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	Author-oriented Literary Criticism: Psychological Approach  


A. Introduction
Psychological criticism deals with a work of literature primarily as an expression, in fictional form, of the state of mind and the structure of personality of the individual author. It treats works of literature as correlated with the author’s distinctive mental and emotional traits. It refers to the author’s personality in order to explain and interpret a literary work, and refers to literary works in order to establish, biography, the personality of the author. It is a mode of reading a literary work specifically in order to experience the distinctive subjectivity, or consciousness of its author. The foundation for most forms of psychoanalytic criticism belongs to Freud and his theories and techniques developed during his psychiatric practice. Whether any practicing psychoanalytic critic uses the ideas of Carl Jung, Jacques Lacan, or any other psychoanalyst, all acknowledge Freud as the intellectual center of this form of criticism.
B. Sigmund Freud
1. Models of the Mind
Perhaps the most impactful idea put forth by Freud was his model of the human mind. His model divides the mind into three layers, or regions:

1. Conscious: This is where our current thoughts, feelings, and focus live;

2. Preconscious (sometimes called the subconscious): This is the home of everything we can recall or retrieve from our memory;

3. Unconscious: At the deepest level of our minds resides a repository of the processes that drive our behavior, including primitive and instinctual desires.
Later, Freud posited a more structured model of the mind, one that can coexist with his original ideas about consciousness and unconsciousness.
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In this model, there are three parts to the mind:

1. Id: The id operates at an unconscious level and focuses solely on instinctual drives and desires. Two biological instincts make up the id, according to Freud: eros, or the instinct to survive that drives us to engage in life-sustaining activities, and thanatos, or the death instinct that drives destructive, aggressive, and violent behaviour.

2. Ego: The ego acts as both a conduit for and a check on the id, working to meet the id’s needs in a socially appropriate way. It is the most tied to reality and begins to develop in infancy;

3. Superego: The superego is the portion of the mind in which morality and higher principles reside, encouraging us to act in socially and morally acceptable ways.

The image above offers a context of this “iceberg” model wherein much of our mind exists in the realm of the unconscious impulses and drives. If you’ve ever read the book “Lord of the Flies” by William Golding, then you have enjoyed the allegory of Freud’s mind as personified by Jack as the Id, Piggy as the ego, and Ralph as the superego. 

2. Oedipus Complex
Freud believed that the Oedipus complex was “one of the most powerfully determinative elements in the growth of the child." Essentially, the Oedipus complex involves children's need for their parents and the conflict that arises as children mature and realize they are not the absolute focus of their mother's attention: "The Oedipus complex begins in a late phase of infantile sexuality, between the child's third and sixth year, and it takes a different form in males than it does in females.” Freud argued that both boys and girls wish to possess their mothers, but as they grow older “they begin to sense that their claim to exclusive attention is thwarted by the mother's attention to the father”. Children, Freud maintained, connect this conflict of attention to the intimate relations between mother and father, relations from which the children are excluded. Freud believed that “the result is a murderous rage against the father ... and a desire to possess the mother.” Freud pointed out, however, that “the Oedipus complex differs in boys and girls ... the functioning of the related castration complex.” In short, Freud thought that “during the Oedipal rivalry [between boys and their fathers], boys fantasized that punishment for their rage will take the form of” castration. When boys effectively work through this anxiety, Freud argued, “the boy learns to identify with the father in the hope of someday possessing a woman like his mother. In girls, the castration complex does not take the form of anxiety ... the result is a frustrated rage in which the girl shifts her sexual desire from the mother to the father.” Freud believed that eventually, the girl's spurned advances toward the father give way to a desire to possess a man like her father later in life. Freud believed that the impact of the unconscious, id, ego, superego, the defenses, and the Oedipus complexes was inescapable and that these elements of the mind influence all our behavior, even our dreams, as adults; of course this behavior involves what we write.
3. Defense Mechanisms
Freud believed these three parts of the mind are in constant conflict because each part has a different primary goal. Sometimes, when the conflict is too much for a person to handle, his or her ego may engage in one or many defense mechanisms to protect the individual. These defense mechanisms include:
· Repression: The ego pushes disturbing or threatening thoughts out of one’s consciousness;

· Denial: The ego blocks upsetting or overwhelming experiences from awareness, causing the individual to refuse to acknowledge or believe what is happening;

· Projection: The ego attempts to solve discomfort by attributing the individual’s unacceptable thoughts, feelings, and motives to another person;

· Displacement: The individual satisfies an impulse by acting on a substitute object or person in a socially unacceptable way (e.g., releasing frustration directed toward your boss on your spouse instead);

· Regression: As a defense mechanism, the individual moves backward in development in order to cope with stress (e.g., an overwhelmed adult acting like a child);

· Sublimation: Similar to displacement, this defense mechanism involves satisfying an impulse by acting on a substitute but in a socially acceptable way (e.g., channeling energy into work or a constructive hobby).
4. Psychoanalysis and Art


Central to psychoanalytic criticism is Freud’s assumption that all artists, including authors, are neurotic. Unlike most other neurotics, the artist escapes many of the outward manifestations and end results of neurosis, such as madness or self-destruction, by finding a pathway back to saneness and wholeness in the act of creating his or her art.


Freud says that an author’s chief motivation for writing any story is to gratify some secret desire, some forbidden wish that probably developed during the author’s infancy and was immediately suppressed and dumped in the unconscious. The outward manifestation of this suppressed wish becomes the literary work itself. Freud declares that the literary work is indeed the author’s dream or fantasy. By using Freud’s psychoanalytic techniques developed for dream therapy, psychoanalytic critics believe we can “unlock” the hidden meanings contained within the story and housed in symbols. Only then can we arrive at an accurate interpretation of the text.


Because Freud believes that the literary text is really an artist’s dream or fantasy, the text can and must be analyzed like a dream. For Freud, this means that we must assume that the dream is a disguised wish. All of our present wishes, Freud believes, originated in some way during infancy. As an infant, we longed to be both sensually and emotionally satisfied. The memory of these satisfied infantile desires provides fertile ground for our present wishes to occur. All present wishes are therefore recreations of a past infantile memory—especially elements of the Oedipal phase—brought to the surface of our unconscious and conscious states through sensations, emotions, and other present-day situations.


But the actual wish is often too strong and too forbidden to be acknowledged by the mind’s censor, the ego. Accordingly, the ego distorts and hides the wish or latent content of the dream, thereby allowing the dreamer to remember a somewhat changed and oftentimes radically different dream. The dreamer tells the dream analyst about this changed dream or manifest content of the dream. In turn, the dream analyst must strip back the various layers of the patient’s conversation and carefully analyze the multiple layers of the dream. The analyst’s job is similar to that of an archaeologist who painstakingly uncovers a valued historical site layer by layer. Like the archaeologist, the analyst must peal back the various layers of a dream until the true wish is uncovered. 

In dreams, Freud asserted, the unconscious expresses its suppressed wishes and desires. Since such wishes may be too hard for the conscious psyche to handle without producing feelings of self-hatred or rage, the unconscious will present our concealed wishes through symbols, softening our desires. Through the process of displacement, for example, the unconscious may switch a person’s hatred of another, onto a rotting apple in a dream, or through condensation, it may consolidate one’s anger to a variety of people and objects into a simple sentence. Whatever the case, through symbols and usually not directly, the unconscious continually asserts its influence over our motivations and behaviour. 
When certain repressed feelings or ideas cannot be adequately released through dreams, jokes, or other mechanism such as slips of tongue, the ego must act and block any outward response. In so doing, the ego and id become involved in an internal battle that Freud called neurosis. From a fear of heights to a pounding headache, neurosis shows itself in many physical and psychological abnormalities. According to Freud, the unresolved conflicts that give rise to any neurosis constitute the stuff of literature. A work of literature, he believed, was the external expression of the author’s unconscious mind. Accordingly, the literary work must then be treated like a dream, applying psychoanalytic techniques to the text to uncover the author’s hidden motivations, repressed desires, and wishes. 

Lie the dream analyst, the psychoanalyst critic believes that any author’s story is a dream that, on the surface, reveals only the manifest content of the true tale. Hidden and censored throughout the story on various levels lies the latent content of the story, its real meaning or interpretation. More frequently than not, this latent content directly relates to some element and memory of the Oedipal phase of our development. By directly applying the techniques used in Freudian dream analysis, the psychoanalytic critic believes the actual, uncensored wish can be brought to the surface, revealing the story’s true meaning.
4. Freudian Phallic & Yonic Dream Symbolism
One of the most controversial psychoanalytic techniques used today involves applying Freud’s Key assumption—that all human behavior is sexually driven—directly to a text. In the hands of novice critics, who are often misinformed about Freud’s psychoanalytic techniques, everything in a text more frequently than not becomes a sexual image. For these critics, every concave image, such as flower, cup, cave, or vase, is a yonic symbol (female), and any image whose length exceeds its diameter, such as tower, sword, knife, or pen, becomes a phallic symbol (male). Consequently, a text containing a dance, a boat floating into a cave, or a pen being placed within a cup in interpreted as a symbol of sexual intimacy. From this perspective, all images and actions within a text must be traced to the author’s id because everything in a text is ultimately the hidden wishes of the author’s libido.
C. Jacques Lacan’s Concepts
In the mid to late 1900s, the French psychoanalyst Jacques Lacan called for a return to Freud’s work, but with a renewed focus on the unconscious and greater attention paid to language. Lacan drew heavily from his knowledge of linguistics and believed that language was a much more important piece of the developmental puzzle than Freud assumed. There are three key concepts of Lacanian psychoanalysis that set it apart from Freud’s:

1. The Imaginary - a preverbal/verbal stage in which a child (around 6-18 months of age) begins to develop a sense of separateness from her mother as well as other people and objects; however, the child's sense of sense is still incomplete.
2. The Real

It denotes the unattainable stage representing all that a person is not and does not have. Both Lacan and his critics argue whether the real order represents the period before the imaginary order when a child is completely fulfilled--without need or lack, or if the real order follows the symbolic order and represents our "perennial lack" (because we cannot return to the state of wholeness that existed before language).
While Freud saw the symbolic as being indicative of a person’s unconscious mind, particularly in dreams, Lacan theorized that “the real” is actually the most foundational level of the human mind. According to Lacan, we exist in “the real” and experience anxiety because we cannot control it. Unlike the symbolic, which Freud proposed could be accessed through psychoanalysis, the real cannot be accessed. Once we learn and understand language, we are severed completely from the real. He describes it as the state of nature, in which there exists nothing but a need for food, sex, safety, etc.

3. Symbolic

It refers to the stage marking a child's entrance into language (the ability to understand and generate symbols); in contrast to the imaginary stage, largely focused on the mother, the symbolic stage shifts attention to the father who, in Lacanian theory, represents cultural norms, laws, language, and power (the symbol of power is the phallus--an arguably "gender-neutral" term). For Lacan, the sense of self or individuality is not only structurally similar to language: Without language and the so-called symbolic order, we would not be able to form an idea of ourselves as autonomous beings in the first place. 
Lacan’s symbolic order is one of three orders that concepts, ideas, thoughts, and feelings can be placed into. Our desires and emotions live in the symbolic order, and this is where they are interpreted, if possible. Concepts like death and absence may be integrated into the symbolic order because we have at least some sense of understanding of them, but they may not be interpreted fully. Once we learn a language, we move from the real to the symbolic order and are unable to move back to the real. The real and the symbolic are two of the three orders that live in tension with one another, the third being the imaginary order.
2. Mirror Stage
Basically Lacan’s work is a development of Freud’s theory which states that there is a radical split between consciousness and the unconscious (the ego and the id). Freud’s argues that most of us are often motivated by impulses and forces that we are not even aware of. Lacan identifies three main phases in the development of the child: the Real, the Imaginary and the Symbolic. He draws on Freud’s theory of the Oedipus complex, where the infant passes through the seduction, primal and castration phases.
The “mirror stage” posits that when a child sees its reflection in the mirror, and then looks back at another person (mother) and then again at the mirror, it predicts that one day it will become whole, complete, unified again, like the image in the mirror, which becomes an ideal. The idea of the self, according to Lacan, is always a vision, a fantasy of wholeness; therefore he refers to this stage as the “imaginary.” Lacan then discusses the child’s entry into language as a subject that coincides with its separation from the mother. The mother therefore becomes the child’s first experience of lack (absence) which leads to the creation of desire. The father steps in at this moment and further causes loss of union with the mother, precipitating the symbolic order. Lacan often refers to this stage as “the Name of the Father,” suggesting God-like authority as well as prohibition. The stage is now set for the concept of the phallus. Lacan emphasizes on the importance of the term “phallus” as penis (which the mother lacks) has a symbolic significance. The symbolic order is vital for what it signifies, which is the sexual difference. However, for Lacan, the phallus comes to signify both men’s and women’s lack. The father may be identified with the symbolic, but he too has been a child, and had felt inadequate and incomplete. No one thus possesses the phallus, leading us to the notion of “castration.” Another necessary concept in Lacan’s position is the “Other”. When the child becomes aware that it is separate from the world, the idea of the “Other” is created. This is accompanied by a sense of anxiety and loss.
A Lacanian critic would attempt to uncover how a text symbolically represents elements of the real, imaginary, and symbolic orders. By identifying the symbolic representations of these orders within the text, the critic would then examine how each of these symbols demonstrates the fragmentary nature of the self. Such a demonstration would show the reader that all individuals are actually splintered selves. The overall purpose of a Lacanian analysis is to teach us that a fully integrated and psychologically whole person does not exist and that we must all accept fragmentation.

3. Lacan’s Conception of Desire

Lacan's conception of desire is central to his theories and follows Freud's concept of Wunsch. The aim of psychoanalysis is to lead the analysand and to uncover the truth about his or her desire, but this is possible only if that desire is articulated. Lacan wrote that "it is only once it is formulated, named in the presence of the other, that desire appears in the full sense of the term." This naming of desire "is not a question of recognizing something which would be entirely given. In naming it, the subject creates, brings forth, a new presence in the world." Psychoanalysis teaches the patient "to bring desire into existence." The truth about desire is somehow present in discourse, although discourse is never able to articulate the entire truth about desire-whenever discourse attempts to articulate desire, there is always a leftover or surplus.

In "The Signification of the Phallus," Lacan distinguishes desire from need and demand. Need is a biological instinct that is articulated in demand, yet demand has a double function: on the one hand, it articulates need, and on the other, acts as a demand for love. Even after the need articulated in demand is satisfied, the demand for love remains unsatisfied. This remainder is desire. For Lacan, "desire is neither the appetite for satisfaction nor the demand for love, but the difference that results from the subtraction of the first from the second." Lacan adds that "desire begins to take shape in the margin in which demand becomes separated from need." Hence desire can never be satisfied.
D. Archetypal Criticism: Carl Jung and Northrop Frye
1. Jung’s Model of the Psyche
Freud’s most famous student, the Swiss psychologist, physician, and psychiatrist Carl Gustav Jung, disagreed with his teacher. Although Jung accepted Freud’s assumption that the unconscious exists and plays a major role in our conscious decisions, he rejected Freud’s Analysis of the contents of the unconscious, and formulated a new approach to the understanding of a literary work.
According to Jung, the human psyche consists of three: the conscious, the personal unconscious, and the collective unconscious. The conscious or walking state is directly affected by the unconscious. In turn, the unconscious is divided into two parts. The first part, or the personal unconscious, exists directly below the surface of the conscious and contains elements of all those private affairs that occur daily in each of our lives. What may be in one person’s personal unconscious may not, then, appear in someone else’s.

But in the depths of the psyche and blocked off from human consciousness lies the collective consciousness, which houses the cumulative knowledge, experiences, and images of the entire human race. According to Jung, people from all over the world respond to certain myths or stories in the same way not because everyone knows and appreciates the same story, but because lying deep in our collective unconscious are the racial memories of humanity’s past. These memories exist in the form of archetypes: patterns or images of repeated human experiences (such as birth, death, rebirth, the four seasons, and motherhood) that express themselves in our stories, our dreams, our religions, and our fantasies. Occurring in literature in the form of recurrent plot patterns, images, or character types, these archetypes stir profound emotions in the reader because they awaken images in the collective unconscious, and thereby produce feelings or emotions over which the reader initially has little control. The four major Jungian archetypes are:
1. The Persona
The persona is how we present ourselves to the world. The word "persona" is derived from a Latin word that literally means "mask." It is not a literal mask, however. The persona represents all of the different social masks that we wear among various groups and situations. It acts to shield the ego from negative images. According to Jung, the persona may appear in dreams and take different forms. Over the course of development, children learn that they must behave in certain ways in order to fit in with society's expectations and norms. The persona develops as a social mask to contain all of the primitive urges, impulses, and emotions that are not considered socially acceptable. The persona archetype allows people to adapt to the world around them and fit in with the society in which they live. However, becoming too closely identified with this archetype can lead people to lose sight of their true selves.
2. The Shadow

The shadow is an archetype that consists of the sex and life instincts. The shadow exists as part of the unconscious mind and is composed of repressed ideas, weaknesses, desires, instincts, and shortcomings. The shadow forms out of our attempts to adapt to cultural norms and expectations. It is this archetype that contains all of the things that are unacceptable not only to society, but also to one's own personal morals and values. It might include things such as envy, greed, prejudice, hate, and aggression. This archetype is often described as the darker side of the psyche, representing wildness, chaos, and the unknown. These latent dispositions are present in all of us, Jung believed, although people sometimes deny this element of their own psyche and instead project it on to others. Jung suggested that the shadow can appear in dreams or visions and may take a variety of forms. It might appear as a snake, a monster, a demon, a dragon, or some other dark, wild, or exotic figure.
3. The Anima or Animus
The anima is a feminine image in the male psyche, and the animus is a male image in the female psyche. The anima/animus represents the "true self" rather than the image we present to others and serves as the primary source of communication with the collective unconscious. Jung believed that physiological changes as well as social influences contributed to the development of sex roles and gender identities. Jung suggested the influence of the animus and anima archetypes were also involved in this process. According to Jung, the animus represents the masculine aspect in women while the anima represented the feminine aspect in men. These archetypal images are based upon both what is found in the collective and personal unconscious. The collective unconscious may contain notions about how women should behave while personal experience with wives, girlfriends, sisters, and mothers contribute to more personal images of women. In many cultures, however, men and women are encouraged to adopt traditional and often rigid gender roles. Jung suggested that this discouragement of men exploring their feminine aspects and women exploring their masculine aspects served to undermine psychological development. The combined anima and animus is known as the syzygy or the divine couple. The syzygy represents completion, unification, and wholeness.
4. The Self
The self is an archetype that represents the unified unconsciousness and consciousness of an individual. Creating the self occurs through a process known as individuation, in which the various aspects of personality are integrated. Jung often represented the self as a circle, square, or mandala. The self archetype represents the unified psyche as a whole. Jung suggested that there were two different centers of personality. The ego makes up the center of consciousness, but it is the self that lies at the center of personality. Personality encompasses not only consciousness, but also the ego and the unconscious mind. You can think of this by imagining a circle with a dot right at the center. The entire circle makes up the self, where the small dot in the middle represents the ego. For Jung, the ultimate aim was for an individual to achieve a sense of cohesive self, similar in many ways to Maslow's concept of self-actualization.


Jung was the first to suggest that such archetypes directly affect the way we respond to external elements. When we see or read about an infant in diapers surrounded by a litter of puppies licking the child’s face, for example, feelings of contentment, warmth, and love seemingly pop up in most of us. These somewhat uncontrollable emotions, Jung would claim, are the result of the stirring of an archetype via one of our senses in our collective unconscious. In literary analysis, a Jungian critic would look for archetypes in creative works: "Jungian criticism is generally involved with a search for the embodiment of these symbols within particular works of art." When dealing with this sort of criticism, it is often useful to keep a handbook of mythology and a dictionary of symbols on hand.
2. Northrop Frye
Northrop Frye believes that all of literature comprises one complete and whole story called the monomyth. This monomyth can best be diagrammed as a circle containing four separate phases, with each phase corresponding to a season of the year and to particular cycles of human experience. The romance phase, located at the top of the circle, is our summer story. In this kind of story, all our wishes are fulfilled and we can achieve total happiness. At the bottom of the circle is winter or the anti-romance phase. Being the opposite of summer, this phase tells the story of bondage, imprisonment, frustration, and fear. Midway between romance and anti-romance and to the right of the circle is spring, or comedy. This phase relates the story of our rise from anti-romance and frustration to freedom and happiness. Correspondingly, across the circle is tragedy or fall, narrating our fall from romance phase and from happiness and freedom to disaster. According to Frye, all stories can be placed somewhere on this diagram. What Frye provides for us is a schematic of all possible kinds of stories. Frye’s schematic supplies the background and context for his form of literary criticism and allows us to compare and contrast stories on the basis of their relationship among themselves.

E. Interpretive Questions Based on Psychoanalytic Approaches
· Are the theories of Freud or other psychologists applicable to this work? To what degree? 
· How does the work reflect the unconscious dimensions of the writer’s mind? 
· What roles do psychological disorders and dreams play in this story? 
· Which behaviors of the characters are conscious ones and which are which are unconscious? 
· Using Freud’s theory of the id, ego, and superego examine the ways in which drives and ethics are mediated in the text.
· What drives and desires are repressed in the narrative, and how, when, and why do they surface? 
· Does the literary work depict any dreams or fantasies, and, if so, how do these dreams reveal the characters’ unconscious desires?

· Apply Lacan’s theories of the real, imaginary, and symbolic to the text, in order to perceive how various characters are depicted in regard to desires for the self and the other. 
· What archetypal images occur in the text? How and why are these archetypes embodied in the work? 

F. Applying Psychoanalytic Approach to Literature: 
1. Death Wish in Poe’s Fiction

One of the most widely known psychoanalytic studies of literature is Marie Bonaparte's Life and Works of Edgar Allan Poe. A protégée of Sigmund Freud, Bonaparte is, like Jones, one of those rare critics who have combined a thorough professional knowledge of psychoanalysis with a comparable grasp of her literary subject. For the uninitiated her book is as fantastic as it is fascinating. Her main thesis is that Poe's life and works are informed throughout by the Oedipal complex: hatred of father and psychopathic love of mother. The rejection of authority forms the core of Poe's critical writings; the mother fixation (the death wish or longing to return to the womb, manifested, for example, in his obsession with premature burial) is the matrix for Poe's poetry and fiction. Even his fatal weakness for drink is explained as a form of escape that enabled him to remain faithful to his dead mother, through a rigidly enforced chastity that was further ensured by alcoholic overindulgence. As Bonaparte writes,
Ever since he was three, in fact, Poe had been doomed by fate to live in constant mourning. A fixation on a dead mother was to bar him forever from earthly love, and make him shun health and vitality in his loved ones. Forever faithful to the grave, his imagination had but two ways open before it: the heavens or the tomb according to whether he followed the "soul" or body of his lost one. . . .
Thus, through his eternal fidelity to the dead mother, Poe, to all intents, became necrophilist. . . . Had [his necrophilia] been unrepressed, Poe would no doubt have been a criminal. (83).
Using such psychoanalytic theories as her foundation, Bonaparte proceeds to analyze work after work with a logical consistency that is as unsettling as it is monotonous. "The Cask of Amontillado" and "The Tell-Tale Heart" are seen as tales of revenge against the father. The wine vault in the former story is a symbol of the "interior of the woman's body. . . where the coveted, supreme intoxication dwells, [and] thus becomes the instrument of retribution. .. ." The victim in "The Tell-Tale Heart" is likewise interpreted as a symbol of Poe's hated stepfather, John Allan, and his horrible blind eye is a token of retributive castration. "The Fall of the House of Usher" is a psychoanalytic model of the Oedipal guilt complex. Madeline Usher, the vault in which she is prematurely interred, and the house itself are all, according to Freudian symbology, mother images. The weird tale of Ethelred, read to Roderick by the narrator and climaxed by the slaying of the dragon, is a reenactment of the slaying of the father to gain the mother-treasure.
2. Love and Death in William Blake’s “The Sick Rose”

	
	The Sick Rose
	

	
	O Rose thou art sick.

The invisible worm,

That flies in the night

In the howling storm:

Has found out thy bed

Of crimson joy:

And his dark secret love

Does thy life destroy.

                          William Blake
	


Though few writers lend themselves so readily as Poe to the psychoanalytic approach, a great deal of serious literature, if we accept Marie Bonaparte’s premises, can be interpreted along the same basic lines established by Freud. The Romantic poets especially are susceptible to Freudian interpretations because Romanticism is related to the unconscious—as opposed to Classicism, which, with its emphasis on restraint and order, is oriented toward the conscious, particularly, the ego and superego.

A richly symbolic poem like William Blake’s “The Sick Rose” is exemplary. From a Freudian perspective, the sexual implications of Blake’s imagery are readily discernible. The rose is a classic symbol of feminine beauty. However, this beauty is being despoiled by some agent of masculine sexuality: the worm, symbol of death, of decay, and also of the phallus (worm = serpent = sexual instinct). The second stanza sets forth in rather explicit images of the idea of sensual destruction. In short, Blake’s poem is a vaguely disturbing parable of death instinct, which psychoanalysts affirm is closely conjoined with sexual passion. The sharp juxtaposition of “crimson joy” and destroy (coupled with “bed” and “his secret love”) suggests that Eros, unmitigated by higher spiritual love, is the agent of evil as well as mortality.
3. The Oedipus Complex in William Shakespeare’s Hamlet
Although Freud himself made some applications of his theories to art and literature, it remained for an English disciple, the psychoanalyst Ernest ]ones, to provide the first full-scale psychoanalytic treatment of a major literary work. ]ones's Hamlet and Oedipus, originally published as an essay in The American Journal of Psychology in 1910, was later revised and enlarged.

Jones bases his argument on the thesis that Hamlet's much debated delay in killing his uncle, Claudius, is to be explained in terms of internal rather than external circumstances and that the "play is mainly concerned with a hero's unavailing fight against what can only be called a disordered mind." In his carefully documented essay Jones builds a highly persuasive case history of Hamlet as a psychoneurotic who suffers from manic-depressive hysteria combined with an abulia (an inabilitv to exercise will power and come to decisions)-all of which may be traced to the hero's severely repressed Oedipal feelings. Jones points out that no really satisfying argument has ever been substantiated for the idea that Hamlet avenges his father's murder as quickly as practicable. Shakespeare makes Claudius's guilt as well as Hamlet's duty perfectly clear from the outset-if we are to trust the words of the ghost and the gloomy insights of the hero himself. The fact is, however, that Hamlet does not fulfill this duty until absolutely forced to do so by physical circumstances-and even then only after Gertrude, his mother, is dead. Jones also elucidates the strong misogyny that Hamlet displays throughout the play, especially as it is directed against Ophelia, and his almost physical revulsion to sex. All of this adds up to a classic example of the neurotically repressed Oedipus complex.

The ambivalence that typifies the child's attitude toward his father is dramatized in the characters of the ghost (the good, lovable father with whom the boy identifies) and Claudius (the hated father as tyrant and rival), both of whom are dramatic projections of the hero's own conscious-unconscious ambivalence toward the father figure. The ghost represents the conscious ideal of fatherhood, the image that is socially acceptable:
See, what a grace was seated on this brow:

Hyperion's curls, the front of love himself,

An eye like Mars, to threaten and command,

A station like the herald Mercury

New- lighted on a heaven-kissing hill,

A combination and a form indeed,

Where every god did seem to set his seal,
To give the world assurance of a man:

This was your husband (.l l l iv)
His view of Claudius, on the other hand, represents Hamlet's repressed hostility toward his father as a rival for his mother's affection. This new king-father is the symbolic perpetrator of the very deeds toward which the son is impelled by his own unconscious motives: murder of his father and incest with his mother. Hamlet cannot bring himself to kill Claudius because to do so he must, in a psychological sense, kill himself. His delay and frustration in trying to fulfill the ghost's demand for vengeance may therefore be explained by the fact that, as ]ones puts it, the "thought of incest and parricide combined is too intolerable to be borne. One part of him tries to carry out the task, the other flinches inexorably from the thought of it." 
Norman N. Holland neatly summed up the reasons both for Hamlet's delay and also for our three-hundred-year delay in comprehending Hamlet's true motives: 
Now what do critics mean when they say that Hamlet cannot act because of his Oedipus complex? The argument is very simple, very elegant. One, people over the centuries have been unable to say why Hamlet delays in killing the man who murdered his father and married his mother. Two, psychoanalytic experience shows that every child wants to do just exactly that. Three, Hamlet delays because he cannot punish Claudius for doing what he himself wished to do as a child and, unconsciously, still wishes to do: he would be punishing himself. Four, the fact that this wish is unconscious explains why people could not explain Hamlet's delay.

A corollary to the Oedipal problem in Hamlet is the pronounced misogyny in Hamlet's character. Because of his mother's abnormally sensual affection for her son, an affection that would have deeply marked Hamlet as a child with an Oedipal neurosis, he has in the course of his psychic development repressed his incestuous impulses so severely that this repression colours his attitude toward all women: "The total reaction culminates in the bitter misogyny of his outburst against Ophelia, who is devastated at having to bear a reaction so wholly out of proportion to her own offense and has no idea that in reviling her Hamlet is really expressing his bitter resentment against his mother." The famous "Get thee to a nunnery" speech has even more sinister overtones than are generally recognized, explains Jones, when we understand the pathological degree of Hamlet's conditions and read "nunnery" as Elizabethan slang for brothel.
The underlying theme relates ultimately to the splitting of the mother image which the infantile unconscious effects into two opposite pictures: one of a virginal Madonna, an inaccessible saint towards whom all sensual approaches are unthinkable, and the other of a sensual creature accessible to everyone. . . . When sexual repression is highly pronounced, as with Hamlet, then both types of women are felt to be hostile: the pure one out of resentment at her repulses, the sensual one out of the temptation she offers to plunge into guiltiness. Misogyny, as in the play, is the inevitable result. 

4. Analysis: Symbols of the Collective Unconscious
	The Architects

But, as you'd expect, they are very
Impatient, the buildings, having much in them
Of the heavy surf of the North Sea, flurrying
The grit, lifting the pebbles, flinging them
With a hoarse roar against the aggregate 
They are composed of — the cliffs higher of course,
More burdensome, underwritten as
It were with past days overcast
And glinting, obdurate, part of the
Silicate of tough lives, distant and intricate 
As the whirring bureaucrats let in
And settled with coffee in the concrete pallets,
Awaiting the post and the department meeting — 
Except that these do not know it, at least do not
Seems to, being busy, generally. 
	So perhaps it is only on those cloudless, almost
Vacuumed afternoons with tier upon tier
Of concrete like rib—bones packed above them,
And they light-headed with the blue airiness
Spinning around, and muzzy, a neuralgia 
Calling at random like frail relations, a phone
Ringing in a distant office they cannot get to, 
That they become attentive, or we do — these
Divisions persisting, indeed what we talk about,
We, constructing these webs of buildings which, 
Caulked like great whales about us, are always
Aware that some trick of the light or weather
Will dress them as friends, pleading and flailing — 
And fill with placid but unbearable melodies
Us in deep hinterlands of incurved glass. 


Many of the collective myths employed in this poem are obvious. There is the restless, fecund and accommodating nature of the sea. And there is the land, and buildings constructed on and with that land. A contrast emerges between the changing and the permanent, the fluid and the rule-constructed, the feminine and the masculine. But this is too obvious to be worth dwelling on, and the poem emphasizes the constant interplay between the two. The sea erodes the land, grinding the rock to sand and pebbles, and by doing so provides materials by which the land may be built upon and preserved. 

By the second stanza, the poem is moving on to consider the detritus of erosion, the aggregate which has something of the stormy North Sea in its make-up (past days, overcast and glinting) and something of the land, most notably the metal silicates that compose most rock. Lines 9-10 transfer the toughness and intricate skeleton of rock minerals to the sterile activities of bureaucrats in faceless office blocks. Is this acceptable, this intellectual conceit (part of the silicate of tough lives...)? Jungians would see it as a projection of the repressed and troublesome contents of the unconscious to a supposed exterior reality. It's hardly a fair picture of bureaucrats, who do more than wait for the post and departmental meetings. Moreover, whose unconscious are we now considering — the sea's, the land's, the architects' or the "you" referred to in the first line (As you'd expect)? The poem is very unclear. Traditional criticism and textural analysis (which would be consulted at this point) do not help much. The poems simply remarks that the bureaucrats seem lost in their busy routines (Except that these do not know it, at least / Do not seem to, being busy, generally.) The conceit is not developed, but left hanging in the air. 

Perhaps that is only natural. The conceit is a tenuous one. But the matter returns to press us for an answer in stanzas three and four. A long, floating, rather tenuous description of the light-headedness caused by occupying these high office blocks is anchored to a "they" or "we" in line 23 (That they become attentive, or we do ) The "they" must relate to the bureaucrats, who are becoming aware, or at least attentive. But aware of or attentive to what — their surroundings, the aggregate make-up of the buildings, their tough, intricate lives? Before the matter is resolved the "they" switches to "we", and this "we" is involved in the construction business: probably as architects, to judge from the poem's title. 

And these architects have nothing to say on the earlier intellectual conceit, but develop another. They talk of constructing these webs of buildings, compare these buildings to whales (Caulked like great whales about us), and then view the buildings as endangered creatures whose sonic calls to each other (placid but unbearable melodies) reach out to fill the architects' thoughts. The deep hinterlands of incurved glass (presumably the office complexes) are now plunged into a submarine environment, or possibly we are so plunged if we recall the poem's first line. What does this mean? 

Again it seems a transference, an acting out of the contents of the unconscious as though they were objective reality. Why consider the office blocks as whales? Because they are constructed of marine elements? Because they hide their inner structures to all but the architects? Because they are beautiful, inoffensive and doomed to extinction? These and other interpretations are possible, but the poem gives nothing away, ending only in a melancholy strangeness. What is being escaped from (unbearable melodies)? 

Perhaps we should return to the beginning of the poem. The buildings are impatient, we are told, and are composed of materials that as cliffs are burdensome, underwritten as / It were with past days. They are heavy with a past that is cyclic: tides, storms, a continual grinding away of the rock into pebbles, erosion of the land and then a building of these pebbles into shingle and cliffed extensions of the land. But there is no sense of continuity in this, no joy in the endless fecundity of the natural world. On the contrary, both here (hoarse roar, burdensome, obdurate) and at the end of the poem (pleading and flailing, unbearable) the tone is subdued and stoical. What is being escaped from is human mortality: this is Dover Beach without the sustaining fidelity of love. 

So we see the point of the first conceit. One aspect of the land, its tough silicate minerals, is projected onto bureaucrats to give them (and by extension all humankind) a durability and structure they would not otherwise possess. And the conceit is not continued because it is not believed in. The architects see further (on those cloudless, almost vacuumed afternoons) and realize that their creations are alien (though dressed as friends) and alienating (hinterlands of incurved glass), so that permanence is not desirable. It would be better (the second conceit) if buildings were as inoffensive and appealing as whales, which follow their hidden courses through the world. But of course the architects don't believe that, and have already realized that human affections are something different (these / Divisions persisting), though often ineffective (Calling at random like frail relations). The second conceit fades out into sonic music because it has already been discounted (indeed what we talk about). 

5. Symbols of the Personal Unconscious

The first thing we note is the preponderance of animus, male symbols. Only surf, webs, pleading and flailing, incurved and possibly vacuumed are feminine — the latter more on Freudian terms. And that, in a poem dealing so much with the sea, the cyclic nature of life, and with balance of land and sea, seems a fault. Certainly these webs of buildings are an unfortunate mixture of anima and animus, and indeed makes little sense on other grounds. 

But what is important in Jungian theory is not the symbols as such, but the extent they are faced, understood and accommodated by the individual. To complicate matters, the poem has two individuals and a convoluted line of reasoning. Let's start with the reader addressed in the opening line. He is told about the buildings, the aggregates they are composed of, and the actions of the North Sea. Almost throughout, the imagery is drivingly energetic and aggressive. Where is the anima side? It hardly exists until the last stanza, where the reader is perhaps reintroduced with "Us". 

Take the architects, who appear with the "we" in line 23. Their imagery is predominantly feminine. Does this answer the overwhelming masculine imagery before? Only if we merge the reader and the architects into one, the same persona, which makes little sense. 

Analysis suggests that the personae of the poem need looking at — the reader, the bureaucrats and the architects, particularly the jump from "they" to "we" in line 23. But a larger question is the balance between the energetic masculine first three stanzas and the melancholic final stanza. There is an sense of compression, of the aggressive objectivity not being faced and absorbed by its shadow. 
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