Commentary 1
Sublimation in Art Therapy

Edith Kramer has gained a unique reputation as someone who uses art to further understanding. She has authored a number of books and continues to be active both as an instructor and as an art therapist. Her understanding of art therapy is based on Freudian psychoanalytic thinking, and in particular, Freud's definition of sublimation.

According to Freudian theory, sublimation involves a process that goes beyond substitution, whereby both object and the aim of a particular instinct are changed. An example of this is where an individual considers certain instincts such as sexual to be wrong; by turning to an activity such as art and painting, the paintings themselves are changed objects, but there is no longer a sexual instinctual aim in the painting activity itself. The images created both contain and symbolize the emotions; thus, primitive urges are transformed by the ego into complex acts that do not serve direct instinctual gratification, but the acts themselves are socially productive. 
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Kramer actively engaged in her own art process throughout her life and until her death in 2014. The photograph above is of Kramer completing a portrait in her art studio (http://www.artxonhudson.com/whats-new/edith-kramers-memorial-several-generations-of-art-therapists-april-26-2014)

Kramer’s theoretical framework involves supporting the ego while cultivating the development of identity. This is the benefit of using art in a therapeutic sense. For example, engaging in the art itself means allowing for the physical release of emotions that Freud referred to as catharsis. Besides the defense mechanism of sublimation, Kramer also describes how the artwork can be used to both displace and project. For example, displacement in art therapy would involve clients creating something in the context of their artwork that is about an unconscious wish, but it is displayed in symbolic form. In the case of a client who is angry at her mother, the client might draw a picture of an animal tracking down its prey; the animal represents the part of the client that is angry and hostile towards her mother. Kramer also notes the defense mechanism of projection, whereby a client projects internal perceptions outward. According to Kramer, the art can be a very safe way for clients to express their projections and even release some of the energy around a particular projection. A particular symbol may “transpose…conflicts from the narrow confines of [a client’s life] into the wider world of imagination and adventure, [thus] freeing them from meaningless repetition” (Kramer, 2001, p. 35). Part of the healing potential of art therapy rests on having clients create integrated and finished works of art. For example, the quality and artistic merit of a client’s work may be indicative of successful sublimation and therapeutic progress.

Ultimately, Kramer views art as a source of personal growth; balancing the forces of chaos and order in creative work promote the development of an integrated personality. Consider the following questions:

· Do clients always need to talk about something in order for healing to take place?

· In working with certain client populations, such as children, to what degree might sublimation alone be a sufficient process for facilitating mental health?

· What examples have you seen of some of the Freudian defense mechanisms (such as sublimation, projection, and displacement) in your clients’ artwork?
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Kramer carving puppets in her loft in NYC (anipuppetmaker.blogspot.ca/2009/07/buried-treasure-uncovered.html)
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Commentary 2
Canadian Trail-Blazers

Selwyn Dewdney and Irene Dewdney were two art therapists who began working with clients in psychiatric settings in Canada during the 1950s. The Dewdneys were both well versed in art and psychoanalysis. In 1947, Selwyn began giving art instruction to psychiatric patients at Westminster Veterans Hospital in London, Ontario; he was appointed psychiatric art therapist in 1952. Selwyn also explored and recorded ancient native pictographs in Northern Ontario, eventually discovering and recording rock art in over 300 sites throughout Canada and the United States.  Irene also worked in the veterans hospital for a time before moving on to the London Psychiatric Hospital. As Irene developed here techniques, she became interested in training students. Her interest in training eventually led to the formation of the art therapy program at the University of Western Ontario. 


(Retrieved from http://bit.ly/2x4jxoF)

The art-oriented interview is a tool developed by Selwyn and Irene Dewdney. One of the goals of the interview is to "make an early assessment of the patient's response and [of the art therapist's] capacity to meet the patient's needs" (Dewdney, Dewdney, & Metcalfe, 2001, p. 66). Another goal is to translate artistic processes and concepts into psychological terms and to search for what they refer to as areas of concern. They give a number of examples of these, such as blind viewing, where clients repeatedly fail to notice or acknowledge aspects of their drawings, and unintentional omissions, where clients regularly omit details (such as mouths, eyes, and feet). Erving Goffman (1959) suggests that we generally pay more attention to the words or actions of the sender of the message that are intentional rather than to the nonverbal aspects of those same words. However, the nonverbal aspects often betray us and are a source of important information to others. In the case of images, it is important to pay attention to what is not brought to the fore, such as the unintentional omissions that the Dewdneys discuss. At the same time, pacing and timing become an issue in such instances. For example, pointing out an obvious omission might not be very helpful to the client at that particular time. It would most likely be more helpful to ascertain whether this omission reappears in other images that the client produces.
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Irene was a woman of many parts. Mother of four sons (Donner, Kee, Peter and Christopher), supportive grandmother, and a loyal and understanding wife, she was the recognized matriarch in her family. Her active involvement in left wing politics meant that Irene was constantly helping others in difficulties and fighting for their rights. This certainly had an influence on how she approached art therapy and resulted in her belief that self-acceptance played a key role in the recovery of mental health.

Although her presented self was one of great strength, she had her own anxieties and was not a stranger to depression. This gave her great compassion for psychological suffering and she never forgot that even experienced practitioners are sometimes vulnerable to mental illness.

During her life she saw a wide variety of clients including doctors, professors, young children, artists and families. Those who were more seriously disturbed relied on her for long term support, and she gave it generously. Irene continued to see people in her private practice until well into her 80s and never lost her enthusiasm for the productivity of the Objective Approach to Art Therapy. Until the last years of her life she critically examined the way she worked and engaged with young practitioners in discussion (retrieved from http://www.drawingouttheself.com/AUTHORS.html)
Consider the following questions: 

 As a counsellor or art therapist, how can you work with these areas of concern as outlined by Dewdney, Dewdney, and Metcalfe (2001) in a way that is helpful to clients? 

What verbal and nonverbal clues are important to track as indicators of when it might be appropriate to utilize interventions that will move clients closer to other levels of awareness?

_________________________________________________________________________
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Exercise 1
Exercise 1: Inward and Outward Experience
Marion Milner was a British psychoanalyst concerned with the process of symbol formation and its impact on the creative process. In her books On Not Being Able to Paint (1950) and The Hands of the Living God (1969), Milner describes how the function of painting is in the creation of objects as well as in the restoration and re-creation of lost objects. The term object in this sense is a psychodynamic construct, where the object is that to which a subject relates. In object relations theory, objects are usually persons, parts of persons, or symbols of persons. Objects can either satisfy or not satisfy an individual's needs or desires and are invested with a great deal of emotional energy. The language of object relations is a way of conceptualizing the intense nature of interpersonal relations, particularly the dyadic relationship between mother and infant. Milner's contribution is somewhat unique in that she was writing about her own experience of the creative process. 

Melanie Klein was also a psychoanalyst, and her writings were primarily based on her observations of working with children. Child analysis was different from adult analysis, in her estimation, in that the child's unconscious was more accessible to the analyst. Klein tried to marry her own observations and first-hand experiences of working with children (and children's play, in particular) with Freud's theories. Klein and Milner were interested in creativity and the creative process. However, while Milner was interested in a creative process based on making artworks first hand, Klein was writing about being pulled into the fantasy space that children create in their play Klein believed that the inner world of fantasy contributed to every aspect of intellectual and emotional life. She felt that children’s play was highly symbolic – equivalent to adult free association and dreams. Unconscious fantasy formed both the content and mechanism of psychological processes and influenced symbolic processes and the nature of art and creativity. 

Adrian Stokes was a British art critic whose theories on aesthetics have often been mistakenly confused with those of Freud, Jung, and Melanie Klein. Stokes began his pioneering work during the 1940s, when the return of many wounded armed service personnel gave impetus to a new range of rehabilitation programs (where counselling was offered), many of which were staffed by artists and artisans. He believed that art had a healing potential for all and spread this message throughout sanatoriums and eventually psychiatric hospitals. The outward character of art - for example, the aesthetic qualities of line, colour, composition and handling - was just as important to Stokes as the inward character, or inner psychological motivation and effect that psychoanalysts focused on. Stokes theorized about the healing outwardness of the visual and performing arts. By this he meant that art afforded individuals the ability to be free of inward turmoil by offering the possibility of inner disorder being identified with objective harmony. Another word Stokes used to describe this outwardness is externalization; for example, in the case of ballet, he believed that the dance and the stage space facilitated projections of inner fantasies, while the externalization itself provided a sense of well-being that was helpful for the creator. What do you see in Stokes' ideas as potentially appealing to the growth of ideas and knowledge base of the art therapy profession in Britain?
Adrian Stokes and Marion Milner both focused on the visual relevance of artworks and the nature and process of their expression. Milner also wrote about the “body-basis” (Case & Dalley, 1992, p. 122) of the art process. By this she was emphasizing the epistemological role (epistemology refers to how we claim to know what we know) of the body and its processes. In her writings, she explored the close relationship between bodily rhythms and functions or corporeal experience and the production of art through analysis of her own artwork. She also believed that one’s bodily sensations and movements developed as a result of body rhythms being reciprocated in infancy by a loving parent. Likewise, the art provided individuals with this same reciprocating interplay via the particular qualities of a chosen and adaptable medium.

Task:

Although Stokes expanded his definition of art to include music, drama, and dance, the following exercise will be solely based on visual imagery. From the perspective of writers such as Milner, art materials can be divided into those that lower the individual’s state of arousal and those that increase sensory and emotional stimulation. In the first category are more resistant materials: pencil crayons, collage materials, oil pastels, wax crayons, and plasticine. In the second category (increasing sensory and emotional stimulation) are fluid materials: tempera paint, water colours, oil colours, soft clay, finger paints, watercolour crayons, and other textured materials for collage or sculptural work. 

With someone in a hyperaroused state who tends to be reactive and aggressive, the more resistant materials may be appropriate in order to limit further fragmentation. With someone in a hypoaroused state who is depressed or numb, fluid and resistant materials may both be appropriate, as the focus is on increasing sensory and emotional stimulation. Another way to think about this is how counsellors use certain skills such as open and closed questions in a similar fashion. In some ways, closed questions focus on containing conversations, while open questions potentially expand conversations. 

As art therapists and counsellors, it is important to develop awareness regarding the appropriateness of interventions. For example, in the case of clients who have been traumatized, certain art activities may not be initially appropriate. From an object relations perspective it may useful to pay attention to clients' capacity for attachment, the effects of trauma on their interpersonal development, how they cope with stressors, and their ability to integrate traumatic experience. 

The following exercise is designed to increase your awareness of what is happening inwardly and outwardly as a result of using different materials. Pick an art material from the resistant category and one from the fluid category in order to create two separate spontaneous abstract images. Once you have completed this task, focus on the following questions. Try to attend as much as possible to the influence of the different mediums rather than the content of each image.

· What did you notice about changing from one medium to the other?

· What emotional reactions were you aware of while you were creating the images?

· What, if any, physical sensations were you aware of in working with the different media?

· How relevant does Milner’s observation that artists work with body perceptions seem to you?

· Which medium engaged you more or were your experiences similar with each?

· In terms of form and visual pleasure, which art piece is more appealing to you and why?

· How can creation and viewing of outward form as discussed by Stokes be potentially healing?

· In working with clients, what assessment strategies would you use in determining the particular art materials introduced in the context of a session?
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