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Introducing Attachment Theory

Artists and Psychobiography
Artists who challenge us with extreme statements about how to view women should be asked for reasons why. When the female is distorted in art, entangled�and compromised, as well as erotically idealized, the paradox should be explained. Whereas art has long idealized female beauty, certain twentieth century artists rejected traditional canons of taste, replacing them with expressive�distortions. Historical and cultural explanations may be given as to why art can�never return to the chaste medieval Madonna or the classical purity of an Ingres nude. There are many staging grounds in art history for the eventual�distortions of female beauty seen so dramatically in the work of Pablo Picasso,�Hans Bellmer, and Balthus. It is not my purpose to trace the historical course�to their innovations. My purpose is to offer psychobiographical explanations�for the �necessity� of expressive distortions of women in their art. These distortions are not only of personal origin but also reflect the changed spirit of the�age and hence changed receptivity in the artist�s public. Historical and social�questions hover in the background, but my �problem� is to show believable�causes for these particular artists� life-long pursuit of the obsessive themes�that so compromise their images of women. The quest is to find convincing�developmental origins of their love-hate of women, as reflected in their art.
Psychobiography is risky business. The most celebrated psychobiography of an artist, Freud�s study of Leonardo, has been severely criticized if not�discredited.1 The most poignant risk factor is the writer�s own uncorrected�wish to see what he wants to see in his chosen subject. He may write to justify,�or to dispel, his own fears without recognizing what he is doing.�Psychobiographers pick not only puzzling and challenging subjects, but those�speaking to their own conflicts. Provided there are safeguards, this is as it�should be. Awareness must be maintained that the psychobiographer�s bias�and unconscious need can easily skew the exercise. It is hoped that others will�feel as I do, that the images of women found in works by Picasso, Bellmer, and
Balthus are, in varying degrees, abusive and need explaining. Exactly how abusiveness touches me may not be quite so important as working by a good�psychological theory encompassing writer and subject. Well-applied theory�helps to control the powerful feelings generated by working with the provocative material in this study.
That theory is attachment theory, a radical revision of the Freudian psychoanalysis that has so long held sway in explaining art and artists. While�i have no wish to jettison many important insights of psychoanalysis, nor the�published work to which they have led, i do think that the promise of attachment theory is so great that some trial exercises are justified. An earlier attempt�to apply attachment theory to products of creativity was made in my Obsession�and Culture: A Study of Sexual Obsession in Modern Fiction (1996), but I�believe that both theory and examples can be improved. The main requirement�of good psychobiography is a sound theory applied to a rich array of data from�the life, especially during the critical phases of parenting in infancy and�childhood. As William Todd Schultz points out, the psychobiographer�s task is�not to diagnose his subject, risking the reductionism of mere pathography, but�to understand his motivation as fully as possible from studying a full array of�biographical facts. In good psychobiography �cogent interpretations make the�initially incoherent cohere. Puzzling details get accounted for, often strikingly�, and the psychobiographer establishes �a good sense of the fluid dynamics of a life�.2 I believe that within certain limits attachment theory can�show the �fluid dynamics of a life� with a new cogency and begin to explain�troubling distortions of females in modern art. I hope that these studies will�lead to broader acceptance of the psychobiographical enterprise by showing�what is possible and where its limitations lie.
The critical reader is bound to look for limitations right at the start, and they had better be acknowledged. While I believe that visual art provides a�more powerful demonstration of abusiveness against females than literature�usually does, its very spontaneity, immediacy and often joie de vivre may blunt�criticism. Whereas Picasso, Balthus and even Bellmer often �play� with daring�visual effects, I am taking seriously their basic relational imagery�the implied�relation between the artist and his female subject, as it reflects his developmental history. For me the more powerful the work of art, the less it is an arbitrary contrivance but rather a communication of an �anxiety theme� from the�artist�s own unconscious. The reader needs convincing that �anxiety themes��in art are truly discovered and not imposed because of the interpreter�s personal wishes or because theory dictates them. Modem art, especially Surrealism, attacked taboos and censorship, freeing the creative unconscious to find�imagery for its urgent contents. This called for a new description of what the�artist does, most eloquently set out in Andre Breton�s Surrealist Manifesto�(1924). Restrictive reason was put aside in favor of unbridled imagination:�dreams, hallucinations, illusions and the �confidences of madmen� became the�stuff of art. Childhood was valorized as a source for the artist: �he cannot help�turning back towards his childhood which, spoiled though it was by his trainers,�seems to him no less full of charms�.3 While we cannot be quite so idealistic�about childhood as Breton, his instruction will be followed to consider how the��trainers� (parents) actually �spoiled� innocence. Breton himself may not have�fully envisaged it, but a new art criticism was also taking shape from the�teachings of Freud, Jung and their followers.
Freud thought he saw a universal developmental truth in the Oedipus complex and his art criticism was governed accordingly. With shifting emphasis from Oedipal to pre-Oedipal development, and the revival of the trauma�theory of emotional disorder (which Freud so controversially had replaced�with children�s fantasies of sexual attraction to the opposite sex parent), we�have a new set of possibilities. The writings of the Freudian revisionist Otto�Rank gave a lead. Following the philosopher Schopenhauer, Rank proposed�that �pleasure is not only nourished from positive sources but may even be just�a condition characterized by the absence of fear or guilt ...�.4 In other words,�the origin of pleasure, including esthetic pleasure, is not mainly sexual, as�Freud believed, but the result of dispelling fear and guilt. Rank states: �From�this view of esthetic pleasure we should thus arrive at the general formula:�pleasure is the result of a successful �partialization� in which avoidance of fear,�which element would necessarily be present in a totality of experience, acts to�enhance pleasurable emotions. Every pleasurable feeling would therefore include, besides positive satisfaction (successful partialization), a being-spared�from fear, totality, life, and so on.�5 This view of the task of art is adopted�here�art manifests the artist�s own �anxiety themes�, derived from childhood�traumas at the hands of his �trainers�, and by invoking pleasurable esthetic�forms attempts to remove, or at least reduce, attendant fear and guilt. Infant and�childhood nurture give some combination of pleasure and pain, of acceptance�and rejection, with lasting consequences in the formation of personality. Rank�holds that on the �artistic plane of illusion� the artist �finds it possible to�conquer creatively this fundamental human dualism and to derive pleasure�therefrom�.6 Again, we may question the optimism of conquering, in some�permanent way, the psyche�s dualism. While the intent of our subjects can be�so described, realization is another matter as appears in the repetitive failures�of art�s �will to form� as a means of overcoming anxiety. However, at least�temporarily, artistic creativity is quite capable of elevating the artist�s own�mood, and ours, as it derives esthetic pleasure from anxiety-laden subject�matter. When the chosen creative means fail to produce permanent relief, and�there is no new insight into motivational factors, more radical experiments�with form are likely to occur. This suggests a reason why Picasso, for instance,�went to the extremes he did of distorting the female form.
When Rank speaks of �avoidance of fear�, he touches on the basic theory of these studies: that �avoidant attachment� characterizes the artists� address to�their fear-inducing subject matter. Study of the life and work of a fourth artist,�Joseph Cornell, is introduced to make the point that avoidance of women can�have remarkable esthetic results without being nearly as abusive as in the other�examples. A detailed account of attachment theory is necessary to lay the�groundwork for these discussions. But, in anticipation, another objection to�psychobiography arises: how can we ever know enough about an artist�s infancy and childhood to make assessments according to the stringent requirements of attachment theory?
This is a problem unlikely to be solved to everyone�s satisfaction, yet taking its measure will be useful. The gap may seem huge between the human�biology of attachment theory and representations of states of mind in painting,�but the attempt to close it should be made. Attachment theory is a scientific�discipline based on controlled observations of mother-infant behavior, as will�be seen in discussing its most revealing instrument, the Strange Situation�procedure. It is well to remember that the Strange Situation test is a recent�innovation yielding intricate observational results unlike any hitherto seen.�There could be no comparable data for any historical or even recent life of an�artist. The second major instrument useful in studying attachment, this time in�adults, is the Adult Attachment Interview (AAI), a retrospective assay of the�long-term consequences of various styles of parenting. While it is possible that�some creative persons have been research subjects, I don�t know about them,�nor could any of the artists here studied psychobiographically have been�subjects. The only option is to glean as much information about artists��infancies and early childhoods as attachment theory holds to be relevant to�personality formation. This calls for consultation of every available published�biographical source. Sometimes there are letters, brief autobiographical�statements, interviews, films, reports of spontaneous remarks and the like, the�usefulness (and trustworthiness) of which will be assessed. But mainly I rely�on the formulations of biographers who are more or less ready to credit the�importance of each artist�s earliest developmental experiences. There is the�occasional psychoanalytically informed study of an artist, such as Mary�Gedo�s of Picasso and Sue Taylor�s of Hans Bellmer, giving important leads to�follow. But mainly the biographies of my subjects, including John Richardson�s admirable study of Picasso, provide only chance retrievals of raw early�attachment data and don�t do much with their interpretation. Nevertheless,�some important motivational insights into the pictorial manipulation of women�can be offered.
While searching assiduously, I cannot claim to have picked out everything from my sources bearing on why these male artists enacted attraction-avoidance, leading to actual and represented strife with women. I work�with what seem the salient facts, presenting the �hot button� attachment issues�suggestively, perhaps not always conclusively. Wide ranging reading in psychoanalysis and psychiatry has informed me about the classification and�formation of character disorders, and I have made special studies of depressive�and obsessional disorders in imaginative persons. The result is a combination�of inferential findings arising from attachment studies and phenomenological�observations based on studies mainly from the object relations school of�psychoanalysis. The problem of credibility will have to be decided by others.�My hope is that these psychobiographies will add to enlightenment about why�men and women seem so seriously at odds as revealed in the contemporary arts,�defending against each other to little constructive purpose. The rich but disturbed fantasies of heterosexual men injected into culture with such power by�Picasso, Bellmer, Balthus, and Cornell have a generalized diagnostic usefulness that so far has not been examined. They give evidence of personal pathology and cultural sickness that needs facing up to. I believe that these artists�have an undisclosed message of personal suffering that calls out for a clear�statement that will render their creative efforts more useful to culture than by�art alone.
Attachment Theory
The recent introduction of attachment theory allows a more exact account of human development than was possible with Freudian psychoanalysis, and�hence of what the meaning of artistic creativity may be. Attachment theory�centers on how the neonate�s development promotes a pathway to secure�adulthood relationships and the capacity to reproduce. Mother-infant/child�exchanges of affective information are observed and interpreted in terms of�learned, or internalized, feelings of security or insecurity. Based on evolutionary biology, attachment theory offers a universal account of infant-mother�behavior, subject of course to varied social and cultural conditions. It suggests�that artistic creativity, found in all cultures, has to do with individual and group�adaptation to the environment, and especially with managing moods. Moods�reflect the quality of human interaction beginning with care-giving at the start�of life, and without some degree of empathic care they are not easily regulated.�Secondary means become necessary even for infants, as Winnicott described�when speaking of the meaning of �play� and of �transitional objects� between�infant and mother. The success, or lack of it, in finding and using �transitional�objects� has a lot to do with later ability to regulate moods. For adults, improving depressed mood which has arisen from faulty early attachment to�mother and inadequate transitional objects is, arguably, the principal traditional function of art and ritual. Art and ritual �take us out of ourselves�,�helping to alter and elevate mood. Usually in association with metaphysical�beliefs, creative uses of objects put the threatening world in its best and most�hopeful light. The transitional object (a cloth toy, or any bauble) can be�elaborated through states of increased meaningfulness into art objects with�mythic resonance and hence affective power that controls fears and �repairs��the broken sense of trust left by faulty early attachments. As we will see,��objects� (material things) are resorted to when actual �interactive repair�,�usually by eye contact between mother and infant, fails to produce feelings of�security. The resort to �things�, often distorted by anxious personal projections,�is especially evident in the avoidant defense studied here.
Attachment theory is essential to understanding the mood regulating uses of objects. If art and ritual are secondary means of dealing with the inevitable�unsettling failures of maternal attachment, what then is the fundamental�process? John Bowlby proposed in Attachment and Loss (3 vols., 1969-80)�that human attachment is instinctively adaptive between mother and infant/child in the Darwinian sense of enhancing fitness for survival. Good attachment confers safety for the infant to develop, while bad attachment puts its�life at risk. Attachment theory studies the variability of attachment between�infant and mother, especially the potentially catastrophic effects to the infant�of loss of mother. More broadly, attachment behavior is defined as any behavior that increases or maintains proximity between one person and another�who is more dependent, while the attachment system is an open bio-social�regulatory system promoting homeostasis�that is, the organism�s tendency to�maintain itself in a constant state when disturbances occur.
At about six months of age, Bowlby proposed, when the mother�s initial preoccupation with her new infant may be somewhat lessened, attachment�behavior appears. The function of smiling, cooing, following with the eyes,�clinging etc. is to maintain proximity to the mother as a source not primarily�of nourishment but of protection. The ideal attachment is a consistent and�conflict-free interaction, with mother invariably available and responsive�when needed. But the actuality is often different, and attachment research has�established wherein those differences lie, clearly describing them and showing�what their long-term consequences are likely to be. The most easily demonstrated is liability to depression in the child and adult when mothering is�abruptly terminated, as by death. But a range of other irregularities of attachment have been studied by Bowlby, his colleagues and successors. The�underlying assumption is that the maturation of a personal identity depends�upon the kind and quality of early mother-infant interaction. Each phase of�infant and child development prepares for optimal, or sub-optimal, entry into�the next.
The Freudian drive discharge model, upon which psychoanalysis was founded, is replaced by an interactive relational model of human development.�Human development is put in a social context that allows for the assessment of�styles of mothering and, perhaps, for its improvement. It also adds immeasurably to the resources of psychobiography, when data of the kind collected by�attachment researchers is available for the study of a subject. Even when it is�not, there are inferential possibilities usable with due caution. Since my hypothesis is that artists who contrive abusive images of women have become��avoidant� in childhood (and later in life �dismissing�) in their attachment�styles, it would be convenient to have actual Strange Situation scores for them.�While this is impossible, it is well to review what the research means and to�look at the probabilities it entails. We know from the research of Mary
Ainsworth that the avoidant attachment style begins with the first attachment experience of infant to mother. Her well known and widely accepted Strange�situation test with infants twelve to twenty months of age and their mothers�establishes three basic attachment styles, one �secure� and two insecure groups:��resistant� and �avoidant�.7 While secure infants may be distressed by separation from mother, upon reunion they settle quickly. The insecure ambivalent�(or, resistant) infants are very distressed by separation yet cannot easily be�pacified upon reunion. They make a fuss, alternating between anger and�clinging to mother. They are too upset to play or explore quietly. The avoidant�infants, on the other hand, seemingly accept separation with distress but avoid�mother upon reunion. They remain detached from her, shifting attention to�inanimate objects such as toys. Eruptive anger is a frequent concomitant.�Subsequently , a fourth group termed �disorganized� was described, made up�of infants who are unable consistently to use any reunion strategy, showing�diverse behaviors including �freezing� and automaton-like movements.�Ainsworth�s initial findings were 66% secure, ambivalent 12% and avoidant�20%, with the remaining 2% later shown to be disorganized. The avoidant�attachment style is typically found in European and North American societies,�although it is recognized elsewhere.
Mothers of avoidant infants and children are typically unresponsive to their signals for attention; mothers of insecure ambivalent infants are inconsistent in responsiveness, while the secure have consistently responsive�mothers. These early attachment styles may differ with mother and father, but�they tend to become the child�s ingrained models of interpersonal reality and�have been observed in their original form at six and again at ten years of age.8�Subsequent modifications are likely to be difficult, with greater or lesser�flexibility a matter of what reinforcements, or freeing up, the individual may�experience while moving through childhood into adulthood. The avoidant�person tends to be remotely fearful and over-controlled in an attempt to preserve what little sense of security he has with mother, and later with other�women. He is angry at feeling cut off from secure attachment but as open anger�is risky, it is likely to take insidious forms. As Jeremy Holmes comments, �It�may be that the avoidant response is a way of dampening aggression and so�appeasing the mother to whom the child needs desperately to feel close, but�whom he fears will rebuff him, if he reveals his needs too openly or shows how�angry he feels about being abandoned�.9 This observation pertains directly to�the artists� more or less covertly angry portrayals of women we will consider.
It is no easy matter to assign the origin of manipulative anger introduced by an adult artist into his representations of women but the insights of John Bowlby,�Mary Ainsworth, Mary Main and Patricia Crittenden offer strong incentives to�make the attempt.
Further refinements of attachment research give still greater incentives to apply findings to disturbing cultural manifestations. With more clinical samples observed and assessed, it emerged that even with the addition of the��disorganized� category, there were still combined patterns to be found. One�most useful to us is a mixed avoidant/ coercive or resistant (A/C) attachment�style described in 1985 by Patricia Crittenden and also by Radke-Yarrow and�her colleagues. But before discussing the relevance of A/C attachment to�creativity, it should be said that, however problematic measuring transmission�of the earliest attachment styles may be, there is another test which reveals�their power in shaping adult personality. This is the Adult Attachment Interview, devised by Mary Main and her colleagues to determine security of attachment, or lack of it, from analysis of subjects� verbal responses to set�questions about feelings accompanying recalled interactions with parents,�especially mothers.
The AAI sets out to �surprise the unconscious� into disclosures of �states of mind� regarding the subjects� quality of attachment. It assesses how linguistic samples deliver affective information about the present states of feeling�arising from having been parented and, inferentially, about early conditions of�attachment. Set questions elicit words or phrases depicting feelings about�being upset in childhood, what happened when the subject was hurt or ill,�whether parents were ever threatening, why parents behaved as they did, or the�results of fearing a parent�s death or actual death. The transcripts are assessed�for overall coherence (for instance, lapses and broken or overly copious sentence structure), along with emotive uses of language describing how tensions�arose and were dealt with. Does the discourse�s directness, inclusiveness and�fluency leave a sense of resolution or, perhaps, does it leave an impression of�affectively laden unfinished business? Discourse analysis reveals experiences�with the parents in childhood as loving, rejecting, role-reversing/ involving,�neglecting or under-pressuring to achieve. The principal resulting classifications of attachment are: secure/ autonomous (subjects are able clearly to state�the value of early attachments, whether good or bad, and their dialogue is�coherent, fresh and thoughtful), dismissing/ avoidant (attachment concerns are�dismissed, the parents idealized but actual memory of events is deficient, while�feelings pertaining to attachment are unavailable or dismissed as unimportant)�and, finally, preoccupied/ ambivalent (transcripts are long and incoherent as�the subject feels confusion, though preoccupied with past relationships). The�preoccupied subject is at a loss to put experiences coherently into words. He or�she may be passive and vague, fearful, overwhelmed or angry while trying but�failing to analyze their situation. These classifications clearly align with�Ainsworth�s basic three type early attachment findings and do not depend�upon showing the exact transformations though which attachments have gone�in the development of personality. The transcripts are artifacts of the unconscious, �surprised� into verbal representations of long-lost parent-child interactions.
The transcripts elicited are organized according to leading questions and, while not connected narratives, they clearly have autobiographical elements.�They could be the stuff of creative writing which, in other eras, resulted in such�masterpieces of insight as Wordsworth�s poem The Prelude, Aksakoff s autobiography Years of Childhood or D. H. Lawrence�s novel Sons and Lovers.�But they are much more systematic, objective and capable of replication. They�suggest how the creative aspect of self-reporting in autobiography can be�viewed. Some transcripts have more �creative� potential than others, and those�with strongly repressed feelings in the avoidant, or dismissing, mode seem to�have the most potential of all. While the securely attached person is unlikely to�feel pressure towards investigating his early experiences to resolve dissonances, the preoccupied person is likely to be too agitated to get very far with�an exercise in restoring coherence to distracting and perhaps chaotic events.�The dismissing or avoidant person, however, may have the untapped resources�to attempt retrieval and reconstruction of distressing attachments which have�caused fear, resentment and latent anger towards the mother. He or she may�feel constrained to allow, even cultivate, �return of the repressed�, using words�to pull together a formerly avoided cache of painful feelings. Controlling mood�becomes urgent business. This person may answer best to the A/C classification proposed by Patricia Crittenden, yet no classification should be rigidly�adhered to as the following psychobiographical studies will show. The findings of attachment theory are useful only as broad categories suggesting how�to view the wide variations of life events discoverable for �creative� persons.
It seems right to locate portrayals of women by Picasso, Belmer, Balthus, and the comparative absence of them in Cornell, generally within the avoidant/�dismissing category of attachment and then add qualifications and refinements.
Refinements of theory will be helpful. The most cogent of these is Crittenden�s A/C, which accounts for the �coercive� element in personality found in each�artist in varying degrees, helping to account for the anger against women�which is my concern. When Freud commented that happy persons are unlikely�to create fantasies, he was looking for a way to characterize the sufferings of�writers and artists. The artists studied here who produced rich and damaging�fantasies of women can hardly be thought of as happy people. In terms of attachment theory they are demonstrably not �securely attached�, nor are they�pathologically �disorganized�, although their bizarre imagery may sometimes�suggest it. There are, however, typically elements of resistance/ ambivalence�and a strong component of avoidance to be accounted for. In every instance�problems of infancy and childhood have been indicated, but not fully examined, by biographers. The purpose of this study is to propose and illustrate the�importance of biographical reexamination using the best leads from attachment theory.
In doing so we come upon a strange, and worrying, feature of human development that does not occur in other animals�the defensive strategy of an offspring�s avoidance of an emotionally remote or rejecting mother. We can�expect to see in art, evidence for dealing with pent up frustration and anger at�not being securely attached during the start of life. Avoidance is a specifically�human phenomenon that may have some general explanatory power in�thinking about creativity, yet the questions it raises have hardly been noticed.
As Mary Main points out in �Avoidance in the Service of Attachment�, this �behavior is critical to an ethological understanding of human infant social�behavior, because it is precisely antithetical to the behavioral expectations that�biologically-oriented attachment theory and recent functional interpretations�of infant-parent relationships provide�.10 Whereas the expectation of a separated, distressed infant would be the redoubling of attempts to recover attachment to its caregiver, the very opposite typically happens. When the infant�feels unable to establish contact with mother, gaze is averted, shifting to inanimate objects�objects substituting for the human face found to be unaccepting, impassive, or outright rejecting. As is well known, infants most�readily respond to the mother�s face, or any variant including a crude sketch on�a piece of cardboard. It is as if they are pre-programmed to respond to (maternal) faces, or anything resembling one. When this desired response is repeatedly frustrated, a compromise solution to failed attachment is attempted,�as suggested by Bowlby�s observation of the sequence protest, despair and,�finally, detachment.
But detachment is never complete, and the infant is dissatisfied with this state. Observation shows that �the search for something to do (seize, touch,�handle) is striking�: �the infant could not succeed in maintaining its avoidance�of the parent without the aid of the object seized�.11 So there is compulsiveness,�even desperation in searching for substitute objects in the absence of desired�human responses. When later on the avoidant person creates objects, little�wonder if the new objects have negativity and compulsiveness coded into them.�Substitute objects are a second best, the products of repeated trials and frustrations in making authentic human contact. They do not fully answer the need�for a �secure base� from which to explore the possibilities of life, and they are�likely to be �transitional� only to further frustrating attempts to find security in�relationships with other persons. Yet local and limited regulation of mood does�reward creative efforts.
Unresolved anger contributes strongly to the perils of childhood and adult relationships. Research by Heinecke and Westheimer makes clear how hidden�eruptive anger results from avoidant attachment: �over the period of separation�and in the separation environment, angry behavior is shown increasingly toward objects, adults, and other children without apparent provocation�. They�showed further that after long separations of three to twenty weeks, avoidant�children failed to recognize the primary attachment figure mother, but not�father who was more readily acknowledged. After an interval, anxious clinging to mother set in, along with �unpredictable or inexplicable bouts of hostility and negativism�.12 Heinecke and Westheimer theorized that the initial�avoidant response upon reunion was a defensive attempt to control intense�distress and anger that could become eruptive seemingly without cause. Further observations of avoidant children clearly show patterns of unprovoked�attacks and threats of attack on mother and on toys. That this is a strategy to�maintain maternal contact, and hence self-organization promoting survival,�may be hard to credit but there are good reasons to think so. That its maladaptive features may sometimes outweigh survival value should also be�considered. We will look at generalized male artists� anger towards women in�these terms, suggesting that it has less to do with emotional limitations in the�woman than with the inappropriate carry-over of the male artist�s defensive�strategies. The avoidant artist has an unexamined defensive legacy which�seems to him perfectly ordinary and justified, because he knows no other.
Strategizing (erotic) approach to females, but unconsciously expecting rebuff, he is defensively ready with angry control. The problem is to convince the�reader that biographical evidence actually supports such an interpretation, or�at least strongly points in that direction.
A background of scientific findings should be kept in mind. Experimental procedures videotape mothers of avoidant children showing, for example, their�aversion to physical contact, speaking sarcastically, mocking, or staring down�their offspring. I can offer no such concrete evidence for the subjects studied�here but will bring together clusters of impressions from the earliest possible�phases of development which the reader, bearing in mind attachment theory,�will want to consider. While psychobiography is not exact science, it is the�only way of elucidating human behavior which may look arbitrary and inexplicable but follows from the earliest formative experiences. By pointing directions and setting expectations, perhaps the limited data for these�explanatory studies of artists will be supplemented by others and, further, these�examples will bring forward more fully documented lives where the question�of avoidance is still better illuminated.
Further assistance in understanding artists psychobiographically comes from the work of Patricia crittenden and also Kim Bartholomew. This is difficult and demanding theorizing but well worth taking into account in this first�attempt to apply attachment theory in discussing male artists� compromising�portrayals of females. Bartholomew�s close look at subjects who avoid intimacy finds the source of this defense �in early attachment experiences in�which emotional vulnerability comes to be associated with parental rejection�.13 Avoidance of intimacy is a strategy by which the adult carries forward�from childhood the expectation of rejection; he or she guards against this�possibility by being emotionally remote. This is a largely unconscious process�integral to the personality. Two styles of avoidant personality organization are�distinguished: the fearful and the dismissing. While the fearful style arises�from actual abuse, as by an alcoholic parent, the dismissing arises from less�traumatizing parental rejections characterized by absence of contact rather�than unwanted contact. The implication is that the fearful defence (more likely�in females) has a more constricting effect on the range of emotional responses�available to the child and adult. As Bartholomew puts it, �This distinction is�represented by differing models of the self: the fearful view themselves as�being undeserving of the love and support of others, and the dismissing possess a positive self-model that minimizes the subjective awareness of distress�or social needs that might activate the desire for close attachments�.14 The�distinction is useful to bear in mind as the theory invoked here largely, but not�exclusively, concerns the dismissing style of avoidance in which the male�artist displays a positive self-model, even to the point of narcissism, but is�basically cold and unloving, while being erotically driven. At this point we are�looking only for the most useful comprehensive attachment theories into�which an array of biographical particulars can be placed. Theory helps to make�visible what is likely to remain opaque in the common sense assembly of information offered by conventional biography. its application should help the�reader to decide whether the most bizarre and challenging artistic imagery may�not, after all, have a clear explanation that adds much more to human understanding than do the artistic products themselves.
The most relevant theoretical advance in thinking about creativity follows from the insights of Bowlby, Ainsworth and Main. Patricia Crittenden�s idea�of the avoidant/coercive (A/C) personality style is germane to our discussion�of the four artists and should be kept in mind throughout. This refinement of�attachment theory does more than any other to clarify the artist�s defended�insularity and outward self-sufficiency which mask more or less hostile wishes�to coerce, control or damage other persons, especially women. We have seen�that typically the avoidant child will verbally or physically coerce, or even�attack, the mother from whom, paradoxically, he appears to be disconnected.�The message is of resentful control to win back her attention while punishing�her unavailability. The child needs to preserve a sense of safe contact but�cannot admit to feeling fear at its absence, the lashing out admitting that he is�at a loss to know how to improve the situation. Thus, an element of irrational�disorganization enters, but disorganization is not the defining description of�A/C personality as coercive anger may at least secure attention if not win affection.
There are variants of avoidance upon reunion with mother, ranging from conspicuous dismissal of attachment to mixed responses of approach and�withdrawal. No rigid formula should be assumed, but Crittenden�s diagram�(see fig. 1) of children�s integration of affect and cognition helpfully shows�gradations of attachment, around the circumference of a wheel, from �integrated, secure� at the top (degrees of true cognition and affect) to descending�degrees of pathological affect labeled �coercive�, �punitive� and, �helpless��and completing the circle, to avoidant �compliant�, �caregiving� and �inhibited� cognition. When applied to adolescents and adults, the affectively �co-/ Cl-2 '
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ercive� gradation is from �threatening/disarming� to �aggressive/helpless� to �punitive/ seductive� and finally �menacing/ paranoid�. In the cogni-tive-defended range, we find �inhibited�, �compulsive care-giving�,��compulsive compliant� and �isolated/promiscuous�, all pointing to an�anti-integrated A/C psychopathy. There seems more on Crittenden�s theoretical circle to be worried about than to be encouraged by. But the anxiously�depressed, and the avoidantly defended/ coercive (obsessively controlling)�A/C structures, are not all bad. While they are products of combined affective�and cognitive distortions, arising from emotional mismatching with mother or�care giver they can have adaptive utility in truly dangerous situations that�threaten safety. They may also be the motivating forces of creativity. Efforts�towards �earned security� are possible.15
It is no simple matter to integrate Crittenden�s theory into narrative psychobiography, but the attempt must be made. Her idea of variably �defended� psyches, depending upon specific mother-infant/ child interactions, is�necessary to reconsidering what is meant by �human nature�. With the deep�pessimism of Freud�s and Melanie Klein�s assumption of a primal �death�wish� still haunting psychodynamic theorizing, it is important to introduce�recent empirical work disproving such a notion. Dogmatics about supposed�infantile paranoid schizoid states, greed and envy towards the maternal breast,�have caused more strife than enlightenment among child therapists. When�Bowlby rebelled against the dogmatics of infantile fantasy and failure to look�squarely at the behavioural actualities of mother-infant interactions, he caused�a shift towards psycho-biological enquiry that has engaged some of the best�minds and research talent in contemporary psychology.
While consensus is still imperfect among these experimentalists as to the geneses and descriptions of secure, avoidant and ambivalent attachment styles,�or how they elaborate in individuals over time, enough is established to prompt�re-thinking the best way to write psychobiography. The craft of psychobiography needs grounding in the human sciences, although psychobiography itself�cannot be a science. That Crittenden�s meaning of the defended �A� category�is broader than Ainsworth�s or Main�s, and that it links to cognitive reality�testing, should not deter us from considering its utility in psychobiography.�Bowlby left it to others to describe exactly what �internal working models� of�inter-personal relations may be, and to ground them in experimental observation. The result has been an extraordinary efflorescence of possibility given�methodologically exacting testing to sort out what may legitimately be called��human nature�. It may still be a long stretch to a settled view of attachment-based human nature, but it is important at this stage to try out some applications in the biographies of creative persons to show just what possibilities�lie ahead. While I would like to see Crittenden�s schema of the A/C defended�condition more closely reconciled with Main�s most recent AAI findings, I�cannot fret over critical work yet to be done. It is enough here to show the�radical reorientation of thinking about human development that calls for reconsideration of how psychobiography is written. Each person�s defensive�tactics are a kind of automated interactive survival system created between�mother, and infant. Their exacting description and understanding are essential�to making sense of why and how individuals address other persons and ob-jects-in-the-world�of what they take reality to be and how they set about�dealing with it. A single, comprehensive style of creativity can no longer be�assumed, but a range of contingent creative styles, amongst which the�Avoidant, found in a substantial minority of infants and children worldwide,�should be recognized for its relevance to creativity.
To give a clearer idea of how creativity may function in the lives of A/C persons, the question of mood regulation needs discussion. Again, this is a�complicated and demanding area of research of which only the briefest summary can be given. Much reporting of affect regulation concerns brain biochemistry which is beyond our scope. As Allan N. Schore writes, �Attachment�theory, as first propounded in Bowlby�s (1969) definitional volume, is fundamentally a regulatory theory. Attachment can thus be conceptualized as the�interactive regulation of synchrony between psychobiologically-attuned organisms. This attachment dynamic, which operates at levels beneath awareness,�underlies the dyadic regulation of emotion�.16 Differences in dyadic regulation�(sometimes called attunement) are what attachment research sets out to�measure and conceptualize. While about 50% of infants are securely attached,�enjoying restorative homeostatically regulating signals from their mothers�when over- or under-stimulated, the rest are not so favored. It is this portion of�infants, who do not enjoy a �secure base� experience and are therefore at risk�for more or less severe mood dysregulation, which is most likely to produce��artists�. Artists, I believe, are most valued among those persons who resort to�auxiliary means (creativity) to regulate mood when the natural interactive�means in the course of being mothered and parented, are inadequate or break�down. They are most valued for public display of struggle using symbolic�objects. This is of serious concern because psychopathology awaits persons�who fail to acquire automated homeostatic emotional regulators during the�developmental processes. Society, and �cultures� within it, supply all sorts of�auxiliary regulators of emotion, some of them constructive, some not, but it is�better for people whose in-built mood regulators can be relied upon to see them�through the stresses of life. We will look at artists who struggle compulsively�with states of mood dysregulation that do not yield to the usual interpersonal�means of correcting towards a norm, and which in turn are adversely affected�by dysregulatory malaise
But first more should be said about Schore�s concepts of �relational trauma� and �interactive repair�. As he reminds us, infant and child development consists of transforming external into internal regulation, with mother�the main source of interactive attunement or lack of it. During the infant�s�pre-linguistic phases of life, mothers communicate feeling states which are�neurologically tolerated or not, that is they are compatible with the organism�s�capability of processing mood information, or they somehow exceed it. ideally,��she allows for the interactive generation of high levels of positive affect in�co-shared play states, and low levels of negative affect in the interactive repair�of social stress, that is attachment ruptures�.17 At the other extreme mother, or�persons close to her, traumatizes her infant causing massive mis-attunements�in attachment relations. Hitting, shaking, yelling, sarcasm and mockery, outright physical and emotional neglect, or deliberate over-stimulation including�sexual, are all possible features of the cumulative trauma that disables normal�development of the attachment system. These social stressors can cause actual�maladaptive physiological brain changes that do not easily respond even to�sustained therapeutic treatment. We are not concerned here with such flagrant�child abuse but with the less dramatic, or sustained types that often have unexpected, even subtle, nuances. It is within that range where mother-child interactive repair is defective, yet not destroyed, that our interest lies.�Apprehension of risk in attachment leads to anxiety and hence to�self-protective defences, one of which is the avoidant means of maintaining�mood at tolerable levels. This adaptive strategy carries with it high imaginative�potential but also liability to strife in actual erotic, romantic and other�relational ventures.
Schore points out that dissociation is a possible result of traumatic infant and care-giver interaction, quoting Tronick and Weinberg, �When infants��attempts fail to repair the interaction, infants often lose postural control, withdraw, and self-comfort. The disengagement is profound even with this short�short disruption of the mutual regulation process and break in intersubjectivity.�The infant�s reaction is reminiscent of the withdrawal of Harlow�s isolated�monkey or of the infants in institutions observed by Bowlby and Spitz�.18��Conservation-withdrawal� is the term used to describe the self-protective�regulatory process of helpless and hopeless experimental monkeys, as well as�human infants and children. The stressed individual simply withdraws from�intolerable situations which cannot otherwise be regulated into a sort of�pseudo-death or regressed state in which, hopefully, energy may again be recouped and redirected to life events. Such dislocation of the attachment bond,�dysregulating normal homeostasis and profoundly affecting moods, has permanent implications for the person�s social interaction, including romance,�partnership sexuality and parenting. It also bears upon whether he or she will�have the urge to create �reparative� esthetic objects.
In the more normal range of mother-infant relationships, interactive repair especially by eye contact is the rule. Seeing and being seen are more powerful�affective communications than words or gestures alone. It is through looking�and seeing that repair of disrupted attachments are transacted. When a�mother�s words or actions cause anxious misattunement in her infant, reassurance and reconnection are most immediately re-established by eye contact,�the principal means of �interactive repair�.19 Trauma and permanently dys-regulated affective states are prevented by mutual interactive gaze, by making�and averting eye contact in predictable and unforced ways. While skin contact�and physical handling are certainly important, the most vital communications�are thus visual, with signals of acceptance and sometimes rejection encoded�sub-verbally by the infant.20 The patterns of interaction laid down enable�long-lasting auto-regulation of mood (not requiring the presence of a primary�care-giver) in the growing infant and child. Repair by secure children of briefly�broken affectional attachments is instantaneous and effortless, whereas children who have had attachment trauma find restoration of attachment much�more effortful, unpredictable and filled with anxiety. Adult uses of visual esthetic objects follow suit, as �seeing� and �feeling� are so closely connected.
As Schore concludes, �The problem of affect regulation is now seen as a common mechanism in all forms of psychotherapy� and, we might add, affect�regulation is fundamental to the creative impulse wherever it appears, most�notably in the arts.21 It is the most likely origin of the universal quest for esthetic experience, rapt, intransitive moments of esthetic delight in created�configurations replicating the infant�s original blissful fusion state at its�mother�s breast. Mutual gaze transactions and verbalizations between mother�and infant are made, broken and repaired, as is tactile contact with the breast.�Pleasure is attained and lost, only to be renewed and reinforced more or less�unconditionally; �empty� and �full� reach some sort of equilibrium, with more�or less attendant soothing or lasting distress. This experience of life-giving�contact, loss, recovery and repair within the attachment gap produces reminiscences and longings served later in development by created and �found��esthetic objects. Of course replication of early attachment using surrogate�objects can never be perfect, which is why esthetic questing is life-long. Security can never be what it was even in less than ideal infant-mother interaction,�and esthetic configurations originated or chosen in later life inevitably carry�the affective signatures of early unresolved attachment distress. In other words,�they are affectively coded by the wish for perfection tempered by the reality of�affective experience, including defensive strategies by which the individual�controls insecurity.
Thus, the art of portraiture (most notably in this study, Picasso�s of women) is variable, dependent upon the portraitist�s security or insecurity with reference to his subject. Every female face seen by the male portraitist takes projections from his own inner sense of whether she, his subject, is to be trusted,�feared or avoided. These reactions revert back to the earliest interactive�attachment with mother, carrying forward all their developmental�ramifications. Adjustment of distance, levels of comfort and reassurance or�threat, operate automatically outside the artist�s awareness and may give�remarkably expressive results without our realizing their origin. There are�bound to be reverberations from any anxious feelings from having been�mothered. What a male artist will make of female subjects in visual terms�cannot be predicted in advance, but knowing something of his earliest maternal�relations, and what typically avoidant defenses have been built up, will help to�clarify the work he makes public. its reception depends on whether his public�shares, in some measure, the artist�s destructive-reparative construction of his�subject. This construction reverberates back to primary experiences of seeing�and being seen, to what was seen in the mother�s face when she looked at him,�what was felt in what degree and for what duration, and what adaptations were�possible to anxious mis-attunements. Were there lasting unrepaired failures of�attachment? If so, creation of an alternative esthetic reality is necessitated,�announcing and addressing distress in imagery. How daring and disturbing this�imagery may be depends on the pain filtering back from avoidant attachment.
The formal language of art is displaced, allusive and laden with invented imagery; it is not a question-and-answer exercise, but questions about basic trust can be discovered and stated, with the artist�s visual answers to the question of�interactive suffering and repair put into words and evaluated.
There is nothing more vital to human experience than the ability to regulate emotion, to be assured that this is possible and to have access to the means of repairing defects and failures of self-regulation originating in developmental mis-attachments. The creative arts are central to this psychological�function and they need critical looking at in the light of what is known about�secure and insecure attachments. Artists are celebrated because they capture�and visually convey collective anxieties. They dare to encode our most anxious�fantasies, avoidances and accommodations for public recognition. Artists are�mainly purveyors of more or less socially disruptive group fantasies, and they�are expected to work dangerously, often �on the edge� of mental breakdown.�They also propose modes of self-regulation to relieve the anxious content of�fantasies, doing so in detached esthetic terms. But their constructions always�bear on real-life situations, which are essential context for the art to be fully�intelligible. They are experts in seeing, but what and how they see can be very�problematic. Hence the need for psychobiography to reconstruct the origins of�anxious attachments necessitating creative attempts to solve essentially interpersonal and intra-psychic problems.
The artists studied here are examples of attachment pathology, and its imagery, raised to the level of cultural heroics. This usually is as far as it goes,�with false adulation and limiting claims for the artist�s personal autonomy and�the inviolability of his work. Yet the most arresting work, that which defines�eras and shapes cultural history, carries powerful messages about anxieties�between the sexes, pointing towards the true meaning of mood regulation and�repair of weakened or damaged attachment systems. I believe that the lives and�works of Picasso, Bellmer, Balthus, and Cornell are samples enough to show�where the most pervasive and disabling recent cultural anxieties lie, and how�avoidant male artists have taken the risks to engage with that which frightens�them most. Their fright (consciously denied and dismissed) can be enlightening if reasons are given for certain bizarre presentations of female faces and�bodies found in their art. This is an ambitious thesis, a try at connecting basic�research in attachment with cultural manifestations. Sooner or later the attempt�would have to be made, and it is hoped that my psychobiographical reconstructions are convincing enough to recommend the method.
Notes
1. ���Sigmund Freud, �Leonardo da Vinci and a Memory of his Childhood,� in Five Lectures on�Psychoanalysis (1910), vol. XI, Standard Works (London: Hogarth Press, 1957). The�controversy over Freud�s distortion of Leonardo�s story was summarized by Jack J.�Spector in The Aesthetics ofFreud: A Study in Psychoanalysis and Art (New York: Praeger,�1972), p. 54f, and has since been continued by many commentators.
2. ���William Todd Schultz, ed., Handbook of Psychobiography (New York: Oxford University�Press, 2005), p. 7, p. 16-7
3. ���Patrick Waldberg, Surrealism (New York/ Toronto: McGraw-Hill nd), pp. 16-17.
4. ���Otto Rank, Art and Artist: Creative Urge and Personality Development (New York/ London: W.W. Norton, 1989), p. 107.
5. ���Ibid., p. 107.
6. ���Ibid., p. 108.
7. ���Jude Cassidy and Philip R. Shaver, eds., Handbook of Attachment, Theory, Research and�Clinical Applications (New York/ London: Guilford Press, 1999) p. 290f. For historical�background see Inge Bretherton, �The Origins of Attachment Theory: John Bowlby and�Mary Ainsworth, in Attachment Theory: Social, Developmental, and Clinical Perspectives�(Hillsdale N.J. / London: The Analytic Press, 1995), pp. 45-84.
8. ���For stability of early attachments over time see Jeremy Holmes, John Bowlby and Attachment Theory (London and New York: Routledge, 1993), p. 111; but for reservations�see Peter Fonagy, Attachment Theory and Psychoanalysis (New York: Other Press, 1999),�pp. 20-1. Most commentators on the avoidant attachment style assume continuity over�time, allowing for age-related adaptations.
9. ���Holmes, John Bowlby, p. 108.
10. ���Mary Main, �Avoidance in the Service of Attachment: A Working Paper�, in K. Immel-
mann, G. Barlow, L. Petrinovich and M. Main eds., Behavioral Development: the Bielefeld Interdisciplinary Project (New York: Cambridge University Press, 1981), p 651.
11. ���Ibid., pp. 654-5.
12. ���Ibid., pp. 656-7. See also pp. 662-663 and the findings about child and adult avoidant/�dismissive defensive differences in R. Chris Fraley, Keith E. Davis and Phillip R. Shaver,��Dismissive-Avoidance and the Defensive Organization of Emotion, Cognition, and Behavior�, in Jeffery A. Simpson and W. Steven Rholes eds., Attachment Theory and Close�Relationships (New York/ London: Guilford, 1998), pp. 249f. Such studies tend to miss the�hostility inherent in the avoidant defence so clearly established by Main.
13. ���Kim Bartholomew, �Avoidance of Intimacy: An Attachment Perspective� Journal of Social and Personal Relationships, 7 (1990):173.
14. ���Ibid., p. 174. For further clarification see Bartholomew, �Attachment Styles Among Young�Adults: A Test of a Four-Category Model,� Journal of Personality and Social Psychology,�61, no.2 (1991):226-44.
15. ���Assistance in understanding the A/C construct is found at: �Attachment Theory, Psychopathology and Psychotherapy: The Dynamic-Maturational Approach� www.patcritten-den.com Further clarification is found in Crittenden�s �Peering into the Black Box: An
Black Box: An Exploratory Treatise on the Development of Self in Young Chil-dren�Disorders and Dysfunctions of the Self: Rochester Symposium on Development and Psychopathology, ed D.Cichetti and S.L Toth (University of Rochester Press: 1994)�5:79-148.
16. ���Allan N. Schore, Affect Dysregulation and Disorders of the Self (New York: W.W.Norton,�2003), p. 64. While representations of attachment states are of interest to researchers, artistic creation itself gets little, if any, attention. Uses of language are measured in AAI�assessments, and visual images have been used by Main et al. to help ascertain security of�attachment in children. But the creative processes themselves, as adjuncts to anxious attachments, escape notice. If, as S. S. Tomkins asserts, �human beings have a fundamental�need to reduce affect inhibition� then one might suppose the expressive arts to be of interest in research. As it happens, only glancing references to the attachment precursors of�creativity appear in reports: for example in a recent account of affect regulation to the�American painter Edward Hopper. Hopper was notably avoidant in social relationships and�controlling in his marriage, but what function did his bleak pictures have? It is that question�we are addressing here. (Cassidy and Shaver eds., Handbook of Attachment, pp. 790-1.)
17. ���Ibid., pp. 180-1. See also pp. 186-7.
18. ���Ibid., pp. 188-9.
19. ���Ibid., pp. 142-3. See Schore�s bibliography for papers on interactive repair by E. Z.�Tronick and mother-infant gaze exchange by B. Beebe and F. M. Lachmann. Early studies�are found in Rene Spitz, A Psychoanalytic Study lf Normal and Deviant Development of�Object Relations (New York, 1965).
20. ���Allan N. Schore, Affect Regulation and the Repair of the Self (New York: W.W.Norton,�2003), pp. 8-12; 19-20. For the ongoing essential relational function of eye contact see, for�example, �Parents and Children,� chap.17, and �Making Eye Contact,� chap.8, in Peter�Marsh, ed.,. Eye to Eye: How People Interact (Topsfield, MA.: Salem House, 1988).
21. Schore, Affect Dysregulation, pp. 231; 186f. See also. Affect Regulation, pp. 24, 123.
[image: ]
Pablo Picasso

Too Close: Picasso�s Adoring and Damaging Portraits of Women
It is not what the artist does that counts, but what he is.
�Pablo Picasso Picasso on Art, p. 45
What There is to See
Pablo Picasso was undoubtedly the modern era�s most prolific and innovative painter of women. Claiming to paint from �necessity�, he broke with conventional flattering female beauty to invent some of the most expressively distorted portrait images ever seen.1 They were meant to shock, but the art world�accepted, even celebrated them, and some have become iconic. Are Picasso�s�female portraits mainly adventures in style, or are they assaults on women out�of some unexplained �necessity�, or both? I want to examine why Picasso felt�it necessary to portray women as he did, breaking with empathic portraiture�from Rembrandt to Renoir. Picasso�s long history of repeating erotic excitements and misfortunes can be shown to have been shaped by a narcissistic and�obsessional personality organization he brought from infancy and childhood.�This is the unsettling argument I wish to pursue. Picasso�s portraits of successive lovers, whom he first idealized and later denigrated by savage distortions, call for interpretations beyond those of conventional art historians,�critics and biographers.
Picasso�s expressive distortions have always invoked psychology, but serious attempts to discover developmentally based reasons for Picasso�s extraordinarily damaging images of women are few. Psychologists such as Carl�Jung and Mary Gedo have pointed out pathology in Picasso�s work and assigned more or less convincing reasons for it. Picasso�s biographers and critics,�however, remain reluctant to adopt such psychological insights, not wanting to�devalue the massive cultural investment western civilization has in Picasso�s�life and work. As there is general agreement that his life and work are inex-
tricably connected, it is risky to say too much about the origins of Picasso�s life-long flagrant womanizing, or his relational and marital treachery. A cultural icon might be damaged and the huge market in his works undercut by�evidence that it was founded on serious emotional disorder. But trying to�protect Picasso from psychological scrutiny is, in the long run, futile and there�is greater cultural advantage in seeing his portraits of women as expressions of�developmental trauma and consequent emotional impairment rather than�simply as daring products of the twentieth century�s greatest creative genius.
At first glance, Picasso�s treatment of women looks like classical Don Juanism, as might be expected from a Spaniard of his generation. Don Juan�originated in Spain as El Burlador de Seville by Tirso de Molina, published in�Barcelona in 1630. The legend of libertine Don Juan, who refused to repent�domination of successive women lovers, had many incarnations, including�Mozart�s masterpiece Don Giovanni. As a leading cultural theme, it also attracted psychological study, the most important being Otto Rank�s Don Juan�Legend (1924). Rank thought that while Don Juan struggles with the father as�Oedipal rival, his real wish is to subdue the mother in what he called �the�mother complex�.2 While there may be a wish to return to the womb, dread of�the mother and attempts to control her are the stronger motives. Thus, should�Don Juan be an artist, he uses imagery to reduce anxiety generated by wishes�to subdue the mother who, as giver of life and nurture, leaves him both guiltily�indebted and also denying negative feelings towards the woman who is indeed�his mother. His unscrupulous treatment of women is displaced fearful maternal�attachment which, in recent attachment theory, is seen as the defensive�avoidant mode.
We will examine avoidance in due course, first noting Mary Gedo�s insight of l980 taking us beyond primitive Don Juanism. Gedo observes that �repeatedly [Picasso] selected women who demonstrated extreme psychological or physical frailty, or who were so much younger that their very youth�implied a dependent, unequal cast to the relationship�.3 This claim of excessive�vulnerability (sometimes associated with mental illness and suicide) will be�useful in discussing portraits of his most important female partners. Gedo�raises the question of whether Picasso�s �mother may have demonstrated�similar personality problems during his early childhood�, explaining �his�vulnerability in self-esteem�. She adds, �More often than not, people who�suffer from this narcissistic defect have had mothers whose own personalities�revealed difficulties of a similar kind�. Such mothers �seem particularly prone�to aggrandize their young male children, and to involve them in a kind of�symbiotic enmeshment from which the child cannot extricate himself .... This�constellation occurs all the more readily if a young mother is married to a man�many years her senior, as was the case with Picasso�s parents�.4 These�observations prepare for a theory of Picasso�s deviant creativity, using more�recent studies of the genesis of narcissistic personality. The work of Phil�Mollon in The Fragile Self (1993), augmented by basic developmental research in attachment theory, will clarify what Picasso�s portraits of women�were really about. i hope that the psychobiographical method will enhance�rather than reduce the meaning of Picasso�s portraits of women placing them�more firmly in our culture as deviant and dangerous guides to loving relationships.

Evidence
Persuasive psychobiography requires a reliable fund of biographical data, especially concerning Picasso�s mother�s alleged �vulnerability�, together�with as much detail as possible about early relations with her only son, Pablo.�His father, a cousin who was seventeen years older than his mother, must also�be considered for his supporting role, or lack of it. While biographical data�have improved greatly in recent years, especially through the reconstructions�of John Richardson, we would like a fuller early mother-child account than he�provides. Richardson remarks that there may indeed be fuller resources�forthcoming that are now closed: �the hundreds of letters that the artist�s�parents (principally his mother) wrote their son while he was away from�Barcelona�. Some of these letters may be trivial, but not all; Richardson�comments: �A pity�these letters would provide badly needed insights into the�seemingly unclouded relationship between mother and son ...�.5 Detecting�nothing irregular about Picasso�s relations with his mother, Richardson seems�not to encourage the psychobiographer, or draw inferences from such observations as: �Picasso had come to regard his father [Don Jose, an artist and�teacher] as insufferably reactionary and �bourgeois, bourgeois, bourgeois� ...�But he never lost his love and respect for his mother: Dona Maria grew more�open-hearted, genial and gypsy-like as her husband grew more bitter, crotchety�and blind�. Until death at eighty-four she is said by a relation to have been��magnificent, intelligent, lively, tolerant�, her �pride and passion� being her�son: �He could do no wrong in her eyes�.6 Nothing is said about early difficult�mothering, though Richardson remarks on �Picasso�s typically Andalusian�upbringing at the hands of a doting mother and grandmother, abetted by two�doting maternal aunts, a succession of doting maids ... and on occasion by Don�Jose�s no less doting spinster sisters .... � This is held to be sufficient explanation for Picasso�s �subsequent alternations of misogyny and tenderness�toward women: his insatiable need for their love and attention on the one hand,�his affectionate though sometimes heartless manipulation of them on the�other�.7 Richardson is surely correct as far as he goes, but more detail can be�supplied and better inferences drawn.
There is evidence for Gedo�s remark about Dona Maria�s �vulnerability� insofar as she was exhausted by giving birth to Pablo and may have gone on to�suffer from postpartum depression. After difficult labour and delivery, she had�the shock of believing she had given birth to a dead baby. (Picasso often told�the story of how his uncle had revived him by blowing cigar smoke, and biographers have taken this as a reason for the artist�s life-long preoccupation�with death.) Richardson says only that as �the mother was slow to regain her�strength�, christening was postponed, but the break in early care was more�serious than that.8 A note reveals that Manuel Blasco, Picasso�s cousin, said�that �his mother was Picasso�s wet nurse (Dona Maria being too weak to�suckle her own baby)�.9 Thus, not only had Picasso nearly succumbed at birth,�his feeding and caregiving were shifted to another woman. He had to share�nursing, the substitute mother perhaps not being enthusiastic about having to�feed two infants. The duration of this substitute caregiving is not known, or�how good it might have been. However, the hiatus in caregiving would have�been significant for the on-going attachment of mother and infant, and it�suggests that Picasso�s mother was more than usually anxious about him. Both�are likely to have suffered some degree of separation anxiety, and it is plausible to think that an avoidant attachment on Picasso�s part was the result.�Mother may have been stand-offish and he may have felt abandoned at the start�of life.
As noted in the Introduction, avoidant attachment is one of four possible attachment styles described as tactical, or defensive, outcomes of the biological tie between mothers and infants. Every infant who survives must�maintain proximity to its mother to sustain life, with differing maternal reactions to the infant�s needs necessitating differing strategies by the infant to�maintain life-giving self-organization. Self-organization includes affective�states, so mood regulation is inevitably part of achieving balanced organic�functions and healthy development. Secure attachment between mother and�infant is the most desirable, while avoidant and resistant carry potential for�misaligned personality development. Disorganized attachment has high risk�for serious emotional disorder. Avoidance is a self-protective strategy in the�absence of a responsive mother, and it carries implications for detachment and�dismissiveness in later personality style.10 Avoidance is self-preserving insofar�as it asserts autonomy in disconnecting from the caregiver who is herself�stressed and disengaged, but it is also self-thwarting, as disconnecting entails�risk-taking with the very source of life most needed. in this sense, it is a desperate remedy in the strategic interest of survival and, while seemingly justified in response to maternal indifference or incapacity, early avoidance sets up�inflexibility impeding later healthy emotional development. We will ask�whether such a state, elaborated by developmental transformations, may have�implications for Picasso�s inconstant and mistrustful later love-life.
To return to biographical assessments of Picasso�s earliest relations with his parents, we note that the biographer Patrick O�Brian points to paradoxical�feelings about his artist father, a disappointed and to some extent rejected man,�nonetheless idealized in later life: �Every time I draw a man, automatically I�think of my father [Don Jose] ... and that will be as long as I live�.11 However�elderly, ineffectual and �bourgeois�, in later life Picasso wished to maintain his�father at least as a masculine ideal. Picasso had several intense male friendships in later life, including Max Jacob, Guillaume Apollonaire and the ever�faithful Jaime Sebartes, but homoeroticism seems to have been far less in�evidence than compulsive attraction to women. Citing the predominantly female household (and Spanish male contempt for women that prevailed at the�time) O�Brian sees the relationship between mother and son as �uncomplicated�love on either side�, but this surely cannot have been.12 While it is true that�there are more portraits by Picasso of his tall �English�-seeming father, his�earliest mentor in painting, those of his short, dark Italian-descended mother�are even more indicative of distance between them. The Artist�s Mother (Maria�Picasso Lopez) shows her eyes downcast over a rather bulky bodice. Similarly,�watercolour profiles of 1896 show a severe, distant countenance, again with�eyes averted.13 There is no sense at all of connectedness with her, or even that�she might be the artist�s mother. Was this mere convention of the time, or is�there a clue to residual avoidance in their earliest relationship?
Whatever Picasso�s feelings upon considering their portrait images, he took the unusual step of assuming his mother�s rather than his father�s surname�by which to be known as a professional artist. No doubt he wanted to dissociate�himself from his father�s bland academic artistry, but he seems also to have�wanted to affirm his mother�s Italian lineage, which included a notable painter.�After the initial hiatus following birth, re-engagement of mother and infant�seems to have been strong, certainly on Maria�s part, and his childhood was�closely managed by her thus reversing the early interruption of attachment.�she remarked on being charmed by him, but perhaps also intimidated, as he�was a prodigy who could draw before he could speak. He had been �an angel�and a devil in beauty and no one could cease looking at him,� his mother told�Gertrude Stein.14
Picasso was cosseted until his sisters were born and, afterwards, favoured as the only boy in the extended family. Gedo thinks that Picasso�s mother was�an �all or nothing type�, who bestowed attention completely on a newly arrived child to the neglect of the elder child. (Gedo wrote before attachment�theory brought into currency in America the possibility of deviation from��Secure� attachment.) The European psychoanalyst Alice Miller, an early�proponent of trauma theory, detected a major source of Picasso�s fears in the�earthquake which struck Malaga in December 1884, when he was just three.�Picasso�s father fled with his son and pregnant wife to temporary shelter, escaping destruction and chaos. Three days later Lola was born, adding to the�shock of earthquake. Miller speculates that three-year-old Picasso witnessed�Lola�s birth, or at least was close by in the refuge to which the family had fled.�She points out that he was encouraged to see around him but, by his mother,�not to talk about what he saw. Miller summarizes, �One can, if one must, see�the twisted, distorted female nudes still being done by the artist at ninety�simply as a sign of his preoccupation with sex. i prefer to picture the�three-year-old boy, who in the midst of all the turmoil of the earthquake and�the family�s flight, was also witness to his sister�s birth. How does a woman�giving birth look from the perspective of a three-year-old and what happens in�the young boy�s psyche when the woman writhing in pain happens to be his�mother? And all this in surroundings that have just been rocked by an earthquake. The little boy had to repress his feelings, but many images no doubt�remained fixed in his memory, although separated from their context�.15
When Picasso was six a second sister Maria de la Conception (Conchita) was born, not under such fear-inducing circumstances as Lola�s birth, but with�the likely result of another lapse in mothering. Conchita was to die of diphtheria in 1895, an upsetting loss for her parents and brother, reinforcing Picasso�s fear of death. We do not know much about the immediate effects of�Conchita�s death nor about reconfiguring of family relationships during Picasso�s childhood. Mother was certainly dominant, but what of the aunts: to�what extent did they both neglect and over-stimulate him? We may learn�something of this when Picasso�s correspondence with his mother becomes�available.
The anodyne view of Picasso�s mother promoted by O�Brian and Richardson is contradicted by Arianna Stassinopoulos Huffington in Picasso:�Creator and Destroyer. She writes, �Dona Maria, alternately sickly and wilful,�sluggish and dominating, had one constant in her life: her total absorption in�her son�.16 Rather than expanding on this startling observation, Huffington�remarks on the traumatic effect of the earthquake which virtually coincided�with Lola�s birth�a point first made by Gedo, and seen later as central by�Miller.17 The probability of insecure early attachment to mother has still more�far-reaching implications for angry rebelliousness. Early frustrating physical�separation and dislocation are needed to explain the school phobia Picasso�developed at age five and his general wilfulness as a child. He was indeed�acting out �avoidance� of a frustrating mother, yet could not bear separation�from her. (It is recorded that Picasso was dragged to school by the rough maid,�Carmen, reinforcing avoidance of coercive women.) Resistence to schools and�formal learning persisted after the family�s move from Malaga to Corunna�when Pablo was ten. But primary attachment should be kept in focus. Gedo�rightly suggests that Picasso�s probable rage at being displaced by Lola�s birth,�together with idealization of his doting mother, made rebellious independence�in his youth both compelling and painful. She sees the sad and destitute women�of his �Blue Period� pictures as comments on his fear that assertions of independence might depress his mother: �His partiality for painting so many�Madonna-mothers suggests that he had never resolved his own early over�idealization of his mother�.18
Anxious attachment is not surprising as there is evidence that Dona Maria brought unresolved anxiety into marriage and motherhood, displaying an alternating �sickly and wilful, sluggish and dominating� nature. As Huffington�writes, �Life had wounded her at an early age. Her father, Don Francisco Picasso Guardenso, had taken off on a journey to the Antilles and had never�returned. Her mother, Dona Ines Lopez de Picasso, left alone with four girls,�had brought them up as best she could while growing fatter as each year passed.�Maria�s oldest sister had died, and the other two, who were unmarried, lived�with her and her mother in a modest apartment ...�.19 As the wife of an austere,�reserved husband seventeen years her senior, Dona Maria must have seemed�young, even vivacious; but Huffington finds her a too determined manager,�who �looked at everyone with a deep skepticism and mistrust�.20 In other�words, she was a tough survivor, who knew only feminine company and had�no model for married life, let alone for raising an exceptionally alert and gifted�infant son to whom she clung with an intensity she had no means of understanding. If her moods were as contradictory as suggested, this would have�confused the young Picasso�s expectations of his mother, complicating Pablo�s�already avoidant tendency in their earliest relationship. Her skeptical mistrust�of the outside world would have contributed towards Picasso�s own determined stand-off (counteracted by his teasing showmanship) from the world at�large. Yet Picasso was not to be a captive �mother�s boy�. Despite being unable to balance idealization and repudiation of his aging academic artist father,�Picasso is lucky to have had his tutoring and what affection went with it. But�as his powerful mother (d. 1939) long outlived his father (d. 1912), Picasso�s�difficulties with women lovers had more to do with accommodating to her than�with regrets about his father.
Picasso�s hyper-masculinity, his macho assertion�from bullfighting enthusiast to sponsor of Communist revolution�was a mask of a male insecurity he could never see for what it was. He said that if a line were drawn�through his entire life, it would delineate a Minotaur, the shaggy predatory�monster central to his most powerful art, seen for example as a bull in the�massive Guernica (1937) and earlier in the masterful etching Minotauromachy�(1935). The Minotaur�s brute power is a more fitting image for Picasso�s �false�self� persona than is the less muscular Don Juan. The drawings of his last years�featuring an aged, leering, gnome-like artist confronting a desirable young�model are the decadent form of this hyper-masculinity. The pathetic artist�would like to retain Minotaur power over women, a power that age has removed; but he still does not see the fallacy (or origin) of wishing for dominance. In few instances in Picasso�s art, not since the �Blue� and �Pink��periods, are male and female principles found in balance, least of all at the end�of his life when the most repellant images of gross women and lascivious, if�increasingly impotent, men appeared. Mainly the sexes are out of balance with�male dominance and control either displayed or implied. This is especially true�of later phases of the portrait series of his lovers which we will consider in�detail. Picasso defined the problem without considering corrective action,�beyond the excitements and palliative effects of art.

Release and Entrapment
Picasso never looked for therapy because he could not see anything wrong with male dominance, the cultural assumption of a Spaniard who happened to�have it to a toxic degree. Many Parisian bohemian artists brought such cultural�baggage, some seizing upon psychoanalysis for radical ideas about the unconscious without understanding where they led. Therapeutic release from the�entrapment of contradictory feelings about females never appealed to Picasso,�though it can be argued that painting was a partial self-therapy insofar as it�assisted in regulating mood. Restlessly inventing revolutionary styles must�have given a sense of euphoric omnipotence to which few, if any, other artists�could lay claim. Picasso�s phenomenal ability to invent new styles may at first�look like what the psychoanalyst Donald Winnicott called the capacity for play�needed to break out of captivity to a false self. Picasso was indeed playful and�exploratory to a high degree, and we would like to know exactly how he came�by these capabilities. But he was not really �psychologically minded�. Freudian psychoanalysis, which stimulated Andre Breton�s Surrealism, from which�Picasso took permission to tap into the irrational in painting and poetry, filled�him with revulsion when he thought about actual therapy. Picasso had no wish�to risk the life-transforming �creative illnesses� which had opened such broad�vistas of the unconscious to Freud and Jung.21 In a sense his playful imagination was severely constrained, even at times stereotyped , with a far smaller�range of self-revealing psychological discoveries than his pyrotechnic changes�of style might suggest. He was certainly aware that his actual subject matter�gravitated around a limited obsessive theme: the game of Eros. Consequently,�Picasso was terrified of repeating himself, of becoming a bore, always insisting�that his art was on the move in an addicted, �workaholic� drive never to stop�advancing into new territory. But the more he tried to innovate in painting�women, the more the results remained the same: each goddess became a�doormat when the newly discovered ideal lover got �too close� for comfort,�that is, threatened to turn into a real person. Being a real person would mean�that she had escaped his absolute control.
Becoming �too close� was the danger signal set up internally, reverberating from misaligned attachment to his mother and attendant female caregivers in the household of his childhood. Caught in a narcissistic bind, his romantic relationships, and the art memorializing them, inscribe a diary of�futility and defeat evident from his final vacant, staring, self-portrait�a terrifying image of fear of the void beyond life.22 Picasso seldom risked reflecting�on his inner life, and candid moments are rare: �The awful thing is that one is�one�s own Promethean eagle, both the one who devours and the one who is�devoured�, he startlingly said, echoing Faust.23 He could see that he was�consuming himself, as the final portrait testifies. But psycho-dynamic principles did not interest him: the basic obsessional defense, with narcissistic�refinements, was too securely built to allow escape from self-victimization,�even when the imagery of art exactly disclosed its terms. Picasso was thus�ill-served by the convention that a work of art is a terminal product, to be�valued in itself, rather than a vital communication back to the self from which�it sprang. In this sense the imagery of art is like dreams, holding encoded�meanings most useful to the artist himself, should he wish to free up his�avoidant defences. The pioneer object relations theorist Ronald Fairbairn saw�the obsessional defense (the main strategy of avoidance) as an endless bi-polar�struggle in the psyche because the mother was internalized by her infant and�child as both accepting and rejecting. In the adult psyche, the battle pulsates�one way then the other, catching up all external relationships; because it can�never be resolved unaided, that is, without striving for insight, something like�the Promethean problem results.
Picasso�s entrapment was further complicated by the false protection of narcissism. seeming to protect against risk of psychological wounding, narcissism severely limits access to the mutuality of love. By concentrating gaze�upon the self, it imperils life-sustaining and enriching relationships. Picasso�painted eroticism, not love for another human being. (His famous remark about�love is arcane and evasive: �In the end, there is only love. However it may be.�And they ought to put out the eyes of painters as they do goldfinches in order�that they can sing better.�24) An extreme feature of narcissism is heartless�grandiosity, the conviction that one is entitled to his every wish, regardless of�consequences to other people. It comes out in the early self portraits, such as��Yo, Picasso� (Zervos XXI, 192) in which kingly dominance is asserted. Picasso�s mother is reported to have written: �I believe that for you everything is�possible. If one day they tell me that you have said Mass, I will believe that�too�.25 This indicates her grand idea for her son, the unrealistic self-image�implanted and nurtured in him. Such inflation is likely to have typified the�relation of the prodigy Picasso and his mother from the start. Freud had remarked that great men typically have great mothers, while he saw the risks of�oedipal fixations, and the narcissism that easily entails, with a clarity that�escaped Picasso. From Huffington�s biography to Picasso�s granddaughter�Marina�s scathing memoir, Picasso is charged with insensitivity, even cruelty,�in human relations including those with family members. A terrible price was�paid for the narcissistic nurture of artistic gifts, almost as if the goldfinch�s�eyes actually had been put out. self-blinded, he sang without seeing the consequences of his entrancing erotic song.
According to the psychoanalyst Phil Mollon, narcissistic personality originates not so much from �inadequate separation from the mother per se, but�from the image of the child in the mother�s mind. The child feels compelled to�be that which corresponds to the mother�s phantasy. He or she may thus�identify with an idealized image in the mother�s mind, resulting in a grandiose�self-image�this image may exist alongside a highly negative image corresponding to aspects of the mind that are implicitly rejected by the mother�.26�We recall that Picasso�s mother saw satanic along with angelic aspects in�babyhood, yet adored his beauty. The narcissist�s mother responds only to��those aspects of the child that are consistent with her own desires�, thereby�nurturing what Donald Winnicott calls a �false self�. The false self complies�with mother�s wishes, short-circuiting the infant and child�s impulse for authentic growth. Mollon continues: �A claustro-agoraphobic dilemma seems a�highly likely consequence, an oscillation between the twin dangers of fusion�with the other and isolation. A proneness to shame and self-consciousness is�likely to be associated with this vulnerable sense of self ...�. Defensive�avoidance, spoken of in attachment theory, and the ambivalence of the obsessional defense, are compatible with this description of how mother is internalized by the narcissistic child.27
As to the potential for fathering balancing the equation, Mollon points out: �A crucial factor determining the failure to enter the triadic [Oedipal] position�may be the mother�s wish to denigrate the role of the father... This malignant�alliance between the mother�s wish omnipotently to do without the father, and�the child�s Oedipal desire to remain close to the mother and exclude the father,�may trap the child in a developmental cul-de-sac from which it is increasingly�difficult to escape�.28 (Mollon qualifies that the father is typically not fully�denigrated, only downgraded in favour of the of the mother�s �ideal� for the�son.) It is noteworthy that recent research shows an actual anomaly of gender�identity in such boys, a feature of Picasso�s own disturbance insofar as he�fended off fear of becoming female, a fear of assimilation to mother, aunts and�sisters. Hypermasculinity was the means of doing so, in the absence of a strong,�respected father. A cross cultural study �found a very significant correlation�between distant father-child relationships and the likelihood that men will�boast of their strength and sexual prowess, engage in warfare and demand�submissiveness of women�.29

Eroticism and Anxiety: Picasso�s Women
Picasso�s erotic relations with women were motivated more by sexual anxiety�prompting the frisson of risk-taking�than by a wish for lasting love and companionship. He needed women to be submissive, readily dominated, not�allowing their inner being to escape his control. The deeper he could invade a�woman�s emotional control centre the safer he felt. From the forays of early�manhood among prostitutes (his first notable pictorial dehumanization of�women being Les Demoiselles d�Avignon (1907) in which prostitutes are�controlled by emergent primitivist and cubist manipulation) to the last erotic�drawings of the aged artist and his young model, Picasso asserted masculine�prowess over feminine submission. Narcissistic personality organization could�not allow it to be otherwise and, to insure submissiveness, he chose women he�sensed had already been weakened.
It may be objected that the portraits of his many conquests often reveal the subject, acting as aids to seeing hidden aspects of character, even if Picasso�could not risk encountering the women in their full personhood. I believe that,�insightful as they may sometimes seem, the portraits of females are mainly�instruments of control. Despite sensitizing events in childhood, such as his�sister Conchita�s death, what empathic capability Picasso had was sooner or�later over-ridden by fear and avoidance of women. His main motive was to�conquer and subdue the women to whose actual lives he could not accommodate because of projected fears of counter-control. Thus, he risked misreading character rather than penetrating it with fresh insight in composing�female portraits. There are, of course, remarkable exceptions throughout his�career; but the purpose here is to redress adulation of Picasso�s portraiture with�a cautionary note about its idealizing, mistrusting and avoiding motivation.
A sampling of portraits arising from the main relationships shows the shift from ingratiation and idealization of the women to fixing them in place with�pictorial controls, to doubts, slurs and final degradation: from goddess to�doormat when the relationship felt as though it were becoming �too close�.�The typical course of events is from burning romantic idealism to destructive�outbreaks of gynophobia. We cannot trace in full Picasso�s innumerable portraits of women as the �diary of a seducer�, though he fully accepted that they�are a diary of sorts. The main subjects discussed, seen �from inside� as he�believed, are Fernande Olivier, Eva Gouel, Olga Khokhlova, Marie-Therese�Walter, Dora Maar, Franqoise Gilot and Jacqueline Roque, with glances at�other brief attractions. The meaning of some of Picasso�s more enigmatic�statements will become clearer in this review; for example, �a picture is a sum�of destructions�, and �Fundamentally one always interprets the real, and everything is grist to the artist�s mill .... One swallows something, is poisoned by�it and eliminates the toxic�.30 In other words, painting is an aggressive means�of maintaining the artist�s own interior condition, of discerning mood in order�to regulate it by adjusting those relationships causing highest risk of anxiety.�For Picasso portraiture is a self-regarding activity, responsive to external objects but limited by underlying fears and guarded by watchfulness of the�avoidant detachment style. In view of the high risk of engulfment (emotional�binding reminiscent of relations with mother), the controlling pictorial�responses needed to be extreme, even the �sum of destructions�. Picasso�s�revolutionary stylistic innovations thus begin to make sense, as he denied that�mere �experimentation� was his main purpose and affirmed that the painter�makes his own �diary� from �necessity�. A primitive element of superstition�entered. He had hoped that paintings such as Les Demoiselles d�Avignon might�allow him to break free of evil spirits by giving them shape, thereby exorcizing�demons as a shaman might do. This explanation of motivation is less bizarre�than it may sound.

Fernande
Fernande Olivier, whom Picasso met in Paris (1904) while occupying a Montmartre studio, the Bateau-Lavoir, was a highly vulnerable young woman.�As she explains in her Journal, she had escaped to be an artist�s model amongst�Bohemians , fleeing a �loveless marriage� to an �insensitive man�.31 Her lively,�candid journal states: �I was an unwanted child, bom to a young girl and a�married man, and I was brought up by a family who never accepted me�.32 Her�refuge from the pain of rejection, and of sexual abuse by an uncle, was in�fantasy�a sort of dreamy dissociated state which she cultivated.33 Fernande�had a drifting, sexually risky existence, until meeting �the spanish painter who�lives in our building�. Described as �powerful and deeply spiritual�, he gave�off �a radiance, an inner fire�. She felt drawn to his �morbid� and �quite disturbing� paintings, continuing, �Picasso is sweet, intelligent, very dedicated to�his art, and he drops everything for me�.34 Yet, she cannot love him, complying�with his wishes only under the influence of opium. Picasso worshiped her,�building a shrine for adoration of her beauty, and he became jealously watchful�of her whereabouts. Despite tenderness, she was frightened by �obsessive�jealousy�, and a tendency to violence when frustrated; he had a revolver.35�Fernande�s later summary in the context of the animals he kept was: �There�was a childish, tender side to his nature, which he seemed to fight against. ...�He was someone who wouldn�t allow himself to be deeply touched and, as a�result, he undoubtedly missed out on many pleasures without ever suspecting�they were there to be enjoyed�.36 Despite such insights, Fernande�s journal�contains no explanation of what led to the unexpected breakdown of their�relationship.
In a depressed letter to Gertrude Stein of August 24, 1907, she wrote only that Pablo �has had enough� and on September 2, she added: �Pablo is taking�the idea of our separation very lightly. The few years we�ve lived together will�leave no impression on him, and I think he�ll greet my departure with no regrets and a huge sigh of contentment. And yet, as he says himself, I�ve never�restricted his life or hindered his work. So, don�t you think it�s a bit hard to�accept that one has been toyed with, been the victim of caprice?�.37 They were�more than casual bed mates but there is little contemporary reference to how�Picasso treated Fernande, although the biographer Roy MacGregor-Hastie�charges that he �abused� her.38 There is no doubt that Picasso kept from her his�new amour Eva Gouel, with whom his friends thought him to be fully in love.�Little did Fernande know the deeper ways in which she had �restricted his life�,�his anxiety and fear arising from her becoming too close, finally throwing them�apart in l912.
It is remarkable that Fernande had so little to say in her journal about the physical transformations through which Picasso successively manipulated her�visage. Perhaps temperamental passivity explains the acquiescence with which�she took the metamorphoses that produced Picasso�s first and most decisive�series of cubist portraits. It is well known that these paintings changed the�curves of flesh into flat, dislocated rectangular surfaces. As would be expected,�early impressions such as the 1906 oil Portrait of Fernande (Zervos I, 254) is�more charmingly idealistic than seductive, with no hint of what was to come.�It is the sort of image he might have put into a �shrine� celebrating new romance. Nudes of 1906, such as the bronze sculpture Woman Plaiting her Hair�(Zervos I, 329), are more distant and physical than the quick facial portraits but�they honour the female image rather than manipulate it.39 By 1908 the distortions had begun with facial flattening in pencil portraits and primitive facial�and bodily modifications. The subject is no longer recognizable, nor is she in�the famous 1909 bronze head of Fernande (Zervos II**, 375) in which the�surface is given an eerie corruscation of planes. The same is true of painted�images, prelude to the disturbing cubist break-up of flesh into craggy geometric chunks seen in Two Heads (Zervos II* 162), also of 1909.40 There are�enough such determined exercises in cubist dehumanizing of Fernande to�show that Picasso had made it a special project. The creative process seems�very cerebral and calculated, with little given away about Picasso�s actual�feelings towards his subject other than a will to manipulate. Indeed, in Femme�au bouquet of 1909 (Zervos II*, 156 ), Fernande�s face, twisted almost as if a�victim of stroke, remains recognizable in a particularly unflattering way. Picasso had found a formal strategy to deal with a presence he could feel comfortable with only when she was asleep. He had invented cubism wilfully to cut�loose from the portraitist�s usual obligation to realism. cubism was �to paint�seeking a new expression, divested of useless realism, with a method linked�only to my thought .... It is my will that takes form outside of all extrinsic�schemes, without considering what the public or the critics may say�.41 He�neglected to say that cubism cloaked hostile enactments especially against the�feminine principle.
In psychological terms, following the Avoidant/Coercive (A/C) defensive scheme proposed by Patricia Crittenden, Picasso�s removal of affection from�Fernande was avoidant, while disfiguring her beauty by transforming it into�geometric shapes was coercive. In other words, it was punitive under cover of�inventing a new style of painting which he specified should be discussed only�in its own terms, regardless of public reaction. The cycle of attraction to an�idealized female leading to an affair, followed by the onset of avoidance and�final dismissal of her will be repeatedly observed. When his �will� was exerted�in this way, visual damage was more or less severely inflicted upon the female�subject of Picasso�s portraiture.
Eva, Gaby and Sara
What might be called the typical A/C shift in Picasso�s affections is a guideline to keep in mind. There is no absolute rule about the cycle of idealization to�disenchantment through which Picasso�s portraits of women went, and it is�worth looking at some exceptions. Portraits of Eva Gouel (Marcel Humbert),�with whom Picasso took up in 1911, fall entirely into the cubist idiom. In part�this was because the new and exciting style prompted exploring, but also because the idealizing phase with Eva may have been attenuated in view of her�neediness and the covert nature of their relationship. The most celebrated�portrait, Woman in an Armchair (1913) is an uneasy combination of female�sexual attributes with layered planes and geometric shapes (Zervos II/2 522).�Were it not for a realistic sketch of Eva on her deathbed in 1915, we would�think that Picasso had no empathic response to this woman cryptically referred�to, for instance, in a cubist painting J�Aime Eva (Zervos II, 364). He is said to�have deeply mourned her death, reporting to Gertrude Stein that �My poor Eva�is dead. It is a great sorrow ... she was always good to me�, but Richardson�notes that Picasso�s dealer Daniel-Henry Kahnweiler accused him of treating�Eva badly.42 He had certainly betrayed her during her last illness by secretly�keeping company with another young Parisian woman, Gaby Lespinasse.43�Perhaps there was not time to go through a full cycle of attraction and repulsion.
Another exception is found in the idealized portraits of the wealthy American art patron Sara Murphy, who did not suffer the usual metamorphosis.�Picasso met Sara, a married woman, in Paris in 1922 when he had been married�to Olga Khokhlova for four years. Their son Paulo had been born the year�before. Picasso�s adoring relationship with Sara seems to have remained platonic, and it generated some of Picasso�s most memorable Neo-classical portraits. A young cultivated and enchanting beauty, Sara was a recent mother. It�is just possible that the tender Mother and Child of 1922 (Zervos IV, 171) is�not of Olga and Paulo but of Sara Murphy and one of her children.44 It is,�however, firmly believed by William Rubin that Picasso�s masterpiece Woman�in White, in the New York Museum of Modern Art, is a portrait of Sara
Murphy. If so, this glorious image of archetypal womanhood came about because Sara, though engaging and coy, was sexually unavailable to Picasso. While he composed several beguiling conceits, he could not colonize her�psyche with his amorousness. contempt and dismissal came only with conquest. Sara maintained a safe distance, preventing the damage that might have�been done by eroticism. With predatory demons thus restrained, Picasso�painted some of his most lastingly important portraits. This set of images�seems to hark back to Catholic ideals of chastity from Picasso�s Spanish youth.


Olga and others
Equally classical, beautiful and timeless, the early portraits of Olga Khokhlova (1891-1955) mark the beginning of a series of predictable transformations.�During his probably chaste relationship with Sara Murphy, Picasso was�equally able to paint his wife Olga with classical serenity, as in Portrait of the�Artist�s Wife (Olga) of 1923 (Zervos V, 53). Olga was a Russian ballerina, ten�years younger than Picasso and far more conventional in her mode of life. She�tried to make over the artist she had not begun to understand into a presentable��society� husband. This was an error which Picasso answered with savage�resentment. Yet, for a time, his compliance resulted in some arresting portraits,�the most charmingly stylish, if somewhat china-doll like, being Olga in an�Armchair of 1917 (Zervos III, 83). In others he even tried to make her into a�fashionable Spanish lady. They had met shortly before Eva Gouel died of�cancer, married in l918, separated in l935 when Picasso requested a divorce�(his paramour, Marie-Therese Walter, having become pregnant in l934) and�were legally separated in l940. By then hostility on both sides had eroded a�marriage which Olga had vainly tried to keep up, if only in appearance. Until�1943 when her appeal against final severance was denied, she had continued to�harass Picasso as he entered more romances, juggling an increasingly complicated and fraught set of dependencies. While married to Olga he was more�or less deeply involved with Marie-Therese Walter, Dora Maar, Irene Lagut�and Nush Eluard, each of them a subject of portraits. Olga lived long enough�to assail the youthful Fran?oise Gilot, with whom Picasso had two children and,�when Olga died, it was in bitterness at never having understood why Picasso�had so harshly repudiated her.
As Picasso�s biographers have seen, but without tying it to a full psychological critique of the art, he practiced what Richardson called �pictorial lovemaking�, leading to �fiendish manipulation�deification [of the woman of�the moment] followed by a degrading process of psychosexual dissection�which endow the portraits of his wife Olga ...�45 Huffington similarly�sees the once ardent lover Picasso inexplicably withdrawing �into his own�world�, �with no explanation and for no reason that she could understand�.46�She sees the often illustrated frenetic Three Dancers of 1925 as a comment on�his dancer wife Olga�s ill tempered and ineffectual attempts to exert control�over the marriage. More damaging is Picasso�s assault on her person in a series�of portraits, all the more surprising after his pictorial tributes to her as mother�of Paulo. By 1927/8, however, ideograms of fear and revulsion, showing bared�teeth, appeared: for example in Figure and Profile (Zervos VII, 144) and Bust�of a Woman with Self-Portrait of 1929 (Zervos VII, 248). In the latter, a red�male head in profile, no doubt that of the artist, appears just where the teeth�threaten to bite. The message could not be clearer and, thereafter, other degrading and murderous images appeared as relations with Olga deteriorated.47�Woman with a Hat painted in 1935, the year of separation, makes Olga seem�more silly and vacuous than threatening. The numbing devaluation was final in�a paroxysm of avoidance and coercive damage to her once beautiful image of�womanhood.

Marie-Therese
Further erotic complications were forming, with much the same cycle in store. Picasso found Marie-Therese Walter (1909-1977) as a young girl in the streets�of Paris, enticing her into his life as a sexual partner. From 1927 an intense�secret alliance formed as Picasso distanced himself from Olga. �The day I met�Marie-Therese I realized that I had before me what I had always been dreaming�about�, he is reported as saying.48 The illusion of female perfection was revived in the artist of fifty by an athletic blond girl of seventeen. More than�Fernande or Olga, the child-woman Marie-Therese stimulated a�sado-masochistic sexuality that took Picasso�s portrait painting in a new stylistic direction. Influenced by Surrealism, and especially by the writings of�Georges Bataille advocating transgressive sexuality, Picasso entered forbidden�territory. According to the art historian Lynda Gassman who interviewed
Marie-Therese towards the end of her life, �Some of the most vivid, lasting memories of Marie-Therese were precisely Picasso�s sado-masochistic sexual�preferences�. Gassman continues, �She recalled that at the beginning of their�liaison, he �asked� her to comply with his fantasies, and that she was so naive�at the time that his demands made her laugh�. Yet, �Pablo did not want me to�laugh. He was always telling me to be serious�. Details are lacking, but we may�be sure that, from the start, submission and even degradation was required of�Marie-Therese. She reported bowing �my head in front of him� and crying a�lot because of her �wonderfully terrible� lover.49
There is little else to go on as Marie-Therese herself was not inclined to write of her experiences with Picasso as had Fernande and later, devastatingly,�would Franqoise Gilot. Marie-Therese descendants through their daughter�Maya are reluctant to probe the perversity of this relationship, fondly remembering their grandmother as a gentle, caring person. But compliant life�with the self-styled Minotaur left its mark, as may be seen in the succession of�portraits. Marie-Therese�s grandson, Olivier Widmaier Picasso, only says that�in their secretive lives together Picasso �controlled everything�, while she��remained a prisoner, spending her entire life in a gilded cage�.50 Neither his�studies, nor those of his sister Diana, move us very far towards an explanation�of why, four years after Picasso�s death, she should take her own life.
Indeed Diana Widmaier Picasso has gone to the extreme of idealizing her grandfather as a titan of sexuality in the lavishly illustrated Picasso: Art Can�Only Be Erotic (2005). Seeing him as the Minotaur-genius of modern painting,�she aggregates his most sexual art over the course of his entire career to find its�essence. While there is some truth in this highlighting, the effect is to eliminate�all relational considerations which have come to view in biographical reconstructions. One would never guess from her presentation that Picasso�s urge to�seduce was other than natural discharge of male passions, or that its cost in�suffering needs accounting for. No attempt is made to answer Huffington�s�charges of destructiveness, let alone address the possibility of character pathology. Nor are the charges of manipulation and neglect made by Marina�(daughter of Paulo) considered, although they had been available in print since�200l. Unlike Marina (b. 1950), Diana (b. 1971) had no first-hand experience,�having never met her grandfather. Further, she fails to acknowledge her�brother Olivier�s (b. 1961) book which at least admits the compromising�emotional involvements of the artist�s long life. Diana�s fantasy about Picasso�s sexually-charged creative energy has the unwanted effect of holding�up for admiration many of his most decadent paintings, especially those made�towards the end of his life. It is too late to argue for Picasso as a liberating�genius when evidence points another way.
To return to reasons for Diana�s grandmother�s suicide, we should consider the developmental deficits of Maria-Therese�s childhood which left her with life-long insecurity. Marie-Therese Leontine Deslierres was born July 13,�1909, the illegitimate daughter of Leon Valroff, a wealthy Swedish businessman in Paris who was married with a family, and Emile-Marguerite Walter�who was suffering an unhappy marriage. While Marie-Therese�s father secretly saw to her welfare, actual paternity was denied, and mystification surrounded exactly who she was. Her birth name derived from the villa where she�was born, and only after acknowledgment by her mother in 1911 did she acquire the surname Walter.51 While seeming independent and self-assured,�Picasso could well have picked up signals that she could be easily charmed and�manipulated.
There are several realistic portraits of Marie-Therese from 1928, including a strange boxed-in close-up lithograph probably of that date. This picture may be partly disguise, a cautious step away from the monogram MT he had�first used to avoid detection of their affair. However, the lithograph also betokens captivity.52 The bronzes Picasso did of her in the early 1930s tend to�have bulbous features like growths where the nose should be. These same�distortions appear in the graphics both of the head alone and of the artist with�his sometimes sleeping model. Picasso appears to have been concerned that his�model should witness him in the act of remaking her physiognomy, even when�for the worse. We do not know what Marie-Therese thought about these wilful�distortions, nor about paintings sometimes sweet and demure but also garishly�dislocated as in Woman with a Blue Hat of 1939 (Not in Zervos).53
In her essay �Deformation-Transformation: The Body in Picasso�s Oeuvre, 1927-1937� published in an exhibition catalogue, Pablo Picasso and Marie-Therese Walter: Between Classicism and Surrealism, Dominique Du-puis-Labbe challenges William Rubin�s observation that, referring to Les�Demoiselles d�Avignon (1907), Picasso �had a visceral fear of and repugnance�towards the female body, which he at the same time insatiably desired and�exuberantly idealized�. Dupuis-Labbe thinks that �during the passionate liaison with Marie-Therese, there was absolutely nothing left of that fear, if it ever�existed��he was only exploring the mystery of relations between the sexes.�She does allow he was also �wavering between wonderment and terror�.54 But�what is �terror� if not �visceral fear�? This strong language points to an issue�that remains unaddressed by critics�to what extent was Picasso afflicted by�gynophobia? Was he fearfully averse to the actual processes of female�reproductive function, sheltering in the romantic glow of sexuality alone? Was�perverse control of women�s sexuality owing to fear of their becoming pregnant and actually giving birth? This possibility arises in the masterful Girl�Before a Mirror of 1932 in the Museum of Modern Art, New York (Zervos VII,�322), in which alluring and repelling aspects of the gravid female are combined�in one composite figure. She is angel and demon, Eve and the witch, goddess�and doormat; Marie-Therese�s pregnancy had occasioned this startling confession of inability to resolve ambivalent feelings. Picasso never painted a�more psychologically truthful picture, leaving testimony to a dilemma common among men but intensely unsettling for himself. �Terror� may be too�strong a word, but there is little doubt that Picasso�s insights were bought at the�high price of unrelieved sexual anxiety, even dread. He fell back on the�Minotaur�s legendary hyper-masculinity to protect himself, as instanced in the�ink drawing of 1933 Minotaur and Woman (Marie-Therese) (Zervos VIII,�112).
Picasso�s approach as artist to Marie-Therese was to make her over, manipulate and recreate her form to take full control of her being. We see both idealizations, as in tender portrait drawings of 1935-6, and gross distortions as�in the Seated Nude of 1933 (Zervos VIII, 91), reducing the female body to a�pile of biomorphic shapes.55 This tactic signaled that he could not find a middle�range of feeling in which to regard his gentlest, least threatening of women�simply as a person to be admired, albeit as a magnificent specimen of the�opposite sex. There is much visual caressing, or perhaps ogling, of rounded�female forms, together with bulbous distortions and doubling of faces, as if to�signal fear of duplicity. But actual duplicity and suspicion were not in�Marie-Therese�s nature, and there is no cataclysmic falling off of her portraits�into final dismissive attacks as in the cases of Fernande and Olga. The relationship with Marie-Therese simply dwindled (though Picasso always looked�after her material needs) as other erotic interests developed. His fatherhood of�Maya made him see once more the actuality of birth, although he did not�readily acknowledge paternity. As Maya grew, however, he celebrated her�childhood in a series of charming portraits. Yet he did not realize, nor care to�consider, the extent to which he had invaded Marie-Therese�s inner being to�exploit her loyalty. She had to endure Picasso�s notorious affairs with Dora
Maar, Franqoise Gilot and his remarriage to Jacqueline Roque after Olga�s death. So anguishing had these betrayals been, and so little else was left to life,�that with his passing she decided to cause her own by hanging.

Dora
Picasso�s most intellectually gifted and avant garde lover was Dora Maar (1907-1997), a follower of Surrealism and something of an artist herself.�Dora�s actual name was Henrietta Theodora Markovitch, her mother being�French and her father a Yugoslavian architect. She had lived much of her early�life in Argentina. They met in 1936 when Picasso was fifty-five and Dora�twenty-nine, a strikingly dark, but somewhat remote beauty. Although seemingly emancipated and able to resist his inveiglement, Dora was as vulnerable�as Marie-Therese had been and more masochistic. Picasso no doubt sensed�masochism, or at least a self-punitive tendency, early in the affair as he�watched her play a daring game of driving a sharp knife between her spread�fingers.56 This would prove an ominous sign when, later in the affair, Dora�became emotionally disturbed at her displacement by Franqoise Gilot. To�regain Picasso�s attention, she feigned being attacked; later, when trying to�force Picasso to repent his betrayal, she found herself consigned for treatment�to the Parisian psychoanalyst Dr. Jacques Lacan. Dora was undoubtedly Picasso�s most disturbed lover who suffered inordinately from involvement with�him.
Dora raised Picasso�s political consciousness, making him aware of the onset of fascism in Spain and, indeed, photographing for posterity stages of the�famed Guernica of 1937. She stimulated his mind with Surrealist theory from�Andre Breton to Georges Bataille (whose mistress she had been), but most of�all she opened the way to a tortured portraiture, the most extreme of Picasso�s�career. As Brigitte Leal wrote, the portraits of Dora �tolled the final bell for the�reign of beauty and opened the way for the aesthetic tyranny of a sort of a�terrible and tragic beauty, the fruit of our contemporary history�.57
Portraits of Dora begin with the usual quick, tenderly realistic sketches, only to introduce the expressive elements most salient in Picasso�s deeper�reactions. The moment of mutuality was brief when they could jointly paint a�picture signed �Picamaar�. The most telling early ink drawing is called simply�Composition, August 1, 1936 (Zervos VIII, 295), showing a stylish young�woman entering into the presence of an artist-god, attended by Pegasus.58 A�mythology was elaborated of male dominance and female submission, with�Dora cast in the role of a lamenting latter-day Egeria pining for her lover. But,�as Brigitte Leal points out, many of Picasso�s most contorted portraits of Dora�reveal confusion as to how to regard her, as if the artist was testing the limits�of her moods. Some portraits are dark, somber and enclosed suggesting�melancholia, while others are elaborately florid suggesting mania; it is not�known whether Dora suffered bi-polar disorder, or might today be termed��borderline�.59 Picasso was seeing something in a woman he had not seen�before, eliciting high-risk emotional states for which he dared to find a visual�vocabulary. Perhaps he punitively wished to see such tortured emotions on his�mother�s face, using Dora as a surrogate. Or perhaps he simply wanted visual�equivalents for the extremes of attraction and revulsion when Dora was forced�out of her usual intellectual sophistication. Most of these startling portraits�capture bizarre emotional states, but there are a few so physically grotesque as�to signal revulsion from her body: Woman Dressing her Hair (Dora) of 1940�(Zervos X, 302) is an example. The more than usually grotesque portraits of�the 1940s, such as the dislocated Woman in an Armchair (Dora) of 1941-2,�(Zervos XI, 374) signal the distraught terminal phase of Picasso�s relations�with Dora.
So far biographers have been unable to make complete sense of this relationship, only hinting at hidden pathological features. Leal speaks of Picasso�s interest in �sadomasochistic rituals� with women, of his wish for �absolute domination and his lover�s total submission�.60 Olivier Widmaier�Picasso writes, �Devoted to her lover, at the mercy of his whims, Dora complied with the rituals that he imposed on her. The more she submitted to them,�the more the experience approached the limits of what was bearable. But Dora�eventually got satisfaction from continuing the game of submission and�domination, in which she was the consenting slave�.61 It seems that what the�good natured Marie Therese began by laughing at was re-enacted with Dora,�a much more complicated, daring and self-punitive woman. Yet there is no�sense of gratified reciprocity anywhere in her portraits, with Picasso preferring�to image only the alienated suffering. Few viewers of the Dora portraits stop to�ask why Picasso should have wanted to paint such unrelieved misery. The��satisfaction� of which Olivier Picasso speaks seems to have been mainly�Picasso�s. Speaking of the brutality of Woman [Nude] Dressing her Hair,�Arianna Huffington writes that Picasso �often beat Dora, and there were many�times when he left her lying unconscious on the floor�.62 Unfortunately, there�is no direct confirmation from Dora herself of this shocking allegation, only�hearsay evidence of physical abuse. James Lord who knew Picasso and Dora�in later years, interviewing her extensively, asked few of the right questions�about sexual abuse, being more interested in his own homosexual responses to�Picasso and to her. Lord does quote Dora as saying of Picasso: �He used me�until he felt there was nothing left of me. The hundreds of portraits of me he�painted�. When he left �he expected me to die without murmur of complaint�.63 But we do not know enough about the obedience and submission�games played so damagingly with Dora. It is worth considering, but probably�beyond proving, that she was asked to take the reverse role, humiliating him in�mother-son playacting. Temperamentally, she would probably not have been�very good at playing the domineering mother, taking the side of sufferers as�she customarily did. The balance of power was such that she cried, not he, the��crying woman� being his preferred motif. We may never know both sides, or�be able to gauge how much of his mother Picasso saw in Dora. Picasso readily�felt contempt for her vulnerability, exploiting weakness the more it appeared.�The affair with Dora became another occasion for enacting an ineradicable�punitive wish from childhood. He claimed never to have loved her, yet at the�start he had lavished affection and gifts; his narcissism stood in the way of�seeing the deteriorating relationship from Dora�s point of view and of reversing and atoning for cruelty. As time went on, no longer exciting or challenging, Dora became only a depressed victim. She was frightened by Picasso,�who had undermined her confidence as an artist, yet she could not relinquish�him, always cherishing a trove of his small gifts. When the poet Paul Eluard�asked her to marry him she turned him down saying, �After Picasso, only�God�.64 She tried by a life of austerity and devotion to replace the shaggy�Minotaur artist-god with a truer god of love, but after what Dora had endured,�this proved difficult and mainly she sought seclusion. Picasso had typified�Dora as always crying, seen in the unforgettable Weeping Woman of 1937�(Zervos IX, 73), and finally he reduced her to a Kafka-like insect.65
Picasso and Dora avoided the emotional reality of each other in a degrading endurance test. Neither took effective reparative measures as the binary system of egos broke down. Her analyst Jacques Lacan failed to help Dora see clearly the master-slave re-enactment of childhood traumas as they�had taken shape on each side, and how it was that both defensively excluded�the feelings that could have revealed why theirs was an impossible relationship.
Not being psychologically minded, or inclined to write her experiences in order to re-examine them, Dora did not pursue explanations, electing aesthetic�indulgence and refuge in catholic devotion for the rest of her long life.

Fran^oise
Picasso�s belief that �women are suffering machines� underwent another trial with Fran?oise Gilot (1921�). Although the clearest seeing of any of his�women, Gilot was put at emotional risk as severe as Dora�s. The difference�was that Fran?oise�s vigorous youth and overt rebelliousness gave her a better�chance to withstand Picasso�s punitive dominance.66 They met in May, 1943,�she 22 and he 62, remaining together for ten years and having two children,�Claude and Paloma. (It was actually not until 1946 that the relationship fully�emerged, with Olga, Marie-Therese and Dora variously positioned in the�background.) Fran?oise was a striving artist in Paris, who had defied the�wishes of her dominating father that she become a lawyer, to which end she�had been brought up as a boy. Until age fifteen Fran?oise dressed like a boy�having no desire to be feminine, but her androgynous beauty made her attractive to certain men. Picasso�s comment, when challenged, was �I�d like her just�as much if she were a boy�, a remark suggestive of the feminine males sometimes seen among Picasso�s circus folk and a possible bisexual interest.67
Picasso was in fact older than Fran?oise�s engineer-industrialist father and, like him, given to commands, which Fran?oise skillfully parried. Hers had�been a violent relationship with her father, with battles of wills and beatings�meant to break her. To end the violence she left home to live with her�grandmother. Fran?oise was thus liable to re-enactment of abusive relations�repeating what had happened with her father. Yet in her youthful idealism she�believed that the same punitive tendency in Picasso could be overcome.68 It�was not to be overcome and this relationship also fell into acrimony and bitterness, but not before Picasso had done his utmost to idealize Fran?oise�s�sexual charms. Early portraits, such as Woman-Flower of 1946 (Zervos, XIV,�167), develop the metaphor of her blooming youthfulness�an upright plant�with minimal head and prominent breasts. But what of the orb enclosing jagged forms painted over a blue ground to the left? And what is the elongated�object with the downward lines to the right if not another sign of negativity?�The previous year there had been a compromising dark blue portrait,�skewed�face, menacing teeth in a dark mask, hair with frayed ends enclosed within a�hard triangle�the dislocated body below. (Zervos XIV, 77). The mood of this�portrait hardly differs from some of the visual attacks on Olga and Dora, and�we understand that signs of danger had appeared early in the amour, with the�strained attempts at idealization in the sentimental Woman-Flower being at the�other extreme.
Life with Franqoise was indeed a battle of entangled love and suffering. There is no fuller revelation of this than Franqoise Gilot�s own Life with Picasso, first published in 1964 over his protest. It is a graphic account of their�struggle, never contradicted by Picasso or anybody else as to its truthfulness.�Lacking psychological theories to explain what was going on, Gilot nonetheless achieved insight and perspective surpassing anyone else involved in Picasso�s story, including his biographers, with the exception of Huffington�whose reconstructions depend largely on Gilot�s account. The book is a highly�important phenomenology of a conflicted woman�s erotic and romantic engagement with a narcissistic male of acknowledged genius. It may be that�Picasso�s art coming out of this relationship is not of a high order and that the�real gift to civilization is Gilot�s courageous book. Far more than a�proto-feminist tract, her account of the rise and fall of attractions establishes�the maiden/ Minotaur, goddess/ doormat or madonna/ whore paradigm in its�proper context of narcissistic male erotomania. Gilot came far enough along in�the sequence of Picasso�s burnt-out meteoric loves to see a pattern, and to�make something of it, thereby prompting attempts at interpretation such as this�one.
As father of two children, who could delight him as many paintings show, Picasso tried to resist old terrors of female engulfment, but again he re-enacted�distant childhood traumas. For her part, Franqoise�s motherhood of Claude�(1947) and Paloma (1949) helped to stabilize an uncertain relationship with�their father, although complicated by troubled feelings about her own father.�Further, parenthood out of wedlock led to unhappy complications once Olga�died (1955) and Picasso was free to marry Franqoise, which he chose not to do.�The legal status of their children became contentious. The story is well known�of how he betrayed Franqoise�s trust after she had left him in frustration over�his affairs with other women and other cruelties. Franqoise, who had divorced�a new husband expecting to marry Picasso, was stunned to find that instead he�had married Jacqueline Roque. This deliberate betrayal, a final attempt to�break her, conclusively showed her Picasso�s destructiveness, reaffirming that��my life with Pablo was like a sickness�.69 Gilot reports Dora Maar as saying�to Picasso: �You�ve never loved anyone in your life. You don�t know how to
love�.70
There is ample evidence for this accusation from Picasso himself, as reported by Gilot: for instance he commented, �There�s nothing so similar to one poodle dog as another poodle dog and that goes for women too�. Picasso often�repeated, �For me, there are only two kinds of women�goddesses and�doormats�. He added with near sociopathic emphasis, �Nobody has any real�importance for me. As far as I�m concerned, other people are like those little�grains of dust floating in the sunlight. It takes only a push of the broom and out�they go�.71 Franqoise thought this �imperialism ... incompatible with true�greatness�, without calling it by its right name, malignant narcissism. Naively,�she had thought that �he had no reason to defend himself against me�, nor did�she connect his gentleness with outbursts of rage when frustrated, as when he�burned her face with a cigarette or threatened to throw her into the Seine.72 She�summarizes, �There was no means, ever, of coming really close to him for long.�If for a brief moment he was gentle and tender with me, the next day he would�be hard and cruel. He sometimes referred to that as �the high cost of living��.73�She saw that �Minotaur� was a hardened identity and that by trying to reform�it, the empathic woman would inevitably come �too close�, risking retaliatory�violence. She could not get past the lies and evasions covering other erotic�adventures by which Picasso had tested his defenses against intimacy, the�affair with Genevieve Laporte, for instance, which he kept from Franqoise as�long as possible.74 Picasso�s avoidant attachment style, desiring intimate�connection while spurning it, came to her as a mystery�the mystery of the�Minotaur, who �goes in for orgies� because he �can�t be loved for himself�, as�Picasso himself said in a rare moment of insight.75 The only tactic left her was�to separate, which she did in 1953, taking the children to Paris. Gilot turned the�tide in Picasso biography, but it is doubtful that her insights have been fully�taken in. Life With Picasso is no psychobiography because Franqoise does not�consider the developmental determiners of Picasso�s ambivalence towards�women. She does, however, strive for language to evoke the phenomenon: �he�had a kind of Bluebeard complex that made him want to cut off the heads of all�the women he had collected in his little private museum�. But he did not quite�cut them off, allowing his rejected women�s lives to hang by a thread which he�controlled. They would let out �little peeps and cries ofjoy or pain and making�a few gestures like disjointed dolls ...�, a comment putting him perilously close�to Hans Bellmer�s perverse interests.76 Gilot learned wisdom, writing more in�sadness than anger: �I realized ... that Pablo had never been able to stand the�company of a woman for any sustained period�, and once he had made this�tomboy a mother �he wanted no part of it�.77 Final confirmation of the diagnosis came from his own mouth: �Every time i change wives i should burn the�last one. That way I�d be rid of them. They wouldn�t be around now to complicate my existence. Maybe that would bring back my youth. You kill the�woman and you wipe out the past she represents�.78 One wonders how his�mother would have taken this cruel comment, and whether she could have shed�any light on its origin in childhood.

Jacqueline
Opinions vary as to Picasso�s second marriage in 1961 to Jacqueline Roque (1926-1986), when he was nearly eighty and she thirty-five. Jacqueline was a�somewhat solitary figure who helped with sales at the Galerie Madoura at�Vallauris, where Picasso showed his pottery. They had met in the early 1950s�before Olga�s death, during strained relations with Fran?oise when Picasso�was having other affairs. Jacqueline�s marriage to a civil servant working in�Africa had broken down, and she was unattached when Picasso noticed her��sphinx-like profile�. Jacqueline�s bourgeois and Christian background was ill�suited to Picasso�s liberated way of life, the accommodation being uneasy and�somewhat artificial. Olivier Picasso quotes Helene Parmelin as saying, �She�called him my lord, my master and did not address him tu in public. Lover,�model, assistant, nurse, permanent interlocutor�she was all of those things!�She knew how to protect him from the tide of visitors that was endlessly�washing against his door. ... She was the uncompromising guardian of the�space he needed to be free, to create.... But at the same time she was fiercely�jealous of anything or anyone that she might suspect of undermining her�sovereignty over this space and her monopoly of the man-god, for whom she�posed as a vestal virgin�.79
The truth about this relationship is summed up by Mary Gedo who sees Jacqueline as so needy and possessive that she threatened suicide when Picasso�first spurned her. He too was excessively needy after Fran?oise�s departure; he�had stopped painting. Picasso �surrendered to his fate, and lived out the remainder of his life as the prize of a woman who tyrannized him through�idolatry�.80 Gedo rightly sees this relationship as a sort offolie a deux, in which�Picasso returned to the extreme dependence of a child upon its mother. �She�exacted a fanatical control, like the artist�s mother, who had once possessed the�most beautiful child in the neighborhood. Jacqueline could claim the world�s�most famous artist�and he was now a geriatric prodigy rather than the�Wunderkind he once had been.�81 Although Picasso sometimes called Jacqueline �Maman�, she was hardly motherly towards his offspring and�grandchildren who were rigorously excluded from Picasso�s domain at�Vallauris. Marina Picasso writes of going to the house Notre-Dame-de-Vie,�with her father Paulo, Olga�s son, only to find the gate �hermetically sealed��by �the black widow�, Jacqueline, who presided over a realm of darkness.82�When Picasso died in l973, Jacqueline �kept a lonely vigil beside his body�until the physical deterioration of his corpse finally forced her to bury his�remains.. Subsequently she withdrew into what she herself later labeled a��nervous breakdown�. When she finally reemerged into society several years�later, she posed for the cameras before an enormous photograph of her beloved��master�.�83 Lonely and bereft, Jacqueline died by suicide, shooting herself in�the temple in October, 1986. She had spent thirteen years after Picasso�s death�as a martyr to his memory. It is not known whether Marie-Therese�s suicide�nearly nine years earlier influenced Jacqueline�s terminal act. Both had invested too heavily in a man who excited them sexually but could not, in any�sustained way, reciprocate their affection or affirm them as persons in their�own right.
There is lack of agreement as to the effects of this relationship on the art of Picasso�s old age. Writing in the Museum of Modern Art exhibition catalogue of 1996, William Rubin says of Jacqueline, �Her understanding, gentle,�and loving personality combined with her unconditional commitment to him�provided an emotionally stable life ... over a longer period of time than he had�ever enjoyed�.84 Rubin praises the vividly disassembled Seated Nude (Jacqueline) of 1959 (Zervos, XVIII, 308) as �one of the most extraordinarily�inventive portraits Picasso ever painted�.85 The portraits of Jacqueline after�1969 he finds characterized by �tenderness and delicacy�, Woman on a Pillow�(Zervos XXXI, 315) having a �willed� awkwardness of the image but �full of�feeling��not at all �a question of loss of dexterity in old age�.86 In 2003 Roland Doschka wrote that Jacqueline �was neither submissive nor reverent�towards Picasso; rather, she was a proud woman who was proud of her genius�of a husband whom she loved�. Picasso�s portraits of her �are not just aesthetic,
but also highly dramatic, and even today they proclaim the eternally youthful inspiration of the painter by his model�.87
It is indeed difficult to establish enough critical distance from the late portraits to see them as decadent and unworthy of Picasso�s great gifts. Critics�are too ready to assimilate them to earlier undoubted portrait masterpieces. The�late erotic portrayals of women, however, are best seen as summarizing Picasso�s incapacity for sustained relationship and exhibiting defeated eroticism�as a result of never having confronted gynophobic anxiety . They bring out his�abusiveness and misogyny with concerted power, and their very bluntness�makes them unpleasantly memorable. Two of Picasso�s biographers, who�happen to be female, take a very different view of this late work than do Rubin�and Doschka. While Arianna Huffington may seem a hostile witness, using�excessive language, she has an unanswered point about the art centering on�Jacqueline. Huffington sees the marriage as mutually destructive, �she by her�smothering possessiveness and he by crushing first her spirit and then her�humanity�. Jacqueline wanted power: �The Spoiled Child had met his match in�the Terrible Mother all too eager to enclose him in her deathly womb, the better�to foster all that was dark, cruel, gross and mean-spirited in him�.88 Her own�daughter, along with Picasso�s offspring, were pushed aside as she fought for�exclusive possession of the artist. For his part, under the pressure of death,�Picasso painted more portraits of Jacqueline than of any other partner. Huff-ington writes, �Jacqueline�s body was massacred in painting after painting and�drawing after drawing. �Sometimes I dream that he loved me,� she said. But it�must have been hard to maintain that dream when, �as the years went on, more�and more of her was brutalized by his brush�.89
The dislocated, double-faced late portraits, and especially the grossly dehumanized Sketches for Bust of a Woman, 1962, (Zervos XX, 234-42),�along with puffy dead-fleshed seated nudes, give evidence of an implacable�wish to do damage. There is no depth of character, no effort at understanding�or empathy in these paintings of a corpulent threatening woman who had got��too close�. The pictures have a terrible sameness with many previous efforts�to exert control and bring submission when signals of anxiety mounted in him�and the need to �triumph over trauma� again surfaced. There are indeed idealized portraits of Jacqueline, such as the winning Jacqueline in a Black Scarf,�1954, (Zervos XVI, 331), but by 1971 she had been transformed into a hideous�monster in Seated Woman (Jacqueline) (Zervos, XXXIII, 181).
The typical cycle of idealization to denigration and emotional dismissal had been enacted again, although Jacqueline was retained for her usefulness as�a pseudo-maternal caregiver in Picasso�s declining years. The paintings record�the same metamorphosis of romantic and erotic idealization into manipulative�and punitive rejection. This is the final installment of Picasso�s �diary of a�seducer�, revealing a life of severe emotional limitation made to seem exciting�by stylistic innovations, often of genius. He may be credited with accessing the�essence of womanhood in certain of these phases, but overall it cannot be said�that Picasso�s power as an artist derives from the deep archetypal reserves of�culture. To have understood the healing power of archetypes, Picasso would�have had to access Carl Jung on balancing the anima and animus, or Erich�Neumann on The Great Mother, showing how, in tribal societies, myth and�ritual balance love and fear of women. While Picasso readily appropriated��primitive� expressive imagery, he did not invoke its deeper archetypal potential. The balance of seeing, accepting and reconciling hostility and anger in�himself is lacking. Radical swings of affirmation and avoidance continued,�with nuancing of emotion (often present in the �Blue� and �Pink� periods)�increasingly eluding him as innovations continued and celebrity burgeoned.�Thus the self-reinforcing destructive cycles went on uninterrupted, not allowing entry for purgative ritual, let alone insight into the true source of�venomous attacks on the feminine.
In 1980 Mary Gedo had clearly seen the pathology of Picasso�s art culminating in his final years with Jacqueline. She remarks that, despite Jacqueline�s �fierce protectiveness�, Picasso painted �lackluster pictures�, being further thrown off balance by �agony and rage� when Gilot�s revealing book�was published. His erotic prints are �empty virtuoso performances�, and while�sometimes having �a certain charm�, the �wit has a bitter quality which often�seems directed at women�. The very last work is �an unending, self-indulgent�rumination�a long, disjointed narrative which soon ceases to compel the�viewer who studies these last pages of the artist�s life journal in detail�. These�are the words not of an established art critic or historian but of a psychoanalyst�seeing beyond specialists and the market. �In Picasso�s final decade, then,�chaos became the main quality of the self.�90 The hypersexuality, combined�with anxious negativity about women may reflect doubts hinted at by Gedo as��secret reservations and ambivalences about his new partner Jacqueline�91 Roy�MacGregor-Hastie is blunt about their difficulty, writing of Jacqueline: �She�was not very interested in sex�that had been the principal reason for the�failure of her marriage�so she did not expect more from a seventy-four (sic)�year old man than she had any right to�. Picasso�s old friend �[Tristan] Tzara�always felt that she had strong lesbian tendencies ...�.92 If true, this would�explain aging Picasso�s increasing anxiety that his masculine prowess was�being diminished and that the only hope was to increase the sexuality of his art�to the point of pornography.
Thus any authenticity of relationships went into terminal decline, while raw sexuality and resentment emerged to the detriment of art. So much for the�contemplative serenity one likes to think about as the result of long application�to art: Morandi�s timeless still-life objects or Monet�s lily ponds�were lost in�an expanding emotional turmoil of failed relationships with women he exploited but did not know.


Retrospect: Marina and Olivier
While three of Picasso�s sexual partners and wives left substantial memoirs, none could be expected to see the entire sequence of his exploits, nor the dynamic originating in childhood of aggressive attraction followed by avoidant�rejection of lovers. Fernande Olivier, Genevieve Laporte and Franqoise Gilot�each reveal aspects of this cruel dynamic with various degrees of pained immediacy. Searching the documents of Picasso�s life for self-reflection does not�contribute much beyond such facile rationalizations as: life �is set up to�automatically eliminate those who can�t adapt� and �everyone�s nature is�determined in advance�.93 Biographers from Roland Penrose to John�Richardson have bravely tried to bring into focus the human cost of Picasso�s�artistic achievement; but out of deference to his genius they refrain from invoking developmental psychology. Only Picasso�s grandchildren are distant�enough to re-open family experience so as to make psychobiography imperative.
After fourteen years of psychoanalytic treatment, Picasso�s granddaughter Marina, daughter of Paulo, Olga�s son, wrote of the �Picasso virus� which she hoped to understand. Her brother Pablito (1949-1973), who had committed suicide when experiencing rejection, especially by his grandfather, needed�a memorial and this deeply-felt family reconstruction thereby took shape.�Paulo�s life (1921-1975) had been trivialized by his father and was seen by�many as a waste, but that of Pablito was a tragedy needing vindication. Marina�sees her grandfather as an �evil genius� with cruel eyes, and there is more than�a hint that as a female child she felt sexually threatened when, aged eight and�again aged seventeen, Picasso presented himself to her in shorts which exposed his genitals.94 In this passage, and many others of equally intense recollection, Marina articulates feelings of relational truthfulness Picasso could�not manage for himself, nor attained by his biographers.
The narrative is angry but, much more than an attack, it is a stark revelation, never sensational because deeply processed and reflected upon thanks to the analysis. It is not so much an exercise in auto-psychobiography as a plain�statement of realization about childhood suffering. Picasso had been purloined�by Jacqueline, shut away, unavailable to his grandchildren who needed his�help. Marina realizes that, �Even as a child he had already been shut inside�himself� and could not have normal relationships. Instead, he �swept up�[women] into his tornado�, submitting them �to his animal sexuality, tamed�them, bewitched them, ingested them and crushed them onto his canvas. After�he had spent many nights extracting their essence, once they were bled dry, he�would dispose of them�.95 This restates with power Gilot�s naming a �Bluebeard complex�, and it hints at childhood origins without exploring the possibility. As to the creative process, Marina sees the limitations of his art: �He�didn�t re-create the world; he imposed his own�. The imposition was typically�laden with hostility: �A good painting� he used to say, �must be spiked with�razor blades�.96 But in �dissecting his soul� Marina too falls short of realizing�what it was Picasso worked on in himself, or why the �isolation� of his emotional life�the narcissistic, avoidant legacy of defective mothering remains�unidentified. Marina�s task of exposing her family�s anguish is fulfilled�without probing her Grandfather�s own disabling suffering. As the psychoanalyst John Gedo writes, Picasso �was always in danger of a recurrence of the�early childhood difficulties with his mother�.97 In other words, he was entrapped by successive re-stagings of anxiety-laden unions and separations with�women modeled on his mother, women who told him how wonderful he was�only to find that they could not fulfil his grandiose entitlement to monopolize�their lives. It follows that this dynamic also governed his art, restricting its�imaginative range far more than has been recognized. Picasso may have been�exceptionally inventive but only within a narrow range of obsessive idealization and denigration of women which culminated in the decade before his�death in 1973. There is much more of interactive destruction in his images of�women than of interactive repair as he did not expect to see in their eyes the�loving kindness that a securely attached infant sees in its mother�s eyes. A�natural urge to repair anxious attachment by mutually loving gaze is overtaken�by the deadening repetition of un-fulfilling relationships compounding failures.
Olivier Widmaier Picasso�s Picasso: The Real Family Story unsuccessfully attempts to counter and correct the relational revelations of Marina�s book, while providing a history of the legal and financial entanglements of�Picasso�s legacy. Olivier (b. 1961) is a lawyer, Maya�s son and�Marie-Therese�s grandson. Lacking Marina�s personal reason for trying to�reconstruct Picasso�s dismissive behavior, he is guided by Baudelaire�s statement that �Exceptional geniuses are not there to please the fainthearted�. It is�more family honor and the posthumous Picasso establishment (�The Picasso�Administration�, with it vast financial resources) he wishes to defend. There is�more than a whiff of idolatry, and Olivier�s attempted vindication of Picasso�s�human relations is shallow. When writing that �Picasso seems to have taken�great care not to hurt anyone�which some people put down to deft�maneuvering�, Olivier ignores the biographical record. Or when he writes that�Picasso was �genuinely fond of the women who crossed the path of his destiny� and that �They stimulated and inspired his work�, it is clear that he had�not examined the evidence and is taken in by Picasso�s own evasions.98 He�allows that Picasso was �jealous�, �possessive� and �fatalistic�, but never�mentions his narcissistic cruelty and indifference to the suffering of others.�Olivier�s inability to see Picasso�s pathologically impaired relationships is�explained in a revealing sentence of his own: �I understand this Latin temperament [of Picasso�s] because I have inherited it and behave similarly in�relationships myself�.99
It is unlikely that such revisionism as Olivier�s will seriously affect a growing consensus about Picasso�s inability to form normal human relationships, though the attitude of �what would you expect of such a great artist�except scandal?� may well help to maintain the inflated commercial value of�his work. Picasso�s name is recognized the world over, with the astonishing�prices for his art reflecting the epithet �genius�, as the sycophantic biographer�of Dora Maar, James Lord, established in the public mind after interviewing�the artist following World War II.. To change from �genius� to destructively�pathological narcissist will not happen quickly, as long as media hype of Picasso�s life and art continues. The public seems to like being played with by�such an outrageous rule breaker as Picasso, the bad boy, or permanent rebel,�who goes into old age never growing up. Picasso himself fostered the image of��trickster� or �lord of misrule��understandable in someone of massive ability�who had grown up in church-dominated, socially repressive spain. The cultural argument for macho and misogynist rebellion is compelling, but incom-plete.100 In this respect, he was a �fantasy leader�, giving stunning pictorial�validity to a promiscuous mentality that flouted the then current rules of�chastity and holy matrimony.
When society cannot adjust its rules governing sexuality to human reality, it gets a breakaway fantasy leader such as Picasso who forces, not measured�reform, but an extreme correction. The next stage would be such promoters of�the 1960s so-called �sexual revolution� as Hugh Hefner, who tried to turn�attractive young women into sexually available bunnies. A prominent feature�of decor in Hefner�s posh Chicago mansion was Picasso�s painting Nude Reclining}01 Picasso assumed the role of the amoral fantasy god Eros, maker of�libidinal images, presiding over a generation which put sexual gratification�over lasting relationships. No amount of exception-taking by feminists seemed�capable of controlling the apotheosis of Picasso, Hefner and many other male�writers, artists and media promoters. Even the feminist-inspired biographer�Arianna Huffington relied too much on indignation and failed to go deep�enough to change fundamentally our view of Picasso as a life-long psychological casualty of childhood attachment disorder.

Reinvention and Genius
Picasso�s mystery, charm, deviousness and ability to reinvent himself no matter the predicament, together with his enormous sustained production of�painting, sculpture, graphics and pottery in a startling succession of styles,�made him an untouchable twentieth-century icon. Ruthlessly promoted by the�art market, auction houses, museums and publishing houses, Picasso became�an institution. Highly publicized exhibitions made him chief spokesman for��modern art�, now given cultural permanence by the Picasso Museum in Paris.�His disputed personal fortune is legendary, with many upper level art transactions trading on his name as the �value� of even trivial scribbles goes unchallenged.
Yet in lucid moments, in the last phase of painting when he tried to recreate in his own idiom the great art of the past, Picasso admitted that he might not belong with the immortals. Speaking of reworking Velazquez, he said �I�don�t know at all whether what I did is sublime or whether it�s shit�.102 He�knew himself to be not far from fraudulence or, at least, the temptation to give�what his public would take: �We all know that Art is not truth. Art is a lie that�makes us realize truth, at least the truth that is given us to understand. The artist�must know the manner whereby to convince others of the truthfulness of his�lies�.103 Such equivocation served Picasso well in beguiling his public.�However much �necessity� may have compelled his art, Picasso was unwilling�to see it as revealing truth, least of all any explaining of his repetitious ambivalence towards women. He could accept that he was an explorer, but of�precisely what order of ambivalent fantasy he was unable to say. In an interview of1952 with Giovanni Papini, reported in Libero nero, Picasso is quoted:��In art the mass of people no longer seeks consolation and exaltation but those�who are refined, rich, unoccupied, who are distillers of quintessences seek�what is new, seek what is new, strange, original, extravagant, scandalous. I�myself, since cubism and before, have satisfied these masters and critics with�all the changing oddities which passed through my head, and the less they�understood me, the more they admired me. By amusing myself with all these�games, with all these absurdities, puzzles, rebuses, arabesques, I became famous and that very quickly. And fame for a painter means sales, gains, fortune,�riches. And today, as you know, I am celebrated, I am rich. But when I am�alone with myself I have not the courage to think of myself as an artist in the�great and ancient sense of the term. Giotto, Titian, Rembrandt were great�painters: I am only a public entertainer who has understood his times and�exploited as best he could the imbecility, the vanity, the cupidity of his�contemporaries. Mine is a bitter confession, more painful than may appear, but�it has the merit of being sincere�.104
If these are indeed Picasso�s words, they are less those of a calculating charlatan than of someone with a modicum of self-knowledge who, had he�been prodded, might have gone somewhat further in explaining his deeper�motivation. Yet the God-like pose he assumed prevented such approaches. One�wonders whether his explanations are really only pseudo-explanations, tasteless jokes such as the painter having �indigestion� and going through �states�of fullness and evacuation�. He seems to have wanted to deflect enquiry,�warning: �People who try to explain pictures are usually barking up the wrong�tree,� and asking �How can anyone penetrate my dreams, instincts, wishes,�thoughts that took a long time to ripen and come to light, and above all how can�one deduce from them what I was after�perhaps against my will?�.105 But he�never explained what his �will� might have been since verbal explanation was�not his forte, and pictures needed to be seen for themselves.
Picasso had once believed that the painter, like a tribal exorcist, could raise demons and expel them, a variant of the evacuation metaphor. �If we give�a form to the [threatening] spirits we become free�, Picasso had said to Andre�Malraux.106 William Rubin is surely right to compare Picasso�s with Leonardo�s motivations, saying: �Art served both Leonardo and Picasso as a�means of exorcizing anxiety ... by confronting the images of danger and�disorder associated with it and then by endowing those images with an�aesthetic order�.107 Rubin also observes that �Picasso�s private demons ... were�projected almost exclusively onto images of women�. But the noble intention�of exorcizing one�s demons by picturing them is beyond realization if those�demons are so deeply installed in the personality that they are virtually coextensive with it. The corrective to developing �private demons� would have had�to occur much earlier in interactive repair between mother and child, later�therapy being laborious and protracted. Exorcism of misattunement would�have had to be corrective unconditional mutual gaze, replacing the distancing,�fear-inducing effect of avoidant attachment. But such developmental realities�could not have been further from Picasso�s understanding, or that of most art�critics. Public adulation deflected Picasso from self-questioning, and art criticism was often indignant at the mention of psychology. Thus Picasso�s art�became thematically repetitive, never undergoing real mutations when trying�to comprehend its subject matter. Inventing new styles turned out to be new�packaging for the same destructive repetition of the artist-god viewing successive goddesses as he transformed them into door mats, or worse. Picasso�had said, �copying others is necessity, but what a pity to copy oneself�,�without seeing the relevance to his deepest anxiety which, because never experienced in its basic form, could not be expelled.108
Even contact with living archetypes would not have released Picasso from the stifling interior universe of his own making. From time to time Christian�imagery entered his painting, especially the crucifixion, but he took no comfort�from it. Neither grace nor nature counteracted the dominantly obsessive and�avoidant picturing of women. By breaking decisively with landscape painting,�from the Barbizon school to Impressionism, he relinquished the consolations�of nature. When Genevieve Laport commented that he did not paint landscape,�Picasso replied: �Well, I haven�t seen many. I�ve always lived within myself.�My own interior landscapes are so amazing that nature could never show me�anything as beautiful�.109 The desperate narcissism of this comment did not�occur to him. How different it would be for the painter Balthus whose obsession with painting pubescent girls was frequently relieved by impersonal�landscapes of great sensitivity. At least momentary release was possible for�Balthus, while in certain of his box constructions Cornell�s imaginative realm�enlarged to cosmic dimensions.
Neither were Picasso�s obsessions with interior objects modified by collecting rarities and the art of others. As a compulsive collector, Picasso accumulated large quantities of natural and man-made objects, usually of no more than whimsical value. Occasionally one contributed an idea for a design,�but mainly they were clutter. More meaningfully, he accumulated his own art�and that of others, but this too had an obsessive-compulsiveness about it. A�parallel with collecting women as erotic trophies is suggested but neither could�fill the void left by anxious early attachment. (It was remarked by many that,�despite vigorous assertiveness, Picasso had a sadness or melancholia about�him, as if something were perpetually lacking. Collecting is a well-known�antidote to guilt and depression.) Prolific creation of art objects of all sorts�temporarily diminished deficits which were intensified by fears of aging and�coming death. Cannibalizing great painting of the past, and re-animating erotic�distortions of women, seem not to have served Picasso�s deeper need for�emotional re-fueling and visual delight.
Being psychologically incurious, he seems not to have noticed the recurring anxiety themes in his portrayals of women�visual strategies to counteract their coming too close. Had he been able to treat paintings as analogues to dreams, or dream-like imaginative occurrences, he might (like Jung and his�followers) have found a pathway to greater emotional health and thus to fairness to those around him. Picasso�s free-association prose poems, written�between 1935 and 1959, similarly offer a rich resource of affect-laden fantasy�that, if systematically analyzed, would yield patterns of longing for and fear of�women (see for instance that of December 1, 1935).
Despite the foregoing, it has to be admitted that Picasso�s portrayals of women have powerfully resonated with his public and will continue to do so.�The appeal is about more than over-awed critics failing to point out the tragic�relational cost of Picasso�s art. Nor is Picasso�s appeal mainly that of celebrity�magazine scandalous revelations. Affixing such labels as misogynistic, gy-nophobic and femiphobic should not deter recognizing and affirming Picasso�s�insights. Even the more violent portraits resonate with widely held unconscious male fears of women, and with women�s masochistic tendencies, as will�be discussed in the conclusion of these studies. Picasso touched on something�deep, pervasive and very inimical to the family in society; but it is taboo to say�so. Picasso�s visual fantasies of dangerous women, who deserved to suffer,�seem to have released latent gynophobia to which no other artist had given�such successful expression. He showed how the Don Juan �lady�s man� could�become a �man�s man� by taking control of threatening women who had�moved too close for comfort. This helps to account for his meteoric success�and for the complicit shallowness of so much art criticism of Picasso�s exhibitions. Many patrons appear to have been delighted that at last such egregious�fear and rage against women was out in the open, albeit in the stylish guise of�art. But the psycho-social sources of such destructive feelings are not to be�named, with anodyne statements the rule. For example, the prominent Picasso�scholar and critic, Douglas Cooper, proclaimed that �this was the Picasso�century; he was the greatest figure of the century, greater even than Einstein or�Freud�. When jilted and embittered Dora Maar heard this, her comment was:��poor century�.110
To summarize, Picasso�s portraits of women lovers conform to a pattern of idealization, disillusionment and expulsion (which was elastic and never�complete), conforming with his relationships in real life. The most denigrating�and dehumanizing portraits are manic, shrill and controlling in their avoidance�of the once �loved� woman. she is pushed into a limbo of discarded lovers,�another victim of the avoidant/ controlling defense built up during infant and�childhood mal-attachment of Picasso, his mother and, secondarily, his distant�father. The childhood death of Picasso�s sister Conchita might have made the�early adolescent more compassionate, but it seems only to have increased his�own fear of death. Coming from a macho Spanish culture increased the Don�Juan effect of capture by and flight from mother, leading to hyper-sexuality,�amounting at times to satyriasis. The products of creativity cumulatively diagnosed the source of Picasso�s pained feelings about women, assuaging rather�than reducing or repairing conflict over attraction and avoidance. Each new�portrait was a temporary triumphant �fix� bringing no lasting relief from the�effects of underlying trauma. Hence his obsessively driven urge to work which�became more insistent with age; perhaps, at their best, the pictures were psychological exercises in �undoing� that only compounded and reinforced the�underlying emotional disorder. Nonetheless, Picasso�s ability to image anxieties about women coming too close made him a brilliant fantasy leader in an�era when men could not, or dared not, express femiphobia.
As to Picasso the apostle of peace, this too needs re-examining. Though famed for the moral outrage that inspired Guernica (1937), and for originating�the dove as symbol of the peace movement, Picasso was never an anti-war�crusader of the order, say, of Bertrand Russell. He was far too narcissistically�entangled in his own affairs to look critically at world politics and especially�at what membership in the Communist party during Stalin�s era actually meant�in terms of oppressive cruelty to the people of the soviet Union. Picasso was�hardly the pacifist he claimed: anti-war sentiment perhaps, but by addiction to�bull fighting, and by his treatment of women and children, another story is told.
Picasso�s underlying disorder was an attachment trauma due to near neonatal death, failure of mother to nurse at the very start, and strong though�belated onset of maternal attachment only to be disrupted by the birth of a�sister during an earthquake when Picasso was three. This appears to have reinforced his dominant avoidant attachment style, which was a compromise�strategy for remaining with mother while being emotionally detached from her.�Picasso�s deepest fear was that he might become a woman. As he jocularly�confided to one of his lovers, Genevieve Laporte, �I�m a woman. Every artist�is a woman and should have a taste for other women�.111 Picasso liked conundrums of which this certainly is an example; but it contains a fear. Picasso�seldom voiced this fear and when he did it was said outrageously, with a quick�change of subject. His words to Genevieve Laporte convey what he feared may�have happened to him in childhood�gender assimilation to the predominantly�female household in which he grew up. By accepting that in some sense he was�a woman, Picasso signified how deeply he feared becoming one. His predicament was such that he even thought of death as a woman. Late in life�Picasso is reported to have remarked �I think about Death all the time; she is�the only woman who never leaves me�.112 Making and breaking affectional�bonds in the changing emotional confusions of attaching to mother, grandmother and aunts, not to mention sisters, set a pattern of attachment and withdrawal (for emotional safety) which lasted Picasso a lifetime. It permeated his�love relations making them more or less temporary, according to the rate at�which his women got too close and he ran out of resources for keeping them�while also pushing them away.
While Picasso�s mother was sometimes unavailable to him at the start, she had a grandiose �idea� about her wonderful son, the only male child growing�up amidst emotionally starved female relations, about whose ministrations too�little is known. Instilling this �idea� of a miraculous child, able to perform�heroic feats, even emulating God, brought about the narcissistic grandiosity�which marked Picasso for life. His young mother battened on her son at the�cost of his much older father, a discouraged and depressed failed artist. Of�course, Pablo�s sometimes intense relations with men, whose portraits he frequently painted especially early in his career, needs study too�but it would be�unlikely to much alter this assessment. Picasso had to make a rebellious escape�to Paris from his parents and repressive Spain, yet he remained permanently�indentured, committed to restaging old traumas with women who little understood what was happening to them.
How could Picasso, or his lovers, have seen the origin of his compulsive attraction to, fear of and rage at women as erotic objects? The very success of�his art inhibited self-doubt and enquiry into motivation. Further, while psychoanalysis was seized upon by Surrealists, there was at the time little relevant�psychology that could have helped him, even had he wanted it. struggling�artists in Paris of the 1920s and 1930s were not likely to frequent therapists.�Picasso failed to take seriously Carl Jung�s recommendation of1932 that, as an�artist, he himself should undertake a mythic journey into the unconscious�where the basic archetypes of female images could be encountered and�imaginatively transformed.113 Freudian Oedipal theory would have been some�assistance but Freud, as seen through the lens of Picasso�s friend the charismatic analyst Jacques Lacan, would have obfuscated the enquiry. Lacan had�been a Surrealist whose later reinterpretation of Freud produced a cult-like�following in France but not one that attracted Picasso. The advent of �Object�Relations�, and then of �Attachment Theory� emphasizing real-life developmental scenarios with strong implications for psychobiography, is too recent to�have much altered considerations of whether the creative arts really are�autonomous. For all Picasso�s admission of an art-life connection, when it�came to actual distortions in his pictures, he insisted upon the autonomy of art:��The secret of many of my deformations�which many people do not under-stand�is that there is an interaction, an intereffect between the lines in a�painting; one line attracts the other and at the point of maximum attraction the�lines curve in towards the attracting point and form is altered�.114 He had got�far too close to his own work to see its larger and deeper dynamics.
While Picasso�s lover-victims typically had been weakened by their own developmental irregularities, they were not entirely helpless, especially those�who found strength to write their experiences. With access to developmental�psychology they certainly could have done more to save themselves from�self-blame and depression. It took indignant feminism to change decisively the�direction of biographical study of Picasso, but indictments then became excessive. Huffington�s moral condemnation of Picasso, building on Gilot�s�revelations, begs a more balanced, psychologically informed re-assessment�that reserves judgment of guilt or innocence, at least until a more truthful larger�picture has formed. However, Huffington justifiably summed up: �He took to�its ultimate conclusion the negative vision of the modernist world�so much�that followed has been footnotes to Picasso�.115 This prompts the question�whether Picasso destroyed more than he created. Was his art attacking inherited western visual culture, along with conventional sexual morality, mainly�self-serving and incapable of replacing what was destroyed with something�better? Picasso certainly sanctioned sexual anarchy through the apotheosis of�personal desire over every traditional family and social obligation. He undermined the confidence of women in men and reinforced men�s dread of �too�close� control by women. He was indeed a cultural scourge and destroyer, his�art a degradation of, or at least a threat to, everything accomplished in chris-tian-Humanist artistic endeavor.
But condemnation is not the intent of this essay when there are gains in understanding made possible by attachment theory, changing the critical�framework to connect art and life. Picasso brilliantly opened a vista on the�psychological peril of men and women who try to find unity with one another�while knowing too little of themselves as products of childhood trauma. The�missing ingredient in Picasso�s life and art is critical self-awareness. compassion for suffering seen at the outset of his career ebbed away as his sexual�odyssey became more complicated; the feelingful works of the �Blue Period��he later dismissed as �nothing but sentiment�.116 He dealt in the most powerful�affects which, nonetheless, he could not allow himself actually to feel or enquire into. Today these affects can be specified and traced to probable origins.�The challenge of Picasso�s misogynistic portraits necessitates psychobiography which should be more fully expanded than is possible here. No other artist�can be said to have so fully manifested male narcissistic pathology, a menace�to everyone it touches, yet when named and understood the result is enriching,�and possibly corrective, in our sexually over-stimulated times. In this changed�perspective, Picasso has a far larger contribution to make than has yet been�recognized.
Notes
1. ���Dora Ashton, Picasso on Art: A Selection of Views (New York: Penguin Books, 1977), p.
23. Donald Kuspit finds Marcel Duchamp and Pablo Picasso signaling �the end of art� with��the fragmented, disjointed, abused body�a seemingly arbitrary assemblage of various�part objects that can hardly be called a whole and complete body, and in fact is a very�distorted pathological idea of body�that appears in modern art, perhaps most famously in�Picasso�. The End of Art (Cambridge University Press, 2004), p. 118.
2. ���Rank, Otto, The Don Juan Legend, trans. and ed. David G. Winter (Princeton University�Press,1971), p. 22.
3. ���Mary Matthews Gedo, Picasso: Art as Autobiography (University of Chicago Press, 1980),�p. 9.
4. ���Ibid., p. 9.
5. ���John Richardson, A Life of Picasso, vol. I, 1881-1906 (New York: Random House, 1991),�p. 478. In �Psychoanalysis and the History of Art� (1953) E. H. Gombrich advocated�studying Picasso�s art with reference to its �conventional elements� rather than its �personal one�. With restrictions on biographical facts long since lifted, it is possible to return�to the task of relating Picasso�s psychology to his art which, though insufficiently equipped,�Richardson is inclined to do.
6. ���Ibid., I, p. 433.
7. ���Ibid., I, p. 27. Richardson is perhaps going on Picasso�s comment to Genevieve Laporte�that he had �no grudges� against his parents, �although I left them very soon, since I was�on my own in Madrid at the age of fifteen�. Sunshine at Midnight: Memoirs of Picasso and�Cocteau (New York: Macmillan, 1975) p. 20.
8. ���Ibid., I, p.25
9. ���Ibid., I, p. 486
10. ���Mary Main, �Recent Studies in Attachment�, Attachment Theory: Social, Developmental�and Clinical Perspectives, ed. Susan Goldberg et al. (Hillsdale N. J.: The Analytic Press,�1995) p. 407f. See also Carol Magai, �Affect, Imagery and Attachment: Working Models�of Interpersonal Affect and the Socialization of Emotion�, in Handbook of Attachment:�Theory, Research and Clinical Implications, Jude Cassidy and Philip R. Shaver eds. (New�York: Guilford Press, 1999.)
11. ���Patrick O�Brian, Pablo Ruiz Picasso: A Biography (New York: G. P. Putnam, 1976), pp.�19-20. Jean-Paul Crespelle remarks of Don Jose, �he was a sort of playboy, who liked�bullfights, women and the cigars he smoked in the company of good friends at his club�.�When at forty he married a cousin, Dona Maria Picasso-Lopez, �he would have preferred�to remain a bachelor�. Picasso and His Women (New York: Coward-McCann, Inc., 1969),�pp. 12-3.
12. ���Ibid, p. 20. In �Picasso and the Painter Model Theme: Multiple Identifications and Creative�Transformations of Aggressive Conflicts� Leon Hoffman focuses on Picasso�s depressed�father while seeing women as recipients of �aggressive fantasies�. Yet Hoffman scants the�actual troubled relationship between the young artist and his mother that underlay destructive portrayals of women lovers. International Review of Psycho-Analysis 11 (1984):�291-300.
13. ���William Rubin, ed., Picasso and Portraiture: Representation and Transformation (New�York: The Museum of Modern Art, 1996), pp. 232-3. Note also the resolute face of the�artist�s Aunt Pepa (1896), p. 235. Gedo thinks that the comparatively small number of�representations of Picasso�s mother, in contrast with those of his father, show him keeping�himself �relatively detached from his mother�, Picasso: Art as Autobiography, p. 21.
14. ���Gedo, p. 11. This remark is repeated by the biographers, for instance by Arianna Huff-ington in Picasso: Creator and Destroyer (New York: Avon Books, 1988), p. 19. Huff-ington also reports an exchange between Gertrude Stein, who on first meeting had admired�Picasso�s looks, and his mother Dona Maria whose response was: �If you thought him�beautiful then I assure you it was nothing compared to his looks when he was a boy�.�Though they agreed that Picasso was no longer so �beautiful�, his mother said to him �you�are very sweet and as a son very perfect�, p. 180.
15. ���Alice Miller, The Untouched Key: Tracing Childhood Trauma in Creativity and�Destructiveness (New York: Doubleday, 1990), pp. 14-5.
16. ���Huffington, p. 19. She does not disclose sources, nor did Richardson elicit this important�information when he interviewed Picasso�s widow Jacqueline Roque on the painter�s relations with his parents. Jacqueline only said of his adoring mother that he was �undeniably�fond of her but a touch ashamed of her dumpy, housewifely appearance�. He seems to have�taken her �love and nurturing very much for granted�. Richardson was not fully convinced�by Jacqueline that relations with mother had been �uncomplicated�; yet he states that relations with father were �far more ambivalent�. A Life of Picasso (London: Pimlico, 1997),�vol. II, p. 277.
17. ���Ibid., p. 19; Gedo, p. 11.
18. ���Gedo, p. 45.
19. ���Huffington, p. 17.
20. ���Ibid., p. 17.
21. ���Henri F. Ellenberger, The Discovery of the Unconscious: The History and Evolution of�Dynamic Psychiatry (London: Allen Lane Penguin Press, 1970). Chapters 7:�Freud� and�9: �Jung�. See index for �creative illness�.
22.See Picasso�s stark final self-representation in the portraits of 1972, especially Self Portrait, wax and crayon on paper (Zervos XXXIII, 435); Rubin, Picasso and Portraiture, p. 173.�Such bleak male images had appeared before, for instance in the figure of a young doctor�removed by Picasso from Les Demoiselles d�Avignon, but nothing as frightening as this.
23. ���Ashton, p. 48. Picasso is quoted as saying, �The inner I is inevitably in my painting, since�it is I who make it. I needn�t worry about that. Whatever I do, it will be there. It will be all�too much there ... It�s the rest that is the problem!�, p. 47.
24. ���Ashton, p. 78.
25. ���Huffington, p. 214.
26. ���Phil Mollon, The Fragile Self: The Structure of Narcissistic Disturbance and its Therapy�(Northvale, N.J.: Jason Aronson, 1993), pp. 109-10. There are other reports of grandiose�inducements by the artist�s mother, for instance, �if you become a soldier, you will be a�general; if you become a monk, the Pope�. (Quoted by C. Kate Kavanagh in �Picasso: The
Man and His Women� in Creativity and Madness: Psychological Studies of Art and Artists, Barry M. Panter et al., eds. (Burbank, CA: AIMED Press, 1995, p. 265) .The American�Psychiatric Association�s Diagnostic and Statistical Manual of Mental Disorders, IV,�301.81 gives an overview of narcissistic personality disorders.
27. ���Ibid., p. 111.
28. ���Ibid., Mollon clarifies: �The more common situation in narcissistically disturbed patients�may be that the father is not completely barred access to the person�s mind, the reality of�parental sexuality is partially accepted, but it is de-emphasized ...�, p. 114.
29. ���Stephen J. Ducat, The Wimp Factor: Gender Gaps, Holy Wars, & the Politics of Anxious�Masculinity (Boston: Beacon Press, 2004), pp. 31-2.
30. ���Ashton, p. 43. More than once Picasso insisted on the destructive function of painting, as�in the famous comment on a picture being a �sum of destructions�, not additions as once it�had been. He saw picture making as a sort of symbolic killing: �Unfinished, a picture remains alive, dangerous. A finished work is a dead work, killed.�, p. 38. Portraits were not�excluded from this chilling remark.
31. ���Fernande Olivier, Loving Picasso: The Private Journal of Fernande Olivier (New York:�Harry N. Abrams, 2001), p. 72.
32. ���Ibid., p. 22.
33. ���Ibid., p. 22, p. 40; See pp. 42, 46, 72 etc.
34. ���Ibid., p. 140. Aged about 23, Picasso was just leaving a romance with a woman called�Madeleine who had been made pregnant by him, according to Richardson I, 304, 306. He�adds that there were two other mistresses at the time.
35. ���Ibid., p. 162, 159.
36. ���Ibid., p. 258.
37. ���Ibid., pp. 191-2; Picasso told Gertrude Stein that Fernande�s �beauty always held him but
he could not stand any of her little ways�. Huffington, p. 122.
38. ���Macgregor-Hastie, Picasso�s Women (Luton, Beds, 1988) p. 6.
39. ���See also Rubin, ed., Picasso and Portraiture, p. 256f. for a series of winningly benign�likenesses of Fernande from 1905f.
40. ���See Donald Kuspit, Signs of Psyche in Modern Art (Cambridge University Press, 1993), p.�48, where he remarks, �Rembrandt�s portraits invite us to intimacy with the subject; those�of Picasso and Braque forbid such closeness. They retain the impersonality of the primi-tivist figure�its distanced, uninviting character.�
41. ���Ashton, pp. 59-60. See also Buste de Femme au Bouquet, 1909, (Zervos XXVI, 419) and�Ingrid Mossinger et al, eds., Picasso et les Femmes (Kunstsammlungen: Chemnitz, 2003),�p. 87.
42. ���Huffington, p. 139; Richardson, II, p. 289.
43. ���Huffington, p. 137f; Richardson, II, p. 363f. (aka. Gaby Depeyre)
44. ���See Rubin, ed., Picasso and Portraiture, p. 319; Mossinger, ed., Picasso et les Femmes, p.�153. Olivier W. Picasso�s chronology places this meeting in 1923, a minority opinion.�(Picasso: The Real Family Story, p. 335) Picasso commented to Genevieve Laporte, �Do�you know, I couldn�t sleep with a woman who had had a child by another man. I would�have feelings of disgust�. (Sunshine at Midnight, p. 37)
45. ���Richardson, II, p. 405.
46. ���Huffington, p. 183. Two quotations from Genevieve Laporte�s account are useful. Picasso�is reported to have said: �You see, getting a woman with child is for me taking possession,�and helps to kill whatever feelings existed. You can�t imagine how constantly I feel the�need to free myself". He added, �I am full of contradictions. I love what belongs to me, yet�at the same time I have a strong urge to destroy [my itals.]. It�s the same with love. Any�desire I have for procreation is an expression of my other desire, namely to free myself�from the woman in question. I know that the birth of a child will be the end of my love for�her. I shall have no more sentimental attachment. But the child will bind me with moral�obligations." (Sunshine at Midnight, pp. 36, 74)
47. ���For example, see Rubin ed., Picasso and Portraiture, p. 330 for images of murderous�fantasies. Extreme distortions and denigrations are seen in Woman in an Armchair and�Seated Bather, both of 1929, in Alfred H. Barr Jr., ed., Picasso: Fifty Years of his Art. (New�York: Museum of Modern Art, 1946), pp. 161, 163.
48. ���Diana Widmaier-Picasso, �Marie-Therese Walter" in Mossinger ed., Picasso et les�Femmes, p. 169.
49. ���Huffington, p. 193. C. Kate Kavanagh speaks of women becoming addicted to Picasso�s�abusiveness: �Marie-Therese when asked what happiness was for Picasso, said, �First he�raped his women, then he worked"�which helps to explain the controlling contempt of�many images of the female face and form. (Barry M. Panter et al., eds., Creativity and�Madness: Psychological Studies of Creativity & Madness, p. 269.)
50. ���Olivier Widmaier Picasso, Picasso: The Real Family Story. (Munich: Prestel, 2004), p. 53.
51. ���Diana Widmaier Picasso, �Marie-Therese Walter and Pablo Picasso: New Insights into a�Secret Love" in Markus Muller ed., Pablo Picasso and Marie-Therese Walter: Between�Classicism and Surrealism, pp. 27-8.
52. ���Illustrations are in Markus Muller, ed., Pablo Picasso and Marie-Therese Walter..., pp. 71,�73.
53. ���Ibid., p. 103.
54. ���Ibid., p. 43.
55. ���Ibid., p. 159; Rubin, ed., Picasso and Portraiture, pp. 366-7. Marie-Therese�s only known�comment on the more distorted portraits was that �they didn�t look like her". Huffington,
p. 212,
56. ���Huffington, p. 211; See also Olivier Widmaier Picasso, The Real Family Story, p. 63�an�often repeated vignette also in Gilot, Life with Picasso, pp. 85-6.
57. ���Brigitte Leal, ��For Charming Dora�: Portraits of Dora Maar" in Rubin, ed., Picasso and�Portraiture, p. 385. The most detailed critical account of Picasso�s art during his relationship with Dora Maar is Anne Baldassari, Picasso: Love and War, 1935-1945 (Paris:�Editions Flammarion, 2006). Baldassari�s historical and iconographic commentary discourages psychological interpretation of Picasso�s distorting portraits of Dora. She objects�to �the vulgate of art history, with its outright partiality and misogynist analysis" p. 28.�Dora merely focused and reflected Picasso�s �inner torments" rather than contributing to�them. �Often as not, the �deformations� in the portraits of Dora are interpreted as deliberate,�violent attacks on the integrity of her personality. In our view, this is to ignore completely�the symbolic function of the figurative thread between work, artist and model ...." (pp.�163-4). Baldassari sees Picasso�s portrayals of Dora as reanimating classical motifs, especially in the Minotaur pictures which present her as both victim and victimizer. She does�not attempt to answer the observation: �What Picasso leaves us with is his re-statement of�the great fear that has flickered in men�s nightmares�the fear of destruction at the hands�of voracious women�. (Edwin Mullins, The Painted Witch, Female Body: Male Art.�(London: Secker & Warburg, 1985) p. 52)
58. ���Illustrated in Rubin, ed., Picasso and Portraiture, p. 386. James Lord reports Dora saying�that sometimes Picasso would exclaim, �I�m God, I�m God�, although �you would wonder�whether Picasso in reality wasn�t the other one�. Picasso and Dora: A Personal Memoir�(New York: Fromm International Publishing Corp., 1994), p. 122.
59. ���Illustrated in Rubin ed., Picasso and Portraiture, pp. 395-9; for distracted portraits see p.�388 (Zervos VIII, 304-7); and for a painting suggesting a split, dissociated psyche see�illustration p. 384 (Zervos XI, 374).
60. ���Leal in Rubin ed., p. 386.
61. ���Olivier W. Picasso, Picasso: The Real Family Story, p. 66.
62. Huffington, p. 254; see pp. 262-3 for Picasso�s cruel pitting of Dora against Marie-Therese,�also pp. 300, 315 and 324.
63. ���James Lord, Picasso and Dora, pp. 238-9. For ten years her dreams were taken over by�Picasso, she reported, p. 239. For Dora�s �nervous collapse� see p. 101f.
64. ���Huffington, p. 324; Lord, pp. 315, 319-20.
65. ���Rubin ed., Picasso and Portraiture, p. 390; Huffington, pp. 237f. Picasso is reported to�have said to Andre Malraux that �Dora for me was always the weeping woman. Always.�Then one day I was able to paint the weeping woman ... That�s all. It�s important because�women are suffering machines�. He denied any sadism. Critics are reluctant to connect�Picasso�s distortions of women to his own psychology. Of a particularly distorted portrait�of Dora, Brigitte Leal says it appears first �as weeping woman, then as dog/woman glued�to her chair of torture, and finally as cadaver, as crucified carcass, more and more disfigured and monstrous ...�. �It is certainly a vision of the world, the sign of universal catastrophe�. (Rubin ed., p. 396) Writing of the Expressive Heads 1937-1939, Elizabeth�Cowling pursues the same rationale saying that the tears of women weeping might well be�those shed by his mother for Spanish war suffering, and she offers an iconography of the�virgin as mater dolorosa in support of a specifically Catholic response to political events.�While true as far as it goes, broad thematic, historical and stylistic criticism draws the sting�from the pathological origin of these portraits in Picasso�s personal course of development.�Elizabeth Cowling, Picasso: Style and Meaning. London: Phaidon Press, 2002, p. 589f.
66. ���Huffington, p. 264.
67. ���Ibid., p. 277.
68. ���Franjoise Gilot and Carleton Lake, Life with Picasso (New York: McGraw-Hill, 1964) , p.�30f.
69. ���Huffington, p. 391; p. 434f; Gilot said that being unfair made Picasso feel like a primitive�God, p. 331.
70. ���Gilot , p. 106.
71. ���Ibid., p. 84.
72. ���Ibid., p. 83; Gilot speaks of Picasso�s gentleness , p. 52, yet she describes a scene in which�he threatened to throw her into the Seine , p. 107, and there is the notoriously abusive act in�which he tried to �break� her by burning her face with a cigarette (Huffington, p. 308). That�Picasso not only did harm to, but feared harm from Franjoise, is suggested by Woman with�a Knife and Bull�s Head, June 6, 1946, illustrated in Rubin, p. 421.
73. ���Ibid., p. 341; Picasso rationalized his behavior with a sort of survival of the fittest doctrine:�Life �is set up to automatically eliminate those who can�t adapt�, he told Gilot, p. 90.
74. ���Huffington, p. 371f.
75. ���Gilot, p. 50. It is generally agreed that images of the Minotaur served Picasso�s assertion�of male potency. It may not be so readily accepted that the Minotaur masks ambivalent�indecision about whether to love or hate women. Gilot�s report continues: Picasso looked�at a print of his showing a Minotaur and a sleeping woman, remarking, �It�s hard to say�whether he wants to wake her or kill her�.
76. ���Gilot, p. 242. Later in the narrative Gilot sees the pattern with still greater clarity: �He had�left each of [his women], although each of them was so wrapped up in her own situation�that she thought she was the only woman who had ever really counted for him ... I saw it�as an historical pattern ... He himself had warned me that any love could last for only a�predetermined period� (pp. 340-1).
77. ���Ibid., pp. 336-7.
78. ���Ibid., p. 349. This helps to explain the extreme distortions of Franjoise Gilot portraits of�1949f. See Mossinger, ed., Picasso et les Femmes, pp. 262-3.
79. ���Olivier Widmaier Picasso, Picasso: The Real Family Story, p. 86.
80. ���Gedo, p. 224.
81. ���Ibid., p. 225; Huffington remarks that of all Picasso�s women, Jacqueline Roque looked�most like his mother, p. 439.
82. ���Marina Picasso, Picasso My Grandfather (New York: Riverhead Books, 2001), p. 111; See�Huffington, p. 406.
83. ���Gedo, p. 224.
84. ���Rubin, Picasso and Portraiture, p. 458.
85. ���Ibid., p. 464.
86. ���Ibid., p. 476.
87. ���Mossinger, ed., Picasso et les Femmes, pp. 320, 323.
88. ���Huffington, pp. 414; She quotes Marina saying, �After the marriage [to Jacqueline] my�grandfather seemed to lose his humanity�, p. 442.
89. ���Huffington, p. 441
90. ���Gedo, pp. 246-8.
91. ���Ibid., p. 225.
92. ���MacGregor-Hastie, p. 201.
93. ���Huffington, 300-301. Picasso often saw to the financial needs of ex wives and lovers,�however he might be less generous with grown children and grandchildren.
94. ���Marina Picasso, Picasso, My Grandfather, p. 69.
95. ���Ibid., pp. 179-80.
96. ���Ibid., p. 181.
97. ���John E. Gedo, Portraits of the Artist: Psychoanalysis of Creativity and its Vicissitudes�(New York: Guilford, 1983), p. 111.
98. ���Olivier Widmaier Picasso, Picasso: The Real Family Story, pp. 326, 327.
99.Ibid., p. 328-9.
100. The socio-cultural argument for rebellion is summarized by Richardson in the first two�chapters of A Life of Picasso, vol. 1. See especially pp. 26-7 based on David G. Gilmour,�Aggression and Community: Paradoxes of Andalusian Culture (Yale University Press,�1987).
101. Frank Brady, Hefner (New York: Ballantine Books, 1974), p. 7. From at least 1903 Picasso�himself was something of a pornographer drawing simply to arouse. See, for example,��Erotic Drawings on Trade Cards�, Richardson, A Life, vol. I, p. 280.
102. Huffington, p. 422.
103. Ashton, Picasso on Art, p. 21. Picasso discouraged his public from looking for any particular �truth� in his paintings, claiming �Truth does not exist�.
104. Quoted by Frank Davis, �Picasso�s True Confessions�, Country Life, July 7, 1983, pp. 10-1.�While it is said that Picasso denied such a statement (it is not included in Ashton�s collection, or given status by his biographers) words to this effect were certainly spoken by others.�For instance Francois Mauriac said �I�ve never been able to escape the contradictory�evidence of genius and imposter. I always had the impression of witnessing a criminal attempt masterminded by a clever sorcerer, with an almost supernatural glare of a hatred for�the human face�. Quoted by Huffington, p. 441.
105. Ashton, p. 11; quoted in Markus Muller, ed., Pablo Picasso andMarie-Therese Walter, p.�197.
106. William Rubin, �Reflections on Picasso and Portraiture� in Picasso and Portraiture, p. 97.
107.Ibid., p. 97.
108. Ashton, Picasso on Art, p. 53.
109. Genevieve Laporte, Sunshine at Midnight, p. 14. The most he would say is �I love stark,�desolate landscapes with bare rocks�.
110. James Lord, Picasso and Dora, p. 95. Picasso told Genevieve Laporte that he never loved�Dora and accepted that he had precipitated her mental illness (Sunshine at Midnight, p. 69)
111. Genevieve Laporte, Sunshine at Midnight, p. 69. This statement, made about 1951, was�taken as fanciful, its grain of truth unappreciated.
112. Jean-Paul Crespelle, Picasso and His Women, p. 214.
113.See �Jung on Picasso�, Appendix 5 in Patrick O�Brian, Picasso A Biography.
114. Ashton, Picasso on Art, p. 24.
115. Huffington, p. 473.
116. Richardson, A Life of Picasso, vol. 1, p. 277.
Appendix
Picasso�s production of female portraits is larger and more various than the foregoing selection conveys. A further sampling indicates the full range of his�portraits of lovers, acquaintances and celebrities. Page references are to Ingrid�Mossinger et al, eds. Picasso et les femmes (Kunstsammlungen Chemnitz,�2003); Zervos cataloguing is often lacking, especially for minor works.
Picasso�s lesser relationships with women are documented in portraits displaying much the same tendency as discussed above, first to idealize, then�to denigrate the subject. But the effect is less evident as portrait drawing and�painting often was not sustained, with one or the other emphasis prevailing.�Relationships beyond those cited in this chapter produced varying degrees of�expressive distortion. some portraits are quite naturalistic while others betray�the relational anxieties seen in the main groups studied. For example,�Self-portrait with a Nude (1902) is a quick impression of a moment of sexual�tension with an unknown woman , (p. 51). There is a sensitive portrait of�Madeline (1904), the woman Picasso is said to have made pregnant during the�relationship with Fernande Olivier (p. 60), and the tender Mother and Child�(1905) could also be Madeline (p. 62). In contrast, there is a rather hard, yet�realistic portrait of sexually adventuring Alice Derain (1905) (p. 66). Even the�famed mask-like portrait of Gertrude Stein (1906) preserves enough likeness�to signify that Picasso�s fear and avoidance of women had yet to be fully activated. There are tentative drawings of the Lesbian and promiscuous Irene�Lagut (p. 118f) contrasting with the dignified finished pencil Portrait of Mme.�Eugenia Errazuriz (1918) (p. 127). Occasional portraits of Genevieve Laporte�(p. 270f) and Sylvette David (p. 312f) are little more than banal fashion�statements, and there is the flawed drawing�the hand over face�of Florence�Loeb (p. 293), inept for Picasso. The charming portrait of Angela Rosengart of�1954 may be contrasted with the more menacing portrait of the same subject in�1966 (pp. 298-9). Occasionally Picasso could not connect with a subject and�admitted failure, as with the fashion designer Helene Rubenstein. He could�produce tender and seemingly spontaneous portraits such as that of Nush�Eluard of 1941 (p. 200); yet in 1937 he had given her a maniacal, distracted�look complete with menacing teeth�reversing the usual order of reactions (p.�197). In the case of Lee Miller, �turbulent and adventurous� partner of the�English surrealist Roland Penrose, there is no mitigating portrait, only frightening distortions of 1937 done in parody of Van Gogh�s contemplative
L�Arlesienne (pp. 204-5). There is also an expressionistic recreation of Helene Parmelin (1952) as a predatory tiger-woman stalking its prey. Parmelin had�been an enthusiastic biographer, supporting the marriage to Jacqueline, yet in�her own way she seems to have got �too close� for Picasso�s liking (p. 269).�However harsh the imagery, there is undoubtedly an element of truth in such�portraits of women as Picasso was adept at picking out flaws and weaknesses�of character which others could see as well as he. Yet, the artist�s fateful�subjective ambivalence also operates throughout this series, as a systematic�study of them would bear out. it is when the portraits of lovers are seen in�series that the full force of Picasso�s narcissistically destructive dynamic appears, and the women, however insightfully characterized, tend to disappear as�persons replaced by monstrosities of the imagination.
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Hans Bellmer

Hans Bellmer�s Sacrificial Dolls
Perhaps someday perversion will not be necessary.
�Robert Stoller, Perversion, p. 219
Struggle to Control
Hans Bellmer (1902-1975), Polish-German artist and writer; studied engineering in Berlin from 1922-4 before becoming a commercial artist. Influenced by Otto Dix and Georg Grosz, he turned to expressive art, emphasizing the erotic. Looking to Surrealism, he constructed dolls, publishing their photographs in Karlsruhe in 1934 and in Paris in 1936 as La Poupee. A large retrospective of his work was held in 1971-2 at the Centre National d�Art�Contemporain, Paris.
Hans Bellmer�s dolls are among the most arrestingly perverse Surrealist images, yet the Surrealists never quite accepted them, nor have critics successfully categorized or explained their disturbing presence.1 Freudian theory�opened discussion of Bellmer�s obsessive distortions of adolescent female�bodies but it takes us little distance towards an explanation of his motives.�Freudian theory supplies no convincing reasons for Bellmer�s choice of �object� to mutilate and control, leaving it to subsequent psychodynamic theory to�do so. This study is a psychobiographical reconstruction of Bellmer�s traumatic childhood as background to his extraordinary lifetime of artistic venturing in the imagery of sadistic sexual perversion, beginning with the dolls of�1934. Symbolic abuse of female dolls, and subsequent representations, is�traced to the abuses Bellmer himself suffered in childhood and adolescence.
The dolls (actually eighteen photographic views entitled La Poupee) gave Bellmer hope of reducing relational and sexual anxiety, but their result seems�more like despair. Not only do the dolls themselves present an iconography of�wounded despair, they set their maker�s artistic direction towards nihilistic�resignation, both in his hypersexualized art and his relations with actual
women. Bellmer had superb drawing ability, together with the craftsmanly discipline that gives his created objects instant authority; yet the objects are so�tension-producing, fascinating while repelling viewers, that criticism is almost�impossible.
The artist cannot be separated from his art, but we need a convincing theory to unify them. Feminist critics, such as Sue Taylor and Therese Lichtenstein, have attempted formulations of Bellmer�s psychological distress as it�affected his art, but both are too deferential to questionable psychoanalytic�concepts, and too �art as art�, fully to understand its origin in early life events.�Art should not be held sacrosanct, and attachment theory will reveal the limitations of Bellmer�s achievement. In my view, Bellmer�s art was an unsuccessful attempt to amend a life shaped by trauma-caused suffering. It�represents a �false solution� to his troubles, arising from gynocentric combined with gynophobic fantasies generated unawares in childhood and made�manifest with acquired artistic skills. When looked at this way, the art documents pathology leaving little room for esthetic pleasure. Yet seen in its entirety, it conveys a profoundly affecting pathos. To make this case requires�looking squarely at Bellmer�s struggle to free himself from developmental�constraints.

Unknown Reflections
For many viewers, Bellmer�s hyper-sexualized and misogynistic doll imagery simply overwhelms an esthetic response. The rapt, intransitive gaze of the�esthetic moment is precluded by associations so disturbing that the would-be�esthetic object is cast into permanent ambiguity. It is impossible to fix on it�with the surrender necessary to intensive seeing. When we see the female�human body dismembered, the response is likely to be guilt-inducing for males�and frightening to females, with suggestions of sadistic rape. No amount of�sophisticated irony , or �seen it all before� distancing, can overcome basic�human responses of the deepest unease in the presence of Bellmer�s dolls and�the other later hypersexualized and eviscerated �created� objects. He forcefully transgressed the accepted esthetic standards of the nude in western art,�and no art criticism, reinforced by the early theories of psychoanalysis, deals�fully with the result.
A reply might be that we should look at Bellmer�s dolls in the same way we do at the art of the insane�for instance, Messchersmidt�s distortions of the�human head, or Richard Dadd�s imagery of murderous attack on a father figure�in magical fairyland. But Bellmer was not insane; he was never accused of�bizarre behavior, let alone of threats to women, or to anyone at all. His demeanor, though Germanically severe (reminiscent of Dracula as he always�wore black) is reported to have been �very reserved, very correct, very private�.�The British surrealist Roland Penrose continues: �He was highly intelligent,�and seemed to have no sense of culpability or sin�there was an innocence in�his perversity. His eroticism was intellectual rather than sensual, cold rather�than hot: this attracted me to him because, like me, he was basically a puritan,�and like me, he had no time for vulgar sensuality�.2 Bellmer was closer to the�American erotic writer Henry Miller than he was to any purveyor of pornography such as Larry Flint of Hustler magazine. The more apt comparison�should be to Vladimir Nabokov�s portrayal of pre-adolescent fascination in the�novel Lolita. Bellmer�s sly and winning sadism suggests an obsessive�character pathology that enlists the viewer, or reader�a tactic brilliantly used�by Nabokov when presenting the pedophile Humbert Humbert. But Bellmer�s�dolls are uncompromisingly forlorn and damaged compared to Nabokov�s�idealized inveigling child-woman Lolita who excites Humbert into frantic�pursuit. The dolls, or mannequins, are mechanized Lolitas, with none of her�temperamental girlishness. They are sensually full-breasted adolescents but�incomplete, lacking body parts. It is uncertain whether they have been left�unfinished, lacking arms and legs, or whether limbs have been re-moved�perhaps wilfully deconstructed. In any case, they are incomplete,�grossly distorted torsos, sometimes awkwardly posed, sometimes in �thrown��positions. No doll is a comfortable presence; all are distressed, with lost facial�expressions accompanying one state or another of dismembered limblessness.�They are caught in a living death, potentially alive in a humanoid state but�never quite human. The dolls are more mechanistic assemblages than organic�growths. They are not so cynically contrived as Duchamp�s Brides, nor do they�go to the risible extreme of Dali�s soft constructions, as in Soft Construction�with Boiled Beans.Premonition of Civil War (1936). There is no hint of the�mass-market pop extravaganza as, for instance, in the erotic art of Allan Jones,�a British painter of the �60s and �70s. Mass market pornography, media-hyped�sex and cute Barbie Dolls had not yet arrived. Bellmer�s effigies are more�disturbing being triumphs of engineering, explorations of the �ball joint�s��mechanical possibilities, and only marginally in the human world at all.3 They�are indeed very private creations of fantasy, working with the force of new�technology. The classic sentimentalized dressed German child�s doll has been�completely overthrown. Winnicott�s hopeful �transitional object� is traumatized by sadism yet preserved by a kind of pathos, with which Bellmer could�identify.
This makes the seeming doll perversion all the more worrying; being hidden under a triumph of technique, never explicit; only an aura of the doll �games� as Bellmer calls them, the perversion eludes easy definition. The��game� might be of anagrams, a metaphor attempted by Bellmer: �the sentence�may be compared to a body, which invites us to disarticulate it, in order that its�true contents may be recomposed through an endless series of anagrams. If one�examines it closely, the anagram is born from a violent and paradoxical conflict ...� becoming a �schema of his own ego��a comment occurring in a�postscript to Unica Zurn�s Oracles and Spectacles 4 The clues here to Bell-mer�s motives in doll-making are the words �disarticulate� and �violent and�paradoxical conflict�; they suggest projections of his own residual traumatized�childhood onto the dolls� fractured being. In one paradigmatic photograph, the�adult Bellmer is seen as a phantom presence, bent over, hands on knees, at the�same head level as his doll. Is this the damaged mother, now an effigy of the�lover? Armless, her right leg only a pylon, she looks away, while he gazes�outward engaging us in his psychic turmoil. He seems to be saying: �Here she�is; I can�t help the compromised form in which she appears because it is my�own�. He would have been unlikely to add, �she mimics my own childhood�suffering�.
As Sue Taylor emphasizes, Bellmer�s comments, especially on the second doll series (1935), are of �revenge, growing out of frustrated desire�: �Would�it not be the final triumph over those adolescents with wide eyes which turn�away if, beneath the conscious state that plunders their charms, aggressive�fingers were to assault their plastic form and slowly construct, limb by limb, all�that had been appropriated by the senses and the brain? Adjust their joints one�to the other, arrange childlike poses by using ball joints to their fullest extent,�follow very gently the contours of the hollows, taste the pleasures of the curves,�wander in the labyrinths of the ears, make everything pretty, and ruthlessly�spill the salt of deformation ... Should not that be the solution?�. This is the�language not only of vengeful attack on the ostensible victim, the doll; it is also�a kind of cherishing. Neither attack nor perverse cherishing is any �solution�,�as Taylor points out from evidence of Bellmer�s �unending repetition of his�anxious fantasies.�5 However, rather than accept Taylor�s Oedipal explanation�of Bellmer�s aggression towards females in terms of a supposed repressed�homosexual love of his father, let us examine the psychoanalyst Robert Stol-ler�s theory of perversion emphasizing developmental trauma.6
Stoller sees perversions as serving fantasies containing �remnants of the individual�s experiences with other people who in the real world, during�childhood, provoked the reaction that we call perversion. And at the center is�hostility�. Stoller�s well-known dictum that perversion is �the erotic form of�hatred� proposes further that �The hostility in perversion takes form in a fantasy of revenge hidden in the actions that make up the perversion and serves to�convert childhood trauma into adult triumph. To create the greatest excitement,�the perversion must also portray itself as an act of risk-taking�.7 This theory�has the advantage of shifting emphasis from universalized Oedipal theorizing�to the specific individual life history of the subject in question. It asks: what, in�terms of that individual�s interaction with parents and caregivers, does deflection into perverse fantasizing, as it leads to behavior, actually mean? How�did it come about that an �erotic form of hatred� implanted itself in the emotional makeup of that individual? Why the need for revenge against attachment�objects, and by what �creative� (or destructive strategy) is that wish for revenge converted, openly or disguised, into symbolic statements? Like the very�empirical attachment theorists, Stoller asks not for a �one programmatic theory�fits all� approach to perverse ideation but for as detailed as possible developmental histories of the affected persons. This challenges psychobiographers�of creative people such as Bellmer to gather as much developmental data as�possible and to construct it parsimoniously into patterns of meaning. These�patterns must pertain directly to early developmental relations with both�mothers and fathers, together with other family members, taking into account�the wider social and cultural circumstances in which they occurred.
In this respect, art historians such as Taylor and Lichtenstein who unquestioningly appropriate Freudian Oedipal theory, are apt to be led astray in the search for convincing reasons why Bellmer constructed, then photographed, the deformed plastic and metal dolls. While such art historians may�be relied upon for iconographic sources, from Offenbach�s Olympia in The�Tales of Hoffman to Oskar Kokoschka�s effigy of his mistress, they neglect�looking into more recent research concerning the psychology of child abuse�and its consequences for destructive relations of men with women. In Bell-mer�s instance, we are looking for the reasons why his dolls are degraded yet�coyly appealing, making the assumption that they suffered because of some�prior suffering of his own�that they register the sadistic result of underlying�masochism, self-punishment inflicted in response to developmental circumstances needing reconstruction. But before attempting that, let us review�Bellmer�s adult relations with female partners who, in one way or another,�partook of his doll fantasy and subsequent ventures in erotic drawing and�painting.
Admitting that the early dolls reflected his �anxiety and unhappiness�, and that rejecting the adult world he sought refuge in �the wonder of childhood�,�Bellmer claimed that the dolls �became an erotic liberation for me�. This�continued his interest in drawing young girls from an orphanage near where he�lived, as reported later by his mother.8 With his father debilitated by cerebral�hemorrhage and his first wife ill with tuberculosis, Bellmer felt the need of��liberation� from anxieties. Eroticism, primed by the excitement of his cousin�Ursula Naguschewski, brought out the �doll theme�. From then on the�imaginative �doll theme� accompanied his actual relations with women, reflecting Stoller�s comment that �Perverse people ... deal with their partners as�if the others were not real people but rather puppets to be manipulated on the�stage where the perversion is played�.9 Bellmer�s three principal relationships�with women after the death of his first wife in 1938 indicate the latter, as if he�were not relating to the women themselves but to female personifications of his�own suffering. Each was a misalliance with a living doll that came to a sad end.

Lives of Girls and Women
When at about age twenty-five, the industrial engineer Bellmer married Mar-garete Schnell she was already ill with tuberculosis. The curious feature of Bellmer�s ten-year childless alliance with Margarete was his identification�with her illness. Bellmer reported to a medical friend that he had become�convinced that he too was mortally ill with tuberculosis. Yet he remained�healthy while Margarete continued to deteriorate. Bellmer�s devotion to his ill�wife was quite compatible with his development of the �doll theme� with�which she colluded, as did his mother and brother. Always attentive, he diverted her during the last illness with games and collages and, when at length�she died, Bellmer constructed a museum In Memory of my Wife Margarete.
His second marriage, to Marcelle Celine Sutter from Colmar, Alsace, lasted from 1942 until 1947 when they divorced after a bitter separation. Twin�daughters were born of this marriage of convenience. As a French citizen,�Celine gave legitimacy to Bellmer, a German refugee from the Nazis. Domiciled in Toulouse, he was suspected by the Vichy authorities of being Jewish.�From 1938, when Bellmer migrated to France, he had romantic relationships�with an English writer, Joyce Reeves and a Romanian dancer Lizica Codreanu,�but only a French wife could avert persecution. From the start Bellmer found�his life with Celine �hellish� and, when asked why he had married her replied:��Because she was the only woman I could never love or live with�.10
Whereas Celine accused Bellmer of perversion, the Bulgarian poet Nora Mitrani was fascinated by his art and began a biography to try to explain it.�Bellmer and Nora lived together in Toulouse during 1947-8, but Bellmer was�uneasy and tried to break out of this relationship in 1949 to move to Paris. Yet�he could not fully separate. His union with Nora is portrayed as a doubling, a�fusion of their persons in a drawing of 1948 (illustrated by Webb, #205), and�there is a startling lithograph of Nora as a severe, dominating woman with�another more serene figure behind suggesting a dual nature. The extra hands�suggest risk of spider-like capture. (Taylor, plate #4; p. 181, where she takes�the doubled figure to be Bellmer, not Nora�s other self.) By 1951, this relationship was over but, as Webb points out, Nora left valuable insights into�Bellmer�s life and art. She wrote: �This destroyer of complacent consciences�lives with an obstinate dream of a childhood love, a love reconquered thanks to�two constantly threatened images, a woman, the faithful but disturbing reflection of his own narcissism, and a child, Doriane, a tiny child, his own, who�has caressed him. These two images merge in order to reveal the veiled features of an intact love pursued by an eternal poetic fanaticism, never attained�because of a continuous retreat into the eternal impossible�.11 Doriane was his�favorite of twin daughters, and the split love of childhood origin is accurate. If�Taylor is correct, Mitrani also introduced the idea that Bellmer�s obscene art�was attempted self-therapy: �a secret need for equilibrium, the urge to create�an imaginary evil from which we may take pleasure within the excesses of�intellectual passion, in order to cure ourselves of the real evil we�re suffer-ing�.12 This is the most useful hypothesis about Bellmer�s art proposed by�anyone associated with him.
Bellmer himself supported this view in �The Image of the Ego� and other brief writings in Little Anatomy of the Physical Unconscious, first published in�1957. By claiming that physical pain can be reduced by counter-irritation in�another location, he implies that the same can be done with psychic pain. If a�toothache can be decreased by digging fingernails into a clinched fist, then any�pain can be �bisected�, �leading from the malaise to its image�. He adds,��Expression with its pleasure component is a displaced pain and a deliverance�.�This is exactly the formula for his art of the doll and other erotic imagery, but�we may wonder, in the context of Bellmer�s actual relations with women, how�much �deliverance� there actually was.13 Bellmer, however, gives little help�with autobiographical revelations. Instead he fantasizes a young girl who is�prohibited sexuality by a repressive society. He writes, �The prohibition of�pleasure being a momentarily indisputable fact, it subsequently compels the�necessity of denying the source of the conflict by erasing the existence of the�sex organ and the area around it. This is achieved by �amputating� it, leg included. Nevertheless, its image remains available to move into the vacant�space, assume a meaning, and thereby cloak itself in a permissible reality�.14�This is what his dolls with missing and re-arranged limbs, visually suspended�between the �real� and the �virtual�, actually mean�they are fantasies of�prohibited desire and hostility projected upon young girls. These effigies of�damaged girls exude the sexuality they are meant to exclude, erasure of sex�giving it perverse emphasis. Belmer found the perfect means of configuring his�avoidant pain by turning it into �a permissible reality�. surrealism sanctioned�re-engineering female anatomy in accordance with arousal, avoidant manipulation and a wish for personal triumph over trauma. But Bellmer�s power�to shock surpassed anything yet seen from the surrealists.
The stark power of Bellmer�s naked disarticulated Puppes arises from the strength of his motivation to invent them. The trauma of his young life seems�to have broken apart and recombined his sense of the normal and rational in�relations between the sexes. He writes, �Let us suppose ... that some events of�an intimate nature had been seen, heard, and felt in such a way that, under the�influence of shock, repulsion and feelings of guilt, the transfer or simply the�initial loss of sight means: �I don�t see anything�, or �I don�t want to see any�more�. Accordingly the eye, ear and nose become in turn a �real focal point��which is necessarily opposed by a �virtual focal point of excitation� such as the�hand or heel�.15 (This is presumably the same traumatic experience narrated�more fully in �Memories of the Doll Theme�, as will appear.) In the passage�just quoted Bellmer�s psychological theorizing shows him displacing trauma�by breaking up and reconfiguring the female body�a strategy of attack, but�also reassembly. In other words, the retaliatory attack is mitigated by restorative repair, however bizarrely wounded the reconstituted creature may appear.�Yet displacement is evasion of the real issue of sensory and psychic overload,�of hyper-stimulation for which Bellmer had been unprepared. The art was his�best response, miscarried repair though it now appears to be. Further remarks�in �The Images of the Ego� about reconciling the contraries of a divided�personality (as Freud showed in dreams) give evidence of Bellmer�s good�intentions. But these were not to be realized by the hyper-sexual imagery of�female body anagrams chosen by Bellmer. Nor did his actual relations with�women turn him in a new direction.
Bellmer�s most disturbed partner was Unica Zurn who was born in Berlin in 1916 and died by suicide in Paris in 1970 after an almost seventeen-year�relationship with Bellmer. Zurn�s father had been a cavalry officer stationed in�Africa and Unica�s mother was his third wife. Unica idealized her dashing,�often absent father while suffering abuse from her mother. As she puts it in her�autobiographical fiction, The Man of Jasmine: Impressions from a Mental�Illness: �Filled this morning with an inexplicable loneliness, she enters her�mother�s room in order to get into her bed and return, if possible, to whence�she came so as to see nothing more. The mountain of tepid flesh which encloses this woman�s impure spirit rolls over on to the horrified child, and she�flees for ever from the mother, the woman, the spider! She is deeply grieved.�16�The revolting spectacle suggests a failure of mothering so severe as to explain�Zurn�s later craving for miraculous signs (including spectral male presences)�to save her from the awfulness of reality. Achieving notice as a writer of�free-association fiction, favoured by Surrealists, Zurn�s prose today reads�more as dissociative, peopled by pathological �alters�, rather than substantial�characters and driven by helpless fantasies of loss, the effects of abuse. Zurn�and Bellmer lived impoverished in Paris in a sort of uneasy creative tension,�what now might be called �co-dependence�, a sort of stand-off of two people�unable to fathom each other�s suffering.
Again, Bellmer could not bring himself to portray Zurn for herself, but had to fuse with her as in Double Cephalopod�Self-Portrait with Unica Zurn�(1955). Here Zurn, sprouting a breast, gives the placental surround of a reposing Bellmer; her smaller head overtops his, and both look out forbiddingly�as if to say: �this is our locked together state, however strange it may seem�.�Therese Lichtenstein sees the picture as revealing �his desire to actually be her,�as he looks out of her body from his position inside�.17 But if Zurn invited a
fantasy of safe containment, she also invited perverse abuse as his feared �other�. Bellmer�s infamous photographs of a headless, bound nude female�body are also of Zurn. In this series of 1958, tightly binding cord grotesquely�distorts her body into an object as repellant as she herself had said her mother�s�body was when she sought comfort. It is as if Bellmer is saying �there�s no�comfort here, and I will punish the rejecting lover-mother�. With the bondage�series, Bellmer�s wish for control over the mother-lover was complete�but it�did not end his pain and fear.
By 1959, Bellmer�s aged mother Maria in Berlin was in failing health, and Bellmer traveled to see her just prior to her death. It is likely that anxiety over�inability to prevent her passing prompted the bondage fantasy, which makes�explicit the intent of doll manipulations. In fact, Bellmer�s entire�re-engineering of the female form can be seen as an attempt to control the�mother�to restrict her freedom while at the same time cherish her as caregiver.�Bellmer was fused with his mother, even toying with the idea that he might�himself be female, but finally he was a heterosexual male, albeit one unable to�accept independent females, having to incorporate them to forestall abandonment. To feel safe from threat of submissive control or abandonment by the�mother-lover, Bellmer counter-controlled females. His reinventing them as�distorted mannequins was self-protective �triumph over trauma�, as stoller�puts it. The dolls, and their erotic sequels, are dehumanized and inert objects,�while Bellmer�s living sexual partners were subject to relentless demands for�safe attachment that he, alone, could manipulate. As has been shown, Bellmer�s women were more or less compliant underlings, made vulnerable by the�psychological damage they brought with them. Except for Nora Mitrani, they�seemed scarcely to recognize the manipulative love-hate system into which�they had been drawn.
Neither did Bellmer recognize it in his autobiographical reconstructions, Memories of the Doll Theme (1934) and The Father (1936), which are our�main guides showing Bellmer�s urge to understand his psychology of�self-defense, yet also his limits of insight. The striking feature, especially of��The Father� is its lack of any mention of Bellmer�s mother, who was the�primary victim of a tyrant husband and father. (Bellmer�s retrospective attack�on his father has misled biographers to think that he alone was the pathological�parent, which may not be so.) Emphasis is on victimization of himself and his�brother, not of their mother who was the continuing caregiver during her�husband�s long military absence during World War I. That the brothers were�anxiously attached to their mother has not been considered, with Bellmer�s�complaint against his father successfully throwing biographers off the track�into fruitless Oedipal speculations. As we will see, it was not so much an�Oedipus Complex that developed as a Laius Complex, with the father Hans�wanting revenge on his son for emotional monopoly of his wife, Marie Bell-mer.
The artist Hans Bellmer (who was given his father�s first name) could not fully see his mother because, by identification, he was his mother. (Yet he did�see to make at least one striking portrait of her, but none of his father. (Webb,�illustration 212 (1954).) Well might his army officer father have been apprehensive about his son�s close alliance with his wife, which was undoubtedly�taken as unmanly. Bellmer�s intensity of feeling for his mother appears many�years later from his reaction to her death in Berlin, where she had lived in�difficult circumstances. Maria Bellmer was an old woman, yet her son confessed: �The desperate fact is that on 22 December 1959 my mother whom I�loved so dearly passed away in my arms. I have lost all the courage that is�necessary to continue living�. This was not melodrama as five years later,�Bellmer was still grieving for his mother so severely that he requested a psychiatric examination: �My depression began Christmas 1959 (death of my�mother in Berlin)�.l8 Why the excessive reaction unless because, life-long,�Bellmer had remained anxiously attached to his mother? Since nothing is�known of Bellmer�s actual pre-oedipal attachment experience with his mother,�it cannot be said that the sadistic string binding of Zurn�s breasts in 1958 is a�direct reminiscence of nursing failure. Other orally aggressive imagery is�identified by Taylor, so it is quite possible that separation anxiety over breast�feeding was the lingering issue.19 If so, he would ever after look hungrily for�the breast, but even this may not be the main issue. The intensity of need for�sadistic control still needs accounting for�Bellmer reportedly remarking, for�instance, that had he not made the dolls he might have been a child murderer.�Such a retaliatory fantasy arises less from feared separation from mother than�from anxious fusion with her.
More of the truth about Bellmer�s childhood, and that of his six-year-younger brother Fritz, emerges from seeing his parents together rather�than singly. It is their pathogenic combination that needs accounting for, if we�are to understand the artist Bellmer�s futile hope that his anxieties might be�counteracted by sadistic eroticism. Overtly these anxieties were about his oppressive father, leading to Bellmer�s rabid anti-authoritarianism, but still more�deeply they were about entanglement with his mother. (Entanglement is the�correct term, meaning confused attachment from which no clear extrication�was possible.)
As the biographer Peter Webb writes, �Bellmer�s mother was a gentle, affectionate and protective woman to whom he remained devoted all his life,�but she was totally dominated by her tyrannical husband. Bellmer�s father was�a brilliant engineer and a keen Protestant whose puritanical and repressive�authority led Bellmer and his younger brother Fritz to fear and hate him�. In a�letter to a friend, Bellmer recalled many years later the oppressive atmosphere�of his parents� enormous house where terror reigned the moment his father�s�boots were heard in the hallway: �Like everyone else, I was born with a very�pronounced need for a sense of well being, for a paradise of permissiveness.�But for me the limits were there in the shape of the �father� and a little later, the��police�. Behind the warm and comforting presence of my mother, I could�sense masculine authority: the enemy, the possessor of arbitrary powers in the�outside world��.20 Unlike the similarly father-oppressed Franz Kafka, Bellmer�could not write a �letter� to his father summing up all the reasons why he feared�him.21 Kafka�s verbalized protest was a healthier reaction than that of the�Bellmer brothers, who mainly acted out their fear: �We learnt at an early stage�how to protect ourselves, and indeed we went further. The thoughts that entered our minds as we gnashed our teeth remained with us as we fell asleep:�rebellion, defence, attack. On his side of the scales he had the heavy fat of a�dead heart and the gut of an arrivist: on our side, we had the inviolate instinct�and the infallible strategy of the untouched child ... It seemed best to tempt the�brute from his position in order to overwhelm him ... The time came�we�studied our strategy ... We attacked tirelessly until he had his first apoplectic fit.�We were unassailable.�22 The heavy-handed German father who evidently had�tried to break his sons� wills had been repulsed.
When Lichtenstein�s translation of the same passage is consulted, a more disturbing picture of paternal abuse emerges: �Every weapon was useful: we�learned how to feign profitableness to the point of becoming scandalousness�(sic), and scandalousness to the point of pathetic timidity. We knew how to�become anything: rubber, filth or glass, iron and copper wires. In fact, were�probably rather adorable, more like little girls than the formidable boys we�would have preferred to be. Yet it seemed to be more fitting than anything else�to lure the brute out of his place in order to confuse him. We even struck him�with a little childlike song when, before his unexpected presence, it quickly�faded through our will. We proffered, in pain, the abusive sneering of broken�glass; we vomited and made everything filthy in a serene foreboding of�acidulous irony and stimulated excitation.�23 What had the father done to�provoke this extreme barrage of defensive strategies? Had he shamed them�with accusations of effeminacy (earlier, Bellmer says his father attempted��abolition of play�); had he, like a military man, tried to drill them into obedience, or had he outright abused them with words or even blows? The possibility of abusive sexual excitation should also be considered. It sounds like�trouble arose at bed time as, in Lichtenstein�s translation, he remarks on �What�we thought of while our teeth chattered persisted until the onset of sleep: rebellion, defense, attack�. Bellmer leaves us guessing as to exactly what went�on, but he never relents, calling his father�s parting kiss a �ruse�. Had the�authoritarianism been less severe, less internalized as lasting trauma, Bellmer�could have said more clearly what it had been. As it is, he had inadequate�language to make a fully intelligible statement.
We may be sure, however, that the Bellmer brothers sought comfort from their �gentle, affectionate and protective� mother, who herself was being tyrannized. The brothers seem to have been feminized by her (becoming like��adorable� little girls). It may thus seem odd that Bellmer the artist should have�become so determined a symbolic abuser of females, manipulating his dolls��anatomy like mechanistic anagrams. Yet it also appears that the dolls are hurt�self-objects, objectifying his own suffering and reflecting back on relations�with both parents. Recent research discloses that abusive men (including those�who fantasize abuse) typically have bad relations with their fathers, less so�with their mothers. The psychologist Donald G. Dutton writes: �To our surprise, we found that the biggest childhood contributors to adult abusiveness�were (in order of importance) feeling rejected by one�s father, feeling a lack of�warmth from one�s father, being physically abused by one�s father, and feeling�rejected by one�s mother. We had expected that the relationship with the�mother would have been the more important. That wasn�t what the data told us.�The picture that emerged from the data was of a cold, rejecting, and intermittently abusive father. The impact of such fathering was to produce a boy with�a poor sense of identity (identity diffusion)�.24
Dutton adds that the wife of an abusing husband is likely to be an inconstant mother, �trying to provide maternal support [to their children] while coping with an abusing husband�. �Unfortunately for their sons, the result was�an alternation between warm �availability� and cold �frustration�.�25 This�would certainly produce �anxious attachment� most likely of the avoidant type,�depending on the mother�s nurturing responsiveness and overall availability.�From Bellmer�s severe and unsmiling self-presentation, his comparative unresponsiveness and social isolation, it seems that �avoidant� is the most accurate description, though of course in the absence of full developmental�information this term is provisional. If �avoidant� (or dismissing of attachment), it follows that Bellmer�s impassive exterior masked pent up hostility,�even rage at being unable to form reliable, constant attachments. Recent research finds that �avoidantly attached adults tend to have an �unrestricted��sociosexual orientation, whereby they become involved in multiple, short-term�sexual relationships characterized by less closeness and commitment [than�securely attached adults]�.26 In avoidant attachment, affect is minimized,�emotional closeness is felt to be dangerous, and change of partner is seen as�protecting against disappointment. They thus �play� at relationships rather�than entering into them deeply, and exercise of control is excessive. With�ambivalent feelings so buried, it is quite possible that �perverse� alternatives�will be sought to �normal� heterosexual romance, marriage and parenthood.
In Memories of the Doll Theme (1934) Bellmer gives evidence for the formation of his hyper-eroticized and perverse interests. Peter Webb calls this�writing �the germ which would mature into the most extraordinary photographic fantasies�.27 We may question how much actual �maturity� there was�in what happened. It is generally thought that the main factor in arousing�Bellmer�s eroticism was encounter with his seductive fifteen-year-old cousin�Ursula. This had occurred at about the time his wife Margarete�s tuberculosis�was causing concern, and it recharged his compulsive fascination with adolescent females. (It would be Ursula who in 1934 introduced Bellmer�s extraordinary doll photographs to the leading Surrealists Andre Breton and Paul�Eluard.) We do not know precisely what took place with Ursula, but it seems�to have been more complicated than straight sex: possibly erotic play in which�Bellmer identified with his cousin�s emergent femininity in a way he could not�with Margarete.
It should not be forgotten that Bellmer had tendencies to transvestitism and cross-dressing, a paraphilia generally known as transvestic fetishism, a condition of male heterosexuals. Lichtenstein points out that Bellmer�s life-long�urge to dress as a female, to wear nylons under his trousers, is allied to his�obsessive identification with young girls and dolls.28 While Bellmer does not�seem to have suffered from acute gender dysphoria, in which he would want to�change into a woman, he did sometimes fantasize what it would be like to be�female, to know the life of a doll �from inside�. Indeed, Bellmer had once�contrived �a succession of six tiny dioramas that encapsulated the artist�s own�fantasies of what young girls desired�.29 Erotic identification with adolescent�girls, together with replicating them as suffering dolls, is evidence that Bellmer�could not fully differentiate himself from his mother. For security he merged�with his long-suffering mother, the innocent victim of a sadistic husband who,�as an authoritarian father, repelled him�there is no evidence for rapproach-ment with his father, let alone for a wished homosexual union. As his mother�seems not to have turned seductively to son Hans for erotic compensation,�Bellmer identified with her female being rather than becoming phobic about it.�He was nonetheless defensively avoidant while identifying with her loneliness�and suffering. So much is evident, yet more would need to be known about�early irregularities of attachment to be entirely sure about causality.
But this does not tell us much about a specific trauma over which Bell-mer�s perverse creativity attempted to triumph. The best account of one is found in the curiously allusive and oblique Memories of the Doll Theme. Had�Bellmer been able to assimilate and understand what had actually happened in�this youthful episode with girls, he would have been able to report it in much�clearer language. As it is, he conveys only indistinctly the intensity of sexual�anxiety which helps to explain the compulsive repetition with which his doll�art unfolded. The dolls were the final objectification of repeated attempts to�capture in inanimate objects Bellmer�s confused adolescent sexual arousal.�That there had been trauma is shown by the hostile reprisal Bellmer admits�towards the dolls, �when their charms were captured rapaciously by the conscious gaze: when with aggressive fingers, grasping after form, slowly,�part-by-part, that which the senses and the brain had distilled emerged�. His�purpose in fabricating the dolls had been �creating beauty and also distributing�the salt of deformation a bit vengefully�. But a hint of passive identification�with �her limitless submissiveness� being �reserved for despair� is also present�while he speaks of �the final triumph of the young maidens, with their large�averted eyes�.30 This is ambivalent cherishing and reprisal, inseparable in the�images Bellmer had created as containers for anxiety. Earlier attempts to�contain anxiety in magical objects had been less successful: �black Easter eggs�decorated with doves and rings of pink sugar� or �a single colored glass mar-ble��images �to stretch the imagination towards something clearly unset-tling�.31 (The marble offered �an interior view�, of female sex, as may be seen�in the oil painting Die Puppe (1934) of a dismembered doll in a kind of ecstasy�to which this passage alludes (Taylor, plate 1).)
And what had been �clearly unsettling� if not feelings about girls� games Bellmer tries to reconstruct with a sort of faux-ineptitude, claiming his language incapable of �such intricate things�. Some giggling girls, acting in�collusive secrecy, mesmerized young Bellmer with their sexuality. The traumatic moment seems to have come with �what trickled down from the attic�stairs, through the cracks of the door, from playing doctor�something like a�raspberry schnapps enema�. Schnapps is an alcoholic beverage, but the suggestion is of menstrual blood accidently released by �playing doctor�. Bellmer�will not say exactly what he saw, commenting only that it �was not without�appeal, even enviableness�. And he adds, �in view ofjust the legs of such little�brats, no one would have remained without some suspicion�. He seems to have�seen an issue of blood from between the legs of one of the �little brats�, a�traumatic shock from which he never quite recovered. What follows denigrates�the girls calling them �knock-kneed�, �stumbling about like young goats�,�while inspecting the curvature of their legs. Thereafter, legs became an obsession of Bellmer�s doll constructions�detached legs resembling artificial�limbs having a fetishized life of their own.
The girls� game is unspecified, �But amazement was endless when they unexpectedly pulled themselves up and in impudent play tried out their suspension with runaway hoops, finally hanging naked from open embroidery and�loose folds, in order to savor idly together the aftertaste of their game�.32�Hoops, detached legs and frills are the well known motifs of Bellmer�s most�arresting fetishistic art of the mid 1930s. He was trying to construct a visual�language by which to convey wordlessly the impact of witnessing girls� games�for which words were inadequate. Fascination vied with shock and horror as�he assembled images to counteract feelings of being only �a thoroughly�common youngster whose muddy pants and muddy shoes were grossly exaggerated in size when seen in the light of disenchanted self-contemplation�.33�It seems that the girls were adolescent with Bellmer just entering puberty.�Being especially impressionable at that age, he was easily disenchanted. The�event was psychologically catastrophic because Bellmer�s idealizing view of�the feminine, formed by identification with his submissive mother, had been�violated by the crudity of young girls� sexual games. He was simply unprepared for what he saw, and had to contain the shock in art. The shock was intensified by identification with the girls, a revelation of his sexual ambiguity.
(The definition of trauma is a shocking event, or successive events, for which integration into one�s existing psychological organization is not possible.�Typically, traumas are misprocessed in memory, with recollection impaired.)�His comment is �the memory of them left behind too many desires that�gnawingly and persistently began to circumscribe a certain goal�. The goal�was in part for an �objective correlative� to the trauma, to transform �desire for�their charm into destructive or creative activity�.34 Since he could never decide�which, it had to be both love and hate for women in the quest for a synthetic�triumph over trauma.


Misdirection of Play
So far no biographer has reconstructed these traumatic events beyond Bell-mer�s own enigmatic account. Webb had no further information, writing only about excitement �to be found in the secret garden, now visited by young girls�,�later to be turned into black Easter eggs and other desired objects. He speaks�also of �those difficult, exciting years of adolescence, when his games with his�little girl friends were sowing the germ ... of the most extraordinary photographic fantasies�. It is only in Webb�s slightly different translation of a passage from Memories of the Doll Theme that he makes more explicit than�Lichtenstein�s the likelihood that Bellmer�s traumatic encounter had been actively sexual on his part as well as the girl�s: �Nor was bitterness lacking when�one of these supple dolls deigned to lower herself to the level of our world,�when in the dark mazes of a dwelling made of chairs, crates, ironing boards�covered with sheets, the heart was caught beating. Indeed, it was implied that�one was not the first to have certain fugitive contacts ...�.35 So the girl was�sexually experienced, initiating the youth Bellmer into intimacy for which he�was unprepared? Yet Webb makes nothing of this, any more than he does of�the later almost certainly sexual encounter with Bellmer�s cousin Ursula. He�simply writes, Ursula �was fifteen, and seemed to be the reincarnation of those�girls who had played with him in his secret garden ...�.36 No biographical�headway is made, any more than interpretation can be confident of what these�fugitive encounters with girls actually meant to Bellmer. Webb does not provide, nor do the more insightful Taylor and Lichtenstein supplement, a full�narrative of the events Bellmer himself only began to write. No doubt yet another translation of his formulation would reveal more, as would a sentence by�sentence critical reading. But in the absence of such work, the observation�remains that Bellmer was never master of his experience to the extent of being�able to state it clearly, either in word or image. Nor, in the absence of clarity,�could he find the right combination of poetic images to make him want to�sustain the effort of a full self-portrayal. He was not a W. G. Sebold able to�free-associate into fiction the memory fragments that form into an account of�life that is almost beyond grasp. The horrific lives of creative persons in�twentieth century central Europe and Germany are indeed amenable to the�reflective representation that gives them meaning. But such examples are rare�and Bellmer never thought of himself as a writer. We wonder how much�headway towards comprehending feelings, and their integration, he could have�made with Werther-like confessions and smatterings of theory of psychopathology from Lombroso and Freud as guides.
Bellmer had other less helpful guides. His long-term creative endeavor narrowed and perverse sexual obsessions intensified as he absorbed writings�by the Marquis de Sade and Georges Bataille. If anything his illustrative art,�following such perverse literary texts, became less exploratory and humane in�the sense that the dolls� pathos vanished. The dolls� touching oddity gave way�to hard pornographic illustrations to Georges Bataille�s Histoire de I�Oeil�(1947)�deft in draughtsmanship but too transgressive even for Surrealists,�including Andre Breton. Bellmer seems to have been in thrall to a writer given�to producing shock, revulsion and disgust, with a tendency to link sex with�murderous violence.37 The six engravings for Bataille�s book unfortunately�allied Bellmer�s interest in pornography to his art, limiting its ability to grow.�The illustrations deflected him from following the compassionate theme that�flickers in the background of his identification with the dolls. instead of exploring more deeply his conflicted feelings for the dolls, Bellmer�s work became sexually explicit, including prurient photographs of female genitals.�citing biographical reasons in stressful events for heightened eroticism is�helpful, but it does not change the distorting, damaging and morbid images of�human sexuality to which Bellmer turned.38
Bellmer was never dedicated to cruelty as, for example, was the Nazi concentration camp doctor Josef Mengele. He was evidently not a physical�abuser of women, seeming to suffer with them rather than deliberately cause�bodily suffering. But punitive, even sadistic, tendencies are obvious. The 1958�bondage photographs of Unica are explicit attacks on the female form, painful�for her to endure and repulsive to look at. No doubt they were made with her�cooperation, and we cannot gauge her own masochistic wish to be punished by�restraints. Yet Bellmer was their perpetrator, as he had been the dismemberer�of dolls and other such symbolic acts of anxious avoidant revenge. He was not�a Nazi torturer (being a declared anti-Nazi), but much the same impulses as led�to concentration camp torture and death of prisoners are found in Bellmer�s�psychology. The disconnected, �thrown� female dolls� legs of the early 1930s�are uncomfortably like the piled bodies from extermination camps a few years�later. They too are medical (surgical) �experiments� of a kind, lying far outside�the accepted realm of art. A necrophiliac death theme appears in certain of the�doll photographs of 1935.39 In this sense, Bellmer was prophetic but in a particularly horrible way he did not himself wish to understand.
A sort of group fantasy contagion may be detected, �using� the artist as its conduit. Bellmer�s art caught gynophobic signals from pathological German�society and culture. It caught this anxious, fearful and punitive transmission�because he was psychologically prepared and technically ready for the task.�As the rebel son of an authoritarian officer class father who was an abusive�husband, Bellmer could not avoid emulation; discipline and arbitrary punishment were in his blood. There may have been an ambivalent Oedipal theme�at work, but much more Bellmer seems to have been oppressed by the feminizing alliance with his mother which, while it allowed him heterosexuality,�yet so restricted his feelings to the avoidantly narcissistic that he had to enact�resentment. Sexual over-stimulation at the seductive hands of young girls in�Bellmer�s adolescence, girls with whom he seems to have colluded, left him�edgy and resentful�a trauma, though named, was never overcome. (This is�recorded fact, without needing to hypothesize �primal scene� trauma to explain Bellmer�s overstimulation.) His cousin Ursula�s precocious sexuality�contributed further overstimulation. Like his mother, Bellmer was a victim of�punitiveness and, while repelled by Nazism, it gave him a powerful hypermasculine retributive theme to work out on the female forms he invented. This�became a desperate, life-long obsession with damaged females, reinvented in�many guises, but never understood, mourned, integrated and relieved. The�quality of art inevitably suffered from chronic punitive and narcissistic misuse.
The point is that Bellmer�s creations advance the cause of art less than they may seem to do. Art needs to be reflective upon (not just representative of)�such obsessive wishes. Art that does not see itself impedes and sometimes�degrades the creative urge. Time and again Bellmer registers missed opportunity, his art becoming so hermetically sealed that no other imaginative life�could enter. As Unica�s mental health deteriorated, Bellmer�s art fixed itself in�despairing cynicism and he seems unable to have devised new images to assess�the state of their lives. There were no more self-probing double portraits to�show the final stages of their fusion and separation. He must have realized�regarding Unica�s and his own plight that there could not be, and perhaps never�was, a rewarding art of sexual �liberation�. His alcoholism said as much, and�his health deteriorated.
Thus little is to be gained by talking about doll art, and its sequels, as reparative, or about Bellmer�s lifetime of endeavor in art as having a successful restorative or redemptive function. Other doll art tells us about moving its�makers in productive directions. Some artists who felt destructive towards�dolls have made much more of the opportunity for insight. In D. H. Lawrence�s�autobiographical Sons and Lovers (1913), where the hero Paul Morel is a�mother�s boy who hates his father, the �sacrifice� of a doll is tellingly symbolic�of Paul�s developing ambivalence towards women. The doll Arabella, belonging to his dominating sister Annie, receives his boyish resentment when��he jumped crash into the face of the hidden doll��covered in the sofa. Annie�was appalled but forgave her brother who, a few days later, said ��Let�s make�a sacrifice of Arabella.� �Let�s burn her�. Lawrence writes, �So long as the�stupid big doll burned he rejoiced in silence. At the end he poked among the�embers with a stick, fished out the arms and legs, all blackened, and smashed�them under stones.� ��That�s the sacrifice of Missis Arabella,� he said. �An��I�m glad there�s nothing left of her��.40 When thinking back on this passage�early in the novel, the perceptive reader (along with Lawrence himself) sees it�to be a precursor of Paul�s lengthy troubled relations with women, from his�mother to his lovers: all become sacrifices, in one way or another, to�Paul/Lawrence�s erotic ambivalence.
In his biography of the English child psychoanalyst D.W. Winnicott, Brett Kahr writes of a similar incident, in this case illustrating symbolic destructiveness and �repair� of a doll in a degree that eluded D. H. Lawrence.�Winnicott, an analyst of genius who was something of an artist, championed�the child�s developmental use of a �transitional object�, a blanket or a soft toy,�and he invented the therapeutic �Squiggle Game�. Winnicott theorized that,�subsequent to the mother�s breast, the use of such objects prepared for later�creativity. Kahr writes: �Young Winnicott had a transitional object�a special�possession of childhood: a doll called �Lily�, which had belonged previously�to Kathleen, the younger of his two sisters. Violet and Kathleen also owned�another doll, named �Rosie�, and at the age of three years Donald smashed�Rosie�s nose with a croquet mallet, possibly in a symbolically rivalrous attack�on one or both of his sisters. Frederick Winnicott [their father] used a number�of lighted matches to warm up the doll�s wax nose, and he succeeded in remodeling the face. This episode seems to have left a profound impression on�Donald providing him with an experience of being aggressive without ultimately being destructive..�41 Winnicott is said to have learned deeply from�this episode about the inevitability of aggression and the value of surviving it�safely, with the possibility of �repair� of damage to symbolic objects always�at hand. The perpetrator of such aggression needed to understand its origin,�seeing sacrifice, such as that of the doll, as a function of misaligned relationships and not as a simple misdemeanor. Winnicott came to the idea of �play��as creative, and indeed �reparative� through this and other episodes from his�own childhood.
Such insight appears never to have come to Bellmer, who was too narcis-sistically locked in to his created objects to see their origin in his own compromised childhood. As far as is known, Bellmer never had a personal analysis (though, like many Surrealists, he was aware of Freudian concepts and terminology). Nor, as noted, did Bellmer think of himself as a writer driven by the�power of narrative into explorations of sexual attraction, avoidance and punitive reprisals against women. Bellmer never fictionalized his romantic hopes�and misfortunes, typically regressing to pornography when the stresses of life�threatened to overwhelm him. When he wrote the short autobiographical essays, it was almost as much to obscure and mystify his feelings than to bring�them out clearly for examination to decide what they meant.
Bellmer left a bizarre legacy of distorted and dismembered female imagery that needs to be referred to its psychological origin to be understood. He regarded the dolls as �the remedy, the compensation for a certain impossibility�of living�, in other words as potentially reparative objects; but this they could�not be.42 By themselves the dolls, and subsequent erotic images, are disturbingly symptomatic and confusing, if not repellant, to many viewers. Art historians accurately place Bellmer�s erotic and misogynistic imagery in its�context of influences, citing artists from Matthias Grunewald to Gustav Klimt�and Oskar Kokoschka, along with Offenbach, Freud, the Surrealists and others.43 The horrific social history of Nazi Germany is rightly given as the larger�context for Bellmer�s art, but without a convincing personal psychology his�imagery makes little sense.
While admittedly early developmental information for Bellmer is less than we would wish, it is enough to sketch a psychopathology of abuse-caused�trauma that indicates reasons for the limits of his creativity. By studying his�first attachments, the constraints of his parenting by an absent, then threateningly dominant father and a passive, feminizing mother, the urgency and direction of his creativity begins to emerge. (Had Bellmer not had a brother with�whom to scheme against the father, things would surely have been worse for�him.) That Bellmer�s rebel self often functioned at the limits of adaptive capacity should be clear. With urgent over-stimulated sexuality, he was left with�little latitude for using the liberating discoveries of earlier European and other�art�nature, landscape and spirituality from world religions. The capacity of�earlier art and literature to free imagination was lost on Bellmer who, among�the first acolytes of technology, implemented his obsessions as an engineer�might design a structure. It is no accident that much of his writing effort went�into the technicalities of the �ball joint�, thus deflecting from the more demanding psychological conflict from which he suffered. Had he been an actual�patient of Freud�s, he might have become another celebrated �Little Hans� or��Wolfman�. His imagery would have been converted into a coherent �story�,�leaving fewer disturbing artifacts of the unconscious.
Bellmer�s dolls end up static, not dynamic in an emergent discovery of feelings and wishes. The eroticism, leading to pornography, of his later astonishingly accomplished drawings and paintings is also static. There are no�evident stages in a pilgrimage of self-understanding. Obsessional fetishism,�ringing the changes on a single theme, stifles itself in obsessive repetition,�ending in futility and despair. Bellmer�s art which had set out to �triumph over�trauma� triumphed over nothing, albeit showing remarkable variations on the�theme of exhibiting avoidant anxiety about women. If his production improved�mood control, helping to avert depression, it was through pride in technical�mastery of which Bellmer could be confident. He never met a technical challenge that could not be surmounted. Yet, his art does not lead in a productive�new direction in understanding relationships, and his followers have been few.�Bellmer remains a creative artist manque, whose urge to repair psychological�deficits should be honored while regretting the fatal stoppages of creative�imagination. It may be unkind to call his art a dead end, a pathological�cul-de-sac, but that seems justified when the promise of insight from doll-play�was so great.
To speculate, what might Bellmer have done to escape his imaginative impasse, to free up imagination for other possibilities? Of course every artist�benefits from exposure to the historical art in his own tradition and in that of�other cultures, along with their religions and literatures. But specifically�Bellmer�s own German culture offered examples of creative �play� (in the�sense that Winnicott later spoke of it) freeing up, and enriching fantasy, so that�it did not become entrapped in solipsism. A key example is Hermann Hesse�s�novel Steppenwolf (1927) in which the protagonist Harry Haller is, at least�partially, freed from entrapment to punitiveness towards women by undergoing a series of releasing fantasy exercises in a magic theatre. Following the�teachings of C. G. Jung, Hesse accepted art as therapy, using �active imagination�, which he successfully pursued in highly acclaimed fictions and essays.
Perhaps the richest and most rewarding example of visual art as �active imagination� (a main feature of Jung�s prescription for mental health since��active imagination� engages healing archetypes) is that of the Swiss-German�Paul Klee. Klee, a Bauhaus master craftsman in line, form and colour, developed playful fantasy beyond anything previously known in modern art. Klee�could �take a walk with a line� without worrying where it would lead him. He�became a natural and unostentatious master of graphic magic and wonder; in�addition to art, his writings and teachings inspired others and continue to do so.�Klee was also a puppet-maker and performer, well aware of their expressive�value. His astonishing ability to invent alternative imaginative worlds that�absorbed and dispelled the anxieties of life is perhaps not to be expected of�most artists, but the example was available to Bellmer had he wanted it.
Even if Bellmer had stayed with the doll theme, he might have enriched and diversified his punitive fantasies by turning the dolls into active, speaking�presences.( Bellmer had long been sensitized to the symbolic uses of �objects�,�the imagination-inducing �transitional objects� of which Winnicott speaks. As�early as 1931, Bellmer�s mother had sent him the toys from his childhood, and�these could well have started productive free-associations to traumatic pain.44)�He might have made his dolls into animated puppets (even those dolls appearing to be dead), to walk, talk and speak from their hearts what it felt like to�be in such predicaments. They would speak of their excitements, fears and�sorrows, about their maker asking what might be his motives in bringing them�into being, only to dismember them They would, in other words, become�therapeutic voices in a marionette psychodrama that brought out both sides of�the story�that of victims and victimizers�and would reach into the developmental reasons for why this was happening. Their voices could speak for the�trauma-caused dissociated doll �alters� protectively devised by the psyche.�They would thus require lines from Bellmer himself, a script filling out his�narrative of traumatic pain, hope and despair and, possibly, renewal of hope.�(of course a skilled therapist would have helped to unfold the sadistic addic-tion45) Nevertheless, if the dolls could enter into dialogue with their maker�much would have been revealed. Bellmer could then have written a fuller,�clearer and connected narrative about himself and his parenting. If so, art�would certainly have assisted in easing his pain, moderating his obsessions and�demystifying imagery that remains troubling to witness.
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44. ���Taylor, pp. 33, 201; Webb, p. 26.
45. ���See, for example, L. Gerity, Creativity and the Dissociative Patient: Puppets, Narrative�and Art in the Treatment of Survivors of Childhood Trauma (London: Jessica Kingsley,�1999).
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Desire and Avoidance in the Paintings of
Balthus
I�m for beauty at a time when beauty is unappreciated. Dostoyevsky said, �Beauty will save the world�.
�Balthus, Balthus in His Own Words, p 7

Behind the Curtain
Balthus (Count Balthasar Klossowski de Rola 1908-2001) seems a much more humane artist than Bellmer and, by comparison, might be called a humanist.�Yet, strangely, Balthus celebrates young girls while avoiding their personhood.�His erotic paintings are studies in avoidance, albeit less punishing than Bell-mer�s mechanization of female flesh. Desire for young girls combines with�establishing safe distances from them. Girls are observed, but they do not�advance towards the viewer; they do not invite approach or touching. They are�indeed �untouchables�, static female effigies of some nameless attraction that�is also avoidance. Eroticism is held in suspense as if the female part of humanity inhabited a different sphere of life needing the protection of an artificial�theatrical setting. Occasionally Balthus�s young females are in relationship�with males, other females, diminutive figures or cats, but the most arresting of�them are solitary, remote and disturbing. Balthus is no bionic engineer of the�female body like Bellmer, nor does he remotely approach Picasso�s misogynic�degree of dismemberment and reconfiguration of female portraits; but viewers�are apt to find Balthus� paintings more hauntingly disturbing. Bellmer and�Picasso are so extreme in their distorting inventiveness that the results can be�dismissed as simply bizarre, but Balthus is a classicist and realist accommodating to every-day reality. They are �real� in the sense that ordinary people�perceive each other, yet they seem constrained by some pathology of which�Balthus was not fully aware or, at least, was unwilling to disclose.
The first thought is that Balthus was a sort of pedophile, not so much seeking children as young females just entering adolescence. Pubescent girls,
developing the outlines of womanhood, are Balthus�s speciality, the state of femaleness he so eloquently insisted upon in painting. They look like an �obsession�, something happening in the mind for which visual equivalents were�repeatedly sought. Girls, not mature women, preoccupied Balthus all his life,�and there is reason to suppose that adult sexuality did not much appeal. He�confessed, �I could never paint a nude woman. I find the beauty of young girls�more interesting and perfect than women�s. They embody becoming, a�pre-being, in short they symbolize the most perfect beauty. Woman is a being�already ... whereas the adolescent ... hasn�t yet found her place. A woman�s�body is generally too defined; a girl�s body is more beautiful. ... Young girls�are sacred, divine, angelic beings�.1 We will note comparison with Vladimir�Nabokov�s Lolita, vehemently denied by Balthus who felt that his public altogether misjudged him in the matter of erotic preoccupation with young girls.�His plea was for a spiritual reading of these creatures, an idealization perhaps�more suspect than convincing.
�Angelic� is not a real assessment of young girls unless you don�t know them, observing only from a distance. Nabokov was far more astute in showing�the self-centered, bitchy and demanding aspects of the young girls obsessing�Humbert Humbert. Balthus spiritualizes them in words, but that is not what his�pictures reveal of his feelings. There are no rapturous idealizations of sexual�partners such as Picasso painted at the beginning of affairs only for them to�collapse into misogynic dismissals. Balthus�s adolescent females are uniformly distant and self-possessed, even waxen icons, exuding more foreboding�than allure. They are more nearly the products of voyeuristic fascination in�which there is no sexual activity than they are pedophilic prey in which under�aged females seem to invite assault. What these feelings were and why they�occurred are questions arising from what can be gleaned from Balthus�s biography. Of what �story� are they a part? They belong to the life-story which�Balthus rigorously excluded from painting, saying: �the artist must not become�a storyteller. The anecdote should not exist in painting. A picture or subject�imposes itself, and it alone knows how profound and vertiginous it is. Nothing�happens in a picture, it simply is ...�.2 Such denial should not prevent us from�asking about the larger �story� surrounding Balthus�s preference for relatively�defenseless young girls over experienced women. What was he affirming and�what avoiding by isolating, captive in frames, images of desired but unapproachable posed girls? If these images so disturb viewers by arousing the�anxiety of sexual fascination and alienation, they must mean something worth�knowing about Balthus�s masterful productions. He was often called the�greatest painter of his age, yet with the qualification that disturbing subjects are�at odds with displays of exceptional skill and perseverance that he demonstrated in following the great historical painters he admired.

Evasion
Balthus�s eroticism aligns to some extent with that of a pedophile. His skill at picture-making turns fantasy into seeming reality, a pedophilic pictorial reality�to be examined more closely. Yet a cautionary note is necessary. Because�Balthus obsessively drew and painted young girls does not mean that he took�sexual advantage without their consent. several of his relationships with�adolescent models will be considered, and he did not as a rule choose as subjects very young female children. From age eighteen Balthus would, however,�watch them with fascination, although we do not know the ages of girls about�whom he told friends. He would �as discreetly as possible observe schoolgirls�playing on the Piazza Santa Croce. He would sketch these girls at night.� �He�would �amuse� himself enormously by making little girls jump over a rope and�studying the acrobatic pirouettes they would perform in the process�.3 Balthus�s biographer Nicholas Weber never labels these or other voyeuristic acts�those of a pedophile, which would tend to discredit Balthus�s paintings, but he�does comment that the paintings� aristocratic detachment is a �pose�, to �cover�an obsession�.4 Labels are invidious damaging an artist�s painterly�accomplishment, so Weber puts it that Balthus�s obsession with young girls is�really a re-enactment of his own narcissistic plight when his mother Baladine�was having an affair with the poet Ranier Maria Rilke.5 There is surely�something to this, but it does not account for the vignette of the Balthus-like�boy�s attack on the girl in The Street (1933-35), which Weber also wants to see�as a narcissistic attack on the self.6 While Weber sees the attack vignette as the��essence� of Balthus�s �lifelong attitude towards women�, he will not concede�that the hostility of rape may be present. Balthus�s need to dominate all females nonetheless centres on pre-adolescent girls, not on his age-mates, so The�Streefs incident, disturbing though it is, remains atypical. We should try to�decide to what extent Balthus�s voyeristic will-to-control young girls by�painting them in often odd poses was pedophilic. Yet, as Balthus well knew,�attempts at diagnosis can undermine creativity with a kind of reductionism that�devalues actual pictorial achievement. It is never certain that a just critical�balance can be struck when thinking about Balthus, the elusive master of�paradox.
Balthus was among the most clever of recent artists to insist upon separation of artistic product from its producer, other famous upholders of this dogma being T. S. Eliot, D. H. Lawrence and Joyce Carol Oates, the latter providing�a depersonalizing introduction to Balthus�s Vanished Splendors. Oates quotes�his telegram of 1965 to the director of the Tate Gallery on the occasion of a�retrospective: �Balthus is a painter about whom nothing is known. Now we�may look at his paintings.�7 She realizes that such disclaimers have the opposite effect of whetting curiosity about private life. We might add that noting�excessive secretiveness, as commentators on Balthus invariably do, may encourage unfair psychological imputations such as that of pedophilia. The pedophile is typically a clever evader, secretive about his own childhood; if he�writes of it at all it will be with guarded selectivity, rather than open inclusive�narrative. Indeed Balthus calls his short memoirs �brief meditations, in the�style of Montagne�, or �essays� that are �not the product of any testamentary�concern� but assessments of �certain moments of my life, which have defined�and distinguished it�.8 In other words, he will pick and choose what episodes�to tell, and is under no obligation to reveal levels of affect surrounding them,�let alone recover those he has suppressed. Rational control remains supreme,�with feeling largely excluded. Yet feeling is what we want to know about as it�is paramount in choice of subject and its handling in painting. Vanished�Splendors (the very title derived from Lewis Carroll) is a maddening contrivance of selection, pruning and avoidant distancing of the emotions that�must have coursed through such as life as Balthus�s. It is a highly selected and�edited work of �keeping up appearances� by an artist in old age whose lifetime�accumulation of paintings and drawings testifies to motives left unexplained.�In a moment of candor he confessed of himself in youth, �What mattered was�to believe in myself, and bring to light what was obscure stammering and�trembling�.9 This is the first sentence of a narrative he chose not to write�probably because true emotion had been so long suppressed, overlaid with�self-serving aristocratic claims, that the story of shifting feelings was virtually�lost. But suppressed affective information from one�s personal history of attachment is never fully lost and, if given a chance, as in painting, it will begin�to leak, and then flood, back. Another autobiography or memoir is written in�visual language, whether the subject wants it or not. If he censors, or�over-controls, the creative act, his paintings will never achieve �beauty�, as�Balthus insisted they must at the moment of completion. There is no denying�that many achieve a bizarre beauty, controlling emotional dissonance if not�quite transforming it as could happen by applying the insights of psychoanalysis.

Dangerous Play
Do the criteria of pedophilia apply to Balthus? The pedophilic paraphilia is a �love map�, as John Money calls it, that is not chosen but comes about developmentally for reasons that often can be ascertained.10 In The Child-Lovers�Wilson and Cox note that heterosexual pedophiles are likely to be �situational�offenders� rather than committed child-lovers and that they are often married�men with children of their own and likely to commit offences with daughters�or with near relatives.11 The pedophile attempts to establish �social dominance� over under-aged (and sometimes older postpubertal) girls; interviews�elicited �many direct admissions from our subjects that they found children�easier to approach than adults�.12 As to parenting of pedophiles, �Responses to�our questionnaire yielded the classic picture of the domineering, overprotective mother and weak or absent father that has so often been implicated,�theoretically and empirically, in the origins of homosexuality and other sexual�disturbances. We also noted a tendency for our pedophiles to produce more�negative descriptions of their parents (particularly the father) than did a normal�sample of men�.13 Fathers are said to be remote, aloof and distant (in other�words, avoidant); while mothers are typified as domineering, over-bearing and�strong-willed, along with being overprotective, possessive and suffocating�in�other words, given to inducing avoidance in their sons. Some pedophiles��claim that they are seeking to reconstruct vicariously a more beautiful�childhood experience by bestowing warmth and love on their child partners�.14�Furthermore, childhood isolation and a sense of inadequacy are typical of boys�who become pedophiles, possibly especially of those who develop utopian�esthetic fantasies of �untouchable� young girls. Religious inhibitions of�sexuality can produce alternative seemingly sexless pseudo-religions of �angelic� adoration which �avoid� true male-female engagement. However this�may be, research indicates that �the majority of these men [pedophiles] were�indirectly hostile, suspicious and guilt ridden�.15 They are canny and evasive�about their sexual disorder.
This picture is consistent with that of perversion offered by the psychoanalyst Robert J. Stoller. Stoller�s general theory is stated as follows: �Perversion, the erotic form of hatred, is a fantasy, usually acted out but occasionally restricted to a daydream (either self-produced or packaged by�others, that is, pornography). It is a habitual, preferred aberration necessary for�one�s full satisfaction, primarily motivated by hostility. By �hostility� I mean�a state in which one wishes to harm an object; that differentiates it from �aggression,� which often implies only forcefulness. The hostility in perversion�takes the form in a fantasy of revenge hidden in the actions that make up the�perversion and serves to convert childhood trauma to adult triumph. To create�the greatest excitement, the perversion must also portray itself as an act of�risk-taking�.16 Stoller adds, �My hypothesis is that a perversion is the reliving�of actual historical sexual trauma aimed precisely at one�s sex (an anatomical�state) or gender identity (masculinity or femininity) and that in the perverse act�the past is rubbed out. This time, trauma is turned into pleasure, orgasm, victory. But the need to do it again�unendingly, eternally again in the same�manner�comes from one�s inability to get completely rid of the danger, the�trauma�.17 An additional comment should be noted: �In [every perversion] is�found�in gross form or hidden but essential in the fantasy�hostility, revenge,�triumph and a dehumanized object. We can see that someone harming someone else is a main feature in most of these conditions.�18 The basic fear, produced by trauma or overstimulation, is that the young male �will not be able to�remain separate from mother�, and that merger with her will nullify his masculine existence.19 The perversion (whichever it may be) becomes a desperate�strategy of psychological repair of gendered self, a repair created by fantasies�of controls and punishments inflicted upon women.
To what extent does this apply to Balthus and his work? Are not his portrayals of girls covert and insidious attacks upon their personhood; aren�t the models more like puppets than real people, and isn�t there a compulsive repetitiveness about this thematic preoccupation? Perhaps a case for symbolic�triumph over trauma can be made for Balthus� paintings, but what then was the�trauma? As Weber writes of Baladine, Balthus�s mother, �She worshipped�Balthus: �This child is marvelous and braver than a grown-up...��. Further, she�is quoted, �My sons were my school and my pleasure and I was their playmate.�When [the poet] Rilke came, we were four happy children�.20 The biographer�s�interpretation is also telling: �Baladine, in the pivotal years of her son�s adolescence�the period of life that has been the obsessive theme of his art ever�since�was both attached to the boy and completely distracted because of her�romantic obsession with Rilke. Balthus was her genius, her companion, and�the puzzle preoccupied her, yet she was even more obsessed with someone else.�One suspects that her beloved son was, for all his closeness to his mother�s�lover, furious.�21 Admittedly speculative, this is a possible formula for erotic�attraction-avoidance. Weber sees Balthus� interest in teenaged girls as fusing�his emergent self (from age eleven) with his passionate mother in the era of her�affair with Rilke. The girls are thus �self objects� but also alluring external�persons who reflect the danger of abandonment by mother. They belong to an�emotionally charged adolescent �theatre� of nearly unbearable excitement and�fear.
It is impossible to be precise about actual traumatic experiences suffered by Balthus (and his older brother Pierre, an intellectual artist with perverse�interests following the Marquis de Sade). Overstimulation combined with�feared abandonment by mother can be documented, yet there are likely to be�sceptics who want still more facts together with evidence of traumatic results.�This is admittedly the limitation of psychobiography�the most challenging�subjects often being most adept at covering their tracks. There are also confounding influences such as the role of Balthus�s Scottish nanny, and the�possibility that he was sexually overstimulated by Rilke himself, who took an�inordinate interest in the talented boy. For Balthus the psychobiographer lacks�a traumatizing �cousin Ursula�, as is recorded by Bellmer himself, with Balthus having been successful at hiding all such evidence. Weber comments: �As�young men, both Balthus and [his brother] Pierre developed consuming obsessions, yet they are determined that no one find out too much about their�origins�. The secrets of their home, �that flat in Geneva will probably never be�unlocked�; while the psychological effects are obvious, �there may have been�something more�, he writes without further disclosing his suspicion22. Cleverly (sometimes indignantly) evading enquiry during his lifetime, Balthus�provoked would-be psychobiographical reconstructions. He himself is responsible for the hypotheses that stand in place of solid reconstructions.�Psychobiography must thus proceed by looking for the �best fit� of theory to�withheld and distorted biographical fact. The pictures tell us most, being the�locus of defensive avoidance of the very femininity that bedazzled the young�Balthus while filling him with anxiety.

The Painting Game
Admirers of Balthus�s paintings may not agree on levels of attraction-avoidance in each example of his work. Most judgments of the degree of defensive distrust of women are subjective, but a few examples are beyond�dispute. Among those that by consensus contain menace is the disturbing�Guitar Lesson (1934) which, by Balthus�s own perhaps not altogether trustworthy account, is a study in Lesbian desire and cruelty. The healing music�implied in this painting containing piano and guitar (Balthus was passionately�fond of music, especially Mozart�s) is marginalized , giving centrality to an�erotic assault by a teacher upon an adolescent girl student, sadistically �playing� her as a sexual instrument. Sabine Rewald claims to have shown that a�painting by Eugen Spiro, Balthus�s mother�s brother, is of the teacher Baladine��offering her son an Oedipian sexual experience through transposed persons�,�in fact raping her/him.23 Was this the adolescent trauma from which Balthus�recoiled? His identification with the young girl is necessary to Rewald�s theory,�and we also need to account for the 1949 drawing Etude pour La legon de�guitare in which a grown man savagely holds captive in his teeth a naked�young girl with a cloth around her middle. This drawing, in fact made long�after the painting, reverses gender in the sadistic attack as if to say that the�grown victim has decided to take revenge on an innocent young girl for the�crime inflicted upon him in adolescence. As Weber writes, �The object of�humiliation in this canvas�the girl on the teacher�s lap�is the prototype of�the character Balthus would continue to subjugate, albeit far more subtly, for�the rest of his painting life�.24
Weber�s conjecture aligns with Stoller�s idea of perversion being a �triumph over trauma�, a way of symbolically transforming sexual overstimulation into manageable esthetic experience. Following remarks by the painter Andre Lhote, Weber writes that Balthus �would paint women as seductresses�without making them seductive and arrest our attention while leaving us always feeling in want. One might conclude that this was his means also of�neutralizing the effects of his mother�s allure�.25 Balthus wanted it thought that�he adored his mother and was always loyal to her, but the truth seems to have�been that she made him anxious and angry. Weber comments: �friends of the�artist have reported to me that in the 1940s and 1950s, he was visibly ashamed�of her. When Balthus and Baladine attended the same parties in Paris, he�avoided her (my italics). Balthus himself recalled to me that whereas Pierre�was with their mother at the point in 1969 when she was dying, he was absent.�26 But avoidance of mother�s �allure� alone is insufficient cause for a�wish to dominate and subdue her, a wish which appears to be displaced onto�young girls unable to defend themselves.
Contrary to Balthus�s antipathy to psychoanalysis, Pierre readily appropriated it to explain the Marquis de Sade�s hatred of his mother as �a negative Oedipus complex�.27 Instead of hating his father and desiring his mother, de�Sade hated his mother�s tyranny and wished to humiliate, even destroy her. The�Klossowski brothers� parents had been separated since 1917, their father (a�cultured, rather distant art historian and painter) making his way as a successful�stage and costume designer in Berlin, while their mother Baladine moved from�Berlin to Bern and Geneva with her sons. Baladine�s relationship with Rilke�began in 1919, having greatest intensity until 1922. Rilke�s enthusiasm for�young Balthus�s prodigious artistry is well known, but not so well known is the�effect on her sons of their mother�s amours with this remarkable man. The�intense companionship with Balthus was more than fatherly yet, as noted,�Rilke�s primary attraction was to Baladine. The novelist Pierre Jouve described�her thus: �The whole person of Baladine is provoking. The way her big body�moves makes it difficult to turn one�s eyes from her. A female �bird� would be�a fairly accurate way of describing her. Long and shapely legs, a high instep,�full hips and breasts linked by a supple waist [...] a broad face, full of feline�charm, gray eyes. The lips accentuated by deep red lipstick. As for her hair,�provocative also, on the dark side, sensuous�.28 She is described as ardent,�passionate and given to grand emotions as her letters illustrate. Her practical,�competent self was swept aside by thoughts of leaving her sons to go away with�Rilke which, fortunately for them, did not happen. Sabine Rewald writes,��Depending on her mood, Baladine seems to have been a flirtatious and seductive playmate or a preoccupied and distant mother. She led an erratic and�unstructured life, always prey to her impulses and emotions. Her�self-indulgence could also frighten her children ...�.29
Rewald quotes her letter to Rilke relating an instance of adolescent Balthus being terrified and reduced to tears by thinking that his mother was dying from�taking morphine to sleep. Balthus, �who runs after the girls� came home to bed�(�for the last two nights he had been sleeping in my room�) only to find his�mother heavily under the narcotic. She reports his alarmed words: �Oh Lot-tchen, why have you taken poison? And he went on and on like that, poor dear.�He switched on the light, looked for the bottle and found it empty. I thought�he�d have a fit, and I had great difficulty calming him down�.30 Sharing the�same room would almost certainly have been arousing for the young boy,�heightening his sexual anxiety. Imputing a suicidal wish to his mother may�have been his own projection, which her slightly mocking tone in talking about�the incident would not have allayed. Fear of Baladine�s immanent death was�surely traumatic, compounding the over-stimulation Balthus endured from the�torrid love affair with Rilke. It should be remembered that Balthus himself was�to attempt suicide in 1934 upon disappointment with his first one-man exhibition at the Galerie Pierre and severe stresses with Antoinette de Watteville,�known since he was four years old but not to become his wife until 1937.31
These glimpses of fatherless Balthus, a prodigy smitten by the attention of Rilke who encouraged the Mitsou drawings, and emotionally tossed by his�mother�s stormy eroticism, are enough to raise the question of multiple traumas.32 Mitsou was the fictive found and lost cat of Balthus�s childhood fantasy,�clearly a self-object showing fear of abandonment. (He later nominated himself��King of Cats�, with leering cats often witnessing the strange events in Balthus�s paintings.) Even if varieties and levels of trauma cannot easily be discerned, we sense how psychologically at risk Balthus really was. His erotic�attraction, yet hostility, to women may be approximated according to what we�know of pre-mature erotic sensitizing by his mother�s florid emotions. While�there is no way of telling how continually seductive and controlling towards�him, or Pierre, she may have been, mother and sons participated with Rilke in�what appears to have been erotic �play�. At least it was sexually suggestive, if�not physically enacted, and was sure to have been stimulating beyond what�even a precocious adolescent could tolerate. The psychoanalyst Estela Welldon�writes, �hostility is related to revenge for an early trauma associated with early�gender humiliation and/or tremendous fears of not being in control when facing�the imagined loss of the primary object or most important person [mother]�.33�Welldon�s emphasis upon loss is a significant addition to Stoller�s model of�how pedophilia, or any other paraphilia comes about. �Gender humiliation� is�also an important emphasis as the brothers appear to have been drawn to femaleness, to assimilation by their too ardent mother, before feeling the danger�of forfeiting masculinity. The un-assuaged pain and anger of these developmental influences appear to have driven Balthus and his brother to painting as�a strategy of repair, learned from both parents but with perverse results differing from anything seen in the parents� works of art. Creativity became a�game of risk with desire and avoidance, a game never to be fully won or lost but,�in Balthus�s (but not Pierre�s) case, producing some of the most extraordinary�paintings of his time.

Coded Sacrifices
Balthus originated his own �Theatre of Cruelty�, displaying in its female roles various strategies of revenge arising from anxious hostility and aggression.�Many portraits of women mask the programme of revenge-seeking underlying�them, the wish to �triumph over trauma� also being hidden from the artist�enacting it. There is a coldness and remoteness about several figures in portraits of adult women, along with curious elongation of the body, as in Lelia�Caetani (1935) and Portrait de la Vicomtesse de Noailles (1936), a descendant�of the Marquis de Sade and a collector of his works. The stretched, elongated�position gives such women a rigid board-like presence. There are no idealizations of motherhood comparable, for instance, to Picasso�s neo-classical portraits of Sara Murphy; Balthus�s resemble more Picasso�s failed attempts to�paint the portrait commissioned by Helene Rubenstein. Empathy with the�maternal is lacking in Balthus�s depiction of older women, and even La Fa-mille Mouron-Cassandre (1935) shows a mask-like mother with a severe,�remote daughter at her side and an isolated son sitting on a table reading as if�not in the picture at all. Avoidant conditional engagement for the limited�purpose of making a portrait is evident. The averted, avoiding gaze is in some�degree characteristic of all Balthus�s depictions of women, with whom his�relationships usually seem more voyeuristic than empathic.34
The set piece of Balthus�s theatre of cruelty is The Window(1933), altered before 1962 and misleadingly re-titled by the artist The Fear of Ghosts. The�model had been a shy Latin American girl, Elsa Henriquez (said to have been�aged fifteen) who Balthus set up so that when she entered his studio he could�pretend to attack her with a dagger to produce terror. In the first version Elsa�indeed looks terrified and off balance with her back to an open window, albeit�with a safety bar behind her. In the second she is simply resisting an advance,�though her blouse is opened revealing a breast as if an assault had begun. A tall�dark structural column, and also some vertical pipes, rise suggestively in the�background, while storm clouds gather above the buildings. The centered figure exudes alarm and seems gratuitously threatened�more unsettling to the�viewer than some far-fetched Surrealist painting. But however liberated by
Surrealism Balthus may have been at one time, he always professed dislike for its intellectualism that diminished the craft of painting. A more likely association is to Balthus�s own dramatic illustrations to Emily Bronte�s Wuthering�Heights, a visual reading of the 1848 novel in which Balthus revealed some of�his more violent erotic fantasies. His comment late in life on those drawings�was: �I find traces of my former rebelliousness, now calmed, and the fierce�violence that was inside me. In any case, one always paints oneself and one�s�own personal story; otherwise there is nothing but technique and facility�.35�The fantasy of The Window is that of the artist as attacker, wielding a brush as�if it were a knife, demanding control over a woman who has received a projection of herself as being dangerous. This is indeed an abusive picture, in�which a �story� of violent attack with unknown outcome is implied. For the�biographer Weber, this picture is critical in judging Balthus�s pathological�view of women. The model Elsa is said to resemble Baladine, Balthus�s mother,�whom he secretly wanted to push out of a window: �The painting is the son�s�revenge� and �the painted canvas was his means for dominating certain�women�Antoinette de Watteville, Elsa Henriquez, his mother�and paralyzing them�, Weber believes.36
Windows are an important motif in Balthus�s paintings, recurring as images of threat but also of escape from oppressive enclosure. Most of Balthus�s erotic portrayals of young girls are set in interiors, enclosed to the point of�suffocation, as if taking place in a theatre of the mind. Several paintings with�windows, however, give access to outside light and, indeed, his brightly lit�landscapes of the 1950s and 1960s seem to be viewed from an elevated window. In Lady Abdy (1935), however, the window gives onto an enclosed city�courtyard with other windows and was, in fact, painted in Balthus�s Paris�studio at 4 Rue de Furstenberg. The sinister female beauty in the dark red dress�is the Russian-born Iya Abdy who played the role of Beatrice Cenci in Antonin�Artaud�s production of Les Cenci, a drama of incest and patricide. In the�painting Beatrice is seen just after the crime moving aside the curtain to let in�light, her guilty face half turned towards the viewer. Unseen in the background�is the murdered body of her father, a knife said to be in his back�in this case�we may assume the painter Balthus himself has been murdered. Thus Balthus�has painted the reverse of The Window in which now his deepest fear of being�victimized by a young woman is powerfully imaged. Beatrice�s youth is�highlighted but only by wan sunlight, and the room remains very dark. For the�purpose of the painting, she herself is the killer, although in Artaud�s Theatre�of Cruelty play (for which Balthus designed the sets) the daughter-raping father is killed by hired assassins rather than Beatrice herself.37 This heightens�Balthus�s apprehension of danger from young females. There are dangerous�knives in other pictures, for instance the ruined Nature Mort (1937), with�hammer, broken flask, knife stuck in a piece of bread and the curiously placed�swag of cloth over the back of a chair, elements linking to the more erotic�paintings. Still Life With a Figure (1940) associates an unpleasant female with�a knife also stuck in bread. The most notorious of these is, of course, The�Victim (1939-46) in which the knife on the floor, beneath the presumably dead�(but unwounded) girl, is difficult to see.
Balthus�s statement that �I had a very happy childhood ...�, filled with the �enchantment� of reading such books as Alice in Wonderland and�Struwwelpeter, is followed by the assertion that, retaining this enchantment,��The adult vision of the world doesn�t interest me�.38 Is he saying that, like�Lewis Carroll, he never grew up and that, like Struwwelpeter, he still enjoys�indulging in grisly punitive childhood fantasy? Balthus, indeed, seems arrested,�unable to move comfortably into the adult world of interaction, sexuality and�parenthood. A father of two sons, his preoccupation nevertheless remained�with pubescent girls� excitements and dangers. Why was this?�can a window�onto his traumatic past be found? He admitted that �Everything comes from�childhood, and the wanderings and successive exiles that world history imposed upon us. How not to flow along the creative current in which our parents�lived? Happy days in Paris with my brother, my father, Erich, and my mother,�Baladine, whose tender, oval face and sober, mysterious gaze were framed by�black hair, parted in the middle.�39 The separation of his parents and�Baladine�s torrid affair with Rilke are not mentioned, nor is the confusion of�his adolescent sexuality as he idealized Rilke while recoiling from his mother�s�intemperate amour. It is likely that the shock of recognizing his mother as a�sexual being put Balthus into a sexual limbo from which he never emerged.�The evidence of what happened appears in a painting made many years later in�1948, Study for The Week with Four Thursdays. This painting is usually�known by its 1949 version in which the figure gazing out the window, with�back to the robed stretching woman caressing the cat, is female. She is in fact�the sort of young girl Balthus fancied. But the earlier version has the stretched�out woman in the chair naked and not touching the cat, while the figure in the�window is a young boy.40 This boy is slumped on the window sill, as if in some�sort of pain; he is not looking towards the light but suffering inwardly. This is
the young Balthus having just perceived his mother as a sexual being, available to a man not his father and being excessive in her sensual exultation. The�picture is not reminiscent of happy days in Paris at all but of the later venue�where the affair with Rilke took place. All those years were needed before the�still traumatized adult could paint his stricken childhood image, a primary�confession not possible at the time, replaced by a lesser confession via the�young girl/boy in the painting, of the compromise solution to avoid having to�be explicit about what had traumatized him. �Triumph over trauma� was indeed circuitous and complicated
The matter is replayed more boldly in The Room (a large painting of 1952-54), where a gnome-like figure of ambiguous gender, thrusts aside a�curtain to let in light on a voluptuous reclining nude in much the same elongated pose as in the former picture. Now the cat watches from a distance. Is the�mature young woman drugged, asleep or dead? If dead, her bent leg could not�retain its position, so she may be in a temporary swoon after sexual encounter,�or even rape, which the malevolent dwarf exposes for our scrutiny. Art historians� searches into possible artistic and literary sources to explain the picture�give no convincing results, and only a circumstantial explanation remains.41�Again, Baladine may be envisaged. If so this is an angry indictment strengthening the painter�s triumph over the childhood trauma of which he could not�bear to remain the mere victim. (As late as 2000-01 Balthus was repeating the�theme of a reclining naked girl in Girl with a Mandolin�this time with a�window opening onto nature.)42 If the interpretation is correct, when Balthus�attempted symbolic repair of the trauma of witnessing his mother�s sexuality,�he did so in terms of healing landscape. The images of repair were light-filled�landscape seen with aerial perspective, charming paintings of young girls,�back to the painter, at open windows (1955, 1957) and finally his Painter and�his Model (1977) in which the innocent young girl (possibly Michelina),�kneeling as if at a prie-dieu is quite separated from the painter, whose head is�wrapped and who gazes through a window inscribed with a cross. A religious�solution of Balthus�s relational conflict is strongly implied. Is this his farewell�to eroticism, signaling a wish to end pedophilic fantasy? We will consider the�meaning of Balthus�s profession of Christianity following further discussion�of his young models.
There are two paintings of 1933, when Balthus moved to Paris and came under the influence of Artaud, that should be mentioned for the sharp contrast�they make with most of his portrayals of young girls: Alice and La Toilette de
Cathie (Cathie Dressing). Both are of full breasted seductive women, one combing her hair, the other having her hair combed by a prim maid. While the�name �Alice� is a wry look at the Victorian child idealized by Lewis Carroll,�the picture is more salaciously repellant than anything Carroll would have�envisaged.43 Her pose is hard and cynical, as if she is preparing for some test�of her sexuality. The raised leg, exposing her sex, suggests the will to conquer�a reluctant lover, and the mask-like face, with seemingly blank eyes, exudes�menace. The model was a showgirl Betty Leyris, who told Weber that her body�type resembled that of Balthus�s mother Baladine. Betty Leyris and her husband �characterized Baladine Klossowska as sturdy and earthy�both in�physique and personality.� �She was�, the Leyris recalled, �a sensible no�nonsense sort of person�with precise views on how to clean a room, and a�figure that suited her nature�.44 She may have been bold and forthright, but�perhaps Balthus saw something else causing alarm at the calculating sexuality�of a mature woman.
In Cathy Dressing, its title a glance at Balthus�s fascination with the eroticism of Wuthering Heights, the almost naked female stands awkwardly�posed while a fully clothed man, clearly Balthus himself as a sort of brooding�Heathcliff sits behind her in a state of troubled preoccupation. He looks down�irresolutely, while she looks up in a kind of determined perplexity as the stolid�maid combs tangles from her Medusa-like hair. There is no essential contact�between persons, yet each has a story to tell, a story with which Balthus tantalizes us. This time the model was Balthus�s future wife Antoinette de�Watteville, her right foot firmly placed on the mat�s red circle, as if a target of�desire about which there was uncertainty. Her left hand lightly grips a phallic�strut on the mirror, but this is no prelude to love-making. There is avoidance in�all directions, with the colours muted and sullen. Balthus�s marriage in 1937 to�the well-born Antoinette produced two sons. She did not interfere when he�appropriated younger female models before divorcing to permit marriage to�the much younger Japanese beauty Setsuko Ideta in 1967. Separated on amicable terms from Antoinette since 1946, it was to this phase of his life as a�painter that his most accomplished pictures of young girls belong. Antoinette�s�essential passivity appears in La jupe blanche (1937), and his tribute to her is�voiced in Balthus in his Own Words.45
None of Balthus�s paintings of young girls is so dominated by aggressive sexual display as in Cathy Dressing; they are more concerned with secondary�relational attraction-avoidance than with attempts to grapple with the trauma�produced by his mother�s sexuality. They are indeed about a sort of pedophilic�compromise solution by idealizing young girls on the verge of womanhood�and thus avoiding adult sexuality. Unable actually to return to childhood as�Balthus said he wanted to do, he spiritualized young girls but with a sort of�controlling hostility that leaves them less than angelic. (Indeed their frequent�gazing into mirrors casts girls as unresponsive narcissists.) Doubters of such a�generalization are likely to point to idyllic pictures like The Cherry Picker�(1940), the subject being one of Balthus�s innocent girls (Antoinette in fact)�with back turned to the viewer while she picks cherries from a ladder. The�picture is a brilliant study in angles, with an escarpment as background. His�comment is: �The young girl who climbs a ladder to pick cherries is a distant�sister of one who does the same thing in Poussin�s Arcadian landscape. What�can one say to complement this? The only goal is to achieve deep spiritual�beauty, located far from the world, on canvas�.46 Even if it does not say everything, this is surely a believable statement confirming that his art grew out of�earlier classical art. Balthus certainly did strive for innocence: �What interests�me is the awakening of things and life, the birth of things. I�ve constantly�worked to paint these childhood secrets�.47 Despite its phallacism, a picture�such as The Moth (1959), with a budding young woman protecting a moth�from flying into a lamp, remains a vision of innocence. It is first of all a careful�composition controlled by its light, no matter what allegory one may decide�upon. As Balthus said, �I�ve devoted my entire life to reaching the sacred glow�that halos twilight and dawn, a lactant light of creation that I think I attained in�The Moth and Young Girl in a White Shirt.4 Young Girl in a White Shirt�(1955), a portrait of sixteen-year-old Frederique Tison, is an acknowledged�masterwork, �a pure and noble presence�.49 Frederique was Balthus�s niece�who came to live with him at Chassy in 1954; she had first been his model,�aged nine. Young Girl in a White Shirt may seem remote like Egyptian statuary,�yet this portrait of Frederique is one of the few given any empathic presence.�In these two paintings Balthus has truly entered another realm of visual wonder�in which interpretations seem superfluous and the viewer is not coerced into�alien moods. Girl at a Window (1957), however, is of Frederique, back turned,�gazing from a window upon a spring courtyard. It may have been that the back�turned, and closed gates beyond, say something about the state of their relationship. The chair to her right, with its male vase-like centre inside a female�arc, echoes the closed gates beyond, making unmistakable the muted erotic�meaning of this picture.
The old ambivalence always sets the female subject at a distance while creating her desired image. The ambivalence was clearly coded into Young�Woman in Green and Red (1944). The picture is thematically related to Still�Life (1937), with its knife stuck into bread and evidence of violence in the�hammer and broken flask�perhaps the aftermath of anger, with a length of�mysterious blue cloth submissively draped over a chair back. (The draped�cloth on a half-seen chair, implying another presence, in turn relates to the dark�blue (or black) draped cloth in Girl With a Cat (1937), a feature not easily�noticed in a picture exposing the young girl�s white underwear.) Girl, knife�stuck in bread, wine and apples appear in Still Life with a Figure (1940), and�other oral sadistic interconnections appear the more one looks through Bal-thus�s oeuvre. In Young Woman in Green and Red (1944-5) he pushes symbolism at his viewers: feminine silver dish, masculine candle holder and candle,�knife in meat (or bread?): tunic showing just a hint of breast development divided with green (go) and red (stop). The stolid shaded face, dividing dark�from light, of a very young girl culminates the pyramidal composition. The�picture makes a statement about the powers, yet uncertainty, of young womanhood. she is like a priestess at an altar of cultic eroticism, the effect unsettling. Symbolism, including the ominous heavy cape over her right shoulder,�may be too obvious, but the picture succeeds.
The altar for cultic sexual offerings appears again in Therese, (1938) among Balthus�s most famous images of a young girl. Therese Blanchard, the�youthful model most drawn and painted by Balthus between 1936 and 1939,�sits insouciantly in a large chair, behind which is an empty, white draped, ta-ble�a kind of altar. (We remember that in The Victim (1939-46) the female�body is supine upon just such a white sheet. The violent sacrifice of bread and�wine had appeared in Still Life (1937)). Therese, however, is very alive if�preoccupied and unaware that her naked somewhat parted legs are on display.�The barefooted legs are evidently the subject of sacrifice, unbeknownst to the�head whose facial expression appears unaware of her body. The implication of�Therese as a female sacrifice on the altar of male aggression is ever so gentle,�lacking The Victim�s sinister connotations. Eroticism alone is not the problem,�as Balthus himself said: �Believing that my young girls are perversely erotic is�to remain on the level of material things. It means understanding nothing about�the innocence of adolescent languor, and the truth of childhood.�50 Eroticism�would be easier to paint than what Balthus actually accomplished in portraying�the vulnerability of innocence subject to a damagingly avoidant male gaze.
Pedophilic excitement is more evident in Girl with a Cat (1937) and Therese Dreaming (1938), both exposing white underwear covering genitals.�other compositional features are worth noting. in Girl with a Cat a crepe-like�cloth is mysteriously draped like a bowed head peering into the crotch, which�is emphasized by the green skirt�s tented angle. The unassuming girl is seated�firmly on what may (provisionally) be called a sacrificial altar, the sock on her�raised leg pulled down as is the corresponding sleeve. A mass of crepe-like�cloth behind her back grips her body pushing it towards the implied bowed�head. The cat below seems to know something that can�t be given away.�(Balthus liked to be known as �The King of Cats�.) The girl�s hands held behind her head inscribe a cross, and they could even be imagined to be a mock�halo connecting the two crepe-like masses of cloth. Far-fetched though this�may seem, more than �innocent exhibitionism� is going on, with the red tunic�a subliminal sign we have come to know. In Therese Dreaming, the shoes are�red, while a red skirt surrounds the white clad genital area. The sacrificial altar/�table has a red cannister, a rumpled white cloth, an open mouthed green vase�and a taller slender translucent vase. If these are female and male symbols, they�are much subtler than the symbolism in Girl in Green and Red. Was Balthus�aware that the twist in the white cloth imposed on a vertical fold makes a cross,�that the twist points to the white panties, and that the white cloth can be read�as a slumped-over male face? The face�s slanted eyes are looking at the girl�s�genital region, while the cat below laps up cream from a plate. Again, the girl�s�hands on head, eyes closed, suggest a cult-sacrifice�as she leans back on the�green pillow, associated with verdure and linking visually with the objects�aligned on the table top. It is a masterful �religious� composition, reminding�us of the much more erotic Nude with a Cat (1949), The Room (1952-4) and�others in which female nudes are �thrown� in ecstasy but also expended in�sacrifice. There are more arousing pictures of the child-woman nude, such as�Georgette Dressing (1948-9), and explicit reminders of the fire of lust as in�The Happy Days (1944-6), but there are none so eloquent of inhibited, guilty�and retaliatory erotic wishes as these representations of Therese. They echo the�sadism of The Guitar Lesson (1934), with its black cloth surrounding the assaulted child�s middle. We remember that in the 1949 crayon drawing reminiscing The Guitar Lesson, it is a Balthus-like man who holds the cincture in�his teeth, an oral attack on the angrily sacrificed female who should have been�nurturing rather than a source of anxiety. (The relevant drawing is D 654 in�Balthus: Catalogue Raisonne of the Complete Works. p. 254) Balthus appears�to have been trying to work out trauma without ever allowing himself to state�exactly what it was that needed repair.
There are a few paintings and drawings that bring together male figures with young girls. The unforgettable Andre Derain (1936) can be read as an�older man suffering pangs of conscience having sexually violated a young girl,�who sits passively half-clad behind his massive figure. When Balthus insisted�to his biographer Weber the absurdity of such a reading of the picture, he did�so �clearly preoccupied with the eroticism he was denying so vociferously�.51�Balthus identified with Derain, it is argued, using him as a scapegoat for his�own anxiety regarding arousal by young girls. Balthus�s portrait of the painter�Miro and his young daughter (1937-8) is an altogether more benign creation.�One does not realize from this seemingly serene and humane picture what a�struggle Balthus had with the seven-or eight-year-old daughter Delores to�cooperate in the sittings�reportedly praising Miro but disciplining her by��put[ting] her in a coal bag�.52 In other words, the issue of control of females�arose even in achieving this remarkable double portrait. Other male-female�pictures, such as The Happy Days (1944-5), openly insist on the inflaming�effects of sexuality. Here an alluring young woman contemplates herself in a�mirror while stretched out, legs splayed, on a piece of furniture that may be�seen as a green altar. A white basin on a table behind her head is in tension with�the upright white mirror she holds. The male builds a symbolic fire of lust in�the fireplace, one fire dog being a totemic female bust, tongs standing beside.�The narcissistic female is dominant, while the shirtless male �plays with fire��at his peril. The Game of Cards (1948-50), is also a �battle of the sexes�, her�relaxed knowing pose, perhaps at the point of playing the winning card, contrasting with his tense, aggressive forward motion as he waits to play his own�card held behind his back. Judging by his forward motion, the red-shirted male,�agent of the phallic candle on the altar-table, should be the dominant one, but�she �holds all the cards�. The girl wears a white dress of purity and sits on a�throne-like chair; when the feet are considered, hers are set forward while his�are passive�though his horizontal left calf is aimed under the table at her�pubic area. It is a complicated drama of gendered dominance and submission,�which theme Balthus repeated in similar pictures. He seems to have believed�that females are treacherously dominant, necessitating control by the phallus in�ritual sacrifice rather than romance.
This is an inference, as Balthus �never interpreted [his] paintings or sought to understand what they might mean�.53 By forestalling his own insight and�dismissing viewers� curiosity, he set up hypothetical reconstructions based on�hints and allusions to actual relations with the girls he painted. Confessional�statements are limited: �I�ve always had a naive, natural complicity with�young girls, like Natalie de Noailles, Michelina, Katia, Sabine, Frederique and�more recently, Anna. Spiritual risks occur during long posing sessions�.54�There is no investigation of what �natural complicity� might mean, or of��spiritual risks�, the next sentence being a deflection from the carnal temptations implied. He will only admit to aiming at �the miraculously musical�balance of my young model�s faces�, evading physical attractions, asserting�interest only in �That which lay beneath their bodies and features, in their silence and darkness ...�.55 �Grace� and �prayer� are sought when drawing:��That�s why I always reject stupid interpretations that my young girls are the�product of erotic imagination�.56 Yet we recall the comment that �one always�paints oneself and one�s own personal, secret story� which, in Balthus�s case,�entailed a �fierce violence� he claims to have relinquished. It should be remembered that Vanished Splendors is a late life selective statement of�achievement, a summary of his position close to death after many years of�successful marriage to Satsuko and parenting a daughter Harumi. The piety of�this writing may be suspect, yet it is not altogether false piety when seen as�attempted esthetic repair of a damaged soul.
Hints and suggestions of a former self show through a sort of spiritual autobiography �of the legacy of a Don Juan permeated by the absolute and�ideal�. He continues, �There�s nothing glaucous or pernicious in this ambiguity. Only shared amounts of desire and suffering. When I speak of angels and�the troubling grace of some of my young girls, don�t forget that the most�dazzlingly radiant and glorious fallen angel was Lucifer�.57 So Balthus may�have felt like Satan, the angel who fell through pride to seduce Eve in the�primal Garden. By this token the girl subjects are also fallen angels. His�grandiose Count de Rola persona easily assimilates a Satanic identity, in turn�suggesting the Dracula who demands blood sacrifices, or some similar pagan�deity. Did pedophile tendencies result in actual seductions of young models?�Was Balthus at one time painting his own pornographic scenarios, enigmatic�images of desire, anxiety and avoidance put on canvas in order to come to�terms with accessing repressed feeling, only to reject its obvious message?�Despite the late-in-life claims to angelic being, the young girls in Balthus�s�paintings are seldom idealized. Neither are they brutalized, only seen with a�baleful eye that avoidantly positions them at a safe distance while retaining�their presence. It is this tension that makes the images unforgettable.
The most evident avoidance is in putting models to sleep, as Picasso was also wont to do. Sleep allows control, visual dominance over the will and�personhood of the model. Sleep gives the artist full visual access to the forms�of womanhood that fascinate him, as appears in many drawings into the 1970s�and 1980s by which time Balthus�s was using the language of spiritual transformation.58 The figures are often positioned with one leg up almost revealing�the pubic area as in certain pictures already discussed. Softened though they�may be, these are still images of desire�the �dizzying grace of my young�female models, the texture of their skins and that of the fruits I enjoyed gathering�.59 Were these gathered fruits the delights of sexuality, or does Balthus�mean the statement literally? He admits to nothing. Dreaming models are�found from Young Woman Asleep (1943) through the 1950s and into the 1980s,�as in Nu Couche (1983-6)�a fully exploited voyeuristic theme. However�much he caressed them with his eyes, he may or may not have touched, much�less exploited sleeping innocence.
A brief review of Balthus�s main models reveals the dynamic of adoration and dominance of each girl that, one by one, faded with time, rather than idealization and outright rejection seen in Picasso�s uses of women in his pictures�and life. As we have seen, Balthus painted a series of pre-adolescent and�slightly older girls, often in poses drawing attention to the pubic area but not�fully exposing it. Girl with a Cat, Therese and Therese Dreaming are among�his formal masterpieces revealing his most powerful, near-pedophilic, fantasy.�They are not vulgarly erotic but catch the arousing mystery of be-ings-in-transition occasioned by hormonal changes. No other painter had accomplished such a thing, and comparison with Nabokov�s Lolita does not�really help in classifying these images. Nabokov�s portrayal of Lolita is more�film-like in motion than it is the portrait painter�s minute observation. Bal-thus�s formal sophistication prevents florid sexuality but the motive to control�is powerful, in this case Therese Blanchard, who was his main model at the�Cour de Rohan from 1936-1938. Just the right degree of avoidance holds�temptation in check, giving his formal powers the chance to work their magic.�Arrested approach is his �triumph over trauma�, admission that what he feels�he wants he doesn�t really want and is renouncing out of avoidant anxiety. In�place of unendurable anxiety, an admirable painting is created. Because it is�unstable, this solution to sexual anxiety recurs and has to be enacted over and�over, never with final resolution. Childhood anxiety condemns him to repeated�futile testing of young females who arouse him and will not leave him at peace�until they have been formally composed inside a frame. To manage obsessively circular emotions, the frame becomes a prison, with restraints needing to�be imposed on whatever �angelic� female next comes in sight.
As Weber comments, �Based on the look I saw on Balthus�s face when he met my own young teenage daughters...attractive young women are his intoxicant�.60 Rather than �intoxicant�, obsessive anxiety is the more fundamental term, arising from fear of breaking taboos and also of being taken�captive by a female he must break away from: Brother and Sister (1936), in�which an older girl restrains a young boy eager to break away is indicative. Yet�Balthus had no sister, and it is hard to place his paintings of brother-and-sister�rivalry. Perhaps they have to do with his mother Baladine, Rilke, himself and�his brother all being �playmates� together; we just don�t know. An exception�to the characteristically avoidant mode of portrayal is the intensely frontal�portrait of Laurence Bataille (1949), the young woman intellectual he had met�in 1947 when she was seventeen, while Balthus was thirty-nine, and who lived�with him until 1951. Her gaze is large-eyed and direct.61 (Her father was the�writer Georges Bataille, who collaborated with Balthus�s brother Pierre,�sharing interest in de Sade and Nietzsche. The psychoanalyst Jacques Lacan�later married her mother.) The high-spirited Laurence�the escaping figure in�Le chat de la Mediterranee)�does not seem to have prompted quite the same�attraction-avoidance as younger girls, remaining his sexual partner until she�broke away to join the theatre before studying medicine and becoming a La-canian analyst. Her role in his life has yet to be documented.
A summary of his amours shows Balthus in search of the perfect young female model who proved to be unattainable because no attraction could remove his wish to escape her confines. Emotional commitments therefore remained tentative and subject to change. Lena Leclerq, in her mid-twenties,�moved with him in 1953 from Paris to Chassy, a house in the Morvan country.�He painted her and dominated her life until the much younger Frederique Ti-son came on the scene; when Lena was displaced she attempted suicide. Bal-thus was reportedly unmoved, having been captivated by Frederique, the�sixteen-year-old daughter of his brother�s wife by another marriage. As her��uncle�, Balthus had been pursuing Frederique since she was a schoolgirl of�fourteen. He did not see that bringing her to Chassy at the same time as Lena�was serving as his housekeeper, lover and model would cause such suffering.�Or perhaps he enjoyed the occasional episode of female suffering.
Though separated, he was still married to Antoinette de Watteville and on amicable terms, she having been his most important early child-woman model.�In 1962, aged fifty-four, on a trip to Japan, Balthus met twenty-year-old Se-tsuko Ideka, and in 1967 they married. She accepted his grandiosity, becoming�the �countess�de Rola. When he went to Rome (1961-76) to restore the Villa�Medici, Frederique was still enjoying Balthus�s affection, though his most�striking new work was of Setsuko as model, for example in Japanese Figure�with a Black Mirror (1967-76). As was noted, when writing of the fleeting�pleasure, along with �spiritual risk� young girls gave him, Balthus mentions:��Natalie de Noailles, Michelina, Katia, Sabine, Frederique and...Anna�.62�Reconstructions of these adoring but temporary relationships are sometimes�possible, as with Michelina who, with her sister Katia, belongs to Balthus�s�period in Rome. Her interview for Mark Kidel�s BBC documentary �Balthus�the Painter� exonerates Balthus of any salacious intent in using her as a young�nude model. She was not embarrassed, and lost all apprehension when Balthus�became so absorbed in his painting that he almost �vanished�. She sees him as�fascinated only with the �mystery of life� as the girl becomes a woman, perceiving no �spiritual risk� in the relationship. Her sister Katia, however, does�not appear in the documentary; she is the subject of a suggestively leggy picture, Katia Reading (1968-76), which harks back to similarly posed portraits�of Therese in 1938. Balthus seems to have been repeating an obsession with�Katia, whose testimony would have clarified what models meant when they�spoke of Balthus �staring� at them. Further, there is no commentary in the film�from Harumi, his rebellious daughter by Setsuko, who underwent changes�from �angelic state� to young womanhood under his eyes in the Grand Chalet�at Rossiniere. There seems to have been a distinct coolness between them�about which she may yet speak.
Nonetheless, the pattern is clear to see of an artist in search of impossible closure to sexual anxiety�impossible by the means chosen, without reconstruction of reasons for the quest. As we have seen, when his mother died in�1969, Balthus was not with her, so it seems the source of anxiety, deeply installed in his psyche, was never properly �known�, let alone �felt� and examined. In The Raven of 1983-6 Balthus was still replaying the anxious�fantasy of a dwarfed man carrying his own prison cage dominated by a much�larger prostrate naked girl swooning, as a raven looks down from a shelf above.
All the terms needed for understanding a maternal temptress are present, minus the psychological inference. However, the picture is too stagey to be successful.
Balthus was exceptionally clever and manipulative, a master of evasion, his friends thought. His avoidant strategy was well recognized. A woman close�to him said: �He�s very weak. He has these two sides. He�s someone who escapes, and avoids (my italics) things. When he sees a problem, he runs around�it. He doesn�t face the situation�. The comment continues: �He has always�lied�, having a �mimetic personality�. �He knows how to avoid (my italics)�obstacles. To protect his independence. He has a sense of mystery.�63 Balthus�was indeed enigmatic, also charismatic; young women readily responded to his�needs, not seeing them as pseudo needs of demanding a female presence which,�at the same time, was kept in abeyance, rendered submissive and passive under�his gaze. Many were flattered, even if puzzled, by his lack of empathic portrayal and manipulative control, by the strained body stylizations of poses they�were asked to take, or at least were portrayed as taking. However much Balthus�insisted that �Paintings don�t describe or reveal the painter�, his pictures confessed the very opposite.64 The paintings are measured doses of self-revelation�though held within formal limits, insuring that the artist would not have to�experience more archaic conflicted affect than he wanted. They are regulated�to an esthetic ideal of universal harmony seen in the best historical painting�Balthus knew from childhood excursions in the Louvre. As he said, with both�parents artists, �Art became a form of salvation�: �During my childhood, I�lived through the experience of redemption through art in a carnal and intuitive�way. I knew that art�s contribution and the discovery of beauty, which it�generated in the heart, could vanquish every misfortune, and ease every�solitude�.65 Yet, apart from a few pleasing landscapes, Balthus�s acknowledged masterful art still makes many viewers profoundly uneasy. Even�landscapes do not attain the sublime detachment of Poussin or van Ruisdael,�and the nudes break Renaissance conventions of beauty seen from Titian and�Rubens until Renoir and the Impressionists. Balthus�s paintings are so loaded�with psychological tension that one can only say that something entirely new�was happening in the history of western art. As he recalled, when he painted�landscapes, �I studied in depth the mystery of morning and twilight mists, the�matte velvet of the fields, and the triangular light effects surrounded by�hedges�, just as Claude Lorraine or Herman Van Swanevelt might have done�in the seventeenth century. But, still dissatisfied,�I studied young girls as seen�from behind, looking out the window like a favor bestowed amid nature�s�sovereign fixity. And multiple attempts at faces in which the pencil tries to�attain a troubling mystery. Frederique consented to it, lending her adolescent�face to the insatiable quest�.66


Sacred Profanity
With the advent of psychoanalysis leading to Surrealism in the arts, something changed which can never be changed back; nor should it be. Balthus heard the�call of the unconscious, bravely enacting as much revelation of inner conflict�as he dared and admitting his �troubling mystery� to be inescapably personal.�But his attempt to turn the clock back by stylistic tributes to historical art, by�reactionary aristocracy and orthodox Christian faith, did not succeed, or did so�only at a cost and with qualifications. Talk of his spirituality does not quell the�viewer�s uneasiness with pathological themes in the paintings of girls and�young women who could not be seen fully as persons in their own right. Late�in life Balthus said: �I believe that a painter�s work must attain the most sacred�things. Attain the forms, designs, and colors that are closest to divine things.�Fra Angelico and Pierro della Francesca did likewise, approaching God�s�mystery with complete modesty�.67 He was backing away into an unattainable�past consciousness which was in fact closed to a post-Freudian. �Extremely�wary of psychoanalysis� he might have been but there was no escaping its�claims about intra-psychic and interpersonal contributions to artistic creativity.�However wrong in detail Freud�s psychological study of Leonardo da Vinci�(1910) may have been, such writings put an end to the estheticism that placed�art in an inviolable realm apart from the artist�s biography. Balthus must have�realized this, being so connected to the intellectuals of his time and unusually�well read. (His intense dislike of psychoanalysis was undoubtedly reinforced�by exposure to Jacques Lacan�s difficult and arcane theorizing, though Lacan�s views on mothering, fathering ,�desire� and �alienation� could have led�to productive reflections had Balthus followed them.) Theorizing was never�Balthus�s forte, and the more his art unfolded, the less he wanted to reflect on�what it meant in interpersonal terms, seeking to assimilate it to religion.
His recourse to orthodox Christianity must therefore be seen as an act of desperation, the most powerful antidote to experiences and feelings that art�alone could not tame or dispose of. Supposing that Balthus carried the trauma�of seeing his mother and Rilke in sexual union, having himself been aroused�by Rilke�s attention, he would have hoped to feel that his art had triumphed�over trauma; but evidently it did not and he could feel no release. Balthus thus�stepped up the power of imagination by embracing a sort of christian asceticism but, strangely, apart from The Painter and His Model (1980-81), the art�did not much change thematically. As noted, this picture just hints at the�painter, head wrapped as if from an injury, facing away from the model (herself in a prayerful posture), exposed to light framed by a cross made by the�window. The scarcity of such religious imagery is surprising in view of the�vehemence with which Balthus insisted upon his faith: �Christianity is the�importance of Christ. ...I�m a Catholic myself and believe in resurrection. I�m�a very religious person. My painting is a spiritual discipline; in some ways it�s�a prayer�.68 Among his final published words are these: �One should die amid�the sweet promise of meeting God, in the splendor for which, I�m convinced,�painting always sought to pave the way. To paint means to approach. Close to�a light. The Light�.69 Who would be so bold as to dismiss or devalue such�words? Yet in their otherworldly fervor they also seek self-justifying validation of his entire career in secular painting. Balthus was trying to replace a�pseudo-salvationist private cult of adoring young girls with a religion the�wider community agreed upon. By profession of asceticism, prayer and fidelity to the Christian promise of afterlife he attempted to normalize the pedo-philic preoccupation that drove his extraordinary career in art. Adored young�girls are normalized to Christianity by calling them �angels�, but the effort�doesn�t convince. Adoration and femiphobia remain unreconciled, and the�avoidant impersonality of his subjects never mutates into any higher consciousness than formal esthetic resolution could confer. The net artistic�achievement is exceptional for the buried pain it reveals, along with the unrealized hope that it can somehow be transmuted into fuller life.
By dismissing the true developmental meaning of psychoanalysis Balthus forfeited personal and artistic gains. He preferred to go on elaborating, with�significant modifications in landscape paintings, the pseudo-solution to his�sexual anxiety: arrested pedophilic attraction. Aged eighty-eight, he readily�stated in the BBC interview that pedophilic attraction betrays a �sick mind�,�and that he and vladimir Nabokov may have something but not everything in�common. Thus he once again vehemently denies active pedophilia. Perhaps so,�but there is no explanation of what he means by calling himself an �angry old�man�, repeated three times. Was he afraid of being tagged �dirty old man� in�the scenes with pubescent Anna, wanting us to understand her as purely �angelic� and �untouchable�? As the erotic charge and �contained violence� of�many of his paintings is never explained, so idealization of girls is never set in�psychological perspective, only repeatedly enacted with variations. Did he�frighten some of these girls with stares; did he ever touch or molest them? Too�little is known of this, covered up as it is by fastidious evasions. Nor are his�affairs with very young women yet fully documented. The source of anger�remains inferential, the best guess being that anger was felt for the trauma of�witnessing his mother�s dangerous use of drugs and her dramatic sexual behaviour with Rilke. (It was prophetic when Rilke sent the boy Balthus off to�the Louvre to copy Poussin�s painting of Narcissus insofar as Narcissism became part of his own defensive system, mitigating the effects of trauma.) But�possible sources of anger and menace (including his well-known hot temper)�are not probed by Balthus in his interviews. He had nothing to say about the�rape scene in The Guitar Lesson (1934) having anything to do with an incident�between himself and his mother. such a humiliation would certainly have left�him angry. Had he confronted his anger, the result might have mutated picture-making towards the compassionate states that could bring empathy with�women as persons and a truer alignment with religion. The need for defensive�avoidance would have been mitigated.
Balthus, it seems, was a pedophile of the mind, whose interior fantasy needed the presence of undefiled innocence, the child-woman models, in order�to draw or paint them into harmlessness. His pictorial presentations of sexual�attraction and danger are quite theatrical, but the cumulative result is more a�theatre of anxiety than of cruelty. Pathos suffuses the enterprise. By staging his�fantasies he created a never-never land of esthetically reconciled angry disturbance, whose secret well-springs are hidden, yet emerge into fuller view if�psychobiographical examination is allowed. Balthus was indeed an aristocrat�of the artisan craft of painting which is all he claimed, not wanting to be called�artist, which label he detested for suggesting a cult of personality. Nevertheless�few in European painting could match his formal achievement. The�mood-elevating function of painting one masterwork after another was enough�to sustain a very long and emotionally risk-laden life, even if much of it was�lived unaware of the meaning. By taking this view of his production, we may�well feel less disturbed and more enlightened, while remaining in awe of Bal-thus�s incomparable craftsmanship.
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Joseph Cornell

Joseph Cornell: Avoidance and Enchantment
The attachment system has been conceptualized as a mechanism for regulating distress. Securely attached infants are able to turn comfortably to their caregivers for�alleviation of distress. Insecurely attached infants cannot do this, and so these infants�need to develop their own strategies for affect regulation. Mothers of avoidantly�attached infants appear to avoid negative affect in their infants as they do in their own�significant relationships. Avoidant infants are thus seen to use avoidance as a strategy�for affect regulation.
�Susan J. Bradley, Affect Regulation and the Development of Psychopathology, p. 16.

Fragments and Absences
Joseph Cornell (1903-1972) is known as a Surrealist-inspired American maker of boxes containing enigmatic assemblies of natural and man-made objects.�The boxes are among the most hauntingly beautiful products of twentieth�century art and are endlessly discussed by critics trying to decide what they�mean. I wish to step outside these discussions to examine their psychological�utility as instruments of affect regulation. To do so requires�psychobiographical commentary on Cornell�s early attachments and life-long�attraction to, yet avoidance of, women as erotic objects. I believe that the�boxes� main purpose was to transform sexual anxiety into less disturbing�images of beauty.
It can be surmised from his life-long �dismissing� attachment style in adult relationships that Joseph Cornell had been �avoidantly� attached to his mother�as an infant. Yet no actual records confirm or deny this inference. Forming an�impression of her style of mothering is limited by the scant biography:�Cornell�s mother was an adored only child, from a colonial New York Dutch�lineage, who had been trained as a kindergarten teacher but married before�entering the profession. Helen Ten Broeck Storms was short but not�unattractive and willingly gave up a career for marriage to Joe Cornell, a
cultivated somewhat older man of similar upper middle class origin. Deborah Solomon, Cornell�s biographer, hints at an early distant relationship between�mother and son writing: �Joseph grew up longing for his mother�s affection,�which he tended to associate with gifts she bestowed�.1 This suggests that gift�objects were substituted for direct responsiveness and affection. Solomon also�notes that, disappointed by her marriage, Helen Cornell invested emotionally�more in her sons than in her daughters but that, as observers remarked, their�relations were tense. We will return to the life-long locked-in relationships of�mother and children with its special effects on Joseph.
In adulthood Cornell appeared to be an oddity, an �outsider�, avoiding social contacts except on his own terms; some saw him as �weird� when it�came to relationships with women whom he worshiped at a distance. Always�single and virtually housebound, he used art to turn female celebrities into�unreachable, slightly androgynous icons. This looks like arrested development,�stoppage at the idealizing that adolescent boys protectively use when first�seeing girls as sexual. Cornell was obsessed with glamorous women but, as an�adult, he was equally pulled back into childhood innocence. While not�sexually attracted to children, he found them enchanting and always wanted to�hear about childhood experiences. It was as if he wanted to re-enter his own�childhood to recapitulate its wonders while undoing painful dislocations.�Much of Cornell�s creativity was a kind of child�s play, inventing symbolic�toys by means of which he undoubtedly reduced risk of depression. His�mother�s giving of gifts rather than real affection, suggests a life-long hunger�for compensating objects, with art a strategy for supplying them.
Cornell�s box assemblages are often spoken of in terms of mood and can be seen as a means of self-regulating the unwelcome depressive moods which�he recorded in his writings. He became adept at externalizing moods in�imagery, giving them independent existence where they could be safely�contemplated and modified. Viewers of the boxes distinguish subtle gradations�of mood, typically within a range of wistful melancholy and nostalgia. Carter�Ratcliff calls Cornell �a virtuoso of fragments, a maestro of absences�, whose�boxes contain �missing presences�. �Even the emptiest�the all-white�dovecotes and grid works�look full of departed personages�.2 In other words,�absent attachments are being spoken about. Dore Ashton agrees, noting that�while �many twentieth-century artists have dealt with the notion of the void,�of nothingness, of empty space, Cornell�s treatments are more specifically�characterizations of absence�3 Deserted Perch (1949) and The Cage (undated)�are examples of compartmentalized wooden boxes in which minimal objects�are isolated. One wonders whether the separated tennis balls in The Cage may�stand for Cornell himself, his disabled brother Robert and their widowed�mother, living in the Utopia Parkway house in Flushing, Long Island. Even if�so simple an association were accurate, the box exceeds any such homely�reading by transforming loss and absence into enchantment. Cornell�s most�successful boxes induce rarefied moods, transporting viewers away from�painful or banal autobiographical references. For example, Deserted Perch�(1949) is more than a reminiscence of the artist, aged fourteen, losing his father�to leukemia. Cornell�s father indeed had a wood-working shop where Joseph�learned skills, but the box is far more than a gloss on this fact.
Several of the most arresting boxes refer to the delights and anxieties of childhood without suggesting specific incidents. Soap Bubble Set (1948),�Forgotten Game (nd) and even the strange and unsettling Untitled (Bebe Marie)�(1940s), so disliked by feminists, evoke childhood moods which pressed to be�re-experienced. Others range into never-never lands of uplifting imagination:�for instance Homage to the Romantic Ballet (1942), with its multitude of�evocative objects, Hotel de l�Etoile (nd), with its �living� bird, and the Medici�Prince Series (c1952-4)�each imaginatively enlarging upon Cornell�s�limited access to high culture. Another, the strange and forbidding Toward the��Blue Peninsula�: For Emily Dickinson (1951-2), pays homage to a kindred�reclusive American seeker.
Thus Cornell was always extending his actual experience into wished-for realms, differing in quality from anything found in European Surrealism.�Accessing the unconscious yielded much more gentle and benign results. His�work is never shocking or outrageous like Max Ernst�s, whose collages�Cornell first saw in a New York gallery in 1931. Retaining an innocence, the�American artist was no rebel against stifling conventions in religion, society�and art. His boxes are so startlingly alive because Cornell welcomed almost�naively associations of attachment, loss and wished-for replacement. He did�not tap into the darkest unconscious to settle scores or upset anyone. If we are�startled, it is by sincerity of intent, with no pre-planned transgressiveness as�happens so often in Surrealist art. There is indeed careful planning and�forethought in box-making, but also spontaneity and delight in unexpected�results which are typically benign for all their oddity.

Writings
Consideration of Cornell�s writings shows how deftly he extracted the important themes for art from his somewhat erratic writings. The �shadow�boxes�, and the later collages, are disciplined, formal and austere, while�Cornell�s journal is freely impressionistic and associative. His letters, which�are more orderly, not only keep the spontaneity of the journal but can be witty�and playful. Images appear in the writings�a bird, a quince tree or a little�girl�rousing Cornell to ensconce them in a box, a mini-theatrical container�for examining moods. The passing moods are caught and fixed in monuments�to inner states. It is as though Cornell were capturing for preservation special�moments of being, editing all that does not pertain to the desired mood. There�is never a sense that he has merely designed mood changing imagery into�boxes, or that images have been lifted from secondary sources to produce an�effect. Verbal and visual vocabularies arose from the same urgent sources,�with the visual always taking precedence. His birds are far more than victorian�parlor stuffed birds under glass and his skies more than painted backdrops.�They are visual summations of deeply meditated associations to childhood�experiences.
The so-called �Diary� or �Daily Journal�, along with loose sheets and jottings, the records of changing reactions to the outside world, musings,�reflections upon nature and citations of music and literature, can only be�sampled. (We will term it a �journal� since, unlike a �diary�, it is�discontinuous in the published form.) Cornell occasionally reworked his dated�entries but he did not revise them into autobiography. There is no connected�narrative, only rich and often mysterious deposits for the biographer. The�writings as he left them are an incomparable revelation of Cornell�s restless�questing and of the quality of his awareness. We are indebted to Mary Ann�Caws for editing a representative selection of diaries, letters and files; yet this�is only a preliminary, loosely annotated fraction of Cornell�s archive at the�Smithsonian. His massive �Dossiers� on many topics pertaining to images that�emerged in his art are beginning to be studied, especially the 1000 page �GC�44" (�Garden Center 1944�), containing thoughts and reflections from his�summer�s work in a Flushing, Long Island garden center. Lindsay Blair shows�this to be a key document by which to discern Cornell�s thematic concerns and�to discover his parlous emotional life stabilized by creativity. But much more�careful editing is necessary before it is possible to make a full assessment of the�written records so essential as accounts of Cornell�s inspiration.
Cornell himself realized the seamless connection between the habit of confessional jottings and art. Writing �to catch moments strongly felt�, he�believed the journal to be publishable at least in parts.4 Yet his attempts to�connect life events, reflections and art can hardly be called successful. Caws�comments that the journal is �a gigantic discouraging mass of heterogeneous�elements�, with anything but the finished elegance of one of his assemblages�(p. 50). It was beyond him to deal with its massiveness, and even he probably�could not say exactly how an entry such as the following underlay any�particular piece of art: �fresh wonder endlessly mysterious processes of the�mind�workings of the spirit�at 12 midnight� (p. 279).
The model for such journaling is likely to have been that of the nineteenth century French Romantic painter Eugene Delacroix with which he was�familiar. As a descendant in the paternal line of seventeenth-century French�migrants to America, Cornell took that culture as his own. In 1968 he�expressed a �spontaneous outgoing admiration for Delacroix�, which may�have been present long before. While mentioning that his mother also kept��diaries�, he is reticent about his own compulsive practice and seemingly�unconcerned in the midst of it with anything more than moment to moment�impressions (p. 395). As he says, �The raison d�etre� of this album-journal�evolved in spite of itself, overwhelmingly, completely �accidentally�. Its�development has been perfectly natural and not forced esthetically although�presented in what might be called �esthetic terms�. He adds that the idea came�to him from �impromptu� or �surprise� moments during �bicycle rides through�outlying suburbs� on Long Island (p. 107). Given the formlessness of his�written products, use of the term esthetic is puzzling, but Cornell was given to�such private meanings.
For a time Cornell seriously considered becoming a writer, perhaps in the manner of Marcel Proust seeking to recover a lost past or Walter Pater�cultivating esthetic sensations. Yet realizing early that writing was not to be his�metier, Cornell concentrated on the visual arts including film. Journal writing�was a means of tapping into the unconscious, of disclosing its contents to�himself and of recording sensations from the natural world. It seems to have�been his primary means of activating the creative imagination, to reanimate�repeatedly �this miracle again of life and art� (p. 210). The journal was the first�stage in finding and fixing images, capturing their moods, which were then�available for reworking by assembling boxes and collages from materials�Cornell kept stored in his cellar workroom. It therefore hardly mattered that the�journal consisted of disorganized heaps of paper, as long as it held in place his�spontaneous affective insights. It was �profuse and overflowing so cluttered in�memory received with endless unfolding experience the mecca of a hundred�[bicycle] rides (each with their rich �cross-indexing� of varying mood)�, he�wrote. Cornell�s Utopia Parkway house stood as �a sanctuary for all my�chaotic treasure�a rich celestial repository�, containing a multitude of works�in progress, starting with the journal. In a sense Cornell�s boxes made and�remade the Utopia Parkway house which was both his place of safety and�prison. The journal is termed �the thread� of experience, making it �valid� and�connecting to �something deep� (p. 146). If the journal led beyond the house it�was seldom far.
It should not simply be assumed, because Cornell�s journal is predominantly melancholic, that he, like artists through the ages, was �born�under Saturn�.5 His chronic melancholia with psychosomatic features, his�constant need to control fluctuating moods and dysthymia, calls for a�psychobiographical accounting. While valuable developmental information�has been lost, much can be recovered to help understand Cornell�s balancing�of creative achievement against mood disorder. Those who knew him best�agreed that his struggle had been life-long. His sister Elizabeth remembered�that as a schoolboy at Philips (Andover), Joseph had suffered from panic�attacks, and his other sister Helen reported that he had �recurring nightmares�and severe stomach attacks�. After 1923, when she worked for the same New�York City company as Joseph, Helen �witnessed his unhappiness as he often�sat in Madison Square Park moaning with anxiety�.6 As far as is known, no�psychiatrist or psychoanalyst was ever consulted, and the disorder went�undiagnosed. Today it would be described by Diagnostic and Statistical�Manual of Mental Disorders (DSM) criteria, with psychoactive drugs used to�control symptoms, which might be no better understood now than they were�then.7 It was thus left up to Cornell to look after himself as best he could, his�means being confessional journaling, art and close adherence to Christian�Science discipline. The combination of self-therapies for enhancing and�maintaining mood served for a lifetime of sixty-nine years. His obsessive�nature perhaps helped to keep up the self-balancing, if confining, regime he�needed.
Cornell bore a legacy of unfinished emotional business, shown by a demeanor of sadness and withdrawal�of avoidance which the symbolic�means of journal and art were designed to overcome. The main contributing�factors are well recorded: his father�s leukemia from which he died when�Joseph was 14; loss of economic security requiring moves from opulent to�modest housing; Joseph�s separation from the family when sent away to school�just after his father�s death; concern for his homebound younger brother�Robert who suffered from severe cerebral palsy; and employment far below his�talents when a young man. In such a concatenation of events, successful�mourning for his father�s loss, and adaptation to new circumstances governed�by a difficult mother, were unlikely, so Cornell resorted to whatever avoidant�and obsessive means he then possessed, before turning inner conflict to�advantage through art.
The journal gives rich evidence of the energy Cornell had to put into self-regulation of unwelcome moods. For instance he writes of escapes from�the tedium of life at home with mother and disabled brother Robert by forays�into Manhattan book and bric-a-brac shops to forage for diverting objects,�some of them useful in constructing shadow boxes. Even at his most active, the�past exerted an invincible pull, �a thing from childhood never outgrown�,�perhaps the persisting shadow of the shadow boxes. Emotions sometimes�surprised him but remain unexplained. He remembers �in Bayside [Long�Island] riding in a car feeling an intolerable sadness at passing a blue house ...�from West Hampton one house in particular evoked a world of emotion as�unexpected as significant� (p. 109). On February 7, 1946 he recorded, �elation�leaving home not �release� enough for fully satisfactory intensity but�constructive feeling. Touch of old depression�indirect illumination by�streetlight�spiritual sense of joy to go with tempests of G. De Nerval during�day ....� Gerard de Nerval (1808-1855), a precursor of Symbolism and�Surrealism, had caught his attention as a writer who could help him govern�moods. Cornell also records counteracting anger as in the entry for September�5, 1946: �Up early (6) not very relaxed or rested. Yesterday worked at anger�very tense�afternoon anger relieved in spots� (p. 132). Nature was his surest�healer, in the garden or the wild places of Long Island shores. A bike ride along�remote roads to the seaside, watching the changing light, could produce��exultation�, the wished-for change. Although Cornell did not develop these�reports in prose, they resemble nothing so much as passages in The Story of�My Heart (1883) by the pantheistic English nature writer Richard Jeffries, or�the American writings of Henry David Thoreau. Cornell never quite owns up�to being a nature mystic, but that is his tendency and, were it not for the�intervention of Surrealism, his art might have developed along those lines.
By the period of Cornell�s most intensive journaling he had gained the ability to experience and name feelings that had merely plagued him in youth.�His school photograph shows an impassive mask-like face, an almost schizoid�immobile countenance. Cornell is remarkable for having freed himself of�affective imprisonment to the extent he did, yet it cannot be said that risk of�dangerous fluctuations in mood was ever removed. Complaints of��nervousness�, �sluggishness�, �heavy stale sleep� (p. 200), recurring fears of�depression��hovering on deep depression� (p. 206), �emptiness� (p. 235),��the vileness of the migraine states� (p. 308), or �that sorry doltish migraine�state� (p. 366), �sadness�remoteness� (p. 339), and �head pressure� (p. 446)�are the leit-motiv of Cornell�s self-scrutiny throughout the journal. They are�more statements of fact than hypochondria or occasions for self-pity; but to�gauge their actual frequency, intensity and typical associations would require�analysis of the full texts, yet to become available in usable form.

Obsessional Control
Cornell�s greatest obstacle to normal social contact appears to have been the defensive obsessions, those tenaciously repetitive ideas that protected him�from succumbing to catastrophic mood shifts. If he presented to the world as�avoiding (sometimes dismissing) social contacts, in private life he was subject�to controlling obsessions. Crittenden�s A/C defensive classification fits the�picture of Cornell as revealed by his journal and the biographical�reconstructions following from it. The journal shows a high incidence of�occasions when obsessions threatened to dominate his mental life. (The�function of writing was to deepen emotions by naming them, dislodging and�freeing up obsessions to allow the generalized imagery of box construction. In�the best boxes, archetypal associations remove all but traces of personal�conflict, giving the resulting objects authority and autonomy.) Nevertheless,�Cornell was repeatedly in danger of getting �stuck� on fixed objects and�ruminations, mainly having to do with erotic feelings for women. As natural�relations with women were severely inhibited, Cornell resorted to obsessive�day-dreams and fantasies of the women he could not approach. While having�women friends to confide in�the poet Marianne Moore, for�example�Cornell gave much ingenuity to boxes both deifying and�imprisoning the ideal females he craved but feared. Much as a sexually�awakening adolescent might do, dossiers were assembled on such legendary,�untouchable ballerinas as Pavlova. There are box tributes to such dancers as�Fanny Cerrito and Marie Taglioni, upon whose lives and careers large dossiers�were collected. (The obsession with Cerrito reached such intensity that Cornell�hallucinated a vision of her in a window on West 52nd Street in New York.)�Most haunting is the sultry portrait of the movie star Lauren Bacall, tightly�caught in a frame with cross-hairs, central to the surround containing miniature�youthful portraits of her. Above her portrait are phallic New York skyscrapers,�also framed within a jokey pinball-rolling contraption. (The wire mesh seen�through holes above her head corresponds unpleasantly with the cross-hairs�over Bacall�s face.) Untitled (Penny Arcade Portrait of Lauren Bacall) of�1945-6 gives an eerie feeling of entrapped glamour, reminding us of John�Fowles�s sadistic fantasy in The Collector. The same troubling ambiguity is�found in Untitled (Bebe Marie) of the 1940s with an innocent china doll�enmeshed in a mass of under-sea coral, which could also be seen as the�glittering tinsel of a window display. Marlene Dietrich and Hedy Lamarr�received similar treatment, and indeed Cornell could never make a�straightforward portrait of any female, however sympathetic she might be to�his cause. Further, he was to make a movie, Rose Hobart, consisting of�repetitive images edited from other films, described by Deborah Solomon as��an idealized portrait of a female performer�, a �study in androgyny, the first�of many boyish girls to surface in Cornell�s work�.8 Sexual anxiety could be�reduced by giving idealized girls a masculine tonality yet, as far as is known,�he did not similarly feminize males, or idealize them at all. Cornell could not�decide what he felt about sexually exciting women, having to maintain the�paradox of enchantment along with avoidance masking fear.
According to Caws, �like his mother [Cornell] was proper, tidy and obsessive, preferring things to be laid out in parade formation�.9 Intensely�visual from childhood, Cornell was always on the lookout for objects, as would�be expected in avoidant adaptation. A compulsive collector of evocative�objects, together with books and music, he ordered and classified large�numbers of �found objects� thinking of their usefulness in making boxes.�Collecting led to over-inclusiveness, as photographs of his workroom testify.�There was more of everything than could ever be used, even allowing for�variety of choice. As the psychoanalyst Werner Muensterberger writes,��Repeated acquisitions serve as a vehicle to cope with inner uncertainty, a way�of dealing with the dread of renewed anxiety, with confusing problems of need�and longing�.10 Magical properties are attributed to collected objects even�when they cannot possibly deliver what is wanted of them. Indeed, collecting�masks the anxiety�s origin in interpersonal relations, which the art of�box-making transforms and depersonalizes.
The impulse to order and control heterogeneous objects would be harmless were it not for the imagery of entrapped women in his collections and�assemblages. cornell was a voyeur who hoarded representations of idealized�women he dare not approach. Further, he was in the habit of following girls in�the street, �stalking� them as it would now be termed. Obsessive collecting of�sensations aroused by women suggests being stalled, or trapped, by adolescent�inhibition. More than just puritanism of the sort Hugh Hefner�s playboy�revolution would set out to banish, Cornell�s inhibition had specific�psychological causes beyond the reach of any such liberation. Before�considering causes in detail, it should be said that whatever gratifying esthetic�objects were created, the underlying erotic anxiety, though undoubtedly�modified, was never removed. There was a structural split between women as�attractive/ arousing and aversive/ repelling that could be little affected apart�from confrontation in therapy. Imaginative enhancement of glamorous women�such as Bacall remained a symptom and could not alleviate the underlying�anxiety. There is nothing to show that Cornell recognized that he had collected,�trapped and left her and others in an imprisoned or even embalmed state, as�typified by Bebe Marie. The most self-awareness about his stalking and�fantasizing consists of admissions of depressed disillusion after episodes of��sighting� girls in the streets of Flushing and Manhattan. He seldom went so�far as giving them actual unwanted attention but the impulse was certainly�present. The same could be said of his obsession with pornography, towards�which he was both attracted and filled with guilty aversion.
Reflections on the meaning of erotic mysticism are not to be expected from Cornell�s journal which is given to spontaneous jottings and chance�associations. Nevertheless he was aware that the daily exercise in self-scrutiny�was a revolutionary innovation. Andre Breton and the Surrealists had�encouraged exploration of every aspect of the unconscious, no matter how�bizarre or anti-social. Accepting the quest, Cornell pursued and welcomed�inner states that Americans of his generation thought of no importance, if not�improper. He freely used the language of obsession-compulsion, writing of a�late night journal entry: �this scribble may not be the ideal�but as cognizant�as one is of its ephemerality there exists compulsion�. He goes on �penning at�3:30 AM with a sense of never having done it before! ... skies spread out with�the softest deep fleecy scant dark shown�Cassiopeia barely discerned�cool�or even cold� (p. 236). The leap from self-observation into absorption by�celestial wonders, a sort of mystical transport out of self, is characteristic of�Cornell�s imaginative habits. It is what leads beyond sexual anxiety to the�wonders of cosmic imagery in some of his best boxes. He seldom dwells on�troubling moods or free associations which might have revealed origins in�current relationships or family history. The journal is seeking visionary�wonder, not conducting auto-analysis of the rich deposits of inner experience.�It could therefore be called escapist, except that Cornell cannot help but reveal�a sense of isolation and yearning. When human relations are dwelt upon, they�tend to produce disconnectedness, even disorganization or dissociation, as�termed in the language of attachment. For instance on May 29, 1956 he�recorded: �one of those visitations or moods just (hovering on deep depression)�and exultation in endless unfoldment of city doings in many directions (and the�accompanying energy for this seemingly endless inclination (thirst whatever it�is)�by night (at home) that feeling with remorse at not having come home�directly ... nervous kind of reaction sometimes (often) at home should be the�signal for metaphysical work ...� (p. 206). There follows a disjointed catalogue�of impressions from his �city journey�, but nothing coherent emerges until he�writes, �on the verge of that magical feeling about many things of the�past�and healthy sense�not too nostalgic�the changing scene on Third�Ave.� (p. 207). Here matters end and we are not taken into the meaning of��home� which could have been examined. The need is evident for some sort of�reclamation of past experience, for �repair� or integration of its dissociated�elements. Cornell goes only as far as pledging �metaphysical work� to enhance��magical feeling� about his �past� and the home which so grips him that he�must escape. Instead of taking these half-articulated feelings into�reconstructive analytic treatment, he pursued a mythology in art which, at its�best, transmutes dissonant experience into impersonal healing archetypes.
There were also more proximate protective factors against depression. The intensity of Cornell�s exposure to his difficult and impinging widowed mother�was buffered by sharing care for disabled brother Robert. Though of normal�intelligence and equitable temperament, Robert never walked and was
housebound; Joseph, his main caregiver, saw to Robert�s physical needs and devised entertaining pastimes. Devotion to Robert led to playful exchanges�that stimulated Joseph�s inventive fantasy. The brothers� closeness tended to�exclude mother. Games and hobbies, especially toy trains, enveloped the�brothers in a world of their own, complete with private code words. Play�developed in the sense that the analyst Donald Winnicott understood it: the�necessary precursor of true creativity. Looking after Robert limited Joseph�s�freedom, but it also concentrated his fantasy, increased his humanity and kept�him close to the workshop where new ideas were given form. Robert was often�the first to see new boxes and delighted in them. After Robert died in 1965,�Joseph paid tribute with a Rene Magritte-inspired collage showing a toy train.�In 1972 he also incorporated Robert�s drawing of a �Playboy� rabbit into a�memorial collage, remarking of his brother: �To the end ... he retained the pure�joy of the child-mind although cruelly plagued� (p. 393).
Although their mother made it Joseph�s duty to look after Robert, resentment seems not to have resulted. Joseph�s struggle against chronic��morbid sadness� (p. 152) was less a function of indenture as Robert�s�caregiver than of the unmourned loss of their father and the consequent�financial and social dislocation of the survivors. However, we lack Cornell�s�reflection on the concatenation of losses. Diane Wildman writes, �Cornell was�as reluctant to reveal the details of his life as he was to sell one of his works�.�she adds, �Cornell always insisted that his art was the result of a loving and�understanding milieu, without which it would have been impossible�.11 Lynda�Hartigan repeats this anodyne view: �Cornell retained indelible impressions of�his childhood in a close-knit family, and in subtle and direct ways his art�contained reverberations of his childhood interests and experiences�. Hartigan�cites the �warm relationship [of the Cornell children] with their maternal�grandparents� as more sustaining than with their own mother.12 But loss of�grandparents compounded the grief for loss of father. This helps to explain�why Cornell was so imbued with an idealized past that masked unmourned�sadness, and why objects were so emotionally charged with desire. The�surrealists� typical concern with irrational connotations of ordinary objects�prompted reflections on a �kind of happy marriage with my life-long�preoccupation with things. Especially with regard to the past ... mystical sense�of the past�empathy for antiques�nostalgia for old books, period documents,�prints, photographs etc.� (p. 387). Words follow on creativity as �consolation�,�a way to recover pleasurable aspects of the family past. Occasionally the�journal reports fond memories of early days in Nyack where the family lived,�but there is no concerted reconstruction, only search for consolation.
Cornell knew he was entrapped, that his erotic impulses were strange and wayward, especially towards adolescent girls. By 1959 he was able to write,��youth [:] what is the obsession?�desolation resulting from clinging�unrelenting pressures (outrageously obscure) unresolved stalemate unwilling,�or stupidity of girls in meeting home situation and so the way in which�trivialities seem to glow with a warm consolation & strangers are endowed�with qualities they don�t possess or at least it would be embarrassing to them�with one�s own endowment in such a mood� (p. 263). Convoluted though this�statement may be, it is among Cornell�s best insights into his predicament.�Idealized young girls lured him off the pathway of self-transcending art.�Cornell was never as successful as the painter Balthus at bringing desirable�youthful females into his art. Nudes are not admitted to his shadow boxes or�collages and Cornell only rarely shows more than a glamorous tightly framed�head and shoulders. When there are exceptions, as in Untitled: (Sequestered�Bower) (1948) the nude is a plastic doll, while in the collage The Sister Shades�(1956) the topless women have their backs turned to the viewer. Chaste�restraint thus separates Cornell�s art from that of the other subjects of this study,�Picasso, Bellmer and Balthus who all indulged in exposures and manipulations�unthinkable to this American artist.
Fearing disapproval Cornell kept his dossier of siren pictures, such as those of Marilyn Monroe, well out of sight. His mother appears to have taken�little interest in Joseph�s box-making, tolerating while not attempting to�understand its necessity. Judging by the journal, the enmeshment of Joseph,�Robert, and their mother reduced the possibility for open and meaningful�communications. Joseph talked freely only to the journal and, occasionally, in�long phone conversations with trusted friends. He could not talk to his mother,�who comes across as the pre-occupied and over-busy manager of a financially�precarious household. The journal�s tentative impressionism, its incomplete�and sometimes incoherent statements, may be attributed to Joseph�s having�nobody at hand to talk to. He was also looking for a language to say what few�before him had so honestly tried to record. While Breton and the Surrealists�were ready to adopt Freud�s language of dream analysis, Cornell�s more�spiritual quest often left him faltering for words. If his ideas remain cryptic and�half-formed it is because they try to convey feelings that had no accepted outlet�and for which no language existed in his milieu.
Helen Cornell was less censorious than baffled by her sons� odd artistic interests and religious alliance to Christian Science, especially Joseph�s which�also became Robert�s. Try though he did, Joseph could never persuade his�mother to take interest in the church whose teachings undoubtedly reduced his�psychological risk and counteracted psychosomatic ills which had troubled�him since childhood. At private school he had suffered from �great insecurity��and from stomach complaints which, diligent student though he tried to be, had�something to do with inability to complete a diploma.13 At Andover he kept�solicitously in touch with his mother, the surviving letters showing uneasiness�about finances. Perplexed and unseeing, Helen Cornell could only idealize her�sons. In the last year of her life, she tried to sum up in a letter to Tilly Losch:��Sometimes I feel no one Mother deserves two such devoted sons as mine.�Never thinking of themselves�only what they should do for me�and�needless to say my single aim was what I might do for them. You know it�s not�easy to do things for two such spiritually endowed sons as were Robert and�Joe� (p. 327). So insistent was she on her sons� high mindedness that Joseph�himself must have been tempted to accept the unreality of such statements.

Helen Cornell
Born into comfortable circumstances, Helen Cornell was unprepared for the hardship of her life. Helen Ten Broeck Storms was an only child born August�21, 1882 in Greenpoint, Brooklyn but moved to Nyack, N.Y. where she�attended high school. Intending to teach kindergarten, she entered a training�school in New York City, but marriage at age 20 to Joseph I. Cornell prevented�it. Joe, from Closter, N.J., was seven years older than his bride and a designer�of fabrics. They established their home in Nyack, where Helen�s maternal�grandfather Commodore William R. Voorhees was a wealthy social leader.�The Cornells were soon recognized for their own stylish upper middle class�household complete with servants. Joe Cornell was not only successful in�business, he had aspirations as a pianist, singer and actor. He was a social being�who needed the stimulus of travel and was frequently away. Cornell�s�biographer thinks that Helen was �disappointed by the unmet expectations of�her marriage, which would partly explain the intensity of her emotional�investment in her sons�.14
Of the children, Joseph I. (the sixth of that name, the �I� having no known meaning) was born December 24, 1903, Elizabeth on February 5, 1905, Helen�February 21, 1906 and Robert June 6, 1910. The family was complete before�moving to �the big house on the hill�, where Cornell�s memories mainly centre,�before the unexpected death of his father from leukemia a year after Robert�was diagnosed with incurable muscular degeneration. These tragedies,�together with financial losses, completely altered the course of Helen Cornell�s�life. Social status was lost as she struggled to find work to support her children,�and it became necessary to leave Nyack for a less expensive dwelling. Thrown�onto her own, Helen perhaps became more managing than was good for her�sons. Looking years ahead, Solomon comments: �Helen Cornell ... would�make a piercing impression, at least among her son�s acquaintances, who, in�later years were invariably surprised by this short, plump matron living in�noticeable discord with her son. Many would see her as a punitive presence,�nagging her son about dusting blinds or clearing the table as if he were a�slovenly child. A critical woman, Helen bound Joseph to her not only with the�attention she lavished on him but with the approval she just as capriciously�withheld. While she claimed he had �top place� in her life, she left him feeling�more diminished than fortified, leading him to believe that nothing he�accomplished was enough to repay her devotion�.15
It is tempting to think that Cornell�s repetitive forms�such as multiple spheres, cubes, watch faces and empty compartments�signify obsessive�attempts to fend off feeling of entrapment by mother and brother after his�sisters had married and moved away.16 He seems to have felt enmeshment, or�inability to disentangle dependencies, with the surest avenue of escape being�departure into a higher realm of consciousness. Repetitive forms are like a�mesmerizing ritual chant. Many boxes therefore became �dream catchers� of�a kind, giving access to alternative worlds where the imagination was free to�roam. Pleasurable mood changes were worth the risks of dissociation, and�Cornell appears never to have got lost in schizoid oblivion. As he put it in 1958,��Mother too �busy��Robert in disconsolate mood until after supper�radio�night for Robert�fine work today on small box (large�window type�new�walnut stain over yellow)� (p. 248). Certain boxes resembling Victorian�dioramas containing birds, such as Untitled (Forgotten Game) of 1949, convey�the paradox of free flight being inhibited by a containing structure. Cornell�would never actually portray his mother as captor but repeatedly alluded by�symbolic objects to this feeling.
Although infrequently mentioned in the published journal selections, Cornell�s mother pervades it by her exclusion. The confided privacies were not�for her eyes, instead invoking an unseen world she could never inhabit and did�not wish to know about. Her opinions were made irrelevant to Cornell�s�visionary quest and, as noted, he gave up trying to talk to her about anything�that mattered. This looks like the outcome of a long-established avoidant�attachment style, a way of parlaying anxiety into substitute attachment objects.�Cornell did talk to other women, for instance Patricia Jordan, about his mother�when she was over eighty and having falls; he also talked about Robert aged�fifty-two, whose misfortunes remained poignant. Cornell was looking for a�nurse to join the household so that his mother would not have to move in with�either of the married sisters in Westhampton (pp. 282-3). Earlier references to�her mainly concern whether she was at home or away, she being described as�his �neurotic fussing mother� (p. 264). But he could also write: �Robert joy�again late afternoon after trying morning�Mother, �sweetness�� (p. 304). In�view of such inability fully to accept or reject mother, Cornell kept the status�quo as long as he could pursue the �white magic� of his art.
When in 1965 Robert died, Joseph wrote: �Friday the 26th at 1:30 in the afternoon my blessed brother looked at his wall of the celestial toy trains, out�on the saffron grounds of the ring-necked pheasants, glanced back and without�a sign was released from his frail frame which had withstood such cruel�pressures and tensions ... The way was already prepared for me; I have had�singularly free feelings from any of the grief I would have anticipated� (p. 316).�He adds a cryptic memorial: �Remembering the two stars ** two beautiful�dealing with dawns! poet�s quest: �that Beauty furled/ Which penetrates and�clasps and fills the world.� Shelley, Epipsychidion�love death� (p. 317). This�is code language for a shared empathic understanding with Robert. Cornell�commented in a letter to Wayne Andrews, �I am emerging from the enervation�and have done something towards the memorial�, also noting, �Mother is�taking it wonderfully� (p. 317). The next year he wrote to John Ashbury, �I�ll�be giving the lion�s share of my time to my dear mother who has sustained�remarkably� (p.333). When finally she moved to a sister�s house, Cornell slept�peacefully in her bed a few days before her death.
While lastingly saddened and confused by his father�s untimely death, those of his brother and mother were prepared for, accepted and mourned.�Writing to Lisa Andrews, Cornell confided, on a Wagnerian theme about�Siegfried and the �pearly gates�, that his mother had died in peace after a fall:��Oh, dear Lisa, what a beautiful child she once was, complexion of an English�milkmaid and the silvered tresses ... She was so close, you have no idea.�Yesterday in her favorite walking route (to the bay) she revealed the��Waldzscenes (sic)� of Schumann afresh to me� (p. 345). The references to�music are significant as we will see that they typify Cornell�s repeated appeals�to the healing power of music which became essential to his art.
Solomon sees Cornell as having been dangerously close to his mother, and there is no doubt that he strategized to avoid deepening the entanglement with�mother. Evidence is cited that she felt �stirred and excited in Joseph�s�presence�, with his mother�s letters revealing her to have been �poignant,�comical and frightening�.17 Solomon comments that �Mrs. Cornell emerges�from the correspondence as a vivacious but needy woman who yearned for�Joseph with an ardor more befitting a lover than a mother�.18 Shades of�possessive Mrs. Morel in D. H. Lawrence�s Sons and Lovers begin to gather�around this story, but it seems unlikely that Mrs. Cornell stigmatized her dead�husband as weak or denigrated his memory as Lawrence�s mother actually did�to his father. Lawrence wrote fiction about his consequent struggles with�women whereas Cornell withdrew from them into realms of erotic fantasy.�Cornell�s dreamy, somewhat edgy, idealization of women is less the product�of a drastic engulfment than of recoil from the �disturbing edge� Solomon�finds in his mother�s letters. In other moods, she urged Joseph to �feel free�,�despite missing him very much and being well looked after. There was always�something of the �double bind� about Mrs. Cornell�s address to her adored�elder son. Her most drastic manipulation of Joe was her insistence that he not�attend Robert�s funeral because �burial after cremation is emotional�I don�t�think I could stand it�. Joe meekly complied, depriving himself of a final�good-bye to the brother for whom he had done all he could. There was no�resentment: �All children revere you profoundly in this world and in the one to�come�, an idealization avoiding the open conflict he could not bear.19
The artist stereotype specifies fierce rebellion and individualism, as indeed was displayed by Surrealists such as Max Ernst, whose fantastic collages first�inspired Cornell. Ernst attacked conventional family life, church and�traditional art, causing outrage with such paintings as The Virgin Spanking the�Child Jesus in Front of Witnesses: Andre Breton, Paul Eluard and Max Ernst�(1926). Such attacks were no part of Cornell�s intentions. He had no wish to�repudiate cherished childhood memories, nor would he allow himself to admit�to feeling anything but submissive gratitude towards his mother. This made�him a misfit among Surrealists, and he could be accused of a particularly�American sort of complacency. But Cornell�s alliance with his mother in�caring for Robert did much to hold him within domestic bounds and to retain�inchoate anger as avoidance, which took the form of over-praising her. It was�in this hot-house, boxed-in atmosphere that the metaphorical and also very�tangible boxes became urgent business. The shadow boxes never editorialize,�have no ideological agenda, the point about them being that they invariably�rise above interpersonal interpretations and the every-day trivialities of a�restricted life. It may be said that the boxes merely walled off ugly feelings�which should have turned Cornell into an expressionistic misogynist such as�Willem de Kooning in his Woman paintings of the early 1950s. But that would�be to miss the point about the boxes being entry-ways into another more�spiritual world that Cornell strove to give authenticity. They witness to�successful auto-regulation, mood control and self-initiated homeostasis by�means of artistic creativity. Cornell�s life was improved because of them. For�the most part stalking was maintained within safe bounds and he did not resort�to binge drinking or other self-destructive addictions, save perhaps junk food.�The boxes and collages are highly resonant for those viewers who are�esthetically susceptible. They do not apologize for, or undercut, their often�startling beauty, and they hold special rewards for those seeing the emotional�survival strategy behind them.
Cornell is said to have paid a heavy price for his sublimations of the loss of normal sexuality. Yet his weirdly erotic asceticism, centering on�incarcerated glamour as in the Bacall box, is not as clear-cut as it looks. In�1993 Mary Ann Caws reported that late in life Cornell actually had �intimate�relations�, implying intercourse, with Yayoi Kusama, an encounter the�biographer Deborah Solomon does not accept.20 Solomon believes Cornell to�have been completely impotent, averse to any sexual relations with a female�partner or even living with one. The most she allows is that Yayoi �encouraged�him to act on his impulses and apparently gave him his first true taste of sexual�bliss. He was sixty years old, and finally, at last, he kissed a woman on the�mouth and explored a woman�s body with his hands ...�, but nothing more.21�His fantasies were certainly heterosexual rather than homosexual, or even�especially bisexual, yet anxiety and inhibitions were so deep as to prevent�actual sexual encounter. The avoiding (or dismissing) of attachment�transformed into a sort of �spirituality� without shifting objects of desire away�from females. Mrs. Cornell is unlikely to have seduced or sexually aroused her�son but to have controlled him from a distance. It was she who drove Yayoi�Kusama from the house, defending the emotional status quo and, no doubt, she�had all along discouraged Joe�s search for a mate. But she did not make him�completely fearful and phobic about women, nor could she invade the inner�reaches of his imagination where a different process went on. Rationalizing�that he saved sexual powers for his art, Cornell felt he used them for�otherworldly journeying via the shadow boxes and collages. This is not to say�that he altogether avoided risky encounters with women�befriending the�waitress Joyce Hunter (�Tina�) proved to be a fiasco when she robbed him.�Nevertheless, Cornell channeled his sexual anxiety into an art of esthetic purity�atypical of Surrealism.


Christian Science
Cornell may be unique amongst modern artists for affirming, rather than attacking, a Christian church. His art would have been impossible without a�belief-system more comprehensive than the rebellious ideology of Surrealism.�It would seem that the self-transcending (and self-abnegating) teaching�prescribed by his church enabled his artistic products to arise above personal�idiosyncrasy. Much in the expressive arts of the modern era is merely�ego-bound, self-concerned and solipsistic, leaving viewers trapped inside alien�psychological states. Cornell understood this, setting his sights on a more�spiritual plane and, paradoxically, he somehow managed to escape via art the�strict confines of the religion to which he clung. Christian Science was the�starting point for an art that few would guess began with such a religious�commitment. Its prophet and founder was Mary Baker Eddy (1821-1910)�whose virtual denial of the body and all its sufferings Cornell accepted, along�with much else that today strains credulity. Aged twenty-three he joined the�Christian Science church, adhering until death aged sixty-nine. Robert also�became a member which helped him accept disability. It was not that Mrs.�Eddy was sought out as a surrogate mother, or spiritual rival to mother�in�whose life-after-death, along with that of Robert and of Joyce Hunter, Cornell�believed. It was that Mrs. Eddy�s teachings spoke directly to Cornell�s�psychosomatic sufferings with elevating teachings that could forestall�depression and give practical guidance throughout his life.
For Mrs. Eddy, Jesus was a healer; indeed she believed that she herself had been miraculously healed after injury from a fall. Her treatise on faith healing,�Science and Health (1875) taught that there is no devil or sin and that evil and�good are unreal illusions. Further, she asserted that �matter, sin and sickness�are not real, but only illusions�, that �life is not material or organic� and that��true healings are the result of true belief�.22 Each of these propositions was�acceptable to Joseph and Robert cornell, although never to their disapproving�mother. Joseph was especially taken with the high-minded idealism of�Christian Science which was akin to the American Transcendentalism of Ralph�Waldo Emerson and Henry David Thoreau. He inclined more to the�Transcendentalist doctrine of God immanent in harmonious material nature�than did Mrs. Eddy, as we will see in considering his view of nature. But he�certainly subscribed to the teaching of �mind over matter�, of higher spiritual�states being able to surmount bodily suffering. Thus, until his final illness,�Cornell did not consult physicians or take medications but sought the�consolations of Christian Science practitioners. His art is suffused with the�otherworldly aspirations of a sufferer who knew that physical discomforts and�disordered moods yielded to Mrs. Eddy�s daily discipline and instructions for�maintaining health. The influence on Cornell�s art is present but not obvious;�for instance, Pharmacy is a shadow box assembly of 1950 which is not about�drugs but about esthetic and spiritual restoration to health. An earlier journal�entry predicts what Cornell would have in mind when he made Pharmacy:��THEN I was in the House on the Hill working like an herbalist or apothecary�of old with these sweet scents in my own fashion. This discovery of making�boxes so like a bird�s own nest was inexpressibly satisfying in such a warm and�redolent atmosphere� (p. 117). Cornell the artist was an apothecary of the�mind.
Less is said in the journal about the benefits of Christian Science than about the mood-lifting effects of nature as Cornell was quick to assimilate such�teaching into his own esthetic sensibility. He was never a thinker, let alone a�critical one, more a gatherer and synthesizer of visual sensations useful�towards artistic products. Nonetheless, statements of gratitude for healing are�readily found in the journal: �a persistent tenseness relieved fully for the�moment with the realization of the significance of Christian Science in its�supreme power to meet any human need� (p. 155). Elsewhere he testifies that�Mary Baker Eddy�s �sermon on TRUTH� brought �that much needed lift from�a tendency to depression� (p. 273). Nothing is said about specific applications�to creating boxes, which is more likely to be mediated by the �cosmic�consciousness� sometimes induced by nature. He was hypersensitive to the�changes in bird life in his garden and to a beloved Chinese quince tree under�which he frequently sat. The �triggers� to altered consciousness were simple�natural sights and sounds of which most people are oblivious.
Cornell�s devotion to gardens and to nature began with his mother: �gratitude to Mother for such a tradition of beauty as she gave us especially�now �of flowers��quince & forsythia about to bloom after a �day� getting out�early before this special feeling passes...�. His garden was a small arcadia.�Significantly, he adds a note regarding his spiritual mother: �kitchen reading�Mrs. Eddy�s poem �Flowers�� (p. 365). Cornell was a sort of Wordsworthian,�experiencing �spots of time� or, in Virginia Woolf s phrase, �moments of�being� induced by nature. But as these were transient and limited, spiritual�aspiration appears to have led him towards what Richard Maurice Bucke called�called �cosmic consciousness�, an evolutionary stage beyond the limitations of�self-consciousness. Religious seekers and artists of many traditions are known�to have experienced higher awareness, beyond any church doctrine or theology.�From Jacob Boehme to Walt Whitman, Bucke�s quotations show that �Like a�flash there is presented to his consciousness a clear conception (a vision) in�outline of the meaning and drift of the universe .... He sees and knows that the�cosmos, which to the self-conscious mind seems to be made up of dead matter,�is in fact far otherwise�is in very truth a living presence.... He sees that the life�which is in man is eternal, as all life is eternal....�23 Had Cornell read Cosmic�Consciousness (1901), he would have understood it perfectly, despite the book�making no reference to Mary Baker Eddy. He had in fact read many of the�poets and writers cited by Bucke and they helped him on his way towards a�spirituality not limited by the church to which he adhered. There was, however�a counter-pull to the mystical and pantheistic in Cornell�s life: obsessions with�dancers, film stars and young girls, which both excited and distressed him to�the point of self-imposed disciplines of a healthier sort.
�Moments of being� often conflicted with intense, but unactable, erotic desire when �cosmic consciousness� gave way to urges to pursue in the streets�some attractive young girl. Remain an artist he must, as Cornell could never�become a saint. Physical exertion was used to control wayward energies.�Writing to the poet Marianne Moore in 1944, he noted, �I have been using�some of my time lately bicycling around our banlieus and discovering such�unexpectedly breathtaking landscapes as I never dreamed existed within a�rock�s throw� (p. 113). He writes further of �many trips made by bicycle�gathering dried grasses of different kinds ... the transcendent experiences of�threshing in the cellar, stripping the stalks onto newspapers, the sifting of the�dried seeds, the pulverizing by hand and storing in boxes. These final siftings�were used for habitat (imaginative) boxes of birds, principally owls�. He adds,��This discovery of making boxes so like a bird�s own nest was inexpressibly�satisfying ...� (p. 117). Cornell was paralleling natural processes, which he also�induced in himself with the �highs� of bicycle riding and visionary glimpses�amidst the most ordinary of natural scenes. As noted, alcohol or drugs played�no part in the altered states he sought and sometimes realized to the full. Often�these states have the ring of authenticity found in far more gifted writers than�Cornell. A lyrical journal passage from 1945, beginning: �the lush sunny�meadow grasses made musical by the lazy drowsy afternoon symphony of�insects/ the fields vibrating with incessant cricket song ...� (p. 126) sounds like�the ecstatic prose meditations of Thomas Traherne in the seventeenth-century,�a writer he reported reading in later years (p. 316).
Cornell�s art is no simple extension of American Romanticism but a mutant form necessitated by surrealism�s cultivation of urges and fantasies�from the unconscious. There is tension in Cornell�s art between native�transcendentalism with its nature mysticism and the newer delvings into�unconscious sources of sex and violence. Perhaps it is this tension that keeps�Cornell�s art so vital while many products of Surrealism appear stagy and�jejune. Cornell indeed broke with traditional American Romanticism. There is�little sense in his writings or art of the grand picturesque sweeps of earlier�painters of �The Hudson River School�, such as Thomas Cole or Richard�Church. There is no panoramic viewing of topographical wonders, only more�or less intense moments of �seeing the world in a grain of sand� as transmuted�into a constructivist idiom. Nature is never simply transcribed, nor made to�complement, for instance, such turbulent and foreboding mystery as Albert�Pinkham Ryder�s. Given the stimuli of this distinctive American inheritance�all around him, from Nyack to Long Island, it is a wonder that, with his acute�attunement to nature, Cornell could step away from it. No doubt the most�daring reaches of Surrealism disturbed him, yet with his French inheritance,�despite lack of travel, Cornell succeeded in feeling European. It was the violent�excesses of Surrealism he disliked, not its new freedom to play with all manner�of fantasy�a freeing source of delight to be measured by his remaining�inhibitions. That eroticism must be tempered with spirituality was the caution�enjoined by Cornell�s interpretation of Christian Science belief. Cornell was�not a Freudian (except in scrutinizing dreams), or even a Jungian, a psychology�of myth and archetype more akin to his temperament. (A tantalizing brief�mention in Cornell�s journal of the child analyst Melanie Klein, who wrote�about art as �reparation� to the mother for the infants�s attack on her breast,�make us wonder how much he knew of her theories (p. 334).) Clearly he was�tentative about the exciting but risky territory opened by psychoanalysis.�Cornell settled for a much more homey nature-worship, without delving into�the new science of motivations for what it could tell him about the origin and�meaning of his quest. His authentic language is heard in such a statement as:��Flicker in the morning seen thru opera glasses* feeling especially�occasionally with a maximum of spiritual satisfaction with occurrences of the�common round. Reveling in the details of the backyard become a kind of�theatre with the appearance of the flicker. Budding scraggly quince tree flicker�in turned ground searching with beak� (p. 142). Here the American Romantic�sensibility is served by a syntactically broken, freely-associated statement�which retains freshness and spontaneity. By cultivating verbal free play,�Cornell often attained the mood-altering states he craved, summed up for�instance: �working all morning�taking a rest in the chair in the back yard�all�of a sudden an overwhelming sense of harmony and complete happiness, a�spontaneous lifting that seemed like a healing dispensing with specific work�for the time being in this blissful state� (p. 159).
Such privileged moments, however, could not permanently resolve Cornell�s obsessive dilemma. journal entries such as �soft rose & blue sunset�setting off branches almost bare�ineffable grace�thru cellar window� (p.�286) or �cold 4:30 sunset subsided�feeling of spring freshness in holiday�week�transforming moment�this �lift� again� (p. 286) lie adjacent to�requests to a friend for photographs of �young nudes or anything good in�original prints�, or remarks on �Nude models�neighborhood girl on bus�miserable recurrent stale dreams before awakening relief finally thru at 7 ...� (p.�286). Could these contrary mystical and erotic states of mind ever be�reconciled or blended into something Cornell could fully accept? It does not�seem so, with evidence lacking of effort being made. Mrs.Eddy�s teachings�had little to offer males such as Cornell suffering shame because of unwanted�obsessions. In the absence of any statement of the problem, let alone attempted�solutions through personal analysis, it must be concluded that �cosmic�consciousness� allowed only transitory escape from overwhelming erotic�urges. As with his mother�s less welcome demands and crotchets, Cornell�simply avoided the implications of this clash of motives in his journal. The�contradiction manifesting in his art is made unmistakable by the journal; had�he looked for patterns of self-revelation, as the troubled self tried to�communicate amongst its compartments, he might have seen it. Judging by the�evidence we have, such a self- analytical phase (or attainment of metacognitive�awareness, in Mary Main�s terminology) never opened. Cornell remained�mesmerized by the spectacle of his changing inner and outer worlds, not�attending to recurring patterns of conflict and relief. Had Cornell entered�analysis, his art would certainly have been different, engaging more with the�interpersonal, sometimes tragic, events from which his troubles had arisen.�Nonetheless, the boxes are often poignant by-products of unresolved avoidant�defensiveness and dismissive habits of attachment. Knowing their origins in�conflict enriches this high achievement of American modernism.
The Arts
Next to Christian science, Cornell�s most powerful resource for managing depressive moods was the arts. Judging from the journal, the arts almost rival�nature for their claim on his attention. Cornell was an avid reader, but it is not�surprising that his feeling for literature was perhaps less intense than for the�plastic arts and music. Each could be of compelling interest: we will first�consider the plastic arts, then literature and music. Apart from admiring the�elegant simplicity of sculpture by Brancusi and Giacometti, Cornell had little�to say about it, his mentor Marcel Duchamp not being strictly a sculptor. His�preference in painting ran to the austere, almost static masterpieces of Vermeer,�Chardin, Delacroix, Giotto, Redon, Juan Gris and Morandi. These artists� work�invite much the same quiet contemplation as is required of viewers of Cornell�s�own boxes. With certain exceptions, their moods are reserved and reflective,�calling attention to the deft management of form. Cornell felt special kinship�with Morandi, writing, �Musing upon Morandi�dust covering his beloved�used bottles, metal utensils, etc. ...� (p. 368). At times he could cite with�approval purely geometric artists, such as Mondrian became, but Cornell�preferred Morandi�s exquisitely observed objects in their always fascinating�arrangements. Never as bizarre as the Symbolist Odilon Redon, nor as�down-to-earth as the master of formal organization Jean-Baptiste Chardin, it is�hard to say just which historical figure took precedence. Closer to his own�milieu, the example of Edward Hopper�s lonely figures fixed in silent remote�spaces appealed to Cornell, but Cornell never attempted such chilly dramas as�are found in Hopper�s paintings. (Indeed Cornell�s mother had been a�classmate of Hopper, and as a child his sister Elizabeth had briefly studied with�him, (pp. 333-4).) The journal establishes such influences but, apart from�Duchamp, Cornell�s specific debts to these masters are hard to discern.
He is surprisingly diffident about Surrealism. The laconic �met Dali� is unaccompanied by any critique of his merits or excesses (p. 126). (In fact, Dali�felt jealous of Cornell�s prowess in making the film Rose Hobart, but there was�no response to his jibes.) Giorgio de Chirico is admired but Max Ernst, whose�La Femme 100 Tetes had started Cornell on his career in 1931, is not�mentioned in the journal selections, nor is Rene Magritte, the uncannily�inventive Belgian Surrealist. Perhaps these artists� pictures were just too�fantastic, or disturbing, to be of use to Cornell. He may have recoiled from the�perverse sexuality of Surrealism. A lasting debt to Andre Breton, however, is�undeniable: �Breton�surrealism �saving my life�� (p. 331).
Nevertheless, his taste ran beyond the radical avant garde art, seen at the Levi Gallery in New York, to Renaissance masters in the Metropolitan�Museum. Chance remarks, such as �Floating Clouds flocks�one was�fish-shape�screened by the tracery of the branch of Claude Gellee�s [Lorrain]�soft grace in the movement drift West to East�, show how closely Cornell�observed that classical master of landscape�s atmospheric effects (p. 456).�Another remark reveals that he had looked with care at the paintings of�Carravaggio and at Rembrandt�s etching of a visionary experience, A Scholar�in his Study (erroneously titled Faustus), using the phrase �a living realm of�golden shadow� to make a comparison with a film he was discussing (p.174).�His own heritage led him to art of the Dutch �Golden Age�, especially that of�Vermeer. Perhaps the most telling remark on the origin of his own boxes�concerns the �perspective boxes� of Samuel Van Hoogstraten (1627-78). Van�Hoogstraten�s painted miniature interior scenes were to be viewed through a�peep-hole giving the illusion of entering an enchanted realm. Cornell wrote of�the �peep-show effect of the Dutch boxes�a feeling that this �imagery� is the�one Vermeer was acquainted with�seen in a mirror plus�illumination�beyond trickery etc. into a world of awesome beauty and with�such simplicity� (p. 255). While Cornell did not construct exactly such�peep-shows, the mood of safely enclosed yet remote and unreachable space set�a standard for many of Cornell�s constructions. (The well-known nineteenth�century English Baxter Prints, which Cornell could have seen in bric-a-brac�shops, were often very deeply framed to give a �shadow box� effect, making�them akin to Cornell�s actual constructions.)
Cornell was unusual among artists for being well read, especially in modern French literature. He never traveled to France but was indeed��Francophile� in keeping with descent from Guilliaume Corneille, who in�1640 came to America by way of Rotterdam, Holland. Along with�concentration in French culture, Cornell ranged far into English and American�literatures: Browning, the Brontes, Coleridge, Cummings, de la Mare,�Emerson, Frost, Joyce, Keats, Poe, Pound, Shakespeare, Shelley, Stevens,�Swinburne, Traherne, Vaughan, Williams, Whitman, Wordsworth, and�Yeats�all referred to in the journal. Levels of serious engagement is another�matter, the writers who probably affected him most being Emily Dickinson,�Rainer Maria Rilke, Alain-Fournier, Charles Baudelaire, Marcel Proust,�Gerard de Nerval, Arthur Rimbaud, and Stephane Mallarme, along with Andre�Breton and certain cultural and literary critics. Emily Dickinson�s New�England isolation and piercingly insightful verse especially appealed to�Cornell, as did Rilke�s powerful estheticism in verse and letters. Alain�Fournier�s youthful romantic yearnings for a lost wonderland and his�impossible love closely paralleled Cornell�s nostalgia for childhood and his�unfulfilled erotic longings. Proust also heightened the feeling of a lost world�of youthful wonder, while the artist�s new found independence and�individuality were emphasized by de Nerval, Mallarme, and Rimbaud. In�keeping with their Symbolist credo, these writers exemplified wishes for a�transcendent esthetic realm, visionary in intensity, beyond the exigencies of�ordinary life�certainly the aim of Cornell�s shadow boxes. When Cornell�wrote: �up at 6:30 and that miracle of renewals in the boxes that seem to offer�so little expression of real feelings and aims�warmth color in painter�s�sense�etc. today the white long one with the cordial set ...�, he enacts the�Symbolist poets� ritual of transcending by art alone ordinary sensations to�reach a higher consciousness.
Symbolist and other writings excited Cornell�s creativity leading him towards an art of reflection, mystery and wonder, but evidence is lacking in the�journal for the actual healing effects which are so patent for music. of all the�arts important to Cornell, music�s effects are most clearly stated, though he�claimed no musical ability of his own. Whether music has the power to heal or�simply offer consolation is open, as Cornell admits, to question. More than�with responses to literature, or even art, he struggles to find language for the�effects of music upon mood. For instance, �Beethoven #16 heard in bed last�movement adagio heard in kitchen reverently. Slightly (but only) missing the�identification (i.e. the quartets) so taken for granted �only yesterday��can do�it with Rasumovsky�s Opus 59: 1, 2, 3, #24 probably #15�does not matter too�much�the above #16 was orchestrated by Toscanini�. He continues, �Howard�Hussey [a research assistant and friend] about Gieseking�Debussy�the��Preludes� �healing��for myself something different�consolation�healing�more about Debussy his credo healing once found pre-eminently in the slow�movement Opus 163 Schubert�s String Quartet where does one go for��healing� when the player & or radio breaks down?� Cornell comments,�however, that �reinings in� of the excessive actually to the point of �healings��have occurred �without any recourse to musical records or radio�. As an�afterthought, he wrote: �Consolation would be my word rather than �healing��If �healing� were to be applied to this realm�I have found Schubert�s��Impromptus� (8) more deserving of the word� (p. 415).
These statements about consolation and healing could not be more important for what Cornell thought all the arts to be about. They are means of�dispersing and replacing dysphoric moods, the question being whether the�effect is temporary or permanent. We wish that his language was more precise,�relating specific musical experiences to actual moods he surmounted.�Nonetheless, an important point is established. Elevating low moods, at least�symbolically healing the fractures in human relations, especially sorrows for�loss, were Cornell�s purpose for the arts. In other words, the boxes are�specially constructed objects to counteract despair over shortcomings and�failures in real-life relationships. In 1969 he was thinking with remarkable�prescience in the language of �Object Relations� psychology about the�mood-altering uses of objects. The example prompting his reflection is the��consolation� Mary Baker Eddy felt upon seeing a mere rubber band twisted�into heart shape lying on papers in a drawer. This leads Cornell to speculate:��WHAT ABOUT a plea for the �object proper� harking back to first�unconscious origins [?]� (p. 417). He is thinking about symbolic replacement�objects when there are deficits of attachment. Evidence of this motivation is�found in the remark: �Obsessive desire to do an �In Memoriam� with boxes� (p.�270). This was recorded in 1960 prior to the deaths of his mother and brother,�the closest name in the journal being �Camus�. Reverberations from the writer
Albert Camus�s untimely death may reach as far back as that of Cornell�s father, prompting Cornell to consider calling a box Homage to Camus (p. 270).�It is significant for the theory of creativity that loss of a writer, whose Rebel�Cornell admired, should escalate into an obsessive need to mourn. This makes�of the box, which may or may not have been attempted, a concretizing of�feelings so disturbing that they needed an �objective� intermediary to receive�and contain them. The �object proper� from the unconscious comes into play�in the act of re-supplying a lost attachment object. Making a box would�externalize the feelings and at least begin healing.
Cornell�s boxes should perhaps be thought of as solidified music, complex harmonies visually agreeable and, at their best, allied to �the music of the�spheres�. Certain of the cosmological assemblages suggest this more than�those using every-day objects, or from observing nature; but even with these it�is tempting to make Cornell into a Platonist composing to invoke the visual�evidence of a purer reality of essences. As far as is known, he never tried to�incorporate actual music into a box; the idea of a clever swiss music box,�complete with warbling birds, did not appeal any more than did the beguiling�Dutch interiors of Van Hoogstraten�s peep-boxes. (Certain boxes, such as An�Image for the Two Emilies (1954), do produce a tinkling sound when agitated,�but this is trivial beside Cornell�s larger intention.) Cornell, a master of�imaginative extension, rejected the whimsical and sentimental, such as found�in Victorian parlour dioramas or stuffed animals behaving like humans, in�favour of drawing the imagination beyond its usual limits into archetypal�realms. Theorizing synesthesia, say in the manner of Wassily Kandinsky in�Concerning the Spiritual in Art (1912), was not Cornell�s bent. Nor was�following Carl Jung into dense Germanic speculation on the origin and�meaning of archetypes. Perhaps this was fortunate for preserving the simple,�playful constructions with such surprising capacity to extend every-day�objects into realms of awe and wonder.
if Cornell did not make boxes actually emitting music, neither did he suggest that his constructions should be viewed to musical accompaniment. He�well knew that if, for example, he had asked that the box be called Swan Lake�for Tamara Tourmanova (1946) be accompanied by the actual ballet music,�experience of the box would not be enhanced but suffer or be negated (pp.�192-3). Another music than the well-known Tchaikovsky is implicit, and�temptation should be resisted by the viewer to �play� it in imagination. There�is a deeper music to listen for via visual stimuli which can have the effect of�de-familiarizing hackneyed ballet music. Yet, in a sense, actual music went�into the boxes as they were constructed. Cornell listened to music on such New�York stations as WQXR while assembling them in his workshop. He also had�a large collection of classical and other recordings which he played at will.�Throughout his journal he makes enthusiastic and insightful comments on the�music of Mozart, Debussy, Schubert, Schumann, Liszt and Satie, each�contributing something special to controlling mood. Music was a�mind-altering drug with lasting good effects. For instance, Cornell wrote:��Satie music. This seemingly almost miraculous accomplishment amidst vile�days of sluggishness�depressing lethargy� (p. 210). Cornell perhaps never�got closer to the healing he sought, to the spiritual �unfoldments� of religion,�than by listening to music that roused him to start another, yet more satisfying,�box. Unlike Paul Klee, another extraordinarily imaginative creator who�cherished music, Cornell does not press allusions to music in his constructions.�Klee would ring the changes from witty to serious musical signs in his�paintings, something Cornell had no need to attempt. There are no musical�notes written into the boxes. What need was there when the best of them�convey a powerful synesthesia, combining in subtle formal relationships�musical and, sometimes, literary associations? Cornell was aware that�synesthesia was characteristic of Symbolist poetry, especially that of�Baudelaire, and thereby open to appropriation for his own art. Thus music was�far more than a distraction in Cornell�s life when it entered directly into his�search for the perfected esthetic object.
Music in his workroom released Cornell to play with ideas and images, freely associating emotionally laden images that were more than fanciful or�witty. To relax inhibitions he needed to feel what he called �the Mozartian�disquiet� (p. 275), together with the �playful�, in the creative sense used by�Donald Winnicott.24 For instance, Cornell wrote: �Mozart #25 came 1st�movement playful motive breaking thru��clear�� (p. 199). Mozart, the master�of play, amidst disquiet and tinges of sadness, gave exactly the atmosphere for�many of the boxes. The example of The Medici Slot Machine (1942) is�eloquent, sad, quirky and faintly comic�a young Don Giovanni-like aristocrat�is imprisoned in the architecture of his own privilege, caught in the cross-hairs�of his own time and place. He is isolated, even trapped, by the associated�female visages, his direction in life, suggested by the compass, unknown. The�play of associations never ends conclusively when viewing this mysterious�box. Many boxes seem only remotely musical. Those, such as the Sand
Fountain series of the 1950s can suggest disquietingly humanoid forms yet convey uncanny allusions to the passage of time and the sea�s timelessness.�Cornell walked the beaches as a scavenger, a lone man caught by the eternal�sea, yet there is also a kind of reassuring rhythm to the sea. It is unwise to try�to pin down the meaning of any of these constructions as Cornell did not�succumb to formulae or parody himself. Associative openness to a range of�experiences, including the disquieting, is characteristic of the journal, but he�always returns to the healing effects of music; for example: �miserable &�neurotic all day until phone call in eve. to Lee [Bountecou] home all�day�Mahler #4 AM from experiencing slightly on the edge of something�wonderful� (p. 287).
For all their imaginative fecundity, Cornell�s boxes mainly fall into recognizable categories such as soap bubble sets, chests and cabinets, ballet�themes, Medici slot machines, habitats, aviaries, dovecotes, hotels and�observatories, celestial navigation systems, sand trays and fountains being the�most notable. A thematic series was produced over a period of years until�inspiration declined, but there was certain to be overlap with another line of�enquiry. variants were often constructed, and tinkering with detail went on�endlessly. He was reluctant to part with any box even when it became a�finished object. Cornell never wanted for new ideas, or went dry, because he�could free-associate to virtually all areas of experience�and the boxes helped�to access walled-off dissociated feelings. Had it not been for this accessing of�lost information (in tolerable doses) Cornell might have stopped. The play�went on because it was so productively rewarding.
some of the most ingenious boxes suggest games or toys of the sort devised to amuse Robert. Even the more exotic boxes, such as that portraying�a sultry Lauren Bacall (1945-6), invite play�in that case a ball suggestively�rolls down a sort of pin-ball obstacle course. Others on the hotel theme convey�lonely and bereft moods reminiscent of Hopper paintings, while Chocolate�Menier (c.1950) features an adolescent girl, seemingly belonging to the distant�past, gazing through an opening in a tattered wall behind two prohibitive bars.�Desire for the unobtainable feminine is the obvious theme, but one should�never be satisfied with the obvious when it comes to a Cornell box. The parrot�boxes and collages of the 1940s and 1950s give a similar feeling of lonely�creatures trapped in spaces which their backgrounds of newspapers cannot�quite explain. in contrast, the swan boxes convey an otherworldly grace�associated with the romantic ballet. Although falling into categories, each box�conveys a nuanced mood arising from uniquely recombined elements. All�belong to a never-never land of desire for ideal objects and nostalgic�frustration at their being out of reach while tangibly before us.
As noted, Cornell readily admitted, his �own penchant for collecting way back leading into preoccupation with Tobject�� (p. 409). But while the true�compulsive may boringly collect thousands of teddy bears to honor his�childhood, Cornell explored the strangeness of his shifting moods with a sort�of reflexivity from chosen objects. He wanted to emphasize that the world of�ordinary objects is indeed a mysterious and disturbing place, that by�multiplying cubes or glass lamp chimneys enclosing blue balls, he could upset�viewers� expectations as his own had been upset. Andy Warhol was to turn�multiplying objects into a gimmick, draining them of all mystery but Cornell�was no ironist of the consumer age. His genius was for recombining and�positioning in defamiliarized settings ordinary animate and inanimate objects�(such as birds, window frames and celestial maps) so that we look upon them�in all their strangeness. By gently thwarting customary visual expectations,�Cornell takes us indirectly to the moods that troubled and intrigued him. This�could be termed mere escapism, or toying with the unconscious; but it seems to�be deliberate self-therapy, an experiencing of moods in order to learn to feel�more adequately.
Inadequacies of feeling, and attempted correctives, are most evident in the boxes containing human images. These are the most testing for both artist and�viewer as they often seem so restrictive, even hermetically sealed against�normal relationship. Here Cornell�s habitual avoidance, his need to meet other�human beings conditionally, comes to the fore. There is hardly any box that�can be said to be internally �object relational�, that is, dealing pictorially with�two or more persons in relationship. A rare exception is Paolo and Francesca�(1943-8) and even its figures are static and remote. Most humanoid boxes�contain single figures gazed in upon more or less voyeuristically. This lends a�chilly remoteness, a sort of awe-struck worship of icons, as in the Andre�Breton collage (1966). When it comes to females, the moods may be weird and�disturbing as in The Gift collage (1960s) in which a young girl has a present to�offer but walks away towards some impersonal geometric round and sharp�forms in the landscape. It may be going too far to identify a Lolita-like theme�here, but association with Bebe Marie's entrapment of the early 1940s is�inevitable. Cornell was certainly conflicted over his idolatry of female icons,�working intensively, for instance, on The Crystal Mask-Garbo (1939-40),�only to destroy it when he thought Garbo would dislike the result. The struggle�for authentic feeling is very evident in such images, and it is not certain that�Cornell got much beyond the esthetic elegance into being able to identify what�he could not permit himself to feel, or really wanted, from a woman. Perhaps�the collage most revealing of his dilemma of desire and inhibition, of the�legitimacy of feeling attaching to females at all, was titled First Collage in a�Long Time of 1959. It consists of a half view from the back of a pin-up female�nude juxtaposed with natural landscape, all overlaid by a harsh geometric grid.�only sky and yellow spring foliage or blossoms are continuous, the problem�posed being what true desire really is�the erotic woman or nature.25
Merely calling the woman the �tree of life�, as does one critic, fails to explain the dramatic bifurcation and imprisoning grid. The splitting and�immobilizing of images could not be resolved, taking Cornell to the limits of�his capacity to feel. But it led to some of the strangest and most moving images�in American art and, from the psychobiographical point of view, it defined the�problem of avoidance and compromise more eloquently than had yet been�managed. A hostile critic might observe that Cornell was so frightened of�ordinary human relationships that he fled into the cosmos, yet the�cosmological boxes are among his finest accomplishments. Cornell was an�amateur astronomer, possessing many books on the subject. Projecting�consciousness into space, and using sky charts in search of distant objects,�proved a useful means of mood control. Observatory (Corona Borealis�Casement) of 1950 is a this-world/ other-world conjunction done with a grid�alongside a star chart. Release into the great beyond is promised by this box,�yet restrictive enclosure is also suggested. That there is a tantalizing �way out��in plain view is perhaps the point, but Cornell also understood that there is no�way out of the human realm. Human conflict always re-enters even the most�expansive cosmic visions. The Journeying Sun (For Samuel Taylor Coleridge)�of 1961 is a good example of the unexpected effects of Cornell�s private�associations between poet and the sun. We may struggle for some necessary�logic in the sun/sheep-and-lamb conjunction and, admitting defeat, still feel�that something of importance about Coleridge is being said. (Was he a lost�sheep, a shorn lamb, yet a darling of the cosmos?) Mystery abounds in such�images as Time Transfixed (c.1964), a vague and incomplete clock face with�roman numerals. A clue may be found in Cornell�s statement that �I am always�one day ahead of conventional time and this one day is an �eterniday� this�world that I have come to be enveloped in ...� (p. 327). The Sun Box from the�1960s attempts to put imagery to the music of the spheres, resonating with�journal statements about the sun�s ultimate beauty, including one made just�before Cornell�s death: Sunshine breaking through going on 12 noon (p. 472).�This places Cornell near, if not alongside, Claude Lorrain and J. M. W. Turner�who, regarding the sun as primal and sacred, made it central to their art.�Pre-verbal archetypal images thus enter Cornell�s cosmological boxes and�collages, giving them a healing influence upon the human troubles they�incorporate. The advent of light signals maturation of his art.


Overcoming Distress
Cornell�s creativity gave protection against the ravages of obsessions and ever-present risk of depression. Encounters with archetypes lifted him, as if by�grace, above conflicts in human relations that could not be solved by Christian�Science or the formal achievements of art alone. Psychologically�disadvantaged by the early loss of father, dislocation of home and the stress of�living with a controlling mother, Cornell could easily have become a�psychological casualty. Dysthymia, or persistent low, morose or melancholic�mood, rather than depression, is probably an accurate description of his worst�states. There is no record in the journal of the most incapacitating sort of�depressive episode, although the risk was felt. This is noticeable in the journal�entries for 1968, when there is also occasional evidence for cyclical mood�swings (p. 396). That he surmounted risk factors for crippling emotional�disorder is a tribute to the persistence with which he plied the religious and�cultural resources available to him. With time, the early obsessive idolizing of�glamorous women seems to have eased as Cornell made friendships with such�females as the poet Marianne Moore and the critic Susan Sonntag. He would�also hold long confessional telephone conversations with understanding�female friends. He was thus able to be intimate within the framework of�avoidance. The journal certainly gives evidence of disturbed states, with�bizarre dissociative visions and dreams coming to the fore: for instance in�March, 1962 �midnight�on 2nd shift from kitchen stove lingering in clear state�bedroom jotting flavor on retaining and a visionary image in the recollection�& recording�against stark aqua sky silhouetted dark green�a sprawling�grotesque form flashing down hurtling streaking down-wards lightening flash�of image�sharp awakening from tired sleep on downstairs couch early�afternoon� (p. 292). There are no associations to help discern the meaning of�this alarming mental event, which remains strange and alien. Cornell was�certainly afraid of eruptions of memory, and he feared it becoming �pregnant��in �hallucinatory sleep�bad and yet thrown off time & time again� (p. 396).�Diane Waldman, who knew Cornell, reports: �He often engaged in a form of�self-hypnosis, allowing his mind to free associate. i thought then as i do now�that this dreamlike state was more surreal than his so-called Surrealist work�.26�Free associations sometimes produced virtually incoherent scripts which are�neither prose nor poetry (for example pp. 440 and 442f are perilously close to�schizophrenic �word salads�). Equally worrying, in the journal for 1972 there�is a report of �being taken over by spiritual mystical forces�, of a twelve hour�visitation by the unconscious and by associated vertigo (pp. 468-9). In this�case the �plunge� into the unconscious was �friendly�, but it had begun with�a �genitals dream�, broken into by an unwelcome phone call. Cornell does not�disclose the actual sexual content, or try to turn it into art as, for instance,�Coleridge had done in the profoundly erotic visionary poetic fragment Kubla�Khan. Cornell appears not to have transcribed from such visionary states but to�have stored and edited them in readiness for box and collage-making.
There is also a report in which Cornell, under the influence of de Nerval, says he saw in a dream �into images miraculous as the Sainte face�; the name�Jesus Christ is not used and Cornell evades dangerous territory by writing, �no�sooner is the identity established than the objects evaporate�the beauty too�much to hold� (p. 257). A case for psycho-pathology could be made by�selective emphasis upon such confessions of dissociative states and dreams.�They are not trivial and illustrate the dangers of unmonitored �active�imagination�, as Carl Jung warned. Cornell preserved such evidence of�pathological mental states, having been encouraged by the Surrealists who�revelled in Freudian dream analysis. He is unlikely to have invented anything�or exaggerated the drama of his inner life, but to have cherished it to the point�of revealing what many people would try to conceal. He is known to have�rejected the Surrealist cult of automatisms, or psychotic moments induced by�automatic writing. Cornell did not cultivate delusional states for their own sake�as did Salvador Dali. On the other hand, he fully accepted the authority of�dreams, many of which are fascinatingly recorded and deserve study. Much of�the verbal disconnection in his journal may be attributed to haste and a degree�of carelessness while, when a genuinely dissociative episode surfaces, it is�often followed by coherent commentary, or a new subject coherently handled.
Cornell frequently wrote carefully phrased and charming letters to his friends showing his mind working in quite a different register. He would complain of��head pressure� and fears that the �old depression� might recur, but within a�framework of rational discourse that alarmed no one.
Equally important are the reparative or healing episodes that abound in the journal. These are esthetic moments of sometimes visionary intensity. For�example, Cornell reports that, having overcome the urge to �city wanderlust�,�he was working in the cellar on Cockatoo For Pasta (1956), �being overcome�again by the great beauty of WHITE in this box�. His entire sensibility was�thereby heightened and, emerging into the open upstairs, he saw a �grandiose�cloud of cumulus over tree top�. When combined, �Pasta [the box] & clouds�again reminded & inspiration again the thread caught up again�this welcome�of PRINCIPLE vs. obsession with personal sense of things� (pp. 210-11). The�thread Cornell followed led toward impersonal archetypal essences, in this�case whiteness, signifying purity and innocence as opposed to dark obsessions�rebounding on merely personal associations and their limiting moods. That this�was not an isolated incident of symbolic repair appears from an entry the next�year: �a billowy sunny white cloud sailing along in the clear blue cerulean.�What a beautiful sign what a blessed (benediction) what a (pure joy) this kind�of thing that happens with the boxes� (p. 227). Thus box imagery, when�derived from nature, served as a kind of emotional intensifier allowing Cornell�to see further into the essence of things. It induced an impersonal calming,�steadying mood.
Actual behavior was controlled, if not modified, by examining it in words. Cornell reports of a Christmas season resisting a compulsive �urge to�splurge�irrational repetitive buying�; he also did not follow through upon�seeing �a Polish-type blondish girl on escalator moving upward ....� (pp.�300-1). This is one of the few instances where he acknowledged reading�psychology; in this case Karl Menninger�s Man Against Himself was�beneficial in controlling compulsions. Elsewhere, the language of self-control�is religious: when the �unconscious� disturbed him with obsessions upon�waking after sleep, he simply brought to mind a �current Bible sermon�. This�is followed with talk of �atonement� �to cancel out vileness of a week ago� (p.�364). But preaching to himself from Christian Science is less in evidence than�are healing moments in the presence of nature. For instance he wrote in 1956�of seeing �thru cellar window the squirrel and catbird, robin at the bird table�under the quince tree with petals falling�the rose pink of azalea bush in full�bloom�strong sense of significant form, drama and poetry accentuated by the��spectacle� thrice familiar but from the dark of the underground the garden�incident thus framed imbued with the poetry & drama of everyday life that�brings joy and inspiration beyond esthetics� (p. 204). This passage shows�cornell using his most eloquent and expressive idiom; it is fully coherent�without the gaps and hesitations characteristic of his conflicted mental states.�In other words, Cornell had skills to emerge from the captivity of a persecuting�unconscious into the clear light of day. His partially underground workroom�was a metaphor for his half-submerged emotional life: religion and nature�stimuli, journal and art could lift him above its darkness.
By turning to nature for relief from defective selfhood, Joseph Cornell joined a succession of nature mystics who were creative artists. From Henry�Vaughan�s Silex Scintillans set in the seventeenth-century Welsh countryside,�through Wordsworth�s Prelude (begun 1798f) to the �inscapes� of Gerard�Manly Hopkins�s verse and Richard Jefferies�s Story of My Heart in the�nineteenth century, nature conferred healing when the need was great and the�heart prepared. Pantheism is strong in the work of these writers. Each�encountered archetypal realities more powerful than their Christian beliefs.�once entering into the numinous, outside of constraining belief systems and�theology, such artists found impersonal archetypal release from personal ills.�Comparative psychobiographical study of such healing would show Cornell to�have reached a high level of �cosmic consciousness�, the reward of life-long�spiritual questing and ascetic self discipline. Such adventuring is never�absolute or final, and it would be wrong to claim for Cornell secular sainthood.�The claim is only that his art became essential mood control, self-healing and�self-transcendence.
Cornell�s search for true feeling, for freeing-up avoidant responses to people, and for a sense of cosmic connectedness pose larger questions than can�be answered here. The problem of trans-personal reality in the archetypes�drawn from nature and the cosmos is much debated. For Cornell, discovery of�the power of archetypal imagery in sand boxes, birds and cosmic light and�darkness, for example, was probably fortuitous. Nor did Cornell systematically�promote the development of what �just happened�. There is scant evidence of�study of Carl Jung on �active imagination�, the available journal entries�showing just two brief allusions (pp. 404 and 441). There are no references to�the relevant work on symbols and archetypes in the comparative mythology of�Joseph Campbell or Mircea Eliade. He appears to have been a sort of innocent�who happened upon the deep truths already reported, documented and�theorized by those more sophisticated searchers. It is a tribute to Cornell�s art�that it so fully parallels the emergence into light from darkness and�imprisoning fantasy that cross-cultural study finds as the highest achievements�of world religions when they are archetypally informed.
If Cornell felt released by box-making he also felt confined by it. The very metaphor of imprisonment and hoped-for release is evident throughout his�production. It was as if he were looking out from Plato�s shadowy cave�towards the purer light beyond, glimpsed but never attained. Gallery owner�David Mann reported the following conversation with Cornell: �I once praised�a new group of things that he was working on and he said, �I�m glad you find�them beautiful� and then he became very sort of depressed. I said well that�s a�funny way to take a compliment and he said �you don�t know how terrible it is�to be locked into boxes all your life, you have no idea what a terrible thing it�is��.27 In other words, the boxes alone did not assuage spiritual desire, or even�always meet his esthetic demands. By giving disciplined form to feelings and�impulses, they were no more conclusive as to spiritual states than were journal�entries reporting �moments of being�. Cornell was extremely demanding of�himself, each new achievement a way-station on a journey into the unknown.�He may not have studied Plotinus�s Sixth Tractate: Beauty but he would have�completely agreed with it: �Let the Soul fall in with the Ugly and at once it�shrinks within itself, denies the thing, turns away from it ... Our interpretation�is that the Soul�by the very truth of its nature, by its affiliation to the noblest�Existents in the hierarchy of Being�when it sees anything of that kin, or any�trace of that kinship, thrills with an immediate delight ... We hold that all the�loveliness of this world comes by communion with Ideal Form�.28 Plotinus�s�idealism resonates with the best of Cornell�s practice, however faltering his�own verbal articulations of purpose may have been. Scholarly discussions of�the inherent beauty of form in materials was not for Cornell, but his intuitions�were a reliable enough guide. Cornell was expected by dealers serving an eager�public to manufacture yet more wondrous boxes. Yet to satisfy a market was�far from his purpose, and the demands and restrictions he chaffed against were�his own. He had trouble relinquishing boxes as finished specimens and was�known to call them back from owners for modifications. An unresolved box�that had been around too long became an encumbrance on his journey. A�compulsive collector, nonetheless Cornell had to clear the way ahead by�relinquishing even his most cherished achievements, and the commercial�world was there to free him for yet another try at the ineffable.
We should be realistic about both the incentives towards, and the limitations placed upon, Cornell�s creative endeavor. Becoming a visionary of�the Plotinian Nous was really an impossibility, not only because of crass�America around him�he deplored how real estate development on Long�Island destroyed nature�but because of his own psychology. Unresolved�developmental hardships spurred the creative effort while also impeding its�highest reaches. Christian Science taught self-abnegation, even elimination of�personality, as if that were possible. Plotinus taught much the same, with�similar (though more excusable) neglect of motivating psychological conflicts.�it is the course of Cornell�s developmentally-caused attachment conflicts that�we are trying to elucidate in order to better appreciate the attainments and�limitations of his art. Without being overly formulaic, it can be suggested that�Cornell�s creative psyche was a product of: (a) depression-inducing�unmourned childhood loss of father; (b) developmentally learned and�internalized avoidant attachment to mother; (c) obsessive-controlling�manifestation of sadness and avoidance, leading to techniques to manage�externality by keeping persons (and things) within his control so as to protect�his vulnerable, unrealized personhood. in other words, a survival strategy was�built up to operate automatically, and thus unawares, in the face of challenges.�(it can be suggested that much this same formula applies, in some degree, to�the other three artists studied here. While their work differs enormously in�range and quality, the underlying defensive motivation is virtually�homologous.)
Cornell�s limitations are palpable. Attraction to, and avoidance of, female allure was never understood, let alone overcome. one of his most disturbing�images is Sequestered Bower (1948) a scarcely adolescent naked female doll,�restrained around the waist and lodged between two vice-like gnarled pieces�of wood. This doll reminds Jodi Hauptman of Hans Bellmer�s perverse�Poupees. She comments, �Although far less violent, Cornell shows in this�work similar attempts to �master� his desire�.29 This doll is more threatened�than Bebe Marie who is more lost in an entanglement than menaced from�outside. Yet Bebe Marie�to which Cornell was especially attached because�made from an actual doll purloined from a female cousin�is also a kind of�idealized fetish kept in a box. There is an implicit confession that the�fascination is not quite grown up since, like many adolescents of the time,
Cornell could only worship girls at a safe distance, not encounter them as persons in their own right. As we have seen, he also adored and fetishized�glamorous, but distant, movie stars. Wish for obsessive control and subsequent�guilt feelings went much beyond this when Cornell followed girls sighted in�the streets. The girls he fancied were sometimes embarrassed by his strange�sort of attention. It is reported that he was �hounded by police because of his�infatuation with young women and girls�, that he failed to understand the girls��alarm when he thrust gifts into their hands, tributes to their youthful beauty and�innocence, he believed. He might phone girls late at night or offer �quirky�cartoon drawings of the male organ distorted into the shape of a snail�.30 These�were not the deeds of a saint, or even of a saint-to-be, and Cornell�s erotic�feelings, while easing with time, remained entangled. He may never have�caused any young female to fear for her safety, but he too often conveyed a�sense of weird menace that was never understood.
If the psychobiographical task remains incomplete, its essentials have been assembled. We are unlikely to learn in detail about Cornell�s earliest relations�with his mother. It is too easy simply to label her a �pathogenic parent�, she too�meriting compassionate understanding. The interactions preparing for his�life-long avoidance and tendency to dismiss attachments are indistinct from�this distance. Further, we would like to know how the dead husband and father�was remembered, how he was spoken about by the survivors. To what extent�did grandparents substitute for his loss? Even Robert is something of an�enigma, and verbatim reports of exchanges with brother Joe would be valuable.�Growing up with two sisters could also be problematic for Joe�s sexual�adaptation. These sibling ties are, at best, sketchy. Temptation should be�resisted to invent interactions for which evidence is scant. But the�depressiveness, avoidant and dismissing tendencies, obsessions and inhibited�predatory sexual urges are palpable. They carried risk of mental illness had�creative counter-measures not been taken. By turning to Christian Science,�then to an art of visionary wonder, Cornell self-regulated depressive moods�and invoked impersonal healing forces. Archetypal reality was brought to his�assistance through the boxes and collages which re-assembled an imagery of�nature and the rare objects he collected. Cornell knew that his task was to write�integrating narrative and to invoke healing archetypes, which emerged�naturally from the story he told himself in the journal. The creative process was�thus continuous, drawing on cultural resources in art, literature and music as it�went along. By activating the psyche�s self-righting and healing resources,�dangerous pathology was averted. It is sometimes said that because Cornell did�not paint, sculpt or even draw, he wasn�t strictly an artist. In this respect he�followed Marcel Duchamp away from the tried and true tradition of western art.�Cornell nevertheless got to the essence of art as self-healing which is why he�will always fascinate when so much else is forgotten.
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An Impossible Quest: Male Artists Avoiding
Women
Picasso, Bellmer, Balthus, and Cornell are artists tormented by relations with women whose presence in their lives they can neither affirm nor reject. Attraction-anxiety, affirmation-avoidance, love-hate: the paradox of ambivalence suffuses their art as it did actual relationships. There was no final�resolution for any of them, but art went a long way towards defining the�problem with a clarity never before possible in the history of culture. This�sample of artists was chosen to study in depth as representative of a much�larger cohort of similarly motivated artists. It could have been strengthened by�psychobiographical studies of such other modern luminaries as Rene Magritte�and Willem de Kooning. Undoubtedly a more systematic selection of artists�for study would have been preferable, but I hope to have made the point that�representations of women that manipulate and distort them result from�avoidant psychological defenses operating in the artists themselves.
Some will object that these studies are psychological reductionism with no relevance to modern masters of Picasso�s pre-eminence. But this is the question with which he, and the others, pose the culture as a whole: why such uncritical acceptance of blatant anti-feminine imagery? Why is it that towards the�end of the twentieth century visual attacks on the beauty and integrity of�womanhood should so obtrude in European and, to a lesser extent, in American�art? A little earlier, such artists as Picasso, Bellmer, and Balthus, would have�been relegated to the eccentric fringes of art. Cornell would have been seen as�an eccentric escapist, not as a maker of mysterious icons central to the culture.�Had they not served a powerful group fantasy, a collective anxiety about the�viability of male-female relationships, these artists would have been ignored�or condemned. But the significant artist is one who uses his personal conflicts�to empower an imagery of latent group anxieties just ready to break into�awareness. The significant artist finds a new vocabulary of images for personal�anxieties and dramas that former generations regarded as too outrageous or
immoral to articulate. These anxieties and dramas are recognized by the group as resembling their own, perhaps not to the full extent of Picasso�s lasciviousness, Belmer�s sadism or Balthus�s weird interest in young girls but�matching up enough to those of the artists to make them into cultural heroes.�We are excited by those artists who show us what we already feel but were too�timid (or �repressed�) to dare represent in word or image.
Of course attempting to clarify the specific unconscious agendas of such artists may not be appreciated, or may promote moral judgments of a more�subtle kind than Victorian censors would have made. If the defensive limitations of these liberationists are exposed, not everybody will cheer because the�implications for us all are also made clearer. We live in an atmosphere of lenience towards abusive imagery in art and advertising, even as laws prohibit�or punish its enactments. So doesn�t society need to know what its central�cultural forces are attempting to say on its behalf? When there are new psychological tools to refine psychobiography shouldn�t they be welcomed? Art�critics and promoters in the art market will still bridle, psychological interpretation seeming to be against their interests. Yet there is some level of organized or disorganized psychology behind every statement that gains cultural�currency. Every artist whose work merits criticism or sells in the market�throws probes into some part of our collective anxieties that need explicating.�Each has given form to some aspect of anxious dissonance needing resolution�through symbolic interactive repair (or at least palliation) of the psyche. I have�tried to show that attachment theory and research provide powerful new means�of understanding interpersonal developmental determiners of anxious male�attitudes to women. Attachment theory gives a new account of human nature�at the psycho-biological level. It stands apart from the ideologies which can�divide men and women into hostile camps and also mistakenly turn art into�something sacrosanct, untouchable and unreal. As looking seriously at art is a�leading means of regulating individual mood, and collective cultural anxieties,�it is well that both men and women have an enhanced understanding of where�its disturbing imagery actually arises. I believe that this new way of seeing�created products of the anxiously avoidant male psyche will enrich rather than�diminish the value of art. It will complete the circle of communication that now�remains half closed.
This conclusion briefly enlarges upon some important questions raised in the psychobiographical discussions of artists and their work. Mention of a few�key studies will point the direction to resolving questions beyond the scope of�the chapters themselves. It is hoped that further investigations applying attachment theory will follow. Feminists have been reluctant to search very far�into the true causes of misogyny, preferring an ideology of �patriarchy� which�assumes that by nature men are dominant and oppressive. Freud�s early theorizing about the Oedipus complex in Totem and Taboo (1912) alerted feminist�writers to psychological causes of male sexual conflict, but few felt constrained to follow criticisms and correctives of this theory among�post-Freudians.1 Despite male concern with dominating or �phallic women��from such books as Philip Wylie�s A Generation of Vipers (1942) onward,�feminists are reluctant to call mothering in question. Yet if understanding is to�advance, styles of mothering must be systematically studied as attachment�researchers informed by the basic insights of John Bowlby and Mary Ainsworth are doing. Moralizing about predatory and subjugating male behaviour,�assuming that �boys/men will be boys/men� lacking the moral sensibility of�women, is no longer helpful. Misogynistic anxiety amongst men is surely not�inevitable, a genetic inheritance, and its causes must be sought in developmental variables, beyond the assumed effects of raging male hormones. The�causes to study are interpersonal, social and cultural, concerning how men and�women relate to each other without casting blame on one sex/gender or the�other. The earliest pre-Oedipal mother-infant interactions have been the most�neglected but are the most critical to understand because they are the basis of�psychological readiness to acquire whatever society and culture have to offer�as guidance to further development. The factors that produced the arresting�group fantasies of artists such as Picasso, Bellmer, Balthus and Cornell are�firstly relational, or interactional, in a multi-factorial setting and not just what�might be expected of weak or wicked males who happened to be endowed with�great talent.
Influential feminists such as Joan Smith wrote that misogyny �is one of the concealed well-springs of our culture. It is a secret kept by men and women,�because neither group wants to acknowledge that it is really going on: men�because they do not want to admit their fear of women�s power, women because the truth is too uncomfortable to live with, and because they have been�deceived�.2 Appealing to moral sensibility, Smith called for a change of attitude, as did Marilyn French who also condemned male dominance of women�using the rubric of �patriarchy�. Other writers also sounded the alarm about the��epidemic� violence of men against women, such that we all might fear for the�species. A collusive system of male oppression of women is described as a sort�of �secret police force�, maintained by some men and giving all men unfair�advantages.3 However, Smith and French et al. lack any relational or psychodynamic explanation for the oppression they rightly deplore. There is, however,�a hint of one in Rosalind Miles�s The Rites of Man ,who, while given to�oversimplifications about �masculinity�, observes that �Aggression is an�attitude, not a biological imperative, and as such it is heavily taught, initiated�and encouraged in boys from birth ...�.4 Miles thinks that sexual violence is the�consequence of social conditioning gone wrong, recognizing that a mother�s�power over her male infant and child has something to do with distortions of�adult male behaviour. Of the deviant boy she writes, �for the rest of his life he�will resent her power, either the power of her warmth (too engulfing, too�reminiscent of his powerlessness), or the arctic winter of her coldness (too�abandoning, too life-threatening). He will have been driven out of the house of�women, and so denied access to the regular expression of unforced feeling. He�will have learned instead the hardening of pain, humiliation and aggression,�and the art of fighting as self-expression ....� Miles thus finds the �fear of fear ...�at the core of male identity�.5 She was perhaps thinking of the shocking sort of�gratuitous male violence portrayed in Anthony Burgess�s A Clockwork Orange (1962). Miles thus comes close in general terms to the much more fully�elaborated insights of attachment research highlighting the defects of�mother-infant interdependence, especially as affecting males. However, the�politics of feminism tends not to allow for a flawed attachment explanation of�misogyny while seldom offering reasoned explanations of its dismissal.�Feminists tend to see mothers as victims of psychological theorizing and the�restraints on freedom to which they may lead.
Why have feminists been reluctant to decry and condemn violence against females in the work of artists such as those discussed in this study? Marilyn�French, for example, sees that while there is a �war against women in art�, little�serious study of it has been attempted. Her comment is: �Feminists do point�out the woman-hatred in the work of painters like Willem de Kooning, Picasso,�or Balthus�s portrayals of shockingly lascivious little girls, but a feminist�analysis of art is impeded by the fact that we are pledged in our souls to�freedom of expression. Artists appropriate the female body as their subject,�their possession. Whether they paint women with hatred or idealize them or�vapidly sentimentalize them (like Renoir, say) or appropriate them with cold�superiority (like Degas, say) they are implicitly assaulting female reality and�autonomy. But we cannot deny artists their right to their own vision.�6 While�perhaps the artists�s �vision� in a fully realized composition cannot be questioned, its psychogenic origin could be�exposing where the misogynic imagery �came from�. Certainly French is right to forestall attempts to limit�artists� freedom of expression. Limiting artistic expression through proscribing�imagery that demeans females would lose the communication such artists are�making. Of course, there are extremes of displaying sadistic entrapment, torture, killing and dismemberment that no civilized society should tolerate. But�to proscribe the sorts of expressive distortions of females mainly studied here�would be a loss to everybody. The emergence of Picasso�s sort of manipulation�of the female portrait is surely symptomatic of a long suppressed pathology�about which society needs to know. That he had the temerity to originate the�destructive imagery of Dora Maar, for instance, is a symptom of much greater�magnitude than its origin in Picasso�s own psychopathology can account for.�The art market, supported by critics, has magnified to enormous proportions�the slur on females of the Dora Maar portraits and others. They readily joined�the popular mythology of their time, and we need to know how and why Picasso so successfully tapped into the collective male anxiety about females as�arousing yet captivating sexual aggressors.
To better understand defensive avoidance�the unconscious exclusion of unwanted emotive information�recent theories should be consulted. A useful�review of psychodynamic theories to account for misogyny is found in David�D. Gilmour�s Misogyny: The Male Malady (2001). An anthropologist, Gil-mour surveys theories, from Freud�s to those of the object relations theorists,�to account for the misogyny found in a variety of cultures over the globe.�Finding Freudian castration anxiety in boys and penis envy in girls misleading,�Gilmour favours later theories, such as that of Hans Loewald, of a negative�Oedipus complex. But even this is circuitous in claiming that castration fears�reflect a boy�s wish for female identity, to be like mother. In surrendering to�her the boy feels self-contempt and must reject everything maternal and�feminine if he is to become what he imagines father to be. Thus females are�self-protectively denigrated in order that the boy feel masculine. Psychoanalytic revisionists such as Wolfgang Lederer and Melford Spiro are cited for�their argument that �men�s anger at women is partly due to the little boy�s�feeling of rage at the mother for her rejection of him during the Oedipal period ...�.7 The boy�s feeling of emotional betrayal by mother, while trusting�father, is generalized to expectations of betrayal by all women.
Gilmour does not consider Matthew Besdine�s theory of �Jocasta Mothering�, a more parsimonious reconsideration of Freud�s Oedipal theory. Jocasta mothering revives Freud�s repudiated account of how early seduction trauma at the hands of caregivers leads to later emotional suffering (in Freud�s�examples, hysteria in women). Besdine sees lasting alterations in boys� sexual�orientation resulting from affection-starved mothers sexually attracting their�sons while also pushing them away. Both overstimulated and guilty, the boy is�confused about his true sexual wishes and suffers from more or less acute�ambivalence. Gradations of misogyny are likely outcomes, as is idealization of�masculinity.8
While Oedipal theory induced productive thought about maternal relations with infants and children, its limits of explanation were soon reached. Gil-mour�s best lead is the theory of Nancy Chodorow who argued �that a psychic�turning away from the mother is less necessary for girls than boys during�childhood, because most girls grow up with a feminine identification anyway,�which they model on their mother. The male�s switch in identity is made even�harder for most boys ... if the father is often absent from the home at the stage�of life when disidentifying is taking place�.9 To affirm his masculinity in the�absence of father, the boy denies femininity by constructing a hyper-masculine�facade, hiding the internal conflict about his mother�s emotional claims. This�straightforward theory of the fragility of masculine identity is in keeping with�attachment theory and accords well with the psychobiographical profiles offered for the artists studied here. It highlights in general terms the risks of over�and under identification with mother without making hard-to-prove assumptions about infantile sexuality or the assumed universality of an Oedipus�complex. identity formation and sexual orientation are much better studied in�a setting of demonstrable early attachments, but new work by Bowlby and�followers lay outside Gilmour�s purview.
When Ronald Fairbairn challenged libido theory in �A Revised Psychopathology of the Psychosis and Psychoneuroses� (1941), he opened a new era of thinking about how relational styles develop. Fairbairn held that the actual�quality of care infants and children receive is decisive in how they develop�that they must be unconditionally loved if defensive ego-splitting is�not to complicate relationships throughout life. Ego defenses are built up in�adverse conditions of separation and reunion which generate anxiety about�care-giving by parents. With elaboration and refinement of this �real life��alternative to Freud�s libido theory of more or less fixed developmental stages,�it became possible rigorously to observe and test the interaction of mothers,�their infants and children to discover how variants of healthy reciprocity came�about. The work on early mother-infant attachment of John Bowlby, Mary�Ainsworth and many followers showed the way out of labyrinthine psychoanalytic theory into study of what really happens in setting optimal and�sub-optimal courses of development for infants and children. It is this line of��real life� research that I have been following in the psychobiographies of�artists as fantasy makers and leaders of their cultures.
Adam Jukes�s Why Men Hate Women (1993) does not look back to Fair-bairn�s revisionist theorizing and so does not expressly follow the line of advance towards the psychobiological insights of attachment theory. The book thoughtfully discusses Freud�s account of sexuality, along with variations by�Melanie Klein and Donald Winnicott; Jukes is well aware of such feminist�theorizing of misogyny as that by Jessica Benjamin, Nancy Chodorow and�Dorothy Dinnerstein, the latter being found most in accord with his argument.�But Jukes, an experienced therapist with men who are chronically violent�towards women, goes his own way on a course parallel with attachment theory�s account of defensive avoidance by males engaging with women as�mothers and lovers. The book�s thesis is starkly radical but quite possible to�support using refinements of attachment theory in the work on defensive�classification by Mary Main and Patricia Crittenden. Jukes�s thesis is: �men�exist in a state of perpetual enmity towards women which they express overtly�and covertly by controlling and dominating them�, adding that �misogyny�exists as a potential in all men until particular circumstances call it out. The�control of women is, perhaps, the area where misogyny is most visible. So long�as men feel in control of women they are able both implicitly to express and at�the same time to repress their hatred of them.�10 His theoretical statements,�aggregating throughout the book, may be construed in terms of attachment�etiologies and classifications: �the trauma of the birth of the individual subject,�the self, in the separation from the primary object, the mother, leads to the�development of what I think of as a gendered psychosis which is encapsulated�by primitive internalized sado-masochistic objects. I believe that this gendered�psychosis is the source of male misogyny.�11 Jukes seems to be interested more�in �separation� from mother than in endorsing the controversial �birth trauma��as a source of later disturbance. Further, I have not used such loaded language�as �gendered psychosis�. Internalization of �sado-masochistic objects� is�translatable into attachment terms, for instance Main�s Avoidant/Dismissing�category and Crittenden�s gradation of Avoidant 1-6 and the A/C (de-fended-coercive) defensive strategies. Whatever his terminology, Jukes usefully draws out with new clarity the gendering of attachment.
From our point of view, Jukes�s most telling statement is: �Men�s struggles with their misogyny and its emotional consequences are responsible for most acts of male creativity, from the most sublime to the most destructive, in�that this struggle involves extremes of emotion, from intense hatred to passionate idealization�.12 While not a book about art, Why Men Hate Women�grounds the psychobiographical studies of male creative endeavors such as�those studied here in long ignored developmental realities. While degrees of�sublimation and destructiveness may be debatable from one artist to another,�all adhere to the same dynamic of misogynistic mistrust first arising in interaction with mother. Each artist has a wish to correct for the conflict and emotional pain arising from having to keep defenses in operation long after their�initial function has passed. His creativity betokens a wish to �restore� and��repair� lost harmonies in relations with mother but, alas, it partakes more or�less destructively of the very distortions he would like to correct. Jukes shows�that creativity begins in infancy with defensive ego-splitting, much as Fair-bairn saw it: �splitting, for the infant, represents a creative�almost biological�attempt to deal with ... aggressive impulses�. By aggressive, he refers to�reactions to the mother who is seen as �bad�, even terrifying under certain�relational circumstances that �arouse his fear and hatred�. Jukes believes that�all men are affected to some degree by fear and hatred of their mothers, a�statement in need of careful consideration. He asserts that all men (presumably�even the �securely attached�) are unconsciously powered by fear and decide��never again to allow a woman such power over him�. This is the �root of�misogyny� in adult male behavior towards females.13 While insisting upon�more carefully calibrated empirical determinations, many attachment theorists�would tend to agree. Further, there is room for agreement that a spectrum of�creativity extends from the very outset of life, with its attachment engendered�ego defenses, into developmental elaborations of defenses and into their reparative symbolic transformations in various forms of creativity.
Jukes�s remarks are especially astute with respect to Don Juanism in which �compulsive womanizing enables [a man] to express his love for a woman and�his hatred for them at the same time, although he is only aware of the love�.�Don Juan�s reparative urges are faulty because they are �out of concern for�himself and his own destruction�, feeling the pain of �not being the object of�his mother�s desire and of his sadistic, destructively envious feelings towards�her�.14 But Jukes only terms the split mother �princess� and �witch�, not using�the more precise attachment classification of mothers and their infants and�children in the anxious avoidant mode under which Don Juanism later develops. While it can be said that Don Juanism comes of tantalizing mothering�that withholds affection after having overstimulated it, offering both too little�and too much, it gains most clarity within the framework of Crittenden�s A 5-6�(isolated, promiscuous) // C 5-6 (punitive/ seductive) categories. However�approximate when it comes to actual lives, this more exacting classification�actually helps us to understand the range and variety of adaptive defenses seen�in men. By considering Crittenden�s full circle of adaptations from integrated�(secure) to anti-integrated (psychopathological), and asking about the proportions of men likely to be found in each defensive category, we might not be�quite so pessimistic as Jukes who may be overly influenced by his dangerously�femiphobic male clients.
Still, he leaves us with a sobering question, illustrated by the misogynistic fantasy-leader artists under discussion: to what extent are males afflicted,�however latently and unawares, with anxiety, fear and aversion to women? Is�the problem of defensive ambivalence, sometimes leading to violence against�women, growing in magnitude, or do we just see it more clearly and are less�willing to accept it as normal? How far does it actually extend in the affairs of�men and women, and for how many is it seriously disabling? Various estimates�have been published, for instance that in a 1993 survey 51 per cent of Canadian�women said they had experienced at least one incident of physical or sexual�assault since the age of 16.15 However, feminist indictments of male sexual�coercion and violence tend to emphasize highly publicized cases of crimes in�which multiple lives are taken without seriously enquiring into what developmental factors might account for them. It is wrong to assume that all men are�capable of such horrors, and attachment theory explains why not.
Naturally the most flagrant violators attract study. Peter Fonagy�s �Perpetrators of Violence Against Women: An Attachment Theory perspective� (1999) proposes that the approximately 12 per cent of men with a lifetime�incidence of seriously violent acts towards women are to be understood not�only as products of misogynistic social incentives, or even as having witnessed�aggression between parents, but as products of personal attachment histories.�Fonegy shows that the most physically violent men are those who fail to��mentalize� attachments, that is, they seek physical proximity to women�without being able to think or feel about the relationships. Being insensitive to�all that goes on in the mental world, and fearing abandonment, they use force�to control the physical lives of their women (as they attempted with their�mothers before them). These men, who cannot �represent� inner states and are�crudely punitive, would most likely have been classified �D�, or disordered, in�the attachment assessment scheme proposed by Mary Main and her col-leagues.16 The extremely confused, probably abused, disorganized infant and�child does not know what defensive strategy to attempt, and cannot form a self�image. Without an organized inner life, this child has no coherent �self�, so�cannot even call on avoidant or ambivalent strategies to assist in managing�relationships. Fearing abandonment, he throws himself into physical assault�upon the woman�s body only to ask forgiveness and another chance. The artists studied here were certainly not such offenders, but they provide the fantasy�ambience for those who are. The risk is that fantasies launched through art are�taken too literally as encouragements to socially undesirable behaviour.
Clearly such disorganized and violent men are incapable of constructive creativity as they cannot �mentalize� or form coherent representations of relationships. They would be the hard core of Jukes�s clientele, but without�conforming to even the primitive defensive levels of creativity of which he�speaks. Our subjects are of a quite different order, being well within the range�of men who can identify and represent feelings, however distressing they may�be. Each was emotionally impaired, lacking the resources and resilience to�overcome early traumatic relations with their mothers. Finding means to control adverse moods became urgent. Each was sexually over-stimulated and�driven into defensive postures from which they hoped artistic creativity would�deliver them. By so successfully translating their hidden battles to be free of�developmental pain into the imagery of art they became celebrated fantasy�leaders who caught and conveyed the urgency of impaired relations between�men and women in our society.
But communication of suffering and reparative urges were mainly submerged by the implicit instruction, �be a sexual hero like me�, seen especially in Picasso. Picasso was a liberationism promoting a sexually liberated entourage that has continued to grow. Hugh Hefner�s �Playboy philosophy�, an�attack on sexual repression, is a prime example. Balthus and Belmer were less�promotional figures, their imagery being seen as more personally perverse than�Picasso�s, while Cornell comes across as an ascetic rather than a sexual activist.�That all should be misogynistic and in different ways perverse is nothing new�in art, but the intensity and clever originality of their imaging misogyny and�tortured sexuality is new. Missing is public awareness of how this imagery�arises from suffering rather than from pleasurable sexual variations.
The problem is not new, but the insights into its origin have become clearer. In a larger artistic context it is well to remember Bram Dijkstra�s study Idols�of Perversity (1986) with its turn-of-the-century images of temptingly dangerous hypersexualized women. By studying paintings of the era he found �a�veritable iconography of misogyny� which he linked to a crisis in late nineteenth-century masculinity and the coming fascist trend in Europe.17 Dijkstra�s�startling compendium shows that art at the end of the Victorian era was anything but peaceably repressed, that it was as agitated by fear and avoidance of�women as is our own, and that artists were highly resourceful in representing�sexual anxiety. But this art had not yet supplanted the sentimental idealization�of nature and domesticity, with men, women and children still set in hierarchical order. Dijkstra�s chosen painters were not yet true fantasy-leaders�sweeping aside an old morality, though they were a portent of those capable of�doing so. As his is a cultural phenomenology, Dijkstra does not attempt psychobiographical accounts of the painters� reasons for idealizing and fearing�women with such intensity. He does, however, set the stage for enquiring into�reasons for feeling that women are treacherous and sometimes overpowering.
The present study of four artists stops short of a broader social analysis of how the arts in our time particularly have increased and intensified sadistic�misogyny. To do so would require a larger sample and more systematic study.�It would also need to ask cross-cultural questions about female subjugation and�sacrifice in attempts to regulate relations between the sexes. A broad�socio-anthroplogy is called for, with particular reference to the modern and�post-modern western world. Imagery purveyed in films, television and the�popular press would need to be surveyed. There is no doubt that Picasso,�Bellmer, Balthus and Cornell present females as adored yet sacrificial objects.�Had this been said in their presence, each would no doubt have taken it as an�irrelevant accusation, pointing to the primacy of the art of painting (or constructing boxes) as its own justification. sacrifice of females was no part of�conscious intention when the objective was only to complete a successful work�of art. Anything else was beside the point. The purpose here is simply to use�psychodynamic concepts to build psychobiographies showing readers where�the imagery of anxiety and avoidance of women, characteristic of such�European and American males, actually �comes from�. A family-system�analysis, with emphasis on mothering, has been used to locate the probable�sources of each artist�s sexual and relational anxiety. A new psychobiographical procedure derived from attachment theory is used throughout in�the hope that further studies might refine it and improve its plausibility. By this�means I have attempted to complete the circle of communication that art usually leaves enigmatically incomplete. There is no such thing as a fully isolated�work of art.
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