the expression
of neurotic personalities instead of
lo perfectly adfusted (and pre-
sumably post-analytic) ones

partial list would s how Moliére,
Petrarch and Handel were epllep-
lics. Paganini, Mozart, Newton
had epileptoid diseases, Dr. John-

ferad from spasmodic movements,
Coleridge, Sheridan, Steele, Addi-
gon, Charles Lamb, Burns, Handel
and Gluck were unduly addicted to
alcahiol or drugs. Shelley, Bunyan,
Swedenborg had  hallucinations.
Giorgione, Tintoretto, Botticelli,
Leonardo, Raphrel, Diirer, Claude,
Cellini, Van Dyck, Reynolds and
Watlean suffered from some sort
of nervous diseases. Romney was
insane, Turner and William Blake
highly eccentrie,

Extraneous Factors
But how much poorer, how lean

pressions of these “neurotic per-
sonalities”! Why must my learned
friend insist that art be savior
and healer of souls? That is his
Job. Art seems to me to exist only
for the sake of the man who cre-
ated it—moved by emotion and
love Lo express an image, & feeling
or an idea in paint or stone or
whatever and enabled by skill and
genius to do so—and for the snke
of the man who can respond to it,
and thus become enviched.

Of course, it is & ridiculous and
untrue over-simplification to
that Art and neuroticism neces-
rsarily go hand in hand, They may
or may not. What is important is
the work of art itself. Its esthetic
quality and the indefinable but un-
deniable presence of an artist's
hand in its creation distinguish it
from all else.

IN BRIEF:

Edith Blum—Al» .,
and figuras~
colope -’
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J

According to T. B. Hyslop, af
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third boat, the % Apecial 10 THE Nuw Yoas Traes, the sword t
;}o :p:l'lationd. VIBNNA, April 1—A compari-|before Aanother audience and asked|his will, |
,-’;iti’ every|SON of surrealist and abstract|it to say what each represented —
the boats run(Poems and paintings with the Sio.whet impression. it Proguced.| — ART WiNl
: As a result|products of mental patients suf- m”m";’;o'r o ;fé"t‘l‘-“ﬁ_“n'd TS i i
&ds of motor- fering from schizophrenia, or split] wien what the artist hims eltg“wh m“" Exhibit at I;
{fd%hu% Arove| personality, made under the AUS-findicated was their intent. t
Ri eh:{dw"{_plcu of the Psychological Insti-| Another Viennese doctor latel
i B |tute of Vienna University, indi-|announced that he had asked two
:|cates that to the lay public they Surrealist artist friends what cer-
are indistinguishable. tian of their paintings meant and|Ne
¥ baintings, of which haif|had received only vague
Tepresented the efforts of well-
Beacon. | known abstract

surrealists or
painters and the other half were |
the products of mental £n.tlanta,

Wwere submitted to an audience of
158 persons, were asked to
say which were which,

| swerg

| Among the modern painters|
Whose works were used in the ex. s
periments at Vienna University| |

phrases,| “I came

also found jtself|sion that
pelessly at sea, its answers being (realists are
per cent wrong. None of its
recognized the two
faked from haphazard :
the mentally {1 is

by Dr.|realism is also on the descent and||

’ ¢arry her in-(that, I think, is one of the chief

estigation a step further she|reasons why it is not generally
projected six surrealistie pictures acknowledged as art.” ;




