Introduction: “As If I Could See the Darkness”: What Does It Mean to Investigate Psychoanalysis from a Wittgensteinian Point of View?

If someone observes his own grief, which senses does he use to observe it? With a special sense—one that feels grief? Then does he feel it differently when he is observing it? And what is the grief that he is observing—one which is there only while being observed? “Observing” does not produce what is observed. (That is a conceptual statement.) Again: I do not “observe” that which comes into being only through observation. The object of observation is something else.[footnoteRef:1]  [1:  Ludwig Wittgenstein, Philosophical Investigations Part II (PPF), 67. Is this the same edition as you cite in note 2 below?  If yes, provide the full publication information here, and change note 2 to “Ibid., 569–70.” If no, provide full citation information here.  ] 


Wittgenstein articulated the central problem facing researchers in the social sciences and the humanities: how can an emotion or an emotional object be recognized by a person who feels it in the first person?  Further, can such an object be described in a way that could be recognized both by the person who feels it and by another person?  Wittgenstein’s response is general: we are engaging in a conceptual investigation.  We must understand the way in which we conceptualize in order to answer the above questions on the nature of an emotional object and how it may be depicted.  
 	This problem also lies at the core of psychoanalytic study in general, and of those studies that incorporate literary analysis, in particular.  The psychoanalysts whose research will be discussed in this book all share a focus on conceptual investigation, following Wittgenstein, even if some did not know Wittgenstein at all (Freud, Klein) and others knew only a little of his investigations (Meltzer, Britton).  The essays studied do not focus on case descriptions, but rather on the way in which psychoanalytic concepts advance thinking about a person’s psyche and its development by means of an interdisciplinary conceptual study.  

(A detailed outline of the essays will be added later, following the review).




Melanie Klein's Interpretations of Literary Fiction as Conceptual Investigations

Abstract

Scholarship on the intersections between Melanie Klein’s work and literature has focused on two main connections: the psychobiographical analysis of a work’s author, and an analysis of the characters and their relationships in light of Klein’s psychoanalytic perspective. The current chapter will introduce a third mode of literary analysis in Klein’s work, focusing on Klein’s three main articles that considered literary fictions: (1) “Infantile Anxiety-Situations Reflected in a Work of Art and in the Creative Impulse” (1929); (2) “On Identification” (1955); and (3) “Some Reflections on ‘The Oresteia’” (1963). Using the methodology of “conceptual investigation” inspired by Wittgenstein (1953), the discussion will illuminate the ways in which Klein used literary works to redefine her central concepts of “infantile anxiety,” “projective identification,” and “the paranoid-schizoid and the depressive positions.” This interdisciplinary analysis suggests a new method of psychoanalytic literary criticism, in which Klein used literature to flesh out complex and ambiguous concepts that were difficult to explain otherwise.  The innovation in this outlook on Klein’s writing and literature contrasts with prevalent interdisciplinary approaches that see the literary work merely as an example or proof of Klein’s psychoanalytic insights.  Instead, this third approach will demonstrate how the unique features of literary language can enlighten and deepen the understanding of unconscious actions and situations, which can only be partially revealed clinically, if at all.  Klein’s use of literary works shows how indispensable they were to filling in the gaps in the definitions of central concepts in her thought.  



Introduction: Wittgenstein on Conceptual Investigation and Its Relevance for Understanding Melanie Klein’s Concepts

Language is an instrument. Its concepts are instruments…. Concepts lead us to make investigations. They are the expression of our interest and direct our interest.[footnoteRef:2] We are not analyzing a phenomenon (e.g., thought) but a concept (e.g., that of thinking), and therefore the use of a word.[footnoteRef:3] [2:  Ludwig Wittgenstein, Philosophical Investigations, 4th ed., ed. P. M. S. Hacker and J. Schulte, trans. G. E. M. Anscombe, P. M. S. Hacker, and J. Schulte (Chichester: Wiley-Blackwell, 2009), 569–70. ]  [3:  Ibid., 383.] 


Wittgenstein, in his complicated way, explained the centrality of concepts to any form of investigation, on the one hand, and the impossibility of defining any concept, on the other.  Because language is characterized by constant dynamism,[footnoteRef:4] and because there is no “meta-language” by means of which concepts can be defined in “the language itself,”[footnoteRef:5] concepts should be examined in their application, and their features should be construed through their usage.[footnoteRef:6]  Our investigations emerge from the fact that certain concepts raise interest, tension, or a question, and this state of curiosity or discomfort leads to inquiry.[footnoteRef:7] [4:  Ibid., 23.]  [5:  Ibid., 121.]  [6:  Ibid., 43, 116.]  [7:  Ibid., 110, 132.] 

Furthermore, Wittgenstein distinguished between his methodology and those phenomenological methodologies common in his period, which he was aware of and which he repudiated.[footnoteRef:8]  He held that even before a phenomenon is identified, thought processes occur that are embodied in language.  These processes include concepts and language play that must be clarified in order to understand a specific usage.  Thus it is incorrect to focus on a certain phenomenon, which is already a mediated product of a certain conceptualization, a part of a certain language play.  Wittgenstein therefore rejected phenomenology as a methodology, although he recognized the existence of phenomenological problems, such as the difficulty of describing an ambiguous color.[footnoteRef:9]   [8:  “All our forms of speech are taken from ordinary, physical language and cannot be used in epistemology or phenomenology without casting a distorting light on their objects. … The very expression ‘I can conceive x’ is itself taken from the idioms of physics, and x ought to be a physical object. … Things have already gone wrong if this expression is used in phenomenology, where x must refer to a datum.” Ludwig Wittgenstein, Philosophical Remarks, ed. Rush Rhees, trans. Raymond Hargreaves and Roger White (Oxford: Basil Blackwell, 1975), 88; emphasis mine.]  [9:  “There is indeed no such thing as phenomenology, but there are phenomenological problems.” Ludwig Wittgenstein, Remarks on Color, ed. G. E. M. Anscombe, trans. Linda L. McAlister and Margarete Schättle (Oxford: Basil Blackwell, 1981), 248; “But what kind of a proposition is that, that blending in white removes the coloredness from the color? As I mean it, it can't be a proposition of physics. Here the temptation to believe in a phenomenology, something midway between science and logic, is very great” (ibid., 3).] 

Conceptual investigation is a central methodology in Wittgenstein’s writings,[footnoteRef:10] and it includes, among other things, guidance for comparing between functions of concepts in various contexts,[footnoteRef:11] as well as comparing concepts that seem semantically close, and must be distinguished from each other.[footnoteRef:12]  As mentioned, Wittgenstein refrained from defining concepts, but rather examined the way they are used in practice: “One ought to ask, not what images are or what goes on when one imagines something, but how the word ‘imagination’ is used. But that does not mean that I want to talk only about words. For the question of what imagination essentially is, is as much about the word ‘imagination’ as my question.”[footnoteRef:13] Mary Warnock argued that in this paragraph Wittgenstein directed us to the act and not the product (the mental image).[footnoteRef:14]  Warnock emphasized that according to Wittgenstein, the description of the mental image cannot teach us about imagination, but the observation of our use of images can do so.  This use is grammatical and exposes “species of thinking.”[footnoteRef:15] [10:  See, for example: Oskari Kuusela, “Wittgenstein’s Method of Conceptual Investigation and Concept Formation in Psychology,” in A Wittgensteinian Perspective on the Use of Conceptual Analysis in Psychology, ed. Tim Racine and Kathleen Slaney (London: Palgrave/Macmillan, 2013), 51–71.  ]  [11:  “Our clear and simple language-games are not preliminary studies for a future regimentation of language as it were, first approximations, ignoring friction and air resistance. Rather, the language-games stand there as objects of comparison which, through similarities and dissimilarities, are meant to throw light on features of our language” (Wittgenstein, Philosophical Investigations, 130).]  [12:  “‘Seeing and imaging are different phenomena.’—The words ‘seeing’ and ‘imaging’ have different meanings. Their meanings relate to a host of important kinds of human behavior, to phenomena of human life.” Ludwig Wittgenstein, Remarks on the Philosophy of Psychology, ed. Georg Henrik von Wright and Heikki Nyman, trans. C. G. Luckhardt and Maximilian Nyman, trans. C. G. Luckhardt and M. A. E. Aue Only one “trans.” is usually needed – make sure you are citing the right translators (Oxford: Basil Blackwell, 1980), 2:629; “‘Seeing and imaging are different phenomena.’—The words ‘seeing’ and ‘imaging’ are used differently. ‘I see’ is used differently from ‘I have an image,’ ‘See!’ differently from ‘Form an image!’, and ‘I am trying to see it’ differently from ‘I am trying to form an image of it.’” Ludwig Wittgenstein, Zettel, ed. G. E. M. Anscombe and Georg Henrik von Wright, trans. G. E. M. Anscombe (Oxford: Basil Blackwell, 1981), 75.]  [13:  Wittgenstein, Philosophical Investigations, 370.]  [14:  Mary Warnock, Imagination (London: Faber and Faber, 1976), 158.]  [15:  Ibid., 159.] 

At this point we should ask: What is conceptual research in psychoanalysis? Further, what is its potential contribution to understanding the concepts of Melanie Klein?  Wittgenstein’s insights regarding conceptual investigation will serve as an inspiration for this chapter: it will not consist of interdisciplinary research in the accepted sense, which attempts to shed light on psychoanalytic concepts by means of a discipline external to psychoanalysis, such as literature, or linguistics, etc.[footnoteRef:16]  Much psychoanalytic research has already dwelled on the intersection of literature and psychoanalysis as two separate and distinct disciplines, each one of which could contribute to explaining the other, and which could also overlap.[footnoteRef:17]  A collection dedicated to applying Klein’s concepts to literary analysis mentions the three essays analyzed at length in this chapter in order to illustrate the conversation Klein held with the authors of literary works.[footnoteRef:18]  The collection’s editor observed that Klein saw authors of literary works as capable of describing the depths of the psyche, but he did not pursue this observation further.  The ultimate conclusion was that the literary work “had discovered the very same phenomena that she encountered with her young patients.”  [16:  A summary of this type of interdisciplinary inquiry was suggested in the following: “The interdisciplinary dialogue also often inspires theorizing within psychoanalysis itself and strengthens its creativity, innovation, as well as unconventional understandings of clinical material. However, in contrast to clinical or conceptual research—the aim is neither primarily to contribute to a deeper or more precise understanding of clinical material nor to study concepts in detail. The focus of interdisciplinary research is the exchange of psychoanalytic knowledge with the non-psychoanalytic (scientific) world.” Marianne Leuzinger‐Bohleber and Tamara Fischmann, “What Is Conceptual Research in Psychoanalysis?,” The International Journal of Psychoanalysis 87, no. 5 (November 2006): 1373; emphasis in original.]  [17:  “Psychoanalysis meets literature on a number of different terrains. A piece of literature may be used to illustrate a psychoanalytic theory, or a psychoanalytic approach may be used to illuminate the work. Inevitably these two are closely related and there is often considerable overlap.” David Bell, ed., Psychoanalysis and Culture: A Kleinian Perspective (London: Karnac, 1999), 14–15.]  [18:  “In these papers Klein is, so to speak, having a conversation with the artist who through his ability to be in touch with primitive areas of mental life, and give them form, had discovered the very same phenomena that she encountered with her young patients. These papers deal only with the work of art itself” (ibid., 15).] 

In my view, this conclusion does not reflect the added value to be found in Klein’s discussions of literary works, and thus does not reflect Klein’s thoughts on the topic.  Klein defined the goals of using literary works by focusing on the literary work as a source of inspiration for understanding hidden emotional processes.  In the essays that will be analyzed below, Klein pointed to three main purposes for her use of literary works:  (1) The narrative reveals profound psychological insight; (2) the narrative allows us to find the unconscious motives that are the factors which have ministered a child’s behavior; and (3) the literary work allows us to redefine a central concept by shedding light on its ambiguous features.  
Wittgenstein’s suggestion to focus on conceptual investigation will be adopted in this chapter to analyze how Klein herself examined three of the key concepts of her thought with the help of literary works.  The idea is to show that psychoanalytic language, like everyday language, can function in all sorts of ways.[footnoteRef:19]  One of these ways is the language of the imagination, and thus we may use the language of literature, which is based on imagination, in order to elucidate psychoanalytic concepts.   [19:  “The paradox disappears only if we make a radical break with the idea that language always functions in one way, always serves the same purpose: to convey thoughts—which may be about houses, pains, good and evil, or whatever” (Wittgenstein, Philosophical Investigations, 304).] 

 	The three concepts examined in this essay already appeared in a certain limited way in Freud’s writing.  In her clinical work Klein focused on treating young children and articulated these concepts to describe the infantile life of the emotions during childhood, as well as expressions of this emotional life in maturity. Freud hardly discussed these stages, while Klein, in her observations, discovered situations that may only be explained by expanding and thickening psychoanalytic theory to also apply to an infant at the beginning of its life.  In the present discussion I wish to show how Klein used literary works in order to validate her clinical discoveries, and how the literary works that she used contributed to clarifying the ambiguity of the concepts she suggested, as she saw it.  The concepts will be examined chronologically, according to the dates each of the essays was published: “Infantile Anxiety-Situations Reflected in a Work of Art and in the Creative Impulse” (1929); (2) “On Identification” (1955); and (3) “Some Reflections on ‘The Oresteia’” (1963). At each stage the concept and Klein’s innovation of it will be presented, after which we will examine how the literary works discussed in the essay helped to crystallize and clarify the concept. After exploring the three essays, I will indicate how the similarities between each of these studies may serve as a basis for an interdisciplinary method of literary psychoanalytical interpretation.  

The First Article: The Empty Space of Infantile Anxiety

In the earliest essay in which Klein discussed a literary work the concept at the center of the discussion is “infantile anxiety.”  Klein described an infant’s development differently from Freud, and assigned special importance to infantile anxiety in describing the basic state of an infant’s emotional life.  In contrast to Freud, who saw instinct as the central factor that motivates people in all stages of their lives, Klein thought that the central factor is anxiety.[footnoteRef:20]  Klein’s method of investigation started first and foremost with her clinical observations, following which she articulated her findings in terms of arguments and concepts.  The essay, “Infantile Anxiety-Situations Reflected in a Work of Art and in the Creative Impulse,” begins with an analysis of the narrative of a Ravel opera, as if it were an event in the clinic.  The opera was staged at that time in Vienna, and while Klein did not see it, she indicated that she read about it in a review in the newspaper.[footnoteRef:21]  The human characters Klein described were a son and his mother, and before we turn to the analysis, we should note that Freud hardly discussed the connection between a baby and its mother, as he himself attested.   [20:  Janet Sayers described how the emphasis Klein placed on anxiety as a primary state, leads at the second stage to attack and at the third to reparation, as we will see below in the analysis of the present essay.  Janet Sayers, Mothering Psychoanalysis (London: Hamilton, 1991), 233–34.]  [21:  “My account of its content is taken almost word for word from a review by Eduard Jakob in the Berliner Tageblatt.” Melanie Klein, “Infantile Anxiety-Situations Reflected in a Work of Art and in the Creative Impulse,” International Journal of Psycho-Analysis 10 (1929): 436.] 

In his essay “Female Sexuality” (1931), written at a very late stage of his thought, Freud pointed to two key points that he had not adequately discussed in earlier writings: the first was the scarce discussion of the relationship with the mother, despite its importance to a child’s development until age four.[footnoteRef:22]  The second was his difficulty during patients’ treatment in trying to revivify repressed material that related to attachment to the mother.[footnoteRef:23]  In describing his focus on his female patients’ relationships with their father figure, Freud in fact admitted that he missed all of the female patients who had not taken refuge from relations with their mother by connecting to the father figure.  He recognized the importance of the research of female psychoanalysts who managed to reconstruct the relationship with the mother, in the process of transference in treatment, such as Jeanne Lampl-de Groot and Helene Deutsch.  However, his discussion of the period of childhood in which the relationship with the mother is dominant as “grey with age and shadowy and almost impossible to revivify,” attests to a lacuna in psychoanalytic theory and practice.  The analysis below will show how Klein used literary works to fill in this lacuna.   [22:  Sigmund Freud, The Complete Psychological Works of Sigmund Freud, trans. and ed. James Strachey (New York: W. W. Norton, 1976), 4589–608.]  [23:  “Everything in the sphere of this first attachment to the mother seemed to me so difficult to grasp in analysis—so grey with age and shadowy and almost impossible to revivify—that it was as if it had succumbed to an especially inexorable repression. … The women who were in analysis with me were able to cling to the very attachment to the father in which they had taken refuge from the early phase that was in question. It does indeed appear that women analysts—as, for instance, Jeanne Lampl-de Groot and Helene Deutsch—have been able to perceive these facts more easily and clearly because they were helped in dealing with those under their treatment by the transference to a suitable mother-substitute” (ibid., 4592).] 

In addition, we should emphasize the significant change Klein initiated in the understanding of object-relations.  While in Freud’s writings this is a marginal topic, Klein thought that in the very earliest relations of the infant, and throughout life, the most significant factor in emotional life is object-relations.  This is in contrast to Freud, who in his essay, “The Ego and the Id” (1923) pointed to the structural organization of the emotional life, comprised of the ego and the id, and the relations between them as motivating the emotional life.[footnoteRef:24]  However, as David Bell emphasized, in her developmental model Klein continued to highlight (following Freud) the reciprocal relations between life and death instincts,[footnoteRef:25] and this emphasis will be important for interpreting her essay.   [24:  Ibid., 3947–93.]  [25:  David Bell, “Projective Identification,” in Kleinian Theory: A Contemporary Perspective, ed. Bronstein Catalina (London: Whurr, 2001), 8n6.] 

 	The essay opens with a description of the image of a six-year-old boy, who is sitting and putting off doing his homework.  All of the objects on stage, according to the reviewer, are designed in an exaggerated size in order to emphasize the child’s smallness, who complains in a soprano voice of the bitterness of his fate.  His mother enters, admonishes him, and punishes him, declaring, “You shall have dry bread and no sugar in your tea!” After she leaves, the child erupts in destructive anger, attacks a squirrel and a cat, breaks objects, spills ink, and more.  The descriptions become more dramatic from moment to moment as “the things he has maltreated come to life,” and they all attack him, until “the child falls back against the wall and shudders with fear and desolation.”[footnoteRef:26] The child escapes out of the home to a park, and there he is also attacked by all sorts of insects and animals.  The turning point occurs when  [26:  “An arm-chair refuses to let him sit in it or have the cushions to sleep on. Table, chair, bench and sofa suddenly lift up their arms and cry: ‘Away with the dirty little creature!’ The clock has a dreadful stomach-ache and begins to strike the hours like mad. The teapot leans over the cup, and they begin to talk Chinese. Everything undergoes a terrifying change.” (Klein, “Infantile Anxiety-Situations,” cite page #).] 


A squirrel which has been bitten falls to the ground, screaming beside him. He instinctively takes off his scarf and binds up the little creature's paw. There is great amazement amongst the animals, who gather together hesitatingly in the background. The child has whispered: “Mama!” He is restored to the human world of helping, “being good.” “That's a good child, a very well-behaved child,” sing the animals very seriously in a soft march—the finale of the piece—as they leave the stage.[footnoteRef:27] [27:  Ibid., 437.] 


After relating the narrative, Klein begins to describe the child’s pleasure at his acts of destruction in a broader perspective, which connects directly to her description in earlier works of a child’s attack on what he perceives as the unity of mother and father.  In the opera this attack is depicted by sadistic weapons by means of which the child strikes at symbols of the father and mother, represented by the squirrel the child attacked and by the teapot he broke.  In Klein’s view, the opera’s narrative enables us to locate the developmental stage in which infantile sadism emerges: Klein argues that this stage is very early, manifesting even before the anal stage (the second stage of development according to Freud).  The child’s anxiety at the mother’s threats expresses an even deeper anxiety, which is reflected in two revelations: the first is the first signs of the superego even at this early stage, and the second is the existence of internal objects, even at this early stage of development.  
 	The design difference in size between the child and the props on the stage represents not just an external difference between them, as the reviewer wrote about the opera.  According to Klein, what happened was that the “child's anxiety makes things and people seem gigantic to him—far beyond the actual difference in size. Moreover, we see what we discover in the analysis of every child: that things represent human beings, and therefore are things of anxiety.”[footnoteRef:28] Expounding the language of the opera, Klein interpreted the differences in sizes as an expression of internal anxiety, and as an act of the representation of internal objects.  That is, in enabling deviation from reality, artistic language is able to represent the psyche’s interior.  The child’s attack therefore expresses his anxiety at a counterattack by the external and internal objects (the mother and father).  The sadism represents the anxiety of the child at the fact that the unity of the two parents is in doubt, and at a later stage, castration anxiety evolves out of this primary anxiety.  The child’s battle with the animals symbolizes the attack of the mother as a function of an Oedipus complex that appears already at an early stage of childhood.  Klein’s approach, according to which an early anxiety regarding the unity of the parents manifests between the first stage (the oral) and the second stage (the anal), represents a significant change from Freud’s view, who believed that the Oedipus complex appears at the third stage (the phallic).   [28:  Ibid., 439.] 

 	The opera paved the way for Klein to oppose Freud on a deeper level: early anxiety is not fear of castration, but rather the attack of the mother, which also includes an attack on the penis, and in effect represents anxiety at the unity of the parents, which is understood as an attack.  Klein emphasizes that the essay’s starting point is the opera, which illustrated for her the primacy of the sadistic attack.  Another important finding is the dramatic change that occurs in the child, from the show of sadism toward the squirrel to a show of compassion.  Using this plot point, Klein articulated an important innovation to Freud’s position that the feeling of guilt and the conscience are social constructions.[footnoteRef:29]  The opera’s narrative allowed Klein to demonstrate a case in which expressions of compassion and conscience can be individual and universal phenomena (since it is not clear from the narrative what kind of society the child grew up in and what kind of impact it had on him). Klein argued that the child’s compassion toward the squirrel expresses the early manifestation of the superego, even before the culmination of its development.  According to Freud the superego appears at a much later stage, following the struggle with the Oedipus complex, at the phallic stage.  In the narrative, the child has compassion for the squirrel that was hurt from his outburst and covers it with his scarf, and two processes are portrayed simultaneously: the child calls for his mother and the animals confirm that he is a good child.  These two speech acts signal the internal expression of the child’s guilt and conscience, which are represented by the mother and the animals.  This is another revision of Klein’s to Freud’s theory, who ascribed the development of guilt and conscience to a later stage, in which the child understands social norms and adopts them.   [29:  Freud, “Totem and Taboo,” in citation missing.] 

 	We may see the first part of this essay as an introduction and a basis for Klein’s later and better-known essay from 1933: “The Early Development of Conscience in the Child.”[footnoteRef:30]  In this essay Klein argued that superego is revealed already in very young child, of three or four.[footnoteRef:31]  Klein pointed to a very important discovery that emerged from her observations of children: that their emotional life is characterized by two primary types of anxiety: anxiety concerning their real parental figures (that they would leave them, that they would punish them, and more), and anxiety that is the product of the imagination and has no connection to the real parental figures.  According to Klein, these anxieties are the product of superego and the root of the formation of the conscience.   [30:  Found in Melanie Klein, in Contributions to Psycho-Analysis, 1921–1945 (London: Hogarth, 1965), 267–77.]  [31:  Ibid, 267.] 

   	These anxieties lead to a “corresponding amount of repressed impulses of aggression”[footnoteRef:32] and this aggression is directed—with the help of the narcissistic libido—externally, toward the object.  Later, aggression is replaced with a positive relation to the object, just as the child in the opera changed his treatment of the squirrel.  This is the point at which the conscience is formed.  Klein summarized observations of the play of many children, which showed that there is a close correspondence between the intensity of anxiety and the degree of violence.  When the superego develops and anxiety recedes, it changes to a sense of guilt.  That is, according to Klein, a sense of guilt is a product of development, of relations more suited to reality and a balanced relationship to the external object.  This is in contrast to Freud, who saw guilt as regression to an earlier stage of development (of the superego) which was controlled by the Oedipus complex.  Klein’s discovery of the child’s internalization of his relationship with his mother created a change in her view of art: as opposed to Freud, who saw it as a sublimation of instinct, Klein saw art as an expression of the desire to fix the relationship with the other, first and foremost with the mother.  This can be seen in the first part of the essay.  [32:  Ibid., 268.] 

   	Both in the concept of infantile anxiety and in the opera’s narrative the child’s imagination generates anxiety.  Alongside the real threat of suffering at the hand of his parents, there is also an imaginary element to the child’s anxiety.  Thus, it is not surprising that Klein drew inspiration from the opera’s narrative in order to illustrate the workings of this imaginary aspect of anxiety.  In the second part of the essay Klein presented another example of how imagination functions in an aesthetic work, which results in overcoming infantile anxiety.  
This additional case study involved the creative development of a female painter.  Klein analyzed an essay by Karin Michaelis, in which Michaelis describes how her friend Ruth Kjär changed from a woman with a “remarkable artistic feeling” for designing a home into a talented painter.  Kjär was described by her friend as having occasionally suffered from deep depression.  An incident in which Kjär’s brother-in-law aggressively took a painting of hers from her home, led her first to depression, and then to a burst of creativity following which she became a painter.  The empty space that was left after the brother-in-law took the painting at first embodied the empty space her mother left in her childhood, since she was not present in her life.  Later an interesting development occurred in Kjär’s painting, as she switched from painting an old woman, wrinkled and faded, to painting an impressive, domineering, and defiant woman.  Thus, Klein revealed the maternal and reparative sides of creativity.  Janet Sayers later read Klein’s analysis as describing an attempt to fill the empty space that began to form with the absence of the mother, and further enlarged when the painting was taken.  
   	In the context of this present essay the interesting question is how Klein interpreted the creative act as clarifying the concept of anxiety, and reparation as a response to anxiety.  Sayers’s interpretation did not relate to the nature of creativity as enabling reparation.[footnoteRef:33]  Hanna Segal, on the other hand, argued that the problem of the empty space left by Kjär’s absent mother was resolved by means of the painting, since it allowed her to resymbolize her mother by means of painting.[footnoteRef:34]  But both of these scholars ignored the contribution of the creative act to the conceptual investigation of anxiety, and in order to do so we must return to Klein’s words in the essay.  Here, Klein examines the insights she gained from treating children and women: that the anxiety-situation precedes the dread of being alone, of the loss of love and of the love-object (which are the earliest anxieties according to Freud).  The question that concerned Klein is how the transition occurs from the anxiety at “an attacking mother to the dread that the real, loving mother may be lost.” Since both in reality and for Ruth Kjär the image of mother functions as an internal object, Klein asks how the image functions to generate creativity.  The process of the development of the image of the mother in the paintings Kjär painted allowed her to “capture” the nature of creativity that enables the transition from anxiety to reparation.  Klein admits in the essay that she is “seeking the explanation of these ideas”[footnoteRef:35] of anxiety and the transition to reparation and that to do so  [33:  Sayers, Mothering Psychoanalysis, 311.]  [34:  Hanna Segal, Melanie Klein (New York: Penguin, 1981), 139.]  [35:  Klein, “Infantile Anxiety-Situations,” 443.] 

 
it is instructive to consider what sort of pictures Ruth Kjär has painted since her first attempt. … Drawing and painting are used as means to make people anew. The case of Ruth Kjär shows plainly that this anxiety of the little girl is of great importance in the ego-development of women, and is one of the incentives to achievement.[footnoteRef:36] [36:  Ibid.] 


With the analysis of the two works the essay clarifies the ambiguity of the transition from infantile anxiety to reparation.  The opera’s narrative shows an apparently natural transition from the child’s attack to compassion toward the squirrel.  On the other hand, Kjär’s painting series allows us to see the process of the gradual change of the mother as an internal object, as expressed in the image of the mother as an external object, in the painting.  Creativity thus activates the process of reparation, which is not immediate or perfect, but evolving.  The change that occurs in the image of the mother in the paintings reflects the ego’s development and clarifies that creativity allows a change in outlook, and in fact, self-formation.  
 	The concept of creativity is explained in this essay as a motive for positive change.  In the next essay, Klein showed that creativity as a factor that enables change can also create negative change, for instance, in a case where projective identification occurs.  
 
The Second Article: If I Were You—Projective Identification and the Wish to Be Another Person

Klein’s essay “On Identification” (1955) is one of her most important and key essays.[footnoteRef:37]  It is likewise considered the chief essay in which she used a literary work to illustrate her model of the inner world and, particularly, the workings of the mechanism of projective identification. In this essay Klein defined, expanded on, and developed the concept of “projective identification,” which she first presented in her essay, “Notes on Some Schizoid Mechanisms” (1946).[footnoteRef:38] In “On Identification” Klein summarized the findings of the earlier essay, in which she showed how an infant three to four months of age has an undeveloped ego, and thus addresses his anxieties by means of the defense mechanism of splitting, and of identification.[footnoteRef:39]  In the later essay Klein expanded on the concept of identification to also include a positive process.[footnoteRef:40]   [37:  Melanie Klein, “On Identification,” in Envy and Gratitude and Other Works, 1946–1963, ed. Masud R. Khan (London: Hogarth, 1975), 141–76.]  [38:  “Much of the hatred against parts of the self is now directed towards the mother. This leads to a particular form of identification which establishes the prototype of an aggressive object-relation. I suggest for these processes the term ‘projective identification’. When projection is mainly derived from the infant's impulse to harm or to control the mother, he feels her to be a persecutor” (ibid., 1–24, 8).]  [39:  Melanie Klein, “On Identification,” 143.]  [40:  “Here I wish to go somewhat beyond my paper on ‘Schizoid Mechanisms’. I would suggest that a securely established good object, implying a securely established love for it, gives the ego a feeling of riches and abundance which allows for an outpouring of libido and projection of good parts of the self into the external world without a sense of depletion arising. The ego can then also feel that it is able to re-introject the love it has given out, as well as take in goodness from other sources, and thus be enriched by the whole process. In other words, in such cases there is a balance between giving out and taking in, between projection and introjection. … As I suggested, there are a variety of splitting processes (about which we have still a good deal to discover) and their nature is of great importance for the development of the ego” (ibid., 144).] 

The expansion Klein suggested to the concept of projective identification is that in the process of development of the ego all sorts of splitting can occur.  In her 1936 essay Klein only discussed splitting resulting in the projection of negative aspects, while in the later essay Klein suggested that the infant may project positive and good aspects, such as feelings of love.  Likewise, Klein added that in a case of the projection of beneficent feelings, the ego could feel that it can introject those aspects as well.  That is, it is a transformative process, not unidirectional.[footnoteRef:41]  To illustrate her findings, Klein turned to an analysis of the novel If I Were You, by Julian Green.[footnoteRef:42]   [41:  In the study of literature E. M. Forster defined the distinction between a flat versus a round character: “A ‘flat’ character, according to Forster, can be summed up in a single sentence and acts as a function of only a few fixed character traits. ‘Round’ characters are capable of surprise, contradiction, and change; they are representations of human beings in all of their complexity.” E. M. Forster, Aspects of the Novel (1927; New York: RosettaBooks, 2002), 4–5.]  [42:  Translated from the French by J. H. F. McEwen (London: Eyre & Spottiswoode, 1950). Klein, “On Identification,” 144.] 

 	Klein outlined the novel’s narrative over six pages (!), an extended synopsis that speaks to her view on the importance of the creative work to understanding the concept of projective identification, far more than merely serving as an example.  Indeed, further in the essay Klein changed the goal of studying the novel from illustration to interpretation.[footnoteRef:43]  In a note to the Hebrew version of this essay, the translators remarked that Klein’s use of the novel correlates with the interpretive tradition Freud began, in which the purpose of using a literary work in a psychoanalytic study is to psycho-biographically analyze the author, or to analyze the characters as if they were patients.[footnoteRef:44]  I wish to argue, however, that this essay reflects a third method of literary interpretation, that is, a conceptual interpretation of the act of projective identification in the literary work.  While Klein did not know Wittgenstein’s work, she in fact implemented his methodological suggestion, according to which “concepts lead us to make investigations.[footnoteRef:45] We are not analyzing a phenomenon … but a concept.”[footnoteRef:46]  [43:  Ibid., 152; emphasis in original.]  [44:  Melanie Klein, Selected Writings, vol. 2, trans. Joshua Durban and Merav Roth (Tel Aviv: Bookworm, 2013), 227n15.]  [45:  Wittgenstein, Philosophical Investigations, 569–70. ]  [46:  Ibid., 383.] 

Klein explicitly stated the complicated motivation for her detailed discussion of the novel: 
The author of this story has deep insight into the unconscious mind; this is seen both in the way he depicts the events and characters and—what is of particular interest here—in his choice of the people into whom Fabian projects himself. My interest in Fabian’s personality and adventures, illustrating, as they do, some of the complex and still obscure problems of projective identification, led me to attempt an analysis of this rich material almost as if he were a patient.[footnoteRef:47] [47:  Ibid.] 


The reasons for Klein’s use of the novel are far more substantial than merely using it as an example, and explain why she recapitulated the narrative at length.  The first reason is the author’s skill at describing unconscious processes. In contrast to the psychoanalytic therapist, whose approach to unconscious content is always indirect (such as translating a dream to everyday language, or the interpretation of transference relations), the author is endowed with “deep insight into the unconscious mind.”  This is reflected in the dominant theme that advances the narrative, in the choice of characters, and in the development of the main character, Fabian.  The second reason is a conceptual investigation: Klein pointed out that the concept of projective identification is complex and ambiguous, and the novel illustrates how this concept is realized in practice and thus simplifies and clarifies its complexity and vagueness.  Klein fully recognizes that the character in the novel is not a patient at the clinic, but at the same time believes that his fictional literary formation can help in understanding real patients.  Although scholars have noted the fact that Klein discussed the novel in the essay “On Identification,” no scholar has attended to Klein’s summary of the narrative of the novel, and further, to the novel’s revelations regarding the process of projective identification.  
 
Klein’s Interpretation of the Work

The novel’s narrative first and foremost exemplifies Klein’s early definition of projective identification,[footnoteRef:48] and later in the essay, Klein shows how Fabian’s character expands the concept’s original definition.  Klein pointed to Fabian’s struggle with two central conflicts: the first is the conflict between the internal emptiness he felt and the expanses of his imagination that expressed big ambitions.  The second conflict was with his parents, which was expressed in a strained relationship with the father, who is embodied in the image of Satan, and in the complicated relations of identification with his mother.  This emotional structure, which contains two conflicts simultaneously, expands and deepens the meaning of projective identification, since two levels are involved: the level of relations with the parents, which is a starting point for diagnosis for the object-relations school (especially in the writings of Freud, Klein, and Winnicott), and the second level, less discussed in the rest of Klein’s writing, which is the spiritual level of the relationship of the person with himself, or to the part of the superego that deviates from the values instilled by his parents.   [48:  “In my ‘Notes on Some Schizoid Mechanisms’ I described these fears as a consequence of the impulse to intrude into another person, i.e. of projective identification” (Klein, “On Identification,” 153).] 

 	In a unique and complicated way, these two levels combine and create within Fabian aggression and a will to dominate other people.  This internal struggle causes him to try to move from desire to action and to realize his wish to become someone else by gaining physical control over the body of another person, who embodies a quality or characteristic that Fabian wishes to appropriate for himself.[footnoteRef:49]  The main innovation Klein points to in the concept of projective identification in this context is “that the author has presented fundamental aspects of emotional life on two planes: the experiences of the infant and their influence on the life of the adult.”[footnoteRef:50] In Klein’s view, the novel successfully shows how the emotional level functions simultaneously, so that Fabian’s behavior and his words reveal both infantile emotions, as well as their expressions in the emotional patterns of an adult.  At this point as well we can see how poetic language is uniquely able to shape a rounded character, especially as there are significant differences between the greed, envy, and hatred that characterize an infant, and more complex expressions of these feelings in adulthood.  Fabian’s conduct shows his frustration at these emotions, as well as guilt and an urge to repair what he destroyed.  In the course of the narrative, the author shapes Fabian as a character who develops such feelings, and thus the narrative expresses an optimistic outlook regarding the possibility of guilt and reparation, which Klein adopts.   [49:  “Greed, envy and hatred, the prime movers of aggressive phantasies, are dominant features in Fabian’s character, and the Author shows us that these emotions urge Fabian to get hold of other people's possessions, both material and spiritual; they drive him irresistibly towards what I described as projective identifications” (ibid., 154–55).]  [50:  Ibid., 155.] 

It is important to note at this point that Klein’s successors readily adopted the concept of “projective identification,” but applied it only in the context of the treatment process, and not—as Klein did—as part of a complex understanding of the self.  Thus, for instance, Elizabeth Spillius described three clinical “models” of projective identification, all of which relate to its use in the clinic, in the relationship between therapist and patient.[footnoteRef:51] Herbert Rosenfeld demonstrated processes related to projective identification that play an important part in psychotic patients.[footnoteRef:52]  Betty Joseph presented several case studies in which the concrete quality of projective identification structuring countertransference was expressed,[footnoteRef:53] and Michael Feldman highlighted an aspect important to the current discussion: projective identification can also include the projection of good parts of the self, such as love or an attempt to protect against attack.  Furthermore, it is a sound process that is even necessary for the growth of relationships and functions as a basis for empathy.[footnoteRef:54]  This emphasis enables us to understand how Klein interpreted the end of the novel, and thus, retrospectively, the complex character of Fabian from the outset.   [51:  Elizabeth Spillius, “Clinical Experiences of Projective Identification,” in Clinical Lectures on Klein and Bion, ed. Robin Anderson (London: Routledge, 1992), 57–70.]  [52:  Herbert Rosenfeld, “Contribution to the Psychopathology of Psychotic States: The Importance of Projective Identification in the Ego Structure and the Object Relations of the Psychotic Patient,” in Melanie Klein Today: Developments in Theory and Practice, vol. 1, Mainly Theory, ed. Elizabeth Spillius (1971; London: Routledge, 1988), 114–34.]  [53:  Betty Joseph, “Projective Identification—Some Clinical Aspects,” in Spillius, Melanie Klein Today, 135–48.]  [54:  “Although it is not possible to go into all the ramifications of this process, I would like to mention that the projective identification may also involve good parts of the self—projected in love, or in an attempt to protect something valuable from internal attack. Up to a point, this process is a normal one, necessary for the satisfactory growth of our relationships, and is the basis, for example, for what we term ‘empathy.’” Michael Feldman, “Splitting and Projective Identification,” in Anderson, Clinical Lectures on Klein and Bion, 72–73.] 

 	At the stage of interpretation, Klein retells the narrative and underscores how the narrative breaks down the process of projective interpretation into stages. We should note at the first stage that Klein explicitly discussed the poetic techniques the author used, with the basic technique being the instantiation of the metaphor of projective interpretation.  After the meeting with Satan, in which he offers Fabian a spell by means of which he could turn into anyone he wants to, Fabian encounters all sorts of people with whom he wants to switch, and at every meeting, he leaves his body, literally, and becomes another person.  In addition, Satan allows Fabian to recall who he is throughout all his incarnations, by writing his name on a note and keeping it during all his incarnations. As Klein sees it, Fabian thus maintains his wish to keep his connection to his original identity and to return to his home (whether it is out of feelings of guilt or a need to return to his original self). 
 	This interpretation expands the psychoanalytic understanding of the process of splitting and projective identification, and depicts a pattern of behavior that is common and normative: many people, in the process of the formation of their personalities seek to resemble a person or a characteristic represented in a certain person, and alongside the wish to change, they also wish to remain loyal to their original self.  In the fictional narrative in which this fantasy is realized physically,[footnoteRef:55] a literary mechanism allows the character of Fabian to embody a particular character in turn and to change according to the character’s traits, but at the same time, to maintain his own core, which functions as a superego—evaluating and judging—and leads to his moving on to another character.  At the same time, the same core self that functions as a superego leads to the emotional apex of the story, which entails an “ethical leap,” when Fabian understands that he treated his mother poorly, regrets it, and expresses gratitude to her.   [55:  “The processes underlying projective identification are depicted very concretely by the author. One part of Fabian literally leaves his self and enters into his victim, an event which in both parties is accompanied by strong physical sensations. We are told that the split-off part of Fabian submerges in varying degrees in his objects and loses the memories and characteristics appertaining to the original Fabian. We should conclude therefore (in keeping with the author’s very concrete conception of the
projective process), that Fabian’s memories and other aspects of his personality are left behind in the discarded Fabian who must have retained a good deal of his ego when the split occurred” (Klein, “On Identification,” 166).] 

    	In the course of the narrative, Fabian changes into four characters. The first is Poujars, his wealthy employer, whose wealth Fabian associates with happiness: “‘Ah! the sun. It often seemed to him that M. Poujars kept it hidden in his pocket.’”[footnoteRef:56] The second character is the physically powerful Esménard, who is young and healthy, in contrast to the sickly Fabian.  Esménard expresses feelings of hatred that lead to murder, which, according to Klein, allows Fabian to experience his hatred of his parents. On the other hand, the third character, Fruges, battles with Satan (as opposed to Fabian, who is tempted by Satan’s offer), and represents an intellectual and religious aspect, the longing for which is present in but denied by Fabian.  The fourth character is Camille, who has a beautiful wife, a married man with whom his wife’s cousin, Elise, is enamored.  According to Klein, Fabian does not have anything in common with Camille, but through him he identifies with Elise, and realizes a homosexual aspect of his psyche. [56:  Ibid., 162.] 

 	Although each of the characters has a trait that arouses envy in Fabian, dwelling within each of the characters becomes destructive for him.  Fabian comes to understand that in becoming each of the characters, he becomes vulnerable to adopting each of their “difficult” parts.  Thus, for instance, when he incarnates as Poujars and wishes to enjoy his great wealth, he experiences the kidney disease of his weak body and his unpleasant memories.  Thus, in the end, he feels that he is losing parts of himself and longs to return home.  
 	At the end of the journey he succeeds in returning to himself and to his home.  At the same time, the reader finds out that during the days the narrative took place Fabian actually lay sick in his bed, unconscious. It may be, Klein suggests, that his experience may have been only an inner fantasy.  However, it may be that this “death” represents the lack of vitality involved in such a massive projective identification, because it does not allow one to assume ownership over the elements that were projected.  In Klein’s terms, the splitting in the fantasy actually impacted the self and Fabian became persecuted, depleted, and impoverished.  It is as if parts of Fabian “got lost” in the characters in which he incarnated.  
 	The most important section in which Klein presents the features of projective identification she inferred from the novel is encapsulated here:
 
The spatial and temporal terms in which the author describes these events are actually the ones in which our patients experience such processes. A patient’s feeling that parts of his self are no longer available, are far away, or have altogether gone is of course a phantasy which underlies splitting processes. But such phantasies have far-reaching consequences and vitally influence the structure of the ego. They have the effect that those parts of his self from which he feels estranged, often including his emotions, are not at the time accessible either to the analyst or to the patient. The feeling that he does not know where the parts of himself which he has dispersed into the external world have gone to, is a source of great anxiety and insecurity.[footnoteRef:57] [57:  Ibid., 166.] 


Klein notes the two basic terms by means of which a narrative is created, “the spatial and the temporal terms.”  Although it is a fictional novel, Klein argues that the temporal and spatial terms function in the same way in which people experience these processes in reality.  The invaluable contribution of the novel is that it makes these processes available to our consciousness, while in reality these processes are usually distant or concealed.  In this way, the description of the feelings and other features of the processes of projective identification gain form and content and become real.  Klein treats the novel as a realistic foundation and sums up the three aspects of projective identification, according to Fabian’s story:  

I shall next consider Fabian's projective identifications from three angles: (i) the relation of the split-off and projected parts of his personality to those he had left behind; (ii) the motives underlying the choice of objects into whom he projects himself; and, (iii) how far in these processes the projected part of his self becomes submerged in the object or gains control over it.[footnoteRef:58] [58:  Ibid., 167.] 


The fiction acts as a magnifying glass for each stage of Fabian’s projective identification, and allows the reader to understand its possibilities and complexities.  As opposed to the process of projective identification in a patient in the clinic, which reveals in the most concentrated way isolated features of the internalized objects that are projected onto the therapist, Klein outlines those aspects that emerge out of reading the novel, and following her, I will articulate these aspects as questions.  
 	The first question is what is the relationship between the features that are projected outward and those that remain inside?  What is the relationship between Fabian’s wish to be rich, healthy, ethical, and loving and the memory of his name that symbolizes his original personality (sick, not loving or loved, not ethical in its ability to envy, to desire, and to murder, etc.)?
 	The second question is what are his motives for choosing the characters he did?  What side motives are revealed, alongside the main motives?  For instance, does the choice of Camille’s character represent a homosexual aspect of Fabian’s character, as Klein thought?  There was no hint of this in the narrative.  
 	The third question was already articulated by Klein: Did Fabian merge with the character he clung to, or take over the character?  Klein’s questions reinforce the need to interpret the end of the novel, which could be said to be shaped as an epiphany: Fabian wakes up and learns that he collapsed at the office where he worked three days earlier, and had actually been unconscious all that time.  
 	The epiphany occurs in Fabian’s consciousness and in the reader’s consciousness at the same moment: both understand that the mother took care of Fabian, and thus showed her devotion and love for him.  Fabian is filled with feelings of guilt toward her and agonizes over all of the negative feelings he experienced, and then he dies young, as his father did.  The striking conclusion of the novel is that sometimes it is too late to make it right, or, that it is not possible to escape the bitter fate of one’s poor health.  In any case, guilt and reparation do not lead in this novel to a second chance at a satisfying life.   
 	In conclusion, we can see that Klein interpreted the novel as a typical conceptual investigation: she detailed the stages of the narrative and delved into the aspect that each character represented in Fabian’s complex of desires as well as his takeover of the character and its result, and explored how each expand the understanding of the concept to grasp the fundamental tension between a person’s affinity to oneself and feelings of envy, hatred and aggression toward qualities and features that are not part of himself.  This tension may lead to various acts, but never negates the person’s affinity toward himself.  In a pathological emotional state, as Fabian experienced, there is no way to settle the affinity for selfhood with these feelings in a way that would enable integration and development. However, the occurrence of epiphany in literature can also teach us about its potential in the psyche of a person.  In the novel If I Were You the epiphany happens too late, but in the next essay, we will see how integration can be realized in a life that is possible after the epiphany. 
 
The Third Article:  Suffering, Depression, Guilt, and the Function of the Superego

The third essay in which Klein discussed a literary work looks at Aeschylus’s famous trilogy The Oresteia.[footnoteRef:59]  The essay consists of four parts: In the first part Klein presents a synopsis of the three plays that compose the trilogy.  In the second part she summarizes her theoretical conclusions from her clinical work with children regarding the stages of emotional development, which start with anxiety and aggression and at an advanced stage end with guilt, compassion, and reparation.  In the third part Klein presents the Greek concept of “hubris,” which captures the tension between the gods and humans who attempt to resemble them in Greek mythology.  In the final section Klein uses the contents of the trilogy, and especially the concept of hubris, to flesh out the understanding of the concept of the depressive position.   [59:  Melanie Klein, “Some Reflections on ‘The Oresteia,’” in The Writings of Melanie Klein, vol. 2, Envy and Gratitude and Other Works, 1946–1963, ed. Masud R. Khan (London: Virago, 1988), 275–99.] 

Just as Freud leaned on the myth of Oedipus, so does Klein borrow elements of Greek mythology (such as the relations between humans and gods) in order to understand a process of emotional development, and especially to clarify a certain complexity that is not available for clinical observation.  Fiction therefore completes the discussion of reality.  Klein’s starting point is the masterpiece trilogy, as translated by Gilbert Murray,[footnoteRef:60] stating that her goal is to examine “the variety of symbolic rôles in which the characters appear.”[footnoteRef:61] [60:  Aeschylus, The Oresteia, trans. Gilbert Murray, 2nd rev. ed. (London: George Allen and Unwin, 1946).]  [61:  Klein, “Some Reflections,” 275.] 

Klein briefly presents the stories of the three parts of the trilogy.  In the first, Agamemnon, Agamemnon returns from battle and his wife Clytemnestra murders him.  The murder has a declared reason: “she justifies her murder as a revenge for the sacrifice of Iphigenia. For Iphigenia had been killed on Agamemnon's command in order to make the winds favorable for the voyage to Troy.”[footnoteRef:62] Alongside this declared reason, there are others: the first is that Clytemnestra witnessed the death of her daughter, and after that took a lover.  The second is that the same lover, Aegisthus, is the son of Thyestes, who fell in love with the wife of his brother Atreus.  In revenge, Atreus killed Thyestes’s children, cooked them, and served them to Thyestes at a feast. Aegisthus was Thyestes’s son, and thus wanted to murder Agamemnon, Atreus’s son. Another reason for revenge was that Agamemnon brought back Cassandra, the most beautiful of hostages, with him from battle.   [62:  Ibid.] 

The second play, Cheophoroe, deals with the continuation of the narrative. Clytemnestra had two other children aside from Iphigenia, who was sacrificed by her father.  These children were Orestes and Electra. Orestes wanted to revenge the death of his father Agamemnon.  But to do so he had to kill his mother Clytemnestra.  He hesitated, but his sister burned up in anger at her mother, as Klein emphasizes, and convinced him to seek revenge at her.  Likewise, he was commanded to do so “by the Delphic Oracle—a command which ultimately came from Apollo himself.”[footnoteRef:63] Orestes gave in to his sister and to the command of the god Apollo, and killed his mother and her lover.  Before she was killed Clytemnestra warned her son Orestes that if he kills her, he would be pursued forever by the Erinnyes, but he did not take her advice,  since Apollo encouraged him to murder his mother.  And indeed—immediately after he killed his mother, the Erinnyes appeared.   [63:  Ibid., 276.] 

The third play, the Eumenides, describes how Orestes was haunted by the Erinnyes and kept away from his home and from his father's throne.  Orestes wanted to be pardoned, and the god Apollo advised him to consult the goddess of wisdom, Athena.  Athena assembled the council of sages, in order to decide whether to pardon Orestes, and the sages were divided.  Athena then decided to support the pardon for Orestes.  Athena later also addressed the claim of the Erinnyes that Orestes should continue to be punished, and agreed to share her power with them. Moreover, she committed to maintain law and justice with regard to all sides and codified a new law of compassion. Following this law, the Erinnyes changed from prosecutors to defenders of those who seek mercy. Klein did not note this, but the end of the trilogy is surprising and unusual for a play that belongs to the genre of Greek tragedy, a genre in which it is rare to find forgiveness and reparation.  
Why did Klein devote such attention to a detailed description of the trilogy?  At this point in the essay the reader cannot yet answer this question, and Klein still does not provide it.  
 	At this point, she turns to encapsulating a description of child development, and summarizes the results of her research of the twenty years preceding this essay.  The infant develops from a stage of anxiety and splitting, to creating symbols that allow integration and a transition to the depressive stage.  Klein emphasizes in her description that the child develops a superego in interaction with his attachment to his parents, and that this superego sometimes functions as a conscience.  Seemingly, Klein explains here how the depressive position forms.[footnoteRef:64]  But she is not satisfied with this summary of her insights and observations.   [64:  “If the depressive position is being successfully worked through—not only during its climax in infancy but throughout childhood and in adulthood—the super-ego is mainly felt to be guiding and restraining the destructive impulses and some of its severity will have been mitigated. When the super-ego is not excessively harsh, the individual is supported and helped by its influence, for it strengthens the loving impulses and furthers the tendency towards reparation. A counterpart of this internal process is the encouragement by parents when the child shows more creative and constructive tendencies and his relation to his environment improves” (ibid., 279).] 

 	At this stage, even before she reveals the reason she ascribes such importance to the narrative of the Oresteia, she adds a new concept to the discussion, a product of Greek thought: hubris.  Klein quotes Murray’s definition,[footnoteRef:65] and determines that the concept covers up for emotion a person feels when he presents danger to himself and others.  The concept of hubris includes, in Klein’s opinion, all of the difficult emotions the child feels: hatred, a will to destroy and humiliate, envy, sadism toward the parents, a sense of persecution, competitiveness, and ambition.  At the root of all these feelings is a fear of punishment for hubris, since according to Hellenistic belief, hubris is forbidden and deserving of punishment.  Another expression of hubris is fear of success that stems from fear of arousing others’ envy.  This fear can delay the realization of talent and potential.  Klein gave examples from two case descriptions, one of a child and the other of an adult, of how hubris can deter people from succeeding, since one’s success can be interpreted as hurting and humiliating others.   [65:  “The typical sin which all things, … Hubris, a word generally translated ‘insolence’ or ‘pride’… Hubris grasps at more, bursts bounds and breaks the order; it is followed by Dike, Justice, which
re-establishes them” (ibid., 280). ] 

 	Klein returns to the Oresteia and describes Agamemnon as a character who operates with hubris.  Agamemnon was proud of the destruction he caused, but his hubris was not satisfied by his success, but rather hardened him further.  His wife Clytemnestra also embodies hubris when she decides to murder her husband.  The change, according to Klein, is hinted at in the Oresteia when Orestes consults with Apollo on whether to kill his mother.  Orestes’s deliberation, and consultation with the god, already reflects complexity of personality and not merely an aggressive and anxious act.  After the murder he does not submit to his fate but seeks pardon, and thus turns to Athena, who represents wisdom and justice.  Klein interprets Orestes’s murder of his mother as identification with his father, and his suffering as a fear of persecution.  But alongside this Klein points to the development of the depressive position, which includes a desire to atone for the sin, a perpetual hope and a positive relation to the gods, especially to Athena.  Klein ascribes this to the stage in which his relationship with his mother was positive and she taught him to be grateful.  The mother functions as a beloved internal object, which, as Klein sees it, is a source of hope and pleasure.[footnoteRef:66]   [66:  Ibid., 289.] 

Klein interprets other aspects of the trilogy as emotional expressions, and in this context, it is important to note that she argued that these convey the internalized images of the parents and thus express the superego at its early stages.  Klein saw the whole trilogy as an articulation of the superego by means of various characters, who exhibit its various functions.[footnoteRef:67]  Likewise, a literary device like the transcription of characters’ states of consciousness, as opposed to descriptions of their actions, works to portray a decision as opposed to action in the depressive position, which allows for the dismantling the magic circle of aggression and will for revenge.[footnoteRef:68]  The literary device of using main characters in contrast to secondary characters or opposing characters reflects connections between internal states of consciousness and actions taken in the world.  Internal anger, as well as the possibility of reconciliation and acceptance, are manifested in external characters like Athena or the Erinnyes. [67:  Ibid., 291.]  [68:  Ibid., 295.] 

 	In conclusion, the trilogy’s narrative reveals the potential of real change in a person: in contrast to existing patterns of envy, hatred, and revenge, the trilogy reveals the possibility of compassion and mercy, compromise and willingness to give up power, and in the end—forgiveness and the return to family and society.  It is notable that Klein wrote this essay after she already articulated the features of the positions, and backed them up with her observations of children she treated.  All the same, she clearly sums up in three main reasons why she chose to consider the key concepts of her thought anew with the help of the trilogy.  The first is the proof or the example of the features of the transition between the paranoid-schizoid and the depressive position.[footnoteRef:69]  The second reason is that Aeschylus, in his vivid trilogy, succeeds in showing all of the stages of emotional development, from the earliest to the most advanced.[footnoteRef:70]  The third reason, and the most important, is Aeschylus’s artistic talent in using poetic language to creates symbols by means of which he can express conflicts and complex emotional processes.[footnoteRef:71]   [69:  “In my view he shows the mental state which I take to be characteristic of the transition between the paranoid-schizoid and the depressive position, a stage when guilt is essentially experienced as persecution. When the depressive position is reached and worked through—which is symbolized in the Trilogy by Orestes' changed demeanour at the Areopagus—guilt becomes predominant and persecution diminishes” (ibid., 286).]  [70:  “Aeschylus presents to us a picture of human development from its roots to its most advanced levels. One of the ways in which his understanding of the depths of human nature is expressed are the various symbolic rôles which in particular the gods come to play. This variety corresponds to the diverse, often conflicting, impulses and phantasies which exist in the unconscious and which ultimately derive from the polarity of the life and death instincts in their changing states of fusion” (ibid., 298).]  [71:  “The creative artist makes full use of symbols; and the more they serve to express the conflicts between love and hate, between destructiveness and reparation, between life and death instincts, the more they approach universal form. … The dramatist's capacity to transfer some of these universal symbols into the creation of his characters, and at the same time to make them into real people, is one of the aspects of his greatness” (ibid., 299).] 

 	These three reasons clarify the nature of Klein’s conceptual investigation in this complicated essay.  Klein turned to a broad corpus of three tragedies, just as Freud did in using the trilogy that told the story of Oedipus.  But in contrast to Freud, who used the trilogy in order to outline developmental patterns that were named after the characters (the Oedipus complex, the Electra complex, etc.), Klein turned to Aeschylus in order to undertake a conceptual investigation of the concepts of the positions she had already established.  Her conceptual investigation included an exploration and an outline of the story of the trilogy, in order to map in a comprehensive and complex way the entire course of the process of development.  In the second part, Klein reflected on the technique of the symbolic shaping of the characters in order to understand the ways emotional states function dynamically, that is, in order to understand how certain feelings form, how conflicts work, and how conflicts may be resolved.  The symbolic shaping allowed us to see Klein’s concepts in a higher resolutions than can be seen in clinical observation.  In this way, Aeschylus’s masterpiece enabled a more comprehensive conceptual investigation than did the literary works explored in Klein’s other two essays.  
 
Conclusion

Our discussion is the first to comprehensively examine three of Klein’s essays in which she used literary and artistic works for a conceptual investigation.  The first essay examined a relatively early stage of emotional development, in a nine-year-old child.  Here Klein showed how a transition from aggression to compassion occurs as a “jump,” and not necessarily as a gradual process.  In the second part of the essay Klein portrayed such a jump in an adult, a woman painter.  In the second essay, Klein analyzed the complex process of projective identification in a relatively young person.  In this case as well, reparation occurred as a “jump,” although the narrative that preceded it prepared the ground for a gradual change.  After all, Fabian died after the reparation, and did not manage to live in a “repaired” state.  In the third essay, Klein used a trilogy in a much broader way: first, in order to show various stages of development in greater detail, from the infantile stage to a stage in which one can live after reparation and forgiveness.  Second, she showed how emotional states are symbolically shaped by means of characters’ actions, allowing her readers to understand her concepts in a fuller and richer way than is possible through descriptions of a clinical observation, which focuses on only one person.  We may say that the conceptual investigation Klein undertook with the help of the literary works in these three essays allowed her to more finely articulate her central concepts, no less than Freud did in his use of Greek mythology.  



