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FOREWORD


Some undertones of a major key





 John Peck


From one perspective, Daniel Sapen’s argument needs no introduction. His case for the aptness of the musical paradigm to an appreciation of psychotherapeutic relations, though it has seldom been used, seems intuitively promising. Nonetheless, the interpretive analogy of music has been a rare feature; Freud’s lost chord has been for the most part lost to depth psychology.


This absence of attention has stemmed in part from a wary sensitivity to the price paid by musical talent in exercising its gift, whether the commentator be C. G. Jung or D. W. Winnicott. Jung, himself a gifted painter, remarks somewhere that the musician, the composer especially, pays a much steeper psychic price than most bearers of creative vocation. Even the humane Winnicott says of artists generally that their creative efforts comprise only brief abatements of a consistent tendency toward disintegration. As for Freud’s own ambivalence toward the artist’s relationship with the unconscious psyche, Dr Sapen rehearses it thoroughly. Taken together, these views make Robert Frost’s gnomic saying about art—that it offers a temporary stay against confusion—sound downright cheery. Nor does it help when these verdicts are leavened with salty humor, as in Jung’s quip about Wagner at Triebschen on Lake Lucerne, seated at the writing desk in feminine crinoline underclothes while composing Parsifal.


Appreciation and price reward a bit of philological curiosity. While any attempt to appreciate analytic dynamics, which remain intricate even when slow or stuck, is interpretive, the worth of interpretation is felt apart from being spelled out verbally. The up-to-date reach of Sapen’s argument, its breadth and depth, and his attention to the many aspects of flow and unspoken relatedness, guarantees that expression in the healing relation guides everything that he has in view. His sensitivity to that expression, and to how we may come to perceive it, opens the caring ear to ranges of theme and relation which his field has only begun to take up focally.


Any grasp of the music in healing relations in practice both begins and ends in the non-verbal sensing of value, prize, price. Such appreciation shares with interpretation the common root of pretium, a price or reward, for the interpreter negotiates that value while the appreciator assesses it. As Sapen would persuade us, such assessment, even for the psychoanalyst alive to interpretation, is shared with the patient through performance and reception: the performers, each audience to the other, together framing a zone as acoustic as it is conceptual. Their co-presence in that zone sustains the musical analogy, whether the two parties be warily alert and curious, hopefully expectant, dragging through resistance, or uplifted.


How do these buried footers of meaning support the musical analogy for therapeutic relations? In them, both parties constantly work on several planes at once, interpreting, appreciating and depreciating, giving and taking projections, and performing with relative degrees of either consciousness or helpless identity. These performances are not rehearsed, and they tend naturally to deviate from score; they are always more or less improvised, regardless of the normally cussed perseverations of defended, complex-ridden, and archetypal repetition and fixation. And they are also harmonic as well as rhythmic: each party joins or counterposes to the oscillation and pattern of the other, while also listening for the unbidden affect or insight that enters only by virtue of active relation to the greater psychic X or unknown, which Bion called O, and which Sapen remains attuned to throughout.


The current idiomatic expressions, bad vibes and good vibes, already cue us to the appreciation which ordinary mind has for relational dynamics in musical terms. How much more aptly, then, runs the same analogy for multiple attunements—to the unconscious and to each other—in the consulting room. The harmonic improvisations ventured may always depreciate, of course, into stale repetition, but even such ritornelli are old territory in musical progressions, those frequent reruns with small but telling, precious variations. The analyst appreciates that depreciation as a price paid to the god, the non-ego fertilizer, present in the task. While not conducting with a stick, the analyst stays alive to holding whatever may come within hearing, so that somewhere in that relation even the depreciative becomes appreciable—that is, deadness or tedium register as worthy strains in the mix, part of the just price paid to the joint venture of disinterested Eros.


Beyond these matters which the professional quickly identifies lie stretches of vast terrain, which Sapen enters with his compass turned toward jazz. Emerging as a strong shadow in Jung’s sense to Western European feeling and musical tradition, jazz has compelled the dominant culture, in a way that students of colonialism know very well, to go native, helplessly adopting its ranges of expression, with the striking consequence that America, which still profits from informal institutions of slavery, has exported only one sharply distinctive cultural good to the rest of world: jazz and its roots in the blues.


If jazz with its African origins is the best example for Dr Sapen’s thesis, then with that vein of music one encounters shadow directly—not one’s individual shadow, of course, but a reflection of collective shadow that carries enormous weight. Attractive as jazz already is to many people, those in mainstream inheritance none the less come to it with no felt knowledge of the cost which that form of feeling has already exacted. One indeed appreciates it, and wishes to appreciate it more deeply— yet that very inclination guarantees an unforeseeable meeting with a sizeable wedge of mainstream collective darkness. The several fascinations in jazz, instinctual and intellectual, also ride that quotient of suffering and crime. The mainstream outsider audience gets close to the uncomfortable and potentially fruitful ethical charge in Dr Sapen’s aesthetic, while perhaps benefiting, too, from an auditory analog of Bion’s “beam of darkness”, within which the faint object may be revealed.


But even the large psychic tension held within that fact only begins to mark the large territory which Sapen’s theme begins to unfold. Explorers there, I suspect, will discover, as Sapen has, that they return to the human psyche with the edges on new mongrel sorts of questions considerably sharpened. This kind of exploration has already been keenly pursued by the freely ranging German philosopher Peter Sloterdijk, whose Weltfremdheit (world strangeness) of 1993 evolves the inquiry into acoustic space, not only in psychology, out of the universal experience of being cast forth into a randomly sounding world from the prenatal recording studio, where the mother’s syncopated cardiac rhythm section continuously accompanies her archaic soprano. Because that experience cuts across all cultures, abiding in the womb, it haunts the entire space of world traditions in music, calling the adult back, in routine and enthusiastically indulged regression, to that original sense of acoustic space.


Sloterdijk’s acoustic theme recapitulates the womb motif worked out by two of Sapen’s writers, W. R. Bion and Julia Kristeva. Kristeva elaborates on the cosmogonic chora (borrowed from Plato) to both bind and separate mother and infant. The birth chamber, already a sounding matrix for all future signification, augurs later psychic enclosures. Psychology in this spirit moves backward into the pre-cultural auditorium of the womb, to palpate “the sonic continuum of that initial intimacy,” as Sloterdijk writes later in La Musique Retrouvée. It gently but sweepingly displaces the intra-uterine blank-slate stance in psychology.


It becomes clearer that Freud’s apparent inability to quicken his lamented tone-deafness, by means of his later reflections on oceanic feeling, was no muff but instead something noble and generative. Sapen’s pursuit of these things in Freud, alongside Sloterdijk’s large treatment of acoustic homecoming, lets one see that Freud missed by only a hair the closure of a resonant circle. Nor is Sapen’s probe of that linkage, of frustrated search to groping intuition, confined entirely to Freud. As Sloterdijk might say, although none of us fully recovers what we are moved to seek in the musical relation, all are consistently driven to seek it none the less. Psychological work in depth reconstitutes these haunt-ings and their auras, to the tune of a mighty analogy, which does not end with a given musical tradition and its reach, but goes onward into healing regression, a step backward in service to human possibility, shattering or soothing, demonic or redeemed, bonded or exalted.









INTRODUCTION


Baby talk





On the whole, psychoanalysis has paid little attention to music, and almost none to jazz. This fact has wide-ranging implications for theory and practice. A treasure has been passed over due to this auditory, musical neglect—a fortune in vibes, tone, rhythm, harmony, nuance, resonance, and their meanings intrapsychically, both in relationships of all kinds and for the beginnings of mind and life in utero.


Two nice studies recently came across my desk, demonstrating that infants in the first week of life cry in their parents’ accent (Mampe, B. , et al, 2009; and Cross, 2009). The newborn wail must have been primed by the digestion and implementation of speech dynamics heard while in the womb. It is far less likely that the moment of birth inaugurates a fabulous capacity for mimicry. Indeed, with an irony to be explored in a later chapter, Freud long ago told us that “there is much more continuity between intra-uterine life and earliest infancy than the impressive caesura of the act of birth would have us believe” (Freud, 1926d, p. 138). Something of auditory nuance bridges the abyss of birth, indicating one of the psychological dimensions of life  before the beginning. Our cosmogony of the mind grows a bit richer.


The day our daughter was born, I made up a little song that we sing to her every day, especially during tough transitions and at bedtime; it usually works, and since her third month, she has usually vocalized along with it, or shimmied and pulsed. I scat-sang with her, and she would gleefully trade gibberish till one of us couldn’t stand it anymore. At 16 months, she laughed, singing along in parts, interjecting “ee-I-ee-I-ooooh”. She danced to the ice-cream truck music. She hums to herself as she falls asleep. Whenever she saw a bus, she demanded we sing––and now herself sings “The wheels on the bus go round and round. “ If she is despondent, that song will end the tears. Other songs have joined the repertory. Like all people, she was bathed in a sonic universe before she was introduced to the light of the world.


At 30 months, she speaks clear, lilting, grammatical sentences, both reasonable and fanciful. Song, sound, and ritual, the maturation of reason and of relationship, remain inseparable yet change every few weeks, a new skin of music to fit the growth in her psychic life. Her grammatical speech maintains the cadences and dynamics of her earlier speech-song; the rhythms, pitches, and expressive gestures have emerged intact, holding the vocal tapestry together around semantics and grammar. Like every musician, our kid has her own style. Both Eudora Welty and Donald Winnicott help us here––for every feeling there is a gesture, or whole modes of expressive gesture; and vocalization is sonic gesture. And there are contacts, resonant zones of interaction, which flow beneath the threshold of ordinary analysis, arguing Winnicott’s view that there is no such thing as a baby–– or no living monopole removed from dynamic connection to the field it inhabits. Perhaps we can make the case that all the sophistications of language are, essentially, highly specialized, tightly woven songs, woven of sonic gesture, expressing within and between psyche the pulsions of the body. And if we can, then we are taken far beyond, or beneath, the pleasure principle.


This line of thought leads us back to jazz. That is because music as a category of art is not the point. It is a finger pointing at something elusive but ubiquitous, which audibly, delineates several psychic dimensions, or stripes of the psychic tiger (Bion), from which the depth psychologists have labored to amplify the whole. In this book’s winding way to and through jazz, I invite my reader to entertain such notions as energy, space-time, resonance, structure, communion, and the fluid and oceanic, as both concepts and qualities—for while they are abstract categories they are also staples of subjectivity, naturally experienced as elements of inner life. As with so many familiar efforts at interpretation, this one will draw heavily on metaphor and myth, amplified and turned inside out, for the purpose of getting at meanings and patterns always present and implied but difficult to apprehend through other modes of thought.









CHAPTER ONE


Making space for music and myth





This book asks the reader to reconsider some basic assumptions of psychoanalysis and its history. Not much, relatively speaking, has been written about music and depth psychology, for reasons to be addressed in detail. However, music and its expanding presence within psychoanalytic theory and practice have been indirectly addressed for decades, even by authors who did not realize they were doing so. Next to nothing has been written, though, about jazz and psychoanalysis, with exceptions to be given their due in later pages. This absence, and the value of rectifying it, will become clear to the reader in ways difficult to anticipate at the outset. In order to demonstrate the importance of taking communal improvisation to heart in this field, I will present a detailed account of certain key ideas and thinkers, without which the connection to jazz might seem a stretch. I ask the reader’s indulgence for this very reason. It might help to put “Kind of Blue” on the sound system or iPod. Skip ahead to the chapter on Musical Metapsychology, if you wish, but do come back.


Freud was probably being neither modest nor ironic when he referred to psychoanalysis as a mythology—”our mythology” (Freud, 1933a, p. 95)—nor when he called his key terms provisional, admitting the role of uncertainty. Freud was not simply allowing for universal epistemological and scientific limits. He was voicing his awareness of a truth about the psychoanalytic endeavor: that it is a healing mythology, complete in neither respect; a healing fiction, to invoke James Hillman’s 1998 book by that name, a fiction applying a few precious medicinal insights.


Myth per se is neither true nor false. It is a vehicle for moving one kind of thinking from archaic experiential origins into modern cultural dialogue and self-reflection. While our ability to verify and falsify polishes our consensual effort at insight, approximating something like truth, it just as easily abrades insight to leave us with the benignly familiar, a conformity that reassures us of the intactness of our principles, or the settled dust that proves the upstart intrusive idea to have been vanquished. But as indispensable as our intellectual rigor may be, it too must be bracketed and questioned as to whether it has remained true to contour, flavor, and subjective depth of experience, particularly its enduring flow through process and transformation. Surely the neurotic model of the dreamwork cannot account for the largest part of that transformational foundation, and for its applicability to mental life as a whole.


This present book examines psychoanalytic struggles with creative, musical, and experiential modes of life. Those struggles began with Freud’s own persistent return to what frustrated and tantalized him. I take as my starting point the fact that depth psychology has evolved from founding insights that were simultaneously most fecund and conflictual. Accordingly, one may be tempted to read or indeed write from either one pole or another, of orthodoxy or deconstruction. Resolution has already been suggested by those who treat Freud’s work as the historical foundation of an evolving, pluralistic endeavor. Loewald and Bion have in common an evolutionary approach, demonstrating that the tradition is fulfilled in its metamorphosis. Applying the metaphors of the container, the caesura, the resonant soundspace, and the fluid tectonics informing the work of the geologist and archaeologist, we can extend this insight to say that mythic constructs can serve as the elastic chambers in which ideas may go on evolving even as their history may be newly discovered.


We might imagine a psychology of theory-building, with dynamics akin to those occurring in the growing mind. It would promote consilience across subject boundaries. The transitional object of Winnicott, the transcendent function of Jung, and the conception of Bion offer that psychology exemplary ways of proceeding, in the dynamic act of evoking both the tiger and its stripes as symbols. These three examples pursue dynamic imaginal processes which often escape words. As a symbolizing medium, music probably has escaped the discourse of psychology because it does not sit still or behave appropriately while it sings the tiger’s stripes; but precisely for that reason it illuminates much of what depth psychology has struggled to say about symbol, subjectivity, and mind.


Freud’s struggles with art and artist, poetry and poet, are well documented, not least of all by Freud himself, vacillating between extreme characterizations. First he expresses consternation at both the sexual success and knowledge of the unconscious enjoyed by the creative person. The artist is a daydreaming child beholden to the pleasure principle (Freud, 1908, p. 143); visual artists pay little heed to meaning, caring only for line, shape, and color harmonies, being given over to the “Lustprinzip” (Jones, 1953-7, Vol. 3, p. 412). Art is harmless and beneficent, aiming only at illusion, in contrast to science, which is “the most complete renunciation of the pleasure principle of which our mental activity is capable” (Freud, 1933a, p. 160). The scientist knows that artists “possess in their art a master key to open with ease all female hearts, whereas we stand helpless at the strange design of the lock and have first to torment ourselves to discover a suitable key to it” (Jones, 1953-7, Vol. 1, p. 111; Vol. 2, p. 433). Yet, as a compensation, Freud claims that he himself is not merely a thinker, but a “conquistador” (letter to Fliess, in Masson, 1985, p. 398) who would not be thwarted in matters of knowledge, and, through it, the conquest of sex; in this reversal, the artist is self-deluding, impotent and oppressed in the face of his instinctual demands. “Honor, power, wealth, fame and the love of women” are the objects of the artist’s desire, “but he lacks the means for achieving these satisfactions … . Consequently, like any other unsatisfied man, he turns away from reality  …  to the wishful constructions of his life of phantasy, whence the path might lead to neurosis” (Freud, 1916x, p. 376).


Yet, Freud again reversed himself, locating the confusion in his own limits and attempted some reconciliation. About the world of sound, he said that music “always vexed me because here I lack the most elementary knowledge, thanks to the atrophy of my acoustic sensibilities” (letter to Fliess, in Masson, 1985, p. 325). He states that “some rationalistic, or perhaps analytic, turn of mind in me rebels against being moved by a thing without knowing why I am thus affected and what it is that affects me” (Freud, 1914b, p. 211). With his intellectual grasp stymied, he can feel nothing, least of all pleasure. Nonetheless art is one of the “highest goods of humanity” (Freud, 1923a, p. 252). The artist finds his way back from the road to neurosis to achieve a “peculiar” reconciliation between the pleasure and reality principles, revealing through his special gifts “truths of a new kind,” which do not change external reality but offer it back to men as “precious reflections” (Freud, 1911, p. 224), which they may then use in order to change reality. The poet knows what the psychoanalyst knows about the unconscious, but knows it by way of channeling the excess instinct into illusory forms rather than into the scientific parsing of reality from phantasy. In spite of the pathogenic risk in the artistic embrace of illusion, the creative writer’s gift is one that “we should all discover something analogous to in ourselves” (Freud, 1908, p. 143). Finally, in sublimation Freud finds art and cultural activity to be transcendent, cleansing the drives of their instinctual origins (Freud, 1921c, p. 139). Additionally, in sublimation, the original wholeness of sexuality is restored to the goddess Eros––redeemed and restored, not simply sanitized or washed away. The parsimonious appeal to deity was something Freud reserved for special occasions.


Pivotally, Freud states a position left unchallenged through the rest of his work, concerning wholeness, thematic continuity, and synthesis. In his main line of thought, neither dreams nor the plastic arts can represent the logical relations that make sentences intelligible (Freud, 1900, p. 312). Meaning per se is possible only through verbal thought, and only circuitously. His main stance, then, is that language, the province of secondary process, is absent or deficient in the non-verbal arts, which are thus limited to primary process and wish-fulfillment. However (see Meltzer, 1983), he goes on to show in the adjacent text several examples and procedures by which dreams and sequences of dreams do in fact convey meaningful and systematic relationships, leaving a loophole for an undefined mode of logic to exist implicitly within the primary-process, wish-fulfilling, illusory form of dreams. The dreamwork is the model for mental life, including this suggestion, left undeveloped, that logic and thematic coherence, above and beyond wish-fulfillment, exists in unconscious life. This presages the elaborations of phantasy in Klein and post-Kleinians such as Grotstein, Bion, Britton, Rycroft, and Winnicott, in particular bringing us to the guidepost offered by Charles Rycroft:


One cannot help regretting that none of the pioneers of the unconscious thought naturally in auditory terms. If they had, we would perhaps have a psychology in which thoughts are conceived of as themes, which can occur in different modes and keys, which can vary in their audibility, which can be harmonious or discordant, and which can undergo development and variation (Rycroft, 1985, p. 115).


This addresses Freud’s vexation, leading directly from an aporia, or blocked path, to something of a revelation. Far from justifying a certain awkwardness in speaking psychoanalytically about one of the arts, this alert to what has been neglected is about being able to apprehend the syntax of the unconscious through musical dynamics and qualities, including the relations of psyche and soma. By means of music, we can sense more clearly how the affective logic of thinking in images—which makes up most dream life––runs through and beneath the topography of consciousness, coexisting with but unbeholden to the dynamics of wish and substitution.


Rycroft’s seemingly benign insight has radical implications. If mind and subjectivity, understood psychoanalytically, can be conceived in terms derived from music, and can be said to exist in the dimensions described by these terms, then our clinical and theoretical frames of reference undergo a dramatic, decentering shift. It would no longer be a novelty or a marginal exercise in cultural, applied psychoanalysis to speak of a depth psychology of music. It would be easier to speak about, or draw inspiration from, the music that exists in the moment of its conception–– exemplified by jazz––rather than be limited to commentary on performances of pieces separated from their conception by time and death. To proceed in this way does not merely suggest that music is another frame of reference for enriching our ideas and sensitivities, though it certainly is that. It also suggests, with some audacity, that the reality of the mind in all its permutations is more than, perhaps at its base something very much “other” than, the elaborate dance of compromise formations and linguistic terraforming at the heart of Freudian culture. It allows us, as well, to express ourselves psychoanalytically about a living art, rather than in an as-if, patho-biographical, quasi-neurotic context. Language, spoken and written, is still our main symbolic and clinical medium, and the explicit format of our social lives. But a musical depth psychology would tell of the dynamics and syntax that flow through repression and wish-fulfillment, animating our words and keeping them oriented to their instinctual source. A musical passage, a moment of improvisational communion or composed tonal poetry, does not substitute for anything. But it does present the passage of experience, in the same way that dreams render the current state of the psyche according to Jung and Rycroft. Music is dreaming in sound, explicit and transparent.


Neurosis versus good vibes


When we feel connected beyond our ego, when we catch a vibe, it is because we feel our place in the natural world, alone or among others, and react as responsive natural objects capable of subjective apprehension and participation. At such times, our thoughts and apprehensions echo our origins in matter and energy, in dirt and plant-life and the mid-brain, which sometimes bubble up into the higher storeys only foreshadowed in our chthonic origins. The experiential quality of our connection to this “below” and “above” of apprehension, the surround which envelopes our familiar mental states, is what Freud occasionally called the uncanny, what Jung called the numinous, and what Bion approached by means of “O”. For Jung, it is the experiential component of our structures of apprehension and apperception, sensitivities on which culture and psyche rest rather than the reverse. Without some sense of the wholeness as well as the agony of that natural matrix, white whale to the Victorian scientist, we have the limitations of the reductive, neurotic axis of Freudian theory, seduced by the explanatory power of the notion of the conflictual wish into seeing little else in human motivation: so many symbols, so few meanings. But without that Freudian axis, we lose the tragic component of the psyche in thrall to its own drives, self-deceptions, and conceits, always on the brink of castration by that dimension of our nature, inner and outer, which will not yield, transcend, nor satisfy.


Over the course of more than a century, we have made some progress in understanding the inner relational landscape. We have begun to come to terms with the bigger space, psychic and cosmological, in which the ego, relativised, becomes extremely plastic across scales, both tiny in the vastness of the endless chamber of experience in which we gradually attain consciousness, and gigantic as a window opening onto the universe. But, as respectable theoreticians, we are still somewhat locked in–– Freud’s Eros was only one of a few speculative dips into the pool of mythic expressions of elemental natural principles, expressed as psychological tendencies. Jung called these principles archetypes. Freud’s work on sublimation, climbing an Escher staircase toward a genuine theory of psychological growth, banged repeatedly against the ceiling of repression, only to be abandoned, never finding a destination beyond the goal of ordinary misery. The fact that post-Freudian revisions continue to be so fruitful, while remaining resolutely psychodynamic, attests to the possibility that ordinary misery was less a goal than a way-station, a sober place in which to take stock and accountability, while addressing potentiality, integration, and becoming.


Sound and music offer both physical creative media and a model that forces us to look and listen, in ways both familiar and esoteric, at our interpenetrating relationships in the physical world. As an alternate model of relation, or an expansion of familiar models, they promise to energize our ways of thinking about object relations, about what happens at the boundaries and thresholds between images, aspects, selves, and divisions of the self. Rycroft (1985) speaks against careless borrowing of other scientific paradigms to speak of what happens psychologically. In a related vein, R. M. Young writes of how Darwin’s writings on natural selection 


are absolutely full of voluntaristic, anthropomorphic, dirty words as far as the official rules of science are concerned. One of the cardinal rules of modern science is to avoid explaining things in terms which draw on human intentions and to eschew evaluative language. The abandonment of explanation in terms which draw on analogies to human intentions and which explain in terms of values and purposes (teleology) is supposed to set modern science off against earlier forms of explanation of the phenomena of the natural world. (Young, 1992, online citation)


Yet psychology addresses a branch of the natural world––the psyche––which resists treatment as either a mere system of objects or concatenation of forces. We can use our metaphors constructively, to write of the acoustics, chemistry, fluid dynamics, and chaotic complexity of the psyche as an anti-entropic system, selecting our terms from the master or “hard” sciences, terms which have entered our repertoire due to the ubiquity and authority of these sciences. But these are not merely metaphors, either. The psyche, seen as an order of natural organization, is no more independent of physics than is chemistry or dance, though it is not encompassed by any other discipline, being our own area of living and inquiry. Its dynamics are enigmatic in a way that invites speculative analogies drawn between psychology, mythology, and the “new” physics. But the figurative can be accurate as well, the best way to say something for which other language does not suffice, and can provide special access to psychological truth––which Freud knew to be true about the poets. The “boundary” between a problematic wish and consciousness is indeed a boundary, with a degree of permeability and resistance; the impact at this boundary sends shockwaves and feedback loops through the medium of the psyche, with subjective and measurable effects such as “symptoms”, images, and insights. In capitalizing on our available vocabulary, I am doing what we all do, and what Freud did in positioning psychoanalysis within the medical profession, while borrowing liberally and transparently from the physics and chemistry available to him, as well as archaeology, poetry, and the mythologies of East and West. Following Bion, what I refer to as “myth” is precisely the necessity of packaging human truths in figurative constructs of cognition and experience. The mythemes of even the hardest science are there as leitmotifs––Big Bang, clockwork universe––whether acknowledged or not. Also, because ours is a science of the peculiar human variety of bundles of matter and energy which tend to dream, make art, grow symptomatic, and engage in analysis, myth forms the narratives of both science and dream-life.


Rather than treating the mind as an apparatus, for example, requiring that mental phenomena demonstrate the laws of a limited branch of physics or the properties of a technology, we will remember that the metaphors of physics, art, and mythology serve the mythic purpose (muthos, tale) of telling a story about subjectivity. Our psychoanalytic horizon is not that of a fundamental and authoritative physics; rather, it is that of the subjectivity we seek to describe in terms as close to its own contours as possible. The musical model of psyche, then, does not attempt to say that the mind is a musical phenomenon, better understood musically than physically. That would commit us to a struggle among dominant ideologies. Rather, music expresses otherwise unarticulated aspects of experience, and demonstrates the fluid organizational properties of the psyche’s affective life and its relation to the world. If we wish to know the dynamics of subjectivity, we must look to what it does, what it builds, and how it presents and unfolds itself. That is our horizon.


This Freudian thread leads us, inevitably, back to Jung. The details of Jung’s psychology of the complex and the archetype, as well as in his effort to identify nascent psychological impulses within mythic and occult systems of older cultures, are good hermeneutic devices at the very least, still nested within our contemporary ways of thinking and being. Moreover, regardless of Jung’s own limitations with respect to music and the auditory sphere, he went a long way toward establishing a contemporary foundation for the interpenetration of ego, self, and environment, comprising ecopsychology. This approach does no less than offer a paradigm allowing us to see psychological life as embodied and embedded in a world of varying interdependent and interpenetrating domains. Keeping this in mind will help the reader, perhaps already cringing at the forced bonhomie of strange conceptual neighbors, accept how the sonic, the resonant, and the musical are a fundamental order of connection. Freud found this same order of connection in his concerns with the ocean, the mother-infant dyad, and the experience of the uncanny at the Acropolis.


Expansions of language, metaphor, and frame of reference are developmental necessities. In the century following The Interpretation of Dreams, Einstein and Bohr revolutionized the world-mythology available to science, Joyce and Picasso exploded literature and visual art, and musical artists such as Stravinsky, Parker, Davis and Coltrane opened up music in ways that would have been inconceivable in the 19th Century. Many such revolutionary developments were, in fact available during Freud’s later period; yet he made little use of them, or of the insight they offer the psychologist into the natural world and human creativity.


Post-Freudian developments, in parallel and in concert with insights into the roles of creativity and spirituality, illuminate that which nourishes and synthesizes the faculties of mind. Bion shows us that we dream not simply to remain asleep by temporarily granting wishes and discharging tensions, but so that we may become conscious in the first place (Bion, 1967). In Dream Life (1983), Meltzer traces the evolution of the significance of dreaming and dream-life as psychoanalysis’ central metaphor, from Freud through Bion’s expansions of it; in dreams we construct both the symbols and the symbolic capacity of differentiated psychological life. Their elements––myth, sense, and passion––are the building blocks of psychoanalysis (Bion, 1963). And among these elements we will find the sex and aggression of Freud and Klein, as well as the transitional and transcendent processes of Winnicott, Bion, and Jung, by which these elements are contained and transformed into stable and elastic mental structures. Also there we will come upon Loewald’s view of the dialectical organizational dynamics of the psyche, in which the primal is disseminated and developed into the differentiated patterns of the maturing psyche. We can see the bridge formed by this confluence of psychoanalytic thought with both its problematic, turbulent theoretical origins and its contemporary pluralism.


Why “space”?


Space is a common trope––we keep things “in” mind, we make them up “in” our heads, and we speak of the intra-psychic. Space is literal room for action and interaction. It is also a construct that allows us to affect, describe, compare, and shuffle the configurations of that which occurs to us (thoughts and dreams are events), and that which we imaginatively and analytically create. It is the literal and metaphorical domain in which we can have both self and other, and thereby relate. The movement of objects and players across a mental stage and in narrative time, in a child’s game, in sport, and in a mythic adventure or a stage play, both depends on and defines it. The movements of time, harmony, theme, and acoustics in a piece of music, much as the physical arrangement of musicians in the ensemble, and the graphic organization of the written score, also demonstrate the intricacy of the dimensional structure in which meaningful experience occurs. Freud offered topography and structure; Jung and Bion, creative matrices within vessels, and the dyad of container-contained; Bion, a grid of mental transformations; Winnicott, holding, transition, and potential.


Spatial phenomena and metaphors are features of the theoretical revisions by all post-Freudian thinkers; space must then also be seen as the field in which theory itself differentiates and evolves. Freud’s analysis of the psyche into its parts and mechanisms, its topography and structure, and of acts into their wish and compromise formations, is the reductive half of a natural process, the “lysis” that occurs within the synthesis of whole structures. Psychic health depends upon the integration of disparate categories, such as reason and passion, primary and secondary process (Rycroft, 1962, 1979), or symmetric (unconscious, seeing similarity as identity) and asymmetric (conscious, critical, differentiating) (Matte-Blanco, 1975). These categories of mental activity do not stand apart from one another for long, except in analytical discourse or in pathology. By the same token, a viable psychoanalytic theory, able to recognize and address this healthy subjectivity, must itself constitute a flexible three-, four-, or higher-dimensional space, privileging no single dimension over the others or the whole. Bion’s formulation is pertinent:


Psycho-analytic elements and the objects derived from them have the following dimensions:





1. Extension in the domain of sense


2. Extension in the domain of myth


3. Extension in the domain of passion


An interpretation cannot be regarded as satisfactory unless it illuminates a psychoanalytic object and that object must at the time of interpretation possess these dimensions. (Bion, 1963, p. 11)


This applies not only to the analyst interpreting a patient’s speech, but also to the theorist interpreting the psyche or examining an idea. Sense, myth, and passion are domains of experience, and without their structural relations, akin to length, width, and height, there is nothing psychological, no meaning, nothing to interpret. What elevates this phenomenological concern into a psycho-analytic one is the fact that, regardless of selective attention to elements, forces, functions and objects, the true object is a construct of all three dimensions, and disappears when collapsed or reduced into fewer. This true object is the present human subject who can attest to his existence only by means of the qualia and utterance of personal meaning in his experience. This present human subject also exists within a context––physi-cal, perceptual, psychological––that exceeds the bounds of his apprehension. The same applies to art, dream, and the mythologies of individuals and cultures; each is a compositional whole, experienced from a limited vertex, evolving in spite of and in the face of––evolving through––its travails, the catastrophic changes Bion writes about (1966).


Freud’s efforts in this regard can be read in the development of his topographical and structural models. The topographical model was his initial depiction of psychic space. The nature and subjective value of psychic contents derived from their place in the structure of conscious, preconscious, and unconscious. The topographical model, built upon Freud and Breuer’s work on hysteria (Freud, 1893), regarded the physical symptom as an altered form of an unconscious thought. Instinct remained unconscious, while its conscious representation––not simply hysterical symptoms, but meaningful thoughts––emerged into the space of conscious awareness only through a process of compromise and disguise of repressed wishes. Freud’s dream-work exemplified this view of conscious image and symbol as the results of a process of alteration of the instincts.


The Freudian sense of space gradually differentiated to accommodate the complex, multi-tiered dynamics of repression. It then diversified further into the agencies of id, ego, and superego, whose dynamic connections wove throughout systems conscious, preconscious, and unconscious. Yet the possibility of conscious representation still depended upon the compromise between agencies, with the instinctual “latent thoughts” denied any direct expression to the conscious subject. Freud’s approach, for the most part, still could not account for the initial, spontaneous imagistic component of mind, that which would undergo repression secondarily under certain conditions. A differentiated account of phantasy––of organized psychic process prior to the work of repression––was not yet available. The Freudian paradigm, though, was beginning to suggest some of the seminal developments of the next wave of psychoanalytic thinkers, distinct from the mechanisms of repression.


One approach to this problem was suggested in a preliminary way in Freud’s structural theory. It grew from his intuition that the mechanism of the psyche was not based narrowly on the discharge of tension and gratification of wishes by objects, but on the organization and interactions of psychic functions belonging to these objects. With the structural theory per se came a shift of focus away from the gratification of wishes and discharge of tensions toward the organizational relationships among functional agencies. The main function of this organizational capacity became the maintenance of psychic equanimity and integrity, whose main but not only function was to manage wish and libido through the various mechanisms of repression. Repression, while still cornerstone, became the exemplary maneuver in a psychic repertoire consisting of other techniques and purposes. The bodily tensions at the heart of the economic model, repression, and the pleasure and reality principles could now be seen, rightly, as secondary to a similarly innate, biological endowment––a readiness at birth for the full palette of subjectivity and intersubjectivity, able to emerge under a wide and divergent range of adequate conditions.


The horizon of subjectivity, as a main bone of contention between Freud’s most gifted followers, is a key to differences between their respective paradigms. As it defines the origins and limits of what the psyche per se is and can make use of, it also determines what can be conceived of within a paradigm; the limits of our language are the limits of our world (Wittgenstein, 1974, p. 68: 5. 62). Without knowledge of the invisible ranges of light, there would be no natural explanation for sunburn, or an x-ray image; without awareness of subsonic vibration, we would be inclined to think that animals flee earthquakes because they are prescient, or else would hypothesize a hitherto unknown agency. The world, here, is the psychoanalytic paradigm, which, like any paradigm (Kuhn, 1962), undergoes reformulation when confronted with anomaly. A system of expression, like music, that only asserts identity and truth through a balance of constant change and recapitulation, is like the paradox of an invisible light that burns, or another that sees through surfaces to the inner flesh. According to philosopher and Freudian scholar Walter Davis:


The ideological function of a paradigm is that it renders something one doesn’t want to know about unintelligible. As psychoanalysts that should pique our curiosity, since our supposed goal is always to open ourselves to the repressed and then remake ourselves by what we thereby learn  …  the unintelligible stuff is precisely what we must save because it is where we will rediscover psyche as opposed to mind and brain. (Davis, 2007)


Myth and model


Wherever the poetry of myth is interpreted as biography, history, or science, it is killed. The living images become only remote facts of a distant time or sky. Furthermore, it is never difficult to demonstrate that as science and history mythology is absurd. When a civilization begins to reinterpret its mythology in this way, the life goes out of it, temples become museums, and the link between the two perspectives becomes dissolved.


(Campbell, 1993, p. 249)


Patients and analysts are constantly using different terms to describe situations that appear to have the same configurations.


 (Bion, 1965, p. 124)


One of Bion’s solutions to the routine effects of demytholo-gization was to use the languages of mathematics and logic to represent the invariant configurations of phenomena––mental contents and statements about them––which manifest in the various terms we use to describe the infinity of particular situations. Bion’s emphasis on geometry highlights the issue of the configuration of experience, that is, the relation of mental objects to one another and to the whole which they constitute.


The function and scope of myth, in Michael Eigen’s words, depend upon its “capacity to provide or express the living meaning and order of experience” (Eigen, 2004, p. 63). Bion conceives myth as the instinctual psychic effort at “apprehending, working through and preserving transcendent insights about human nature and psychology” (Sandler, 2005, p. 509). It is a bridge-building enterprise, adding dimension, traversibility, and space for ideas to the dimensions of sensation and passion. These templates of human experience have always emerged instinctu-ally in the form of stories elaborating the “constant conjunctions” (Bion, 1992, p. 228) of the enduring yet plastic elements of human nature. They are the presentation, in mutable story form, of the psyche’s own perspective on the world and its place within it, in personified and deified narrative form. Truths begin life as allegorical characters, epitomes, gods, and demons. Bion discusses the inevitable private version of myth, in dream-life, that expresses the particularity of the individual’s effort to learn from experience, the “primitive apparatus of the individual’s armoury of learning” (Bion, 1963, p. 66).


Freud enlists a scant few exemplary myths, yet these are essential to his theoretical edifice. Psychoanalysis and its variants are themselves myth-making and myth-using enterprises. For if myth carries a primal truth-value with respect to the forms of human nature, akin to that of mathematics for natural science (Bion, 1992), then myth is no longer identified with irrationality and illusion. It is the structural template for theory as it is for the narrative by which a story is told, in each case the container for knowledge and its expression regarding human nature. Myth is the vehicle by which knowledge of the world can be abstracted from our encounters with its particulars. It is the structure to be found and imparted to imaginal forms (Corbin, 1972) at the subjective horizon, for the apperceptions and imagoes registering upon the experiencing subject. This structure, in turn, supports action, knowledge, and self-consciousness. In this light, Freud’s lifelong struggle with the opposing gods of reason and illusion, against the curse of self-deception, itself takes mythic form as a struggle for a viable mythology of the psyche.


What, then, of the core insights of Oedipus into structures of desire, self-deception, murder, and revelation? Surely there can be no sober Freudian understanding of the tragic dimension of psychic life without this dense kernel of passion, sense, and myth, whose rhizome weaves through the strata of the psyche and the family. To the extent that the character of Oedipus describes something real about our demand for and avoidance of knowledge, and our dependence on and rejection of social conventions, it remains a great cautionary tale. But if we turn Freud’s effort on its head, we see that tale as his own myth, with its consequent irony. His attempt to be an intellectual conquistador, to have his theory encompass all of human nature, to own sexuality and be Tiresias to all future analysands, also places him, Oedipus-like, in thrall to a single version of the story. The problem is not that the sexual theory is false, but that it is tyrannical, a totalizing wish to displace all other issues in the effort to illuminate a single drama. Tiresias serves Apollo, not Oedipus, and speaks the truth as he sees it, irrespective of the veils and vanities of the status quo. In Sophocles’ work, Tiresias declares that what Oedipus does not know is precisely the truth he seeks, but will not accept and cannot change. Bion is correct in saying that Freud did not discover the Oedipus complex, but through the Oedipus myth discovered psychoanalysis. Without its lessons, we would be cheated of insight into our existential tragedy. But where else in nature have we been able to rest on a single force or principle?


That question corresponds to a principle common both to numerous post-Freudians and to Freud himself: that mind evolves in response to a reality that always exceeds our grasp, which “frustrates” us, provoking characteristic attempts at solution, each impelled by a wish for the satisfaction of some sort of ideological closure. The best do not foreclose, but elucidate process. Such intuitive movements through the conflictual, unrepresentable, and unknown are central to the work of Jung, Bion, Winnicott, and Loewald. This central movement of course underwrites the chief theme of this book. Winnicott speaks of the artist as the “knife edge” that delineates a precarious balance between impulse and relational boundaries (1986b), and of the infant’s struggles to achieve something authentic in the dance between his own elements and the facts of life. Bion writes of the necessity for catastrophic change (1966) at the brink of transformation, in which thinkable thoughts and a mind capable of delivering them arise from surviving the nameless dread of matter becoming an organism with inklings of consciousness. Along with Winnicott and Bion, Julia Kristeva writes of the flexible containing space of the other, both womb and reverie, which models the containment of turbulence within the individual psyche. Attuned to the world behind language, which shows through linguistic ruptures and prosody, Kristeva places the creation of meaning “on the fragile threshold, as if stranded on account of an impossible demarcation” (Kristeva, 1982, p. 85), resonant with Winnicott’s “knife edge. “


The path of sublimation that Freud opened and then abandoned, a path that might have transcended wish-fulfillment, has led each writer I have selected to move further along it. Sublimation represented to Freud, in his creative dilemma, the wish, only partially granted in his lifetime, that something worthy of representation by a goddess (Eros, her sexuality redeemed) emerge beyond neurosis and wish-fulfillment. Each of the other writers here bends and sharpens the knife-edge between poles of psychic functioning, or shifts the horizon along which the progression from unconscious to conscious takes place. Therefore the generation of meaning, in any adequate survey of this work, arises in many places: works of high intellect, suckling, child’s play, healing, and in our own enterprise jazz.


Freud’s discourse implicitly underwrites that variety. At its core, a fluid mixture of mythic deities, imaginary regions, and hermeneutic constructs populates a transitional area between science and mythology. This mixture goes beyond the available 19th-century metaphors of thermodynamics, industrial apparatus, and a diplomacy between three psychic nations. Its reach is most visible in his writings on oceanic, musical, and mystical questions, the most mercurial and least reducible expressions of the psychic repertoire. The topic of fluid forms whose names begin to slide, and of elusive knowledge in perpetual movement, re-emerges in Lacan, Derrida, and Kristeva. Rejecting metaphysics, these writers approached the same territory from the perspectives of linguistics and post-modernism. That topic also enters the work of Jung, Bion, and Loewald, who concerned themselves not simply with the mechanics of the unconscious but also with the primacy of moving and mutating imagery, with mythic organizational agencies, and with integration of the archaic denizens of the psyche through progressive orders of psychic organization. In each writer, one sees movement, change, and expansion naturally interweave with structure and limit to produce a threshold of coherence at which dream and consciousness emerge and evolve, and with them the possibility of psychological development, healing, meaning, and integration. More than any art, music happens at that threshold, embodying emergence and change. At this time, I would argue, the application of that paradigm particularly helps one to braid together the strands of depth psychology’s historical growth. They have crossed at numerous points and will continue to do so, points where myth in the guise of theory, and ritual in the guise of technique, de-center scientific authority and redraw the boundaries between fields.


Mercuriality and a space for myth


There is in human existence a principle of indeterminacy, and  …  it does not stem from some imperfection of our knowledge …  . Existence is indeterminate in itself, by reason of its fundamental structure, and insofar as it is the very process whereby the hitherto meaningless takes on meaning. (Merleau-Ponty, 1962, p. 196)


It is when working on movements which are still irresolute, unstilled, which may not yet be called diversions or laws, works of art or theorems, movements which, when completed, lose their likeness to each other, that the operations of mind can be of use to us. (Valéry, 1929, p. 35)


In reading Freud, one comes up against multiple mythic ways of characterizing the inherent drives and configurations of psychological life. These drives move toward restoration, genera-tivity, and love (Eros), toward cessation, destruction, and death (Thanatos and Nirvana), and toward the knot of desire, appeasement, identification, and knowledge (Oedipus). It is important for us to acknowledge, along with Freud’s most creative followers, that if we are really to honor Freud’s own main hermeneu-tic tendency—one that strives to represent the transmission of messages about these drives—then we, too, will deploy mythic structures in trying to interpret psychic drives and their processes. I suggest a closer look at the god of the elusive principle which embodies meaning-through-change, and what it tells us about how unconscious becomes conscious.


Much of the post-Freudian canon is concerned with how the unformulated (Stern, 2003) elements of unconscious life reach a threshold where they become both the objects of experience and the faculties capable of experiencing. To a degree, all art is about this process of manifestation and its organizing power for mind. Music, though, is the purest expression of form, woven before one’s ears so to speak, a melding of the dreamwork’s concatenation of turbulences, the intentionality of consciousness, the waking capacity to witness and be enchanted by the experience, and the inter- and trans-personal participation in it. The mytheme of Hermes/Mercurius, so essential to Jung’s opus and what it might have brought to a mature psychoanalysis, covers much of the missing transitional hermeneutic, and encompasses all these qualities, for which there is no adequate Freudian vehicle. Freud’s topographical theory was an articulation of the boundaries between conscious and unconscious, with the preconscious as a transitional zone. These “regions” of “topography,” however, statically represent a basically active principle, in which consciousness “becomes” out of unconsciousness. Hermes etymologically derives from the herma (Nilsson, 1972) or heap of stones marking a crossroads, a grave, or property lines. It suggests a crypt, a horizontal and vertical boundary between regions, between strata of underworld and day-world, and between multiple zones, territories, paths, and possibilities. With Hermes the demarcator, messenger, and guide of souls, we have regions and the possibility of movement through them as well as the hint that psychic space itself is both discovered and created as the fruit of this differentiated movement. With the structural theory, Freud demonstrates that in this creation of psychic space, increasingly differentiated agencies of id, ego, and superego emerge from a more primal level of organization. Each has a purpose and a nature of its own, and each addresses the language and demands of the others while at the same time terra-forming and revising the boundaries of consciousness and the unconscious.


Music is an exemplary case of passage between boundaries, in which form is achieved though perpetual change. We must consider the ways in which the auditory makes special demands. A musical event is a transitional construct; its material is temporal transition encoded in the vibrations of a physical medium. Vibrations move through a medium, an intermediate zone. The character of these vibrations depends on the qualities of the zones of contact––the air, the wood and brass, the walls of the performance space, our bones and auricular mechanism. Hermes is the mythic personification of such movement and its subversion of static order. The story tells that he invented both the lyre and the flute––two versions of the instrument-body whose tuned resonant chamber and bodily interface create resonant harmonies that penetrate between realms. i As a child, Hermes stole Apollo’s solar cattle. He reversed the direction of their hoof prints in order to confuse any attempt to trace their comings and goings. Zeus, as creator standing above the fray, admired Hermes’s cleverness but ordered the cattle returned; however, Hermes had built a lyre from a tortoise shell and a cow’s intestines––from rigid boundary and pliant viscera––and played it for the offended Apollo. Enchanted (seduced by song), Apollo forgave Hermes and offered the cattle in exchange for the instrument (Kerenyi, 1980). Seduction, communion, and negotiation superceded divine authority.


Hermes personifies the paradoxical truth that a rigidly balanced order cannot account for meaning and truth, but can only account for its static proportions and symmetric boundaries. Such order must negotiate with flow, impulse, induction, asymmetry, and process in order to aspire to beauty. Only in this affinity between divine proportion and the dynamic and transcendent can reason aspire to truth via beauty, to paraphrase Keats in “Ode on a Grecian Urn. “ Hermes directs the negotiation between factors in tension or opposition, creating the possibility of exchange. Boundaries become thresholds and frontiers for the sake of communication and a new state of affairs. What appears to the controlling agency as thievery and escape is really the intrinsic mobility and resonance of nature, which is the medium for the creativity of mortals and gods alike––beyond ownership and destined to slip away, prompting negotiation amongst the gods themselves. This theme arises, too, in Prometheus’s theft of divine fire from the gods on behalf of humanity, ushering in the many forms of science and technology––a deed that calls down the extremes of punishment and redemption. Compared to Hermes, Prometheus had neither the status nor the innate cleverness by which to bribe or plea-bargain his way out of his sentence.


Hermes is also a wind-god, and wind exemplifies the invisible force that sets boundaries in resonant motion. He calls attention, by means of echoes and reverberations, to unseen truths. The structure-process paradox, the Apollonian-Hermetic dynamism, emerges into clarity only when both poles of that paradox are fully engaged with each other. The fixed but flexible boundaries of known orders of meaning must possess not only Apollonian structure but also Mercurial plasticity if they are to resonate at all. A cracked saxophone fails to contain resonant motion; the vibrations fragment rather than cohering into the tones and pulses of music. This structure-process paradox is akin to the mind, per Bion’s alpha function (1962a), which must conduct and transform its energies, without which it cannot turn turbulence (beta elements) into coherent forms for thinking (alpha elements), and hence can neither dream nor really wake up. Or, as explored by Jung, remaining closer to Charcot and Janet, this mind can only dissociate. It would fail to reconcile the psychic cacophony of images that gather in the wake of unmanageable turbulence. It could not organize its nascent complexes into functional ego states to support identity or continuity of being––a criterion that would become central for Winnicott. The structure-process paradox holds true for verbal communication, visual image, and music, as it does for a mind capable of dreaming. In making and hearing music, we can hear, transparently, the integration of dissonance and temporal tension, condensed, displaced, and resolved into a coherent, plastic, audible dreamwork.


The integration of tensile structure and fluid play, as dovetailing dimensions, makes possible the transformation of multiple voices and contrasting rhythms that constitute the music of psychic life. A dream, in Freud’s original sense, must be able to contain its conflicting wishes in a stable structure that preserves sleep. In Bion’s revision, this containment allows us to dream in order to make conscious, mindful life possible. In this way a containing boundary becomes a threshold, and thus a place of synergistic exchange between frontiers that expand known from unknown, and conscious from unconscious. This mercurial fact holds true for physics, biology, neurology, psychology, art, dream, and myth. Irreducibly, both images and our ability to work with them––to dream them, to think about them, and artfully to create new combinations in different sense modali-ties––emerge from the dynamic organization of structures, the interplay between their components, their combinatorial synergy, and the nature of the medium in which they move (Koestler, 1969). Consciousness, dream, and art are the fruits of an organizational synthesis, of the flood of sensations which the artist and dreamer seeks to resurrect from the trace of an unbroken experience and bring across multiple borders into consciousness; to expand in order to encompass, and contract in order to preserve and delineate; to harmonize complex dissonances in order to open thematic pathways and spur new ideas.
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