“The Third Skin”: Exploring Repetitive Paintings Following Trauma as a Methodology for Understanding Spatial-Mental Mechanisms Based on Bodily Wounds
Abstract 
This article proposes the possibility of examining repetitive paintings created following trauma through art-based research (McNiff, 1998) as a methodology for understanding psychological mechanisms that originate in the body. This article is primarily theoretical; it relies on Freud and his disciples’ conception of trauma to justify and demonstrate the possibility of examining artworks with morphological repetition created following trauma to understand the phenomenon of repetition in trauma. Freud, who described the experience of the psyche as rooted in the body, was the first to identify repetition as a central feature of trauma. This repetition manifests in the passive recurrence of the traumatic experience or in the subject’s active, unconscious action. Freud called this the “compulsion to repeat,” perceiving it as a psychological attempt to represent the trauma. This approach has remained prevalent to this day, despite the later understanding that it is inherently impossible to represent trauma. In grappling with this gap, I argue that the temporal etiology on which the concept of repetition as an attempt at representation is based is insufficient for understanding this artistic phenomenon. To complement it, I propose a new etiology based on the spatial dimension of repetition in trauma. This etiology allows us to understand the repetition - that is, the persistence of visual objects - embodied in art created following trauma, as a pre-representational creative spatial practice that serves a psychological spatial mechanism activated in traumatic states. Inspired by the word “trauma,” which means “wound” in Greek, I also argue that this psychological spatial mechanism operates much like a physical wound that triggers repetitive biological activity aimed at creating new tissue to replace the injured one. To this end, I propose a multi-disciplinary approach that combines biology, psychoanalysis, and art. First, I point to what I perceive as evidence of the spatial etiology of trauma already present in Freud’s thinking. Second, I turn to the theory of psychoanalyst Esther Bick, who introduced the concept of the “psychic skin” to describe the psychological function of containment created through the connection between the physical skin and the psychic skin and her concept of the “second skin” to describe the defenses that arise following an early failure in this function. Third, linking the Freudian understanding of “repetition,” Bick’s “second skin,” and the physical wound, I propose the concept of the “third skin” to describe a psychological spatial mechanism activated following trauma and manifested in art. Finally, I demonstrate how examining artworks as a “third skin” through art-based research serves as a methodology that allows us to understand repetitive activity as a physical-psychic striving toward healing, the etiology of which is not in the representational-temporal dimension (at least not exclusively or primarily); rather, it is primarily spatial and originates in the body.	Comment by Daniella Blau: I understand that it’s important to stress that this is a methodology – but perhaps it’s clear from the content of the sentence and this can be deleted for the sake of flow?
Introduction
When Madge Gill was 38, just a few weeks after she nearly died giving birth to a stillborn baby, she began to paint for the first time. This creative period continued uninterrupted for the next forty years until her death, during which she produced tens of thousands of artworks in the mediums of painting, weaving, and embroidery, which were characterized by significant morphological repetition. This visual repetitiveness manifests in the diligent persistence of geometric shapes and imagery from various worlds, which cover most of the surface area of the artwork and create textures that have a powerful yet enigmatic, unsettling, and even destabilizing effect. As she lacked formal artistic training and lived on the margins of society, Gill is considered an outsider in the art world (Russel, 2001). As is typical in such cases, most of her vast body work produced throughout her complex life was found in her home only after her death and in many ways, it remains mysterious to this day.
Trauma is an “event in the subject’s life defined by its intensity, by the subject’s incapacity to respond adequately to it, and by the upheaval and long-lasting pathogenic effects it brings about in the psychic organization” (Laplanche, J., & Pontalis, 2011, p. 351). The Greek meaning of the word “trauma” (ῦ) is “wound,” derived from the Greek verb (ώ), which means “to pierce,” usually in the context of breaking the skin, and it is the origin of the term trauma in the physical context (Ibid.). As an art therapist, I often come across cases like Gill’s, where people who have experienced trauma spontaneously begin to create artwork characterized by repetition. This artistic repetition often occurs alongside the characteristic repetition seen in trauma situations, which manifests in the intrusive and repetitive reliving of the traumatic experience. This repetition can occur through nightmares, flashbacks, or an unconscious return to the same traumatic experience, perceived by the subject as an inescapable fate (APA, 2000).	Comment by Daniella Blau: Check the actual quote
[bookmark: _GoBack]Freud (1895), the father of psychoanalysis, was the first to link trauma to repetition, attributing to it a temporal etiology. Initially, he saw repetition as an attempt to represent the trauma (Breuer & Freud, 1893) and later as an attempt to return to a pre-life state (Freud, 1920). However, many trauma researchers’ description of the inability to represent trauma (Caruth, 1996) has led me to the understanding that this repetition cannot be solely temporal (as representation assumes a normal temporal sequence that is disrupted by trauma). Consequently, I identified a lacuna: the temporal etiology Freud described for repetition is insufficient on its own to explain this artistic phenomenon. My attempt to offer an additional explanation for the relationship between the repetitive artistic representation and trauma repetition, beyond the temporal etiology of repetition, is what drove me to propose another etiology – a spatial one – that I have identified in trauma. What I refer to as “spatial repetition” forms the basis for a methodology that allows us to see the repetitive artwork as a visual representation of repetition in trauma and through it, to understand it.
From the outset, the attempt to understand the relationship between repetitive artistic representation and trauma repetition raises the inherent complexity of its investigation, which includes phenomena belonging to various disciplines. These include the effects of trauma and repetition on the subject, the psychological mechanisms involved, the artistic function, and more. For this reason, the methodology I propose is a multi-disciplinary one that combines psychoanalysis, trauma research, biology, and art. I argue that this artistic activity is primarily anchored in the body – or more precisely, the skin – as a result of trauma and creates the unique connection of trauma-body-repetition-creation. This argument provides the theoretical justification for examining artworks as a method for understanding the psychological mechanism of repetition in trauma, which, as I argue, is anchored in the body, as I will describe below. This approach is consistent with the field of somaesthetics, which assumes that there is a unique relationship between human aesthetic creation and our body (Andrzejewski & Heinrich, 2012). This connection is, in fact, the theoretical basis for the methodology I propose, and in my view, it is spatial.
To describe it and as a basis for the methodology, I will begin by pointing out the spatial dimension of the phenomenon’s components and based on that, the spatial connection that I argue exists between them. Then I will describe my proposed methodology. Finally, I will demonstrate its use by examining a repetitive artistic artwork created following trauma. To protect my patients’ privacy, I will use Gill’s work as an extreme case of spontaneous repetitive artwork created following trauma. I believe her case is suitable because she only began creating artwork after the trauma, and because her work is characterized by significant morphological repetition. Moreover, being an outsider in the art world renders her artwork a spontaneous expression uninfluenced by environmental factors. Hence, she provides a paradigmatic case for examining the relationship between repetition in psychological trauma and the spontaneous repetitive artistic expression created in its wake.

“


The Third Skin


”:


 


Exploring Repetitive Paintings Following Trauma as a Methodology for 


Understanding Spatial


-


Mental Mechanisms Based on Bodily Wounds


 


Abstract 


 


This article proposes the possibility of examining repetitive 


paintings


 


created 


following


 


trauma 


through


 


art


-


based research (


McNiff, 1998) as a methodology for understanding psychological 


mechanisms that originate in the body. This article is primarily theoretical


; it


 


relies on Freud


 


and 


his disciples’


 


conception of trauma to justify and


 


demonstrate 


the possibility of


 


examin


ing


 


artworks with morphological repetition created 


following 


trauma to understand the phenomenon 


of repetition in trauma. Freud, who described the experience


 


of the psyche


 


as 


rooted in


 


the body, 


was the first to ident


ify repetition as a central feature of trauma. This repetition manifest


s 


in the 


passive recurrence of the traumatic experience or 


in the subject


’


s


 


active, unconscious action


. Freud 


called this the 


“


compulsion to repeat


,


”


 


perceiv


ing


 


it as a 


psychologica


l


 


attempt to represent 


the 


trauma. This approach 


has remained


 


prevalent 


to this 


day, despite 


the


 


later understanding that 


it 


is 


inherently 


impossible to 


represent


 


trauma


. In grappling with this gap, 


I argue


 


that the temporal 


etiology on which the concept o


f repetition as an attempt at representation 


is based 


is 


in


sufficient 


for 


understand


ing


 


this artistic phenomenon. 


To complement it


, I 


propose a new etiology based on 


the 


spatial


 


dimension of repetition in trauma. This etiology allows 


us to 


understand


 


the


 


repetition 


-


 


that is, the persistence of visual objects 


-


 


embodied in art created 


following


 


trauma, as a pre


-


representational creative spatial practice that serves a psychological 


spatial 


mechanism activated 


in traumatic states. Inspired by the word 


“


trauma,


”


 


which means 


“


wound


”


 


in Greek, I 


also argue 


that this psychological spatial mechanism operates 


much like


 


a physical wound 


that 


triggers 


repetitive biological activity aimed at creating new tissue 


to replace


 


the injured one


. To this end


, I 




“ The Third Skin ”:   Exploring Repetitive Paintings Following Trauma as a Methodology for  Understanding Spatial - Mental Mechanisms Based on Bodily Wounds   Abstract    This article proposes the possibility of examining repetitive  paintings   created  following   trauma  through   art - based research ( McNiff, 1998) as a methodology for understanding psychological  mechanisms that originate in the body. This article is primarily theoretical ; it   relies on Freud   and  his disciples’   conception of trauma to justify and   demonstrate  the possibility of   examin ing   artworks with morphological repetition created  following  trauma to understand the phenomenon  of repetition in trauma. Freud, who described the experience   of the psyche   as  rooted in   the body,  was the first to ident ify repetition as a central feature of trauma. This repetition manifest s  in the  passive recurrence of the traumatic experience or  in the subject ’ s   active, unconscious action . Freud  called this the  “ compulsion to repeat , ”   perceiv ing   it as a  psychologica l   attempt to represent  the  trauma. This approach  has remained   prevalent  to this  day, despite  the   later understanding that  it  is  inherently  impossible to  represent   trauma . In grappling with this gap,  I argue   that the temporal  etiology on which the concept o f repetition as an attempt at representation  is based  is  in sufficient  for  understand ing   this artistic phenomenon.  To complement it , I  propose a new etiology based on  the  spatial   dimension of repetition in trauma. This etiology allows  us to  understand   the   repetition  -   that is, the persistence of visual objects  -   embodied in art created  following   trauma, as a pre - representational creative spatial practice that serves a psychological  spatial  mechanism activated  in traumatic states. Inspired by the word  “ trauma, ”   which means  “ wound ”   in Greek, I  also argue  that this psychological spatial mechanism operates  much like   a physical wound  that  triggers  repetitive biological activity aimed at creating new tissue  to replace   the injured one . To this end , I 

