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The Creative Procces and Psychoanalysis

Introduction

This book is intended for a limited number of
readers. A small number of people can understand the
essence of the interdisciplinary area which constitutes
the topic of the essays contained in this book, ‘The Cre-
ative Process and Psychoanalysis’. The aim of this book
is to make an original contribution to understanding the
unique domain of human communication and existence
which unites the creative process and psychoanalysis.

The restricted possibilities of ‘access’ to this bor-
derline area apply even more to any endeavour on the
part of potential authors to research, understand and
interpret the infinite range of phenomena, contents and
communication systems which stem from this spiritual
level of man – especially so when they seek to pen-
etrate man’s deepest layers. This is due to the reality
which the author must confront, to the fact that the
author himself must incorporate the rich experience of
both these worlds that exist in the human soul and which
hitherto have been very little defined in their separate
spheres of activity. In addition, the potential author must
be skilled in applying the most refined theoretical knowl-
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edge, especially from the area of psychoanalysis and
analytical psychology. And, last but not least, he must
be highly intuitive in order to decipher the unrevealed
layers of this new world, but also to be extremely cau-
tious, patient and critical in the assessment of his analy-
ses and their possible revision.

Given the considerations above, it should be
easier to understand why only ten or so authors have
persistently tried to integrate the findings of deep psy-
choanalytical psychology with the experience and es-
sence of the creative process. It is also understandable
why they should have revealed and became acquainted
with as much as their personal experience and struc-
tural potential allowed within the limits of the historical
background of the time and place in which they lived.

Each of these authors dealt with separate as-
pects of the creative process. One was oriented more
towards the individual unconscious; another towards
the collective unconscious; yet another towards the ego-
psychological dimensions of the creative process, and
so forth. It was rare for an author, besides Sigmund
Freud, to try to integrate the deep psychological as-
pects with the socio-dynamic aspects of the creative
process through the prism of the conflict between the
two drives, Eros and Thanatos. It seems that the present,
with its responsibility to secure our survival and to find
a resolution to the locked conflict between these two
instincts, necessitates more intensive research in this
direction.
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The essays collected in this book on the creative
process and psychoanalysis were written over a period
of 12 years of research. They started with research into
authors such as Freud, Jung, Lev Vygotsky, Ernst Kriss,
Kurt Eissler, Vladeta Jerotic, etc. Later essays are rep-
resentative of the author’s fervent need to declare his
personal experience and to penetrate the depths of this
area. With the coming of the mature phase, originating
both from richer life and professional experience, the
author then tried through certain themes in his essays
to give a more concrete creative contribution to certain
aspects of human existence – with a complete assump-
tion of the responsibility that such a role requires.

Created at various stages in the author’s age
and maturity, as well as in different historical sequences,
the essays are exhibited like pictures in an exhibition,
amounting together to a certain whole that the author
wishes to encompass in this book. The essays are ar-
ranged more in thematic than chronological order. Cer-
tain stylistic and spiritual differences in the book may
be noticed accordingly. This focus has determined the
dynamics of the whole and seemed the most appropri-
ate way for the author to present the material. The
author thought that in certain places in the sequence
of analytical texts he should place a piece of less ana-
lytical and more impressionistic spirit, as in the essay
‘Photography and the World’, in order to make the dy-
namics of the reading process a little lighter and easier
for the reader.
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All the abovementioned represents but a sum of
little ‘signs along the road’ which can only partially in-
troduce the reader to a state wherein he might better
be able to embark and ‘sail’ through these seas – seas
formed by small springs that flow from two immense
massifs in the human spirit: the creative process and
psychoanalysis.

Maybe, just maybe, someone might succeed in
finding the true route?
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Psychoanalytical Interpretations of
the Creative Process

The creative process, as an inseparable and es-
sential attribute of the complex biological creation em-
bodied in the human being, is found in all stages of the
anthropological, psychological, social and cultural de-
velopment of Man.1

In the beginnings of civilized organization, we rec-
ognize this creative process in Man’s striving to draw
closer and keep to himself objects of existential meaning
in an attempt at concrete possession – in cave-painting
as well as in the ritual concept of psychomotoric dis-
charge of the instinctual impulses. With the further or-
ganization and differentiation of individual and collective
consciousness, with the appearance of voice and ever-
more dominant verbal means of communication, the cre-
ative act became more complex in both form and con-

__________
1 This text was originally presented in 1987 at a specialist
conference at the Neuropsychiatry Clinic of Skopje University
and was later published in the Macedonian Medical Review
No. 1-2, pp. 16-18, 1991, Skopje.
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tent, thereby becoming the privilege and destiny of a
limited number of humans. Their ability to create experi-
ences of illusion in their audiences has been interpreted
differently according to developing levels of civilization.

At first, animistic and magical meanings were
attributed to artists, and their works were interpreted
as expressions of divine or demonic qualities in the cre-
ator. With the coming of the Renaissance, these super-
natural attributes were gradually superseded by the
notion that artists were born with special human tal-
ents and innate skills, so that artists were considered
geniuses. But with the emerging need for a scientific
and more rational approach to the psychological phe-
nomena of Man, artists and their creative acts have been
increasingly put under the magnifying glass of research-
ers more or less ambitious in their scope.

From the almost infinite spectra of psychologi-
cal theories and concepts, most of them developed over
the past hundred years or so, all of which strive to be
more or less all-encompassing interpretations, we will
choose the psychoanalytical approach as the most uni-
versal.

No attempt to apply the instruments of psycho-
analysis to the demystification of psychological phenom-
ena can be considered serious and ambitious unless it
sets out from the fundamental – and in numerous ways
unique – research and concepts of Sigmund Freud. With
his never-since repeated combination of genius and
ceaseless practical work, Freud penetrated the hitherto
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inexplicable psychological depths of individual and so-
cial and cultural life. Understanding artists and creative
acts as direct participants in the enrichment of the cul-
tural world, Freud once again confirmed the universal-
ity of his theory and methodology by applying them to
the analysis of separate authors and their works.

In his analysis of Jensen’s epic work ‘Gradiva’
and of the genesis of the delusions and dreams de-
scribed in that novel, we can see Freud’s masterly tech-
nique in the explanation of unconscious content – con-
tent which he had previously addressed methodologi-
cally in his epochal work ‘The Interpretation of Dreams’.
In his essay on Leonardo Da Vinci, through an exami-
nation of detailed biographical data and the formal ar-
tistic and technical solutions of the great artist and in-
ventor, Freud gives a description of the development of
an individual psychology. In the explanation of certain
fixational and regressive moments, it is possible to see
the creator’s solutions to art and life, as well as his
points of view and his doubts, as specific expressions
of his character. The figurative discrepancy between the
expression of Michelangelo’s Moses and the character-
istics attributed to Moses in the Bible serve as a basis
from which to explore the intimate aspirations of the
artist in modifying and adding characteristics to the
subject. In his essay ‘Dostoevsky and Parricide’ we en-
counter the Oedipus complex as a neurotic conflict of
the author himself as well as a character organization
of the characters depicted in ‘The Karamazov Brothers’.
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As far as the act of creating is concerned, Sigmund
Freud explains it as the work of the mechanism called
sublimation; initially described as one of the outcomes
of the affect, and later as a positive defence-mechanism
of the Ego. The ability to transform instinctual energy,
whether libidinal or aggressive, into a socially accept-
able form is the fundamental talent of the artist.

Let us refer briefly to the fact that psychoanaly-
sis had a direct influence on the artistic movements of
the nineteen-thirties and forties, on the Surrealist move-
ment in particular. The method of free associations was
employed as a passage to the self-unconscious and art-
ists attempted to transfer their insights and associa-
tions on canvas or paper in their original form, bypass-
ing the rational. By doing so they believed they could
bring to their creations the most truly human, humane
and apolitical content.

Jung and his followers considered creativity in
man to be a reflection of archetypal realities. In their
interpretation, the positive role of the anima in the psy-
chic events within a person is achieved when the indi-
vidual seriously acknowledges the emotions, the moods,
the expectations and the fantasies received from their
anima and then fixes them in a form of writing, paint-
ing, composing, or play. Much greater space is given to
creativity in interpretations of the ‘self’ as a central con-
stituent, the core of the human psyche and the end-
goal of the process of individuation, the process of
maturation. The aspirations of artists to make contact
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with their own selves through creation are at the same
time a channel to the deep religious experiences in-
grained in the collective unconscious as an asset of civi-
lization.

Schematically, the self is most commonly repre-
sented as a circle, though it is also represented in other
regular geometric shapes – most frequently as a square.
It was in these terms that Jung explained the persis-
tent urge on the part of alchemists to square the circle.
Every departure of the self from the centre manifests
an expansion of the gap between the conscious and
unconscious elements of the psyche. Jung discovers a
similar motive for separation and digression into
abstractionism in the religion-dominated Middle Ages
when the Christian cross evolved into an elongated Latin
cross, the lower arm of which extends at a greater dis-
tance from the centre, while its predecessor was the
Greek cross with four equal arms. In the breach of the
connection between the circle (the symbol of the psyche)
and the sphere (the symbol of the material), the body
and reality, intensely expressed in 20th century works of
art, Jungians discover a symbolic expression of their
internal split. Let us not forget that Jung always em-
phasized that creators are always representatives of the
times they live in.

We would like to refer briefly to the great psy-
chologist of the early 20th century, Lev Vygotsky, a man
who produced a multitude of works in his short life,
some of which are again relevant today. Having re-
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searched the domain of arts, he advocated objectivity
and appropriate criteria in the analysis of works of art.
Having studied in detail psychological approaches to
art to date, he came to the conclusion that psycho-
analysis was the only method which had managed,
through discussing the unconscious, to reach the es-
sence. All the same, even though he considered psy-
choanalysis apposite in explaining content, he did not
believe that it had much to offer where the form of the
work of art is concerned. The further development of
psychoanalysis seems to have undermined the founda-
tions of such views.

With the advent and development of ‘ego psy-
chology’, psychoanalytic theory was further modified and
the ego’s structures and functions, their relations to the
id, the super-ego and reality were given precedence.
Amongst the most influential in achieving this advance
was Ernst Kriss, an analyst who focused the greater
part of his research and interests on the creative pro-
cess. He explained the special gifts and talents of art-
ists as being due to the capacity of their egos to sur-
render to the fluidity and upheavals of the primary pro-
cess, to manipulate this process and draw material and
contents from it for their work. Thus he made a distinc-
tion between ‘regression in the service of the ego’ and
‘ego in the service of regression’ a regularly manifested
characteristic of psychosis and psychotic creations.

Regression in aesthetic creativity, in contrast to
all other cases, is intended and controlled. The process
entails a continuous play between creating and assess-
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ment, epitomized in the alternation on the part of the
artist between his working on the canvas and his mov-
ing away from it to evaluate the work. Thus, we come
to the conclusion that what transpires in this process of
creation is a partial identification of the ego of the cre-
ator with the audience. In this fluctuation between func-
tional regression and control, symbols become too per-
sonal when the regression is too far-flung, often be-
coming incomprehensible even to the intellect of the
author himself. At the other extreme, when control is
prevalent, the result is described as cold, mechanical
and uninspired.

In creativity, pre-conscious mental domains play
a significant role. The essential presupposition here is
that the ego directs an anti-cathexis against the id and
the cathexis drawn by the ego from the pre-conscious
is subjected to a cathexis by the mobile energy of the
id; thus material from the pre-conscious is drawn into
the primary process. This is a principal thesis of psy-
choanalytic theory concerning the creation of dreams.
In contrast, when unconscious material becomes pre-
conscious, the derivatives of the id are subjected to a
cathexis from the ego-energy and become a part of
pre-conscious mental processes, far removed from the
original impulses. Depending on the magnitude and
intensity of the energy invested by the ego in the anti-
cathexes, the contents of the id might be neutralized in
the pre-conscious, might surface as symptoms, or, by
circumventing the pre-conscious, might penetrate di-
rectly into the conscience and be experienced as hal-
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lucinations, as contents coming from ‘outside’ and not
from ‘inside’.

With regard to aesthetics, Freud’s meta-psycho-
logical standpoint is well-known, i.e. that aesthetics rep-
resents the most sophisticated economising of psychic
energy – a means of compensation in the process of
repression. This is further complemented by the ego’s
capacity for gradual, layered transmission of contents
with a simultaneous integration of incoming derivatives.

This raises an interesting question: What is the
difference between the analysis of a work of art and
the work itself?

The explanations of the analyst aim at the most
rational interpretation of psychic qualities and their cor-
relations, exemplified as dynamics, economics, topics,
genetics, and capacity for adaptation of the ego. Con-
sequently, emotional resonances are rationalized
through an analytical prism. The controlled affective
storm is replaced by logical connection and order. Be-
sides the neutralization of emotional charges, which is
a method employed by the ego to control the id in its
struggle for domination, this interpretation is devoid of
the basic attribute of a work of art, i.e. its concrete-
ness, the uniqueness of the form displayed for percep-
tion. This is a characteristic which analysis will never be
able to achieve; if it did so, the analysis would material-
ize itself into the analyzed work of art.

This concreteness embodies within itself a magi-
cal meaning for Man, a reminder of that period of de-



23

The Creative Procces and Psychoanalysis

velopment when objects of special emotional interest
were accepted as an integral part of oneself, invested
with an organic meaning and consequently of life im-
portance. This was a period before the differentiation
of the self from the external world, a stage of differen-
tiation which can become a goal of repressive penetra-
tions in states in which the ego suffers. The residues of
such relations are present in our everyday life – in our
behaviour toward possessions, the non-living objects
that surround us – and are of great intimate impor-
tance.

The act of magic is always evident in psychotic
creativity as well, but in these cases it is as the out-
come of an attempt to re-establish the constant quality
of objects and to regain the ability to test reality – a
psychic manoeuvre identified by psychoanalysis as ‘res-
titution’ through the ‘reparation of internal objects’.

Finally, we would like to refer to the role played
by the creative process throughout the cultural history
of Man.

Initially, art served as an attempt to obtain and
retain objects of instinctual interest in close proximity.
Later, art went through a stage of imitation of external
reality; then through a stage of discovery of the essen-
tial relations in that same reality; and ultimately, it be-
gan searching for the essence internally, in the self.
This leads us to the inevitable conclusion that external
and inner realities are inseparably linked, and one of
the interpreters of this unity, in its own fashion, is art.
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The Ego in the Creative Process

The creative process has for centuries attracted,
indeed captivated, the attention and interest of people
of diverse spiritual and educational backgrounds, and
has inspired an insatiable desire for its final illumina-
tion,2 remaining a challenge to this day. At different
stages in the development of civilization and in the cour-
se of various ideological trends, this process has been
apportioned a variety of meanings and interpretations
as to its particulars, but ultimately, each of these at-
tempts seems to have remained powerless in the face
of the authenticity of works of art.

The development of psychoanalysis led to the
irrefutable knowledge that the power of the created
work stems from the depths of the artist’s unconscious;
but the course of its realization remains unclear, unfin-
ished. In recent times, the focus has again shifted to

__________
2 This paper was presented in 1989 as part of the ‘Days of
Neuropsychiatry’ in the Republic of Macedonia; it was also
published in ‘Psychiatry Today’ No. 4, pp. 337-345. Belgrade,
1989, and in ‘Kinopis’ No. 11, pp. 33-38, Skopje, 1994.
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the domains of the pre-conscious, overlooked for some
period of time. Some authors believe that the creator
approaches the substance of the unconscious from this
position, while others define the preconscious as the
single source not only of inspiration, but of all contents
that the artist uses in the creation of his work.

Energy-wise, Kriss believes that the hypothetical
first stage he calls the ‘stage of inspiration’ enables an
easy reception of impulses from the id, while in a second
hypothetical stage, the ‘stage of processing’, the energy
employed is neutralized as a result of the intensification
the ego cathexes of specific functions. The ability of the
artist’s ego to employ fluctuating and reversible regres-
sion in his search for contents from the unconscious is
considered a prerequisite for the creative process. In that
process, certain functions of the ego might gain priority
and become hyper-cathected in energy.

The findings concerning the start of the creative
process compel us to conclude that the initiation of the
creative process is possible only in special moments of
inspiration, as they are frequently referred to, which
sets us in motion on an unusual journey into the un-
conscious. A notion, a thought, an experience or a per-
ception can activate the creative process. This activa-
tion could happen at the very moment of the percep-
tion of objects from the surroundings, or it could follow
the trail of a certain memory. This explanation is cor-
roborated by numerous descriptions of inspiration and
spontaneous onsets of creation.
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Then again, the creative process may be activated
coercively by a deliberate demand, an expectation, or a
goal set by the artist for himself or under the influence
of important persons and situations in the living envi-
rons. This mode differs from the aforementioned because
in spontaneous creation – the creation arising from ‘mo-
mentary inspiration’ – the starting position is already in
the contents of the unconscious cathected by the ego
and the further course of the creative process is enabled
by relegation of these contents to the id, while in the
consciously activated and directed creative process, the
contents are located in the focus of the ego. At any rate,
a further relocation of these contents towards the do-
main of the preconscious appears necessary and this
activates a change in the ego of the creator.

At the very beginning of the process, the au-
tonomous apparatuses of the ego, perception first and
foremost, focus on the contents that create the initial
notions. This concentration of the Ego on intra-psycho-
logical contents or on certain objects from the external
world leads to gradual attenuation of the experience of
the creator’s own personality as well as of reality as a
whole. With further intensification of the grip of these
initial notions over the creator’s attention and with the
advent of increasingly emotionally rich associations, as
well as with the enrichment of the cathexes of the func-
tions aimed at these notions, the investments in the
recognition of the spiritual and the physical self of the
creator and in the testing of reality gradually decrease.
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Consequently, this activates initial changes in the ego
which allow access and penetration into the spheres of
the pre-conscious.

The initial notions, phantasms and associations
which operate as matrices are then replaced by increas-
ingly rich emotional contents which remain essentially
linked with the initial notions. They grow to be more
uninhibited, fluid and laden with increasingly intense
emotions, threatening to cause a conflict with the ele-
ments of the confrontation-disposed ego whose aim is
the preservation of its integrity. The creative process
could remain at this level, at the level of the precon-
scious, where it can draw material for a work of art.

For further development of the process, the
cathexes of the ego need to be withdrawn from the
domains of the preconscious and its contents subse-
quently cathected by the Id alone, by which means the
secondary process would be replaced by a primary pro-
cess. However, for this to transpire, the ego must un-
dergo certain changes specific to the creative process,
as well as a temporary reorganization of its own sys-
tem. Namely, the ego itself suffers dissociation, its
confrontationally disposed structures and functions are
disconnected and obstructed in order to prevent their
conflict with unconscious contents and charges and their
employment of defence mechanisms which would neu-
tralize the energic qualities of these unconscious con-
tents. Conversely, if this prerequisite is not met, the
contents of the unconscious will be subjected to sec-
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ondary revision, similar to the transformation of latent
dream content into manifest dream content. As a re-
sult, the unconscious contents will lose their original
form and energic qualities, and the process which started
as creative will be completed as defensive and will not
be realized in a work of art.

With the disconnection of the confrontationally
disposed functions of the ego and their supplementary
defensive mechanisms, the mechanisms that provide in-
tegrity and continuity of the secondary process are also
disconnected. As a result, the contents from the domain
of the preconscious are liberated from the cathexes and
become mobile, while the chain of associations which
was initially created with conscious determination and
intention obtains free association qualities and is thus
subjected to the laws of the primary process: condensa-
tion, actuation, symbolization, dramatization, etc.

Since the harmonization of associations and emo-
tional charges into a unique experience is only possible
with the help of the integrative functions of the secondary
process, instinctual derivatives become isolated from no-
tions and associations, the connection between them is
lost and they are experienced separately. The logical con-
nection between cause and effect and the continuity of
experiences – indispensable to the ego in its integrated
state – disappear, while space and time become devoid of
the significance they command in this connection.

In the ego thus divided, precedence is given to
domains and functions free of conflicts, inclined to re-



32

Zvonko Dzokic

sign themselves to the initiated chain of associations,
notions and content that surface undisguised from ever-
greater depths. The dissociative moderation of the
confrontationally disposed elements of the ego and the
demands of the super ego is unstable, fluctuating, alien
to the ego itself and susceptible to intense pressures
for restoration of the prior state of defined inter and
intra-structural relations. The force with which this
moderation is imposed determines how deep the search
in the creative process for substance towards a work of
art will be. With a powerful constitutional inclination
and a predisposition which would allow for such re-
versible reorganization, as well as with a mastered tech-
nique for a speedy re-restructuring of his personality,
the artist can obtain contents which could hold some
unexpected qualities.

In consequence of the disconnection of the func-
tions which determine the boundaries of the corporeal
ego, as well as the boundaries of the notions of the self
and external objects, and in consequence of the with-
drawal of the cathexes from surrounding objects due
to suspended reality testing, having concentrated his
attention on intra-psychic contents, the artist can ex-
perience phenomena of depersonalization and de-real-
ization during the probable periodical breaches of the
protective rift. Thrown in the midst of a mayhem of
intense contents erupting from the unconscious acti-
vated by the associative chain and isolated from its pro-
tective mechanisms, the artist’s ego experiences de-
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structive anxiousness and fear of disintegration. In these
moments, the Ego makes impulsive attempts to return
within the boundaries of its corporeal and spiritual prop-
erties, to recognize and reclaim them, as well as to re-
claim the representatives – the notions of objects from
the external world.

Throughout history, along with states of disinte-
gration and advents of psychosis after dream episodes,
psychotic attacks have been recorded among artists
when working on their art. It appears that in all such
cases, the misjudgement of the creator’s own abilities
can be explained by the daemonic attraction of the
unconscious. Every person who has embarked on a pro-
cess of creation is well acquainted with the phenomena
of fear and anxiety. Both of these phenomena can oc-
cur during any of the stages of the creative process,
and each ego commands an individual threshold of tol-
erance. The experience of fear beyond that threshold
causes an abrupt break in any further progress of the
creative process and subsequently the frightened Ego
hastens its return to its earlier recognizable boundaries
and activates its defence mechanisms. If the fear expe-
rienced in the face of one’s own unconscious reaches
more extreme levels, the artist may not only be barred
from finishing the work he started, but also incapaci-
tated to start a new one for a long period of time.

Penetrating increasingly deep, drawn by a chain
of notions, the element of the ego able to accomplish
this feat approaches complex contents, the substance
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most intensely charged with energy. In these moments,
the process is commonly interrupted under an onslaught
of destructive affects, released with the penetration of
the associations into well-protected zones. The energy
released from these depots can destroy the wall around
the protected section of the ego and push it to the edge
of disintegration, inundating it with intense anxiousness
and mobilizing protective reactions. If the ego is well
protected with its dissociate mechanism, owing either
to hereditary potential, that is to say, ‘talent’ or ‘artistic
gift’, or to competence attained in numerous earlier at-
tempts, the chain of notions can reach even greater
depths where dynamism is replaced by amorphous
peace. This is the domain of archetypes, archaic con-
tents and collective symbols, the sphere of all-encom-
passing time and space, the zone of the universal. It is
here that the unprotected ego could be in danger of
falling under the influence of the irresistibly powerful
temptation to merge with the universal, to surrender
itself to ultimate peace and passivity by renouncing its
own individuality and action. The contents from these
areas are reproduced directly in the work of art without
being subjected to secondary adaptation, and when the
Ego returns to its boundaries it experiences them as
alien and incomprehensible.

An experience resembling that of déjà vu can
emerge in the course of the creative process. This is
usually related to contents fleetingly apprehended and
then lost. It appears that the intermittent emergence
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of this phenomenon is not activated only by the previ-
ously described states of depersonalization. Its essen-
tial source can be traced in the attribution of the previ-
ously fractioned affective qualities of original notions to
currently perceived contents, a transient unity of a fa-
miliar feeling with a new object. This is feasible in the
dissociated ego and its realization is subjected to the
laws of the primary process. The phenomenon jamais
vu, when observable, is always a product of intensely
manifested de-realization occurring once objects from
the external world have been re-cathected by the still
suspended reality testing.

Notions produced by a chain of associations are
acknowledged by the autonomous functions of the Ego,
primarily by perception and through symbols charac-
teristic of certain branches of art which are then pro-
jected in the work of art, most commonly through the
motor system. When not realized in this manner, the
substance from the unconscious, with the power of its
energic potential, penetrates directly into the domain
of the conscious and is experienced as a hallucinatory
deceit. Contents charged with less energy are experi-
enced as rich fantasy, or pseudo-hallucination. This
occurs as a result of bypassing pre-conscious domains,
where the contents are adapted and neutralized by
employment of the secondary process.

Material obtained from the pre-conscious and
the unconscious constitutes the content of works of art.
In order to complete the realization in its final forms
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and relations, the integrative functions of the ego and
the realm of secondary autonomy need to be engaged.
These are reflected in the artist’s skill in the completion
of the work. Thus the creative process concludes with
an aesthetic act which models the work of art into a
unique unity – a mirror of the artist’s personality.

The affective qualities isolated by the primary
notions and turned mobile in consequence provide the
energy required for the realization of the creative pro-
cess. They stimulate the motor system through which
the original contents are most commonly projected, and
consequently permeate the creator’s corporeal ego, in-
fusing the psycho-physiological reactions and mecha-
nisms as well. The quality of these reactions is related
to the participation of libidinous and aggressive invest-
ments in the affective charges, as well as to the consti-
tutionally pre-determined channels for their discharge
in the somatic-visceral sphere. We discern the ultimate
embodiment of the affective potential in the rhythm,
colour and intensity of the work’s motion and line, that
is, in the dynamics of the work of art. The integration
of these qualities with the fantasies, associations and
symbols incited in the course of the creative process
organizes the composition of the work of art, thus com-
pleting the creative act, synthesizing it into a unity and
a product which will be exhibited in public.

This completed unity is unique and inimitable, a
mosaic which can be created only once. Any attempt at
its reproduction would mean a change in this mosaic, a
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subtraction or addition to its scope and quality. In addi-
tion to this inimitability, the composition of the work of
art contains the inimitability of the author’s individual-
ity, the uniqueness of the artist’s self in creative mo-
ments.

Regression is inevitable; we would say it was a
prerequisite for the initiation of the creative process.
Regressive phenomena can be observed not only in
temporary subjection to the laws of the primary pro-
cess, but also in the correlations between the two drives,
the libidinous and the aggressive. They re-differentiate
and merge in the creative act, being realized concur-
rently but to a different extent, depending on the pro-
duced contents to which they were attributed. This
seems to be in consequence of the dissociate state of
the Ego, a mechanism through which the Ego tempo-
rarily relinquishes its identity, primarily the notions of
self, and thus regresses to a non-differentiated relation
Self – object.

With the elimination of the obstructions of the
Ego and its return within the boundaries of the stable
and recognizable, a selective neutralization of the de-
rivatives of the drives is effected with the help of the
defence mechanism. Since considerable energy is ex-
pended by the Ego in the re-cathexes of the domains of
the pre-conscious, the Ego grows exhausted. In de-
fence from any surplus of stimulation, the Ego often
activates the mechanism of emotional isolation, which
mechanism can progress to temporary autism. The ac-
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tivation of the secondary process allows for the resto-
ration of reality testing in the process of reclaiming rep-
resentations of objects from the external world, as well
as restoring the logical order of cause and effect and
the significance of the dimensions of time and space.

After the successful return of the ego to a stable
organization of structures and functions, the artist’s self
unexpectedly confronts his own work, for now the cre-
ator experiences his work as an alien object beyond
himself. This induces a strong ambivalence in the artist,
a conflict between a sense of alienation and an
acknowledgement of his own creation. In addition, the
content of the work of art encompasses a destructive
charge of unpleasant affects and only increases the
ambivalence of the artist towards his own work to a
maximum, activating the impact of the strictures of the
super-ego.

The ego finds itself in a very unpleasant position
in relation to the creation of its earlier efforts. Aggres-
sion directed at the cause of these concerns escalates
in the ego and this aggression can often end in relief
through destruction. In such cases – some of which are
well-known and frequently cited in the biographies of
great artists – by destroying the creation the creator
destroys the result of attempts to satisfy his own sym-
biotic needs and develop self-respect, succumbing to
depression as a consequence. In such a state, the artist’s
existence is greatly jeopardized, and a suicidal outcome
is highly probable. If the artist’s ego is capable of with-
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standing such auto-aggressive impulses, also frequently
provoked by an inter-systemic conflict with the ego-
ideal, these aggressive urges are neutralized by the
defence mechanisms and the stage concludes with rec-
ognition, internalization and re-union between the art-
ist and his production.

During this process of re-incorporation of the
product, the artist simultaneously accepts his owner-
ship over the unconscious, unpleasant and once rejected
contents. This inevitably leads to certain changes in the
structure of his ego, in his attitudes towards the no-
tions of his own personality and the representatives of
objects from the external world – changes which lead
to adaptation. This bolsters inter- and intra-systemic
relations different from the earlier ones, establishes a
new mode of energy distribution and neutralization, as
well as reinforcement and further differentiation of the
autonomous functions of the ego.

In the course of the creative process, along with
aggressive investments, powerful libidinal investments
in the self intermittently occur, stimulating the motor
system and the aforementioned psycho-physiological
reactions, followed by arousal of emotion of pleasure.
This increase of the narcissistic investments while ex-
periencing pleasant stimulation during the regression
of the ego to a non-object stage is the source of the
artist’s need for repeated penetration into his own un-
conscious. This experience should account for the pas-
sivity, the extraordinariness of the artist’s personality
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frequently referred to in earlier analyses. This experi-
ence also serves as a support to the artist in his over-
coming of the fear of new and unexpected challenges,
in his overcoming of the still fresh memories of fears
experienced in earlier attempts.

In this experience, we can also trace the source
of the artist’s masochistic inclination to subject himself
to the mechanism of compulsive repeating. This incli-
nation is also bolstered by social satisfactions such as
the acknowledgement and assessment of the created
works which reinforce the structures of the ego formed
and established within the identification models. Con-
sequently, we can justify the artist’s need to behave in
a somewhat exhibitionistic manner, to make public prod-
ucts out of his own deep and painful intimae. As a re-
sult, the artist’s person is often exposed to sadistic on-
slaughts attracted by his work, thus paying the price
for his need for communication, self-confirmation and
identification of a creditable object in his search for sat-
isfaction of his symbiotic needs.

This interpretation leads us to conclude that the
need for creation is multi-layered, developed from mo-
tives stemming from different levels of the creator’s
personality and from different sources during various
stages of the creative act. By undergoing experiences
not experienced before, by illuminating previously dark
areas, by comprehending the previously unknown, by
accepting the forbidden, the individual, the artist strives
to achieve his own unity, independence and authentic-
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ity. It seems that this is the course of the process of
individuation towards its aim which is a core of the unity
of the person, an aim which has most commonly been
denoted as the self.
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The Creative Process and
Analytic Treatment

While reviewing the dynamics and meta-psychol-
ogy of the creative process, we came to the conclusion
that one, and possibly the only, essential method of com-
munication with the deeper contents in the creator’s un-
conscious is the employment of comprehensively con-
tinuous free associations.3 The therapists expert in psy-
choanalytic techniques employed in the treatment of men-
tal disorders also utilize the course of free associations
to reach the repressed contents of the unconscious,
stimulating the patient’s insight into his own conflicts and
the process of his self-recuperation and individuation.

Believing in the empirical legitimacy of the afore-
mentioned hypothesis, as well as in the knowledge de-
rived from the practice and theory of psychoanalysis
which conforms to this hypothesis, we feel the need to
probe into the conceptual and essential differentiation
of these two only seemingly identical mechanisms, to
__________
3 This paper was presented as a lecture at the Days of Neu-
ropsychiatry in the Republic of Macedonia, Skopje, 1990.
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clarify them, explaining the experiences engendered by
these processes, the goals and the ultimate outcomes
important to the persons in whom they are instigated.

We are often surprised by statistics about the
occurrence of infarcts of the myocardium, haemorrhagic
ulcers in the gastric-intestinal tract, chronic non-infec-
tive inflammations of the colon, various skin and other
diseases among artists, conditions which with an in-
creasing measure of certainty are categorized as psycho-
somatic syndromes. Subsequently, we need to confront
our reservations with regards to the validity of the alle-
gations that the persons suffering from psycho-somatic
illnesses employ ideationally poor ‘operative thinking’,
as well as that their emotional life floats in the deserted
world of ‘alexithymia’, which is the second essential char-
acteristic ascribed to these persons. These reservations
emerge when we attempt to attribute these character-
istics to both the imagined and experienced character
traits of the artist’s personality which render him very
successful in the realization of his creative potential.

Having experienced the emotional turmoil in art-
ists’ works and having observed the lucidity in their com-
position of inter-relations between the formal elements
in their creations, we cannot recognize the hitherto as-
certained construction of the inner world of the psycho-
somatic patient. To confuse the matter further, existing
knowledge as regards the similarity between the cre-
ative process and the psychoanalytic method, both con-
sidered a means of insight into inner contents uncon-



47

The Creative Procces and Psychoanalysis

scious at a certain point in time, raise doubts as to the
claim that the resolution of conflicts through insight into
their sources and dynamisms, which is the supposed
and confirmed goal of psychoanalysis and is supposed
to be manifest in the creative process as well, leads to
a harmonious state through the redistribution of en-
ergy. It is also believed that this resolution of conflicts
prevents the likelihood of greater functional and vis-
ceral suffering of the person who has managed to
achieve such resolution.

It seems that these discrepancies between the
expected and the ascertained outcomes can serve as a
sound starting-point for the examination of the simi-
larities and differences between these two processes –
the psychoanalytic and the creative.

By making contact with artists, persons who pro-
duce works of art through different approaches and in
diverse fields of creation, we gradually become accus-
tomed to our own observations of their more or less
explicitly manifested fear in the face of even the slight-
est chance of a psychological elaboration of their work,
even more so with regards to the components of the
motivations stemming form the depths of their persons
in connection to their work. It is common knowledge
that artists are prejudiced against psychoanalysis and,
independently of one another, in their reluctance to be
subjected to psychoanalytic treatment they formulate
their fears in the conviction that the analytic treatment
would consume their creative potentials for good.
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We would like to recall the fact that some adher-
ents to psychoanalysis expressed opinions that, directly
or indirectly, with the resolution of the neurotic conflict,
the artist would be denied the source of contents for
his work of art. This raises the question: Do these for-
mulations concern only resistance related to contents
which do not hold creative potential or do they voice a
presentiment which essentially confirms the equivalence
between creative potential and neurotic complexes and
conflicts?

This is closely followed by further associations
as to whether all artists demonstrate signs of psychic
suffering which could be classified as specific psychiat-
ric syndromes, including psycho-somatic syndromes. It
has been corroborated in practice that a very limited
number of people who have identified their existence
with creativity have sought advice for problems of a
psychological nature. Furthermore, the general impres-
sion is that the number of these people is proportion-
ally smaller in comparison to the rest of the population.
The lack of clarity in approach and in attempts to re-
solve this dilemma is further exaggerated when con-
fronted with the attitude of lay people, whose descrip-
tions of the artist’s person, as a rule, contain observa-
tions formulated as: ‘nonconformist’, ‘selfish’, ‘eccen-
tric’, and even ‘immoral’.

When observing these associations, wherein one
contradiction follows another, we feel the need to refer
back to the meta-psychological approach, and by em-
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ploying it as a method of interpretation make an at-
tempt to integrate all threads which, alternately mani-
fest or disguised, pervade individual observations and
experiences.

By delineating the subject of our interest and
research more precisely, we will refrain from descrip-
tions of the stages in the creative process and the ex-
periences that the ego undergoes in its various parts.
The focus of our interest at present is the attitude of
the ego towards the associations, notions, affective
contents and instinctual derivatives which surface from
the unconscious, the changes caused within the ego
and the further choice of action leading to an outcome
and realization. We would like to set this against the
description of the changes initiated in the ego of a per-
son subjected to analytic psychotherapeutic treatment,
and through comparisons of both, we will seek to draw
certain conclusions which will highlight the similarities
and the differences.

In the onset of the creative process, the observ-
ing functions of the ego intensify, primarily those of
perception and attention in the sensory areas primary
for particular branches of creativity. These functions,
which at first might focus on external objects, become
increasingly occupied with intra-psychic contents cat-
egorized as notions, phantasms and associations, si-
multaneously overwhelmed with increasingly rich affec-
tive charges and stimulations in the psychomotoric vis-
ceral and sensory sphere.
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At this stage we find similarities with the initial
stage of analytic treatment where, in order to become
the therapist’s ally, the observing constituent of the ego
of the analysand is gradually detached from the experi-
encing constituent, which is the core of the emotional
suffering and an explicit indicator of the pathological
conflict. However, in their further development, these
two processes take different courses and have different
outcomes.

In analytic treatment the experiencing constitu-
ent of the ego, unconscious and initially inaccessible to
insight, is gradually revealed by the rational observing
constituent of the ego, which co-operates with the ana-
lyst and recognizes the dynamics of its own conflicts
around which, in the course of time, the pathological
element of the ego has been organized. Associations,
primarily free associations, notions and emotional con-
tents are observed and followed to their sources which
have become sources of the existing disorders; and
having perceived them, the ego is bolstered by the re-
leased energy and, by utilizing the potential of its own
synthetic function, is able to choose more adequate
defence mechanisms.

However, it is of essential significance that the
mode of realization of this beneficial outcome, for the
most part, is delivered through verbal domains. In the
course of the treatment of the patient, interpretations
and other analytic interventions are employed to pre-
vent the materialization and concretization of affective
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potentials and instinctual derivatives in all spheres of
action with the exception of the ideational-verbal sphere.
Thus, in time, the patient improves his power of obser-
vation of the intra-psychic, previously unconscious con-
tents and the forces which oppose them, as well as his
ability and openness to express his own observations
and improve his insight, thus achieving a final synthe-
sis of the affective and the ideational, an expansion of
the conscious constituent of the ego and a formulation
of his identity in a more authentic form in his own eyes.

Conversely, in the creative process we come
across situations and outcomes that are essentially dif-
ferent from those described above. Changes in the ego
are initiated in order to isolate elements of the ego which,
in the material which surfaces from the unconscious,
would recognize forbidden content and, coerced by a
suddenly developed fear, would initiate activation of
defence mechanisms to preserve the identity of the ego
and interrupt the initiated process as a result. Along
with this temporary disconnection, a major role in which
is played, it seems, by the mechanism of identification,
other functions of the Ego are disconnected as well,
primarily the synthetic function, which leads to a dis-
ruption in the continuity of the secondary process and
to a temporary supremacy of the primary process. It is
then that the threshold of the non-verbal is crossed
and the depths of the unconscious are opened. Through
reinforcement of the secondary autonomy and through
perfecting certain techniques, the artist improves his
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ability to exploit this transformation to garner new and
fresh materials for his work of art.

Through additional scrutiny of the completed act,
the author gains certain insights into his own conflicts;
however, bearing in mind that these insights are
achieved after the completion of the creative process
when the resistance is reintegrated, even temporarily
reinforced, despite contributions to the dynamics of the
artist’s person they do not bear a genetic quality in a
meta-psychological sense. Ultimately, through the
psychomotoric apparatus of the ego, the outcome trans-
forms into symbols typical of individual branches of art.

We would like to embark on our concluding po-
lemic with a remark. Namely, along with the non-verbal
arts, there are branches in art in which the verbal mo-
ment is dominant in expression and which would seem-
ingly be in favour of a congruity of the creative process
with the analytical procedure.

However, the difference lies in the fact that the
verbal in the creative process is exploited primarily as a
method of expressing content, a mode through which
the artist’s unconscious, pre-conscious and conscious
impulses are projected to a greater or lesser degree. At
this instance, our interest is focused on the first two
types because they reflect the states of the ego of the
creator and his attitude towards them. In this case also,
the contents do not become conscious in a genetic sense
because they travel through a disjointed, altered ego
which has previously surrendered its identity to a cer-
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tain idea, a role, or a state – factors which, despite
being products of the defence mechanisms, have at-
tracted the ego with the power of their motivations.
This implies that the likelihood of an insight into the
contents of the unconscious and the pre-conscious is
implausible. And this is so because the creative process
is discontinued, frequently interrupted and resumed,
during which time the artist’s ego can temporarily go
through a state when it perceives and recognizes the
suppressed contents, not always identifying with them,
and projecting them in the work.

These insights, partly in a genetic sense, fre-
quently cause disruption of the course of the creative
process, or a delay for an undetermined period of time
as a consequence of the release of destructive fear and
anxiety and the potential altered experience of both re-
ality and the artist’s own identity. In such situations, the
ego is surprised by an insight which was not its initial
conscious goal. At this point, we would like to conclude
that, in analytic treatment, the patient’s ego attempts
identification of the suppressed contents with the no-
tions of his own self, acknowledging the forbidden; while
in the creative process, the artist’s ego identifies itself
with the aforementioned content and subsequently syn-
thesizes its own experiences into a work of art.

Referring back to the free associations in the
psychoanalytic and creative process, we ask ourselves
whether they are of equal significance for both pro-
cesses. We would attempt to resolve this dilemma by
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comparing the outcome in both instances. In the psy-
choanalytic process, the outcome is an insight into the
personal, previously unconscious content, whereas in
the creative process the outcome is their projection and
materialization into a work of art. We can see that the
reason for such different outcomes are the different
states of the Ego characterised by qualities unique to
each of the two separate cases.

The initial thesis about free associations as an
essential method of communication with the deeper
content of the creator and the analysand is thus vali-
dated. However, the observation that it is the ego that
defines the final result reduces the primary importance
initially ascribed to them. Still, it appears that every-
thing depends mostly on the ego, on its potential and
its proven abilities.

Finally, when considering the significance of the
previously described outcomes, we are confronted with
the dilemma as to which outcome we should give pre-
cedence. On the one hand, insights cause inevitable
changes in the analysand, while on the other, the cre-
ated work is unique, inimitable and of great value for
both its creator and society, initiating progress for both
individual and collective conscience and enriching the
cultural heritage. We are still in a quandary, but we can
conclude that any persistent attempt to be objective
would inevitably lead to some questionable results which
do not reflect the authenticity of Man’s existence and
his choices.
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Photography and the Worlds

In the beginning, there existed only one world,
a cohesive world.

Then that world was divided into two: an inner
and an external world. As the boundaries between the
two became more deeply entrenched, the inner world
started dividing into increasingly discernible worlds,
while many new worlds were sought and found in the
external world. However, their essence remained the
same, unchanged. It only acquired a new expression,
converting itself into an elemental energy for reintegra-
tion of these worlds into one cohesive world.

Man has always felt the need to intervene in the
external world,4 whether when he hunted or collected
plants to survive or when he wanted to preserve differ-
ent objects or their symbols for himself. These needs
stemmed from somewhere inside, from his own unrec-
ognized depths, and they were experienced as hunger,

__________
4 The paper was written for the 150th anniversary of the dis-
covery of photography and was published in Kinopis No. 1,
pp. 72-74, Skopje, 1989
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thirst, love or hatred. His chances to satisfy all his needs
were limited and many of his desires were not satisfied.

Burdened with a sense of omnipotence which
required constant confirmation in defence against his
own fear and powerlessness, through indirect magic
methods Man obtained and kept objects important to
him. Thus he started painting, first on the walls of the
caves, and later he started modelling figures, express-
ing himself through play and singing songs. Weapons
were gradually replaced by tools; Man’s play improved,
reaching its final satisfaction and – creation.

With the development of civilization, with the
proliferation of obstacles set before him, the courses of
satisfaction of Man’s internal needs became increasingly
complex. On the one hand, these courses were hin-
dered by an increasing number of prohibitions, but on
the other, technological development allowed for new
spaces and options which offered themselves in the place
of unrealized courses. The energy confined by numer-
ous external and internal obstacles was allowed to re-
lease itself through dreams, fantasies, thinking, music,
images, speech, body movement, modelling of materi-
als and spaces. But, not always with impunity! The
modes of expression gradually became more or less
complex and enhanced, depending on the author, who
developed aesthetics as a specific creative act.

One of Man’s magical creations is photography.
It emerged somewhat suddenly, as many other great
discoveries in the opus of civilization. On the one hand,
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it was created as a result of Man’s need to reproduce
himself and segments of the external world and to pre-
serve those reproductions; on the other, it emerged as
a historical benefit from human achievements in phys-
ics and chemistry.

Created in a moment and as a section of space,
photography showed the worlds their appearance,
seemingly objective and real. Man suddenly confronted
this appearance; his own appearance, that of others
and that of the collective.

It did not exactly resemble what he had been
able to see before! Reality, finally, became and remained
an objective dilemma.

Seeing himself in a photograph, man finally ac-
quired a concrete proof of his own existence in space
and time which made him happy. However, this very
fact ruthlessly reminded him of the transience and fi-
nality of time and his relativity became absolute.

Having seen his image on a piece of paper or
cardboard, images of others in various settings, shapes
of different objects and spaces, which all provoked a
variety of powerful mixed emotions, Man wished to
change, to become what he imagined to be, not to do
what he used to do, but to go to places where he would
experience happiness and pleasure and to possess the
objects on offer. And all this with the purpose of fulfill-
ing his inner needs.

Thus photography returned as a boomerang to
strike Man’s inner worlds. Initially created to reflect the
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external world, photography developed into a space for
reproducing inner worlds. The need to leave the reality
reproduced in photographs unchanged diminished and,
increasingly, through changes in the content and order
of photography, the state of the inner world was repre-
sented.

However, the retroactive effect of photography
was applied in the achievement of other goals as well,
and they were quite different. Its fascinating power to
activate man’s urgent need for identification developed
into a source of benefit for the insatiable aspirations of
certain inner worlds in the form of economic and politi-
cal power. Even in such cases, photography retained its
essence, the inner world of its creator could always be
reflected in it. The only prerequisite being the resolve
to see more bravely and sharply.

Photography encompasses two worlds: the black
and white world and the world in colour. So different
and distant, and yet so close and inseparable.

At first glance, the black-and-white world is dead,
suffocated by the delimitation of white spaces with black
areas around them. A world repelling and unaccept-
able because it does not immediately resemble any-
thing seen before, because it exacts an effort to be
recognized. However, this is only an initial momentary
experience, then the image suddenly changes, fast and
excitingly. Seemingly confined, the light spreads, opens
itself to the neighbouring areas, and together they start
dancing to a rhythm of their own, to music audible only
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to them. The initially recognized forms disappear and
transform into new forms recurrently attractive and re-
pelling. The space, previously flat and lifeless, deepens
and spreads, replete with events which miraculously
enter into it and then desert it. And then again, sud-
denly the events unexpectedly disappear and we be-
come aware of the frame that positively informs us that
we are looking at a piece of paper containing more or
less white and black areas delimited by the surround-
ing space. But this space is no longer so foreign and
dead. Something internal, unreachable and new, re-
mains to live on, something at once endearing and re-
pelling continues existing in it.

At times, this world forces its own creator to flee
from it without an explanation. The black-and-white
world, in its essence, is always closer to inner worlds,
to what man regards as surreal.

In the world of colours we encounter completely
different experiences and spaces. Each colour has its
own underlying meaning and radiates with its own
unique energy, easily recognizable. As if they had ab-
sorbed all cosmic ingredients?! When shapes are
coloured, they become voluminous and the spaces gain
and retain their final correlations. And when for a brief
moment we are convinced that we have exhausted the
topic, that the internal dynamic is weak and the rhythm
irrelevant, our patience is rewarded. All of a sudden,
from this flat surface with imprinted colours gush to-
wards us rays of different intensity conveying their
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messages. We experience this as something familiar and
forgotten, but inherent and close to us.

For this reason, when looking at a colour photo-
graph continuously, we soon get bored: it becomes less
attractive over time. It is always closer to the external
world, to reality.

It appears that our reflection on photography and
its implications for Man will remain incomplete if we do
not take into account the thousands of destinies and
intimate worlds which were faithfully and permanently
attached to the technological development and the pro-
cess of the actual production of photographic images. In
this process, what we consider important and sacred have
frequently been sacrificed – the peace and tranquillity of
everyday life. Not infrequently, with unrelenting fervour,
faculties have been expended to the point of exhaustion
and, at times, yielded up to the ultimate sacrifice. Pho-
tography was magically, fatally attractive, while its tech-
nology has served as an opportunity for the expression
of creativity and for making a living. All this is deeply
human and merits great respect.

If we refer back briefly to the last hundred and
fifty years and examine the photographic creations avail-
able to us, we can observe that, through photography,
Man has attempted to satisfy most diverse needs with
varied success. Through these attempts, changes and
adaptations, a whole new world has developed, gradu-
ally growing in size, independence and self-sufficiency,
constantly opening new spaces.
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However, it seems that all efforts in this area to
date represent only a multitude of small touches in a
vast and yet undiscovered expanse. An expanse which,
as fertile soil, patiently awaits the creative man to sow
his seeds. Love and peace should be sown in this soil
while weapons of hate and destruction should be bur-
ied in it, so that above it opens the sky of peace and
tranquillity.

Let us wish that photography achieves more of
these aims, and that it may live long in unity with hu-
manity and nature.
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Creative Perception and
the Mechanism of Identification in Art

In his essay ‘The Doors of Perception’, Aldous
Huxley, probably driven by a powerful inner desire to
fathom some of the great secrets of the human soul,
gave an account of his experiences under the influence
of the drug mescaline. At that time, it was a common
belief that this drug stimulated psychic changes equal
or very close to schizophrenia. These changes were,
and still are, believed to generate positions for direct
communication with the deepest strata of human
psyche, with the domains of the unconscious.

At one point in this experiment, he observed ec-
statically that the objects in his surroundings, in the
setting in which he conducted the experiment, began
changing their shapes before his very eyes, attaining a
new and magically exciting life. Huxley continues by
explaining that a drapery, previously unnoticed and with-
out great importance to the space, overpoweringly at-
tracted his attention with its folds and he began travel-
ling through its newly discovered forms. Filled with ex-
citement and admiration, he felt as if he were a part of
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it, confined in a powerful lasting bond. Then he reports
that as a result of that experience, for the first time he
could understand and reach the power of the great art-
ists who perceive, experience and undergo something
that ordinary men could only rarely experience.

This unexpected experience of a person who was
himself a creator can serve as a good introduction to the
interpretation of certain mechanisms in the creative pro-
cess without which it could not produce a valuable work
of art. At this point I feel the need to distance myself
from any possible wrong conclusions at which the reader
might arrive by relating the creative process with schizo-
phrenia and drugs. I do this on account of my still pow-
erful impressions accumulated at my public lectures dedi-
cated to the creative process and psychoanalysis,5 where,
on a few occasions, such wrong associations were as-
sumed by some of the attending experts – psychiatrists.
I was even accused of promoting artists as mentally ill
persons, which deeply hurts my feelings of deep respect
for artists and their choice to dedicate their entire lives
to creativity. As fate would have it, and as is often is the
case here on the Balkans, a few years later, one of the
listeners attending those lectures appropriated some of
those events as his memory.

__________
5 In 1989, I presented my essay ‘The Ego in the Creative Pro-
cess’ at the Days of Neuropsychiatry in the Republic of Macedonia
in Skopje, while at the same event in 1990 I presented my essay
‘The Creative Process and Analytical Treatment’.
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It seems that in an attempt to illuminate the event
in which Huxley partook we should focus on two points
in particular. The first is the specific change in his psy-
chic apparatus chemically induced under the influence
of a drug. The second is the unusual relation estab-
lished between the writer’s person and the objects in
his surroundings, followed by unusually intense experi-
ences. Huxley’s ecstatic enchantment is indicative of
the absolute novelty and uniqueness of his experiences.

In his place, an experienced clinician or a classi-
cal descriptive psychiatrist would have easily solved the
riddle, considering it non-existent, finding a simple ex-
planation in the intoxication of the central nervous sys-
tem which causes perceptual distortions in the person
under the influence of a drug. But this mechanistic-
organic explanation cannot meet the requirements and
aims of this essay, because it is indisputably verified
and certain that such states of specific perceptive and
experience potential exist and are realized in artists and
real creators without any use of drugs or the develop-
ment of a psychopathological condition.

This information that the same or similar experi-
ences are induced in the course of the creative process
without ‘intoxication of the central nervous system’ leads
us further to analysis of the complex mechanisms and
changes in the psychic apparatus of the person who, for
creative purposes and aims, temporarily enters the world
of such experiences. We will try to locate the power of
the artist and the creator in general, primarily in the sec-
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ond of the two previously mentioned moments. We ask:
‘How is it possible to establish such relation with a cur-
tain? In what kind of a relation does the person identify
himself with the object he sees, with the sound he hears,
with the touch he senses, with the movement he follows,
with the information he receives, with the notion he cre-
ates about a situation, real or imaginary? So that this feel-
ing which suddenly enthuses him opens the door of the
creative process and generates at the other end a work of
art or leaves it as an imaginary unfinished creation?! It is
a state that is uniquely lived through in limited time and in
the space of the inner and external reality.

The single psychological methodology which can
embark on interpretations of such states is psychoanaly-
sis. From a psychoanalytic point of view, these states
indicate an achievement of a complete identification of
the creator’s ego with the object involved in a relation
with his person. It is a case of application of the mecha-
nism of identification, which is the basis of creativity. At
the same time, this mechanism is an inseparable ele-
ment of proceedings within the psychic apparatus of all
living beings, most developed in humans, and present
at all stages of his general development and mental
maturation. This mechanism includes temporary iden-
tifications of the person with certain objects from his
inner and external reality which then initiate a chain of
internal experiences, and in dependence on the quality
of these experiences, it can result in different emotional
reactions and behavioural changes. The realization of
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this elementary type of communication, which exists as
a biologically inherent potential in all of us, will depend
on the inner constellation of the person who aspires to
establish contact with the objects important to him.

The door through which this psychologically com-
plex process could be entered is that of perception, i.e.
the changes that occur at the perceptual level and at
the level of correlation between the sensory systems
and the other psychological functions of the person.
These changes begin with the focusing of the percep-
tive apparatus through selective attention and increased
concentration on certain contents – objects from exter-
nal or the inner reality. These can be images, sounds,
thoughts, vibrations, associations, sensory stimulations,
and their combinations with certain elements of
psychomotoric actions. In time, the other cognitive func-
tions should be disconnected, such as: the analyzing
and synthesizing function, the function of reality test-
ing, the memory in its sense of associating current stimu-
lations with previous experiences, etc. Having disen-
gaged from these functions, the perceptive apparatus
is free and fluid, and as such in a position to establish
contact with contents and experiences which sponta-
neously penetrate from the inner and the external world.
In such a state, the person of the creator can follow
and perceive notions which emerge authentically and
freely at that very moment.

Examining the state of the person of the creator
at this level, we can observe that, in relation to the
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identity of his person, some changes occur in a sense
of its temporary disappearance. The person is completely
devoted to perception and through it to the contents
with which it is currently in contact.

This is already a state of altered ego, an ego
which at that moment is first transformed into a mirror
and then into an imitation of the phenomenon with which
the perception communicates. In this state, the form
introduced and projected into the inner world by the
perception is automatically adjusted. The ego becomes
the symbolic ‘it’ which was perceived, temporarily re-
structuring the matrix of its inner boundaries and the
form of its concretization, in accordance with the con-
tents it incorporated. Analytically observed, this altered
ego is completely identified with the subject of the per-
ception and reflects this in its form. In a symbolic fash-
ion, the creator’s ego re-creates a segment of the inner
and the external world. This could suggest that Man’s
psychic apparatus has the capacity to reflect everything
which can make contact with his sensory apparatus.
Then again, psychoanalysis and analytic psychology in-
dicate that Man’s unconscious, alongside its individual,
familial and collective layer, encompasses other as yet
unresearched potential which the creative process com-
municates in its own specific manner.

Great riddles and magical elusiveness still ob-
scure this area of human potential. It is still largely in
the interpretive employ of occultism, parapsychology,
but also of paganism which is again in high demand in
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contemporary culture. We are aware that Sigmund Freud
consciously refrained from interpretation of these states
and from analytical insight into their meta-psychology,
except for a part of their essence intended for catego-
rization and phenomenological integration into a com-
plex of certain psycho-pathological entities. Neverthe-
less, we should still stress that in one of his works, in
which he analyzed two telepathic dreams, he observed
that ‘a transfer between two persons at an unconscious
level’ might exist. He renounced any further speculations
in favour of the strict observance of scientific principles
in the development of psychoanalysis and stayed as far
as possible from occultism, which he believed would im-
pair the acceptance of psychoanalysis by the academic
institutions of the time. Still, from this historical distance,
we can observe that Freud accepted the possibility that,
in future, this area could become accessible for psycho-
analytic interpretation and elucidation.

Jung, on the other hand, unrestrained by aspi-
rations to strictly controlled and procedural science in
his illumination of the essences of human psyche, was
guided by the empiric in his detection of the deep strata
of the human unconscious. He refers to the ‘collective’
and ‘objectively psychic’ human disposition which en-
compasses predetermined positions which are not only
human but of general organic inheritance. He perceives
the human unconscious as a ‘microcosm’ and a coun-
terpart to the ‘macrocosm,’ which is replicated in it. When
in contact with this microcosm, Man can perceive all
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there is in the macrocosm and communicate with it.
Achieving a deeper insight into energy transfers occur-
ring in the world of the psyche, Man can even reach
quantum relations which resist logical explanations and
which, according to Jung, can be a cause and a clear
basis for non-temporal, non-spatial and non-causative
communication. He termed this communication –
‘synchronicity’. It took him more than fifty years to risk
proffering his observations about these phenomena to
the public in an accessible form. In the meantime, he
considered I Ching more competent, though applied in
a phenomenological mode. Currently, trans-personal
psychology and other trends in psychology derived from
his psychology speak without fear about this phenom-
enon as a part of Man’s everyday existence and as an
important factor in determination of his destiny.

At any rate, the only empiric methods which have
so far managed, partially but more directly, to indicate
the possibility of Man’s perceptive apparatus making
contact with these contents are those of hypnosis and
trance. Hypnosis and trance trigger changes in the world
of the psyche and these changes are identical in one of
their aspects to those previously described. Through a
correct and purposeful introduction into a hypnotic state,
with the help of certain techniques suggested by the
hypnotist, attention and perception are concentrated
on a designed object or notion from the external or the
inner world. This induces ‘contracting of the conscious-
ness’ aimed at the redistribution and condensation of
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psychic energy in the direction of notions and sensory
stimulations of dominant interest for the perceptive pro-
cess at that moment. Further intensification of the con-
tact between perception and the notions created by
the hypnotist’s instructions usually leads to disconnec-
tion of ‘the awareness of one’s self and its surround-
ings’; that is, to extinguishing of the synthetic function
of the ego due to its complete energic disinvestment.
Clinical psychoanalysis considers this state a ‘partial dis-
integration of the ego’. The function of the ego is effec-
tively reduced only to that component which maintains
contact with notions or sensory stimulations through
its perception. The phenomenological definition of these
changes is a state of trance. In it, the ego surrenders
entirely to the dynamics of the ‘primary process’ which
rules the world of the unconscious, uninhibitedly adopts
the identity of the actual stimulations and notions with
which it communicates, and ‘transforms’ into them. At
this point we can only guess what possibilities exist for
contact and ‘journeying’ with contents open for the ego,
which, absorbed by the momentary experience, is
boundlessly fluid in the timeless world of the uncon-
scious. In this manner and in this state, the ego can
reach everything that is reached by the unconscious.

This explains the states experienced by Huxley,
Castaneda, and many other creators, known or not,
who applied chemical stimulation to their own psychic
apparatus. Nevertheless, these states are a privilege of
a great number of gifted people, who can reach them
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without artificial stimulus and communicate with the
contents of their unconscious. It seems that without
such aptitude and willingness on the part of the artist,
there is no real creativity.

These contacts are ‘on the other side...’ of ordi-
nary reality. They are incomprehensible and challenging
for the everyday logic of the averagely integrated ego
and the culture of collective consciousness founded upon
interpretations of the world and its events based on the
principle of cause and effect, especially when observed
from the point of view of ‘normal adaptation’. For this
reason, these contacts are still dominated by occultism
and mysticism which, through their magic-animistic
method of thinking and interpretation, establish sym-
bolical projections of the infantile-unconscious aspira-
tions to omnipotence on the part of their adherents. At
the same time, this is encouraged by the illusory belief
that this dogma generated in a paradoxical regressive
contact with primary narcissism is socially acceptable.

In the creative process, the mechanism of iden-
tification helps the creator’s ego to feel unrestrained by
rigid and defined boundaries, to be mobile in its con-
tacts, that is, to be spontaneous. This allows for a sense
of personal freedom and opportunities to gain new spiri-
tual resources through this mode of communication.
However, there is always the danger that this might
inspire a desire in the Ego to desert its social roles,
previously constructed through the application of adap-
tive mechanisms in the culture of collective living and
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through the creation of a personal place within the col-
lective conscious. This undisclosed potential proffers an
illusion of an endless game. By pursuing this illusion,
the ego would dissolve into the unconscious, losing its
social integrity and all its other hard-earned benefits
form the secondary process. Therefore we could claim
that the creative process is at times on the verge of
becoming a ‘dangerous game’.

The communication achieved through the
mechanism of identification can cause different reac-
tions in the creator’s person. These reactions can be
temporary imitations within the duration of this mecha-
nism, accompanied by superficial experiences, or they
can lead to profound identification which generates in-
tense experiences and internal restructuring. At the same
time, the quality of these inner reactions will depend
on the compatibility between the experience resulting
from this communication and the existing constellation
of the inner world. If these experiences correspond with
inner needs, the person accepts them as his own au-
thentic parameters and as an integral part of the al-
ready existing structure of the person. The objects that
are the subject of the mechanism of identification can
simultaneously be of a double, triple or multiple mean-
ing for the person of the creator. Introduced in the in-
ner world, they become a component of his reality and
then influence his other internal structures and his en-
tire identity. The person accepts the attributes it con-
siders positive and rejects the negative.
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Alongside this much-simplified model of com-
munication which can be reduced to the system of ac-
ceptance–rejection, the mechanism of identification also
proffers a model of learning; that is, an acknowledg-
ment of observations which, after the process of iden-
tification, are encoded in the structure of the person
who is temporarily or permanently changed by this
knowledge. At the same time, together with the adop-
tion of the form of the object of identification, its con-
tents are also experienced and compared with personal
contents. This leads to the preparation of the person
for adaptation and to raising the level of its ability to
find and express the most adequate form in a specific
situation and to charge it with an adequate energy con-
tent.

In cases where the attained role causes unpleas-
ant experiences, they are suppressed; or, if the unpleas-
antness is exceptionally intense, the person of the cre-
ator can dissociate itself from this unpleasantness un-
consciously and can further project it onto external re-
ality, experiencing it now as an attribute of external
objects. In cases like this, the adaptive potential is not
realized, nor is the potential for learning and creative
development. The objects onto which the inner nega-
tive charges are projected become a target for the en-
ergy released from the inner object world of the cre-
ator. They are experienced as objects which are in a
certain relation to his person, perceived as a threat,
i.e., the threat comes from external reality. The ma-
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noeuvre achieved through this mechanism is recognized
by psychoanalysis as ‘projective identification’. In the
course of this manoeuvre, the creative play between
the inner and the external world and the spontaneous
flow of energy are locked in a self-communicating, her-
metic and stereotypical circle, which gradually grows to
be more rigid and detached from the reality. This also
leads to selective auto-elimination of this system.

We certainly cannot seek creativity and devel-
opment in such hermetic worlds which function as a
repetition of identical models of identification. In time,
they can obtain the quality of forced repetition of ste-
reotypical choices of monotonous roles achieving lim-
ited communication with the objects of the external and
the inner world. Conversely, creativity is born and sur-
vives through recognition of potentials for new identifi-
cations, access to new forms, extraction of their con-
tents and the experiences that accompany them. This
communication eliminates the old boundaries, allowing
for a flow of energy and its redistribution, as well as
release of the energy from the previously blocked res-
ervoirs and activation of those components of the per-
son that can realize it in a concrete work of art. In the
new play, which transpires after the elimination of the
old boundaries, countless new inner relations and com-
binations between the released forces emerge. At a
conscious level, Man experiences them as emotions,
aspirations, motifs, images, sounds, thoughts, or sim-
ply as a strain on the muscles of the body, a movement,
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a spasm in the stomach, a change in the rhythm of the
heart, disquiet, fear, pleasure...

All this, emerging in such a manner and surfac-
ing in the consciousness, is very personal and authentic
for the creator and reflects the idiosyncratic quality of
his person at a certain time. The mode in which this new
and inimitable game is activated is shared by all humans.
Therefore we can observe that creation, as a product of
the creative process, is on the one hand something very
individual, while on the other it can be recognized as a
general human quality, characteristic of all human be-
ings. It is a simultaneous act of communication with one’s
self and with the external world, during which process a
new work is created as well as new inner relations which
support the stability of adaptability.

Our analysis at this point reaches the conclusion
that the mechanism of identification is a door which
exists between us and the world of creativity, the joy of
creating and communication itself. This door is our own.
Let us not forget that in Huxley’s case this door was
opened suddenly under the influence of a drug inten-
tionally administered. Nevertheless, it seems more im-
portant to emphasize that there exist certain biological
potentials and a multitude of people and creators who
have opened this door spontaneously or by employing
their experience from previous practised attempts which
have generated an appropriate skill. This skill involves
‘being’ temporarily the form of the object seen or imag-
ined, the sound heard or assumed, the touch which
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stimulates, the emotion which mounts, the thought
which emerges... To enter and navigate the worlds which
open before us, whether our own or others, inner or
external, is different each time in some aspect from the
previous worlds.

At times, this can be far too treacherous and can
trigger or use up over-intense experiences, activating
the fear of the unknown. Due to the importance of this
mechanism for the fate of the creator, and having recog-
nized this danger with the help of the methodology of
psychoanalysis and in particular of ego-psychology, we
find it essential that the ego of the creator, the bastion of
his identity which must not be lost at any cost in the
course of this journey, should be provided with well-
mastered mechanisms and skills for entering and de-
parting such states. After the departure, it is essential
that the ego is capable of resuming control over reality,
i.e. the function of the ego which psychoanalysis terms
reality testing. In this manner only can a new valuable
work of art be created and the precious psychological
stability of the individual be preserved. This ability of
integrating within the structure of the person of the cre-
ator is achieved through mastering skills and through
perfecting the essential techniques which characterize
the creative process. The Ego psychology terms this a
‘secondary autonomy of the Ego’, which indicates per-
fecting the skills to their complete autonomy in the func-
tioning of the overall ego, ensuring that the ego is not
threatened. Later, it all depends on the assets of the
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person of the creator – different in each case, on the
inherent qualities, but also on the assets achieved through
independent experiences and learning.

Referring back to the established significance of
the mechanism of identification in creativity, we can ob-
serve that it is recognized as a biological model of com-
munication between the external and the inner world,
but also between the components of the structure of the
inner world. At the same time, it can be recognized as an
important factor in the process of growing and matur-
ing, in the process of learning about ourselves and the
reality that surrounds us, accompanied with enhance-
ment of the adaptive restructuring. Merged with creativ-
ity, the mechanism of identification reflects its unique
power to produce something new, both individual and
collective.
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On Instincts and Creativity

The concept and definition of instincts have al-
ways been a subject where which differences in inter-
pretations and opinions between various psychological
theories of the self collide. Decades-long attempts to
establish a systematic approach to this area of human –
and not only human – existence have gradually led to
essential differentiations between separate psychologi-
cal theoretical movements. This confrontation has to a
great extent contributed to defining the areas of their
practical, therapeutic implementation accompanied by
differentiation of their methodological concepts as indi-
vidual identification models. Thus, psychological theo-
ries and movements have been divided between in-depth
theories and others, that is, between psychoanalysis and
analytic psychology on the one side, and all other move-
ments on the other. Instincts have remained the basic
foundations of psychoanalytic theory and practice.

The theory of instincts was developed in psy-
choanalysis as the observations and concepts of its
founder, Sigmund Freud, evolved. In his first concep-
tion (1905), Freud drew a distinction between ego in-
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stincts and sexual instincts. This dualistic treatment,
including a revision of the theory of the libido with the
inclusion of the concept of narcissism (1914), was then
projected on the relation between the narcissistic and
the object libido. With the development of the concept
of masochism (1915), a model of aggression was intro-
duced in the instinct area. Eventually, in his essay ‘Be-
yond the Pleasure Principle’ (1920), Freud submitted
the final version of the dualistic theory of instincts, dis-
cussing the relation between the instinct for life and
the instinct for death. In contrast, the originator of ana-
lytic psychology, Carl Jung, believed that there is only
one proto-instinct, the Libido, thus advocating a monis-
tic theory of instincts.

The introduction of the concept of a death in-
stinct, later labelled by others (Federn) Thanatos, has
ever since provoked disquiet and conflicting opinions
regarding its authenticity. The strongly expressed re-
sistance to this concept, demanding its annihilation if
only as a theoretical concept, seems only to authenti-
cate the existence of this instinct as well as of the in-
tense but unconscious urges of the life instinct and the
ego to annihilate its effect and presence – or, if this
proves impossible, to neutralize it. This persistent con-
flict about the implications of these theoretical instincts
in professional psychoanalytic circles can also symbol-
ize the powerful potential for conflict which this biologi-
cal dualism encompasses, both in humans and all living
beings in general.
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Instincts cannot be directly observed by man.
Therefore, they can be assessed only through their in-
direct demonstrations, that is through analysis of in-
stinctual derivatives. This notion indicates that, at the
level of the unconscious, through the mechanisms of
the primary process which regulates the world of the
unconscious, the instinctual forces relinquish some of
their essence to other substitute impulses demonstrated
as emotions, volitional tendencies, psycho-physiologi-
cal activities and sensory potentials. As such, they reach
the level of the preconscious and acquire the potential
to be cathected (occupied) by concepts from the cog-
nitive psychic apparatus, i.e. to fall under the jurisdic-
tion and control of the secondary process. In this man-
ner, they travel from the id of the person to the ego,
urging their realization. Their fate is then either an un-
restrained realization, which occurs rarely, or additional
rearranging and manoeuvres through the work of the
defence mechanisms of the ego. Thus, from purely bio-
logical potential, instincts transform into a psychologi-
cally and socially active potential.

In the study of instincts, which is a subject mat-
ter of psychoanalytic meta-psychology, the basic pa-
rameters are their source, their aim and the objects
that assist the fulfilment of their aim. Instincts always
arise from biological resources, from somatic sources
and processes alive throughout the entire life of the
organism. According to Freud, they are involved in the
functioning of every cell, in their basic processes which
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replicate the continuation of life and development, but
also of dying out and death. Generally speaking, from
the aspect of energy, instincts represent the surplus of
energy in the organism whose charge causes pressure
to be experienced in the mental sphere as a pleasant or
unpleasant tension, depending on the level of the gen-
erated tension. Consequently, the aim of the instinct is
the release of the accumulated pulsion (urge, drive),
for which purpose, the organism seeks certain objects
through which it would accomplish this manoeuvre and
experience pleasure when the tension is relieved. It is
considered that eros discharges itself by retaining ob-
jects, while Thanatos discharges itself by destroying
objects.

In consequence of this situation, in his psycho-
logical development and maturation, Man developed not
only internal individual mechanisms but also collective-
social rules aimed at differentiation between ‘ good and
evil’. At a meta-psychological psychoanalytic level, this
is interpreted as a division between good and bad ob-
jects (M. Klein) for the purpose of their preservation
and the further healthy functioning of the person. A
person improves their control over the instinctual occu-
pation of objects throughout their various stages. Start-
ing from the first and most primitive attempt at achiev-
ing this aim through the defence mechanism called split-
ting, in an unhindered psychological development Man
reaches the level of inner protection called suppres-
sion. Suppression is the basis for all subsequent more
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mature defence mechanisms and, at the same time, is
the core around which the basic integrity of the person
is developed and preserved. At the same time, this
mechanism functions on a different level and platform
upon which are structured and super-structured collec-
tive and social rules, collective consciousness and or-
ganization, as well as cultural development.

In a case of a decline in the power of this mecha-
nism on an individual level, it initiates disintegration of
the person accompanied by the emergence of regres-
sive phenomena which regresses the functioning of the
person to the earlier, more primitive level of splitting. It
also induces the development of psychotic psychopatho-
logical phenomena in the person. At the same time,
with this regression, the individual loses his control over
the objects occupied by the death instinct – they are no
longer optimally neutralized and this activates a pro-
cess of auto and hetero-destruction. This process can
take effect on different levels with an uncertain conti-
nuity and it can come to an end with different outcomes.
It continues until its is neutralized again by the ego of
the person or until complete disintegration of the sys-
tem called the structure of the person.

On the collective and social level, the deteriora-
tion of the mechanism of suppression releases the pow-
ers of Thanatos to a much greater extent. This is due
to the phenomenon of amplification of energic values,
always latent but with a great potential to develop in
human groups and masses in particular, where it
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emerges as a constant driving force. The loss of control
over Thanatos on the level of mass psychology also
initiates a process of disintegration of the system of
social functioning together with partial or complete de-
struction of its previously created cultural values.

Still, when referring back to the effect and the
manifestation of instincts in creativity, we might con-
front several questions which arise as logical in this
analysis: What is the effect of the mechanisms of split-
ting and repression on the creative process? Can cre-
ativity establish its values through mechanisms which
would distance it from instincts and instinctual deriva-
tives? Is the basic premise for the development of
healthy, integrated and balanced persons and societies
equally important for the creation of works through cre-
ative process in art?

In the assumed comparative analysis of this hy-
pothetical constellation, yet another question would soon
arise: If it is true that through the creative process the
person of the creator establishes communication and
correlation with the deeper levels of the unconscious,
thus increasing the likelihood for more direct encoun-
ters with instinctual dynamisms and their energic val-
ues, will these encounters be achieved through the
aforementioned mechanisms of splitting and suppres-
sion? The question, formulated in this manner, would
bring us still closer to the insight that, for an optimal
development of the creative process, it must be real-
ized through certain mechanisms specifically organized
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and defined through certain stages. In the first stage,
they need to provide safe communication with the un-
conscious. In the second, they need to secure trans-
fer– transcription of the material of the unconscious to
particular areas of the conscious, locating it in the end
in the actual moment of reality. In the third stage, this
material needs to be concretized in its appropriate form
– a work of art.

Analyses to date specify that the first stage of
the creative process is completed only if there occurs a
specific, transitory change in the structure and the func-
tions of the creator’s ego. As far as the third stage is
concerned, analyses have determined that it is realized
through the ego’s secondary autonomy, i.e. with the
employment of skills obtained in a preceding process
of learning techniques and appropriate technological
premises. In the second stage of the creative process,
there occurs a unique psychological conversion of the
material from the unconscious into a ‘creative autono-
mous consciousness’. This mechanism is termed subli-
mation by psychoanalysis. Only through this mecha-
nism can the continuity of the creative process be se-
cured, which would otherwise be interrupted unexpect-
edly if at the same time the two aforementioned mecha-
nisms of defence from the unconscious and the instinc-
tual urges, splitting and suppression, are activated. Al-
ternatively, the creative process can be interrupted if
the cognitive-integrative function of the creator’s ego is
activated in order to gain insight into the material.
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The mechanism of sublimation bypasses the cen-
sorship which exists between the conscious and the
unconscious of the person. This subsequently allows
for projecting into a work of art contents and materials
which were previously unavailable, unreachable or for-
bidden for the ego of the creator, or society in general,
thus becoming newly discovered personal and collec-
tive values. They enrich the cultural heritage with new
instinctual objects of a symbolic-substitution type.

This ‘bypassing’ allows for an uninhibited and more
direct discharge of the instinctual charges, which are then
‘encoded’ in certain formal and content qualities of the
created work. This relates to all those details in the work
which construct the conflict in the composition, that is,
in the basic structure of the concrete creation. Most of-
ten these details are the emphases added to certain com-
ponents and relations in the composition of a painting,
the amplification of certain moments in stage action, the
energic details of sound vibrations, the changes in rhythm
and movement. In other words, it is the correlations in
the work of art which create its basic energic potential
and this potential is proportional to the magnitude of the
energic potential of the instinctual derivatives and the
relation between them and the other instances of the
structure of the person in that time sequence. This inner
constellation can be ‘projected from the inside’, such as
in expressionistic, abstract or surreal creations. Alterna-
tively, it can be unconsciously transferred into the per-
ception of a certain external constellation, which in itself
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symbolically contains the structural qualities of the inner
constellation, and this is usually typical for creative move-
ments more realistically oriented, towards objects and
relations from external reality.

Since a work of art permanently preserves a
record of instinctual and energic values, this constella-
tion of forces provokes its ‘decoding’ and consequently
its transmission to other individuals or groups. Thus,
instincts and their energy continue their ‘omni-tempo-
ral and omni-spatial’ journey and development. This
helps understand the interpretation of one of the most
intense creative experiences as an experience of ‘... giv-
ing birth to a child ...’, or an experience of ‘... one’s own
rebirth...’, which occur during and shortly after the real-
ization of the creative act.

Eros and Thanatos exist in the creator in a cer-
tain correlation prior to the creation of the work. They
are a dynamic energic basis derived from the specific
inner constellation of the creator’s person. In combina-
tion with other inner forces, at a certain moment, they
produce the level of the energic potential, which is usu-
ally called ‘creative unrest’. When it exceeds a certain
level of tolerance in the creator’s person, then this
energic potential generates a feeling of internal fric-
tion, conflict, etc. This blockage of the increased en-
ergy charge and its amplified potential generates pres-
sure in the creator’s ego and mobilizes it to find appro-
priate objects as quickly as possible, that is, to open a
channel for release of this accumulated instinctual en-
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ergy. Subjected to such pressure, intuitively, in moments
of enlightenment which constitute the condition called
inspiration, the person of the creator chooses the only
course, considered paradoxical in the functioning of
average persons in everyday life, and enters a condi-
tion called regression in the service of the ego (Kriss).
In this condition, the creator temporarily relinquishes
the higher functions of the ego and relegates it to lower,
more archaic, sensory levels of functioning. This in-
creases the likelihood of deeper penetration and merg-
ing with the unconscious features and energy charges.
In this fusion, the ego is overwhelmed by powerful en-
ergy and contents from the individual and collective
unconscious, an when the regressions are very deep,
the ego makes contact with the organic unconscious
(Jung) and reaches the psychoid level of functioning.
At these moments, the forces of Eros and Thanatos,
released from objects and their representatives in the
mental world of the person, pervade the organism of
the creator powerfully and uncontrollably and activate
the primary experiences of birth and death. At the same
time, his perceptive apparatus is overwhelmed by im-
ages released from the individual unconscious,
archetypical scenes and visual amorphous fragments
which his ego is unable to integrate rationally in his
consciousness. As a result, the creator experiences rap-
ture and fascination, which come and go as flashes.

In these moments, through his unconscious, the
creator makes contact with the primordial proto-images
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of birth and death, of pain and joy, creation and de-
struction, dark and light, warmth and cold, omni-tem-
poral and omni-spatial conversion of energy into sub-
stance, and vice versa, with the imago of parents and
children, gods and devils, good and evil... These con-
tacts, especially in the world of the collective and
(un)organic unconscious, provoke numinous (Jung)
experience, as well as experiences characterized as ‘en-
lightenment’ and a short-lived feeling of ‘metamorpho-
sis’. In these moments, the ‘I’ is identified with the ar-
chetype of ‘God’’. The identification of ‘I – God’’ is an
inevitable result of these transitional states of the Ego.
A problem arises for the ego when it is no longer ca-
pable of detaching itself from this identification and when
in its consciousness there is no clear perception of the
boundaries between I and the collective unconscious.

Eros and Thanatos encompass the cosmic quali-
ties of the eternal conflict which produce both life and
death. At the same time, they convey a message about
the eternal conversion of energy into substance and
vice versa. About the conversion of non-living into liv-
ing and vice versa. About the conversion of life into
death and vice versa. About the eternal cycle. About
the basic characteristic of flow where there is a differ-
ence in energic potentials. About the inevitable conver-
sion of potential into kinetic energy and vice versa. Fi-
nally, about Man’s destiny to encompass all this within,
as well as his misfortune to strive to integrate it, to
assemble it into a certain knowledge of his individual
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and the collective consciousness... For constructiveness
to prevail over destructiveness in the eternal struggle
between ‘good and evil’. Hence his inclination and pas-
sion in the pursuit of alchemy.

Creators, the eternal alchemists, have come into
contact with this process and recreate it through subli-
mates, i.e., works of art which communicate their sym-
bolized alchemy. However, even creators, as all other
average everyday people, confront the reality of their
existence, their materialization in a unity called man. They
overpoweringly confront their own physical limitations,
as well as the historical spatial and temporal qualifica-
tion of their own concrete existence. By maturing, they
learn the power of their inner experiences, as well as the
inevitability of their focusing on the significance of their
own emotions and identity around which these inner
experiences are structured as much as, if not more than,
they are structured upon new observations.

The reality and the fate of our own I ultimately
take us back to the reality of the existence of forces of
creation and forces of destruction in our present. They
steer us towards the relationship between Eros and Tha-
natos in our own current moment of existing.
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The Creativity of the Psychotherapist

Psychotherapy, by definition, is a method of treat-
ment which employs psychological interventions. In
practice, it entails a psychotherapeutic action initiated
in a relationship between a man and another man or a
man and a group, resulting in a change in the indi-
vidual who voluntarily involves himself in such relations.
On the basis of the types of intervention employed by
psychotherapists, psychotherapy can be categorized into
a multitude of movements and psychotherapeutic
schools.

The role of the psychotherapist, or its symbolic
presentation, has always been regarded with both ad-
miration and awe by ordinary people. Even in the be-
ginnings of social organization into human communi-
ties, the role of a man who can influence the other
members of the tribe was already established. This was
the ‘witch doctor’, whose primary role and aim was to
cure others by exorcising ... ’demons and bad spirits’
which had possessed the souls of the sick. At the same
time, the witch-doctor represented a symbol of a hu-
man semi-god, a numinous personality endowed with
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magic powers and a gift to be influenced by gods and
demons and subsequently influence others. He was a
human-medium, but also a healer and enlightener. When
undertaking an aimed action, he frequently employed
various rituals which induced the attending people to
fall into a state of trance, hypnotism, or suggested ec-
stasy and exaltation. In such states, he could openly
‘communicate’ with the spirits trapped inside and then
undertake action to exorcise them from the soul of the
individual or the group. Some witch-doctors used vari-
ous remedies and drugs, while others used various ob-
jects, upon which the appearance and the energy of
the trapped spirit were to be transferred so that they
could communicate with it. This background and ico-
nography are still present in some human communities
today. It is interesting to analyze the fact that on the
cusp of the third millennium, mankind has revived its
affinity towards this type of communication.

It seems that ‘the spirit inside’ the Man of today
seeks a way out of its imprisonment, which at the mo-
ment is experienced globally in all ’systems’, especially
in media-totalitarian systems based on the phenomena
of ‘brain washing’.

In the past two centuries, especially since
Mesmer and his ‘life magnetism’, the attention of West-
ern culture has concentrated on finding interpretations
which would reflect and explain the phenomena emerg-
ing in psychotherapeutic relationships in greater detail.
There have been attempts to make a distinction be-
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tween ‘scientific’ and ‘non-scientific’ psychotherapy. At
the same time, the foundations and programs of con-
temporary education in psychotherapy were laid. ‘Knowl-
edge’ has become the primary directive and goal of
contemporary psychotherapy, especially in the past few
decades of the twentieth century. With this approach,
psychotherapy has established itself as an area of ac-
tivity predominantly related to the concepts of ‘knowl-
edge’ and ‘learning’. The skill and the specific gift of the
healer have gradually lost their significance as core as-
sets for the greatest number of ‘specialists’ and ‘stu-
dents’, who have dedicated their lives to ‘this field of
science’.

Thus, the foundation of Western methodology
upon scientific research work has become a dominant
parameter for contemporary educators and students in
the programs of psychotherapy education. Conse-
quently, opinions as to the prerequisites inherent to the
person of the psychotherapist, the healer, were finally
devalued.

In modern psychotherapy training as it is imple-
mented in the cultures of the West, almost anyone can
be accepted unless they display major signs of mental
corrosion. In some cases, even that is possible, provid-
ing that the student can pay for his education. With this
approach, Western civilization has managed to equate
the most specific human role of medium-healer with
the value of money. This adopted system has allowed
for economic fallacy and uncritical business-megaloma-
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nia to penetrate deeply into psychotherapy education.
Instead of a therapist-healer, contemporary Western
education produces a well or less well trained psycholo-
gist-manager. The role of a manager represents the
primary goal of the students in contemporary civiliza-
tion, based on the principles of ‘western democracy’
and ‘market economy’.

In the meantime, the emotional sufferings, frus-
trations and needs of contemporary man do not dimin-
ish but become more intense, complex, frequent and
closer to consciousness. The need for immediate satis-
faction is emphasized, as indicated by the ideological
framework of the new civilization of the ‘golden calf’,
offering the illusion of immediate fulfilment of the ‘small
man’s dream’. In stark opposition to this, contemporary
man is subjected to dreadful disappointments and fre-
quent emotional injuries. And this, in a culture where
‘profit justifies everything...’ and ‘... everything should
be seen from the perspective of economic interest ...’,
is futile behaviour, a waste of time and energy. In simple
terms, in this ‘body and mind building’ civilization there
is no room for sincere and open emotions of this type.
It is allowed and recognized only as the trait of a ‘loser’,
which indicates that only the loser can develop emo-
tions!

Bearing this in mind, what kind of creativity in
psychotherapy can we discuss when it is clearly assumed
that psychotherapists should exist within this ‘brainwash-
ing’ culture? Should do so, that is, by complying with
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the principle of gaining profits through offering and
applying ‘brain and body building’, ‘fast food’ psycho-
therapeutic programs?

This explains why there is an upsurge of new psy-
chotherapeutic movements, which seem to be emerging
on a daily basis, conveying messages of the type: ‘... we
can offer you instant and successful psychotherapy ...’,
‘... with our approach you will soon come to a resolution
of all your problems ...’ These messages are, as a rule,
accompanied by additional messages of the type: ‘...
unlike that author ...’, ‘... Freud was mistaken with re-
gards to ...’, ‘... that approach is inadequate ...’, etc.

This absurd loophole is complete when we sud-
denly realize that someone creates a ‘product’ through
the negation of earlier values. Alternatively, if we de-
cide to interpret this position psychoanalytically and with
social connotations, we can infer an attempt to inflate
their reputation overnight and become an authority by
killing their predecessor. Still, the problem of the Oedi-
pus complex has not been overcome in this ‘system of
values’. It is both a negative potential and regressive
power which has arrogated a dominant position in con-
temporary civilization trends.

Gradually, we confront the importance of the con-
struction, the structure of the person of the therapist.
We also confront the observation that the therapist’s
role is the point wherein there collide and refract the
results of constellations of most varied forces which in
time become complex in a very dynamic fashion.
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The person of the therapist is under constant
pressure of his own unconscious as a result of his choice
of profession. Through his own unconscious, in every
established relation, the psychotherapist receives a
multitude of information, messages and contents. They
subsequently provoke powerful stimulations of inner
energy and pressures for the release of tensions, which
release should transpire through the processes of in-
sight and resolution. At the level of the super ego, the
psychotherapist is always encumbered with responsi-
bility ‘for the other’ or ‘the group’. This begets the spe-
cific ethic dimension and structure of the
psychotherapist’s person. Nevertheless, as a fraction of
the global consciousness of the ‘fast food’ civilization,
he increasingly confronts the reality of his own identity,
the product called ‘contemporary psychotherapist’.

This is where, in a specific fashion, the two mod-
els of psychotherapeutic approaches collide. This is also
a symbolic conflict between the two essential human
approaches to life, as well as a conflict between two
perspectives of civilization. The first approach defines
psychotherapy as a ‘power for healing the soul of the
other through one’s own’. The other identifies psycho-
therapy with a ‘verified model’ and ‘system’ of healing.
While the starting point of the first approach is the skill
of receiving, understanding, empathy and identification,
the second approach is based on the method of quick
detection, schematic recognition and solutions offered
through trained suggestion and persuasion. The first
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approach attains its knowledge through talent and years
of long painstaking experience accumulated through
scrutiny of one’s self and spirit in absolute discretion,
while the other approach acquires its knowledge through
a certain number of ‘covered’ hours, courses, programs,
projects and campaigns with public presentations and
selling of ‘the product’.

The time ahead will show how this contempo-
rary historical schism in the formation of the basic iden-
tity of present and future psychotherapists will resolve.
The ethics of contemporary psychotherapy6 is obviously
that of the ‘golden calf’ before which even present-day
paranoiacs transform into excellent pragmatists.

We can assume that there is hardly any space
for creativity in this conflict. We will search for it where
creativity actually occurs, and that is the real psycho-
therapeutic relationship. This relationship begins, tran-
spires and ends in conditions completely opposite to
those of public presentations, exhibitionism, enforcing
concepts, propagandist and marketing models of
behaviour, and finally, completely opposite to the ten-
dency of any kind of negation of individual values. A
psychotherapeutic relationship can be established only
in circumstances of complete discretion, mutual respect
and regard for the intimate contents and emotional

__________
6 On the Ethics of Contemporary Psychotherapy, Dr. Miodrag
Micev, Dr. Zvonko Dzoki}, 1987, Skopje, Days of Neuropsy-
chiatry in the Republic of Macedonia.
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values of the patient-client, tactical espousal of the val-
ues of objective reality by the therapist, constant culti-
vation of the process of optimal development of the
healthy core of the person, accompanied by the devel-
opment of healthy consciousness and reason... The cen-
tral position is given to the acceptance and understand-
ing of the emotional quintessence of the authentic per-
son of the patient-client and its energy dynamics.

This entails that, when establishing a real heal-
ing process, the psychotherapist must undergo tempo-
rary adaptation and specific adjustment of his own per-
son; that is, a transitory dynamic restructuring of his
own self. Through this change he creates an opportu-
nity for the establishment and upholding of a specific
inter-human communication. Therapeutic communica-
tion can be achieved on many levels and they can be
very complex. Their unity achieved in a psychothera-
peutic relationship is always authentic, specific and dif-
ferent from all other relationships, whether in everyday
life or in a different therapeutic setting.

This quality implies that the psychotherapist
should be talented and skilled enough to adjust the ca-
pacities of his own ego – always differently, depending
on the structure of the person of the other, on the actual
problem and reality in general which affects the condi-
tions in which the psychotherapeutic relationship is es-
tablished. Only such an ego, capable and prepared to
establish communication and relationships with various
contents and objects outside and inside itself, can meet
the basic conditions set before the creative person.
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Ego-psychology defines the boundaries of the
therapist’s ego as flexible, mobile and semi-permeable.
At the same time, other unusual positions in the
therapist’s Ego proceed from this quality. At the level of
ego-identity, it can be observed that, after the estab-
lishment of therapeutic relationship with the other-pa-
tient, the therapist’s ego enters in a temporary relation
close to the position which could be termed ‘double
identity’. By opening the boundaries of his own ego to-
wards the other, the therapist allows for this relation of
‘two egos in one boundary’ to be established, without
losing their separate identities.

We would like to discuss the basic thesis in the
psychoanalytically derived formula of ‘optimal distance’,
which is especially important for the healing of the bor-
derline structures of the personality. The danger of fu-
sion, and later diffusion, of the identity of both the pa-
tient and the therapist, is enormous. Especially when
we take into account that the therapeutic relationship
is usually a long process, unrestricted by time. We should
also bear in mind that in reality one psychotherapist
establishes other therapeutic relationships within a cer-
tain period of time. This is the constellation of forces
which tests and selects the real psychotherapists from
the rest – manipulators and charlatans, or rigid, dis-
tanced and reserved therapists, fearing their own dis-
integration.

The third important factor in any analysis of the
therapist’s ego, is the situation of the ego-function of
‘reality testing’ in a specific state in relation to the
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therapeutic relationship. This function of the ego of the
therapist performs a complex task in the regulation of
the temporary constellation of ‘two egos in one bound-
ary’. This function must be fine-tuned and practiced so
that it provides the therapist’s consciousness and mind
with correct assessments of the patient/client and of
himself, and also monitors and controls the optimal dis-
tance which should be maintained at all times. If there
is no capacity for constant and fine-tuned functioning,
the therapist’s ego risks inflicting injuries and it can be
held responsible for potential disintegration of the other.

At this point, we would like to refer back to the
aforementioned commentaries on ‘modern education’
and ‘ scientific approaches to psychotherapy’ in West-
ern culture. They have gradually pushed the issue of
the specific prerequisite capacities of the ego of the
person-therapist into the background.

To maintain and control this specific reality, the
therapist can employ a specific kind of observation,
termed ‘fluctuating attention’ in psychotherapy. Through
this type of attention, the therapist is able to observe
contents both in the patient and in himself. This skill
allows him in-depth access to discover nuances and to
experience the forms and contents of the unconscious.
In this manner, the psychotherapist can also gain in-
sight into the structure and the correlations of the ego
of the other and perceive the internal dynamics of the
person without disturbing the relationship between the
two egos in the therapeutic situation.
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In this type of attention, the condition of the
psychotherapist’s perceptive apparatus and its abilities
are similar or the same as those developed in the artist
through the creative act. The ‘doors of perception’ open
for the psychotherapist, too, with all their divine possi-
bilities. But unlike the artist who can fully commit him-
self to this communication opened through creative
perception and allow himself complete identification with
the contents, the psychotherapist enters through that
door in order to experience something which is experi-
enced by the other. Later, with exceptional control over
his ego, which should also function faultlessly in exter-
nal reality at all times, the psychotherapist concretizes
and integrates the experience in a form and content
which should engender a healing change in the other.

Creative perception and the mechanism of iden-
tification are equally important and present in both pro-
cedures, the artistic and the psychotherapeutic. Though
involved in processes with different aims, psychological
mechanisms and outcomes, they represent a shared
creative world and a platform of creation both for the
artist and the psychotherapist. Consequently, we can
conclude that the psychotherapist is a kind of a healer-
artist, while the artist is a kind of creator–potential healer.

A special kind of creative procedure in psycho-
therapy is the perception of the ‘counter-transference’
occurring in the psychotherapist himself. It is a phe-
nomenon which emerges in certain stages in an estab-
lished psychotherapeutic relationship. When studying
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psychoanalysis, we can observe that the interpretations
of this phenomenon evolved in the course of the devel-
opment and modification of psychoanalytic theory and
practice. Initially, the term counter-transference implied
a transfer of the therapist’s inner experiences and con-
tents onto the patient, as his reaction provoked by the
patient’s reverse transfer in the course of the psycho-
therapeutic relationship. Until recently, this transference
was interpreted as the therapist’s resistance to the pa-
tient, as his ‘blind spot’, calling for psychoanalytic treat-
ment of the therapist himself.

Later on, some authors interpreted this phenom-
enon as ‘pure transference’ from the therapist to the
patient – a transfer of the therapist’s unconscious onto
the person of the analysand. In the last decade of this
century, some authors have considered this phenom-
enon a positive content with great potential to aid and
improve the understanding of the analytic situation.

From the aspect of the creative process, cre-
ative perception and the mechanism of identification,
counter-transference can be perceived as an ‘internal
experience’ of the person-psychotherapist in a specific,
therapeutic relationship. In the course of the psycho-
therapeutic session, the therapist’s person enters into
the temporary relationship ‘two egos within one bound-
ary’. In therapeutic relationships, both the external and
the inner ego-boundaries of both participants are
opened, the opening of the inner boundaries being more
important, we would say essential, for the healing com-
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munication. It also implies an opening of the bound-
aries between the therapist’s ego and id, as well as an
opening of the boundaries between the two ids: that is,
between the unconscious of the analyst and the un-
conscious of the analysand. Thus, the ‘doors of percep-
tion’ are opened on two levels. The deeper level allows
for perception on the level of the unconscious, whereas
the more superficial, pre-conscious level, allows for
perception of the contents arising from the unconscious
and received by the therapist’s ego. At the same time,
communication on the conscious level remains persis-
tent, both ‘between the two egos’ and between the egos
and reality.

Consequently, we can conclude that the skill and
the creativity of the person-psychotherapist are based
not only on a ‘reading of messages’ coming from the
ego of the analysand and from objective reality, but
much more on the identification of messages from the
unconscious. When he receives the contents through
creative perception and the mechanism of identifica-
tion, the analyst proceeds with their conscious recogni-
tion and translation into a comprehensible context.
Throughout this process, he employs the skill of fluctu-
ating attention, the only method through which he can
safely complete the transfer of messages and begin iden-
tification. The process of identification should lead to a
clear insight into the messages together with a good
judgement of the momentary ability and the level of
acceptance and comprehension of the analysand. The
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analyst ‘returns the material purified’ to an extent to
which the patient-client is prepared to integrate it at a
certain moment. To a great extent the patients accep-
tance depends on the degree of development of the
‘synthetic function of the ego’. Everyone should receive
as much and progress as much as their natural capaci-
ties or the level of their damage allow.

In his extremely responsible work, the psycho-
therapist can experience creativity only if his ego en-
compasses all these skills, incorporated and reinforced
by the natural talent and the inherent power of his ego.
Only a strong ego can maintain consistent integrity and
identity of the person. This is very important when, af-
ter all the ‘journeys’ that the therapist takes repeatedly
almost every day, he should retreat to his natural bound-
aries and return to his healthy identity – so that he can
function ‘normally’ in the reality which surrounds him
and within the inter-human relations he has established.
Finally, he needs a strong ego to live his own existence
and meet his personal needs in the concrete space and
time he is granted.

In therapeutic relationships, creativity is experi-
enced in surrendering to the fluidity of the inner micro-
cosm and its changes which reflect every change in the
therapeutic relationship and the topics discussed. Feel-
ing protected by his skill, the therapist is capable of
engaging in the perception of contents and images which
stem from different levels. He can witness the creation
of most diverse compositions and creations which fas-
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cinatingly emerge and change, he could be the one for
whom these works were created, the only one who can
see them in such forms – forms which immediately dis-
appear never to be repeated. Throughout this experi-
ence, he can enjoy moments of his own transcendence.

These states are probably the only positions in
which the psychotherapist achieves genuine creativity.
In such moments he can incorporate himself directly in
the work, he can intervene and initiate certain creative
processes which will transform images, compositions
and concrete energy qualities. Subsequently, through
the inner creative process, they will concretize into dif-
ferent inner positions and consequently into definitive
changes in the person that enters the psychotherapeu-
tic relationship.

These are unique and inimitable creations, di-
rectly related to life and death, to destiny and its chang-
ing – far from the eyes of the public of any kind. Then,
with the birth of the new identity in the other, through
the creation of the work, the therapist himself ‘is born
again’ and fulfils his ‘God role’. Only then, as a reward,
does he experience an ‘exalted state of bliss’; but only
shortly. Soon after, the struggle for good and life against
evil and death must continue. Every real psychothera-
pist recognized this as his own destiny. From the very
beginning.
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Narcissism and Culture

In the nineteen thirties,7 Sigmund Freud, whose
work has had the fate to be both vigorously approved
and refuted, wrote the essay ‘Civilization and its Dis-
content’--a work written when he was in the full swing
of his scientific career. In this work Freud is prophetic,
his analyses results in a morbid vision as to the out-
come of the struggle between the two instincts, the life
instinct – Eros, and the instinct of destruction, which
was later identified with Thanatos – the death instinct.
He identifies the potential outcome, at which he arrived
through his meticulous psychoanalytical interpretations,
within relationships which reflect social communications,
i.e. what we normally call ‘living together’.

The purpose of the libidinal force would be ful-
filled with the creation of optimal possibilities for firm
object relationships with a quality which at first glance
resembles that of the religious message: ‘... love thy
neighbour ...’. We say, at first glance because in this

__________
7 The text was published in 1993 in ‘Lik’, Nova Makedonija.
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same essay Freud very clearly defines the regressive
level of the ‘oceanic feeling’ offered by religious experi-
ence. He explains that if the libido is thwarted in its
occupation of objects of importance, these unsuccess-
ful attempts would force it to withdraw and object rela-
tionships would be increasingly charged with aggres-
sion, leading to an ultimate attempt at their destruction
or destruction of other objects, regardless of their situ-
ation in external or internal reality. It appears that the
intensity of the menacing feeling one experiences when
confronted with these insights only increases when one
brings to mind the fact that this was predicted more
than half a century ago, and in the time interval since,
a multitude of signs could be observed which only cor-
roborate the authenticity of the presentiments of the
founder of psychoanalysis.

Today we are witness to times which promote
individuality, as well as independence and responsibil-
ity on the part of the individual. In places, this attitude
is at its social inception, while elsewhere this mood has
been a significant factor for a long period of time, influ-
encing emotional relationships between individuals who
accept and develop it further. This development has
been boosted by opportunities to seek and experience
individuality through a greater interest in individual
bodily and spiritual actions, or through authorization or
non-authorization of personal choices. Confirmation of
personal identity is craved and found in differentiation
from the others in the environs, or recognized in the
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two-dimensional projections of the various communi-
cation media.

Individuality is sought and found even in the me-
diocre adoption of social and professional roles, increas-
ingly spiced up by the aforementioned two-dimensional
media objects.

Then again, the time in which we partake with
active exertion of our psychic apparatus is replete with
the most diverse types of information, whose reception
initiates the creation of more or less energetic contents
which result in frequent attacks on the stability of the
perception of created notions about the inner and ex-
ternal world and notions about personal identity in re-
lation to the external reality. The role of a professional,
which most of the time is the role of an individual who
meets with the same or similar objects on a daily basis,
offers a repetition of object relations through which they
become ever more emotionally disinvested.

At this point, we raise the question: Where is
the libido? What are the objects of importance cathected
by it? Is it possible that it dominates only abstractions,
phantasms, imagined or imposed roles, information
which endlessly arrives from all sides? Perhaps the li-
bido has become the thrust behind the economy, mate-
rial gains, money? We can remark right away that ev-
erything offered is completely opposite to the principal
tendency of Eros and the libido in culture, and that is
the rapprochement of individuals, families, tribes, and
nations, the creation of new values in their integrated
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existence. Ultimately, we can seek and recognize rela-
tionships between individuals in real society only in sexu-
ality and love.

However, to be able to recognize upon what kind
of sexuality we embark, it is necessary that we exam-
ine the psychological structure of the individuals ‘pro-
duced’ in that very society who participate in such rela-
tions. We have stressed that their development is de-
termined by identifications with roles offered by society
and that the successfulness of this identification and
adaptation determines the force that upholds self-re-
spect. This implies that personal identity does not stem
from a gradual approaching to authentic individuality,
but from the upholding and preserving of accepted
uniform conventionality.

Because this causes only a further departure from
individual needs and potential, this development inevi-
tably generates constant conflict situations amid the
components which constitute the structure of the per-
son. At this point, one might assume that this is a case
of the creation of neurotic characters, as a product and
a future mainstay of society. Moreover, from the aspect
of role playing, the individuals provided in the immedi-
ate surroundings by the media can be recognized as an
apposite criteria for comparison – and personal self-
respect is tested through observation of possible differ-
ences and similarities. Objects from the external reality
can either be integrated or avoided, if they are not com-
patible with the concept of such inner reality. At the
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same time, inundation with information from different
sources in the environs instigates great expenditure of
energy in the hasty synthesis of these objects and in
defence against possible attacks on the stability of the
inner world around which the identity is created.

This only adds to the possibilities for further gen-
eration of conflict situations in the psychic apparatus of
the individual and new expenditures in energy occu-
pied contents in defence of the threatened identity. We
can observe that only very little of the energy sources
remains to be invested in emotional relationships. We
can conclude that the libido cathects primarily internal
objects, notions about personal identity, not developed
from real potential and maintained for the sake of a
sense of self-respect, which in such cases is the very
last defence against the advent of the process of self-
destruction. At this point we ask: What kind of sexual-
ity can these structures expect when their emotional
investments are mostly focused on preservation of their
own, loose and inauthentic identity?

Suddenly we come to the realization that we are
actually discussing narcissistic structures, emotional re-
lationships determined by fixation of the libido and its
entrapment in secondary narcissism. Having recognized
these structures as narcissistic, whose basic problem is
how to achieve objective relationships which allow a
real libidinous transfer and a union between two indi-
viduals, we would like to raise the same question again:
What kind of sexuality are we examining? Can this kind
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of individual be free of fears that in a love relationship
which requires unconditional involvement and tempo-
rary symbiosis, they will not lose their shaky identity?
In such a relationship, the individual unconsciously ex-
periences inferiority owing to the powerlessness of the
remaining modest energy sources to satisfy the antici-
pated relation emotionally. If allowed, this sexuality ends
at the point of physical consummation for the sake of
preservation of the shaky sexual identity. We can see
that the libido cannot in fact activate an emotional trans-
fer and thus occupy an object relation. It remains im-
prisoned in the dungeons of narcissism. Love remains a
reminder of the relationship with the parents, buried
deep in the individual unconscious with an intensity
which demands repeated realization.

Since yet another, perhaps fundamental biologi-
cal necessity is not realized, a chain of release of re-
pressed energy charges is inevitably activated, either
mentally, physically or psychosomatically, realized
through auto-aggressiveness or through hetero-aggres-
siveness. At this point, we can argue that there is a
case of aggressive, destructive, instinctual forces at work
opposite to the libidinal, being aware that the possibili-
ties for their discharge are unlimited once the doors for
such outcome are opened. And these outcomes are al-
ways to be expected when self-respect is destroyed,
usually maintained through mutual support and relying
on other individuals in an endless game of inauthentic
roles.
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As a consequence, these individual fears of dis-
illusionment about personal identity and self-respect
mobilize joint efforts to uphold these object relation-
ships and impose them where they are not developed
in such a manner. Suddenly, we come to the paradoxi-
cal conclusion that a cohesive rapprochement has some-
how been achieved between individuals in society. Yet,
in this rapprochement, the chief factor is not the libido,
but fear and hostility.

We confront the suggestion that individuality, upon
which narcissistic culture is founded, is still some kind of
progress, a developmental step forward from the symbi-
otic-dominant, autocratic societies which we have left
behind. But at the same time we are confronted with the
fact that individualization, as we have described it, is not
equal to individuation, because the first implies depar-
ture from the core of the person and the laws of nature,
while the latter entails a process of understanding and
accepting one’s own authenticity, as well as the unique-
ness of the world that surrounds us.

In the end, we revisit the pessimism of Freud’s
observation of society. Perhaps, with the only differ-
ence that we are not afraid of the end but of the sup-
posed loss of promise that the creative would eventu-
ally win over the destructive. Let us hope that, one day,
we might still truly take upon ourselves the message to
‘... love thy neighbour ...’ – not as a result of religious
regression, but through the superiority of reason.
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Perspectives

Psychoanalytic thought has long been present
in the collective consciousness of humanity and its cul-
tural development. Instituted a century ago through
the practical psychotherapeutic experiences and pio-
neering steps of Sigmund Freud, it has developed into
a most complete psychological theory of human exist-
ence.

On one hand, the spectrum of psychoanalysis
reaches the most profound phenomena of the uncon-
scious founded in the biological matrix, while on the
other, through collective phenomena and the group
matrix, it reveals the basic dynamics of mass psychol-
ogy and politics as its epiphenomenon. Thus, from the
field of psychotherapy, it expands to developmental and
clinical psychology, which are closely connected to it,
as well as to the inter-personal and social sphere, inter-
preting them primarily from an instinctual and struc-
tural-dynamic aspect.

Modern maladies of (im)morality, individual or
collective, as well as the growing problem of insuffi-
cient responsibility for the survival of man and nature,
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have rediscovered the power of psychoanalysis as the
only theoretical approach which explains morality as a
constituent of the human person and its correlation to
the instinctive, inherent inner forces. It is to be believed
that psychoanalysis will make possible many new find-
ings and discover new laws in this area in the near
future.

The psychoanalysis of Sigmund Freud has be-
come a significant feature in the consciousness of West-
ern civilization, encompassing in part the mechanistic
basis of this consciousness. But through the work of
Jung, his followers, and a certain number of indepen-
dent creators in psychoanalysis, and with a particular
upsurge in the last decade in particular, psychoanalysis
has opened towards the knowledge of Eastern civiliza-
tion, gradually building an integrative approach. In fact,
the need for integration always intensifies with the in-
tensification of the disintegrative forces in the human
spirit, whether in the individual or the collective sphere
of the unconscious.

Thus the biological-mechanistic-dynamic classi-
cal model of psychoanalytic thought in the last decades
of this century has patiently improved with the adop-
tion of a transcendent model of human psyche and self.
This quality was fully established by transpersonal psy-
chology in the last decade of this century through its
definitive spiritual bridge between the East and the West.
Human spirit and psychoanalytic thought at the end of
the second millennium clearly indicate the need and
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the possibility of bringing together overall potential on
Earth – that is, the possibility of the integration of hu-
man potentials and natural laws.

However, it appears that the current situation in
the development of psychoanalysis does not correspond
with the current climate in world politics. Global politi-
cal thought in the last decades has been uniquely and
exclusively related to the economic interests of corpo-
rations, called a world economic-political lobby in con-
temporary collective consciousness, and proceeds in a
completely different direction, to an extreme extent. It
is focused on achieving the objective of complete con-
trol over global power, resources and consciousness.
Similar to the psychoanalytic idea discussed previously,
it was instigated by Western civilization.

Asserting as its incentive for action and spiritual
guidance a model based on the principles of conquest,
suppression or destruction of every other model of hu-
man existence and spiritual-cultural organization, this
thought platform has obviously become dominant in
the current consciousness of the ‘global village’. If we
apply the psychoanalytic genetic approach to explain
its phenomena, we can conclude that this model origi-
nates from certain individuals, groupings and masses
which, with the intention of conquering the territories,
resources and property of others, ruthlessly destroy the
traditions and civilizations which oppose them. One of
these traditions was the civilization of the native Ameri-
cans, which is considered to have been most compat-
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ible with natural laws and, in a transpersonal spiritual
fashion, to have maintained global integrity and bal-
ance of all elements created by nature. Millions of its
people were killed.

The civilization that followed, whose origins were
psychopathic and murderous, frequently accompanied
by prostituting relations between men and women, pro-
ceeded to develop through the slave trade, transport-
ing people from other continents. This civilization, de-
veloped as an extreme of Western culture, is at present
dominant not only in Western civilization itself, which it
treats as a cultural cast-off, but also threatens to subju-
gate the entire world and ultimately to imprison the
human spirit. It imposes the logic of the golden calf, of
quick enrichment and attainment of power, promptly
adopted by political leaders throughout the world. Ev-
erything that makes sense economically and brings
profit, regardless of its compatibility to human and glo-
bal nature, is OK. As a final point, they call it democ-
racy and market economy.

Thus, economic madness has become a model
of identification for the contemporary politician and his
spiritual disciples, the model called a modern manager.
We live in times when we participate in the implemen-
tation of the global projects of others, not in circum-
stances in which we live our life creating new values, so
that through our creations we can integrate our per-
sonal and collective needs with reality and experience
happiness in creative union with nature.
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From the historical aspect of the recent and more
distant perspectives of human community on Earth, it
is interesting that a possible final conflict and struggle
is anticipated between the aforementioned, currently
globally dominant model and the only other one which
still exists independently, the Chinese model. The cul-
tures of the West and the East are fighting their final
battle, with an uncertain outcome for humanity in gen-
eral!? The human spirit is fearful. The future is to be
decided in the minds and through the decisions of the
groupings of politicians-managers-businessmen.

They belong to the type of humankind which
has always struggled with their philanthropy and re-
gard for spiritual-creative development. A kind of people
who prefer conquering and possession to all other kinds
of human action and existence. Individuals whose struc-
ture of the person contains a specific super ego which
does not inhibit these impulses but rewards them
through distorted reactive formation. Consequently,
there is no totem or taboo before which these human-
oid creatures would stop. At the same time, this recon-
firms the essential importance of the correct and genu-
ine overcoming of the Oedipus castration complex for
the preservation of healthy society. These individuals
and groups resolve this complex through the revoca-
tion of authorities, symbolic ‘parricide’, and through fur-
ther domination of the unlimited ‘pleasure principle’,
which in these structures operates through disturbed,
perverse-incestuous-sadistic and paranoid-cannibalistic
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urges. Accompanied by a fantastic enthusiasm for col-
lectively organizing their realization.

All this leads to the conclusion that, at present,
Thanatos dominates over Eros through these ‘riders of
the Apocalypse’. On this point, some might observe that
Man was perhaps created to destroy life on Earth. They
would support such a thesis with the empirical fact that
man is the only existing species which incorporates and
murderously realizes such destructive instincts. At the
same time, confrontation with the disturbed ecological
balance and its future global crisis caused by man, pre-
dictably accompanied by a crisis in the overall survival
of the Earth, would complete this opinion as a valid
hypothesis. Thus we would like to refer back to the
importance of instincts, the modes of their discharge
and their correlation to morality integrated within the
super-ego of the personality and their role in determin-
ing our global human, cultural and planetary future.

Finally, where is the place of the creative pro-
cess in these global contents? Is it exclusively present
in what we call art, as the average inhabitant of the
planet usually assumes?

Even the slightest attempts at analysis would find
creativity in many human actions and planned activi-
ties. Is it not true that even war-plans, programs for
conquering and plundering, killings and intrigues, all
require powerful activation of the creative process both
in their preparation and in their implementation? They
certainly do, and creative potentials are certainly em-
ployed, but the problem lies in the fact that they entail
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weakness or absence of morals and responsibility, with
a simultaneous domination of Thanatos. In these sys-
tems, Eros can be realized only through the substitute
values of partial sexuality, through perverse activities,
sadism, masochism and symbolic substitutes of these
urges. Sublimation is employed in favour of destructive
instincts. Unfortunately, our civilization today, on the
cusp of the third millennium, is such. And it is so de-
spite the attempts of numerous, predominantly philo-
sophically oriented writers to find a way out of this re-
ality through the creation of abstract and idealized illu-
sionist constructions ‘... for the benefit of humanity...’.

Art is only pleasantly lost in this reality, disturbed
long ago and abstracted from concrete values and glo-
bal positive influences on the human spirit. At the same
time, it is employed either partially or completely in re-
alization of projects set by the ‘programmers’ of the
very same human spirit. Thus the unique representa-
tive and champion of Eros has become its Judas. It
betrayed it long ago, for ‘... a handful of money...’. At
this very moment, aspirations of art are focused on ‘...
a good project ... for money ...’.

There remains only a small number of creators
on the true path – predominantly lonely. Will they un-
derstand the cultural logic of Eros which guides us to
rapprochement and collective creative organization with
global visions? How much knowledge and power will
they need to achieve it? Ultimately, this will determine
our perspectives on the creative process in the human
opus of existence.
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EPILOGUE

As a student at the Medical Faculty in Skopje at
the end of the seventies and the beginning of the eight-
ies, I was constantly in a dilemma as to how much my
studies had in common with art and creativity in gen-
eral. At that time, this internal quandary represented a
specifically important issue for me because of my in-
tense dedication and interaction with the creative pro-
cess which dated back to long before I started my medi-
cal studies. I felt that, spiritually, I belonged to creativ-
ity; but I also felt that by becoming a doctor of medi-
cine, I would comply with my family code.

I did not recognize medicine as creativity but as
a very serious and partly restrictive approach to human
reality. At that time I struggled to compensate this spiri-
tual deficiency with continual research of visual per-
ception in the field of artistic photography with a simul-
taneous dedication to the spiritual achievements of East-
ern philosophy, of Taoism and Zen Buddhism in par-
ticular. Their specific approach to the relationship be-
tween the internal and external constellation of forces
and the game between them attracted me irresistibly
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and focused my energy on research of the potentials of
human spirit to recognize them and control them. From
the distance of today, the unconscious ground for such
affinities was, probably, in great part responsible for
my inner aspirations realized in my actual mastering of
judo and karate, which in those years were an object of
my love and admiration.

I consider that period as crucial in the accumu-
lation of experiences and essential resolutions which
were later on partly embodied in this book of essays, as
well as vital for the spiritual life-purpose of the author
himself. This period was preceded by – as its pre-his-
tory in a spiritual sense – a few years of secondary
education in which I was immersed in the magical world
of creativity and rich analytical spirit of chess. Quite
spontaneously in that period, I read Sigmund Freud’s
‘Introduction to Psychoanalysis’ for the first time.

After the completion of my medical studies with
honours, I found myself at the crossroads of my defi-
nite professional orientation. On the one hand, I was
fully possessed by the creative world and its mode of
thinking, projecting myself in that area in the future. At
the time, I already had behind me a few independent
creative performances, recognized and awarded. On the
other hand, a certain chain of events in life led to my
employment at the University Clinic for Nervous and
Mental Diseases.

I thought then that psychiatry could link my two
inner tendencies and fields of activities. I hoped that,
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through psychiatry, I would open the door to psycho-
analysis, the only area which attracted my attention
during my medical studies. At that time in Macedonia,
only professor Ph.D. Miodrag Micev worked as a psy-
choanalyst. I was immeasurably happy and grateful
when he selected and accepted me as his student of
psychoanalysis and psychoanalytic psychotherapy.

Owing to professor Miodrag Micev’s gifted per-
sonality, his exceptional knowledge and abundant life
experience, the world of psychoanalysis – as a creative
act of the human spirit and a cognitive basis for per-
ception of the most profound psychic processes – was
opened before me. With constant encouragement, he
enabled me to immerse myself in the greatest depths
of psychoanalytic thought, and at the same time, his
always present critical mind enabled me to return to
reality safely every time my research and my journeys
went too far.

Being a great creator and an excellent aesthete
himself, in the first years of my psychiatric and psycho-
analytic studies, his sensibility was open to accept the
spiritual systems and ideas I promoted or had incorpo-
rated in myself and to integrate them within the psy-
choanalytic approach. He was the original reviewer of
the first two essays in this book in the late nineteen-
eighties: ‘Psychoanalytic Interpretations of Creativity’
and ‘The Ego in the Creative Process’.

Psychoanalytic thought is relatively new and the
population in this region is not widely familiarized with
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it. The progress of the domestic acceptance of its rec-
ognized and objective values starts professor Miodrag
Micev’s pioneering work. For almost thirty years, he
proved its clinical value in psychiatric and psychothera-
peutic practice, as well as through his abundant written
and lecture material at the Medical Faculty and the Fac-
ulty for Dramatic Arts in Skopje. With his enormous
energy, authentic creativity and exceptional talent, he
managed to resist the frequent attacks and negation
by various exponents of this environment and repre-
sentatives of the regressive forces in the local collective
consciousness.

He was the true founder of psychoanalytic
thought in Macedonia and the key promoter of its de-
velopment. I believe that, on the seventh anniversary
of his death, this is the right and only place where I can
pay my respects to Mr. Micev’s personality and the his-
toric role he has played in this field. It was a great
privilege and a true honour to be his student and asso-
ciate, and especially to be an interlocutor with his infi-
nitely rich and creative spirit.

The essays about the creative process and psy-
choanalysis emerged spontaneously. They were most
probably a result of my unconscious attempt to relate
and retain the two spiritual components important to
my personality. They have continued developing spon-
taneously and non-conceptually over the last twelve
years. Some of them emerged in one breath, while oth-
ers ‘ripened’ for several years. The pauses in between
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them were as long as instructed by the creative spirit.
Consequently, certain differences in the style and the
maturity of the author can be observed and these re-
main imprinted in them. I believed that there should be
no intervention in these differences in order to preserve
authentic contact with the state of the author’s mind at
the time of their creation, as well as with the spontane-
ous development of his theoretical thought and his need
to transfer internal messages.

In all these past years, welcome and unwelcome
influences from the external world have been reflected
in my work, whether consciously or unconsciously. As
specific life experiences, they have determined the fo-
cus of the principal messages in the concluding essays,
as well as the possible answers to the questions arising
from them.

I would like to express my gratitude to everyone
and everything that has helped my access to the con-
tents, experiences and insights communicated in this
book.

Skopje, December 1999.
Zvonko Dzokic
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