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Although the  perennially  fascinating  question  of  how  a  work  of  art
comes into  being  is  less  a  purely  literary  topic  than  a  psychological
one, we  have  already  seen  attempts by  various  poets  and  philosophers
—Plato (in The Ion) , Young,  Coleridge,  Keats, Shelley, and Poe,  among
others—to define  the  literary  imagination.  It  remained  for  Sigmund
Freud, the  father  of  psychoanalysis,  to  attempt  an  explanation  of  the
mysterious process  of  artistic  creation  on  scientific  grounds.  It  is  not
necessary to  study  either  Freudian  theory  in  its  entirety  or  Freud's
terminology in  order  to  understand  this  theoretical  account  of  the
origin and  nature  of  literary  works  and  the  reasons  why they  affect  us
so strongly.

From childhood  play  to  fantasies  to  dreams  to  works  of  art,  Freud
establishes a  common element:  the  human  desire  to  alter  the  existing
and often  unsatisfactory  or  unpleasant world  of  reality.  Mental  activity
is directed  toward  inventing  a  situation  in  which  unsatisfied  wishes
will be  fulfilled.  When  this  activity  becomes  too  powerful  (when  the
person, as  we  say,  "loses  touch  with  reality"),  the  individual  is  close
to mental  illness.  Plato  identifies  the  poet  as  a  madman,  but  Freud
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significantly stops  short  of  the  boundary  line  of  pathology.  Artists  are
not mad,  but  they  are  unsatisfied.  However,  if  the  impulse  to  create
fantasies is  universally  present,  as  Freud indicates,  what  distinguishes
the creative  writer  from  the  rest  of  us?  Is Freud's  position,  as has been
charged, that  the  artist  is  merely  a  successful  neurotic?

The writer's  choice  of  subject  matter  then  seems  to  be  dictated  by
unfulfilled childhood  wishes  as  well  as  by  a  "recent  provoking  occa-
sion"; past  and  present  are  projected  toward  the  future  through  the
medium of  art.  The  artist  dreams  aloud  and  in  public.  But what  is  it
that makes  for  the  special  pleasure  we  derive  from  the  artist's  depic-
tion of  painful  or  unpleasant  events?  Despite Freud's  emphasis  on  the
content or  inner  meaning  of  a  work  of  art,  he  does  deal  with  what  he
calls "poetical  effects":  the  source  of  our  pleasure  is  the  formal  control
that the  writer  exercises  over  his  day-deams.  Freud  calls  this  aesthetic
response a  "bribe",  which enables  us  to  overcome  our  repulsion  and
which frees  us  from our  own  anxieties.  Sidney likewise  uses  a metaphor
(the cherry-flavored  medicine)  to  describe  the  relationship  between
form and  content. But compare  this  theory  with  other  statements  about
the relationship  between  pleasure  and  pain  as  put forth  by  Aristotle,
Dr. Johnson,  and Keats  (see  Letter 45).

In constructing  his  theory,  Freud  chooses  to  discuss  not  the  "most
highly esteemed  writers"  but  those  with  the  greatest  mass  appeal.  The
basis for this  choice  should  be  studied  in  the  light  of  what  Freud  says
about the  effect  of  literature  upon  the  audience.  What  effect,  if  any,
would the  contrary  choice  have  on  his  theory?

WE LAYME N hav e alway s bee n intensel y curiou s t o know—lik e th e
Cardinal wh o pu t a  simila r questio n t o Ariost o l—from wha t source s
that strang e being , th e creativ e writer , draw s hi s material , an d ho w
he manage s t o mak e suc h a n impressio n o n u s wit h i t an d t o arous e
in u s emotions o f which , perhaps , w e had no t eve n though t ourselve s
capable. Ou r interes t i s only heightene d th e mor e b y th e fac t that , i f
we as k him, th e write r himsel f give s u s n o explanation , o r non e tha t
is satisfactory; and i t i s not a t al l weakened b y our knowledg e tha t no t
even th e cleares t insigh t int o th e determinant s o f hi s choic e o f ma -
terial an d int o th e natur e o f th e ar t o f creating imaginativ e for m wil l
ever hel p t o make creativ e writers of us .

l Cardinal Ippolit o d'Est e wa s Ariosto' s firs t patron , t o who m h e dedicate d th e
Orlando Furioso.  Th e poet' s onl y rewar d wa s th e question : "Wher e di d yo u fin d
so man y stories , Lodovico? " [Th e footnote s fo r thi s essa y wer e supplie d b y th e
translator, I . F . Gran t Duff. ]
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If w e could a t leas t discover i n ourselve s or i n peopl e lik e ourselves
an activit y whic h was in som e wa y akin t o creativ e writing ! A n exam -
ination o f i t woul d the n giv e us a  hope o f obtaining th e beginning s of
an explanatio n o f th e creativ e work o f writers . And, indeed , ther e i s
some prospec t o f thi s bein g possible . Afte r all , creativ e writer s them -
selves lik e t o lesse n th e distanc e betwee n thei r kin d an d th e commo n
run o f humanity ; the y so ofte n assur e u s tha t ever y ma n i s a  poe t a t
heart an d tha t th e las t poe t wil l not peris h til l th e las t ma n does .

Should w e no t loo k fo r th e firs t trace s o f imaginativ e activit y a s
early a s i n childhood ? Th e child' s best-love d an d mos t intens e occu -
pation i s with his play or games . Migh t w e not sa y that ever y chil d a t
play behave s lik e a  creativ e writer , i n tha t h e create s a  worl d o f hi s
own, or rather , rearrange s th e thing s o f hi s world i n a  ne w wa y which
pleases him ? I t woul d b e wron g t o thin k h e doe s no t tak e tha t worl d
seriously; o n th e contrary , h e take s hi s pla y ver y seriousl y an d h e ex -
pends larg e amount s o f emotio n o n it . Th e opposit e o f pla y i s no t
what i s serious bu t wha t i s real. I n spit e o f al l th e emotio n wit h which
he cathect s his world o f play , the chil d distinguishe s it quit e wel l fro m
reality; an d h e like s t o link hi s imagined object s and situation s t o th e
tangible an d visibl e thing s i n th e rea l world . Thi s linkin g i s al l tha t
differentiates th e child' s "play " fro m "phantasying. "

The creativ e writer doe s th e sam e a s the chil d a t play . H e create s a
world o f phantas y whic h h e take s ver y seriously—tha t is , which h e in -
vests with larg e amount s o f emotion—whil e separatin g i t sharpl y fro m
reality. Languag e ha s preserve d thi s relationshi p betwee n children' s
play an d poeti c creation . I t give s [i n German ] th e nam e o f "Spiel"
["play"] t o thos e form s o f imaginativ e writin g whic h requir e t o b e
linked t o tangibl e object s an d whic h ar e capabl e o f representation . I t
speaks o f a  "Lustspiel"  o r "Trauerspiel"  ["comedy " o r "tragedy" : lit -
erally, "pleasur e play " o r "mournin g play" ] an d describe s thos e wh o
carry ou t th e representatio n a s "Schauspieler"  ["players" : literall y
"show-players"]. Th e unrealit y o f th e writer' s imaginativ e world, how-
ever, ha s ver y importan t consequence s fo r th e techniqu e o f hi s art ;
for man y thing s which , i f the y wer e real , coul d giv e n o enjoyment ,
can d o s o i n th e pla y o f phantasy , an d man y excitement s which , i n
themselves, ar e actuall y distressing , ca n becom e a  sourc e o f pleasur e
for th e hearer s an d spectator s a t th e performanc e of a  writer' s work .

There is another consideratio n fo r th e sak e of which we wil l dwel l a
moment longer  o n thi s contras t betwee n realit y an d play . When th e
child ha s grown u p an d ha s cease d t o play , an d afte r h e ha s bee n la -
bouring fo r decade s t o envisag e th e realitie s of lif e wit h prope r seri -
ousness, he ma y one da y find himsel f i n a  menta l situation which once
more undoe s th e contras t between play and reality . As an adul t he ca n
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look bac k on th e intense seriousness with which he onc e carried o n hi s
games i n childhood ; and , b y equatin g hi s ostensibl y seriou s occupa -
tions o f to-da y wit h hi s childhoo d games , h e ca n thro w of f th e to o
heavy burde n impose d o n hi m b y lif e an d wi n th e hig h yiel d of pleas-
ure afforde d b y humour.

As people grow up , then , the y cease t o play , an d the y seem t o give
up th e yield o f pleasure whic h the y gained fro m playing . Bu t whoeve r
understands th e huma n min d know s tha t hardl y anythin g i s harde r
for a  ma n tha n t o give u p a  pleasur e whic h h e ha s onc e experienced .
Actually, w e can neve r giv e anythin g up; w e only exchang e on e thin g
for another . Wha t appear s t o b e a  renunciatio n i s reall y th e forma -
tion o f a  substitut e or surrogate . I n th e sam e way , the growing  child ,
when h e stop s playing , give s u p nothin g bu t th e lin k wit h rea l ob -
jects; instea d o f playing,  h e no w phantasies.  H e build s castle s in th e
air an d create s wha t are calle d day-dreams.  I  believ e tha t mos t peopl e
construct phantasie s .a t time s i n thei r lives . Thi s i s a  fac t whic h ha s
long bee n overlooke d an d whose  importanc e ha s therefor e no t bee n
sufficiently appreciated .

People's phantasie s ar e les s eas y t o observ e tha n th e pla y o f chil -
dren. The child , i t i s true, plays by himself or form s a closed psychica l
system wit h othe r childre n fo r th e purpose s o f a  game ; bu t eve n
though h e ma y no t pla y hi s game  i n fron t o f th e grown-ups , h e doe s
not, o n th e other hand , concea l i t fro m them . Th e adult , o n th e con -
trary, i s ashamed o f his phantasie s an d hide s the m fro m othe r people .
He cherishe s hi s phantasie s a s hi s mos t intimat e possessions , an d a s a
rule h e woul d rathe r confes s his misdeed s tha n tel l anyon e hi s phan -
tasies. It ma y come about tha t fo r tha t reason h e believes he is the only
person wh o invent s such phantasie s an d ha s n o ide a tha t creation s of
this kin d ar e widesprea d amon g othe r people . This  differenc e i n th e
behaviour o f a  perso n wh o play s an d a  perso n wh o phantasie s i s ac-
counted fo r b y the motive s of thes e tw o activities , which ar e neverthe -
less adjunct s t o eac h other .

A child' s pla y i s determine d b y wishes:  i n poin t o f fac t b y a  singl e
wish—one tha t help s i n hi s upbringing—th e wis h t o b e bi g an d grow n
up. H e i s alway s playing a t bein g "grow n up, " an d i n hi s game s h e
imitates what he know s about th e live s of his elders . H e ha s n o reaso n
to concea l thi s wish . With th e adult , th e cas e i s different . O n th e on e
hand, he knows that he is expected no t t o go on playing or phantasying
any longer , bu t t o ac t i n th e rea l world ; o n th e othe r hand , som e of
the wishe s which giv e rise t o hi s phantasie s ar e o f a  kin d whic h i t i s
essential t o conceal . Thu s h e i s ashame d o f hi s phantasie s a s bein g
childish an d a s bein g unpermissible .

But, yo u wil l ask , i f people make such a  myster y o f thei r phantasy-
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ing, how i s it tha t we know such a lo t abou t it ? Well, ther e i s a class of
human being s upo n whom , no t a  god , indeed , bu t a  ster n goddess -
Necessity—-has allotte d th e tas k o f tellin g wha t the y suffe r an d wha t
things giv e the m happiness. 2 Thes e ar e th e victim s of nervou s illness,
who ar e oblige d t o tel l thei r phantasies , amon g othe r things , t o th e
doctor b y whom the y expect t o b e cure d b y menta l treatment . This is
our bes t sourc e o f knowledge , an d w e hav e sinc e foun d goo d reaso n
to suppos e tha t ou r patient s tel l u s nothin g tha t w e migh t no t als o
hear fro m health y people .

Let u s no w mak e ourselve s acquainte d wit h a  fe w of th e character -
istics o f phantasying . W e ma y la y i t dow n tha t a  happ y perso n neve r
phantasies, onl y a n unsatisfie d one . Th e motiv e force s o f phantasie s
are unsatisfie d wishes , and ever y single phantasy i s th e fulfillmen t o f a
wish, a  correlatio n o f unsatisfyin g reality. Thes e motivatin g wishe s
vary accordin g t o th e sex , characte r an d circumstance s of th e perso n
who i s havin g th e phantasy ; bu t the y fal l naturall y int o tw o mai n
groups. The y ar e eithe r ambitiou s wishes , which serv e t o elevat e th e
subject's personality ; o r the y ar e eroti c ones . I n youn g wome n th e
erotic wishe s predominate almos t exclusively , for thei r ambitio n i s a s
a rul e absorbe d b y erotic trends . I n youn g men egoisti c and ambitiou s
wishes com e t o th e for e clearl y enoug h alongsid e o f eroti c ones . Bu t
we wil l no t la y stres s o n th e oppositio n betwee n th e tw o trends ; w e
would rathe r emphasiz e th e fac t tha t the y are ofte n united . Jus t as , in
many altarpieces , th e portrai t o f the dono r i s to b e seen i n a  corner of
the picture , so , i n th e majorit y o f ambitiou s phantasies , w e ca n dis -
cover i n som e corne r o r othe r th e lad y fo r who m th e creato r o f th e
phantasy perform s al l hi s heroi c deed s an d a t whose  fee t al l hi s tri -
umphs ar e laid . Here , a s you see , ther e ar e stron g enoug h motive s for
concealment; th e well-brought-u p youn g woma n i s onl y allowe d a
minimum of erotic desire , and th e youn g man ha s to lear n t o suppress
the exces s of self-regard whic h he brings wit h him fro m th e spoil t days
of hi s childhood, s o that h e ma y find hi s place i n a  society which is ful l
of othe r individual s makin g equall y strong demands .

We mus t no t suppos e tha t th e product s o f thi s imaginativ e activity
—the variou s phantasies , castle s i n th e ai r an d day-dreams—ar e stereo -
typed o r unalterable . O n th e contrary , the y fi t themselve s i n t o th e
subject's shiftin g impression s o f life , chang e wit h ever y chang e i n hi s

2 This i s a n allusio n t o som e well-know n lines spoke n b y th e poet-her o i n th e
final scen e o f Goethe' s Torquato  Tasso:

Und wen n de r Mensc h i n seine r Qua! verstummt ,
Gab mi r ei n Gott , z u sagen , wi e ic h leide .

"And whe n mankind is dumb in it s torment , a go d grante d m e t o tel l ho w I  suffer. "
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situation, an d receiv e fro m ever y fres h activ e impressio n wha t migh t
be calle d a  "date-mark. " Th e relatio n o f a  phantas y t o tim e i s i n
general ver y important . W e ma y sa y that i t hovers , a s i t were , between
three times—th e thre e moment s o f tim e whic h ou r ideatio n involves .
Mental wor k i s linke d t o som e curren t impression , som e provokin g
occasion i n th e presen t whic h has bee n abl e t o arous e on e o f th e sub -
ject's major wishes . Fro m ther e i t hark s back t o a  memory of a n earlie r
experience (usuall y a n infantil e one) i n whic h thi s wis h wa s fulfilled ;
and i t no w create s a  situatio n relatin g t o th e futur e whic h represent s
a fulfillmen t o f th e wish . What i t thu s create s i s a day-drea m or phan -
tasy, which carries abou t i t trace s of it s origin fro m th e occasion  which
provoked i t an d fro m th e memory . Thu s past , presen t an d futur e ar e
strung together , a s it were , on th e threa d o f the wis h tha t runs throug h
them.

A ver y ordinary exampl e ma y serv e t o mak e wha t I  hav e sai d clear .
Let u s take th e cas e of a poor orphan bo y to whom you have given th e
address o f som e employe r where  h e ma y perhap s fin d a  job . O n hi s
way ther e h e ma y indulge i n a  day-drea m appropriate t o th e situation
from whic h i t arises . Th e conten t o f hi s phantas y wil l perhap s b e
something lik e this . H e i s given a  job , find s favou r with hi s ne w em-
ployer, make s himsel f indispensabl e i n th e business , i s take n int o hi s
employer's family , marrie s th e charmin g youn g daughte r o f th e house ,
and the n himsel f become s a  directo r o f th e business , firs t a s hi s em -
ployer's partner and the n a s his successor. In thi s phantasy , the dreame r
has regained wha t he possesse d i n hi s happy childhood—th e protectin g
house, th e lovin g parent s an d th e firs t object s o f hi s affectionat e feel -
ings. You will se e from thi s example th e wa y in whic h th e wis h makes
use o f a n occasio n i n th e presen t t o construct , o n th e patter n o f th e
past, a  pictur e o f th e future .

There is a great deal more that coul d b e said abou t phantasies ; bu t
I wil l onl y allud e a s briefly a s possible t o certai n points . I f phantasies
become over-luxurian t an d over-powerful , th e condition s ar e lai d fo r
an onse t o f neurosi s o r psychosis . Phantasies , moreover , ar e th e im -
mediate menta l precursor s o f th e distressin g symptom s complained o f
by ou r patients . Her e a  broa d by-pat h branche s of f int o pathology .

I canno t pas s over th e relation o f phantasies t o dreams . Ou r dream s
at nigh t ar e nothin g els e tha n phantasie s lik e these , a s we can demon -
strate fro m th e interpretatio n o f dreams . Language , i n it s unrivalle d
wisdom, lon g ag o decide d th e questio n o f th e essentia l natur e o f
dreams b y givin g th e nam e o f "day-dreams " t o th e air y creation s o f
phantasy. I f th e meanin g o f ou r dream s usuall y remains obscure t o u s
in spit e o f thi s pointer , i t i s because o f th e circumstanc e that a t nigh t
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there als o aris e i n u s wishe s o f whic h w e ar e ashamed ; thes e w e must
conceal fro m ourselves , an d the y hav e consequentl y bee n repressed,
pushed int o th e unconscious . Represse d wishe s of thi s sort  an d thei r
derivatives ar e onl y allowe d t o com e t o expression i n a  ver y distorte d
form. Whe n scientifi c wor k ha d succeede d in elucidatin g this factor o f
dream-distortion, i t wa s n o longer  difficul t t o recogniz e tha t night -
dreams ar e wish-fulfilment s i n jus t th e sam e wa y a s day-dreams—th e
phantasies whic h w e al l kno w s o well.

So much fo r phantasies . An d no w fo r th e creativ e writer . Ma y w e
really attemp t t o compar e th e imaginativ e write r wit h th e "dreame r
in broa d daylight, " an d hi s creation s wit h day-dreams ? Here w e must
begin b y makin g a n initia l distinction . W e mus t separat e writer s
who, lik e th e ancien t author s o f epic s an d tragedies , tak e ove r thei r
material ready-made , fro m writer s wh o see m t o originat e thei r ow n
material. W e wil l keep t o th e latte r kind , and , fo r th e purpose s o f ou r
comparison, w e wil l choos e no t th e writer s mos t highl y esteeme d b y
the critics , bu t th e les s pretentiou s author s o f novels , romance s an d
short stories , wh o nevertheles s hav e th e wides t an d mos t eage r circl e
of reader s o f both sexes . On e featur e above al l canno t fai l t o strik e u s
about th e creation s of these story-writers : eac h o f the m ha s a  hero wh o
is the centre o f interest, fo r whom th e write r trie s t o win ou r sympathy
by ever y possibl e mean s an d who m h e seem s t o plac e unde r th e pro -
tection o f a  specia l Providence . If , a t th e en d o f on e chapte r o f m y
story, I  leav e th e her o unconsciou s an d bleedin g fro m sever e wounds ,
I a m sur e t o fin d hi m a t th e beginnin g o f th e nex t bein g carefull y
nursed an d o n th e wa y to recovery ; an d i f th e firs t volume close s with
the shi p h e i s i n goin g dow n i n a  stor m a t sea , I  a m certain , a t th e
opening o f th e secon d volume , t o rea d o f hi s miraculou s rescue— a
rescue withou t whic h th e stor y coul d no t proceed7~Th e feelin g o f se-
curity with which I  follo w the hero throug h hi s perilous adventure s is
the sam e a s th e feelin g with whic h a  her o i n rea l lif e throw s himsel f
into th e wate r t o sav e a  drownin g ma n o r expose s himsel f t o th e
enemy's fir e i n orde r t o stor m a  battery . I t i s th e tru e heroi c feeling ,
which on e o f ou r bes t writer s ha s expresse d i n a n inimitabl e phrase :
"Nothing can happen t o me!"  3 It seem s to me, however, tha t throug h
this revealin g characteristi c o r invulnerabilit y w e ca n immediatel y
recognize Hi s Majest y th e Ego , th e her o alik e of ever y day-dream an d
of ever y story .

Other typica l feature s of thes e egocentri c storie s poin t t o th e sam e
3 "Es kann  mir  ni x g'schehen!"  Thi s phras e fro m Anzcngruber , th e Viennes e

dramatist, wa s a  favourit e one o f Freud's .
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kinship. Th e fac t tha t al l th e wome n i n th e nove l invariabl y fal l i n
love wit h th e her o ca n hardl y b e looke d o n a s a  portraya l o f reality,
but i t i s easil y understood a s a  necessar y constituent o f a  day-dream.
The sam e i s true o f th e fac t tha t th e othe r character s i n th e stor y ar e
sharply divide d int o goo d an d bad , i n defianc e of th e variet y o f hu -
man character s tha t ar e t o b e observe d i n rea l life . Th e "good " one s
are th e helpers , whil e th e "bad " one s ar e th e enemie s an d rivals , of
the eg o which ha s become th e her o o f th e story .

We ar e perfectl y awar e tha t ver y man y imaginativ e writing s ar e fa r
removed fro m th e mode l o f th e nai'v e day-dream ; an d ye t I  canno t
suppress th e suspicio n tha t eve n th e mos t extrem e deviation s fro m
that mode l coul d b e linke d wit h i t throug h a n uninterrupte d serie s of
transitional cases . It ha s struck me tha t i n man y of wha t are know n as
"psychological" novel s onl y on e person—onc e agai n th e hero—i s de -
scribed fro m within . The autho r sit s insid e hi s mind , a s i t were , an d
looks a t th e othe r character s fro m outside . Th e psychologica l nove l
in genera l n o doub t owes  it s specia l natur e t o th e inclinatio n o f th e
modern write r t o spli t u p hi s ego, b y self-observation, int o man y part -
egos, and , i n consequence , t o personif y th e conflictin g current s o f hi s
own menta l lif e i n severa l heroes . Certai n novels , whic h migh t b e
described a s "eccentric, " see m t o stand i n quit e specia l contrast t o th e
type o f th e day-dream . In these , th e perso n wh o i s introduce d a s th e
hero play s only a  very small active part; h e see s th e action s an d suffer -
ings o f othe r peopl e pas s befor e hi m lik e a  spectator . Man y o f Zola' s
later work s belon g t o thi s category . Bu t I  mus t poin t ou t tha t th e
psychological analysi s of individual s wh o ar e no t creativ e writers , an d
who diverg e i n som e respect s fro m th e so-calle d norm , ha s show n u s
analogous variation s o f th e day-dream , in whic h th e eg o contents itsel f
with th e rol e o f spectator .

If ou r compariso n o f th e imaginativ e write r wit h th e day-dreamer ,
and o f poetica l creatio n wit h th e day-dream , i s t o b e o f an y value , i t
must, abov e all , sho w itsel f i n som e wa y o r othe r fruitful . Le t us , fo r
instance, tr y t o appl y t o thes e authors ' work s th e thesi s we laid dow n
earlier concernin g th e relatio n betwee n phantas y an d th e thre e peri -
ods of time an d th e wis h which runs throug h them ; and , wit h it s help ,
let u s tr y t o stud y th e connection s tha t exis t betwee n th e lif e o f th e
writer an d hi s works . N o on e ha s known, a s a rule , wha t expectation s
to fram e i n approachin g thi s problem ; an d ofte n th e connectio n ha s
been though t o f in muc h to o simple terms . I n th e ligh t o f th e insigh t
we hav e gaine d fro m phantasies , w e ough t t o expec t th e followin g
state o f affairs . A  strong experienc e i n th e presen t awaken s in th e cre -
ative write r a  memor y o f a n earlie r experienc e (usuall y belongin g t o
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his childhood ) fro m whic h ther e no w proceed s a  wis h which find s it s
fulfilment i n th e creativ e work . Th e wor k itsel f exhibit s element s of
the recen t provokin g occasio n a s wel l a s o f th e ol d memory .

Do no t b e alarme d a t th e complexit y of thi s formula . I  suspec t tha t
in fac t i t wil l prove t o be to o exiguou s a pattern . Nevertheless , it ma y
contain a  firs t approac h t o th e tru e stat e o f affairs ; and , fro m som e
experiments I  hav e made , I  a m incline d t o thin k tha t thi s wa y o f
looking a t creativ e writings may turn ou t no t unfruitful . Yo u will no t
forget tha t th e stres s it lay s on childhoo d memorie s in th e writer' s lif e
—a stres s whic h ma y perhap s see m puzzling—i s ultimatel y derive d
from th e assumptio n tha t a  piec e of creative writing, like a day-dream,
is a  continuatio n of , an d a  substitut e for , wha t wa s once  th e pla y o f
childhood.

We mus t no t neglect , however , t o g o bac k t o th e kin d o f imagina -
tive work s whic h w e hav e t o recognize , no t a s original creations , bu t
as th e refashionin g o f ready-mad e an d familia r material . Eve n here ,
the write r keep s a  certain amoun t o f independence , whic h ca n express
itself i n th e choic e o f materia l an d i n change s i n i t whic h ar e ofte n
quite extensive . I n s o far a s th e materia l i s already a t hand , however ,
it i s derive d fro m th e popula r treasure-hous e o f myths , legend s an d
fairy tales . The stud y of construction s o f folk-psycholog y such a s these
is fa r fro m bein g complete , bu t i t i s extremel y probabl e tha t myths ,
for instance , ar e distorte d vestige s of th e wishfu l phantasie s o f whol e
nations, th e secular  dreams  o f youthfu l humanity .

You will say that, although I  have pu t th e creative writer first in th e
title of my paper, I  have tol d yo u fa r les s about hi m tha n abou t phan -
tasies. I  a m awar e o f that , an d I  mus t tr y t o excus e i t b y pointin g t o
the presen t stat e o f ou r knowledge . Al l I  hav e bee n abl e t o d o i s t o
throw ou t som e encouragement s an d suggestion s which , startin g fro m
a stud y o f phantasies , lea d o n t o th e proble m o f th e writer' s choic e of
his literar y material . A s fo r th e othe r problem^b y wha t mean s th e
creative write r achieve s th e emotiona l effect s i n u s tha t ar e arouse d b y
his creations—w e hav e a s ye t no t touche d o n i t a t all . Bu t I  shoul d
like a t leas t to point out t o you the path tha t lead s fro m ou r discussio n
of phantasie s t o th e problem s o f poetica l effects .

You wil l remembe r ho w I  hav e sai d tha t th e day-dreame r carefull y
conceals hi s phantasie s fro m othe r peopl e becaus e he feel s h e ha s rea -
sons for being ashame d o f them. I  shoul d no w ad d tha t eve n i f he were
to communicat e the m t o u s h e coul d giv e u s n o pleasur e b y hi s dis -
closures. Such  phantasies , whe n w e lear n them , repe l u s o r a t leas t
leave u s cold . Bu t whe n a  creativ e write r present s hi s play s t o u s o r
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tells u s wha t w e ar e incline d t o tak e t o b e hi s persona l day-dreams ,
we experienc e a  grea t pleasure , an d on e whic h probabl y arise s fro m
the confluenc e o f many sources.  How th e writer accomplishes thi s is his
innermost secret ; th e essentia l ars  poetica  lie s i n th e techniqu e o f
overcoming th e feelin g o f repulsio n i n u s whic h i s undoubtedl y con -
nected wit h th e barrier s that  ris e betwee n eac h singl e eg o an d th e
others. W e ca n gues s tw o o f th e method s use d b y thi s technique . Th e
writer soften s th e characte r o f hi s egoisti c day-dream s by alterin g an d
disguising it , an d h e bribe s u s b y th e purel y formal—tha t is , aesthetic
—yield o f pleasur e whic h h e offer s u s i n th e presentatio n o f hi s phan -
tasies. W e giv e th e nam e o f a n incentive  bonus,  o r a  fore-pleasure,  t o
a yiel d o f pleasur e suc h a s this , whic h i s offered  t o u s s o a s t o mak e
possible th e releas e o f stil l greate r pleasur e arisin g fro m deepe r psy -
chical sources . I n m y opinion , al l th e aestheti c pleasur e whic h a  cre -
ative write r affords us has th e characte r o f a  fore-pleasur e o f thi s kind ,
and ou r actua l enjoymen t o f a n imaginativ e wor k proceed s fro m a
liberation o f tension s i n ou r minds . I t ma y eve n b e tha t no t a  littl e o f
this effec t i s du e t o th e writer' s enablin g u s thenceforwar d t o enjo y
our own day-dream s withou t self-reproac h o r shame.  Thi s bring s u s t o
the threshol d of  new , interestin g and  complicate d enquiries ; but  also ,
at least  fo r th e moment , t o th e en d o f ou r discussion .




