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Abstract: 

Working between the philosophy of Deleuze and Guattari and the psychoanalysis of 

Winnicott, through stories and creative writing, I create new concepts and understandings of 

the notion of assemblages. This thesis is a playful exploration of experiences, thinking with 

theory, making a creative-relational inquiry. 

Moving between the refrain and the transitional object, I work with the idea of a transitional 

inquiry: between the internal and external, between the conscious and unconscious, 

producing something-in-the-world. Even though it is personal, this type of inquiry de-centres 

the notion of the subject to include objects, machines, and the creation of territories as 

fundamental aspects to understand human processes. 

One of the main contributions of working with Deleuze, Guattari, and Winnicott is to think 

the transitional object together with the refrain and propose a holding-machine to help other 

machines develop and process assemblages. This concept emerges while working with stories 

of trauma, understanding them as moments where the subject cannot process events and 

affects. 

This exploration is about spaces in-between, spaces that are not entirely what they are, as 

they move between the created and the discovered, between the intensities and extensions, 

fantasy, and reality.  

 

Lay summary 

This thesis is about objects, like those you have around; objects are not simply something out there 

and far away but vital to our lives. The notion of the transitional refers to the possibility of creating a 

bond with the world around us, where our unconscious processes can unfold. Like a child playing with 

toys, adults have objects which are part of their unconscious processes.  

For studying this space of objects with unconscious qualities -the transitional- I propose an artistic 

exploration, which I call transitional inquiry. This means that I create new objects allowing my 
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unconscious to come to the world. And here, with objects, I mean the words you are reading and the 

pieces of art you will find.  

With the work of Deleuze and Guattari, those objects can be called machines. They are operations in 

the world, and they plug into other objects to create assemblages. The computer in front of me is 

assembled with the desk, the mouse and the keyboard, and my hands, to create the assemblage that 

allows this writing to happen.  

So this thesis moves between the notion of the transitional as objects, from the work of Donald 

Winnicott, and the machines of Deleuze and Guattari. I create a way of inquiry between both theories, 

allowing both approaches to transform me and my experience. An inquiry that is a little madness as 

concepts become alive and new territories emerge. 

This type of inquiry includes three voices, one theoretical, one belonging to the stories, and one artistic 

and creative. The three voices are in dialogue and are creating each other, so you will sometimes find 

the text more theoretical and, other times, more creative and explorative. 
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1 Introduction (it matters with which thoughts we think thoughts1).  

 

There are objects, objects, and more objects around me. It is easy to forget them. It is easy to forget 

they are part of my life. That I need them, that they are part of who I am. When I do not know where 

my phone is, I get pretty anxious. If I do not play the guitar, I start missing it and feeling as if something 

is wrong in my life. These objects that are precious in my life I call transitional.  

This thesis may be a (non)thesis because it challenges traditional inquiry structures. In this sense, it 

contributes to a group of methodologies that I could call (non)methodologies (including here, madness 

as methodology (Gale, 2018), creative-relational inquiries (Wyatt, 2019), writing as a method of 

inquiry (Richardson & St. Pierre, 2017) and thinking with theory (Jackson & Mazzei, 2017)). For this 

contribution, I have called my (non)methodology a transitional inquiry.  

It is a (non)methodology because the inquiry itself brings forth a way of researching it. There is no 

preconceived structure, even if it develops one. It follows impulses that come from the processes of 

inquiring itself, more than a rational tree of steps and bifurcations.  

My work is about the transitional: a space between the inner and outer, between conscious and 

unconscious, between me, you, and the objects around. The baby's objects are an important part of 

their life, allowing a development process, what the psychoanalyst Donald Winnicott called 

transitional objects and phenomena (Winnicott, 1971/2005). His first attention was towards babies’ 

toys, blankets, and pacifiers to expand towards children’s playing and adult cultural experience.  

Some objects I engage with change me. When I am painting, I allow my affect to move my hand and 

take me to a place I was not expecting. Sometimes my rational mind likes where the affect takes me, 

and sometimes it does not make sense. But it is always a transformative experience, a creative space 

between my inner and outer worlds, but more than that, it is changing my inner and outer subjectivity. 

Those spaces of creativity seem to challenge who I feel I am and how I see and engage with the world.  

Therefore, an essential part of this thesis is theoretical, working between Winnicott and Deleuze and 

Guattari (D&G from now on). Using both bodies of theory, I take the idea of transitional objects and 

phenomena to new places, using the work of D&G’s critiques of psychoanalysis and their way of seeing 

the world. Here I make a dialogue between the authors to produce new conceptual formations. These 

authors help me imagine a not-oedipal therapeutic practice, which means it does not rely on a notion 

of super-ego (or the shoulds of our subjectivity), which would mean being subjected to an institution, 

 
1This idea comes from Haraway (2016b) and I will develop it later in this chapter. 
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being psychoanalytic or another type. I call this work revolutionary because it subverts (and 

repositions) our compliance with society and its norms.  

Topics in the thesis are the place of transitional objects in my experience and stories of trauma and 

other difficulties of my life. I work on these topics in ways that are not traditional, like using the 

concept of the machine (of D&G) to think about the affective role of objects or using concepts like 

incorporation and the fear of breakdown for thinking trauma. These concepts are more technical and 

specific because they position trauma inside relationships and the constitution of our world as an 

assemblage. A theoretical/experiential reflection through these main theories would be a way of 

describing the work I have done.  

I wrote this thesis in a minor key, following the notions of minor gesture (Manning, 2016) and minor 

literature (Deleuze & Guattari, 1975/2016). The minor means that I do not write from a master-

theorist who knows all and wants to take over the field discussed. I use concepts to understand my 

experience and as catalysers that initiate new becoming. Concepts are an essential part of the 

argument and emerged in the essays as part of my creative process. They can also be taken from that 

context and used in new configurations, but that does not mean I want to overtake a field, as with my 

ideas. For this, I follow D&G’s idea that philosophy is the discipline dedicated to creating concepts 

(Deleuze & Guattari, 1991/1994) and the idea of a minor literature (Deleuze & Guattari, 1975/2016), 

which does not aim to be a central signifier that works as a master.   

 I will start discussing the relevance of the minor and how thinking with new concepts changes the 

way we become-with-the-world.  

 

The minor  

There is a couch in my family. It arrived after one of my grand-grand mother’s died. Originally it had 

gold paint over the wooded frame, an old tapestry with buttons in the back, and feather filled cushions. 

My mum took some design classes and decided she would like the wood without paint, and my parents 

bought lots of sandpaper and other tools and started taking the colour off. It took us many days of 

work to finally see the wood; however, some corners had still a bit of paint if you looked closer, as there 

were many carvings in the frame.  

Some years later, they would change the tapestry, take the buttons out, and replace them with a more 

modern style.  
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I remember my sister pressing those buttons with my cousin, playing in it as if it were a spaceship, 

flying into new worlds. They were jumping around the living room in their expeditions. A couch became 

a spaceship, taking these children to a not fully concrete place, not entirely imagination.  

On that couch, I kissed my first girlfriend. I talked for hours with so many friends. I made so many 

drawings. On that couch, I grew up, and it saw me change as it was changing.  

Today, the couch is at my brother’s place. Still functional, but with some problems, as the wooden arm 

is broken. I see the videos of my niece playing there, and I feel my chest warm by her smiles and clumsy 

movements, still unable to direct her actions. As the weeks go on, I see her growing, starting to walk, 

understanding words as my brother says, “go for a book”, and she walks around the room looking for 

them.   

It is not easy to see them playing there, my two brothers, sister, and mum, and not hug them. Seem 

them change at a distance from my screen.   

The couch is an object that becomes with my family and becomes-other in our games, a transitional 

object that passes through generations.    

* 

How many people today live in a language that is not their own? Or not longer, or not yet, even 
know their own and know poorly the mayor language that they are forced to serve? (Deleuze & 
Guattari, 1991/1994, p. 19) 

I started writing this thesis in English when typing was slower than writing in my mother tongue. 

Looking back, I had so many embarrassing moments where I had no idea what people were talking 

about around me. I managed to surf around and survive in a language that was not my own. I have 

been pushing forward, making an effort to write in English. 

But even if I try hard, it seems almost impossible to not fail. I got frustrated, and I mentioned this to 

my supervisor. He says, “but have you read about the stuttering of Deleuze and Guattari?” and I said, 

“yes, a little”, “so maybe you can trust that you are writing in a minor language,” he says, “as you are 

writing in a language is not your own”. This sounds encouraging, and it takes some weight off my 

shoulders.  

But I still want to improve. I still want it to be a choice more than a curse.  

Even if my supervisor’s words made me trust -to say “I can do this” and that maybe the reader will 

appreciate some of my misuses of grammar and phrases- I have done my best to improve and push 

my limits to express the ideas clearly.  
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*  

I have been writing this thesis as a constant production of theorisation in a playful and creative style, 

as a process that has not ended and maybe never started. 

I wonder how you will make sense of it.  

I do not want to have takeaways from the thesis, even if I have suggested a few. I want to invite you 

to read and feel the fragments as part of a whole and, more importantly, independent of the whole. 

Sometimes, the part has more potential and revolutions than the arc that holds it.  

Transitional refers to something between dichotomies, something that resists a precise 

categorisation. Transitional, from the work of Donald Winnicott, comes from illusion, from the 

unconscious, and at the same time, it is embedded in a world of objects and a relational field.  

I wanted to explore the transitional through the transitional. Through a constant movement from my 

unconscious, a continuous creative process that is playful with theory, not taking it for granted, but 

using it as a catalyst, as a prompt for a change, for a new perception, for a movement in the elements 

that constitute my sense of being myself. 

* 

A minor literature doesn’t come from a minor language; it is rather that which a minority 
constructs within a major language. (Deleuze & Guattari, 1975/2016, p. 16) 

As I read D&G talking about a minor literature, I also want to write minor thinking, minor theorising, 

minor processing. Something that happens as a minor even in my subjectivity, as it does not represent 

the official me, the official Gabriel, but as a minor movement in the interstices of feeling, in the 

interstices of identity. Opening to becomings, to explore the un-assemblage, the hidden, the 

forgotten. So, the official Gabriel starts changing, not as a rational decision, but as the ground from 

where I stand has shifted.  

Keeping things minor is not easy because it means a constant revolution. It means not knowing where 

it will take me and, therefore, not knowing who I will become. Allowing the minor is scary because it 

means surrendering the controlling and overarching part that wants to survey and clarify. It means to 

start writing, not having a direction and not having a checklist of the things “I should say” in a section.  

Writing in a minor key involves a degree of deterritorialization, which means that it reaches an 

intensive aspect (we will explore the intensive in chapter six). It needs to be political, which means 

engaged in social conflicts (as we will see in chapter 7). It needs to have collective value, which means 

that the person also speaks for a group, even if implicitly, as I think my experience can resonate with 
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other’s (These three characteristics are the ones that define a minor literature (Deleuze & Guattari, 

1975/2016)).  

I see a minor theorisation as something that needs to keep being minor, as a work in progress that is 

not aiming to arrive at an end, to the final model which will solve all problems. Instead, it assumes the 

playfulness of concepts and the need to keep things in motion, with a gradient of revolutionary power.  

* 

But a minor, or revolutionary, literature begins by expressing itself and does not conceptualise 
until afterwards (“I do not see the word at all, I invent it”). Expression must break forms, 
encourage ruptures and new sproutings (Deleuze & Guattari, 1975/2016, p. 28) 

Starting from expression is a different way of writing. I start many times without knowing what I want 

to say but having a sense, a feeling, an affect that guides my writing. I see this as expression over 

content, as if the gesture guides more than a set of things I wanted to say.  

Expression is a pulse for doing something in the world, a pulse, a gesture towards the yet-not-known, 

and ready to create forms that would make the expression express. The content comes with it but is 

not first, so we find ourselves… 

In front of an expression machine capable of disorganising its own forms, and of disorganising 
its forms of contents, in order to liberate pure contents that mix with expression in a single 
intense matter. (Deleuze & Guattari, 1975/2016, p. 28) 

Expression pushes even if it is not content, and as the content emerges, it comes as intensities, as 

moments that have a charge, a vibrancy, a melody that goes with the expression. In this way, it 

becomes hard to separate the way something was written from the contents inside. I find it extremely 

difficult to edit, enter in my text and change things because I feel I am breaking something. Here is not 

the content that selects how to be expressed, but it is the expression that brings content to emerge, 

and for that reason, it is surprising, even for me, the writer, the contents that this thesis holds.  

 

It matters what matters we use  

Thoughts think thoughts, and it matters with which thoughts we think thoughts. Thinking creates -and 

simultaneously finds- concepts, and concepts create worlds we can speak of. As Haraway puts it, “It 

matters what matters we use to think other matters with” (Haraway, 2016b). Thoughts sometimes 

emerge as a conflict, a disruption in our bodies, in the way we feel and live. A curious conflict arises 

as a pre-concept that pushes to become-concept. We think thoughts with other thoughts in their 

process of becoming. And thoughts arise from our experience's rupture to make sense and create new 

machines. Haraway’s quote stresses that thoughts are matter, and use matter to understand other 
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matters, as with the transitional interplay of objects, which embody our affective activity and help us 

process matter with other matters. 

I started thinking, reflecting, and trying to understand the world from an early age. I would read every 

day and do art every day. I loved the impressionists and the surrealists. I made this drawing below 

when I was 17 years old. I like to draw things that make you think, creating a juxtaposition of different 

elements, like in dreams.  

 

Image 1 Death of the author 

The machine (or assemblage) created in this image is more than its elements, and its components are 

more than the whole. What does mean a brush+paint+birdhead? What does mean the 

hand+wound+liquid? I do not know, and I do not know if I knew when I drew it. But it is an assemblage-

experiment, where parts have agency and come together, forming something new. If I try to interpret 

my drawing, I will say that the hand lost agency (it has a bleeding wound), and the paint started to 

have life by itself.  
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Now that I have studied many theories and approaches, I feel the impulse to do thought experiments, 

mixing ideas, models, concepts together and see what they form. Not from a detached position but 

from curiosity, an impulse in my body that shapes a writing exploration. Theories are like paintings; 

they show us a new way of seeing the world.  

I have done conceptual experimentation in this thesis, playing with concepts and ideas, being creative 

and artistic. Playing with ideas/compositions/concepts, I have had the opportunity to open into a 

multiplicity of worlds. 

My thesis is composed of a selection of essays, each of them a thought experiment. They can be 

considered thought experiments that carry an argument between the lines of the text and between 

the different pieces (which have become chapters): a transitional place created between the concrete 

machine and the body, which become bodies-in-the-world that are always on the cusp of creating new 

worlds. This thesis is a theory-art exploration because it matters what theorising we do in making art 

and matters what art-making we do in exploring theory.     

This thesis is an invitation to let concepts, images, stories take me (and you with me) to somewhere 

different. Not as a path of truth but one of playful use of ideas. For this, I have looked for ideas that 

can make me (and you with me) feel creative and feel the process of worlding creative too.  

What shall we define as creative activity? My answer: any activity the details of which cannot 
be prescribed on the basis of knowing the nature of the activity (Stern, 2013, p. 108) 

Creativity does not aim to arrive at a final destination; it aims to find a new creative project. The aims 

are not to end the questions, find a final theory and author or the ultimate research, and make a 

model complete the quest. On the contrary, it is to play and find resonances and keep looking for 

interesting compositions. Creativity is always a pulse for finding new activities, allowing expression to 

express in ways whose details cannot be prescribed from before.  

The exercise of thinking takes a better place in the shape of essays. Essays allow me to explore and to 

be playful. All of the written pieces have energy, impulse, affect: I wrote them following an intuitive 

call. They live by themselves. I am not the same who wrote them, but as I re-read, I feel I need to 

honour who I was and not try to change things (or at least not much). I may explain here and there, 

but I feel all my essays have a life that needs to be respected. 

After writing the paragraph above, I have found the need to make some essays become chapters. I 

have selected a few, which I have been polishing further, with more clarifications and examples. I 

found myself going far beyond the word limit, so I needed to cut and select in the editorial process.  
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What connects all the essays (which became chapters) is an interest in the creative process itself, a 

process I do not know where it will lead me. It is a transitional process, always in transition, always 

between, always becoming with certain authors or concepts. I am always ready to create a new 

concept if the ones I have are not enough.  

* 

Concepts are machines that solve specific conflicts in my world, and like machines, they do not work 

well for all the problems. I need to create a machine for a problem. However, some machines can 

work in more than one place, always with a minor tweak. 

Writing a thesis in this way has always been a quest for inspiration. I never knew what came next, 

finding bits and pieces to create a composition—reading ideas, exploring with art, writing as inquiry. I 

am always on the verge of not knowing but with the feeling of something being born in me. Something 

is emerging from me so that I do not know what is coming next—an exploration in the same 

ontological feeling of existence.  

As I write, openings and assemblages have emerged, expressing a new feeling, a new sense of being. 

Each essay changed me, made me feel a bit different from before, and a bit more alive, a bit more 

coherent, freer in a sense. Something unfolded, as the seed that grows in stem and roots, to then 

unfold like a flower, something unfolds in the creative emergence—something in potential, something 

that calls for being and becoming.  

 

A (non)thesis 

I am writing a thesis without a thesis, working on a thesis as an exploration. I have a topic -the 

transitional-, but I have done it in a non-traditional way. Engaging deeply with a concept seems to be 

a way of inquiry that is fully aligned with a notion of difference and becoming. As I allow the concepts 

to transform me and my inquiry, they take their own shape.   

Working with concepts as a way of inquiry is a revolutionary practice, as concepts can take us to places 

we did not envision before. Not knowing but sensing where things are going take us in lines of flight, 

in an opening to directions in which each step seems new and opens new paths. Revolutionary 

because the minor (Manning, 2016) changes the codes of desire, changes how we assemblage with 

the major discourses. Revolutionary because the concept stops being institutional and becomes 

creative.  
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Our traditional way of thinking is that a whole is composed of parts, being always more than the parts. 

In that sense, we prioritise the whole as the main structure and derivate the other parts. However, as 

we work with a notion of the minor and rhizome (Deleuze & Guattari, 1987/2013), we start to see that 

sometimes the parts are more than the whole. The parts are seeds for transformation that escape 

(and shape) the borders the whole creates. For that reason, I consider that the parts need to have a 

certain freedom and the possibility of opening doors not contained in the whole.  

A thesis structured as a tree, with a question at the centre and chapters that unfold, is how I was used 

to working. But if the parts are the origin of the structure and work together in different compositions, 

something else happens. My essays/chapters are not following a traditional linear structure. There is 

work happening between them. Parts of one can resonate with parts of another. Some of the stories 

or reflections pass through, in-between, as fluxes and resonances. They create new wholes that are 

temporary; they are minor, incipient, on the verge of existence. 

The transitional is that space that overflows, that space that is always spilling over and escaping 

categorisation, and it is the inspiration that comes and goes and looks for emergence. And as my 

inquiry is into transitionality, my thesis needs to be coherent with the concept.    

Guattari (2006) saw the transitional object as revolutionary, distinguishing it from the institutional 

object. Both are different not in essence but as assemblage. The institutional object tries to impose a 

set of rules, a regime, standardised for everyone in the institution. The transitional/revolutionary is 

shared but never static; it is concrete and open to new assemblages. 

A transitional thesis that aims to be transitional cannot be institutional and cannot follow a thesis's 

traditional regimes; a transitional thesis needs to be a little monster. Similar to how D&G refer to 

concepts: “Concepts are really monsters that are reborn from their fragments” (Deleuze & Guattari, 

1991/1994, p. 140) 

Creativity is always looking for new ways of expression; it is always looking to be reborn from its 

fragments. Each of these essays is a little monster that comes up from different fragments of theory, 

stories, and new ideas. Monsters are born in me: I do not know what they want or where they are 

going, and I have needed to work with them to find a direction—an inquiry as becoming-with 

concepts/metaphors/sensations.  

A minor inquiry explores the parts more than the whole. The rhizome can start everywhere and does 

not aim to go anywhere. It expands; it creates new paths. There is no privilege towards a whole, a 

binary logical exploration, or a dialectic in process in this work. In this inquiry, minor explorations build 

up concepts and ideas, compositions of new assemblages.   
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Inquiring this way implies using theoretical refrains (Deleuze & Guattari, 1987/2013). In this context, 

it means to connect with some traditions, elements in our culture that have been repeating 

themselves, like refrains, because they carry expressive power. Refrains help the research be 

grounded in cultural discourses and situate writing in a context we can understand. But as with music, 

if I would repeat too much of my composition, it would be a simple repetition and not creative work. 

Using a melody, and in this case, a model or theory helps the research because the author and reader 

can syntonise and resonate together. From there, something new can open to a different place. The 

idea of the refrain appears in other essays, so we will keep coming back to it. Using theory as a refrain 

is grounding the process in something, a form of plugging into an existent territory, a tradition, a way 

of making worlds. This is like with music, like when my aunt plays the piano and starts with a known 

melody (like Gracias a la Vida), and makes me feel in familiar territory. Still, she starts adding new 

harmonies, which change the feeling of the original melody—going up and down with scales, changing 

from major to minor. Even if she keeps the core melody, it is hard to recognise the original and familiar 

song: from the refrain to a new opening.  

Chapters  

This thesis is composed of 10 parts, which plug elements from the essays I have written over my four 

PhD years. I am considering the introduction and conclusion as part of these essays becoming 

chapters, as they also have a transitional quality; they are also creative and have their own identity.  

All the essays started with intense affects and stories and new concepts and ideas I was exploring. I 

have followed an order, which means that the first one’s deal with the concepts which build up to 

understand the next ones. Sometimes there is overlap, and I will repeat myself for the sake of clarity.  

How does a text starts deals with the first ideas, my definition of transitional, how I will work with the 

concept in the inquiry. I begin with some questions and ideas instead of a literature review because 

that is the core of the whole thesis. I am interested in an inquiry with theory, stories, and art, and in 

this chapter, I deal with the notions behind it.  

Towards a no method further brings the notion of a (non)methodology and positions the transitional 

inquiry in this category. It also introduces some notions of D&G as the idea that art, science, and 

philosophy create new concepts. I put this together my ideas of the transitional to say that a 

transitional inquiry moves in a tension between the three disciplines, in the sense of wanting 

something sensorial and compositional, from the art; something based in concrete experiences from 

science and something based on creating a plane of concepts from philosophy.  
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Transtionality from Winnicott deals with the definitions of the transitional from the original author. It 

also dialogues with the concepts of D&G that we have been mentioning. I explain how he visualises 

human development, the role of creativity, the true and false self, the notion of the holding 

environment (which I develop as a holding machine).  

Deleuze and Guattari and the transitional project explains better the concepts of D&G and their 

relationship with psychoanalysis. We explore the notion of the smooth and striated, the intensive and 

extensive, the rhizomatic. The idea of the refrain becomes fundamental for what comes next in the 

thesis, as D&G propose three types of assemblage associated with the refrain, which delineates 

territories. In the following chapters, I will use these notions to think about clinical problems and re-

think Winnicott’s ideas.  

Bodies deal with the idea that there is more than one body and that bodies always create a world. 

Bodies are not the machines that constitute them, as they are more fluent and have contact with the 

intensive. Bodies are here transitional and are the base of a transitional work.  

The intensive is a chapter that explores what happens when we let behind extensions. We enter the 

intensive of D&G. I make parallels between the intensive and the un-integrated of Winnicott and its 

role in creativity. Here I explore other authors who have given this space primacy and some ideas to 

conceptualise the intensive.  

Broken assemblages is about traumatic experiences, bringing clinical questions to the thesis. From the 

perspective of trauma, I have a particular vision of how the world takes shape and emerges in our eyes 

and how it can be broken.  

Unlived life continues with reflection regarding traumatic experiences, this time with me trying to 

contact my trauma memories. The notion of the unlived comes together with the fear of breakdown, 

concepts proposed by Winnicott’s last work. This continues with the ideas brought by D&G in the 

refrain, applying it to some difficult concrete experiences.  
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2. How does a text start? 

This text is the first step of the journey. It deals with my first ideas and how I conceptualise the inquiry 

of the thesis, explaining how I understand the transitional and how it can become a form of inquiry. I 

propose my ideas regarding the approach for the research, dealing with my ontology, epistemology, 

and methodology (with more about the methodology in the next chapter). 

 

Image 2 How does it start? 
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“How does a text start?” I woke up thinking that morning as I turned off the alarm. “How does one 

start writing?” Maybe with a story, maybe with an idea. Maybe with a catchy phrase. The way a text 

starts says much about it, where it is going and from where it is coming. It will invite or not a reader. 

Maybe you would prefer an affect at the beginning, or you would choose a nice concept.  

How does a text start? Can I start a text with that question? So, the text begins not knowing how it 

starts, and at the same time, the question itself is the beginning. What does it mean to start a text? 

Do I know where the text is taking me? Do I know where it will go? My text begins with a sensation, 

an affective movement towards something yet not known.  

How does a thesis start? What is the plane a thesis creates?  

Word by word, slowly, something is constructed; something that is not the words, something that 

points towards another plane, another realm. Not experience itself, but a place between. Not the 

words themselves, but impossible without them. It is a plane of theory that is alive, imagination that 

uses memory but goes beyond it. This plane is not far away, nor inside. It is not an inquiry about the 

plant and the table in front of me, nor my mental process, but about what happens between those 

two; how we intra-act (Barad, 2007), how we become together. Me and the object, the wall, the chair, 

the sofa, the radiator, the carpet. Me and the configuration of all of those and the minor differences 

which happen moment by moment.  

An old statement in communication theory says, “it is impossible not to communicate”; I remember I 

used to turn the phrase towards “everything communicates”. I wanted to express that objects and 

their slight differences in colour, texture, position, and composition with all the other objects always 

say something. There is something about the arrangements, the regimes, the configurations of things.     

That space where everything communicates is a transitional place. Objects are not there as 

compounds of atoms, wavelengths of colour, density, and mass. Objects are out there as a whole 

composition, and we are part of that composition. As we are part of it, as we were born in this world 

of matter, we intra-act, we are transformed from the inside with the object’s arrangement, we 

become inside a complex assemblage of things. 

How does a text start? It starts by putting some pieces together, creating an arrangement. Make things 

communicate.    

*  

In the break after the class, I needed to ask this question, “Do you want to do the course work 

together?” however, I do not remember who made the question first, if me or them, but we said yes. 



 

14 
 

Then the second big question was, “so what we will write about?”. I had an answer “Why we do not 

make an essay between Winnicott and Jung?” Mari and Emma were happy with the idea, they both 

knew about Jung from before, and Winnicott was being presented to us in our class. We started 

working.  

The previous year I wrote a monography about Jung that I called “Jung and society”, proposing that 

the collective unconscious emerges in social processes for Jung, so there is no inner unconscious as we 

usually get it. We used that monograph as the base for the work.  

As we worked with Mari and Emma, we started noticing some commonalities (and differences) in the 

ideas of both authors. We did not know each other from before, we had seen each other in another 

class on Heidegger, but we did not talk there. We started to read about Winnicott week after week, 

and I slowly started to love his work (and with Mari and Emma, we became friends). I was captured by 

the simplicity and closeness when he writes and how creativity was his central understanding of 

psychotherapy. 

I used to do art every day, and creativity became the place I felt more myself. By feeling myself, I do 

not mean something static, quite the contrary, a feeling of change from the inside, discovery, and 

transformation.  

The discovery of the transitional understood as creativity-in-the-world started to change how I saw 

my life.  

My art practice was for myself, was something I would do at night, or alone, without any other aim 

besides enjoyment and self-discovery. So Winnicott changed the position of art I had because, for him, 

it was the base for psychoanalysis and human experience. 

Winnicott invites us to see a new area of human life not addressed before by psychology or 

psychoanalysis. A place of creativity that happens not inside a mind (or psyche) but with objects in the 

world.  

I saw the transitional in my sketchbook as I was drawing. Images would emerge in the paper: creativity 

as a process of something new emerging from the assemblage, between myself and the objects 

around me. I saw creativity in the poems I was writing at night—creativity as something that would 

help me verbalise -or picture- my emotions, insights, and conflicts.      

In this way, the concept transitional started to create a plane of comprehension. In the beginning, it 

was part of the different concepts and models I was learning, but it slowly became a core concept in 

my life. Here in this thesis, I am positioning the transitional as the central concept, and therefore all 
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others will pass through it. There is a mutual creation between the central concept, the concepts 

around it, and the experiences it highlights and creates. In this way, the periphery makes it work even 

if transitional-as-concept is at the centre. Both need each other.  

Transitional was the name Winnicott (1971/2005) gave to an observation: children create bonds with 

objects, and those objects become fundamental for their development. He theorised that those 

objects lived between the creative world of the infant and the concrete world outside. Those objects 

were internal/external, discovered/created.  

A concept creates a territory -a space for meaningful action- while a territory creates the concept. 

There is a circularity between the concept and the experience in the world. That is why concepts do 

not have a referent but a circular quality of emergence: once I create a concept, I experience it in the 

territory, and it feels like it always was there.  

Sometimes a concept works like a tree, having a clear centre and deriving things from binary 

disjunctions. Sometimes it works as a rhizome (Deleuze & Guattari, 1987/2013) and expands through 

similarities and intuitions. Rhizomatic concepts do not follow direct logical lines but resonances, 

senses. Some concepts do not fear contradiction, and transitional is one of them because it is born 

from a paradox: how can the external and internal worlds overlap in the experience? 

I had to write an essay at another psychoanalytic class, this time alone. I developed the idea that for 

Winnicott, creativity is the central concept of his practice, and I proposed that all his other concepts 

go around it. Creativity comes before therapy, and therapy should be creative; therapy should be like 

playing together (Soler, 2015).  

My readings of Winnicott allowed me to understand myself in new ways. As Winnicott proposed, 

thinking of creativity as something true was more relevant to my artistic practices. Being creative does 

not mean doing traditional arts, but I grew up practising drawing, painting, writing and playing the 

guitar. I realised that you could practice without creativity from an early age because these practices 

are partially technical. However, being creative is more about being open to new ideas, to become 

with something, someone, a concept, or an affect. My feeling of being creative is not drawing a perfect 

body or landscape but about how I re-interpret those elements inside a dreamlike world of intensities. 

Being creative can emerge in different areas of your life, even if you do not master any technique.  

Something un-formed, shapeless, starts to rattle in my body. An impulse without a known form, so I 

need to explore it. Try different things. Or start with something simple and build from it. Being creative 

is explorative; it implies moving around, wonder and wanders, trying to shape something, pushing for 

expression. Sometimes the results feel satisfying, and sometimes they do not. And I think that in that 



 

16 
 

process, technique emerges naturally as a quest, quite different than when a technique is imposed 

without creativity. 

Different practices of letting-myself-go-playfully had a similar taste; with music, visuals, and dance, I 

felt as if unfolding areas of myself that I did not know before. I was becoming other, and those changes 

started to appear more and more as myself, a self not static but always in becoming.  

Creativity is a particular affect in the body when I am unsure what is coming; I feel like something new 

can happen but am unsure what will come. As I was writing these words, I went to draw and then 

paint the image is below. I only had the triquetra in mind, and I had watched a TV series called Avatar 

the Airbender, which deals with the power of the elements. The result was not a rational addition of 

the parts but something that my unconscious delivered to me as I started drawing.  

This image is like an invocation, which I hope changes a little the sense of the text as it does for me 

when I find images in a text.  

The triquetra is one knot that creates four spaces, three in the periphery and one central will appear 

again as a symbol and theoretical machine.   
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Image 3 The elements 
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Creativity  
Something new appears. Sometimes an embodied image can lead me to draw it or describe it in words. 

Or incite a movement, an action, a gesture. Something creative happens, emerges, pushes for 

existence. Something that feels new: Creativity always escapes control and planning; creativity always 

escapes the same hands that allow it to appear.  

Winnicott’s creativity comes from the beginning: the baby creates the world as it moves the fingers, 

explores the breast with its mouth, and touches the cradle's blanket. The baby touches and, as it 

perceives, it creates. The baby discovers and, at the same time, produces. At this point, both creation 

and discovery come together (if the baby feels safe).   

This creative starting point makes someone feel alive, feel that they exist, and feel singular. The 

possibility of being creative in a safe context allows the emergence of an in-between space which 

Winnicott called transitional objects and phenomena.  

I am here staking a claim for an intermediate state between a baby’s inability and his growing 
ability to recognise and accept reality. I am therefore studying the substance of illusion, that 
which is allowed to the infant and which in adult life is inherent in art and religion, and yet 
becomes the hallmark of madness when an adult puts too powerful a claim on the credibility of 
others, forcing them to acknowledge a sharing of illusion that is not their own. We can share a 
respect for illusory experience, and if we wish, we may collect together and form a group based 
on the similarity of our illusory experiences. (Winnicott, 1971/2005, p. 4) 

This transitional space moves between concrete objects and the area of fantasy, allowing us to feel 

the world we live in as a place we can transform and be transformed. For Winnicott playing is the 

heart of the cultural experience. Other areas of our lives emerge from playing, like arts and religion, 

toys and games, groups, and communities.  

When we do arts, we could say that there is a movement between a body with organs and a body 

without them (body without organs is an important concept in D&G). In that sense, creativity comes 

from our body without organs, a body that can move freely in fantasy, and as it grows, it allows us to 

transform the world of concrete objects. The transitional emerges between the tangible things and 

the incorporeal ones, between a body with organs and one without.  

When I say I will work with the idea of two bodies, I am not trying to create an ontological dichotomy, 

but a way of marking two approaches towards the world, one that is made by distinctions, where one 

atom is separate of other atoms, and another approach where things are all together, where 

intensities pass through bodies. We could say that are two bodies, which D&G called body with organs 

and without organs (Deleuze & Guattari, 1972/2013).  
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I feel easy to think that only humans have those two bodies, but I prefer to believe the contrary. I 

consider the world is made of extensive and intensities, in a way that even rocks have access to the 

intensities, which we experience as a body without organs. We can engage with objects and feel them. 

Those objects assemble in our lives, and we can share a movement of intensities and affects with 

them.  

So, I prefer to think there is creativity in all that exists, and we can engage with that creativity. 

Creativity is a manifestation of the intensive in the extensive, pushing for difference. I see it as 

creativity growing from the baby in a process that connects with the impulse of creation itself. 

Creation always goes towards difference, as everything always tends to be slightly different than the 

rest; everything pushes to be singular.   

What if we think about creativity as difference, as a pulse of differentiation constitutive of everything 

that exists?  

 

Creation of concepts 

Concepts for D&G underly experience in an immanent plane. A plane that is part of the event that we 

experience in life does not respond fully to the laws of entropy or the laws of the dream, but 

something in between, something meaningful, something we sense. Events are more than moments, 

or situations, as they carry power with them, an affect that we can share with others as we live with, 

talk, interact.  

War as an event is not the moment when someone is shooting or the other occasion when the peace 

is signed, but a conglomeration of moments, which delineate an event and embody the concept of 

war. So we can say, “The concept is an incorporeal, even though it is incarnated or effectuated in 

bodies” (Deleuze & Guattari, 1991/1994, p. 21). The concept of war is immanent to the embodiments 

that constitute a particular war. At the same time, the concept of war is always created, always can 

be a new concept as a persona delineates one concept with other concepts.  

Concepts emerge from and shape experience. As we create concepts, we create worlds. Often, 

concepts do not fit each other, but they have a resonance. Like here, I am working with Winnicott’s 

ideas of child development and trying to resonate with D&G concepts. They do not match, they do 

not fit with each other, but they can resonate: “Concepts are centres of vibrations, each in itself and 

everyone in relation with all the others. This is why all resonate rather than cohere or correspond with 

each other”. (Deleuze & Guattari, 1991/1994, p. 23)  
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So, how do I make resonance the creation of concepts with the slow creation of a world by a baby, as 

it introduces transitional objects? 

It seems that we are dealing with a similar resonance regarding the emergence of a world, the creation 

of a territory, and the capacity to inhabit a culture creatively.  

Here I work with the metaphor of the baby, as an original mythic story, as something that could have 

to happen as I narrate it, but also could be different. Here baby refers to a myth of the origin of human 

experience.  

So, I imagine babies using creativity to connect with a world of objects, a type of connection that feels 

like they are creating it all, which carries the sense of “I can transform things”. This world can also be 

accepted, or even feel imposed, with the feeling of “things are as they are”. We end up with two 

different worlds: in one, the objects seem part of a static system, and in the other, the different parts 

of the world are ready to be explored, transformed, and played with.  

This world emerges from an immanent plane built slowly, step by step; we can live in it in a friendly, 

playful exploration using the transitional space. I would say that the baby who feels safe and loved 

(which Winnicott would call with a maternal function, and I call holding machine) can live in the event 

and live with the energies that come from the intensive. The baby moves between dream and reality, 

and transitional objects allow it to hold these two positions simultaneously.  

I consider our dream-like experiences to be in contact with affects and intensities—a non-corporeal 

realm always pushing towards embodiment. 

From a world of objects, like stones, trees, walls, the baby starts to create a territory, a space with 

meaning, from where it can walk, obtain things, say things in a responsive world. Territories are 

created/discovered by the baby so that territories can overlap with other territories. Through sharing 

territories, the baby enters a culture full of meaning, with which the child engages with different levels 

of creativity.  

Culture emerges as spaces of sharing transitional objects and phenomena, and, at the same time, it is 

always in the process of creating new assemblages. The person who grows in creativity feels the need 

to keep creating and challenging their culture's territories. Concepts emerge as a creative space: we 

can create concepts from events and change our culture in that process.  

I would say that the pre-philosophical plane D&G work with (necessary for philosophy) is a transitional 

one, moving between dream and reality. Events -of this pre-philosophical plane- emerge as 

potentiality from the intensities. Those intensities embody new events which a concept can help 
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understand. Every event has a push for something new, something that changes the territory, personal 

and collective.  

I see D&G’s philosophy as a transitional one, with creativity and playful exploration:  

That is, philosophy is not a simple art of forming, inventing, or fabricating concepts, because 
concepts are not necessarily forms, discoveries, or products. More rigorously, philosophy is the 
discipline that involves creating concepts (…) the object of philosophy is to create concepts that 
are always new (Deleuze & Guattari, 1991/1994, p. 5)  

In this way, there is an invitation to constantly keep creating concepts to help us make our world and 

territory. They allow our adult self to continue the process initiated as babies, using concepts to keep 

being creative in our experience.  

Deleuze and Guattari position philosophy together with arts and sciences as creative practices: 

It is not objection to say that creation is the prerogative of the sensory and the arts, since art 
brings spiritual entities into existence while philosophical concepts are also “sensibilia”. In fact, 
sciences, arts, and philosophies are all equally creative, although only philosophy creates 
concepts in the strict sense. (Deleuze & Guattari, 1991/1994, p. 5)  

This creation of concepts also creates experiences, including what we perceive, the sensibilia. 

Therefore, concepts are abstract/concrete because the concept affects the same constitution of 

reality. As we are in the transitional space, we can explore concepts empirically. Empirical not as the 

mathematical, geometrical trace of objects in space, but as a study of the lived experience 

“Empiricism, knows only events and other people and is, therefore, a great creator of concepts”. 

(Deleuze & Guattari, 1991/1994, p. 48) 

Precisely because the plane of immanence is pre-philosophical and does not immediately take 
effect with concepts, it implies a sort of groping experimentation and its layout resorts to 
measures that are not very respectable, rational, or reasonable. These measures belong to the 
order of dreams, of pathological processes, esoteric experiences, drunkenness and excess. 
(Deleuze & Guattari, 1991/1994, p. 41) 

Here we can read about the pre-philosophical plane, where concepts are formed. I resonate with the 

idea of grouping experimentation, which I imagine exploring with the hands in the mud, trying to 

palpate and find something. I also resonate with the idea of exploring different states of 

consciousness, like dreams, pathological processes, esoteric experiences, etc. I find it interesting to 

think that there is a plane of exploration of the events, not orthodoxia, nor rational, but 

experimentation. I sense a resonance between these ideas and the notion of the illusion of Winnicott 

and how Winnicott describes the moments of experience where there is not yet coherence, from 

where creativity can emerge.  
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As concepts are self-evident, they do not refer to something else, but they emerge and create 

something to sense in our experience. They are part of the experience-in-becoming; they allow the 

new experience to emerge.  

I am always surprised by some concepts used in positivistic psychology, like self-esteem. Does self-

esteem pre-exist the concept of self-esteem? Or does it emerge as evident as you use the concept? 

Often, concepts are defined by the survey questions we used to explore them; however, they do not 

refer to anything concrete, more than the becoming-evident idea that we have self-esteem. We find 

many concepts which do not refer to something, but they allow us to understand events. We can 

follow our sense, taste, and feeling without relating the concept to a referent.  

Following D&G (1991/1994), I can say that we have created three areas of creativity in our society, 

which have widespread recognition: philosophy, sciences, and arts.  

When we are creating concepts, we are doing philosophy. I love how D&G positions taste as the 

function that allows the different philosophical parts to come together. Taste - something we do as 

we eat or select what to put in the pan- is the function that connects the layout of a plane, creating a 

persona and creating concepts. These three elements are not the same but come together as 

philosophy happens. In this text, I try to lay out a transitional plane while I change as a persona and 

develop a voice to write about the transitional. I am also creating the concept of transitionality anew, 

taking parts of Winnicott and D&G, but mostly allowing my creativity to find a path through my sense 

of taste…  

The philosophical faculty of coadaptation, which also regulates the creation of concepts, is 
called taste. If the laying-out of the plane is called Reason, the invention of personae 
Imagination, and the creation of concepts Understanding, then taste appears as the triple 
faculty of the still-undetermined concept, of the persona still in limbo, and of the still-
transparent plane. That is why it is necessary to create, invent and layout, while taste like the 
rule of correspondence of the three instances that are different in kind. (Deleuze & Guattari, 
1991/1994, p. 77) 

Taste comes as the pre, as something before the persona is fully formed before the concept is fully 

understood before the plane is entirely laid out.  

I find a resonance between the work of Donald Winnicott and Deleuze and Guattari in that both 

realised that the main work they were doing was to be creative. Winnicott conceptualised therapy as 

playing together, and D&G view their philosophy as the creation of concepts.  
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Transitionality  

I remember the first time Transitionality came to me as a central concept. Winnicott’s discussion was 

around the children’s inclusion of relevant objects in their world. Winnicott explored concrete 

interactions and games with children. And, every time I have read Winnicott’s work, I relate these 

ideas to my use of arts and creative practices.  

Something was different that day because I saw it as a significant concept that could shape how I 

understand my life and the lives of others: it emerged as an ontology.  

I was in a shopping centre helping my partner of those times choose some clothes. I did not have an 

important role, and I started to think about my ideas as we saw different shirts. I reflected on making 

clothes and thinking about how much they cost in the countries they are made. I thought about why 

we value colours, cuts, textures and how value is relative to fashion.  

I observed so many people around at the shopping centre. Buying clothes, food, going to the cinema, 

buying books, toys, computers, TVs. And I thought, what is the drive to get all these objects? Why do 

people spend their money, the fruit of their hard work, on these objects? 

And here Winnicott’s idea came to me  

“because all of these is transitional, all of this is our unconscious desire expressed in the 

object”.  

So, the clothes, the cinema, the food, the book share a similar mechanism. All of them were 

transitional. That was a breakthrough. That simple idea, “all of these is transitional”, started to feel 

like a shake in my body. I arrived home to write, as I thought this idea was necessary, and I did not 

want to forget any of its pieces.  

In my mind, I was connecting all those levels: money, production, machines, desire, experience, 

community. All those levels were happening in buying a shirt—all at the same time. To simplify, well, 

there is a subjective element, the I, a relational element, the we, and a concrete level of machines, the 

it. Those levels work differently but come together when we pick up a shirt; the shirt lives in between 

all of them. These three categories are similar to what Ken Wilber (2001) has proposed, but I organise 

them differently, in a Borromean knot instead of a cross, overlapping and flowing between each other.  

Here I created a plane. At that moment, a plane of concepts connected different impressions, 

perceptions, affects, metaphors, and other concepts. They were coming all together to understand 
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why we were buying a shirt. So, I made a second step to understanding the plane created by the 

transitional; I added that I needed a metaphor, a perception, and a concept imbued of affect for 

creating this plane. The concept by itself was insufficient; it needed those other elements to have life. 

It needed to come out of the plane of concepts and connect with perceptions, metaphors and affects. 

 

So, I made this model. I know making models can be associated with a positivistic endeavour or invite 

to project ideas inside instead of making a concept work. This model does not try to explain something; 

it does not represent something. It is the layout of a plane, and the spaces I am proposing are alive. I 

am not entirely sure what they mean, but I will try to say how they work. How they point to territories 

and areas of my subjectivity, and how this model opens, in me, a place of exploration and 

(non)understanding that feels productive. 

Hence, the circles' positions and names can change; I do not think they are fixed or represent 

something. I use them as they work, as they have effects and produce something in this configuration. 

I have selected them to make sense of different theories, and I keep them to create a generative plane. 

Nevertheless, I find the names I picked meaningful, and I will explain why. 

I must also say that the diagram is similar to what Lacan proposed (with some differences, he named 

each circle real, imaginary, and symbolic), but this is my re-interpretation of the Borromean knot. I 

must say that Lacan placed his little object a in the centre of the knot and said later that it was 

equivalent to the transitional object (Kirshner, 2015), so you can imagine the theoretical resonances: 

We are both proposing the transitional at the centre in the Borromean knot, but with different 

concepts.     

conceptual 

sensorial 
Emotion 

Idea 

Gesture 

Metaphoric 

Image 4 Three circles 
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The metaphoric for me is not a game of language, but a space of transformation, where a thing can 

be another thing at the same time. If I say “the rain is like tears cleaning my body”, I am not trying to 

say words but to represent a movement in the immaterial, a movement in the bodies without organs, 

a space that is intensive and not extensive, which allows the metaphor to be sensed. It creates a 

different plane, a plane of affects and intensities where the rain feels like tears. Here metaphoric also 

includes the metonymic, extending the concept beyond forms to include resonances of sound, tone, 

and rhyme.  

The conceptual is another plane for me—the plane of distinctions, exclusions, agential cuts in a plane 

of understanding. In the conceptual, there is no merging of the body without organs, but conceptual 

machines that work and transform experience, the world, and our relationships. When the conceptual 

and the metaphoric come together, where they overlap, I position ideas. Ideas are intense and, at the 

same time, distinctive. This space is similar to what D&G called the Concept, a space to get closer to 

the Event, closer to the intensive. Ideas and Concepts (with capital) are the planes of philosophy.  

The plane of sensations refers to what we can touch, smell, see, hear. It also refers to our bodies and 

those feelings that arise in them, like butterflies or a crushed heart. Our experience of perception is 

complex and layered and combines with the other planes all the time. Still, our sensations are a plane 

in itself, as we can see objects in their extension, in their tridimensionality qualities captured by the 

different senses.  

When the conceptual overlaps with sensations emerge the plane of Science, the plane of the referent 

and the functions, the concept here is more mathematical; it creates categories and subcategories. It 

organises, losing the intensive creative power that the Idea has. It creates an observer situated in one 

point of view. It sets a state of affairs, divided by Chronos' time, with a clear and distinct past and 

future. The plane of philosophy is different because past and future can merge in the Event (which is 

the place for philosophy to think).  

When the metaphor overlaps with the sensory, the plane of art emerges. Compositions are the goal. 

The work of art creates precepts, images, stories, and sounds that change how we perceive and how 

the intensities enter our bodies. This overlap creates a plane of aesthetics, where the transformations, 

the becoming of the metaphoric, create new material objects.  

So, between art, science and philosophy emerge the transitional.  

The Borromean knot opens a space that is still not explored or is always explored but feels new. The 

knot, a Borromean knot, means one string that creates three areas: one knot that is three (and 

multiple with the subspaces in between the circles). It makes a state of affairs, an immanent plane of 
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concepts, and an aesthetic plane of composition. D&G (1991/1994) consider these three planes the 

three modes we deal with and shape chaos, being the spaces we are creative in culture. 

The idea of the planes and the circles came that day in the shopping mall. I arrived home and wrote 

for a couple of hours to capture all the ideas that popped up that day. I did not know D&G at that 

time, so this association with their views came many years after. By then, I wrote “Idea, gesture, and 

emotion”, which is quite different from thinking about the planes of Art, Science and Philosophy. My 

idea back then was that we start feeling something from certain sensations,  which becomes an 

emotion, an affect in the body. As it gains momentum, affects enter an intensive space of metaphor, 

where things mix, and archetypes can take us on a voyage. I had been used to allowing my creativity 

to emerge from my body and being taken by intensive energies. After becoming, I would arrive at 

ideas; I would arrive at a concept full of life, full of intensity. This process would end as a gesture, like 

something I would write, paint, dance, or sing. I understood it as a circulation of affect, of creative 

energy.  

The idea of the transitional was born through that circulation: I was in the shopping mall observing, 

reflexive about the present. Curiosity took me to imagine how clothes are made, how people enjoyed 

themselves, and how pleasurable it was to buy, eat, and watch a movie. I started becoming with my 

sensations, allowing them to take me with them until an idea appeared, the three circles, the 

transitional. I was excited, an excitement that I still have after many years of coming to that point. The 

idea is alive in me and guides the whole project I am writing here. The idea takes me to gestures: the 

idea, born in sensations, metaphors and concepts, keeps pushing me right now to new creative 

movements-in-the-world. And the image of the three circles keeps being productive to create new 

concepts.    

 

It seems a shortcut to think of the concept, affect and perception as something individual, so here I 

want to explore them as overlapping the previous idea; what if they also live between the I, we, and 

it? So, we have an overlapping of two groups of three.    

I cannot imagine well the image this generates as it is over my head, and I like the feeling of an idea 

over my head. But I need to think of concepts as not personal, precepts as not personal, and sensations 

as not personal. They have a personal component, an I, but at the same time, they are an it and a we.  

Assemblage 

One knot that is three and more.  

One that is multiple.  
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Our modern minds tend to think of independent beings, individuals, singular objects. As if 

understanding the unit, we can understand the whole. Another way of understanding things is with 

systems and arrangement, making them more than the units. Some things assemble and, in this way, 

create a new regime with new complexities. The knot is an example of an assemblage, as things come 

together and create something new. 

Deleuze and Guattari worked with the notion of Agencement, which was translated as assemblage. 

The idea of an agencement, sounds a bit different, as it includes a sense of agency, something or 

someone being active in bringing things together.  

Francisco Varela (2000) understood consciousness as an assemblage when he compared it with a jazz 

band playing together. After years of leading-edge research about consciousness, he said that the 

brain works as a band: different people make melodies, and some are in harmony. The elements in 

the brain's harmony are the conscious ones, while the out of harmony are not; parts of the brain 

resonate, and others do not. They assemble actively (agencement/assemblage), creating our 

experience of a world. 

The type of work Varela has done can be called cybernetic. We can imagine cybernetics as machines' 

work; however, cybernetics carries a deeper meaning. For Varela, biology is a cybernetic science. In 

his first papers, he distinguishes between living and mechanic machines, something similar to what 

Deleuze and Guattari do (1972/2013). Maturana and Varela (1987), the living machine produces itself 

(autopoiesis) contrary to the mechanic machine, which needs someone external for being produced.  

The theoretical move to call machines to everything around us becomes more manageable if we 

understand cybernetics. Cybernetics has many layers but simply put, it means systems that go towards 

something or something which processes information. Following some distinctions of Bateson, some 

objects have a level zero of cybernetics, as they do not move towards, like a sofa which does not move 

towards anything, but it is still a system maintaining its shape. Then you have a basic cybernetic 

system, like a thermostat, which balances the temperature of a room or a fridge, which processes 

temperature and moves accordingly. Computers have become one of the more relevant cybernetic 

systems we are used to working with. Computers nowadays can learn and resolve problems efficiently. 

A computer needs a processor, two types of memory, interfaces, and many more components. 

Without those, you do not have a computer; only when the elements come together can we call a 

computer a computer.   

Life is a cybernetic system, not programmed from without, as it has emerged in the drift of evolution. 

From here, it is easy to include the thinking of Donna Haraway about cyborgs:  
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we are all chimaeras, theorized and fabricated hybrids of machine and organism—in short, 
cyborgs. The cyborg is our ontology; it gives us our politics. The cyborg is a condensed image of  
both imagination and material reality, the two joined centres structuring any possibility of  
historical transformation (Haraway, 2016a, p. 6) 

Donna Haraway (Haraway, 2016b) contends the notion of the autopoiesis proposed by Maturana and 

Varela, as the auto refers to an isolated entity. Hence, she offers to think in a sympoiesis. This idea 

includes symbiosis, the need for other machines around for an emergent property (adding a feminist 

reading of the concept autopoiesis).  

I consider this type of philosophy becoming more necessary as the machines we create are more 

powerful. This thinking has been categorised as new materialist, which means that we think with 

matter, including my organism as a machine and the world around me as machines. However, I would 

prefer to avoid this categorization, especially when thinking about the intensive and bodies without 

organs, which I believe has roots in, but goes beyond, new materialism. 

I understand subjectivity as an emergent property of my body. I understand it as an assemblage. And 

with assemblage, I do not only refer to my organs, but it includes a body without organs, my 

surroundings, the people around me, and a large etc., a world of matter able to create consciousness, 

intelligence, relationships, societies.  

When I think about the I, we, and it, and when I think about the concept, affect and percept, I imagine 

them as assemblages, as something that emerges when they are all together. An emergent property I 

call transitional. 

Transitional  

Transitional comes from a psychoanalytic tradition, not from a cybernetic one. Psychoanalysis focuses 

on the unconscious, the core concept connecting the different schools. The unconscious is (most of 

the time) thought as what happens inside ourselves, but even more, inside of the inside, behind our 

conscious ego, hidden deep down. Here is the significant change Winnicott proposes (which is why I 

am working with his concept): the unconscious can develop creatively, constructing a world with 

unconscious-like properties. These properties start as an omnipotent power of creation that slowly 

overlaps with a world (of machines) outside. Winnicott (1971/2005) calls it a process of 

creation/discovery, as the child feels it creates something already there.  

Why is the creative side of it so important? Because in this way, the subject feels it is an agent, feels 

the world is alive and is part of it. If not, the world feels distant and impossible to live, impossible to 

change. For Winnicott, playing-in-the-world is what makes us feel real.  



 

29 
 

Here is a twist in the psychoanalytic tradition, which I think Guattari takes forward with the books 

written by himself and Deleuze. Guattari was thinking with Winnicott and considered him a way out 

from Freud, as it opened a new way to understand institutions (Eng, 2015). In his notes (Guattari, 

2015), a transitional object carries revolutionary power versus the institutional object that conforms 

with society's rules. Guattari brings the idea of Winnicott -of the creative element of the transitional- 

and introduces it in a political realm.   

However, in the actual book of D&G Anti-Oedipus, Winnicott and the transitional object are not 

mentioned. These connections remain sketched in Guattari's notes without recognising his inspiration. 

In Thousand Plateaus where D&G get closer to the idea of the transitional, particularly in the plateau 

of the Refrain (the only plateau where they mention the transitional object). In that plateau, they deny 

it as a refrain, which for me, feels like a traditional Freudian negation, saying “no” to say “yes”, or in 

this case “no fully”. 

The refrain (Deleuze & Guattari, 1987/2013) refers to the act of territorialisation, when an 

agent/assemblage creates a world, marking it with songs, objects, movements, rituals (in the extensive 

world). The refrain -which comes from the part of a song that repeats- extends towards anything that 

returns in a way that shapes chaos into the territory. The refrain makes things expressive, as they take 

a position inside territories differently than anything else. Animals express their melodies, feathers, 

dances, movements, horns, and uniqueness inside their group.   

With the same movement that territory is created, an author or a signature also emerges. When we 

express in a territory, for instance, making a drawing on a wall, that drawing is singular; it condenses 

difference in a way that nobody else has done before.  

This idea of the refrain connects with how I understand the transitional: the transitional creates an 

author simultaneously making a world with unconscious-like (creative) qualities. The baby is becoming 

a baby as it picks up sounds, objects, movements. Their parents and family will (hopefully) prize the 

babies’ difference. Babies become singular as they grow and select things. Each baby’s room is 

different, and that space is full of meaning and mutual transformation between the baby, the objects, 

and the family.  

Transitional objects are between territories: the baby loves and needs the object, and the parents can 

manage the object. It is an object in between. It is an object that needs to come back, be repetitive, 

and change slowly not to bother the baby. Always the same, always a little different. Transitional 

objects allow the baby to survive the emptiness of being alone, to shape the chaos of a world still in-
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formation. Maybe a lullaby, or the texture of the blanket, or hugging a teddy bear will allow the baby 

to feel safe and contained.  

  

The third 

How do we connect? How do we feel that something is happening between us, that we are not 

irremediably apart, how to feel we meet other’s eyes? Authors deny the possibility of contact, arguing 

that each of us is in our world; each is in their unconscious desires, their projections of a world.  

I like to think that transitional objects are a way of connection between us. Places in the world that 

we can share and move and see and touch. The object is accessible to a community and created by a 

baby at the same time.  

There are two levels here, two types of interaction. One I call the body of the conscious and another 

of the unconscious. The first one relates to our conscious creation of a world, where objects are 

different to the other.  

The body of the unconscious moves between territories, between distinctions, and connects affect 

and intensities. Thomas Ogden (1994) developed the idea of the analytic third: an emergent 

subjectivity between two subjectivities. Ogden narrates moments in therapy where his dreams and 

reveries are part of a process with the client. He argues that a different subjectivity emerges in our 

relationships, allowing two (or more) unconscious work together. The idea of the third is fundamental 

for this research as I consider my creativity emerges from a relational unconscious and therefore not 

separated from the assemblages around me. 

Transitional inquiry 

As I write from a theoretical position, I feel I am inhabiting the ring of conceptual knowledge. So, I 

wonder how to write a thesis that is conceptual and affective, metaphoric, and sensorial?  

The best way I have found is to use Writing as Inquiry (Wyatt, 2019), writing that includes myself as 

an I and as we, and it, and writing that is not only conceptual but affective and sensory. Even if Writing 

as Inquiry feels close to what I am doing, following the idea of a methodogenesis (Gale, 2018), I would 

prefer to call what I am doing a Transitional Inquiry.  

A transitional inquiry is something creative, which does not have the restrictions of the I as an inner 

space of memory. It opens up through practices, like painting and drawing and writing things that 

make (no) sense by opening the door for fantasy and imagination. A transitional inquiry invites me to 

be like a child creating worlds and jumping around because “the floor is lava”. 
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During this inquiry, I have allowed myself to explore my creativity by doing creative things. This 

exploration took place in many ways, and one was as workshops where I invited people to share their 

practices with me (and the workshop participants). We explored many approaches, like drawing, 

writing with music, writing autoethnography with stand up, playing music, dancing, acting, sculping, 

meditating, painting while dancing, and more. Those experiences were, for me, invitations for a 

transitional inquiry: how to explore in-between? We made the creative emerge in a group in many 

different shapes.  

When I write about transitional, I have those experiences in mind. When I write, I imagine a space of 

inquiry that opens beyond writing, which invites people to become creative to explore new limits of 

what it means to be themselves. One participant started the workshops shy, asking please not to take 

pictures of herself or her work and ending the expansive, playful, and sharing her work with everyone.  

Creative spaces change the participants, invite new energies to be embodied, new assemblages to 

emerge.     

In this thesis, I am thinking with concepts, using the transitional as a rhizomatic pattern, working it 

together with the concepts created by Deleuze and Guattari. I will also add other authors that help 

me think in-between those concepts, opening spaces of creation and exploration, not restricted to the 

conceptual but sensible, kinaesthetic, colourful, shape-based, performed.  

Regarding an epistemological position, I think/feel that what we learn changes what we are and what 

we are changes what we learn. Learning is ontogenetic and methodogenetic: the same movement 

towards learning, a curiosity, comes with a pre-shape, a pre-movement, and a pre-method that we 

can allow to develop. This idea impulses a work that does not dissociate author and oeuvre, creating 

an emergence born in the author, which changes who the author is. In this way, the result is the 

author's transformation and an invitation to others. This is a way of playing, and the point is to invite 

others to play and create new games.  

I create concepts because they work with problems, so they are not stable in time and space but 

emergent and functional to someone, in some time, in some culture, in some history.  

(non)approach  

For these reasons, I prefer to call this a (non)approach of emergent ontology, methodology, and 

epistemology. Ken Gale (2018) proposed a no-methodology, which is different in the brackets added 

to it (). I want to signal that they are and are not simultaneously; they are constantly becoming and 

changing. Sometimes I need a method; sometimes, I need to feel I know. At another moment, I need 

the no-method, in this case without brackets, and be messy and chaotic with my work, not following 



 

32 
 

any rule. This oscillation between following some rules and techniques, creating new ones, and 

sometimes being messy is what I call a (non)methodology. 

The argument I am developing makes total sense as I write, but it does not mean I think it will make 

sense to you (or my own eyes of the future). I believe concepts are alive; they live with affect. When 

this concept/metaphor/sensation compound changes, the theoretical building needs to change.  

But there is another possibility: maybe we can create concepts that allow the compound to change 

and become; so, we have facilitating concepts, they become revolutionary-concepts, carrying the 

power Guattari saw in transitional objects, challenging the institution that aims for things staying 

static.  

In this context, concepts’ importance is relative to their power for transformation and creation and 

their capacity to generate new worlds and territories. Hence, I would like you to read this thesis with 

those lenses: are the concepts creating a world? Are they allowing a becoming? 

The authors I have brought to you in this text are helping me become and create territories/worlds. 

For this to happen, I like the use of paradoxes. Like Schrodinger’s cat, the place of revolutionary 

thinking gets messy and undifferentiated, like what happens at the quantic level. Method and no-

method at the same time. Sometimes this means that there are moments when one pole takes shape 

and governs, just to give space to the contrary in the next step. Like a song that starts happy and ends 

sad, like a novel that moves from war to love, this writing can move from one affect to another or 

from one conceptual construction to others. They are moments of equilibrium between becoming, 

what Bateson called a plateau, to describe community dynamics that do not resolve in a climax but 

stay in balance of intensity. The word plateau then was used by D&G to refer to their chapters, 

describing them as moments of sense, assemblages, which we do not need to read in linear order.  

Plateaus are moments, configurations that concepts can describe, but in movement and 

transformation, the different plateaus resonate with each other, not in linear ways but harmony. Even 

if I am not using all the concepts at once or explaining them fully every time, I hope my writing 

resonates, like my guitar strings. Sometimes one concept will need more exploration; what guides is 

the affective momentum that the essay carries. I will write with affect, bringing stories that the affect 

conveys to see how the concepts are working in-life: how the concept is alive and transforming itself 

as it transforms me.  

 

Jung and D&G come to me closer than I initially thought, as if the quest makes a circle between 

authors. When reading What is Philosophy, I found them writing about the event, the virtual, the 



 

33 
 

conceptual personae. I cannot stop reading Jung in those concepts. I cannot stop reading archetypes 

and a collective unconscious manifesting in the world. Jung's unconscious creates events beyond the 

personal, moving the material world. Inside this unconscious, there are personae, characters that 

embody certain drives, which push for manifestation, we could say from the virtual.  

My first monograph, never published, was about the relationship between the collective unconscious 

and social events and how to think about society through Jung’s theory. In some sense, that first idea 

keeps pushing in my inquiry: how forces create events and give them a different quality.  

My transitional process started with Jung, then Winnicott and then D&G. Through those authors, I 

have been trying to find a new plane, a new concept. With Jung’s ‘esse in anima’ (Nagy, 1991), life in 

the soul, a life where the collective unconscious and the material world come together, I started to 

see something in my life. I had not described that plane before that moment, but I lived in the soul 

from before. Through my art and intense aesthetic experiences, I felt like touching something beyond 

and opening my territory to something bigger.  

I thought of that more prominent place as transcendence, and that confused me because I wanted to 

fly away to another place: a higher place, a place out of this world. But that quest of transcendence 

did not work for me, and I find myself now engaging the immanent, in the idea that there is not a 

beyond but a getting closer.  

 

Event 

The (non)approach looks to understand events. I want to explore the space between the Borromean 

knot, an emergent of different planes, making the event more than a moment. The event emerges 

from chaos and has a creative quality and intensity. As we get closer to the event, we need to create 

ways of processing it, name it, draw it, sing it, as it brings intensity to us and pushes us in different 

directions.  

An event is more than a timeline point; it is a complex composite of human and no-human 

assemblages. An event is more than personal; it touches the cosmos; it reaches the virtual intensities 

allowing us to become something in potential.  

The idea of the line of flight refers to that possibility of opening towards something new, a becoming 

that keeps becoming in difference. A line of flight is a succession of intense events that take us to a 

place we did not know from before.   
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The event is a moment of openness, where the intensities are pushing to create something new. 

Afterwards, we try to think about that event, and for that, we put pieces together, memories, actions, 

objects, so we re-assemble. As the event is so transformative, we make machines that invite us to 

remember events. Sometimes those objects allow us to keep sensing the event, keep having a feeling 

of intensity and life, as the photographs of a wedding that we can keep seeing after many years.  

The event has the power to keep being present, keep pushing. But sometimes, this same quality 

becomes a problem. Maybe our selves or our body senses that the event is/was too much. We tend 

to forget, hide, and put away what we prefer not to keep being present; we would choose it to become 

past. Or the people and the circumstances that before were exiting, now are seeing with other eyes, 

and feel painful. So, the property of keeping being there of the event can make us try to hide and block 

it.  

An event is always present. And always to come. It delves into the intensive, in the archetypal power. 

An intensive that is not human, but goes beyond: towards nature, matter, life. Events can be social 

events that we try to understand, where many components assemble to create something emergent. 

Like a revolution, a social movement, a change of paradigm. But there are also minor events that 

happen in simple lives that nobody else sees.  

Small events are happening all the time. Forces are pushing for expression.  

What History grasps of the event is its effectuation in states of affairs or in lived experience, but 
the event in its becoming, in its specific consistency, in its self-positioning as concept, escapes 
History ((Deleuze & Guattari, 1991/1994, p. 110) 

We lack creation. We lack resistance to the present. The creation of concepts in itself calls for a 
future form, for a new earth and people that do not yet exist. (Deleuze & Guattari, 1991/1994, 
p. 108) 

The concept engages with the abstract qualities of the event. However, an event is always in a state 

of affairs; it appears in a present configuration. I comprehend the event as a transitional/event that 

happens between the intensive and extensive, creating a new being-in-the-world.  

In the model I have drawn, the intensity increases and reaches its maximum between the concept and 

the metaphor. At that point, a pure concept, an idea, emerges and creates an infinite plane. On the 

other side, the state of affairs is at the bottom, represented by the sensations. An event always 

happens between the three planes (concepts, metaphors, and sensations).  

It seems that D&G argue that these three planes try to capture the chaos in different ways, and I would 

add, try to capture the event as a transitional in-between. I read an invitation from Deleuze and 
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Guattari to get closer to an Event as if the concept can capture an event out of the states of affairs, a 

pure engagement with the intensive.  

My argument is that even possible to reach a pure intensity, it can become pathological. From my own 

experience of madness, of going into intensive encounters, I sense that as much we go out of the state 

of affairs, we risk losing ourselves -or better said, “I have lost myself” when I have gone too far. I have 

felt as if touching something bigger, something powerful, but at the same time, the feeling of losing 

my mind. Here I have a small disagreement with the notion of Madness as Methodology (Gale, 2018) 

because I argue for a transitional inquiry, so we are always invited to come back to the state of affairs, 

or better, never leave them. The invitation is to a little madness (Winnicott, 1988), to have a little bit 

of that creative chaos, to feel alive. But inside a world of relationships, objects, projects, and culture.  

So, even if I agree to allow the intensities, the becoming and lines of flight to take me to new fields, I 

always want to do a project-in-the-world, a novel, a poem, a drawing, a dance. I want to make it 

become a sensation and introduce (whatever happens in the intensive) into the world.   

I feel uncomfortable reading Deleuze and Guattari when there is a romantic view of madness. Even if 

I agree that we need to have a broader perspective and accept those experiences we do not 

understand, I think we need to be aware of the effects of madness on a person and its surroundings. 

Engaging with the intensive (which I consider the world the metaphoric delves in) is a delicate practice. 

The same Jung got lost and struggled with his visions and the entities he dealt with as he explored the 

unconscious. I have felt the loss of identity, the feeling of self-dissolving, in a way that stopped being 

creative and stopped being a nice becoming. The act of being was a traumatising event instead, which 

meant hours of therapy to process. I have felt the magic and the danger of the intensive. And this 

needs to be acknowledged as I start this writing. My invitation is for a little madness, not an open-

ended madness. The invitation is for creativity in the world, not to lose any ground in your life.  

Starting a project 

I start this project at the moment of finishing it. I can say what I wanted to do just after I did it. It is 

like painting from inspiration, I do not know where it will take me, but I can sense it is ready (or ready 

enough) when it is finished. I love the quote of Neil Gaiman when he says that it is in the second draft 

when he tries to make it look as if always it was planned that way.  

As I write this chapter, I start to see how to change the other essays of this thesis and make them look 

like they were planned from before. I have been writing essays for three years now, trying in each of 

them to capture the notion of the transitional in varied ways, from theories to stories, to fiction, to 

visual art, to music.  
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Now I need to start the project, but it starts when it is already finished. It starts, and in the same way, 

the start sets up the whole that will come, which is already there. But the project starts here because 

all written from before needs to become coherent to the project I am setting up. It all needs to become 

something new: a change of arrangement changes the piece of art, even if the components are the 

same.   

Making an assemblage from the pieces creates a new whole and changes the original pieces of the 

assemblage.  

       

How does a text start? It starts when it creates a plane, which is coherent, contingent, and aesthetic. 

A text starts, and, in that process, some new life emerges.  

How does something in-formed push towards expression? How does something inspire and guide being 

so moody? Because this writing does not simply go where I want it to, but it breathes and roars. 

Sometimes I feel scared about where the text can take me; it is so new to me that I would prefer not 

to go in that direction.  

And I would like to go forward, but with care, with a holding context, with people around. So, I can 

enter and come back, so I am held, and I can be on the threshold from where the transitional emerges.    

Conclusions 

This chapter has stated some of the main concepts under this thesis's inquiry. It is a preliminary 

positioning. In the next chapter, I continue the discussion, addressing ontology, epistemology, and 

methodology in more depth.  

This group of concepts mark the beginning of the inquiry, positioning it between the psychoanalysis 

of Winnicott and the philosophy of Deleuze and Guattari—creating concepts is a good way to honour 

both projects, as the three authors were passionate about creating their own concepts and giving 

them life.  

Having a (non)approach is a challenge, as I do not have any rule book to follow. Trusting in my process 

and my affects, trusting my creativity will spark in the right timings and bring a thesis to life. I do not 

think this is easy, and I often doubt my ability to create something good.  

I am glad that the process has taken me here where things seem to make some sense. Reading back 

and saying “this is not that bad” and making things connect as a whole.  



 

37 
 

When I proposed to myself and then to my supervisors, the idea of writing a transitional inquiry was 

just that, an idea. Something in the back of my head that felt enticing, challenging, interesting, and I 

felt passionate about trying to do it. There were so many concepts and approaches, and ideas, and 

stories, that I saw could fit; I saw I could put them all together. But at the same time, I knew it would 

be a challenge, that I would need to explore, read, and face my fragility.  

So the text starts, the text starts with a question, because I do not know how a text starts. Somehow 

there is always a word that was always there before. You can always go back and back. But at some 

point, you make the first stroke—the first line on the white page. And a shape starts to emerge.  
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3 Towards a (non)method 

This essay deals with a notion of (non)methodology for the current project. I feel it needs to come 

before a review of the literature because the method, in this case, a (non)method, will be part of the 

whole project and shape the way I will work with the literature.  

I am interested in how I work, even more than in the content I am working with, and will explore the 

forces behind; my referents to do it in this way.  

 

Image 5 What is to write? 
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What is to write? I woke up wondering. What is to write? 

Not to write as putting words in a paper or write like answering a concrete question. I wonder what it 

is to write as an act of becoming, write for the sake of writing and change with the writing; writing as 

a transformative process, when something is happening as I write; writing sustained in and for itself.  

This is not only about letting-myself-write, even if it is mostly about it. However, if it were only about 

letting-myself-write, I would not become productive. I would repeat myself (which I often do). The 

interesting thing about writing is finding those moments of repetition and discovering ways to 

challenge them. That is what keeps writing alive.  

With the transitional, I am trying to create a plane of inquiry that supports itself as a process of 

becoming. The transitional is like the event; intensive forces make it. It cannot be reduced to the 

circumstances even if it needs them. There is no referent in the normal sense, as the referent is what 

we want to keep in movement. Those feelings, senses, affects. Those worlds that emerge.     

It is not about a purely creative space disconnected from the world of matter around. I am always 

there; I am always in those objects; I am always ejected towards a world. The transitional work is to 

notice how I am creating that world, which was always there. Transitional is the possibility to 

transform matter into virtual intensity.  

We always have many paths ahead of us; I call two of them boxes and fluxes. We can go towards 

boxing, breaking the world into little pieces, forces, and distances. Or we can follow the path of the 

fluxes, where the distinctions between objects are not clear, they move between one or the other, 

and we can connect a flower with the stars. We can become-other. It is in this potential-to-become, 

where writing becomes-writing, when writing is in-itself and for-itself.    

But becoming is the concept itself. It is born in History and falls back into it, but is not of it. In 
itself it has neither beginning nor end but only a milieu. It is thus more geographical than 
historical. Such are revolutions and societies of friends, societies of resistance, because to 
create is to resist: pure becoming, pure events on a plane of immanence  (Deleuze & Guattari, 
1991/1994, p. 110)  

Concepts for D&G are alive and are becoming. A concept lives in itself and for itself. As they are alive, 

they transform us in the way. Philosophers create personae as they engage with concepts; they need 

to create someone who deals with the concept and enters a becoming-with the concept. In the same 

way, we become conceptual personae as we embody them. Concepts are creative, alive, and make 

changes in a pane of immanence. I understand that plane as the point of juncture of a world always 

being in the process of creation. As living beings, we are creative; nature is always composition and 
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aesthetic. We create a world, and concepts are there to shape and transform those creations. 

Becoming is the concept itself because concepts are always transforming, bringing something new to 

life.  

The immanent concept emerges when nature is being creative through territorialisation. At this point, 

any living being creates territories, as a bird creating a nest or singing its song. Life creates territories, 

and concepts are in the process of territory-creation as they create new planes of life in the territory.  

 

The persona in the writing 

We create personae when we write; we write as if we are someone. D&G distinguish between the 

conceptual personae and psychosocial types. The last ones are contextual and anchored in history. 

The conceptual personae would be embodied in history but independent of it simultaneously. They 

would delve into the immanent and the intensive, reason why they can keep being alive, and as an 

example, D&G say we keep reading Plato and Descartes. Those personae have embodied certain 

concepts and movements in the plane of immanence, and we keep going to them to understand the 

changes we can make in that plane. D&G propose three types of personae: Aesthetic figures for Art, 

partial observers for Science and conceptual personae for Philosophy. Each of them works a bit 

differently from the other and has different planes.  

These three voices have been haunting my transitional inquiry from the beginning, as I needed to 

create characters way before reading D&G. Who is the writer of a transitional inquiry? Which 

character do I embody? 

For D&G, there is a point where the personae gain certain independence, as it lives in the intensive. It 

delves into areas not localised in the concrete person who is writing but in the concepts themselves. 

So, we become our personae.  

The fundamental writer of a transitional inquiry is becoming-transitional. This becoming is always 

incomplete, and the more I write and try to capture it, the more I struggle and find it impossible. I feel 

I only can point towards directions and never give a complete account.  

D&G propose that “Psychosocial types are historical, but conceptual personae are events” (Deleuze & 

Guattari, 1991/1994, p. 110). As conceptual personae are events; they live and breathe the intensive 

energies and can be embodied in certain moments but do not belong to the moment; they keep being 

present and relevant in a different plane than the fleeting present. In the transitional plane, we always 

want to reach events that are a little more than a moment, as we want to engage in the intensive.  



 

41 
 

However, the concept is reborn because it is not a scientific function and because it is not a 
logical proposition: it does not belong to a discursive system and it does not have a reference. 
The concept shows itself and does nothing but show itself. (Deleuze & Guattari, 1991/1994, p. 
140) 

I do not find it easy to imagine a thing without a referent, as I have been bombarded all my life with 

positivistic approaches. The idea of a concept that does not work as any science, as any current event, 

but something that works for itself, is not easy to imagine. My way of understanding this is that some 

concepts change the way I see, changing my territorialisation. When I get a concept, I start seeing the 

concept, living with the concept. Something was out of sight and then became visible. The immanent 

concepts change the territory and point towards the assemblage of reality -the intra-action (Barad, 

2014), which constitutes our experience.  

I am not thinking with the scientific approach that tries to create a plane which all can observe or 

deduce, but to create new ways of observing and territorialising.  

Immanent vs Transcendent theory 

I would like to explore two ways of making theory: one immanent and the other transcendent. For 

that, I would like to compare D&G and Ken Wilber.  

Wilber created a meta-model, a theory of theories, a set of all sets. He proposes that a good theory is 

transcendent, which means that it transcends (goes beyond) and includes the previous ones. He tries 

to integrate philosophy and science by creating categories connecting dispersed knowledge. He 

proposes that all knowledge can be categorised into four quadrants (I, we, it, its). He presents a path 

where all knowledge will be put in a map's category (each quadrant has a subdivision and many levels). 

We can see in his work how he goes towards transcendent concepts, not questioning the production 

of knowledge, not questioning how a concept creates realities and worlds.  

On the other hand, we have D&G with an immanent philosophy. They use concepts as entities, like 

monsters that are alive. As they say, “Concepts are really monsters that are reborn from their 

fragments” (Deleuze & Guattari, 1991/1994, p. 140). These monsters change our construction of the 

world. They are not transcendent; they do not engulf other concepts; they are active machines 

producing a change.  

This difference is relevant to the model I have shown. I could work transitionality towards 

transcendence or immanence. I could say it represents other theories, transcends previous models, 

and does a better job. But I have preferred to work the transitional as a monster, as a living idea 

looking for expression, using it to change my world and create new worlds. 
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Becoming/development 

I think a second point between Wilber and D&G is important for my conception of the transitional. I 

see two axes, one of becoming (D&G) and another of development (Wilber2). I would say that 

becoming is horizontal and development vertical; one refers to changes and mutations in our 

assemblage and the other complexifications of the assemblages' regimens.  

A becoming without development can be silly, in the sense of keep happening without any major 

complexity change. Suppose I am feeling happy and sad in oscillations, and I do not make a significant 

change. In that case, the oscillation can keep happening ad infinitum, and I will have a feeling of 

becoming in a way that does not feel productive (in the sense of producing something new and more 

complex).  

A development without becoming can be narrow, in the sense of getting more capacity to understand 

complexity, but without the feeling of expansion that the becoming can give you. Development 

without becoming can be restricted to a small area of life or feel unauthentic and not creative.  

Winnicott thinks about becoming/development when he stresses the importance of creativity, 

curiosity, and exploration (areas of becoming) and how to create a context for those to make profound 

changes in the complexity of the subject (areas of development). Winnicott wants to see the baby 

learn to speak, walk, play alone, and play with other children. Those are developmental steps, which 

change the configuration of the assemblage drastically. On the other side, Winnicott invites play, 

touch, imagination, fantasy as a way of keeping the feeling of being alive and true, which I understand 

as becoming.  

Winnicott’s notion of the good enough mother refers to creating an assemblage that holds the 

becoming and allows creativity but at the same time generates an amount of frustration that will 

challenge the system to become more complex. The good enough mother is not purely good; it is not 

strictly permissive, as it is also challenging. The good enough mother holds to allow creativity (and 

becoming) and challenges to promote development.   

I find it interesting then to think about a becoming/development that is also immanent/transcendent. 

This second step comes from the idea that we need to transcend the previous regime and enter a new 

one that is more complex.  

When complexification happens, forced by too many frustrations from others, we can develop and 

transcend in a way that feels false, feels forced by others and not from the expressive element of the 

 
2 Wilber has proposed an integration of all the models of development, see for example Integral Psychology 
(2000) 
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self. We can also find frustrations in our creative explorations. There is an immanent frustration when 

we arrive at limits that our present conceptions cannot solve. After many of those frustrations, we 

need to surrender to a new and more complex configuration. This new configuration is 

immanent/transcendent, in the sense that immanence goes first, and it opens to something more 

complicated, not distant and abstract, but rooted in the world-at-hand.   

In my development experience, I like it when the transformation feels happens from the immanent to 

create a transcendent change that shifts the immanent again. I see this when the transformation goes 

deeper in my assemblage, extending my territorialisation. Not as an abstract figure (transcendence) 

but as a change in the territory. I am trying to say that development can happen as abstract and 

transcendent complexity that detaches from the world or as an immanent and territorialised 

expansion. Both ways seem important, but I enjoy more where the change is so rooted in myself (as 

assemblage) that I do not even think about it, as it is now part of the territory.   

 

Major and minor approaches to writing?  

Sometimes I notice I do theory and concepts without believing in them, without thinking they will 

make any big change in the world. I do them because I like the act of doing it. Hoping someday they 

can change me, my clients, my family, and my friends. But I do not think of them as something that 

could become bigger, could get out of the first layer of people around me. This type of writing is minor, 

and it does not aim to overtake a field or create an only way of thinking.  

As I think close to experience, I also allow my thinking to engage with the concepts themselves; my 

writing happens between my conceptual personae and my subjectivity. They are not the same, even 

if they are close. My conceptual personae become with the concepts I am developing and changes 

who I am as a subjectivity.  

One of my tendencies was to think in overarching ways, and reading Ken Wilber’s feed that tendency. 

For some time, I thought that was a wonderful way of connecting knowledge, as it was close to science 

and could connect different traditions in one simple model—a process of boxing. 

On the other hand, I enjoy fluxes, the creative process, and processes of becoming-other, changing 

the way I am. I love philosophy and thinking, and I found a place for exploration as I studied psychology 

and psychotherapy and their different approaches. I did not study psychology only in the abstract; it 

also transformed me and inspired my art.  

Psychotherapy has a weird position that feeds from ideas, sensitivity, and facts. Psychotherapy 

inhabits an in-between space, and I consider that the transitional is the best way to bring those areas 
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together/apart. To be inspired by those different positions (planes) that the multiplicity of approaches 

allow me to see and use.   

As I mentioned before, this writing aims to be minor, following the minor literature and minor gesture 

(Deleuze & Guattari, 1975/2016; Manning, 2016). Minor seems a way of differentiating D&G and 

Wilber. One is trying to create the ultimate model (major), and the others are always exploring new 

concepts which can create new becomings (minor). Both are plugging many different theories in their 

explorations, with Wilber making it arboreal whilst D&G rhizomatic.  

Do I write for the major or the minor? Do I write for any audience or the small gestures of myself, my 

clients, my friends?  

I feel that D&G invite a minor that is so powerful that it can create even more significant effects than 

the mayor writing. Living in this concrete assemblage is the best way to make any change and 

becoming because a living (and writing) that deals with events does not cease to be… 

The actual is not what we are but, rather, what we become, what we are in the process of 
becoming -that is to say, the Other, our becoming-other. The present, on the contrary, is what 
we are and, thereby, what already we are ceasing to be (Deleuze & Guattari, 1991/1994, p. 112) 

Actual and present are not the same for D&G; one keeps pushing, and the other is left behind. One is 

becoming and alive, and the other loses life and ceases to be.  

As we engage with the actual, we are engaging in becoming; we engage with life as alive, always 

creating something new. The actual can engage with forces that are not historical, even if being in 

history. The minor-in-the-actual has revolutionary power. Then, even if writing from myself, creating 

concepts that are not aiming to be overarching, they may gain momentum, energy in being minor.   

In other chapters, I have delved in memories, moments, and instants pushing in my assemblage, which 

have come up as I write, because their intensity has resonated with my writing. They are full of affect, 

and I allow the affect to guide my writing. Some moments keep being alive; they keep having power 

over my life as if time has not passed, as if the present did not make them ‘cease to be’.  

* 

My voice cracking through my throat. Moving with a precision I never dream of before today, slowly 

rising the pitch, slowly until it sounds out of tune, and I keep rising it until the point the vibration, that 

vibration that feels like a merge, appears again. Harmony. Harmony felt in my body for the first time. 

I felt harmony by gaining control of my voice and making small changes that I had never imagined 

before.   

* 
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Intensities re-territorialise; they come back to life 

It is common to see on Facebook documentaries that compare situations that are happening now with 

others that occurred many years ago. As if something pushes in history and is like events that 

happened before.  

Lately, I have seen many comparisons to what was happening before the second world war, in the 

times of Hitler, with some presidents wanting to take more and more control of their countries (like 

Trump, Pinera and Bolsonaro). As if something comes to life again, something, not the same, 

something in becoming: “In each case, philosophy finds a way of reterritorializing itself in the modern 

world of conformity with the spirit of a  people and its conception of right” (Deleuze & Guattari, 

1991/1994, p. 104) 

In the same way, ideas need to re-territorialise in a world, a new world constantly changing. When I 

am writing now about D&G or Winnicott, I am not doing the same they did. I am re-territorialising 

some of those concepts in new ways; I am giving life to them and becoming-with them. If I were not 

be becoming-with my text, it would stop here, and it will cease to be. It will make no sense to keep 

writing: why write if they already propose the idea? 

I remember the exploration I made for my first monograph for the university. Jung started to see 

dreams about the Nordic gods of war sometime before Hitler rose to power. He was worried because 

something in the collective unconscious seemed to be pushing for an event, one that maybe could 

have been shaped differently. The idea of multiplicities in the intensive, which are pushing for events, 

is not good or bad in themselves, making me think of the importance for us to recognise them; the 

importance of seeing the movements and changes of society and its becoming.    

* 

Deleuze and Guattari propose that when we write philosophy, we work with three elements, they say: 

Philosophy presented three elements, each of which fits with the other two but most be 
considered for itself: the pre philosophical plane it must lay out (immanence), the persona or 
personae it must invent and bring to life (insistence), and the philosophical concepts it must 
create (consistency) (Deleuze & Guattari, 1991/1994, p. 76) 

We are creating an immanent plane, creating a personae, and creating concepts. In this writing, I am 

proposing an immanent plane of transitional, for which I am creating concepts and personae who can 

think through it. The plane of the transitional is between creation and discovery, between the 

intensive and extensive. I create a plane, and I can talk and think about it. It is narrated by the way I 

write, by the person who embodies it and gives examples; that is my personae. For this to happen, I 
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have created many concepts, like transitional inquiry and holding-machine. They are born from re-

signifying many of the concepts of other authors.  

The complexities of transitional writing are higher, as it includes stories and creative practices, which 

by their nature are different from philosophy. I work with elements from the plane of science and arts 

together with the philosophical plane. I bring state affairs and aesthetic practices as I write my stories 

and engage in other activities, like singing, playing guitar and painting. Those are a crucial part of my 

understanding of the transitional, and they feed each other in their becoming/development.  

* 

I have been watching videos about string theory on YouTube as I write. He says strings and their waves 

constitute the universe. Harmonies, vibrations are the basic concept for the whole scientific plane. Is 

music more than a metaphor here?  

A weak voice, a weak self is writing. A self that is not sure of itself. A self that sometimes fears being 

destroyed by a bully. A self that fears its words are not enough.  

What is the place of writing and thinking? Where does it go? Does it make any change? 

I write, and this writing has meaning for its becoming, for me becoming-writing, becoming-concept, 

becoming-art. That pushes the project further and has made me change so much over the last four 

years, maybe not visible, but something that I feel in the same world I assemble.  

And as I re-read this text and go through the same stories, I tend to add new harmonies; I like to keep 

finding new resonances and new strings to play. And I find it so hard to close, to write in a way that 

closes because it feels as if my writing ceases to be, loses its magic, loses its force of becoming.   

* 

Memories of my ex. I do not know why after she broke up with me, I told myself, “she was not for you, 

it was a mistake”, and I tried to believe it. I tried to convince myself I never loved her enough. With 

that, I hid some memories, creating a crypt, a hidden space inside, so those moments of happiness, 

pleasure, and love were forgotten. But there is no such thing as forgetting; it is a de-assemblage; it is 

a way of breaking who I was (as we will read in ‘broken assemblages’, chapter eight).  

What is this thing hidden behind? How can we let an event behind? 

As I live, some lived moments have become painful. Some relationships and their constant image hurts 

in the body, hurts in the chest and belly, does not allow me to sleep, nor enjoy, they emerge, and I feel 
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grief. I feel the tendency of hiding memories, twisting them, making a new timeline where that person 

and those events never happened, nor ever should have happened.  

Why is it so hard to accept the events that have broken us? 

Those memories never disappear; they are never in the past. I have learnt that even if harder, it is 

better to accept. Accept the pain and the stories it brings forth. I have learned to keep the events alive, 

so I can keep being alive.  

I have become and developed so much with the people I have loved. 

 

An inquiry between the personal experience; concepts and the world of intensities  

In a way, transitional means working with three different approaches at the same time. For the same 

reason, I tend to change my character when I write stories that happened, when I write theory and 

when I do creative writing. My first proposal for this research had each voice with a different colour. 

However, I have started to question the need to fragment the voices and find my in-between writer.  

Moving between personal, theoretical, and creative, I have found a way to access what I call 

transitional. The transitional is not something I can point with my finger, but something happening as 

I write, a becoming, where the intensive forces can make my fingers move.  

At the same time philosophy, art and science become indiscernible, as if they shared the same 
shadow that extends itself across their different nature and constantly accompanies them 
(Deleuze & Guattari, 1991/1994, p. 218) 
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With the idea of the transitional, I feel I am pointing towards the shadow of science, philosophy, and 

art. For me, that was the project of studying psychology when I was eighteen, and that keeps 

resonating until now. That was the invitation I felt when I saw the program and what I thought I 

wanted. Obsessed with this idea, I took all the concepts I learned in the classes as something artistic 

that inspired my writing, art, and life decisions. It was never in the past, always a project of becoming.  

* 

Am I dying or coming back to life? Can the feeling be the same when you cross the same threshold of 

becoming? 

* 

Science, art, and philosophy are practices that fight against chaos, and they create different planes 

and ways of working within them. The image above tries to connect those three. I propose that a 

transitional inquiry moves between the plane of coherence of the philosophy, the state of affairs of 

the science, and the arts' composition.  

Part of the work I aim for is to connect with my life represented in my stories.  

Another part wants to develop concepts that move in the infinite of the philosophical.  

Another part wants to create compositions, aesthetic products of sensation.  

The three planes, along with their elements are irreducible: plane of immanence of philosophy, 
plane of composition of art, plane of reference or coordination of science; form of concept force 
of sensation function of knowledge; concepts and conceptual personae, sensations and 
aesthetic figures, figures and partial observers. (Deleuze & Guattari, 1991/1994, p. 216) 

* 

When I was finishing high school, I needed to decide where to go. I had so many things that interested 

me. I liked sciences; I was fascinated by discoveries, theories, equations. I liked philosophy, to think 

about life and big concepts. I liked arts, expressed in my constant writing, drawing, and painting.  

One way of convincing myself to go to psychology was that I thought it would help me develop 

characters for my stories. I also thought it would help me with my poetry as I deeply understand my 

mind, unconscious, and feelings. It would also help me with my political interest, in which I wanted to 

help people and understand better human suffering.  

There was a passion in some of my schoolteachers that impregnated me, inspiring me until this day: 

Rafael, my philosophy teacher, always encouraged me to keep thinking and allowed me and my friends 

to do new things, so we created a debate club and other extra curriculum activities. Rodrigo, my 
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literature teacher, was a writer and never set homework that I felt boring, as he encouraged us to write 

and feel each word. Javier, my chemistry teacher, a passionate learner, lover of experiments, making 

us feel each equation positioned in history, always fluent, always changing. 

I always loved the subjects where my teachers were passionate about them.  

In the middle of those multiple interests, psychology was an area that seemed to include all of them. 

Science, art, philosophy. An area of study where I could keep learning everything I liked. Gladly my idea 

of the career matched my expectations, but weirdly: I saw all the lecturers saying things against each 

other, each in their corner defending their discipline. In between those multiple theories, I had the 

chance of learning about culture, philosophy, the different psychological theories, experimental 

psychology, systemic theories, and psychoanalysis.  

I also managed to sign up for art classes in the Art department. My creative writing never happened in 

the institutional space but kept happening in my private journal, where I tried to develop psycho-

poetry. I tried to understand the different theories through my life, affect and experience. I tried to use 

my imagination to live the theory, feel it, and incorporate it into my life. And that process became 

productive, became a way of becoming, changing, feeling different.   

Psychology was more than psychology. It became what now I am calling a transitional inquiry, which 

moves between the personal, collective, and material, and between concepts, metaphors and 

sensations. I found an area of exploration between the planes created by science, philosophy, and art.    

Something started to push from within, a new concept, a new way of framing my life and art, 

something I began to feel and sense around. An invitation to a different approach, which I call a 

(non)approach. Something creative, concrete, intelligent, abstract, all at the same time.  

In the moments when I have felt, ‘I am not sure where my life is going’, the notion of transitional gives 

me a push, a kind of purpose, as it feels it holds itself, it feels good by itself. It moves, it becomes, it is 

alive, like a little monster.  

* 

After the breakup, I needed to come back in time to the practices that made me happy long before. I 

needed to play basketball again, buy a new bokken (wooden stick) to practice swordplay, and buy 

board game cards. I needed to come back to those feelings and movements, back to the cards' strategy 

and planning, and play again with objects.  
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I also needed to move forward and buy new toys, new objects that could expand my exploration with 

music: a looper, a mini amp, an audio interface. Objects that help me to re-shape who I am creatively: 

things that expanded my territory, the actions I could do and made me feel good.  

* 

Have you ever needed to create all the coordinates of your life by yourself? Start from scratch because 

all you know makes no sense anymore. 

* 

Structural metaphors 

One day I remembered something so poignant that I felt as if that event kept happening in my life, 

once and again, as if it never ended. Like Sisyphus with the stone, I was repeating every day. I called 

that moment a structural metaphor. Something as an event kept happening, metaphorically in other 

experiences. Some patterns from the past event keep happening: not the same, but like a flavour, a 

taste; like breaking up, and then breaking up again; and then remember all the details from before 

repeating, as if the wounds were still there.  

Those moments felt structural because they have become part of my self until faced and challenged 

with new events.  

There are memories and memories. Some of them are rooted deeply in our affect and body. Some 

events are charged with such an intensity that mark our lives and keep pushing and affecting us for 

years and years until we can see them again and do creative work in ourselves.  

We can change our structural metaphors, the events that shape our ways-in-the-world.  

Many of the snippets of this thesis were structural metaphors, they marked my life, and through 

remembering with the full-body, I feel as if creating space for flexibility and new becomings. 

A text is alive in and for itself. A good text creates a change and creates a becoming/development, as 

the author and the reader are in a transformation process. I write, and I can keep writing because my 

life is here, in words. And it is not easy to keep it that way, and it has become impossible to not. As I 

contact my creative self, I feel more difficult to write every day without myself being present, without 

a becoming-writing writing-becoming.    

In some sense, this text is for me, for my becoming. In another sense, it is for you, as an invitation to 

understand and share: my becoming as an invitation for other becomings. It is both for me and you 
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and many more, as its emergent qualities go beyond what I can see. As I know, affect goes beyond my 

person and my body, and it takes me, and hopefully you, to new places.   

 

Transitional inquiry, a (non)method 

What is this thing of writing? What is this thing of writing for itself, writing for the writing?  

Through these reflections and these modes of inquiry that move between states of affairs, aesthetic 

compositions, and coherent conceptualisations, I am proposing a way of inquiry. The territorialisation 

of this idea could have many shapes. The one I am doing here is what emanates from me in this version 

of myself. It is a way of writing that comes from my life story, my affects, traumas, the things that 

make me resonate.  

This project started looking for a transitional space which developed as a transitional inquiry. The 

inquiry about the transitional space was going to focus on my art practices and reflect on the 

transitional elements. As the engagement with D&G progressed and I read more and more of their 

work, the concept started to take a force I was not planning. The concept started to need a bigger 

space and take the whole project with it. The inquiry became transitional and about the transitional.  

I consider many practices transitional, as they carry a sense of creativity and in-betweenness. The 

work of Laurel Richardson (Richardon & St Pierre, 2005) allows me and many others to think of a text 

that is alive in and for itself. A text that breathes, shines and cries; not detached writing but a writing 

that is the inquiry itself. The work of Jonathan Wyatt (2019), who took away the word method before 

posited by Richardson, proposes writing as inquiry inside a creative-relational inquiry, giving even 

more power to the writing as the practice that leads the inquiry. The writing becomes, with these 

authors, an immanent plane that opens to new territories. Creative writing, creative in the sense that 

the author is in movement, is in the process of becoming/developing, which constantly changes who 

the author is. The more interesting thing is how the author becomes in the text as they assemblage 

anew.  

Following a similar path, Ken Gale has proposed a madness as methodology, which he calls a no-

method (Gale, 2018). I resonate deeply with his idea that concepts need to be brought to life, that we 

need to re-create them in our own madness. However, following Winnicott’s work on transitional 

objects, I would prefer to think about a little madness or a transitional-creative work. Winnicott 

proposed that the creative has a madness-like quality; however, he insists it needs to be just a little to 

become creative-in-the-world.  
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A transitional inquiry is creative, and it is (non)methodological. I prefer to present it as 

(non)methodological, with the parenthesis to signal that at some points, we need structure; we need 

to be more methodological. This movement shows the oscillation between madness and the 

assemblage with the world, so we move between the deterritorialization and re-territorialisation. We 

go into the intensive, and we come back to the extensive, working with a little madness or with the 

transitional. 

When I write my transitional work, I think with theory (Jackson & Mazzei, 2013); I am using concepts 

to understand my stories and different life phenomena. Jackson and Mazzei have managed to propose 

a post-qualitative inquiry (Lather & St. Pierre, 2013) that aims to plug different theories into different 

data, creating new compositions and new assemblages. My transitional work is post-qualitative in the 

sense of going beyond the humanist tradition, which means that I have re-framed many of Winnicott’s 

concepts to fit the post, where there is a challenge of essences and central selves and the primacy of 

the human, and an important critique towards master concepts, which aim to control thinking with 

only one model. In this sense, to keep producing concepts, and plugging them differently, keeps our 

thinking fresh and always in the process of creation, always as an event. 

My way of working with theory is to embed myself in it until I start seeing it in my life. Sometimes a 

phrase will take me on a journey of self-discovery, opening memories that I did not remember before. 

Those memories seem to be in a state of presence-in-absence, hunting my actual life, as they keep 

influencing my fears and desires. I work with theory as I feel and see the concepts help me explore my 

assemblage in new ways. They emerge in my imagination, and I find them, created, and discovered, 

and in this way, they become part of my territory. They work with me; they change me and the 

immanent plane of my life.       

This thesis has always been in the process of becoming-thesis and developing as a thesis. I often 

wanted to follow my table of contents or my pre-determined stages; nevertheless, forcing myself to 

follow predetermined steps always killed my creativity. Slowly, I have been able to make something 

in-between, something that has been born in my affects, which at the same time is reflective. As I 

follow my transitional sense, my transitional taste (which does not stop to change), many chapters 

have come to life. It is hard to call them chapters because most of them have their own life and go in 

their directions. Hence, I have selected the ones that could be closer to explaining the concepts I am 

developing and those that show transitional processes of becoming. Many others have been left 

behind, many ideas, narrations, stories.     

How does a text start? If all the chapters in this collection can be read by themselves. How to start if 

the text has not finished; the more writing I do, the more it opens to new areas of expression?  
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A text starts and at the same time finishes. And as it finishes starts again. A writing that is actual goes 

forward and keeps rippling again and again.  

Conclusions  

Here I have discussed important elements for the inquiry regarding ontology, epistemology, and 

methodology. Moving between art, philosophy and science seem a difficult type of inquiry, but also 

one that keeps being between and creative.  

In this inquiry, I move between the realm of concepts, metaphors and sensations, which makes my 

text layered, and it gives me a sense of refreshment as I explore complex areas.  

This inquiry follows an ontology between a subjective and personal position, one objective and 

material, and another collective and plural. It is an ontology that moves between sensations, concepts, 

and metaphors, understanding them as ontological planes we live in. The epistemology follows these 

positions expressed in these three main practices, philosophy, art, and science.  

Here, even if plugging big groups, as Wilber did, I am plugging them in a minor key and not trying to 

be overarching and to make a meta-connection between the three main planes, but playing with 

them, moving between them in a dance, or music, in an artistic and creative way.    

 

  



 

54 
 

4 Transitionality from Winnicott 

This chapter is about Winnicott concepts and how they live in me; the transitional object, notion of 

true self, good enough mother, and fear of breakdown help me understand my life, interests, and 

desires. Here I write about them in dialogue with the ontological position of D&G. I weave the concepts 

together with stories about my transitional objects.  

 

Image 7 Holding Machines 
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A child is looking through the window with curious eyes. I would say contemplating if it did not sound 

weird for describing a child. I would say waiting, observing. I would say curious.  

May he be puzzled at this early age? 

* 

There is a painting at the side of the dinner table, with a blue boy looking towards you, scared in a dark 

background.  

The room is rectangular, with a round dining table on one side and two sofas on the other. There is an 

easel on the side of the dining table, where the painting stands, and just behind, there are two window 

doors, which lead to a small garden. The buildings behind the garden are blocking the view, which a 

few years ago was mountains.  

The painting stayed over the easel for a while, months probably, until someone said it was too scary 

to keep it there. They said it like a joke, like something funny, and soon after, I took it away myself.   

The painting. My painting. It felt natural to write in the third person, and now it feels a bit awkward, 

as I am also talking about myself, about me trying to paint this blue boy that was also me, as I was 

looking at a photograph of my early ages. My painting about me that nobody welcomed.  

It was not easy to listen to the joke and to feel my painting was scary, but it was even more problematic 

when everybody laughed, making it feel like a shared opinion.  

I tried and tried to make it cute, but I could not stop making it dark. Layer after layer, it was getting 

more and more away from my original intention. When I realised I could not fight my art; I added even 

stronger elements: a snake in the boy's ear, a puzzle on the floor, a mysterious doorknob.  

Some years later, I would destroy the canvas and keep only the blue face.  

As I remember this story, I see something coming from the conscious and the unconscious. I will argue 

during this thesis that we can conceptualise these two modes of thought, not as something of a mind, 

but something of a body: A body of the conscious and a body of the unconscious, which in their 

tensions and connections create new bodies. Like this painting of a child, that is me, and it is about 

more than what I knew about me. This space in-between is what we will explore here as transitional.   

I imagined –consciously- having a pristine and charming childhood, not seeing that my childhood was 

complex and scary.  

The laugh of my family imprinted in my body (or bodies) that my childhood was not easy to deal with. 

I felt that observing the not-cute part was hard for others.  
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They could have asked “what was happening”, engaging with the meaning of me putting my blue 

coloured child face in the dining room. But instead, they laughed. 

This sounds like I am angry or frustrated, but this feeling is more complex than that. It has many layers. 

At the time, I did not have words to express what I was feeling, and I had no concepts to think about 

what I was trying to communicate with the painting, and neither did my family. Now, I know more 

about unconscious processes, and I can understand the weight of those actions. I can now think of 

other ways of engaging with something like this and the importance of shame.  

* 

Some feelings come and go, feelings of other times, of other moments, where my wording was so 

different. A voice from my childhood says:  

Sometimes I miss my teddy bear. It disappeared at an early age. Where did it go? My parents said I 

was too old to keep looking for it.  

They used to say things were “not for me anymore” because the books would show stages of 

development, saying what a child should or should not do.   

One day, when my parents were cleaning the boxroom, I saw the teddy bear passing by. I doubted my 

eyes, but maybe it was real. I am not sure.  

 

Thinking with Donald Winnicott 

I met Donald Winnicott in a psychoanalysis course about post-Freudian psychoanalysis. He was one of 

the class readings; however, different lecturers mentioned his name many times before, so I was 

already curious.   

His character surprised me─ direct, straightforward, compassionate, and a little bit crazy. Some stories 

of him felt inspiring, like when he took a child to live with him or had a client in a side room all days of 

the week because she was too regressive (feeling like a baby). He broke the rules when maybe nobody 

had written the rules.  

From the beginning, I felt captivated by his writing. I resonated with his concerns with children’s toys 

and the objects they engage with, his interest in the creative process, his attention to the 

environment.  

His interest in creativity seemed to explain my interests and pursuits: I loved my art process, and the 

only place I felt authentic was when doing some art.  
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More than any other author, his way of thinking took me on a journey of understanding myself that 

felt good, matching my intuitions and practices. It felt encouraging, and it felt as if reading him helped 

me to understand, theoretically, who I was. 

When I say help to understand theoretically, I assume that there is no theory for all but that theories 

live with people. Some ideas help some people more than others. And Winnicott was an excellent 

companion to me.   

I liked that he preferred not to interpret but to wait for the client to think. I adored that there was a 

middle place between the inner world and the external one.   

Winnicott’s transitional object and phenomena was a creative encouragement. His conceptual 

creations were inspiring; they were like invitations to open my sketchbook and keep drawing.  

His ideas broke many assumptions I was finding uncomfortable in psychoanalysis: Not worried about 

the law and the control of the father and giving power to the objects -referring to anything the subject 

can encounter. These notions challenge the traditional position that understands objects as mind 

creations to provide them with autonomy and agency.  

Winnicott was turning some of the more accepted assumptions in the field; his eyes pointed in a 

different direction. 

Transitional objects 

We find objects around us, and we can name almost everything we see as an object: chairs, desks, 

kitchens, and computers are all objects. The psychoanalytic tradition has been worried about objects 

but as a secondary product of the mental process. In general, in psychoanalysis, an object refers to 

anything that is not the subject.   

Deleuze and Guattari (Deleuze & Guattari, 1972/2013) changed the wording and called them all 

machines, and with that, they included object and subject in the same category. They called machines 

the parts of the body that produce desire, mimicking the areas of psychoanalysis: mouth, anus, 

genitals. They modified the concept of the id: they saw it now as a machine plugging with machines, 

as something not bound by the human, but in nature, as a desiring-machine (they mention animals, 

plants, organs, as fluxes interrupted and then becoming part of other fluxes, the world as a giant 

machine).   

The notion of an object in itself is complicated. Many traditions use different words to refer to them, 

and each word carries some weight. In the times of Winnicott, a therapist would call object the 

mother, as it was for them irrelevant the subjectivity of the carer: it was a projection of a baby who 
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could not connect with people. Winnicott challenged this idea, and others carried this forward, like 

Jessica Benjamin's intersubjective approach. The mother as a subject emerges as fundamental for 

development. Any personality is itself good enough, never perfect, and trying to be perfect, or a 

projection like an object, would be detrimental in her theories.  

Winnicott invites us to see the object and the setup. When we try to help someone, we do not only 

look for the single individual but also the objects they are engaging with and the context where they 

are: “The centre of gravity of the being does not start in the individual. It is in the total set-

up”(Winnicott, 1975, p. 99). Before making a theory about it, he surprised himself by saying in the 

middle of a meeting in the Psychoanalytic Society, ”there is no such thing as a baby” to what he reflects 

I was alarmed to hear myself utter these words and tried to justify myself by pointing out that 
if you show me a baby, you certainly show me also someone caring for the baby, or at least a 
pram with someone’s eyes and ears glued to it (…) the unit is not the individual, the unit is an 
environment-individual set-up (Winnicott, 1975, p. 99) 

Winnicott opens the eyes beyond the mind, looking outside, finds crucial elements to understand a 

case. This is a shift in the comprehension of our subjectivity. In psychoanalysis, even today, there is a 

tendency to attribute objects a purely projective quality, a creation from our minds. Challenging a 

pure creative instance, Winnicott positions this in an in-between place, between creation and 

discovery. The object is there from before and created at the same time.  

It is well known that infants, as soon as they are born, tend to use fists, fingers, thumbs in 
stimulation of the oral erotogenic zone, in satisfaction of the instincts at that zone, and also in 
quiet union. It is also well known that after a few months, infants of either sex become fond of 
playing with dolls, and that most mothers allow their infants some special object and expect 
them to become, as it were, addicted to such objects. (Winnicott, 1971/2005, p. 1)  

I read in Winnicott’s text what Barad called intra-action (Barad, 2014). A process where the two (or 

more) participants are becoming together/changing together. Intra-action contrasts with interaction, 

which maintains the identity of the participants. For Winnicott, the objects the child creates/discovers 

are changing the child’s unconscious development. An intra-active bond with objects allows the 

unconscious to explore, transform, engage with the world, and be transformed by the same 

engagement.  

In Winnicott’s thinking, the mother’s subjectivity emerges as relevant, in a process where the child 

can recognise her as more and more independent in their subjectivity as it develops. For him, there 

are moments where the mother/therapist3 needs to emerge as different, showing their agency (and 

 
3 In Winnicott’s work, there is an implicit assumption that what the therapist should do is the same than what 
the mother’s do (and vice versa).  
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moments when this should not happen). The objects in Winnicott are relevant in their difference, not 

mere projections but active elements of the human assemblage.  

The more important of the objects for Winnicott is the transitional object: an object that is both 

unconscious and conscious, both fantasy and reality -an object that carries the unconscious process 

in a creative bond.  

This object for Winnicott is the base of cultural experience, as it allows a space of illusion inside the 

culture. For him, children playing is one example of a transitional phenomenon, where we can see 

them walking as if the floor is lava or as if they will get burned if they touch a ball. In children’s play, 

they manage to share illusions while knowing it is a game.  

I have introduced the terms ‘transitional objects’ and ‘transitional phenomena’ for designation 
of the intermediate area of experience, between the thumb and the teddy bear, between the 
oral erotism and the true object-relationship, between primary creative activity and projection 
of what has already been introjected, between primary unawareness of indebtedness and the 
acknowledgement of indebtedness (‘Say: “ta”’). (Winnicott, 1971/2005, p. 2) 

One of the first objects Winnicott described were the teddy bears of children. The story says 

(Nussbaum, 2006) Winnicott was mocked for his toys, especially his dolls, and he ended up destroying 

them himself. It seems as if destroying (or being forced to destroy) his transitional object marked the 

life of Winnicott and his way of seeing clients. Winnicott will argue for parents to keep this object and 

wait until the child can let it go by themselves when there are so many other objects around that it 

loses power.    

This transitional phenomenon also emerges in adults, and Winnicott had a special interest in arts as a 

medium for expression. Creativity in arts opens unconscious processes shared in the concrete world. 

Since I read it, this idea has inspired me so much that I wrote this thesis to honour the transitional 

space.  

I am therefore studying the substance of illusion, that which is allowed to the infant, and which 
in adult life is inherent in art and religion, and yet becomes the hallmark of madness when an 
adult puts too powerful a claim on the credulity of others, forcing them to acknowledge a 
sharing of illusion that is not their own. We can share a respect for illusory experience, and if 
we wish, we may collect together and form a group on the basis of the similarity of our illusory 
experiences. This is a natural root of grouping among human beings. (Winnicott, 1971/2005, 
pp. 3-4) 

Winnicott also observed the life of artists and realised that something was different from many of 

them. He observed how illusions could be shared, that groups could be formed around a project that 

was not concrete [what Guattari called incorporeal universes and existential territories (Guattari, 

1995)]. We can share spaces between, coupling with the territory, creating new territories, and having 

ideas and notions that do not need concrete references. 
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Transitional phenomena are assemblages of a subject and context; they need to be seen as such 

without projecting our assemblage into others assemblage. 

The transitional phenomena represent the early stages of the use of illusion, without which 
there is no meaning for the human being in the idea of a relationship with an object that is 
perceived by others as external to that being. (Winnicott, 1971/2005, p. 15) 

Here Winnicott is inviting us to see not only from our eyes, which could make us think that an object 

is independent or external to someone but from the eyes of the transitional, the eyes of an illusion-

in-the-world, where objects carry existential meaning.  

Law and superego 

One of the most exciting observations Winnicott made was to find some people able to live without a 

superego (or at least without the traditional one). Some people could make assemblages with the 

world, culture, and society without the need for the oedipal complex (base of the superego). As we 

can see in the work of D&G, challenging Oedipus is a more significant move, as it means to challenge 

our cultural assumptions and maybe culture itself.  

It is interesting to note that the creative artist is able to reach a kind of socialization which 
obviates the need for guilt-feeling and the associated reparative and restitutive activity that 
forms the basis for ordinary constructive work. The creative artist or thinker may, in fact, fail to 
understand, or even may despise, the feelings of concern that motivate a less creative person; 
and of artists, it may be said that some have no capacity for guilt and yet achieve a socialization 
through their exceptional talent (Winnicott, 1965b, p. 26) 

For traditional psychoanalysis, the superego is the instance that allows us to be part of society. 

Therapists who follow this approach would promote its emergence in therapy and the development 

of children. When it appears in their therapy, they will not challenge it, as it is considered the structural 

rock of the subject.  

In Lacanian psychoanalysis4, the father (or father function) creates at the same time the notion of law 

(prohibition), a sense of lack (something is missing in me, I am not complete, so I desire things), and 

the signifier (things mean only one thing, usually verbal, which allow a child to say ”I have a name and 

a position in society”).  

 
4 Here I feel I should quote the texts produced by Miller of the classes of Lacan. I read these texts in different 
classes of psychoanalysis. As the writing of Miller is not necessary Lacan’s voice, I feel more comfortable saying 
that is Lacanian psychoanalysis. Guattari had direct access to Lacan’s classes, and writes from there. He 
received the ideas by Lacan himself and there are many conflicts between the people who attended to the 
classes. Miller is read as the official version, but the people who was there has different notes and 
interpretations.  
Here, I wrote my understanding of the theory as it was taught to me by different psychoanalysts with different 
interpretations of the original. Therefore, I prefer to let it without quoting a particular author, letting it live as a 
theory that passes through oral tradition by different Lacanian psychoanalyst. 
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Lacan develops the notion of a cut, a castration in the subject, which opens this space of lack, as any 

cut opens a space. The cut creates a missing part, something lacking in the subject, which would be 

the base of desire (a desire from lack, instead of a productive one). The child sees the father and thinks 

that the father has the missing piece, and therefore starts desiring to be like the father. This projection 

of a phallus (understood as the illusion of ”having the missing thing”) then can be moved to other 

figures. A successful, rich person or someone on TV can become the new person who “has it”. The guy 

driving fast in a Ferrari may be the one who ”has it”.  

The problem is that, as this desire is based on lack, even successful people still feel that someone else 

”has it”. The phallus is always elusive; it is never achievable if we start from the lack.  

The cut also breaks the natural desire that comes from the body. The child (pre-cut) goes towards 

what it wants and follows enticing bodily affects. The cut forbids this self-generated desire and 

pleasure. The cut says ”no”, severing the impulse to go for what we want from the body. The “no” of 

the cut installs the law, the prohibition, the following of rules. Through prohibition, the superego 

becomes the function that keeps the child safe from the fear of 

punishment. Now the law is inside the subjectivity.  

The cut, finally, creates a space filled by signifiers, explanations, 

names, which are not in the territory, but in the abstract (and 

mental) world of signifiers-connecting-signifiers. The child now 

identifies as a child, “son of someone”, with a particular name. The 

signifier takes more relevance than the objects themselves, more 

relevance than the felt sense of our body.    

In his psychoanalytic work, Winnicott does not go in the direction 

of the superego (we will keep working with this in the next 

chapter, as D&G also criticises Oedipus). As he observed children 

and artists, he preferred to work with the creative process and make that creativity plug into the 

world. In my reading of Winnicott, you can develop without the cut by allowing the creativity to 

expand until the rules are also created/discovered.  

Winnicott distinguishes between a True and a False self, one who feels creative and another who feels 

compliant. My reading is that the false self is born here, with the oedipal cut, a self that now identifies 

with the institutional system's coordinates. The cut creates a world-making that is populated by an 

imposed system of reference.  

Image 8 the cut 
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This is relevant to the dialogue I am proposing between Winnicott, Deleuze, and Guattari. When I read 

them criticising psychoanalysis (clearly in Anti-Oedipus), I see concepts from a Lacanian (also 

Kleinian/Freudian) school. In Winnicott, I see a quest for creativity-in-the-world, which, as it grows, 

introduces culture inside it, not needing the cut (the subjective mutilation) of the paternal function 

described by Lacan.  

How does this development without a cut happen? 

 

The holding environment (a good enough mother) 

I suggest that this I AM moment is a raw moment; the new individual feels infinitely exposed. 
Only if someone has her arms around the infant at this time can the I AM moment be endured, 
or rather, perhaps, risked. (Winnicott, 2006, p. 217)  

For Winnicott, there is always a relational field in the constitution of our identity. The need for the 

arms of someone else is also addressed by concepts like primary maternal preoccupation and the good 

enough mother5.  

Winnicott observed that some mothers experienced a period when they seemed to lose a sense of 

reality, to dedicate entirely to their baby’s needs. I would say that the baby became a type of 

transitional phenomenon, and the mother de-territorializes her previous life to re-territorialise in the 

child. The mother feels those needs so intensely she forgets about the world around, to fully enter in 

a type of illusion that matches fully with the baby’s needs (who can achieve a feeling of omnipotence 

in its first days of life).  

He thought this type of relationship was fundamental for the child, as they can feel that all their needs 

are magically fulfilled, allowing a sense of magic creativity. This omnipotent beginning would permit 

the baby to feel powerful. Slowly, as the baby grows, the mother would need to frustrate their 

omnipotence, incorporating elements of the world around and not responding magically to the baby’s 

needs. This quality of frustration is what Winnicott called good enough, referring to the need of not 

being perfect, the need for failings in the process, so the baby can grow.  

The need for a loving-and-holding context is something I miss in Anti Oedipus. Their insistence on 

becoming in intensities foreclosed the notion of caring and holding. In many ways, their work is 

compatible with Winnicott’s ideas, but I miss the feeling of safeness that the holding environment 

 
5 For the understanding of Winnicott’s concepts, I highly recommend the work of Abram (2007), who develops 
a dictionary where he explored the different uses of concepts in the work of Winnicott. 
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provides. I miss D&G talking about a holding-machine, a machine that cares for other machines’ work 

and becoming.  

Unintegration/disintegration and the fear of breakdown  

In Winnicott writing, creativity emerges from an area of un-integration, which I consider close to the 

idea of the intensive of D&G. In this place, things are in potential; creativity can emerge without an 

effort. This contrast with the idea of disintegration, which happens when we enter the same space 

without a holding-machine, and we feel a threatening fragmentation.  

Deleuze and Guattari describe a machinic unconscious (not mechanic, which represents a non-living 

machine), where different parts are working, plugging, and unplugging. These different machines 

populate the unconscious as they work independently of the subject. However, even focusing so 

strongly on machines, they also described another area that escapes from the machine’s boundaries, 

a body without organs, which enters the process of becoming other. Machines and a body without 

organs constitute their unconscious. I understand Winnicott’s un-integration as being in contact with 

the body without organs (sometimes referred to as BwO) and the products of the desiring-machines. 

In this position of un-integration, the feeling of being-an-organism (bounded by limits) dilutes, 

allowing for new emergences, in contact with affective/intensive forces.   

For Winnicott, the feeling of being and existing is part of the integration of different elements. In this 

way, we feel we are identity, a self. However, he always invites us to come back to the un-integration 

to have a feeling of creativity.   

Before integration, the individual is unorganised, a mere collection of sensory-motor 
phenomena collected by the holding environment. After integration the individual IS, that is to 
say, the infant human being has achieved a unit status, can say I AM (Winnicott, 2006, p. 217) 

This mere collection of phenomena, which we can call ”machines working without a boundary”, can 

be experienced as a pleasant and safe space or an explosion of fragments. Winnicott called the second 

primary agonies, where the feeling of existence is threatened. Some primary agonies include falling 

endlessly or exploding. They involve a process of losing any sense of organisation, limits, or centre. As 

their name shows, they are agonies; they carry a dreadful feeling.  

As the arms of other hold the child, the un-integration becomes integration. As the transition is 

smooth, we can keep dissolving; we can continue returning to the creative expansion of the un-

integrated.   

In this phase, the ego changes over from an unintegrated state to a structured integration, and 
so the infant becomes able to experience anxiety associated with disintegration. The word 
disintegration begins to have a meaning which it did not possess before ego integration became 
a fact. In healthy development, at this stage, the infant retains the capacity for re-experiencing 
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unintegrated states, but this depends on the continuation of reliable maternal care or on the 
build-up in the infant of memories of maternal care beginning gradually to be perceived as such 

(Winnicott, 1965b, p. 44) 

These spaces of integration, un-integration and disintegration are different subjective assemblages. 

They change the taste we have of existence. Sweet creativity comes with the un-integration and a 

feeling of agony with the dis-integration. Creativity always calls for finding something new, and novelty 

can only be found when we go out of the known territory. Our sense of self comes with a sense of a 

world. If we feel the world is open to change or the world is a prison, we have quite different 

approaches to life. Winnicott’s work is always putting creativity as the main motor of the feeling of 

being.   

* 

To bring an example of un-integration, I start letting my consciousness dissolve in a drawing, losing 

intentionality, and allowing my unconscious to take control. Images begin to appear that I have not 

pre-planned.  

 

 

Image 9 Unorganised drawing 

This drawing happened at my 

kitchen table as I was having a 

phone conversation with a friend. 

I was not thinking about what to 

draw, but just letting my hand 

make some shapes, and then from 

the shape, I allowed a figure to 

come up spontaneously. I would 

make a new line in the empty 

spaces, which would lead to a new 

form. Winnicott used this type of 

game with his clients, with the 

difference that he would make a 

line and then the client would 

make a shape from it (called 

squiggle game).  



 

65 
 

As I lose integration, not guiding my hand, but letting the parts and lines control what comes next, I 

open myself to a creative process. Pieces come together without rational connection, without the 

need for a central topic.  

The kitchen territory, and the phone territory, created an affective engagement that produced new 

images. The drawing is not a drawing but a drawing-in-a-setup, a drawing-in-assemblage. 

Paraphrasing Winnicott, I would say there is no such thing as a piece of art, but always art in an 

assemblage. Art and its meaning are always an emergent of assemblages, and even bringing here the 

picture of the paper gives us a different sense and a different assemblage of it.  

As we deal with creative spaces, we need to open our territory and access spaces that defy the 

organisation we know. Being creative means accessing the un-integration to live in between fantasy 

and reality, and we can bring new compositions to the world. We lose the ties that form the 

assemblage to bring new things.  

There are many ideas that we can relate to D&G, like the idea that the artist can enter a schizo space 

in their process of creativity. In the following quote, we see this idea: 

If schizophrenia is the universal, the great artist is indeed the one who scales the schizophrenic 
wall and reaches the land of the unknown, where he no longer belongs to any time, any milieu, 
any school (Deleuze & Guattari, 1972/2013, p. 87) 

Winnicott proposes that it is pathological to go too forward into the fantasy (the intensive that is 

experienced as schizo) and pathological to go too far into reality (the world of machines and the body 

of the consciousness that sets rules and fixed restrictions).  

In the book anti-Oedipus, we see how D&G argues in favour of intensive processes, where we open 

for a creative becoming. On the other hand, I see Winnicott as a more moderate excursionist into the 

intensive.  

Reality 

I read in Winnicott that we should not go too far into the intensive space of creativity but also not too 

far into reality. What is reality (the other pole in his thinking)? 

In Winnicott, the use of objects (Winnicott, 1969) seems to mark a passage towards reality. He uses 

this concept to analyse Jung's life, which Winnicott saw as a genus of the unconscious. He says that 

Jung did not enter the use of the object stage (Winnicott, 1991). It seems as if this developmental 

moment is the one that marks a passage towards reality in his thinking. The use is a later stage 

achieved first through frustration when the object does not do everything we want. This frustration 

leads to multiple destructions, a process where the child's frustration makes her try to find ways of 
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breaking the object (breaking here can mean many things, as it could mean to break the parent’s 

calmness, for instance). As the object survives destruction, as it does not fit with all the illusions held 

before, the child starts to understand the limits of the object as an independent machine. The child 

begins to learn about the striated world, the borders, and the boundaries of things themselves.   

Using an object means that you can acknowledge its characteristics, functions, limits, possibilities. This 

transition towards the object emerges as we engage with them, use things, and explore them actively. 

The machine appears as a machine, with its ways of plugging and assembling, independent of our 

illusion. This exploration of multiple objects, their assemblages, and plugins, allow us to enter an 

extensive world, a world of distances and natural laws. The striated emerges as another area for 

exploration and curiosity.  

It seems pretty different if we arrive at a reality of the use than a reality of the institutional (thinking 

here between Winnicott and Guattari). The institutional reality is not one that we feel we can use but 

one that we endure. Entering a compliant world, a world where all the rules are set, a world without 

creativity, should not be called reality, but maybe institutional reality versus a creative reality.  

The reality of the use means that we engage actively in the process of discovering the other and its 

limits. The frustration and aggression lead to a process of reparation and care as the child realises they 

love the object more than the frustration it causes. The child learns that things are fragile and that 

their actions have consequences. Winnicott writes that the baby realises they are damaging its 

mother; they are hurting the person that has held them all along. The child learns that they have been 

born in someone’s arms and that they have been attacking those same arms.  

There slowly emerges an understanding of aggression as creative/destructive, and therefore, there is 

access to a more profound sense of belonging to the world and its possibilities. In a vibrant-creative 

world, aggression is not a forbidden area of ourselves but as a constitutive affect. We use aggression 

with care, following boundaries now felt, now understood, contrary to an understanding that comes 

from the imposition we have called castration/cut/Oedipus.   

Inner voyage 

This notion of not “belonging to a time, milieu and school” that we can read in the quote above makes 

me meditate about the opening that creativity allows, which take us out of the known coordinates of 

thinking and composing. We can compare it with Winnicott’s ideas of the un-integration and the 

artist's creativity. 

I read in them a kind of singular hero who goes along through a path of transformations (becoming 

and lines of flight). I read a subject entering the schizo world, which would free him from any imposed 
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structure. On the other hand, I read in Winnicott about a holding machine helping you find the creative 

space. Winnicott starts with child and arms and setup. D&G start with the territory (assemblage), the 

intensive and the singularization of the schizo.   

Both seem to find life inside an interior voyage: 

There is no reason to oppose an interior voyage to exterior ones (…) creatures (of the 
intensive) are effective realities, but where the reality of matter has abandoned all extension, 
just as the interior voyage has abandoned all form and quality, henceforth causing pure 
intensities –coupled together, almost unbearable- to radiate within and without, intensities 
through which a nomadic subject passes. (Deleuze & Guattari, 1972/2013, p. 140) 

Winnicott would regard this differently. Winnicott considers the spaces of fantasy and illusion as 

relevant; it makes us feel we exist as authentic and true. However, always inside a context, always 

connected with the arms of another, with material expression and cultural enrichment. Always with 

the help of others in a holding environment. This nomadic subject, a concept proposed by D&G, feels 

somehow contradictory with their work, where they have been travelling together as they write 

between the two.  

The nomadic subject seems lonely, following a path of intensities and transformations, losing any root. 

Even when working with the refrain, like a shape that allows us to go out of chaos, the way D&G 

describes the process seems isolated and not relational. I miss in D&G a consideration of the relational 

as immanent. I feel less interested in the intensive voyage than experiencing those inside a holding 

community. The same notion of immanence needs to be relational, acknowledging the human 

assemblage with others, paraphrasing Winnicott “I AM emerges in the arms of someone else”. 

D&G repeatedly invite us to this isolating-singular process, inviting us to be “free, irresponsible, 

solitary and joyous”.  

These men (sic) of desire –or they not yet exist? - are like Zarathustra. They know incredible 
sufferings, vertigos, and sicknesses. They have their spectres. They must reinvent each gesture. 
But such a man produces himself as a free man, irresponsible, solitary, and joyous, finally able 
to say and do something simple in his own name, without asking permission; a desire that no 
longer designates any ego whatever. He has simply ceased being afraid of becoming 
mad. (Deleuze & Guattari, 1972/2013, p. 156)  

We can find quotes like this repeatedly in Anti Oedipus, encouraging this personal voyage, which 

romanticises madness. I like the idea of a new humanity, which considers life a creative practice; 

however, it makes me clench when I see this romanticisation of the isolated, nomadic, and overly 

virtual as a goal. Winnicott offers a better take, inviting us to the undifferentiated and unintegrated, 

from the idea of a holding-machine.  
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The experience is one of a non-purposive state, as one might say a sort of thickening over the 
unintegrated personality. I referred to this as formlessness… 

Account has to be taken of the reliability or unreliability of the setting in which the individual is 
operating. We are bought up against a need for a differentiation between purposive activity 
and the alternative of non-purposive being… 

I am trying to refer to the essentials that make relaxation possible. (Winnicott, 1971/2005, p. 
74) 

Winnicott invites us to the formlessness, exploration without any purpose, considering the setting 

crucial to achieving this experience.  

Community and relationship as immanent to the subject seem missing in D&G. Even if we are 

machines composed of machines and a body without organs; even if we are assemblages and 

agencements; even if they write between the two and make an assemblage Deleuze-Guattari; I miss 

the idea of Winnicott of our being emerging in the arms of another, I miss an immanent relationship 

that comes before the subject, before the desiring-machines. I find that the descriptions of D&G in 

Anti Oedipus are still not relational enough, and I would like to push that border as I use their concepts 

and create new ones.    

Creativity and reality 

Creativity for Winnicott comes from the beginning, with a baby creating the breast that (at the same 

time) finds in the mother. The baby creates the world, and the world creates the baby. The sense of 

self does not pre-exist; there is an un-integration, a world that is not yet bounded by the skin 

(Manning, 2009). As I said before, Winnicott also describes primary agonies, which would carry a sense 

of explosion, of losing limits that threaten existence.  

I would add to the primary agonies a notion of primary ecstasy, where the feeling of dissolution brings 

excitement in a creative sense, as Winnicott sometimes describes when exploring the formlessness 

and un-integrated.  

We could say that there is not an ego at the beginning, but a gesture, a connection, an assemblage. 

Creativity is not here a sublimation of an impulse, but the immanent relationship that brings existence 

to live in a holding environment.  

Creativity allows someone to feel alive, present, and true, not as a personal feeling but as a quality of 

the world and its objects. Playing is creativity in action, allowing a world of illusion to take shape in a 

world of objects. Creativity is always a relational event, always needing the holding-machine. 

Creativity can become a compulsion, escape, explosion, and derailment when there is no holding 

machine. I feel that the holding machine keeps creativity as play and not a torment.  



 

69 
 

In the best scenario, the baby creates a world already there. However, the world can also be imposed 

on the baby. This means that we 

have two types of worlding, one 

creative and one imposed. Winnicott 

called these two options true and 

false selves (Winnicott, 1965a), but 

we can see that it is not just about a 

self-inside-a-skin, but a process of 

assemblage and world creation.  

The true self feels the world is open 

to change, and it is ready to 

participate in its creation. A false self 

feels the world is static and needs to 

be submissive to it. The true self is 

revolutionary; the false is compliant.  

Winnicott describes the 

relationships between both types of 

selves as multiple, taking different 

areas of a subjectivity. It may be that 

there is only a false self and a feeling 

of missing creativity, or only a true 

self and problems with authority. Winnicott proposes that the best configuration is when the false 

one protects the true self.  

The revolutionary part of the subject manages to be protected by the compliant one. The creative part 

of the self protects itself with behaviours, opinions, activities that the institution demands, but 

knowing that there is a pulse for creativity at the centre, looking for the new, for becoming and 

possible revolutions.  

 

 

Image 10 True and false 
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Transitional and Refrains 

The transitional and the refrain share some elements when I see them. Both enter a territory and 

create a territory at the same time. Both mark a creator and the object created, an author emerges; 

an intra-action links the author and oeuvre as they emerge from chaos. 

When the baby picks up a blanket or teddy bear, it feels is creating the object. At the same time, it is 

creating new territory; as the blanket now has a new meaning for the community, which is also a type 

of assemblage, it creates a space with a sense for the subject, marking it and making it unique. That 

blanket stops being a blanket like any other. It is not one more of the infinite blankets in the world but 

a blanket-for-a-child. The community around the baby will realise soon that they do something to the 

child when they do something to the blanket. Washing it would cause discomfort as the smell and 

texture change, and the baby will notice. 

The blanket helps the baby shape the chaos, especially when being alone when someone else's arms 

are not available; the blanket keeps the baby safe. Chaos has been shaped; a territory is emerging. All 

the things that happen in this territory-in-process are relevant and will mark the subjectivity and 

relationality of the baby.  

I see the transitional object as a refrain. So, the blanket allows the baby to feel safe, to mark the 

territory, as it explores the textures, puts the blanket in the mouth, and feels held by its cosiness. 

There is more about the refrain in the next chapter.   

* 

Even today, living at my aunt’s home, my grandma keeps on her wall a painting I made when I was 

eight. You can see a bottle and some fruits, in a style that I would call impressionist. She has always 

loved that painting. As soon as she saw it, she took it proudly to her painting teacher, who also praised 

the colours and lights.  

For some reason, I never liked the painting as I was growing up. As an adult, I can see that it is pretty 

good for a child (and maybe not only for a child). For some reason, it was hard for me to accept the 

compliment. I was sure I could do better; I felt it was only an attempt at painting and not something 

to praise.  

I used to draw all day at school; all my notebooks were full of drawings at the side of the notes. 

Drawing at the side of the notebook was a way of keeping myself entertained as the classes 

progressed. I feel it was a way of concentrating on something that would not be disruptive. I liked to 

chat with my classmates, but that would always mean being told off.  
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My art became more and more surrealist with time and less worried about realist work. I kept 

practising my observation skills, but my art, the things I was making that felt creative, were becoming 

more obscure and complex.  

I feel that my arty self was born with my grandma, in some sense. Probably it started with my mom, 

who also praised my art. But my grandma felt cooler. She would give me paintings and canvases to 

keep practising. I love her life story: she started to take painting classes as soon as she retired. Seeing 

her passionate about it felt encouraging. 

I often tried to make new art for my grandma, but it did not work. Once I tried to draw a portrait, she 

preferred to destroy it because she looked too old. Another time I worked in a painting for months for 

one of her birthdays. The first layer of the painting was the best, but I wanted to put more effort into 

it. Hence, I worked and reworked many areas to notice that it was getting worse and worse. The 

different areas of the painting had different styles and lost the passionate lines I made at the 

beginning.  

When I was eight, I made the best painting I could for her, which feels a bit sad. Somehow, I think I 

cannot beat my eight years old’s artwork and its place in her life. 

My painting is on her wall as if she holds a part of me with her. Her interest in arts, passion for learning, 

and constant contribution to art materials shaped how I saw the world. As an adult, I noticed how she 

made me who I am and how vital her gestures were. In some sense, I have become in her arms and 

her eyes. 

The painting as a transitional object has many layers: it marks an entanglement of my life and hers. It 

can be seen as a product of my work and creativity, which resulted in many affective moments over 

time, shaping how I see her, the world and myself.  

That she keeps holding my painting can be considered a metaphor for the holding-machine she has 

been in my life. 

Objects here are more than a projection or a mind creation; they are agentive and become with us in 

our paths.   

* 

Some less creative aspects of the transitional (or the lack of it) 

A creative exploration about the transitional and the symptomatic 

I go for a walk because I will be sleepy all day if I do not. I am in lockdown, and it is not easy to feel 

awake; the bed calls me, and then the couch. It is not easy to go out but feels easier if I go with my 
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headphones and play a tune I like. The music feels like a protective shield, which keeps me feeling cosy 

and warm.   

Nobody's comin' to save me 

Nobody knows any better, anyway 

I think we're thinkin' the same thing 

If this is how it ends, I wasn't listenin' (Finneas, Can't-Wait to be Dead) 

Small moments where I feel like a shell is protecting me from the world. I feel secure, contained. I feel 

the earbuds in my ears, and somehow, I feel I can control what comes inside. I can filter the world a bit 

and listen to music as affective practice. I engage in the creative practice of listening and letting the 

music affect me.  

The lyrics are so powerful; it feels that it touches the politics I see on TV these days. I feel as if music 

protects me from the world and, at the same time, opens the world in a new way. The assemblage 

changes, the tune as a transitional object creates the territory and opens to other territories.    

Symptomatic object 

I feel a bit anxious, and I feel like opening my cell phone and scrolling. I feel anxious, and scrolling 

calms me. Even now, as I write and edit, I take some seconds of a break looking at the phone. Every 

time I find something I need to fix, I take a breath and open the phone.  

It is not about the content; it feels more like a disconnection. As if something would appear that calms 

me, excites me, or interests me, but something that takes me to a different place and soothes me. It 

marks a movement, a change of territory, a step in and then out of whatever I am doing.  

The problem is that I have found myself doing the same as I talk with people. I start looking at my 

phone, and it feels rude, intrusive, and disruptive of the connection with someone else.  

What is the limit between the transitional and something you depend on?  

What is the boundary between the transitional and an addiction, objects that become a compulsive 

need?  

It is also well known that after a few months, infants of either sex become fond of playing with 
dolls, and that most mothers allow their infants some special object and expect them to 
become, as it were, addicted to such objects. (Winnicott, 1971/2005, p. 1)  

Winnicott seems to not distinguish between both in some parts of his writing. The transitional seems 

to be linked, connected, somehow to addictive behaviour. He says: 

At this point, my subject widens out into that of play, and of artistic creativity and appreciation, 
and of religious feeling, and of dreaming, and also of fetishism, lying and stealing, the origin and 
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loss of affectionate feeling, drug addiction, the talisman of obsessional rituals, etc. (Winnicott, 
1971/2005, p. 7) 

In a way, the idea of the transitional object seems to be quite close to other phenomena that do not 

sound part of healthy development; we could call them traps of development or symptoms. It seems 

that Winnicott lets this space of interpretation open, or maybe he lets the room for us to think about 

it. But we cannot avoid seeing the similarities and maybe consider symptoms as communications from 

the true self looking for the transitional.  

We can read in the quote how the first areas seem socially accepted, and we could say productive: 

play, artistic creativity, appreciation. Then it goes to religious feeling and dreaming, which still sounds 

constructive and embedded in society. However, in the same tone and line, he adds “fetishism, lying 

and stealing”, where we start seeing elements that we could say are pathological. We can read “drug 

addiction” and “talisman of obsessional rituals”.  

What is the line here? What is the line between using too much my cell phone and being in a 

transitional phenomenon?  

What lines differentiate our engagement with objects and the point where it can be called a symptom? 

Winnicott uses the expression good enough for describing the mother’s care, and I feel that the phrase 

applies to other areas of his thinking. He usually proposes in-between options; for instance, in the 

notion of a true or false self, he finally says both need to come together, with the false protecting the 

true. Finally, he does not take one side or a simple synthesis but a good enough place.  

I look at my cell phone as I write. I stop and watch some videos when I get tired. I used not to need 

my cell phone that much, but it feels like a crucial part of my life. It helps me distract, learn, receive 

work notifications, and connect with people I love.  

Technology can put in an object many objects and functions simultaneously. I remember when I was 

attending some training regarding the risk in homes, where the presenter said  

”You need to think of the internet, not as an object that is there, but as space, as a place where 

people meet and engage… you would not let your child go alone to the park, but you let them 

go alone into the internet”.  

If we think of our cell phones and computers not as concrete machinery but as an opening to a 

(tech)virtual world, we need to think of it as a new space. A phone is a transitional object in so many 

ways that feels overwhelming. I can watch a movie, play a game, listen to music, take pictures, buy 

stuff. The diversity of possibilities makes the phone an object with (almost) infinite transitional 

functions. 
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Every time I look at it is not necessarily the same entry, the same assemblage as the previous one. The 

affective engagement is different if I have a deep conversation with a friend than if I check the 

weather. The transitional-tech-virtual-territory is expanding and expanding further, and it seems 

crucial to think of these objects inside our theories. It is vital to include these possibilities when 

working with clients and their issues.  

We face something that has not happened before in our history: one object containing many 

transitional functions. One object that creates new territories is in the process of making even more. 

Our natural environment allowed us to separate by distance and function, objects, and places. This 

room is for a ritual; this is for work; this is for eating. This hammer is for hammering, and the sword is 

for fighting; never before we could do so many tasks with the same object.  

I find myself entering this other space. Escaping. Feeling safer, somehow. And wondering where the 

point is where the transitional becomes compulsive, becomes addictive, becomes a fetish. Or where 

is the point where the addictive, compulsive and fetish can be considered not a problem by 

themselves, but moments in the life of a transitional entanglement?  

Why have we considered pathological the inclusion of objects in our lives?  

Why have we considered intense attachments with non-humans pathological? 

*          

It is interesting to wonder about this, as concepts create planes, and with those planes, we can think 

and ponder about life. We create striated lines, and we try to make decisions from them. However, 

what if the line is not fixed but moves and changes, like the coast with the tides.  

What if my cell phone use is good and bad at the same time?  

What if I consider it as emergent moments of that intra-action and live them as separate and together 

(together/apart). Each engagement with the cell phone is not the same, as it has different functions. 

They are together/apart in the sense that they are different and similar.  

On one side, I feel an emergent process, safe and like a holding, like a haven to escape, moving from 

one territory to another.  

On the other hand, this makes me run towards it whenever I feel tense or uncomfortable. Sometimes 

I do it as a reflex, without any emotion that makes sense for the triggering action. Could this be 

because my attention gets tired, and the cell phone feels like resting? 

*         
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Some days ago, I watched a video (The Social Dilemma in Netflix, but there are many others) explaining 

how machine learning creates new algorithms to capture our attention. Apps like Facebook are now 

in the hands (as not having a better word) of learning machines that look for the best way to capture 

us and engage with the app and its ads.  

When we use the cell phone, we are plugging into a machine that aims to keep us plugging into it as 

much as possible. The machine (phone) creates a unique assemblage with the user and specialises in 

capturing the user’s attention. Doing that, it selects content, and its positions in ways that it knows 

will be more enticing. This selection does not mean that it is for all of us, as the algorithm learns from 

each user and develops particular profiles.  

So, we consider the cell phone as a transitional phenomenon from one side, where I construct realities 

with the cell phone possibilities and its transitional functions. On the other side, I have the cell phone 

as a machine with an agency, which actively captures my attention.  

One question that emerged in the documentary is “what we will do when the machine improves even 

more” (as its learning is exponential). How will we deal with a perfect machine that plugs into our 

desire-machine? Like Winnicott’s notion of the good enough mother, we need some degree of 

impingement for development, and a flawless machine is a threat to that development.  

Technology allows us to create a stimulus designed to activate our desiring machine. The pictures we 

see of bodies are transformed to have certain characteristics that are more attractive through 

Photoshop. Singer’s voices are changed, sounding superhuman, with perfect pitch and other features. 

What we see was designed to be more than real, hacking our desiring responses and changing our 

unconscious in unprecedented ways (Clough, 2018).  

How can we deal with an object and its characteristics? How can we use the object instead of being 

used by the object? 

As these questions emerge, I find myself tagging my experience, trying to create planes to distinguish 

parts of myself and parts of the world, exploring my assemblage with my cell phone with the concepts 

I am working on. I create planes that feel familiar, words that I use often. I try to find an answer, but 

the same action of making the plane fails.  

I am trying to analyse the assemblage through the theoretical planes, looking for a line that can be 

good/bad. I try to use it to make decisions and ponder life.  

If I do a theory about my subjectivity, does that mean I need to think about it and apply what I think?  

What does it mean to create a transitional plane and apply that plane to my experience?  
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* 

Can the transitional have two sides?  

One that feels creative and makes us grow, and another darker, more like a symptom, carries 

destructive impulses, compulsive use, dependence over the object. I wonder if we can create a line, a 

limit, a border that marks the movement from a creative-transitional towards a symptomatic-

transitional.  

For this question, I can bring another question that marked Winnicott’s work: does it feel creative or 

imposed? 

This difference seems to be crucial at the moment of pondering an assemblage. It is similar to what 

Guattari distinguished between an institutional object or a revolutionary one (Guattari, 2006). Some 

objects are imposed by the institution, not giving space for our feeling of a creative agency. Some 

objects in the world are not created simultaneously (not created/discovered), which leads to a feeling 

that our agency is small and there is no space for change.  

If an object constrains, blocks, traps, then the assemblage has symptomatic qualities. If the object 

enables, opens, creates, it has a transitional quality.   

The assemblage is always an emergent property. Thinking in assemblages, it cannot simply be about 

my cell phone as a transitional object, but as each assemblage, I have with it and its virtual spaces.   

The symptomatic side of the transitional, which we would prefer to have hidden, also seems relevant 

as the shadows push for expression. We need to consider that the transitional object can become 

symptomatic. The symptomatic object can start by being transitional (helping in the process of 

becoming). But suppose the environment seems threatening, adverse. In that case, an object can 

become the only space of safety and acquire a place in the assemblage that seems pathological but 

could be the last reserve holding of the subject. When I work with clients, I often find it delicate to 

challenge certain areas commonly understood as pathological—many pathological assemblages save 

us from chaos and mental breakdown.   

Sometimes there are secrets behind a compulsive assemblage. Sometimes there are stories of trauma 

that have damaged previous assemblages. As we explore the feelings and associations, it is possible 

to see that the object or phenomena are an entry point to understand the complexities of the 

assemblage. It is often hard to explore because there are areas we would prefer hidden behind.  
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With a holding machine that allows a process of relaxation, we can release parts of the assemblage, 

parts of the territory we are in and explore previous assemblages and intensities connected with the 

affective configuration. We enter the un-integrated, and we can open new areas of creativity.  

This makes me think that if the holding machine grows, the capacity for entering transitional/ 

creative/un-integrated spaces can grow without breaking the feeling of subjectivity. On the other 

hand, if there is not enough holding machine, I seem to become more dependent on the spaces that 

already soothe me. The options are fewer, and maybe particular objects of the assemblage seem to 

carry more power and, therefore, more possibilities of showing pathological qualities. If we open the 

creative spaces, new and more flexible transitional spaces can emerge through un-integration-in-

holding.   

* 

What is a holding machine?  

Is it not an immanent machine? A machine that helps us deal with our existence's immanent 

conditions (that is, being an assemblage before an individual)? 

The holding machine is more than human. It refers to the whole setup.  

It refers to being held, somehow, in our process of becoming. It is an other-becoming-us-becoming-

other. 

I can see this being held in the eyes of my grandma, in taking my painting and keeping it on her wall. 

Being held includes the art materials she gave me to keep painting. I have also been held by friends, 

family, pets, objects. Sometimes we can even create a holding machine by ourselves and for ourselves. 

We manage to feel safe in the setup we make.  

The holding machine is immanent; it is before our existence as subjects. It allows us to forget we are 

a subject, dilute into something else, dilute into the world, into the setup, into our relationships and 

assemblages, into the intensive, and make something new from it.  

* 

I bought a new gadget: a wristband that measures my heart rate and can trace other areas of my 

physical activity, like my sleeping patterns. I feel fascinated by seeing charts of my biology—a 

quantitative mirror of me as a machine. I plug it into my wrist, allowing the device to see my blood 

vessels through a laser, which allows a measurement. Then the measurement plugs into my cell 

phone, and I can see a graph, which, as I see it, plugs into my eyes and my thinking process.   
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Machines plug, communicate and produce changes in the systems they create. The wristband starts 

to become a transitional object as I use it, and it transforms the feeling of self I have: now, these stats 

are part of me making sense of myself.  

There is an intra-activity, a mutual transformation between the band and me. There is a process of 

becoming a cyborg (Haraway, 2016a). And a process of becoming transitional- assemblage.  

Objects and humans become together. Objects and humans create planes of intra-actions. Objects 

and humans create territories and transitional landscapes. 

The transitional here is between illusion and the machines, a space where we can dream-awake and 

bring our unconscious processes to life in the intra-action with objects. I have explored some examples 

of this in the text, bringing my painting, using my cell phone and the relationship I have with my 

grandma.  

 

Conclusions 

In this chapter, I explored relevant concepts created by Winnicott with some introduction of Deleuze 

and Guattari's ideas. These concepts are crucial to understanding a transitional inquiry and the 

concept of transitionality in general. 

The transitional object opens many questions and lines of exploration. An object that shapes the 

subject in its assemblage with the world. An object that emerges inside a holding machine, first 

represented by the mother or carer, allows a space to be created/discovered.  

The transitional object, understood as living between reality and fantasy, takes different shapes as I 

think of them with some concepts from D&G. The transitional object can be thought inside 

assemblages, machines, intensive affects, and the virtual. 

The use of an object seems crucial to find reality inside the assemblage, explaining how we are part of 

a world of objects, where we enter as agents able to create new arrangements.  

The word reality often means a false worlding, a space that is simply accepted, like when someone 

says ”accept reality”, as if it were the contrary of creativity and illusion. I contest this idea, proposing 

a creative, agentive, vibrant reality full of new possibilities.   

The holding machine contributes to thinking about the transitional together D&G. This idea also seems 

to open new areas of exploration inside that theoretical world (understanding theories as something 

that creates assemblages and, therefore, part of our worlding process).  
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The un and disintegration are entries to what D&G called the intensive, and therefore the base for 

creativity to emerge. The need for a holding machine, for it to feel contained, again contributes to this 

thinking.  

In the end, I have opened some areas of exploration from the notion of transitional, bringing the idea 

of symptomatic versions of it. My thinking in this thesis is a practical philosophy and an assemblage 

transformation theory (see next chapter). Every time we create a plane of thinking, it creates concrete 

evaluations of our actions. 

Every time I create a plane of thinking, it has implications for my life. Worlding with Winnicott’s 

concepts produces certain striated lines that distinguish areas of one worlding from others. The 

decisions and comprehensions result in a theory about ourselves, which change who we are and how 

we live.  

As I live with my concepts, ideas start to pop up: “what about the symptomatic object” it is a line of 

flight that can create new conceptual explorations. It could open so many other essays and stories to 

tell. If I wrote more about it, I could start studying my client's work or my symptoms. These new ideas 

are part of a rhizomatic work that takes off from one concept toward new ones.  

Staying with concepts creates new planes and questions to be lived and addressed. This is part of the 

transitional inquiry, moving with concepts, experiences, and resonances of the unconscious. 
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5 Deleuze and Guattari and transitionality 

About machines and the subject, critiques of the Oedipus, rhizomatic thinking 

D&G have developed a set of concepts that are like little monsters. Here I explore some of those in 

the light of the concepts brought in the chapter about Winnicott. I also develop a personal reading of 

D&G, using other traditions and my experience. Important concepts I introduce in this chapter are 

smooth and striated, rhizome, territorialisation, and refrain.  

  

Image 11 Machine and rhizome 
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The office is empty. As if there was a war or a catastrophe. This space, which is always full of people, 

has only me working in it. The sound of the keyboard feels strange as the only sound around. I ate my 

sandwich alone, as I remembered those days when we would meet for lunch in the social room, just in 

front of the office, and have a wee chat. There are almost 30 screens, all in black besides mine, and it 

is weird not to walk around asking how they are and how all is going with their research. 

I am using for the first time SAD lamp here. The days are shorter, and the light of the sun seems not 

enough to activate my body these days. If the place were full of people, I might doubt using it. Not sure 

why, but I would feel shy about having this extra help for my mental health. I can feel a bit more active 

when I have it around. Not much, but enough to turn it on.   

As I sit in the office, I have been looking at my essays for a while, and I do not know how to start this 

one. I have been reviewing my writing regarding Deleuze and Guattari; I wrote many “introductions”: 

texts where I collected quotes and ideas to explain their theory. I breathe in and decide to start by 

narrating what is going on in my life…  

There is a global pandemic going on, a catastrophe that happens from the inside of our organism.  

A virus hacked the machine we are, using our cells to reproduce. A virus has slowly taken the world, 

one by one, organism after organism, disseminating itself through our species. A virus, something so 

small, managed to multiply itself through many countries and challenge how we understood life. 

Viruses do not look to social class or borders. Viruses move between our social categories and do not 

care for our constructions. They are rhizomatic, we could say, as they proliferate without a centre. They 

are smooth, we could say, as they do not respect borders; they move and mutate through organs and 

organisms. Deleuze and Guattari use those concepts (rhizomatic and smooth) to describe things that 

do not respect our boxes. That can move around and become, and keep becoming, in unpredictable 

ways. 

A tiny virus has changed our behaviour more than years of planning, thinking, and philosophising. As 

Manning (2016) proposes (following D&G), some things have power in the minor, small changes that 

challenge the whole arrangement and the entire system's structure. Sometimes the little part is more 

powerful than the whole.   

I am alone in the office, and I did not expect to be the only one here. I thought more people would want 

to come back to work here. I have been so many months in the house that it feels liberating to change 

the environment.  

 

* 
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In this chapter, I will delve into the ideas of Deleuze and Guattari as I see many exciting lines for the 

transitional to become with D&G and vice versa. A mutual transformation, an intra-action of concepts 

becoming together.  

Something that may sound contradictory in this writing is that Winnicott is a psychoanalyst and D&G 

defy Psychoanalysis in their work. Even though he was critical in many aspects of the tradition, 

Winnicott always maintained his position in the psychoanalytic organisations, twice being the 

president of the British Psychoanalytic Society. However, he was always a free thinker and was part of 

the independent group.  

Guattari was also a practitioner and, for a while, was part of a group of Lacan followers. Guattari 

developed his interpretation of the therapeutic practice and put his ideas to work as the director of 

an alternative and radical psychiatric clinic (La Borde), remaining a practitioner all his life. Guattari’s 

clinic (Dosse, 2010) shifted roles inside the institution to challenge an organisation as a state. This 

would make patients feel freer and more creative, they thought, with an institution that was not static.  

These two authors were active psychotherapists with different styles, emphasis, and cultures. On the 

other hand, Deleuze was always a philosopher and taught it at the university.  

The work of Deleuze and Guattari in anti-Oedipus (1972/2013) is critical of any institution and any 

institutional type of thinking. There is constant praise for the line of flight, a process where we go out 

of the limits we live in and cross thresholds of becoming. In this way, they promote a constant 

questioning of any regime that works as a state, organised in the centre of command with linear power 

chains.  

How did Winnicott manage to have such creative and innovative thinking and always maintain his 

position inside the institution? It is challenging to reply only by reading his work, but we could 

associate it with his idea of the true and false selves, one protecting the other. I imagine Winnicott 

dealing with the psychoanalysis institution with his false self and creating his concepts with his true 

one.  

As I was reading Anti Oedipus (Deleuze & Guattari, 1972/2013), I noticed a characterisation of 

psychoanalysis that is quite traditional and that does not account for the work Winnicott (and other 

independent psychoanalytic thinkers) was doing. For Eng (2015), there was tension between the two 

authors when they criticised psychoanalysis. He proposes that Guattari followed Winnicott's 

understanding of the object and Deleuze Klein’s. If they had used Winnicott’s, the argument would 

not have worked.  Guattari saw in the work of Winnicott a way of going out of Freud and also a new 

conceptual tool to understand institutions. In his notes for the book Anti Oedipus, it is possible to read 
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how he used Winnicott’s work and made it move forward. He even wrote that he wanted to develop 

new concepts to not carry Winnicott’s theory within it. In his words, “but we should find another word 

to avoid confusion with Winnicott” (Guattari, 2006, p. 156) as he was naming transitional many of his 

ideas.  

Winnicott does not appear in their work together, except for the chapter of the Refrain, where they 

deny the transitional object as a refrain. I consider that the transitional object is so close to the refrain 

that it is interesting that it is negated in their work. For the same reason, I understand the refrain as a 

movement that takes the transitional to a different place. More than a negation, I would say that the 

refrain is a becoming that started from the transitional. As they are close, one of the goals of this 

chapter is to make them both become something else as I explore different concepts of D&G. This 

exploration, of working between the theories, continues beyond this chapter, as it will keep rippling 

in the ones that follow. 

To summarise, in this chapter, I will bring concepts of Deleuze and Guattari about psychoanalysis, 

aiming to create a dialogue between them and Winnicott. These considerations permeate what 

follows in the thesis.    

Why bring D&G here? 

I feel Deleuze and Guattari help me push the idea of the transitional further into non-human instead 

of into the mind. With their theory, we are taken away of a bounded subject to an assemblage with 

objects, situations, relationships. Guattari saw the transitional as a revolutionary object inside the 

system, contrary to the institutional object, which would carry rules and norms pre-established. They 

move the notion of the subject towards a place that is not inside the mind more than the world.  

I see in them a movement that breaks some basic assumptions we have in psychotherapeutic theories. 

We usually do not discuss in psychotherapy if we can question the psycho, the mind, as the centre of 

our interest for creating a change in the subject. What if the same quest of a psycho therapy is 

misleading? Instead of thinking of the subject as a psyche, I would prefer to think of it as an assemblage 

inside many other assemblages, part of machines and creating machines.   

I have to create a new category not bounded by the psycho for these reasons.  I have come to call this 

an assemblage-transformation-theory (ATT). Saying psychotherapy implies that we are studying the 

psyche. This conceptual change opens the door to include theories from other areas of knowledge in 

the discussion. We can start from the actual relationships, the actual assemblage of a subject, and see 

how changes in the setup can change a subjectivity.  
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The word psychotherapy carries a position where the psyche is the origin of a problem; it starts from 

a psyche to understand causality. I could name it a therapeutic theory (without the psycho in the 

word); however, it is difficult to distinguish it from other therapies, like medicine, kinesiology, or many 

others. Assemblage-transformation-theory seems to describe better what I try to say but feels quite 

clumsy as a tripartite concept.   

There are many schools of thinking regarding psychotherapy. Psychotherapeutic theories are not like 

any other as they deal with the human subject and create spaces of change for that subject. But not 

all theories need the psyche to explain the therapeutic transformation. A straightforward example is 

the systemic approach, which begins from relationships and how those dynamics change each 

participant. With the systemic, we do not start from a psyche but a system.  

Assemblage-transformation-theories (ATT) are not anthropological theories, even if they discuss what 

being human means. They are not sociological, even if they help us to understand society. They are 

not philosophical, even if they delve into (and change) philosophy.  

ATT help us to deal with others and our existence. These theories aim to be transformative, aim for a 

change, aim for impact. They have directionality because the plane they create promotes becoming, 

action, and understanding.  

I consider the work of D&G, especially in the book Anti Oedipus, an ATT. They delve into theories about 

the human-in-becoming, especially into cybernetics and psychoanalysis, and move between the two. 

Desiring-machines, one of their main concepts, is an assemblage of both traditions, keeping the core 

concern for the desire of psychoanalysis (without the psycho) and keeping the machine element from 

the cybernetic theories. 

Guattari was interested in a type of approach, a paradigm that could move freely from different fields, 

from informatics to psychology. The work of Bateson is crucial in this attempt, as he probably was the 

first to propose understanding the mental process as part of a more extensive system and linked many 

disciplines together (ethology, ethnography, mental health, systems theory, ecology, etc.) in a 

cybernetic approach.  

When they put the notions of cybernetics and psychoanalysis in the same word, they create a beautiful 

assemblage of traditions. We can read Guattari’s impetus as he says: “Should we keep the semiotic 

productions of the mass media, informatics, telematics and robotics separate from psychological 

subjectivity? I don't think so” (Guattari, 1995, p. 4). 

Deleuze and Guattari bring new and challenging concepts, which defy the traditions of knowledge 

they delved into. I cannot say their work is psychological as I cannot deny it. It is psychological and, 
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and, and. I follow Guattari in his notion that Winnicott’s concepts are a door for new becoming in our 

theory building. They have the potential of breaking the limits of the discipline they were born into. 

Psychoanalysis expands towards the machines and the machines towards psychoanalysis.  

This freedom of thinking, allowing ourselves to move between traditions, Masumi called nomadic 

thought, which we will explore below.  

Nomadic thought 

As we read D&G, we notice that they do not think like traditional authors; they have a particular way 

of presenting and developing their ideas. This way can be called nomadic thought (Massumi, 1992), 

which is different from what we are used to in the academy. It distinguishes two types of thinking, one 

that is striated and another that is smooth. The striated means that it has clear borders, layers and 

contours delimiting it. On the other hand, we have the smooth, which can move freely between 

different positions, ideas, and areas of thought. Massumi explains: 

The space of nomad thought is qualitatively different from State space. Air against earth. State 
space is ‘striated’, or gridded. Movement is confined as by gravity to a horizontal plane, and 
limited by the order of that plane to present paths of fixed and identifiable points. Nomad space 
is smooth, or open ended. One can rise up at any point and move to any other. (Massumi, 1992, 
p. 6)  

The book A Thousand Plateaus of D&G  (1987/2013) exemplifies this type of thinking. Psychology, 

linguistics, geology, sociology, and many others seem to share some structures and ways of working, 

so Deleuze and Guattari can pass through them as they think. They move between areas of research 

and disciplines, thinking between them. We would respect those borders of fields in our striated 

thinking, but the nomadic/smooth does not mind jumping between, moving, and becoming between 

the different domains.  

With this type of thinking, they enter into some areas of knowledge (linguistics, geology, etc) and 

reproduce pieces of theory; however, we immediately notice that their engagement is like when a 

musician quotes another, like in a riff, which sparks our affect and guides our understanding of the 

piece, but just to take us in a different direction, a different journey.  

In fact, Deleuze and Guattari would probably be more inclined to call philosophy music with 
content than music a rarefied form of philosophy. (Massumi, 1992, p. 6) 

Music creates planes in their melodies; music moves the affect of the different people involved, 

musician and spectator. This affect is not in each note or movement but in minor variations and a 

global feeling that the assemblage brings forth. Music takes us on different journeys, moving our affect 

as we engage with it. A composer constantly tries to make something new with what exists. D&G think 
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like musicians, sometimes improvising over a melody to come back to it later under a different 

harmony.  

 

Anti-Oedipus 

Anti-Oedipus, Capitalism and Schizophrenia (Deleuze & Guattari, 1972/2013) is an assemblage-

transformation-theory written by Deleuze and Guattari, which challenges the limits of what we 

understand as a subject. The book follows nomadic thinking, moving freely between approaches, 

paradigms, ways of understanding therapy and humanity. I see three main melodies in the text, a 

critique of the psychoanalysis of Lacan, Freud, and Klein; an apology for the inner voyage addressed 

on those times by the anti-psychiatry movement, and other movements associated with psychedelics, 

shamanism and, also, humanistic/transpersonal psychotherapy; and an inclusion of the cybernetic as 

a way of thinking beyond the human expressed in the concept machine. 

One of the main melodies or topics of the book is the theory of Freud, Lacan, and Klein, three 

fundamental authors in psychoanalysis. The three of them position the Oedipus complex as the centre 

of the subject’s construction. I will explain this conflict below after dealing with the book's second 

melody, which is in an implicit dialogue with the anti-psychiatric movement, which romanticised the 

interior voyage. One example of this romanisation is the emphasis of the intensive expressed, for 

instance, in repeatedly quoting the work of Carlos Castaneda, an anthropologist who turned into a 

shaman, using his work as an example of a line of flight, becoming, and the body without organs. The 

position of D&G is different from the anti-psychiatry, but it clearly has inspiration in some of it 

premises.  

We can see elements that come from the cybernetic tradition started by Gregory Bateson (who 

inspired the anti-psychiatry of Laing, who used Bateson’s concept double bind to explain mental 

illness). I understand cybernetics as a way of thinking that deals with the production of systems in 

different domains, systems as something that creates an emergent property by the synergy of its 

components. A system follows the rule “the whole is more than the sum of the elements”. Systems of 

various shapes can explain multiple phenomena, as we consider the arrangement, more than the 

essence, of the materials studied. For instance, the work of Maturana and Varela (1987) distinguished 

between living and technical machines. The living ones produce themselves and their parts 

(autopoietic), while the mechanics need someone else to make their constitutive parts. We can read 

this in D&G as they distinguish between living machines (desiring machines) and mechanical machines.   
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Bateson started to make ATT without the mind as the centre. He studied communication in the family, 

creating a systemic theory for the comprehension of psychiatric pathology. He explored people 

diagnosed as psychotic with an original approach: he observed the communicational patterns of the 

family and came with the notion of double-blind.  The communicational practices of these families 

were always saying two contradictory things simultaneously, breaking the patient's reality.  

As he worked on his ideas, he found ways of naming different phenomena inside a cybernetic 

paradigm: learning levels, explanations of the mental process, communication in humans and animals, 

cultural changes. It is easy to link the idea of the machine, fundamental in Anti-Oedipus, with Bateson 

and his followers (there is a register that Guattari was reading Varela’s work6 (Dosse, 2010)). We can 

trace here a line of theory, from Bateson to Guattari, to go out of the mind for comprehending human 

suffering, replacing it with a comprehension of machines (cybernetic processes).  

They called their work in Anti-Oedipus, schizoanalysis. A way of thinking that is closer to the schizo 

than the neurotic. In psychoanalysis, the neurotic is a high structure (Kenberg, 1992), as it has a 

superego, a law-inside, a moral consciousness that complies with society. The psychotic, or schizo, 

works differently, without law, without compliance with society and its norms. 

We could say that the neurotic follows a state-like thinking and the schizo a nomadic-like type of 

thinking. With these parallels, Anti-Oedipus takes shape: if we are thinking without limits, our thinking 

is schizo and not neurotic, allowing us to think between approaches and domains. So, what makes the 

neurotic a neurotic? The Oedipus complex. So what do we need to challenge? The Oedipus complex.  

Anti-Oedipus deals with a challenge towards Oedipus, which we could call the bedrock of 

psychoanalysis. Freud proposed the Oedipus as the complex that cannot be challenged and then 

became a development goal for children and adult cases tagged as schizo. Patients who did not enter 

the world of love and work of Freud seemed not analysable. As practice advanced and the 

understanding of children’s development, instead of not analysable, they became cases that we need 

to help become oedipal. 

 
6 Deleuze and Guattari also mention Bateson in their book, but with a critique of his involvement with the US 
government. They use widely the concept of Bateson plateau for the sections and title of a Thousand Plateaus 
(Deleuze & Guattari, 1987/2013).  



 

88 
 

These clients' unconscious would not have the structural repression7, allowing for a kind of thinking 

called primary8 to take control. Primary thinking works as in dreams, mixing categories, changing the 

identity of the thinker, becoming other beings. The schizo would not say, “I am this person, and I am 

not this keyboard”. The schizo can say, “I am this person, and I am the keyboard as well”. We could 

say that primary thinking is nomadic (moving from one category to the other) and smooth (not 

respecting boundaries, connecting things as if coming together), which is the thinking Deleuze and 

Guattari were practising. The secondary process is the consciousness, which would enter the culture’s 

norms (with a superego) and aim for love and work. The secondary process can distinguish identities 

and keep identities constant, separating themselves from the dream and adhering to the reality 

principle. We can link the primary and secondary processes with the concepts of smooth and striated 

in D&G.   

They invite us to question the assumed necessity of a superego, the implicit need of finding work and 

love, the unspoken need of an Oedipal complex. We can start seeing that behind the notions of 

Freud/Klein/Lacan, there is implicit a position regarding a good identity, what is being a proper human, 

what it means to be part of society and how to behave in it.  

Deleuze and Guattari started developing concepts that challenge the necessity of a central identity 

that distinguishes itself from the rest. The notion of the rhizome (Deleuze & Guattari, 1987/2013) 

allows us to think in a way that does not need a centre. The parts can take over and develop 

themselves in multiple directions. The concept of rhizome comes from studying certain plants, like 

ginger, which multiply without a stem. D&G apply this concept to many situations and paradigms, 

challenging everything that assumes the need for a centre.  

In his independent work, Deleuze was working on the notion of sense (Deleuze, 1930/1990) as a 

different way of addressing language. I consider it relevant to explore this as part of the transitional 

project and probably one of the precursors of what D&G developed together. Deleuze describes sense 

as not referential to something external, nor performative, not referring to another utterance, but 

something that moves between and gives the base for making meaning. The sense is not clearly stated 

but moves our affect, and its affective quality makes it meaningful. Events cannot be described by 

their parts, even if they give us a sense of what they were. For instance, I cannot describe war as every 

 
7 “According to Freud, all ego development and adaptation to the environment are dependent on primary 
repression, in the absence of which impulses are discharged immediately by hallucinatory wish-fulfilment” 
(Rycroft, 1995, p. 157) 
8 “Primary process thinking displays condensation and displacement, i.e. images tend to become fused and can 
readily replace and symbolize one another (see symbol), uses mobile energy, ignores the categories of space 
and time, and is governed by the pleasure principle, i.e. reduces the unpleasure of instinctual tension by 
hallucinatory wish fulfilment (see also hallucination)” (Rycroft, 1995, p. 138) 
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movement of the troops, every gunshot, every planning strategy. The parts convey something bigger, 

a greater sense, not reduced to each element. We can call logic of sense something emergent and co-

affective, which can elicit different affective tones and landscapes of interpretation. The transitional 

shares qualities with the logic of sense, as it is positioned between concepts, sensations, and 

metaphors and imbued in affect. 

* 

Being here in an empty office is an event that I could describe in its parts: you can see my body watching 

around the lonely room, all the screens black, all the keyboards in silence. You can see me writing with 

my headphones and my SAD lamp on the side. Those elements describe parts, but things pass between 

the words; there is a sense of loneliness and a sense of being in a pandemic, making this moment 

meaningful and sharing a sense that goes beyond the little parts in affective resonance.  

This base of sense seems to come before the verbal signifiers. It appears to be rooted in our body 

affects and does not need an imposition from an authority who tells us what something means. On 

the other hand, the notion of Oedipus needs a paternal function, which establishes the superego, the 

authority-within. This father performs a cut in the child's subjectivity, which would make the subject 

neurotic, the highest structure of (some) psychoanalysis. Even if the word neurotic sounds 

pathological, for psychoanalysis, you were saved from being schizo and accessed the secondary 

process and can now repress affects (the drives of the id, they call them). 

As we saw in the previous chapter, the cut has three effects; it creates a lack, law, and signifier. These 

three establish an identity as a state, a central command of rules; it makes desires based on lack, from 

what has been imposed from the institution-state-superego. Here is where the limits of the 

psychotherapeutic connect with other discourses; here is where our thinking about the consulting 

room starts to become a political statement. Are we, as therapists, working for the cut? 

Following the idea of the cut and the desire as lack, Deleuze and Guattari propose a different type of 

desire, which is productive, not based on any lack-of-something. They merge the cybernetic and 

psychoanalytic by suggesting that we are composed by desiring-machines. The id now is machinic, 

desiring-machines not bounded by the human organism but spread in larger fields, as we can see them 

working in nature and culture. 

The notion of machine is different from structure because it can work independently of the subject. 

Machines work autonomously, and they can create new assemblages. Inside every plant, rock, river, 

desire is an immanent force in the world as a machine. Desire here is constitutive of the world; it is a 

force that keeps the world moving.  
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They are fighting against the triple trap in Anti Oedipus, and I think it is the same trap Winnicott fought, 

with the concept transitional. 

They also propose there is a body that wants to escape from the machine, that frees itself from the 

constraints of borders and distinctions:  

Desiring-machines make us an organism; but at the very heart of this production, within the 
very production of this production, the body suffers from being organized in this way, from not 
having some other sort of organization or no organization at all. (Deleuze & Guattari, 
1987/2013, p. 19)       

The part that feels trapped in the machinery is the Body without Organs (BwO). This body wants 

freedom from the machine; it is a body that suffers for being organised, suffers because of the 

machine and its structure, and aims for the release of not being an organism. It is a body that becomes-

other, the body of the schizo. Here again, we find the melody of smooth and striated, the theme 

between the organisation and the freedom of becoming. 

These ideas are relevant in the work of Winnicott, who also was looking for a way of being that could 

go into the un-organised spaces of pure creativity necessary for a transitional life.    

I see here how psychoanalysis shows itself inside a culture’s complex. The same theory of the cut, the 

theory of Oedipus, was assumed necessary for the world, for the system, to keep working as it was. 

However, in Deleuze and Guattari and Winnicott, I see a line of flight, a quest for finding a different 

way of thinking about our society and humanity. It is also another way of imagining the subject, not 

subjugated but creative, making its own coordinates.  

Guattari called the transitional object revolutionary, opposing it to the institutional object (Guattari, 

2006). The transitional is a space of creativity, which is affective, sensual, and does not need the 

mediation of a signifier, even if it can use signifiers for its expression. The transitional is always 

creative, affective, in becoming, inviting for a new way of making ATT. It is a theory that is not 

psychological, but something else, as it includes more realms, more assemblages than the psyche.  

Schizo 

Even if I find it quite dangerous to talk about the schizo in terms of Deleuze and Guattari in anti-

Oedipus, it makes sense in the context of their theory: the schizo represents the smooth, the nomadic, 

and therefore challenges the structure of society and the state.  

I find it dangerous because it can hide the pain of losing all structure. As I have said in other parts of 

the thesis, an un-integration is creative, but disintegration is painful. The main difference between 

both is the presence of a holding machine, which protects the process. I also think we need to be 

cautious about denying that there could be biological aspects of the schizo process, which may need 
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more than psychological considerations and more than an inner voyage. Even if I consider attractive 

what D&G are proposing, I think we need to be careful when we make equations like “if I like to be in 

the smooth, then the schizo must be fine”. An opening to accept smooth spaces of transformation 

needs a high level of development to hold our creative process and an environment that can help us 

process those intensities.  

I read in D&G and Winnicott a particular interest in the artist, as someone close to the schizo:  

If schizophrenia is the universal, the great artist is indeed the one who scales the schizophrenic 
wall and reaches the land of the unknown, where he no longer belongs to any time, any milieu, 
any school… (Deleuze & Guattari, 1972/2013, p. 87) 

The artist is in contact with schizophrenia and manages to cross the intensive landscapes—the 

nomadic spaces of inner voyages.  

There is no reason to oppose an interior voyage to exterior ones (…) creatures (of the intensive) 
are effective realities, but where the reality of matter has abandoned all extension, just as the 
interior voyage has abandoned all form and quality, henceforth causing pure intensities –
coupled together, almost unbearable- to radiate within and without, intensities through which 
a nomadic subject passes. (Deleuze & Guattari, 1972/2013, p. 140) 

For them, there is an immanent base in schizophrenia. This means that the base of all our world is 

schizophrenic.  

We can see in this quote how the text invites for an inner voyage, invites for a schizo journey, but I do 

not read a precaution; I do not read a community or a holding context that can help one of those 

processes. There is a proposition that the schizo is the base, the immanent place where everything 

emerges. However, it seems an individual notion of the process, where there is no consideration of 

each person's assemblages living with other subjects.  

As the schizo is at the ground, it comes before identities and the striated world. Here D&G  distinguish 

between the intensive and extensive, which are similar to the smooth and striated, one fluent and the 

other with clear distinctions. 

The system in extension is born of the intensive conditions that make it possible, but it reacts 
on them, cancels them, represses them, and allows them not more than a mythical expression 
(Deleuze & Guattari, 1972/2013, p. 186) 

They call this schizo space the intensive, which is the virtual’s intermediary (a matrix of 

transformations of the system). The intensive is the space of free transformations, where identities 

can become other identities. I link the intensive to the un-integration of Winnicott, the space from 

where we feel that what we are is creative.  
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The extension refers to the world with limits, the world of the 3D we can see and move around—the 

computer in front of me, the keyboard in my fingers. The long-empty desks, the lockers at the right, 

and the plants nobody is watering. All this worlding is extensive; it is a space contained into the 

striated.  

We pass from one field to another by crossing thresholds: we never stop migrating, we become 
other individuals as well as other sexes, and departing becomes as easy as being born or dying. 
(Deleuze & Guattari, 1972/2013, p. 105) 

Here we can see in this quote how the space of becoming is described as crossing thresholds and being 

in constant transformation. D&G argue for an area that opens as we stop holding onto the Oedipal 

structure, which keeps us trapped in static identities. There is a revolution in the individual, as the 

codes of desire can change in directions that the culture does not predict. In the above, when they say 

that the artist does not belong to any “time, milieu, school” refers to accessing a space outside the 

assemblages we know. In a way, the artist de-territorializes (see below).   

As we have machines and a body without organs, we can imagine different configurations as 

representatives of the striated and smooth. They propose three types of machines for the different 

ways they come together: paranoiac, miraculating and celibate machines.  

Let us borrow the term "celibate machine" to designate this machine that succeeds the 
paranoiac machine and the miraculating machine, forming a new alliance between the desiring-
machines and the body without organs so as to give birth to a new humanity or a glorious 
organism. (Deleuze & Guattari, 1972/2013, p. 29) 

Machines and BwO are in tension and at the same time working together. As the body without organs 

(BwO) can be close to the desiring-machines or be against them, D&G describe these three 

possibilities. The paranoiac machine separates the body without organs (the smooth body), and this 

differentiation leads to conflict and anxiety, as machines feel alien and terrifying. The miraculating 

machine, on the contrary, means that the desiring-machines and the BwO come together, and the 

world seems magical, miraculous. However, a third machine goes beyond the first two, the celibate 

machine, which they describe as a “glorious organism”, an organism that can go together with the 

BwO while recognising its difference.  

I propose that the transitional tends towards the celibate machine, a match between the smooth and 

striated and between the intensive and extensive: a creative space-in-the-world.  

The notion of the three machines, miraculous, paranoiac and celibate, is fundamental when we see 

clients, and we need to make sense of different configurations of experience. We see qualitative 

differences in assemblages, sometimes magical and perfect, occasionally scary, and persecutory. The 

machines described by D&G allows me to make sense of those. I remember a client who believed he 
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was working for the secret police. I say he believed even if I am not sure if it was real (in terms of the 

social assemblage of reality), the story was coherent enough for me to half believe it (half believe as 

part of his personal assemblage and half as something that could be socially sanctioned as real). He 

was hired outside the books to conduct some operations and then give information back. For that 

reason, the secret police were always watching him, taping his phone, spying everywhere. A 

paranoiac machine here was formed, where all the images my client was presenting were telling him 

that someone was following him and he was in danger. The different machines of his assemblage 

were all threatening, and he could not be in peace in his life.  

Another case was someone who felt the world was perfect, magical, where plants and trees spoke to 

her. Every movement had meaning, and the world was wonderful, with magic and a destiny to 

follow. 

Things are magical because they are created and persecutory because they are independent of us. 

The transitional for its quality of created/discovered tends to keep a tension between the magical 

and the persecutory. The transitional keeps the tension never resolved but not going to any of its 

extremes.  

 

Territorialisation 

A fundamental concept for this chapter is the notion of territorialisation because it is the concept 

that positions the transitional in the world of the non-human. When I think the transitional with the 

refrain, I need to think it inside a territory that goes beyond the human, as even insects create 

territories, and understanding that in the creations of territories, we intra/act with concrete objects 

that are constitutional of our subjectivity.  

The notion of territorialisation and deterritorialization come together and are close to the idea of the 

refrain, as the refrain creates a territory and opens to deterritorialization (we will come back to this). 

D&G propose that there is first chaos, and then some order emerges, like melodies, like child babbling, 

something repeats. In the repetition of the refrain, we start to construct a territory. The territory is a 

meaningful space that incites actions and is organised by functions relative to different agents. 

Animals create them as they move around and change the environment. We, humans, also make 

territories as we move around, selecting objects, moving them around, like buying a new keyboard 

and organising the things in my closet.  

I organise things in this way: first, there is chaos. Then there is a milieu, a space that is still not 

transformed by expression, a place that can allow life to emerge but is not transformed by the living 
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machines. Then comes the territory, a place that is the home of the living. When the birds are singing 

and collecting leaves and branches, they make territory. We also make territories when we are babies, 

as we make sounds burbling, and we pick up objects around us (what Winnicott called transitional 

objects). We say “ma”, and we can pick up a blanket, doll, or teddy bear. Territories are complex and 

overlap, like the blanket of the baby, which is at the same time part of the territory of the parents. 

Territorialisation refers to a process of being-in-the-world that includes the actual objects, the setup 

and how the setup affects the subject as an assemblage.     

As the territory is a creation/discovery, we can also move between and change the territory. We move 

between home and work, and in that process, we de-territorialise and reterritorialize. I need to bring 

my SAD lamp with me to the office, unplug it there and plug it here, so the light is a refrain, which 

comes with me in the process of de/re territorialisation.  

One deterritorialization moves between territories and another more radical towards the intensive, 

letting behind the striated and entering the smooth. We can enter that territory of the un-integrated. 

Here identities come together and are not defined by the “or”, but by the “and, and”, so I am the 

office, and the sky and the SAD lamp.  

After facing the intensive, we come back different: our identity has changed, and we need to 

territorialise again (re-territorialise).  

 

Refrain and the transitional object 

The transitional and the refrain work together; the transitional is the process of creation/discovery, 

which make refrains emerge in a territory. In that sense, transitional objects and refrains can 

sometimes be equal, as they both point towards objects in the territory that is marking space and at 

the same time creating an author. This section will explore how the refrain is placed inside a 

complex movement between chaos and cosmos and how there are different layers of the refrain 

(and therefore in the transitional).  

The refrain is the force that takes us from chaos to cosmos, the objects and practices that allow us to 

exist in a territory and go out of the territory. As I said before, there is first chaos, then milieu, then 

refrain, then a territory, then deterritorialization, then cosmos, a sequence that you can see below, 

one building over the other. However, the refrain is in all the processes. The refrain is always in-

between the processes: 

Chaos 
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 Milieu 

  Rhythm 

   Refrain 

    Territory 

     De-territorialisation 

      Cosmos 

 

The refrain refers to something that repeats, like the chorus of a song. The refrain creates a territory 

and saves us from chaos. As there is schizophrenia at the base9 -following D&G- it seems crucial to 

have refrains, objects/practices that allow us to take shape and survive the chaos. We can describe it 

as refrain many things from the peeing of a dog, the use of leaves of the bird, the singing of birds, the 

barking of dogs. We can call refrains the posters we put on the wall, the songs we hear on the radio, 

the clothes we choose to wear. They all mark territory as we use them. They all help us to go through 

territories (deterritorialization and re-territorialisation). They keep us feeling continuity in a changing 

world. 

The refrain presents operations also different levels. We will keep exploring the operations in the next 

section; as I propose, those are like what the transitional produce, both engaging and transforming 

the territory. We will also see how the refrain produces three types of assemblage, infra-assemblage, 

intra-assemblage, and inter-assemblage. These three types describe how the refrain produces 

territories and deterritorializations, being the base of other concepts like a line of flight (as a series of 

deterritorialization processes) and becoming (as a transformation of the assemblage) (see an 

interesting paper using these ideas in Jackson (2016)). 

The infra-assemblage is like a dot in the middle of chaos. It is a dot that shapes chaos and gives us a 

sense of being. This assemblage is at the level of the milieu. It makes a rhythm, a small repetition that 

makes us feel safe, like singing in the darkness to feel a little bit more at peace or making doodles in a 

sketchbook in the class, making me feel that the world is a little bit under my control.  

 
9 I prefer to understand that we can always access the plane of the schizophrenic, but in different ways. It can 
be experienced with a holding machine, which changes radically its quality towards a creative space of 
intensities, which feels safe, and therefore the word schizophrenia stops making sense and I prefer to talk 
about intensities or the intensive. Here I keep the word as it was used in Anti Oedipus and has been used 
through the chapter, hence it still makes sense in this context.  
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The game consists in finding each other but in the middle of a forest. It is dark, and I am hiding in 

between the bushes. I am scared, excited, nervous but enjoying the game. To calm me, I start singing 

inside, without making any sound for not being found. My breath goes slower, and I wait for long 

minutes till I hear someone approaching, and I run towards the base before being caught.   

Then the intra-assemblage creates a border, a circle around, and a stable and safe territory10. Here 

the refrain is territorialising, delineating what is mine and foreign, inside and outside (in a way that is 

not bounded by the skin or the mind). The refrain marks the world, creating an author inside a net of 

multiple territories, where the agent has put a signature: the refrain is singular. Now we have a 

territory, a place where we can invite others to come, and we can feel placed inside and safe, for 

instance, in our homes, as the chaos is away, outside the limits of the intra-assemblage. 

I loved when I had a room for myself, not sharing it anymore with my siblings. But I also liked when we 

were together, the three of us. I had my corner, with paintings of my own, pictures, a concert band, 

and things like that, which differentiated the shared space, marking it Gabriel’s area. Those small 

objects, marking and making it intra, mine, my refuge. It was made by rearranging the things when 

we did not have enough rooms to sleep apart. 

The inter-assemblage refers to the capacity of going away from territory and engaging with other 

territories or new intensities. It is the assemblage of the line of flight and becoming. Both concepts 

imply a deterritorialization and engagement with intensive forces that go beyond the limits of the 

territory. As we de-territorialise, I propose that the inter-assemblage carries something of the holding 

machine. The refrain, working as inter-assemblage, allows us to keep feeling safe in the process of 

losing our limits and not feel the agonies that Winnicott mentioned. 

I was so scared when I moved forward to touch her lips with mine. The sun was going down, the red 

colours populating the sky, and the lake was calm at our side. So romantic, I thought, like in the books 

and movies. I did not know how I arrived at that position. I was talking with a group of friends and 

started a conversation with the new member, a lovely woman with whom we realised we were reading 

the same book. At some point, I grasped it was only the two of us on the beach, everyone was gone, 

and it became so obvious what I needed to do, like the books, to move forward and do something I had 

never done before.  

Therefore, the refrain is crucial in the machine and is crucial for understanding the human assemblage. 

I do not make a strong distinction between the refrain and the transitional, as I feel both resonate 

 
10 I will work with this concept to understand the self and its conflicts in the chapter Broken Assemblages. 
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together and potentiate each other. At the same time, I see them as two different concepts because 

they carry different flavours and traditions.  

These three types of assemblage shape what is familiar and what is new; they create a territory and 

an author, and at the same time, allow for a process of deterritorialization, where we can face the 

intensive forces of society and beyond. Understanding the transitional object as one that also does 

infra, intra and inter assemblages allow us to see the relevance of the transitional. The transitional 

uses objects and activities, constructing territories that overlap with other territories. The transitional 

object emerges as an infra, intra and inter assemblage simultaneously. It is always connecting with 

more territories than one, always creating the familiar, always distinguishing itself from chaos. The 

holding machine emerges as an inter-assemblage, as we need to open to the territory of another to 

hold them. Even a notion of true self needs these three distinctions. We can understand the self as a 

familiar composition inside the territory, which feels true if the territory is created/discovered. The 

self in this configuration is not pre-existent, but an emergent property of refrains as intra assemblages, 

creating fields of familiarity (which feels like “I am”), being a constant negotiation of territorializations. 

Maybe the main difference between the transitional object and the refrain is that the transitional is 

always the three types of assemblage at the same time, always differentiating from chaos, always 

creating the familiar and always being in-between territories. The transitional stays in-between, 

however, with the potential to lose its transitional quality, the potential of becoming pathological, 

symptomatic, as we explored in the previous chapter. The symptomatic object threatens the 

assemblage and tends towards chaos, or sometimes keeps the assemblage afloat, but with costs for 

many other areas of the assemblage.  

This is the beginning of an exploration that will keep going deeper in the following chapters. We have 

seen different concepts of D&G that are framing the inquiry of this thesis. Bellow in this chapter, some 

explorations have more granularity regarding the operations of the transitional/refrain, exploring 

them in a way that moves between D&G and Winnicott. The ideas exposed above regarding the three 

assemblage types will come back in chapters eight and nine. The notion of the body without organs 

will be reframed in chapter six, and the idea of the intensive has its place in chapter seven.    

The pandemic seems never to end. It is sunny, the winter has ended, and I keep working on this thesis. 

Now I have more equipment for working from home, a screen, a keyboard, the pads, a mouse. My 

laptop sits at the side; I am not using it for working anymore; it has become only the processor. The 

screen connects with a wire to the side, the keyboard and the mouse connect through Bluetooth. A 

machine is allowing other machines to work. It is a machine that keeps some of its functions but can 

also plug and function through other machines. 
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And I am also here, another machine, trying to use machines for my inquiry and moving affective forces 

and conceptual planes through these different machines. This creates the thesis assemblage, a new 

transitional plane, a transitional inquiry. 

* 

(From memories many years ago) 

It is not an easy time. It is hard to hold my mind and focus on things. My calendar is full of activities 

that I have been postponing. Many good things are happening, new friends, new dates, exciting 

courses, interesting projects, and I cannot do them. I cannot move my mind towards them. I try because 

I love my life so much right now, but something deeper seems to be eating me from the inside. 

Something seems to be taking my life away.  

I decided to start studying the paper I found more interesting about meditation and spirituality. It is 

the essay written by the lecturer of the class I am taking about transpersonal psychology. I have been 

so excited about starting this course; I love the lecturer, love my classmates, and love the content.  

And I can’t. I can’t do it. A black hole seems to be eating me…  

 

Transitional operations 

Following the idea that the transitional and the refrain work together, I explore in this section some 

concepts proposed by D&G regarding the functions of the refrain. These ideas are a way of giving 

granularity to the ideas exposed before, exploring in more detail what this theory can do and how it 

can be applied to multiple phenomena.  

We have seen the transitional as a whole, but we can also separate its operations. Here I have been 

using the work of D&G to think the work of the transitional further. It is an experimentation with the 

concepts, putting together Winnicott and the notion of the refrain. There are other chapters in this 

thesis where I explore different transitional angles, like in the Bodies chapter, where I propose many 

assemblage-objects. Here we explore some of its functions in our lives, always present and relevant 

but hardly spoken about.  

Below are the four operations that D&G described of the refrain that I apply to the refrain: 

1) Creation of a territory.  

2) Transitional functions 

3) Deterritorialization-reterritorialization 
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4) Opening to the cosmos.  

 

I consider that each of these types of refrain is more abstract than the other. Abstract in the sense of 

going out of the concrete territory and getting closer to the Intensive and Virtual. The refrain detaches 

from its origin and expands to new territories or the Cosmos. 

 

Detour into black holes 

There is a contrary movement, the one that is started by the black hole “When black holes resonate 

together instead of opening to consistency, we see a closure of the assemblage, as though it were 

territorialised in the void” (Deleuze & Guattari, 1987/2013, p. 389). The black hole goes against the 

refrain and, therefore, against transitionality. I will keep exploring the pathological side of the theory 

in chapters eight and nine, so this is only a first glimpse of what is coming, even if after I will employ 

different concepts to refer to this.  

* 

There was a time I felt like I was in a black hole. I felt that everything around me, as I knew it, had 

disappeared. It was not the same feeling of being alone in a big office in the middle of a global 

pandemic. It was a feeling that invaded every aspect of my life, invaded the same feeling of being in 

the world.   

This strange process ate my life bite by bite. I slowly could not do my usual activities anymore: my 

concentration and capacity to think started to fade. Then my ability to go to work or see friends. I 

slowly lost touch with reality.  

How to describe that? I felt like I was entering the intensive; it felt like connecting with something 

bigger, powerful, immanent. So I was excited and curious for a while. However, after some time 

passed, and I could not read what I was used to, I could not make the decisions I was used to; I felt all 

was going towards a black hole.  

A territorialisation in chaos instead of cosmos. A territorialisation in the void.  

I needed help. I went to many therapists and worked on myself for years. With time, I realised that 

the only thing taking me away from the black hole was doing the things I loved: I started painting 

again, playing the guitar, and practising sports. Those were my main concerns for a while, as working 
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was impossible. Those were my transitional places, my refrains helping me create a new life, a new 

territory.  

From the black hole, I started to build the project here. From a black hole, I wanted to come back to 

the transitional—a small step: to create a new territory that feels creative, using arts and play.  

I came out of it having Winnicott in the back of my mind, thinking, “this will help, this feels good 

because it feels creative and authentic, and exciting” was the force that allowed me to come back to 

my life. The idea of a transitional inquiry was born. 

* 

Transitional operations (continued) 

These operations are an interesting point for further research, as they allow us to separate different 

transitional phenomena and how they work. Here we can see four operations that I took from the 

refrain in a Thousand Plateaus and transformed them into an exploration of the transitional. I work in 

this section between the authors and propose both concepts complement each other. Here the notion 

of the operations come from D&G, but it is narrated as if they are transitional functions, coming from 

Winnicott (I am writing between the two).    

1) Creation of a territory 

This first type of transitional object (or phenomena) can happen at any point of human development 

but should happen in the first year of life (and have continuous influence afterwards). They assemble 

a territory as they emerge:  

As the human baby starts looking for a breast to suck, it creates the first breast-lip territory. Then, the 

baby can find its fingers and suck them or play with them. Some babies suck the finger and at the same 

time caress their cheeks, expanding the body territory and being able to soothe themselves. Soon 

after, we can see how the baby includes a blanket, pacifier, stuffed animal. These elements create a 

territory as the baby creates/discovers them and positions them in the world.  

Deleuze and Guattari define this category as “territorial refrains that seek, mark, assemble a  territory” 

(Deleuze & Guattari, 1987/2013, p. 380). It is the first point in the chaos, the first territory emerging 

from the chaos.  

We can always create new territories when we buy new furniture and clothes or decorate our office. 

We are constantly bringing new elements and marking the world with them.  

2) Transitional functions 
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Transitional functions are part of the territory and operate on the territory. The baby's cradle is part 

of the territory and the place of sleeping. That space carries additional meaning to it, as it actualises 

and decodes the virtuality of sleeping in that particular cradle. That cradle becomes not anymore a 

cradle as wood construction, but the cradle as functional furniture, which becomes a space that the 

baby is territorialising as it uses.  

Deleuze and Guattari name this one as  “territorialised functions, refrains that assume a special 

function in the assemblage”(Deleuze & Guattari, 1987/2013, p. 380). Giving examples like a lullaby 

which is territorialising the children’s sleep; a lover’s refrain, which will territorialise “the sexuality of 

the loved one” (ibid); also the Professional Refrain that territorializes trades and occupation. These 

examples show how the function-transitionality or function-refrain works over a specific territory. 

Virtual elements are being territorialised over the territory by being useful.  

Here we can include any functional element of our lives, like the cell phone, bank account, and 

computer. These are concrete objects that function in our lives, and therefore, they carry a certain 

amount of intensive being territorialised. We can see this as we dream with these objects having 

meaning in our unconscious lives. We can also see how important they are for all our activities, from 

playing to working.  

There are transitional objects all over the place, having functions that we take for granted. Many of 

these transitional functions become part of the background of our lives, but they are constructions in 

the territory that we make as individuals and society. We could avoid calling them transitional as they 

seem too “normal”, too close to our quotidian lives. Still, at the same time, they can be the entry point 

for a process of deterritorialization into the intensive, picking up their transitional affect.  

She arrived puzzled that session, saying she realised that my transitional comments made her think 

over the week. She says, “now I am seeing my house and realise that all the things are not mine, many 

are presents that I do not want, but I feel I need to keep here in case they come to visit. So, my home 

does not feel mine. You mentioned something about territories, and I kept thinking that this is not my 

territory”. My client keeps reflecting on the session and the weeks that come after. For this reason, she 

decided to start visiting charity shops and buying things she wanted to have in her home. ”This feels 

better, she said, because now I am making the space mine, a space where I feel at home, and not as a 

stranger who needs to keep everything others give to me. When my son was born, my brother came 

and bought everything, clothes, buggy, all the important stuff, and I could not say ‘no’ to that, but I 

felt as if something was missing, I missed the moment of creating a space for my son, to have the time 

to go around and say ‘I like this thing for him’. I do not know; it feels as if the space and the objects are 

so important”. 
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My client was relating her experience creating a territory and feeling it alien to her. She felt that 

something was wrong with the objects she did not select. And in that process, she managed to 

deterritorialize and observe things from a different perspective. She went out of the known territory 

and found other ideas for her house to territorialise again. In this way, she started feeling at home, 

felt held in her home, creating and discovering her territory. She also started making her own art and 

marking her transitional space, her holding machine. 

     

3) Deterritorialization-reterritorialization 

Here there is a step towards abstraction in the virtual that comes back to the territory “when they 

mark new assemblages, pass into new assemblages by means of deterritorialization-

reterritorialization” (ibid). Here we go out of the original territory and can access new territories. This 

implies a process of detachment from the original assemblage. Some examples of D&G are the rhymes 

of a nursery, as they are territorial but differ from different neighbours or areas. They also distribute 

roles in children’s games and “cause the territory to pass into the game assemblage, which tends to 

become autonomous” (Ibid). 

Winnicott explicitly linked the development of transitional objects and phenomena with children's 

games. Here a game can be played differently by different children, but the notion of the game 

remains.  

When I was a child, a game called “pinta” consisted of one participant trying to touch someone else, 

which will need to become the one trying to touch someone else after the touch. Some years ago, I 

played with my cousin’s child, four years old at the time, and his friends from the neighbourhood. To 

my surprise, when I was playing with the children, they had many new versions of the game I used to 

play. One of them only allowed participants to run following the floor lines; another consisted of 

having just one person capture all the participants; each would freeze after being touched while the 

rest tried to free their companions. That game/refrain/transitional phenomena was in the processes 

of deterritorialization-territorialisation, which allows many variants to happen, accommodating at the 

same time to new territories. 

Here we have movements that go in and out of a territory. In this case, the game I used to play was 

being de-territorialised and reterritorialized, with new rules.  

Sometimes our lives change, like when we break up a relationship. The territory we knew gets broken, 

and we need to make a new world. We de/re territorialise; we create new coordinates in our 

transitional life. We try to find something that continues in those processes, which can help us not fall 
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into chaos and allow us to enter new territories. The last time I lived a break-up, I started playing the 

guitar more than ever. I would arrive every day and play for hours. Every song I picked up helped me 

to feel my emotions in a contained space. It was sadness held in the area created by the instrument, 

the singing, the song. Those elements are transitional/refrains; they repeat to create territories and 

help us move through territories.    

4) Opening to the cosmos.  

This last option takes a new step towards the intensive, as there is no need to come back to a territory, 

even if coming back is important. The assemblage engages with other powers, opening the territory 

to forces beyond the known coordinates. D&G describe it as “refrains that collect or gather forces, 

either at the heart of the territory or to go outside it” (ibid). These forces are not dependent on the 

territorial assemblage, as they gather energies from the intensive.  

Here we find in D&G quotes from mystical authors, shamans, poets, and Carlos Castaneda's work. 

They mention connections with the moon, the planets, the earth, or different gods. Here, the refrain 

carries intensive energy that does not depend on the territory and invites a complete 

deterritorialization. 

We need to understand here that elements like the power of the moon are not the same as the 

concrete moon. Here we are connecting with intensities, not extensity. The moon as an image can 

generate quite different associations in different people, and the type of intensive affect they carry is 

other. Each new assemblage means becoming, understanding de-territorialised intensive 

assemblages, as a process where the same feeling of being subject trembles.  

Many artists connect in the fourth type of transitional phenomena. They/we are looking for something 

beyond the concrete when using the concrete. A transitional inquiry is about finding new forces at 

play and exploring the territory in new ways. I am open to the intensive, allowing my sense of self to 

dilute and change with new affects.  

When I de-territorialise, sometimes it feels like a dream, in a trance state. I start feeling like my body 

shape dissolves, and I stop feeling an organism. For me, this is the closest I can get to feeling the Body 

without Organs. I can see images and situations from a new perspective from that position. I do not 

think I enter in contact with mystical elements, I mainly focus on my body, and from there, I get in 

touch with the parts of myself that I have forgotten or that was too traumatic to accept. I open my 

territory to find my old territories. I care for my crying selves, which nobody pampered before. As I go 

out of my current territory, I access a different time and space, and I like to play with the new 

possibilities. From here, many of my writing comes to life, many memories I do not hold consciously, 
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but that emerge as I de-territorialise in the line of flight of an affect. Something in my life, in my 

territory, sparks affective responses that make me curious. I am called from sadness, fear, excitement. 

And as I explore the affect, it allows me to become, de-territorialise, and see new constellations of 

structural metaphors and assemblages I could not imagine beforehand.  

I can see myself as a child, the feeling I had when my teddy bear disappeared, the feelings when my 

girlfriend broke up with me, the feelings of (dis)connection with my dad, or when I was in a drawing 

class and could not see the body of the model. Many scenes emerge, and I explore them from a de-

territorialised position, allowing me to collect energies long forgotten. It allows me to access an area 

of assemblage that comes from a previous assemblage that influences the actual one. Intensive areas 

of my body that constitute the possibilities of my present.  

Here the main point is that the territory opens towards new intensities. The original territory gives 

way to a threshold from where we face new forces, and we have the chance of a series of 

deterritorialization. This series of deterritorialization (probably with some re-territorialisation) can be 

called a line of flight. Instead of coming back, we pick up a line and follow and follow. Transitional 

objects can go with us through those transformations, helping us feel contained.    

Territories are not objective realities as an abstract mathematical science. They are empirical because 

we can experience them, sense them, and live them. They work as assemblages that engage with the 

intensive and the world's concrete materials (see the chapter The intensive).   

In these moments of exploration, de-selfing, and de-territorialising, where I open to forces I cannot 

imagine from before, theories help me as a holding machine. Theories, values, and notions help me 

be caring, attentive, formulate questions, and give answers through the process. Abstract machines 

help me with abstract holding.  

This last type of transitional work seems to be the more delicate one. Because I have felt its multiplicity 

of voyages, some being reparative, and some have let me feel lost in the absence of a territory.  

I have confused a path towards the black hole with the cosmos. I found the smooth open spaces, 

making me feel threatened and scared.  

I have found that the territory is important, sometimes even sacred, as a place to protect for a 

deterritorialization to feel safe, to avoid the black hole. I have seen how the territory emerges in my 

process as I allow my creativity to guide me in changing the world around me. From that place, I feel 

more at home, safe, intra, and then I feel I can explore more, go out, and enter in the inter. When I do 

small things, like selecting clothes or what I want to eat, I feel I mark the world, and this make me feel 

like an agent, an author in my life. In this way, the transitional and the refrain come together, 
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creating/discovering and marking the territory. Both are part of the same movement; both help us to 

feel more ourselves in a world that at the same time changes us and make an impact on us. Both can 

help us when we are in need when we need to reconstruct the steps and make infra, intra, and inter 

assemblages.  

We have seen then that the transitional has different operations, contributing to a creative life. Many 

of these operations are implicit as we go through the days, and for the same reason, they are crucial 

to understanding how we live. We need to understand this, especially when facing moments of 

fragmentation, chaos, trauma, or territorialisation in a black hole. We need to know how the 

assemblage operates when we want to work in assemblages, when we are in the process of becoming, 

or when we are doing therapy.  

A transitional inquiry needs to move between these operations, creating territories, being functional, 

de/re territorialising and opening to the intensive forces. A territory is created when I propose 

concepts and make them work as a whole when they help me narrate a new world, and therefore, I 

am territorialising; I am using it functionally when I apply the new theoretical territory to concrete 

things (to make sense of them), so they gain new functions or show functions before invisible; I am 

de/re territorialising when I pick up concepts from one author and context to a new one (so the 

concept is in the process of becoming). Also, my assemblage changes as I de/re territorialise as a 

subjectivity; I open to the cosmos as I contact the more than personal (here we need to see that there 

are many ways of opening). 

After the black hole it was not easy to come back to my life. Maybe I never did. But I was aware that 

something was missing, so I started slowly to create new territories, new functions, using my 

transitional practices and using art and creativity to expand the limits of my life and be able to create 

a new one.  

Conclusions 

In this chapter, I have explored some important ideas from D&G in a dialogue with the ideas of Donald 

Winnicott. I feel both authors are opening avenues of creative thinking. The transitional has more 

potential as it plugs with new areas of exploration in the style of inquiry that D&G proposes. 

I see a resonance with the un-integrated and the possibility of creativity in the world with the smooth. 

We could say that the transitional drinks from the smooth to be creative, making something happen 

in the striated. 

The transitional/refrain becoming/together opens new areas of exploration, but I prefer them 

together/apart because both belong to different approaches and conceptual families.   
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This chapter is relevant to introduce concepts like the line of flight, the rhizome, the de/re 

territorialisation, intensive/extensive, machines and the body without organs. I use those concepts to 

understand a transitional inquiry and to create new Assemblage Transformation Theories.   

The concepts of this chapter are all conducing to a movement in the subject, an opening to something 

new. Feeling creative does not mean that things come from nowhere. As a therapist, I can see many 

patterns in our fantasies and art productions, even if they come as if from nowhere. I can make sense 

of what appears because some logics are behind our unconscious processes. What creativity brings is 

new in a sense, but not in another sense. It breaks the territorial assemblage and what we had 

anticipated, but this does not mean it is not connected to anything. We can track intensive forces, old 

assemblages, affects that have not been accepted, secrets that block an assemblage to keep growing. 

As we explore deterritorialization, we open to novelty, transforming our subjectivity. One of the places 

from where creativity comes from is the intensive (see next chapter)  

The notion of opening to spaces outside the territory is a way of understanding creativity. The 

intensive forces, the notion of connecting with previous assemblages, and going out of the space-time, 

help me see creativity differently. Position it inside a wider spectrum of assemblages and forces. I will 

explore this further in the next chapter.   
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6 The intensive: a world without organs 

This chapter is about the intensive, a space for the virtual, a place of all the system's potentials. It is 

also a smooth place, where everything can come together as one, where you can become any other 

thing, as there is no distinction of identity between things; as they can become-other. I work with a 

notion of the intensive that also plugs into psychoanalysis, considering it in the light of Winnicott’s 

concept of unintegration. This is a new way of seeing the unconscious. 

 

Image 12 The intensive 
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I walk at the side of the tree towards the open space. Each step seems like climbing a 

mountain. The wind is strong, and I cannot open my eyes. I keep pushing forward, and my 

body feels so heavy. As if I am made of stones. Each of my limbs, each of my organs, seem to 

keep me stuck in place. 

The only way forward is to let the organs behind. The only way forward is to find my body 

without organs. Something in me seems to know; something in me seems to push every organ 

away.  

The wind pushes my organs back towards the tree, but this other body seems to push towards 

the wind.  

Slowly I lose shape. My humanity seems to dissolve in a multiplicity of forms, animals, plants, 

rocks. My body dissolves and forms, dissolves, and forms again. As there are no organs 

anymore, I do not know who I am. I am the wind, and the wind is me.  

 

After a time that feels endless, I feel as if missing something. As if in this space for pure 

becoming is not enough. After a time that I cannot measure, I can feel my belly appearing 

again as a feeling of being myself. My belly as a centre, as a centre that misses, that longs.  

As if called by my belly, an image comes to my mind, an image of a mirror, where I can see a 

face that feels familiar. A side that was me a long time ago. I am a child again. The wind moves 

around me and reproduces the appearance, the wind becomes me as I have become wind, and 

now I have a face again, a face that has no organs but feels like me. 

I do not recognise the face, though. I am sure it is me, but not the me I used to remember. It 

is another me; it is another side of myself. It is a distorted mirror, a mirror I have never seen 

before. It moves between ages, old, young. But the most disturbing part is to see my familiar 

face and not recognise it. It is as if the mirror shows me other angles, other sides of my 

personality, and other affects I never knew I felt before.  

There are so many wounds in the person I see. So much pain that I did not recognise as I was 

feeling it. Silences. Traumas. I can see him longing for a friend, for someone with whom to talk 

all those things he has been silencing. I can see him as a teenager, longing for someone to help 

him make new friends and speak to the woman he likes. Someone who could teach him how 

to dance so that he can feel comfortable at parties. 

I can see him with the heartbroken feeling of how all he knew was starting to shatter. I can 

see him trying new things, exploring as a way of not feeling lost.  
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I can see how much pain he was holding, how much he was struggling. And I can say, “I am 

here for you, you don’t need to worry, just breathe with me and relax that all will be ok”.   

A caring impulse comes from the centre of who I am. It comes from the middle of the wind 

that is me and not me—an impulse of healing. Something like tentacles forms and touch the 

wounds. Something wants to caress, clean, and help those pains that were silent until now.     

 

Time folds. Who am I? Who was I? 

 

My body moves to the wind and dissolves again; however, now I can return to the mirror. I 

somehow know how to find it. A mirror of my shadows, a mirror of my wounds. A mirror of 

the hidden stories of my life.  

Something in my belly moves and pushes back. I can see the tree again. I can walk towards it. 

Each step feels like the earth rises and becomes organs: first my foot, then my knees, then my 

torso, then my arms and head. I can breathe and look around. I hold the tree's bark with my 

hands and push hard to go out to the world.  

  

This essay is about the intensive, those places without organs, where we can become more 

freely and see things anew.  

 

* 

The immanent, the smooth 

“The human adventure is a wandering  

through the vale of the world  

for the sake of making soul.”  

(Hillman, 1977, p. IX)  

 

What is that body that does not have organs? The body of the dreaming, which dissolves and 

changes, does not need to differentiate between the seer and the seen, subject and object.   

What is that part of ourselves that enters into the endless, opening to new becomings? 
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Even if the word “soul”’ carries historical and religious weight, we still could call it the soul. 

Just the word (soul) makes me come back to my Catholic school when I believed in God. When 

I was a teenager, the soul was the way to contact the divinity. I thought I was feeding/feeling 

my soul with art and aesthetic feeling, and I believed that the soul was more important than 

the concrete body.  

I was reading Herman Hesse, who I consider a spiritual writer. With Siddhartha, I was 

introduced to some Buddhist ideas. Demian gave me a sense of friendship that I was missing, 

the possibility to find someone with whom to share the depth of my soul. Steppenwolf also 

had many spiritual connotations, with an intense existential content. Narcissus and Goldmund 

made me think about the different life paths, about the different ways of understanding the 

spiritual journey, as one character was distant and detached and the other sensual and 

relational, and both loved each other.  

I find it quite interesting that I followed a German author when I was so young (between 13 

and 16 years old). I did not know anyone else reading those books, and I was passionate about 

the stories and spiritual content. I wanted to be a priest at that time (12 years old) because I 

wanted to dedicate my life to the spiritual path. This idea faded as I met priests and saw their 

lives. It was shocking when I found one of the priests I liked the most from school, with a 

woman and a baby in the streets, and he told me he had renounced his priesthood. This 

encounter made me think that the rules of Catholicism were too rigid and that I should find a 

different way of living my spirituality.  

Those questions and interests started at an early age and have not stopped. I decided to study 

psychology and become a therapist from wanting to be a priest. I feel the change makes a lot 

of sense: I saw it as a way of working in my spiritual development and helping others in the 

same process.  

When I was Catholic, I believed that heaven was outside the material world. A place where 

angels and saints would be. However, with time, I started to prefer the idea that God was in 

nature, earth, and the world. I began to see God as all that exists and not outside it. I liked 

the poem of Walt Whitman, A Song To Myself, profoundly,  
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I celebrate myself, and sing myself, 

And what I assume you shall assume, 

For every atom belonging to me as good belongs to you. 

 

I loafe and invite my soul, 

I lean and loafe at my ease observing a spear of summer grass. 

 

My tongue, every atom of my blood, form’d from this soil, this air, 

Born here of parents born here from parents the same, and their parents the same, 

I, now thirty-seven years old in perfect health begin, 

Hoping to cease not till death. 

  

This notion of “every atom that belongs to me belongs to you” can be called immanence. In 

an immanent approach, the soul does not go out of the world but becomes-with-the-world. 

The smooth allows our body without organs to become other bodies, other entities, and feel 

the taste of a life, a life that is all that exists. The smooth is understood as the space where all 

is one-and-multiple.  

When the soul enters the smooth, all distinctions tremble, and all can come together. The 

soul breathes from the intensive, the representative of the schizo (in anti-Oedipus), the place 

of transformations and becoming (as we can see in the previous chapter).  

This immanent place, where we can become-another, is always an assemblage: Different 

elements create an emergent process.  

Each configuration creates a world, and as an assemblage happens in a process, we find a 

worlding, constant world creation process. Even if we can experience that we merge with 

other lives and forms, we are constantly experiencing something that remains a type of 

assemblage.  
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Invitation to the chapter 

This essay is about the intensive, a place beyond and beneath the limits of the world. 

Experientially can come as a feeling of connection, as an affect that transcends the concrete 

body, belonging to something bigger. It can come as imagination and fantasy, like a dream 

that touches us.  

Sometimes I close my eyes, feeling a movement in the body, like a belly contraction, like 

shoulder tension, like a heart rush. Sometimes, when I have the time, I like to stop and allow 

a process to emerge from the body sensations. It feels as if my whole body starts to work. I 

slowly feel that the shape that holds me, the organism's shape, dissolves into something else. 

I enter a world of intensities, where I can feel these body textures, usually accompanied by 

images that move with the body. I enter a space that is imaginary-embodied.  

From there, I can explore my life, my wounds, and find new assemblages. In this space, 

memories get associated with the intention's tone, and one comes after the other, not 

necessarily in chronological order but in an intensive association.   

Here I would like to show you some of the work of James Hillman, a follower of Jung and 

creator of archetypical psychology. He has an interesting take regarding these processes 

where the imaginal is the central space for working. I also explore the logic of metaphors to 

understand the intensive.  

After that, I explore my ideas regarding characters of the intensive and how we face them in 

the transitional space of our communities and quotidian lives.  

 

Hillman and soul-making 

Hillman has a radical position regarding the soul and its engagement with the intensive 

energies (as I read his words). He proposes that the assemblage we create can open us 

towards a living world or a dead one. The “conditions of the soul” mark the difference 

between how the world emerges to us.  

Subject and object, man and Gods, I and Thou, are not apart and isolated, each with a 
different sort of being, one living or real, the other dead or imaginary. The world and 
the Gods are dead or alive according to the conditions of our souls.  (Hillman, 1977, p. 
16)  
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Hillman invites us to personify and create characters from the world to sense them in a way 

that can touch us deeply. He invites us to use our imagination in a process called soul-making.  

After reading Hillman in my undergraduate degree, I remember walking around my 

neighbourhood one day, looking at each tree on the block. I imagined each of them as a 

personality—the skinny and shy, the strong and bully, the sensual, the sad one. I tried to put 

a name to each one. Doing something like that is a process of personification, giving 

personalities to other entities. The practice of naming the trees changed how I looked at 

them. They became a character inside a more extensive play of trees.   

As the transitional is always between fantasy and reality, and between the intensive and 

extensive worlds, I feel Hillman's work helps me imagine the area without organs. His 

invitation to a different mode of thought is compelling and gives me a glimpse of how the 

intensive can be enacted in the world.   

But by calling this activity a “mode of thought,” it becomes an act we perform –
conscious or unconscious- rather than something we immediately experience… 
Personifying is a way of being in the world and experiencing the world as a psychological 
field, where persons are given with events so that events are experiences that touch us, 
move us, appeal to us. (Hillman, 1977, p. 13)  

 
Hillman writes as a schizo, positioning the imaginal as a higher way of engaging with the world. 

This is similar to D&G, in the sense that the intensive is preferred over the concrete machines. 

Winnicott also invites us to live the illusion-in-the-world. Hillman’s invitation seems more 

simple and powerful: let's give the world qualities, let's allow ourselves to personify, imagine 

and project. This gesture can be considered a deterritorialization where the intensive enters 

the world and re-territorializes as a personification.  

 

I feel Hillman sees the world with the eyes of the poet, giving life to everything he sees. He 

argues that it is not a coming back to childhood modes of thinking, but on the contrary, it is a 

higher way of assembling, bringing our heart into the world. 

 

In this perspective, personifying is not a lesser, primitive mode of apprehending but a 
finer one. It presents in psychological theory the attempt to integrate heart into method 
and to return abstract thoughts and dead matter to their human shapes. (Hillman, 1977, 
p. 15)  
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As we saw in D&G’s reflection in What is Philosophy (Deleuze & Guattari, 1991/1994) 

(explored in the second and third chapters), some characters emerge with a certain 

independence from the ego invoking them. For D&G there are personas in philosophy that 

take the author and the reader with them, transforming them both. As we write, we become 

with the philosophical character we create. In Hillman, these characters are everywhere, and 

there is a constant process of creating characters.  

Furthermore, the imaginal characters are independent of the subject; they have their 

intentions and directions.  

 

This leads to the ultimate conclusion that we do not actually personify at all. Mythical 
consciousness is a mode of being in the world that brings with it imaginal persons. They 
are given with the imagination and are its data. Where imagination reigns, personifying 
happens. We experience it nightly, spontaneously, in dreams. Just as we do not create 
our dreams, but they happen to us, so we do not invent the persons of myth and 
religion; they, too, happen to us. The persons present themselves as existing prior to 
any effort of ours to personify. To mythic consciousness, the persons of the imagination 
are real. (Hillman, 1977, p. 17) 

  

Here the notion of archetypes, an idea from Jung, helps as a roadmap for understanding the 

intensive. We could say that there are colours, qualities, textures in the intensive and that we 

can group them in those ways. Archetypes seem to have different shapes and faces, but they 

share a certain quality that allows us to put things together. Like the hero's myth, which can 

have so many configurations feel like one big archetype of the Hero.  

 

Fantasy images that are the stuff and values of the soul are structured by archetypes. 
They “direct all fantasy activity into its appointed paths” says Jung. These paths are 
mythological; or rather, we see that fantasy flows into particular motifs (mythologemes) 
and constellations of persons and actions (mythemes). (Hillman, 1977, p. 23)  

 
As we experience the smooth and the striated, we start finding patterns that seem to have a 

similar path. We find affective movements, which we can organise by constellations of 

characters and their stories' plots. These soul configurations can be called archetypical, 

including here characters, themes and stories that repeat over history.  
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As with D&G, Hillman argues a vision contrary to our medicalised model, which only sees 

pathology in the intensive. The invitation seems times close to a clinical problem; however, 

for him, this is an expansion of the soul, to free itself of the central authority.  

 

The phenomena of dissociation –breaking away, splitting off, personification, 
multiplication, ambivalence- will always seem an illness to the ego as it has come to be 
defined. But if we take the context of the psychic field as a whole, these fragmenting 
phenomena may be understood as reassertions against central authority by the 
individuality of the parts. (Hillman, 1977, p. 25)  
 

Giving freedom to the imaginal characters challenges the ego's centrality, which aims for 

control. Can we imagine new ways of being a subject? Can we be not subjugated (not even 

subjugated to our ego)? 

 

Hillman seems to work from the schizo, creating a narrative of the archetypes as living 

creatures, which we need to engage in their terms and not try to reduce them or subsume in 

interpretations.  

 

 

Syllogism 

 

I would like to move the conversation to another area for understanding the intensive. I want 

to address this from a logical point of view. It feels a bit out of the melody of the writing to 

bring this type of analysis; however, it seems a simple way of differentiating two modes of 

thought.  

  

The thinking of concepts is quite different from thinking of metaphors. We are used to 

categorising things with concepts, where something is different from something else. If there 

is a group of similar items, we can create a category (concepts) to organise our reality. In this 

way, we talk about a tree and trees, and we can say things about them like they have stems 

and leaves and are different from fungi and animals. In a simple phrase, we are abstracting; 

we are grouping; we forget the individual concrete tree to talk about the trees.  
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I will follow the reflection of Bateson (and his daughter) about this  (Bateson & Bateson, 

2005). Batson explains that the syllogism of traditional logic is as follows:  

Men die;  

Socrates is a man;   

Socrates will die.  (Bateson & Bateson, 2005, p. 26) 

 

Concepts help us with categories, ordering our would in clear and hierarchical groups. We can 

see here that the type men includes Socrates. Therefore, everything that we say to men will 

apply to its members: if Socrates is a man, then Socrates, and every men, will die. After we 

have some types, we can relate areas of our experience with other areas: if I am a man, I am 

not a dog, which means something is different between men and dogs. Categories then can 

help to think about relationships between classes, so we start thinking in the abstract instead 

of the actual experience.  

This is relevant when we write and when we think. I create a category inside the notions I 

assume of an I when I speak of myself. We assume there is a subject that holds specific 

properties. We immediately have assumptions over concepts (and the categories they 

represent), and it is not easy to challenge them.  

 

There is another way of thinking. We can think from a metaphoric point of view. For instance, 

when I experience the intensive, I do not connect with the logical time or logical separation 

of things. In the intensive, I can think of trees as persons; I can give them characters and 

imagine them talking and singing with the wind. These images are the base of many fantasies 

and stories we tell children or put into movies, comic books, and cartoons.  

 

I want to argue that in the intensive, these metaphors are movements of the body without 

organs. They reflect another angle, not based on clear-cut categories, but an undifferentiated 

space.  

 

Metaphors are vibrant; they make us sense something else as we follow their power. They 

connect us with the imaginal, the intensive, and the archetypical.  

 

The syllogism of metaphors are as follows:   
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Grass dies;   

Men die;   

Men are grass.  (ibid) 

 

As we see, the traditional categories are broken in this type of thinking. We are connecting in 

another way, where the noun of one class connects with the other noun of another, being 

equal. If dying is a common attribute to both, it is through death that I can connect (and 

become) with everything which dies. The connection is smooth; it moves out the categorical 

borders that group things. 

 

We could say it is molecular instead of molar in D&G terms. The molar refers to groups where 

a homogenization process occurs; we can talk about men and all the men as one. On the 

contrary, the molecular is singular; it diverges from the group and moves freely between 

categories. If I die, and grass dies, I can be grass; I can become another and feel/be as grass. 

 

We see this thinking in poetry, dream, and psychosis (Bateson and Bateson 2005). In these 

types of experiences, we are allowed to become by resonance. If something sounds familiar, 

we can become that other thing. Identities are fluid and in becoming.  

 

These two types of syllogism, one of the concepts and one of the metaphors, allow us to think 

about these approaches. The intensive is a flux of deterritorialization and new becoming, 

which we registered as a metaphor better than a concept.  

 

Winnicott and the nonsense 

Winnicott prices these processes of becoming other and considered fundamental for 

creativity and, hence for a true self (or a worlding that feels in the process of creation). 

Winnicott’s concern was about creating an environment that can allow clients a safe entry to 

a resting state that allows creativity to emerge naturally. He found that clients feel they exist; 

they can say “I am” when they enter into a resting-in-holding.  

Perhaps it is to be accepted that there are patients who at times need the therapist to 
note the nonsense that belongs to the mental state of the individual at rest without the 
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need even for the patient to communicate this nonsense, that is to say, without the 
need for the patient to organize nonsense. Organized nonsense is already a defence, 
just as organized chaos is a denial of chaos. The therapist who cannot take this 
communication becomes engaged in a futile attempt to find some organization in the 
nonsense, as a result of which the patient leaves the nonsense area because of 
hopelessness about communicating nonsense.  (Winnicott, 1971/2005, p. 54)  

 

This space of non-sense seems to allow the client to enter the intensive, relaxing the limits of 

the normal category of “I am” towards a freer one that can become something new. We could 

call this a schizo journey, where the subject enters a series of transformations and faces 

characters of the intensive.  

Winnicott proposes that it is needed a rest in the nonsense. From this position, creativity can 

emerge and infuse a feeling of being. I understand the nonsense as the fragmentary 

expression of multiple archetypes, sharing the subject's room to express themselves. It is felt 

as nonsense as it does not follow the logic of the concepts. Metaphors describe this space 

better as soon as some shape emerges from it.    

Winnicott proposes a recipe, a way of entering this space and growing from it.  

  

In developing what I have to say, I shall need the sequence: a) relaxation in conditions 
of trust based on experience; b) creative, physical, and mental activity manifested in 
play; c) the summation of these experiences forming the basis for a sense of self. 
(Winnicott, 1971/2005, p. 56)  

 

We can see in this quote how the contact with the fragmented needs a context of holding 

(like a holding machine) that accepts the process and makes the person feel safe. Then, the 

nonsense, and its affect, should be expressed in play, in activities in-the-world. It is not just 

an imaginary fulfilment but an active engagement with objects. Moreover, these repeated 

conditions generate a sense of self and unity in chaos. This repetition creates refrains, which 

are precursors of a new territory.   

 

Summation or reverberation depends on there being a certain quantity of reflecting 
back to the individual on the part of the trusted therapist (or friend) who has taken the 
(indirect) communication. In these highly specialized conditions, the individual can 
come together and exist as a unit, not as a defence against anxiety but as an expression 
of I AM, I am alive, I am myself. From this position everything is creative. (Winnicott, 
1971/2005, p. 56)  
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I am in a state of non-sense. Sometimes I do not know what I am saying or feeling with a close 

friend. Sometimes a situation in my life is so complex that I still do not have the words for it, 

and the feelings still do not have a shape I can make sense of. I can notice I am highly affected, 

that something is happening in my whole being, something moves in my chest and belly, but 

I still make no sense of it. A new sense of who I am is born through talking and engaging with 

those feelings, not as static but as something that makes sense again. I follow a process of no-

sense becoming new-sense.  

Without those moments of nonsense, I do not think I would grow in my life. Those are the 

moments where something new is about to emerge. 

 

Fantastica 

In the book The Neverending Story  by Michael Ende (Ende, 1979/2014), there is a world of 

imagination (called Fantastica) in parallel to the world we call reality. Bastian, the protagonist, 

is being bullied and enters a bookshop, aiming to escape. An older adult is reading a book, 

which then Bastian starts reading. To his surprise, what he reads talk directly to him, and the 

book's main character becomes himself.  

  

Ende shows us a sad circumstance: as we have lost faith in fantasy, it starts to die. In this 

world, nothingness is eating fantasy. Empty spaces are destroying a beautiful land full of 

magical creatures. The queen of Fantastica is feeling ill and is slowly losing her life.     

 

As I read about nothingness and the death of fantasy, I remember some sad days when the 

world was reduced to the present, to the concrete present. There was no space for fantasy. 

There was no place to lose time in this other world. As I lost faith in my soul-spaces, my 

creativity started to diminish, and I felt alienated in the quotidian concrete practises of my life.  

I would wake up and get up fast to go to university. I would take a pill that helped me be more 

alert before class. I would walk to the bus stop, still a bit sleepy, to take the underground. Life 

was made of this moment of passage, always between tasks. Trying to keep a life that would 

be normal, that would fit with the expected.  
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I would go to therapy every week. My therapist would allow me to explore my body and 

different characters arising from my unconscious. I would have some space to explore my 

feelings and fantasies with them. Those were my moments of fantasy, moments where there 

was some imagination in my life.  

My art was also practical. I would do something for a friend or my girlfriend. I would find a 

nice picture and then try to make something from it to be a good present. I was not able to 

open a stream of consciousness. I was not able to let the flow go.    

 

I was afraid of fantasy. It seemed threatening, too open, and too wild. I feared my creativity 

because some experiences seemed to shatter my sense of self and territory. I wanted to have 

a simple self that could work and love, one anyone would not challenge.  

 

All my novels were forgotten. I was not reading for fun anymore, but only to pass my classes. 

I stopped writing poetry; the empty page felt emptier than ever.  

 

I traded my passion for stability.   

  

Imaginal vs Fantasy 

 

Fantasy and imagination are close by, dealing both with affects and intensities. If we compare 

the world of fantasy of Ende and the imaginal of Hillman, we do not see much difference in 

both. Following Abraham and Torok (1994), I will make a slight difference between them. I 

will consider Fantasy as being guided by the body of the unconscious and imagination guided 

by the body of the conscious. Fantasy carries rawer energy from the intensive that surprises 

the ego, while imagination is more filtered and can be more malleable by the body of the 

consciousness. Fantasy tends to disrupt and emerge when we are not thinking about it; 

Fantasy is fuller of nonsense than imagination. However, there is a mix of both as we move 

between the conscious and unconscious. 

 

Sometimes we are told that fantasy is for children, but I would argue with these approaches 

that it is a mode of thought; it is a way of assemblage with the world. Being in touch with our 
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fantasy-work, with our soul-making, allow us to deal with affects and intensities in a better 

way.  

 

There is someone on my screen, someone I see every week at the same time.  

She, the face on the screen, says, “I have a knife in my heart, and every time my mom talks 

with me, I feel as if she is moving the knife around”. I ask her if she can take the knife out, and 

she says yes, that she is taking it out, but as she does, she realises that there are more wounds 

in her heart. She says, “there are some nails, cigarette burns, a rope, and a missing part. There 

is also a window from where I can see my mom gardening”. 

When I told my client about using her story, she gently offered and sent this image to me. 

 

Image 13 Heart with nails (by client) 

 

These images come up from my client’s fantasy/imagination as we do therapeutic work. We 

are dealing with different events and relationships in her life through the images. The space 

of fantasy/imagination together allowed an emergent process that, on the one hand, moves 

in its own rules. On the other, we try to do things in it (i.e. taking the knife out), and we try to 

visualise how the different wounds are related to her life.  
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This type of experience, where an image emerges from the unconscious, and we work with it, 

is always highly transformative. Clients discover things about themselves in a way that is so 

direct, so embedded in their images, experiences, sensations that they mobilise, affect, 

activate.  

I have found that through fantasy, we can understand life as creative and full of affect. It is 

through fantasy that the world emerges as the place for soul-making. Without it, we lose the 

connection with our dreams and our artistic selves. Our heart feels trapped by ropes, knives, 

and cigarette burns.   

 

On the other hand, we can see that sometimes fantasy can also be a defence against reality—

a rejection of the world: not accepting it, not letting it in.  

 

Way before the time, I described above -when I feared my creativity- it was the opposite. 

Instead of being guarded of my fantasy, I was fully into it. My art was a refuge. I would always 

carry a sketchbook because I felt safe with it. I would write or draw and feel as if the world 

was a bit further away, as if there was a distance, and I could think, write, and draw it before 

it would impinge me. Books were also safe spaces where I could entertain my imagination. I 

would expand my worlds by reading the wor(l)ds of others. I would read fiction every day, even 

when having a big list of papers for the university, because it was important to me not to lose 

that exploration. Reading a book was like a treat, like a nice sweet at the end of the day. 

 

Sometimes books would spark my imagination. As I read, the characters I read start to have a 

certain autonomy in my subjectivity as they think and desire in their ways. Sometimes I feel 

drawn into someone particular of the story. Their personality resonates with me, and I 

immerse myself in their narrative, feelings, and monologues.  

The power of fantasy appears, for instance, when we watch a series or movie or read a novel, 

we find some characters in the stories who call our attention. We can even become a bit 

obsessed with them. I have seen many rooms with posters of singers or actors, with an almost 

devotional love towards them.  

These characters carry energy that makes us dream with them. They become more than their 

personal incarnation, being something between, maybe closer to the demi-gods of Greek 

mythology. Their characters seem to bring a glimpse to another world, to other forces, forces 
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that come from a deterritorialization. There is often a surprise when a character and the actor 

seem contradictory. The other day I read about an actor not believing in vaccines, who played 

a scientist, and the surprise was huge. The actor and the characters get confused in our 

imagination, and we expect them to be closer to what they represent to us in the intensive.  

The work these characters do in us is like what Hillman called personification, which leads us 

towards a world of intensive-characters or archetypes. 

 

My laptop is red and sleek. I open the top turning it back towards my body, pushing it on my 

chest and with my hands, I open the front. It is not easy to separate the two sides of it; there 

is no space for my fingers to pull them apart easily.  

I have been watching The Alienist on Netflix, a proto-psychotherapist who runs a house for 

people who are alienated. The protagonist is a researcher of the mind, reads Freud’s work (as 

it was released in the same years the series happens), and is obsessed with understanding any 

human experience, using his imagination to feel like others would. He gets involved in a case 

of murder which seems made by an alienated. As he tries to solve the crime, I clench many 

moments as he tries to understand the serial killer. He goes forward to the point of imagining 

himself cutting a body or feeling pleasure in the act of killing.  

The series has fascinated me. It is interesting to see how he held progressive ideas in the 

nineteenth century, treated as crazy by the authorities and newspapers. Today, what is a 

common way of thinking about a clinical case in those times was highly revolutionary. 

Sometimes he behaves in ways that surprise me, but I feel I somehow understand. He mistreats 

his friends often, following his ideas with passion, for instance, asking them about pleasures-

in-pain and poking into their traumatic experiences. He does this to understand others’ 

experiences, to see beyond his limits. However, through these disruptive questions, it seems 

that he is often about to lose the few people who value him.  

I feel interested in a character who knows more than anyone about the human mind but seems 

not to understand how to be a friend.  

A poignant scene is when one of his friends, an empowered woman, challenges him in the 

same direction he usually does: asking about his traumas and conflicts. He gets agitated and 

asks her to stop, but she continues saying that it is relevant for the research. He loses control 

and slaps her in the cheek. 
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For some reason that I do not understand, I felt with him that moment. I felt overwhelmed in 

the inquisition, and it took me a second to think that it was wrong to have slapped her. I 

immediately felt uncomfortable with that realisation; can I justify that type of violence? I 

thought to myself. Even if I have never slapped anyone in my life and could not imagine doing 

it, I felt with the character and his response made sense.  

After this, he is almost losing one of his closest friends. He is again looking from above because 

of his superior intelligence, who can ask questions, but not allow others to take control and 

ask him back. 

He is a character in a story made of both imagination and reality. Reality as it digs into some 

historical moments and real people; and imagination as the plot never happened.  

If we follow a therapeutic approach like the one the alienist follows, we can analyse the plot 

and the characters and find their intensive matrix. We can try to position the character with 

some mythical ones, like the wounded healer. A story that repeats in history, where the healer 

is also carrying illnesses or emotional wounds.  

I could also analyse the resonance between the character and myself, and I guess I would find 

many reasons for picking up this series and not another one.  

My concrete body is different from the one in the movies. However, part of myself extends and 

engages with the protagonist's movements. Part of myself is living-with the character. My 

unconscious body seems to be there, outside, dealing with a character's problems that 

resonate with my traits.  

I would adventure to say that my body without organs resonates and uses its affective intra-

actions, so we go together as the plot develops. Fantasy and reality merge in this event, not 

only at the level of the story I am seeing, which is based on certain historical facts but also 

regarding my own life, my own fantasy and reality, the resonances of my unconscious with 

the images of the series.  

    

 

 

Intensive characters instead of mom and dad 

I want to make the assertion: what before was the place for gods and saints, nowadays is 

filled with actors, musicians and the characters of movies, books, series, and comics. These 
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new intensive characters seem to influence our body of the unconscious and shape the forms 

and practices of our subjectivity. We are attracted to the characters, or plots, which shows a 

resonance, a vibrating-together, creating an intra-action between them and us. Our 

subjectivity becomes-with characters. (I must add, in a context, the characters my dad liked 

on TV, or the comments my mum would make as we watched something together, also shape 

the ways I understood and became-with them).  

The intensive works by resonance, like music instead of literal content, making something of 

us be affected; something sparks when we see/hear vibrant art. We may start dreaming with 

the characters, and they become part of our lives, our refrains, and transitional objects.   

 

 

In fantasy, our identity expands as it opens to a smooth space, where it can become-other. 

This creates an almost infinite space of differentiation and becoming.  

 

Sometimes we are passionate about a character, and this passion can transform us -we 

become-with-a-character. When we were teenagers, my cousin loved the Doors and wanted 

to be like Jim Morrison. He would have the same haircut and a band to sing the songs. This 

character (Jim Morrison) is not like any of my family and allowed my cousin to develop a 

different identity, not bound by the traditional mom/dad triangle proposed by 

psychoanalysis. He became-with Jim Morrison -and other characters he loved- which shaped 

his personality.  

   

As we de-territorialise, we can also find other characters of history, philosophy, books, or 

many other places. When I enter my active-embodied imagination, sometimes I find a 

childhood personality or an old friend. I can remember how I was and how different I am now. 

This makes me curious as I have forgotten those details, and they contribute to understanding 

how my feelings work today. I can also remember someone from my past, some phrase or 

situation that made no sense before but now seems obvious and full of meaning.   

 

The space of fantasy is ample and multiple and expands the limits of what we mean by self or 

identity and the limitations we usually have when we think of a clinical case.  
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Collecting powers 

In this world, there are some powers, some fountains of intensity. We call them affects; as 

we feel something is moving in our bodies, we feel something intense is happening. I may 

shake, my heartbeat may go up, my belly drop, my throat close. Or I could feel open and 

happy and connected with what is happening.  

 

Affects carry a tone that is sometimes clear and sometimes messy and mixed. These tones 

can be love or hate, fear, curiosity, care, and any affect you can imagine. Sometimes I cannot 

name an affect; it still does not have a full shape. Sometimes is better to register its effect on 

my body.  

 

These affective tones are coordinates in the world of fantasy, working quite different from 

the world of machines. They move as intensities. They move with/without our intentions, and 

they gain power as affects get involved. Intensity and intension are linked in this realm, or 

as Massumi presents it, “to a dimension of intensity or intension as opposed to 

extension” (Massumi, 1995, p. 92).  

 

“Intensity is immanent to matter and to events, to mind and to body and to every level of 

bifurcation composing them and which they compose”  (Massumi, 1995, p. 94). The intensive 

is always there, as the possibility of something new, something undetermined appearing. We 

can see affect in our human body, but it also belongs to inanimate objects “The autonomy of 

affect is its participation in the virtual. Its autonomy is its openness. Affect is autonomous to 

the degree to which it escapes confinement in the particular body whose vitality, or potential 

for interaction, it is” (Massumi, 1995, p. 96). Affects appear in us but are not ours. They are 

autonomous of the objects they engage with.   

 

When I close my eyes, I let the affect take control over the current of consciousness, so images 

appear, images that spring from my body, which take me to inner voyages.  

 

There is no reason to oppose an interior voyage to exterior ones (…) creatures (of the 

intensive) are effective realities, but where the reality of matter has abandoned all 

extension, just as the interior voyage has abandoned all form and quality, henceforth 
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causing pure intensities –coupled together, almost unbearable- to radiate within and 

without, intensities through which a nomadic subject passes. (Deleuze & Guattari, 

1972/2013, p. 140) 

The Neverending Story (mentioned above) seems to be a voyage into this realm, with 

creatures that emerged where the matter had abandoned all extension. It looks like an 

invitation to trust again in fantasy, which becomes a place of inquiry, an area between the 

extensive and intensive, where there are still some forms to guide us in the journey.  

  

  

Jung and the archetypes  

We have had in our history many traditions that deal with the intensive. Most cultures have 

myths and religious practices that enter a place where the concrete material world dissolves 

into one that is based on intensities. The shaman connects with animal spirits of nature and 

with other powers like the moon and the earth. The Christian saint gets closer to the Nazarene 

and tries to become one with him. The Sufi dances and enters in a trance as follows the 

enneagram. The Buddhist visualises a mandala and tries to find an empty centre.  

All these cultures have myths and characters shaping the cosmology they follow. Myths are 

ways of telling stories about the movements in the intensive. Mythical characters seem to be 

in-between our world and another world, seem to have access to forces from another realm 

that we can call subtle, intensive, mythic, fantastic, imaginal. The archetype can be considered 

a character of the unconscious, usually studied by association with a myth of reference: Like 

Zeus and Jupiter. They share many similarities as an incarnation of an archetype. These mythic 

characters would help us see the archetypal energy behind, considering an archetypic 

manifestation as one possible incarnation of the multiple shapes an archetype can take.  

 

There are different ways of dealing with these characters. For instance, Hillman opts not to 

interpret or try to reduce a manifestation to an archetypical origin but to consider the 

presentation and details that need to be respected. The invitation is to engage with the 

archetype in its expression, relate to it, and talk to it instead of trying to reduce it. The image 

and its features are relevant, unique, singular, and we do not need to try to bring it back and 

make it simpler.  
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Rejecting any centre of control when working with clients or dealing with a social 

phenomenon seems to be a political position. The unification in one sole body of a group is a 

tendency that repeats once and again. Hillman and D&G seem to prefer fragmentation to the 

risk of holding unity.  

 

Hillman even calls it a “sin over imagination” to try to find a concrete meaning of the image: 

We sin against imagination whenever we ask an image for its meaning, requiring that 
images be translated into my fear, my sexuality, or my mother-complex without killing 
the snake.  (Hillman, 1977, p. 39) 
 

Hillman’s invitation is not to reduce the image but to understand it as a living thing, as an 

archetypical entity. Here the snake needs to keep being alive so that we can engage with it. 

 

Some time ago, I worked a whole hour with a client feeling a long, dark ”thing” in her chest. 

We tried to take it out, to cut it out, and it did not work. After these attempts, an impulse of 

care emerged, and we turned towards taking care of it. We did not kill the snake, nor in the 

imagination, nor by trying to understand what it meant. My client felt she would try to link 

anything that happens to her to this entity, so I said, “be careful; it is better to ask it, instead 

of imposing the associations to it”.  

 

I prefer to engage with the entity, the character and ask directly to engage with them. If not, 

we risk to “kill the snake”, and they tend to disappear. 

 

The next session, my client was nervous but intrigued. We entered again into the active 

imagination, and a new form emerged. This one was like a ball with tentacles in her plexus. 

We again tried to explore the things we could do with it. As she managed to take it out a little 

bit, a feeling of fear and emptiness invaded her body. She felt that moving the dark entity 

would empty her and make her fall in desperation.  

 

These feelings were intense, and the images had power by themselves. She said, “I do not 

know why I fear to feel these things, it will not kill me”, to which I replied, “I would not say so, 
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sometimes these feelings can be intense, even to the point of feeling we die, we need to go 

slow and be respectful of it”.    

 

As for the archetypes, these are processes of spiritual reterritorialization. The acts of 
becoming-animal are the exact opposite of this; these are absolute deterritorialization 
(Deleuze & Guattari, 1975/2016, p. 13) 
 

The previous quote from D&G makes me think of two ways of dealing with the intensive, one 

where something spiritual, something from the intensive, comes into the world in different 

shapes, and another where we open into the intensive in a deterritorialization. In therapy, I 

see the possibility of using both to engage with the characters and even become-character, 

embodying its voice. As we become with a character, we de-territorialise towards it, but then 

we need to come back and territorialise again. A session should always end in a territory of 

sorts, not deterritorialization. 

 

There is a long tradition of interpretation in psychoanalysis, which often results in phrases like 

“this is an anal complex”, “an oral one”, or an “oedipal triangulation”. This has become cliché 

and appears inside jokes about a psychotherapist's work. 

  

I consider the practice of interpretation dangerous when it becomes a manual or a dictionary 

where all refers to some known symbols. I believe it is productive when it is always open, as 

a playful game that contributes to thinking -and change- in life. We need to make connections 

between the dots when we engage with the images or transitional creations, and that process 

can be called interpretation. When I dealt with the dark “thing in the chest”, I thought about 

what it could mean. I wondered if there is something connected with my client’s fears; I 

wondered why it is easier to cut it than move it with the hand; I wondered if dealing with it 

will help us work on her anxiety. This is quite different from linking it with a symbol that will 

solve the puzzle. Sometimes it is more intense when I don’t tell what I have in mind, as it can 

break the process. 

 

My position is that these characters of the unconscious need a similar engagement to what 

we would do with another person. If the entity seems young, it may need to be treated like a 
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baby or a toddler. If it is old, we may talk and have a discussion. This consideration gives space 

for the reader to think about what is best in an engagement with these characters.  

  

Another thing I do is that, instead of interpreting, I prefer to make a dance, a painting, a play, 

a song with those images. 

 

One of my clients is doing comic books of her characters to register what is happening there. 

She comes every week with new stories of the imaginal; she visits them and engages with 

them. 

 

Therefore, I invite them to see where they lead us, which memories they arise, which actions 

they entice. We can engage with the affective power without the interpretation, going 

towards a productive use of the intensive. 

       

I have often felt that I have no idea what is happening in my life, but I can sense that 

something big is at stake. I can sense that it is crucial, even if I do not get it. I let the affect 

guide me, a sense of intensity without straightforward content. I drive in the dark, trusting in 

“something”, trusting that certain intensities “feel right”.   

 

We have seen before that D&G do not differentiate an interior voyage from an exterior one. 

They prize the creatures of the intensive as effective realities that happen as pure intensities 

without extension, as bodies without organs. Hillman invites us not to interpret but to engage, 

enter the journey, and accept the image's aliveness. 

 

How we reflect on experiences changes their effects, changes our engagement with them, 

and therefore any process of becoming that emerges from them.  

 

Entering the intensive 

Religions tell us stories that make no sense in the actual world of machines, but they may 

refer to intensive realities. As Wilber would say (Wilber, 2011), all religions enter similar 

states of mind but interpret them differently. Wilber has proposed that all traditions start in 
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the common world of extensions, entering first in a dream-like space with creatures and 

characters associated with most religious traditions. There would be another state where the 

initiated enters a formless space, images dissolve in the abstract and end in a void.  

There would be no difference between subject and object in the final stage, as both feel no-

dual.   

 

In western culture, the alchemists were a tradition of self-transformation. Jung believed that 

the transmutations from lead to gold were not about the extensive world but the intensive. 

Jung did massive research on how the exploration of the intense could be made (Jung, von 

Franz, & Henderson, 1995). He used active imagination to enter the experience of this realm. 

In this way, he understood religions, gnostic practices, tarot, rituals, and myths as expressions 

of a collective unconscious.   

 

He came up with the idea of archetypes, common patterns beyond traditions, which would 

shape the collective unconscious, being its characters and topics. We could call them nodes 

of intensity, characters of the virtual. They could also manifest as mythemes; archetypical 

plots unfold in stories, dreams, or life. For Jung, the unconscious is linked with the material 

world, and both could synchronise: a dream could be connected with a concrete beetle and 

generate an event in the world where you would find the beetle you dreamt. Synchronicity 

makes the intensive close to the extensive: they are not apart from each other.    

 

I wonder if we also can think that the world does synchronicity with our unconscious. If our 

dreams are affected by the objects we use, we live-with, we inhabit. Synchronicity is 

understood as an intra-action (Barad, 2007) between the intensive and the extensive. This 

makes me adventure something like a cyborg-unconscious, including our objects, 

technologies, and materials. It seems as if the Jungian view stats from the unconscious, and I 

wonder if there is not a bidirectional line of mutual influence, giving objects more agency than 

what we have done before. 

   

The collective unconscious could be imagined as an internet of the unconscious where the 

plugging of all of them generate something new. However, another option is to think about it 
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as where archetypes inhabit an intensive plane: a place of the not-yet-actual. This place 

would move our affects towards action and make the world emerge from its intensities.   

 

This place needs a particular way of accessing. How do we connect with this other place, 

where intensities move without the restriction of the organism? 

 

Using active imagination (and other dream-like practices), we can become an archetype; we 

become the hero, the villain, the beetle. We can pass through alchemical transformation 

processes, gnostic bliss, and religious connection with divinity. And all these experiences can 

be understood as intensive synchronising with the extension to create an actual.  

  

This text is called The Intensive: a world without organs and aims to work with the idea that 

there is another area, realm, reality, where extensions do not bound the organisation of 

machines. 

    

Connecting with previous ideas, we can see how the body of the unconscious connects with 

the intensive and the archetypes. The body of the unconscious is the one that moves freely 

in dreams. When we engage in art practices or read or watch TV, this is also the body at play. 

This body extends and connects in affective resonance. It moves and processes differently 

than the body of the conscious. The body of the conscious organises the world with logic, 

categories, the rationality of classes over classes. The body of the unconscious works with 

metaphors, allowing connections by resonance and similarity. Hence, not keeping the identity 

as a central assumption.  

 

My entering 

My glimpse of the intensive is in those moments of dreamlike quality, where I feel the borders 

of my body dissolve into something else. I can enter a different state of mind, where a new 

organisation of my perception emerges. From there, the trip starts, the voyage of 

transformations. I do not know how it happens; I know that sometimes it does.  
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In my experience, it starts as something pushing in my body, something uncomfortable, 

poking the same shape my body is taking. The body here does not mean the organism, but 

the body-in-assemblage, the body which brings a world-at-hand. As this body starts to move, 

and something of this body “feels weird” and uncomfortable, I need to close my eyes, 

meditate, and enter into active imagination. I think a mix of meditation and active imagination 

helps me canalise an affective conundrum. I move between both, understanding meditation 

as the detachment of the awareness and imagination as an engaging function of letting 

images guide me.  

So, intensities manifest first as a break, as something poking, like a mismatch in the world. 

After that, I enter a different state of consciousness, where I allow the unconscious to 

manifest.  

 

If I delay this call towards the intensive, I feel heavy and less creative. At some point, I feel as 

if I will fall ill if I do not stop and give it time. I usually need to close my eyes in a safe space, 

where I know nobody will interrupt the process. Then something starts to emerge, slowly, 

from those “weird” places of my body, and I enter a state between dreaming and being 

awake. 

 

This change of consciousness is not simply an image in my eyes or my head but a full-body 

experience. As I described in the first paragraph, it feels as if the body loses shape and enters 

into another dimension, where the organism dissolves into something more fluid, like wind 

and water. The conscious and unconscious bodies come together in this new state, however 

not bound to the extensive, but to these intense energies that emerge. 

 

After this entry, intensities manifest in a dream-like fashion and then, as I come back to my 

organism shape, in embodied action. I usually come back changed with new ideas, 

inspirations, and directions.  

 

The transitional is a space between machines and the imaginal, between the intensive and 

the assemblages in the world. As I have described, I often need to enter the intensive to open 

to new transitional experiences. Other times, I manage to use my art as a catalyst, as a place 

to explore these changes in the body.  
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I feel that the archetypes and the collective unconscious are not inside our minds. At least in 

my explorations, I feel as if they involve a full-body experience, where the body's shape loses 

its attachment to the organism. After that, I like to work with the elements that emerge. I try 

to find a memory that may be the root of a feeling. I may dialogue with a character. I may try 

to heal a broken part of this subtle body. Here, I feel this happens not in my mind, not in my 

head, but in a body that involves my whole feeling of being.  

Even if I would like to, I cannot be aware of those in-between states all the time, it happens 

sometimes, and I feel guided by a force that goes beyond my will, as if in a river stream, where 

I can move the wheel but not the current. The transitional is here a way of living between, 

expanding the places where the affect and the intensive characters can come and energise 

my life without being taken away by those forces. With time I have learned to feel 

comfortable and safe in these explorations.  

 

There is another way I feel the intensive. Sometimes I feel as if something opens in the place 

I am, and I feel connected with nature and the world around me. I feel as if I can feel the 

vibrancy of nature, of the plants and insects around.  

  

Another way I feel the intensive is when I am talking with a close friend and feel a connection, 

a moment of full comprehension, an insight into what the other says as if resonating with my 

own body. When that happens, I feel my question goes faster and more profound than my 

logic could have captured.  

 

In those moments, distinctions collapse, and something smooth, something that blurs the 

limits of my identity and the same notion of being-other-to-the-other dissolves, and I feel that 

the concept non-dual makes sense, as I feel not fully separated from the world around me. 

 

The transitional -as space in-between- can be understood from the personal and 

metaphysical. Many saints, shamans, Gnostics, medicine man/woman have become 

acquainted with the place many schizoids have got lost in their journey. A place that is more-

than-human; maybe trans-human, maybe infrahuman.  
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As the intensive can become too much, can become risky, the transitional is a way of keeping 

the tension always between, always connecting with the world we live in, coming back to the 

territory, or creating new territories.  

 

Madness becomes more than a personal problem, an issue of dimension; an issue of not being 

able to return and not processing the intensities into the world. Then madness needs holding 

machines, which allow the intensive to become extensive and part of a community, a 

relationship of acceptance.  

 

This way of understanding madness allows us not to discard the alien experience but to get 

closer to it and engage in the experience with compassion and understanding. To dialogue 

with the character, the intensive creatures, without aiming to subsume them into a centre of 

control. 

Between the intensive and extensive, there emerge planes of transitionality; places on both 

sides simultaneously, intensive inside extensive objects, that somehow transcend their 

materiality in their connection with the immanent. 

As we enter into active imagination, we can observe differently and become differently. You 

can feel your identity in a new way, and we can say, “I felt full of intension”, “an emotion 

invaded me”, “I sensed myself like a god, like a tree, like an animal”. 

 

If we were to ask, what is the place or the medium of realization of these “other things” 
(than the ones the body can grasp), the answer must be that it is neither mind nor 
matter, but an intermediate realm of subtle reality which can be expressed only by an 
image (Avens, 1982, p. 43) 

 

The images that appear are already full of culture, which means that there is no direct access 

to these intensive forces. We have access, but as an assemblage, we are always carrying our 

own story, our own culture, our relationships with us, and therefore they are shaping the 

possibilities we have. 
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Conclusions 

In this essay, I have explored some concepts and experiences that help me deal with 

something not part of the extensive world: a place without organs. The notion of transitional 

always moves between intensive affects and a concrete world. However, sometimes we can 

enter a state of consciousness that does not need the tangible world, and from where we can 

find inspiration and affective forces. I consider that active imagination is a transitional place, 

as it still has some form, and it allows us to make some decisions and actions-in-the-intensive. 

 

We find characters and creatures as we enter an interior voyage. These characters can change 

the way we understand our identity and the way we become-other. Characters are not 

passive nor mere projections but active agents in a world of intensities. As D&G described 

philosophical characters, which are not fully attached to the concrete subjectivity of the 

philosopher, we find many characters in the intensive, which have their agency. 

 

I like to think about those as archetypes, but in a way that does not reduce them towards a 

referent or mythic matrix but engaging with each archetype manifestation as unique and 

worth singular engagement. It attempts against imagination and “kills the snake” (as Hillman 

wrote) to do in another way. When we relate respectfully with these intensive-characters, 

they feel welcomed and can enter a productive relationship with them. 

 

We could say that there are different layers of intensive, some with more form, some with 

less. Sometimes we can find intense figures in concrete objects, like a movie or a tarot card. 

In these cases, we can let the image grow in affective engagement, in a process Hillman called 

personification. I use this with clients and myself, so when I feel those intensities, I like to talk 

with them, not engulf them inside my identity or reduce them to past experiences or a 

repressed desire. Even if one of these things happens due to the engagement, it is not part of 

my goals. I prefer always to face what emerges without any grid of interpretation or a planned 

outcome goal. I may offer ways like pushing, pulling, caressing, talking, dancing, painting, 

drawing, having a conversation, or having a series of imaginal scenes. Those decisions happen 

at the moment, in delicate sensing of what I (or my client) feels comfortable with, in a way 

that the images do not feel threatened. It dissolves when we try to do more than what the 

image allows, and we lose the trance necessary for an active imagination. Sometimes we can 
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come back and repair what we have done wrong in the interaction with an image, and 

sometimes we need to stop and do something else. 

 

We can share illusions between people, making us feel good as if something feels right to 

share with those persons. We feel that something is smooth, flows, and has no boundaries 

that could separate what we feel from what others feel. We can call this attunement (as it is 

used in attachment theories) a process of feeling together, sharing an affect, and an intensive 

quality. 

 

My experience with the intensive and the affect that guides my journey is multiple and 

unpredictable. In a similar but slightly different vein, transitional spaces seem to create the 

conditions for the intensive to emerge in a contained and shared space. When we give people 

a safe exploration, it appears that immediately something creative-relational start to happen. 

When we share these intensities, something like a community starts to emerge. 

 

The intensive seems to be a fundamental part of the transitional. Even fundamental, it is only 

one of its sides: the engagement with the extensive and relational context is also relevant. 

Paraphrasing Winnicott: nonsense that is held in a safe space repeated many times, expressed 

in play, seems to create a feeling of belonging and being that is not static, nor imposed, and 

that is open to new becoming. 
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7 Bodies  

This chapter is about bodies. Here, bodies have a slightly more technical use than the common. Bodies 

are different from the organism in D&G, as the organism is made of machines, and the body is more 

fluent than this. When I use the word body, I am between positions, not fully the body without organs, 

not entirely the organism. The body is transitional here, which opens new areas of exploration.  

 

 

Image 14 Body in the river 
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A Body 

A body in the river11.  

Who is that body?  

Is it out there, or is it here,  

in me, close by, around the corner? 

Could I be that body? 

Could so many others and I be that body?  

A body in the river, floating, drowning.  

A group of police officers look from the bridge and do not do a thing.  

Somebody jumps and takes the body out of the current.  

The police go away, I would say ashamed.  

The official report says there was an accident,  

But the videos appear and show a police officer pushing the teenager over the bridge’s handrail.  

A body in the river.  

A body that shakes us up,  

a body that appears in international news,  

a body that challenges a corrupt regime.  

A body that becomes an event, a body that is more than personal,  

even if at the personal level would be so painful.  

Rage, indignation,  

The glass is overflowing with the last drop.  

A body composed of multiple bodies.  

 
11 Based in news from Chile, see the Guardian https://www.theguardian.com/world/2020/oct/03/chilean-
police-throw-boy-16-off-bridge-during-protests 
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More than the organs, more than the biological machine,  

a body, a body that resonates in its pain, in its unfairness, shows the failure of a system.   

A body that makes me feel pain, rage, sadness.  

 

I have been watching Chilean news in my Facebook feed every day for about two years. I started doing 

it more often when an insurrection bombarded all my channels (in October 2019). It feels like watching 

a movie where you do not know when someone will be hurt, or when corruption will make me feel 

helpless, or when the justice shows it does not punish the powerful. Or when someone makes an art 

of it, painting a wall, creating a new dance, and making me smile.  

Bodies are never alone.  

The image of a body in the river takes me there, making me feel so close to my home country. Even 

living twelve thousand kilometres away, I cannot stop feeling I am there; I am part of those groups, of 

their fight for justice. 

A body in the river.  

How many bodies are here too?  

How can an image shake my reality and the reality of many others? 

* 

It is hard to describe what pushes me to keep watching social media. It is a type of excitement. The 

excitement can be about birthday posts, my family doing something cute, a fun story, politics, state 

terrorism.  

The options sound different, but it seems to me that there is something in common: their intensity, 

the movement of affect and the body's sensations. 

I am taken by the uncertainty and the release of a post, which could/may be intense. But there are 

posts and posts. Some of them are like a soft river, and others hit me like a hammer. 

Winnicott reflects on an Id excitement and an ego excitement. In the terms we are discussing, the id 

is the desiring-machines, and the ego excitement is the intra-assemblage of the refrain. Winnicott 

proposes that if there is an excess of excitement coming from the Id, the game gets broken, and there 

is an unhappy outcome. 
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we leave out something vital if we do not remember that the play of a child is not happy when 
complicated by bodily excitements with their physical climaxes. (Winnicott, 1958, p. 35) 

Deleuze and Guattari also argue for avoiding the discharge of pleasure because it breaks the 

productive desire. I feel both ideas resonate in the direction of keeping the game going, keeping it 

transitional, making new assemblages, and not trying to aim for a fast release of pleasure.  

With these distinctions, we start also seeing different types of bodies that can have different types of 

orgasms, as Winnicott says 

In the normal person, a highly satisfactory experience such as may be obtained at a concert or 
at the theatre or in a friendship may deserve a term such as ego orgasm, which draws attention 
to the climax and the importance of the climax (Winnicott, 1958, p. 35) 

As Winnicott describes different types of climax, one coming from the id and another from the ego, I 

wonder if we can think about other bodies with different climaxes: a climax of the transitional. 

I would call a transitional climax that happens in a concert, as something sensory, something 

conceptual and something metaphorical is happening simultaneously. But nothing stops us from 

thinking that this knot can be divided, and we can have orgasms in each of those areas separately, as 

different bodies have different intensities. 

When the intensity is too much, like children’s games, excitement leads to an unhappy practice 

because the game stops. There are points where the intensity feels good, and others when the 

intensity makes us feel bad; there are ecstasies that are appropriate and others that break the game.  

And some intensities are not ecstasies, but painful, scary, threatening,  

like seeing a body in the river  

and watching the video of a police officer pushing it to fall. 

Bodies 

Bodies are political, in the sense that they are always entangled with a social context, a family, a 

country, a system of relations, which always position a body inside politics. Paraphrasing Winnicott, 

“there is no such thing as a body, but always a body in a set up”.  

Bodies create a territory around them, a centre, and a periphery. The centre becomes immediately 

decentred as many bodies share a space. When many bodies are together, there is a tension between 

creating a new common centre or splitting into many groups of bodies.  

Bodies can come together or break apart; they entangle and disentangle. They can also be more 

intensive or more extensive, making bodies transitional. Bodies are always between, not entirely an 
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organism, not fully an un-organised fluidity. They create machines, and at the same time disarticulate 

machines, and escape from them. Machines and bodies are similar, but in tension, as bodies can reject 

machines or be close to them, bodies can become machines or aim for a full deterritorialization.  

Thinking about bodies, I have proposed three bodies, which I will explore in this chapter. I call them 

the body of the sensations, of the conscious and of the unconscious. They have different engagements 

with the intensive and extensive. They are a different take on the notion of a body without organs of 

D&G. These three bodies work better with the theory I am developing around the transitional. They 

match the sensations, concepts and metaphors idea presented at the beginning.  

Bodies can come together or apart more easily than concrete objects (extensive ones). For that 

reason, there is a power imbalance between bodies, as many centres are trying to be a centre. 

Sometimes groups become a body; they move together. There is coherence, confluence, and there is 

a feeling of unity in a group. Sometimes it is the other way around, and bodies split and fight each 

other.  

Even in our subjectivity, we have similar processes of body fragmentation. We are not one body, even 

if we look like it. Sometimes we work as unitary bodies, and others fragment into different bodies.  

A body in the river is not one body but multiple bodies. Between the concrete and the abstract, bodies 

interact. There are bodies that I can see - like a teenager in the river and the police officers looking 

from the bridge without going to rescue it. There are bodies that helped and saved the life of another 

body.  

I see these bodies on a screen, and even if I feel close to that moment, even if that moment goes with 

me as I go to sleep and wake up, I am not there with my organs. I am there with another body that 

extends, shares, and imagines with these images.  

My body decentres as I see the body in the river. My centre travels thousands of kilometres and feels 

there, is there. In this way, another body, and bodies, become part of my body. I keep thinking about 

it; I feel hurt, angry, scared. I feel how my trust in the government sinks lower than I thought possible.   

 

Drawing a body 

The drawing class was not easy. Once and again, I was having the same problem with the hips of the 

model. The lecturer would come to my side and ask me to exaggerate what I saw, push the line further 

out and mark the hips. Then the legs would also be thin and without strength, with the feeling of a 

floating body and not grounded in the floor. 
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As this was happening every week, I wondered about what was happening behind. Why would I not 

be able to draw someone stable in their feet? I would do physical exercise in those years, but I would 

feel disconnected from my body. It is hard to explain how I realised that disconnection because it was 

“normal”. I was used to having a life-in-the-mind, constantly dealing with ideas, and feeling the body 

as an extension, not as myself.  

I was good at some sports, like basketball, so it is hard to explain that feeling of not being in the body. 

I was rational about it; I could train and practice and do something many times until it worked. But 

the feeling of being was not there; the feeling of being was in my plans and ideas.   

From an early age, I was impeded to do exercise. I was born with a malformation in my left foot, which 

meant two big surgeries and difficulty in the movements I could do. I would tend to trip over my foot 

every time I run, so I would prefer not to do it. This early experience made me more distant from my 

body of organs as it was difficult to identify with something uncomfortable. 

I have come to think that my lines showed something not about the model I had in front of me but 

about my own body. I was seeing someone and at the same time not being able to see them. It took 

me many months of practice to draw the body of the other in a way that was closer to their 

characteristics and not mine. But, even after the practice, the bodies I drew remained to have my type 

of lines, and I needed an extra effort to see the hips, legs, and feet.  

When I see, I see the world that my body creates, and at the same time, I find a body independent of 

mine.   

I experience through bodies. The world that emerges in front of me is a prolongation of my body: the 

movements I can do, the things I can take with my hands, objects I can use. The world emerges as a 

body, as a projection of my body engaging with other bodies. My body feels like a body and changes 

its feeling regarding the movements of other bodies. As Winnicott puts it, my body creates/discovers 

through playing with other bodies. The model was there for me to see her naked, and at the same 

time, I could not stop seeing myself in her.  

Body of a movie 

I open the laptop and press the little area for my fingerprint. I see the app and scroll around looking 

for a movie or series which can feel good to watch. I do not know yet what I want to watch, but I feel 

like watching something like a pulse, an im-pulse, towards something.  

I found one that could be good enough. The series starts with images that entice me into it. A guy 

walks into an expensive room, making a sound every step because the shoes' rubber makes a squishy 

noise. Funny and serious at the same time. This tells me something about the series. The plot is weird, 
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not always believable, but something in the narration, the photography, and the acting makes me 

want to keep watching.  

   

I do this every so often, and I have a good time watching series or movies. I lose myself into them; I 

calm myself, or enjoy, or laugh. Series change my affect and help me regulate my affect. I could say 

the same with other arts, like music or reading.   

I get into the series, the characters, the movements, and the tensions of the plot. I feel how the body 

of the movie has many layers, including my fantasies, desires, projections, relationships. The space of 

a movie does not belong to the distinction subject/object, nor intensive/extensive, but moves 

between the two.  

When I watch a movie, I also enter a body that goes beyond my body with organs. It extends and feels 

with the movie. I can think and reflect, but mostly I feel in my belly or chest; I feel the anxiety, tension, 

release, and happiness. The movie takes me somewhere else and, at the same time, keeps me here.  

 

The relational body 

She looks at me sadly, then moves her head around, then looks a bit happy, then sad again, then says, 

“I do not know what to say”, then I see the sadness in her eyes, then she tries to look serious, and says 

“well, today was a normal day”. And in that process, I feel all those affects passing through and 

through. She seems puzzled, confused. Her words come from different positions; she says, “sorry, I do 

not want to be a problem”. I see her on the screen; I see her face turning, changing. She covers it with 

a hoody, “I do not want you to see me cry”.  

I feel in my belly all the movements, the twists, the turnings. I feel with her. The session ends, and I 

feel worried, puzzled. I think, “why am I alive?” a question that feels inside me, but not from me. A 

feeling comes from a different type of body, one that assembles with the other, one that is relational.  

As if my bodies assemble with the other’s bodies. Something passes across, some connection that 

goes beyond the screen, beyond the distances, and allows me to feel-with someone.  

 

Three bodies 

When I listen to the word “body”, the first thing that comes to my mind is the concrete body, a body 

made of flesh; these concrete hips and legs, arms, and head. This body works without my awareness, 
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like blood, muscles, and in general, organs. This body has clear boundaries, segments, areas, which 

operate independently/together. This body can be called a body of organs, which is striated (with 

distinctive areas), which can be considered contrary to a body without organs. 

However, there is something close to the organs, what I call the body of sensations. Winnicott 

describes it in a passage:  

The important part of this concept is that whereas inner psychic reality has a kind of location in 
the mind or in the belly or in the head or somewhere within the bounds of the individual's 
personality, and whereas what is called external reality is located outside those bounds, playing 
and cultural experience can be given a location if one uses the concept of the potential space 
between the mother and the baby (Winnicott, 1971/2005, p. 71) 

Winnicott describes the inner experience not as something in the mind, but something in the body 

that can be located in different parts like the belly or the head. Then he tries to describe the experience 

of culture as something that goes out of that boundary, referring to the potential space, which is one 

of his ways of naming the transitional. A space that goes beyond the body of sensations and extends 

towards culture. Here the body goes further and extends to a place that is not inner, not outer but 

living in a transitional space.  

When I read D&G, I sense a slightly different take on bodies, with the notion of the body without 

organs. They describe the BwO as being smooth, without clear distinctions, which can become other, 

freeing itself from the constrictions of the organs. 

Every coupling of the machines, every production of a machine, every sound of a machine 
running, becomes unbearable to the body without organs. (Deleuze & Guattari, 1972/2013, p. 
20) 

Here we face a relevant distinction in D&G between the extensive and intensive. The body with organs 

is part of the extensive, and the one without is part of the intensive. The extensive is a world of 

machines in the 3D world (of extensions), with clear areas, distances, textured, bounded. The intensive 

world is smooth, which allows transitions between areas, a fluidity of being.  

As I write, I feel the need to develop other bodies that help me think differently about the body of 

organs and without organs. I understand the emphasis of D&G when writing about the BwO and the 

intensive, as they were doing revolutionary work. Still, it is relevant to think about the balance of the 

different bodies.  

I have sketched many bodies in this text. But when I think in a subjectivity, I tend to think in three 

bodies: sensations, conscious and unconscious. These three bodies come together, but at the same 

time, have some distinctive qualities. In some sense, the conscious and unconscious bodies are two 

sides of the body without organs, but the unconscious deals with the intensive. If you remember the 
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first essay, these bodies are also associated with sensation, metaphor, and concept. Here, the body of 

the unconscious works with metaphors, the conscious with concepts and the body of the sensations 

with, of course, sensations. In the second chapter, I propose circles that overlap, so this distinction is 

always in tension with overlapping areas. 

The three bodies create worlds and a feeling of being a centre, a contained entity, inside the world. 

The body of the sensations is the one which is concrete, which breaths, feels, chills. This body also 

allows us to plug into a world of machines around us to touch, smell, hear and eat. This body, and its 

sensations, go beyond the concrete organs, including pressure in the chest, butterflies in the belly, 

and many other body sensations we feel that give colour and shape to our affect.  

The body of the conscious’ distinctive features are thinking, dialoguing, and positioning words in the 

world: a world that brings forth connections and meanings. When I look around, I see my guitar and 

imagine it as a guitar, not just as a piece of wood; the body of the conscious deals with those 

relationships of the objects that make them bodily, socially, and culturally relevant.   

The body of the unconscious enters in the intensive (the metaphoric world), losing all the limits (their 

striated quality), allowing things to become-other. This body emerges clearly in our dreams when we 

have a sense of body that transforms, changes, and mutates. I must say that here unconscious does 

not mean something that cannot be in consciousness, but a different mode of thought than concepts. 

In some sense, the three bodies are relational. They assemble with the world on their terms. We can 

be consciously connecting with someone or unconsciously connecting. Bodies are bodies because they 

can plug, connect with other bodies, engage in processes, and always have a relationship with a world-

at-hand.  

These three bodies emerge together in the transitional as the transitional body is always sensation, 

metaphor, and concept; it is always dealing with the three bodies simultaneously.  

Our experience also comes with the three bodies together; as we create a territory and experience a 

world from a body, we always construct transitional worlds and feel a continuity of bodies (continuity 

that can be broken, as we will see in chapters eight and nine). 

Bodies and machines are always part of each other. Bodies and machines make each other possible.  

Machines  

Machines operate in different bodies, but bodies also push to liberate themselves from the machines. 

They are linked, they form each other, but they are not the same. The machine moves without 
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necessary being experienced by the body, the machine tends to work in silence, and the body deals 

with its products.  

When they break apart (bodies and machines), D&G called the product a paranoid machine (Deleuze 

& Guattari, 1972/2013). We can understand this as experiencing a threatening world because there is 

always a possibility of producing a threat by the machines. The body stops trusting in the world created 

by the machines, and fear reigns.  

When bodies and machines are fully together, they create a miraculous machine. Here, machine 

productions and body experience are resonant; the world emerges as magical, a miracle. 

The third type of assemblage, between machine and bodies, is not fully conflictive, not fully resonant, 

creating a celibate machine, one that I call transitional, acknowledging the tension between bodies 

and machines, for creative production.  

D&G constantly uses the concept of the machine as an operation, something that plugs and works. 

The book Anti-Oedipus starts with the following statement: 

It is at work everywhere, functioning smoothly at times, at other times in fits and starts. It 
breathes, it eats. It shits and fucks. What a mistake to have ever said the id. Everywhere it is 
machines -real ones, not figurative ones: machines driving other machines, machines being 
driven by other machines, with all the necessary couplings and connections. An organ-machine 
is plugged into an energy-source-machine: the one produces a flow that the other interrupts. 
(Deleuze & Guattari, 1972/2013, p. 11)  

Instead of thinking of a repressed unconscious, we can think of machines that shape our constitution 

as bodies and bodies change the machines. Desiring machines live in both: they are bodies and 

concrete operations in the organs. 

Bodies emerge as a world-at-hand, as a feeling of being.  The body always creates a world in 

relationship to itself; body and world are not separate. On the other hand, the machine is always 

outside and inside the body. The machine generates the body and hides so that we only see its 

products.  

Machines can be understood as the ones that do the unconscious work instead of the repressed 

unconscious or id. They are working; they are plugging; they are making new assemblages; they are 

desiring.  

Machines can happen in the extension, in the world, and we do not always can see them. We need 

certain glasses to see the machines; we need certain concepts.  

We see organs, but we do not call them machines. We see a door, and we do not call it a machine. We 

need to change our conceptual personae to see them all as technical, living, and social machines. 
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Our world is made of machines as we see its extensions; things feel delimited by their functions, by 

the borders they create. Even the chair I am seated in delineates an edge, which is different but 

assembled with the floor. Everything in the world assembles, and things emerge by those 

assemblages.  

The striated world appears one thing is different from the other, one organ as different from the other, 

one class, one country, one object, all different from the other.  

But between those differences, some things pass through. The machines plug, and a flux starts and 

gets interrupted through it. D&G used psychoanalytic figures, like breastfeeding the child, as a flux 

that is interrupted to create a new flux. They see fluxes and interruptions, which makes new fluxes 

and interruptions. They call it a production/producer compound, a constant production flow that 

produces production.   

We live in a world of machines that produce bodies. And in the tensions between bodies and 

machines, there are spaces of creativity and novelty in-between. This novelty goes both ways, towards 

the machines and the body without organs, but mostly towards the compounds of them both, the 

transitional.     

A Body 

When I think of bodies, I also think of a Body. A Body that is all bodies, an immanent body that is 

smooth, does not distinguish between bodies, but it is all and becomes all.  

So, when a body is in the river, 

thrown by the police, 

it is not only that body,  

but also a Body,  

it is all bodies being thrown.  

Sometimes I feel that there have two main movements, connection, or disconnection, with the bodies 

around. Do we engage, empathise, and feel the other as part of who we are, as part of the assemblage 

that constitutes us? 

Or we separate and break the world into small independent pieces. Do we become paranoid?  

As the news of the body in the river populated the internet, many asked, “what was he doing” as if 

positioning the action as morally correct because the teenager could have done something wrong. 
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Two sides were created: some took the side of the police and others the side of the teenager. Bodies 

split, and there is a conflict of interpretations of the event.  

When we enter the smooth, part of us tends to merge with the other bodies. The problem with 

merging is that we do not know how we are merging. The merged experience is not pristine and pure. 

Jessica Benjamin reflects on this in her paper about the third (Benjamin, 2004), proposing a movement 

between merging and a reflective position that can maintain a sense of subjectivity and being 

separate. As discussed above, this position seems crucial for creating a celibate machine.  

Even if we are a body, that body has many layers and assemblages that we cannot grasp. We do not 

have full awareness. There is always a space of reflection and diffraction, where we mirror and create 

new things in the process. Being never the same, because there is difference at the centre, the body 

is always in a creative process of differentiation.       

As Heron and Reason (1997), with their participatory paradigm, I like to think we are part of a Body, 

part of a world. We have access and participation in this body; we are part of something bigger.   

Transitional body 

Transitional bodies are more than personal. The transitional is always moving between, always 

decentred. A series, a novel, are objects with a transitional body and activate the possibility of the 

transitional in us. 

Following the notion of different bodies, I see the transitional between the body of the sensations, 

the conscious and the unconscious, always in relationality. The transitional always belongs to more 

than one body, to more than one assemblage.  

The transitional characters emerge in our culture, and we can refer to them. Those characters are 

alive; they inhabit a space between them and strongly affect our assemblage. They have a mythical 

life that creates new territories as we engage with them.  

Harry Potter or Frodo are characters that live in-between. When we listen to their names, we have a 

feeling, a sense of who they are. And they are usually not alone, as other characters constitute our 

understanding of them as characters. Furthermore, there are similarities between them, as they both 

are heroes, and they share something of the hero archetype.  

The transitional world is populated and always in the process of creating new worlds and characters.  

The transitional body is never one body, in the sense that it is always between the assemblages. It is 

always a matter mattering something else. It always produces a new movement, a new affect in a 

body, challenging the centre and creating new centres.  
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When I describe bodies, I talk about a centre and a world that emerges. But with the transitional body, 

it is different; it is a body of the decentring. It is a body always between, connecting different bodies, 

material and not material, concrete and abstract.  

The transitional is the revolutionary body, which joins different affects in the process of creation. A 

body that is always challenging aims always to be creative. Always looking for new assemblages, new 

positions, and new movements of affect.  

The transitional body is paradoxical because it feels close; it is part of the identity, of the subjective 

centre, of the familiar territory, and is always part of another centre and another body. The baby feels 

in comfort with its transitional objects, but at the same time, the transitional object is pushing the 

baby to go forward, to discover a new shape, taste, angle. It is always inviting a new experience. 

These assemblages between bodies, between spaces of creativity and technologies, create new 

worlds. That is the revolutionary power of the transitional: assembling between bodies and machines 

to create new worlds that we can share in our culture.  

We find an assemblage that is more than personal because it implies a culture, a techne, and a subject, 

all in a constant process of production of transitional bodies.  

Words as transitional  

Words (and images, sounds, etc.) are transitional, in the sense that we can produce them, find them, 

and express ourselves with them. At the same time, they are part of someone else's territory and 

therefore affect the assemblages of others.  

Words are in-between; they live in an intensive and extensive place simultaneously; they are machines 

and bodies without organs. Words have a power, an affect; with their concatenation and their 

constructions, they take us on a voyage, a movement not trapped by the limits of the concrete, as we 

extend to see, experience, understand other situations. A text takes us somewhere else, to an 

immanent/abstract, in the sense that it changes the territory itself instead of creating a dissociated 

conceptual space. We can create an abstract that is embodied, which is intense, changing the 

territorialisation. We do transformative work with words and images, giving them life with an affective 

reading. And this immanent-abstract-work is probably the highest power the transitional can have.   

When we are saying “we are in a pandemic”, there is something in this phrase that takes us all in the 

direction of understanding. It moves our body in a certain way, and as a society, we understand what 

it means with differences and shared understanding. In a way, some transitional elements move 

through society, and at the same time, create the society, as they create the feeling of being a body 

bigger than ourselves, that we share a history, that we share events. This sharing is never 
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straightforward, never the same, but it resonates, and the resonance is enough for us to feel we share 

a melody. 

Words are an important part of the body of the socius, probably its building bricks.  

  

Body of the paranoid 

As bodies fragment into different bodies, there is always a risk of falling into the paranoiac machine; 

together with the possibility that bodies and machines fight each other, which also breaks the bodies 

into many bodies. Bodies become enemies of other bodies, so the machines emerge from the bodies 

and become external and dangerous. Divided between we and them, bodies separate in a way that 

creates fights and fears. 

A paranoiac body is never a body but always a process of fragmentation of bodies against bodies. The 

enemy can be anyone, everywhere; even your organs, stomach, or legs can now feel alien and ready 

to be against you. 

Fearful bodies need to control it all, breaking the fluxes and production of desire, the creative 

production. This intensifies when we are afraid, so our body contracts and feels isolated. We try to 

find a centre inside us, maybe in our minds or thoughts. As everything is a possible enemy, our affect 

can invade us, and anxiety seems to overflow without our control. 

All becomes dangerous, and fear can invade every assemblage.  

As we have seen before, the contrary to the paranoid is the miraculous machine: a body where 

everything fits magically. All bodies are perfect and beautiful. This feeling of magical perfection allows 

our creativity to open up and our desire to flow. But it is always condemned to frustration as machines 

tend to fail by their constitution. 

There is another type of machine described by D&G called the celibate machine. This one would move 

between the full connection and the fragmentation of the miraculous and paranoid. Sometimes held 

by someone else (holding machine) or by development, we can move between the frustration of 

seeing our bodies fragment and the magic of our fantasy matching the world. The use of the world 

celibate sounds interesting as if it would imply a restrain or control of the impulse. D&G often argues 

about pleasure as something that breaks the production of desire. The celibate machine manages to 

preserve the production without arriving at (maybe by delaying) the personal feeling of pleasure. 

The transitional tends towards the celibate machine because it accepts the object as found and 

created -accepts the object as a vehicle for creativity and as independent of us simultaneously. The 
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transitional is a tension between creation-discovery, and that tension leads to a celibate machine: not 

paranoid and not miraculous and a bit of both. 

 

Body without organs of D&G 

Deleuze and Guattari talk about the body without organs with these words 

At any rate, you have one (or several). It’s not so much that it pre-exist or comes ready-made, 
although, in certain respects, it is pre-existent. At any rate, you make one, you can’t desire 
without making one. And it awaits you; it is an inevitable exercise or experimentation, already 
accomplished at the moment you undertake it, unaccomplished as long as you don’t. (Deleuze 
& Guattari, 1987/2013, p. 174) 

There is something mysterious in how D&G speak about the body without organs, which makes me 

feel like reading some esoteric book, feeling that sometimes is helped when they quote esoteric books 

(like Chinese medicine or Carlos Castaneda). On the other hand, creating my concepts about bodies, 

and naming them sensation, conscious and unconscious, allows me to work with many notions that I 

have learnt in psychoanalysis and that I constantly use in my practice. It allows me to see the body 

without organs in my work and daily experience. 

D&G’s focus on the body without organs points strongly towards becoming, as being able to be 

something or someone else, in this body not bound by the limits of the machines. It also points to the 

concept of line of flight as a process of transformations that go away from the territory. It points to 

the intensive as space where the extensions dilute, and we can feel the affects and intensions in an 

abstract, immaterial way. It also refers to the body of the death, an area of anti-production. 

I feel I can write more freely if I take the concept of the body without organs and work it with the ideas 

I have been developing to understand the transitional. Having three bodies, one of the sensations, 

one of the conscious associated with concepts and one of the unconscious associated with metaphors, 

becomes an easier way of thinking about bodies, plugging the notion of a body without organs into a 

broader theoretical field from psychoanalysis. 

This notion of bodies starts from a similar distinction but is taken in a different direction. I feel I drifted 

from D&G, improvising over their melody until I created a different one. Even though I have departed 

from D&G, the act of creating new concepts for understanding assemblages is what the 

deleuzoguattarian project is about.  

Political bodies 

Bodies can come together as one, feeling they share an identity. This community-body may be 

represented by a concrete person, who will be felt as being on behalf of the collective body: one body 
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representing all bodies. Sometimes this leads to creating a differentiation, where the ones who 

challenge the community-body are the enemy.    

The social machine, in contrast, has men for its parts, even if we view them with their 
machines, and integrate them, internalise them in an institutional mode at every stage of 
action, transmission and motricity. (Deleuze & Guattari, 1972/2013, p. 165) 

Bodies also create machines, bigger machines, and we can call it socius. For D&G, first, this body is 

attached to the earth, to the concrete territory that gave humans food and resources. However, 

another type of machine emerged when the body of a despot became the centre “The full body as 

socius has ceased to be the earth, it has become the body of the despot” (Deleuze & Guattari, 

1972/2013, p. 225). 

D&G talk about bodies without organs generated by the combination of bodies. Meta-bodies without 

organs make bodies political, always part of more extensive machinery. Sometimes, one person 

becomes the body without organs of the group (a leader or a despot) or a state that can overrule all 

other configurations keeping a centre. In the capitalist society, we tend towards a full 

deterritorialization of the social machine (a freeing of rules, ethics, desires, or codes in general), always 

in tension with the body of the despot or de big state, who could unite it again  

The capitalist State is in a different situation: it is produced by the conjunction of the decoded 
or deterritorialized flows, and it is able to carry the becoming-immanent to its highest point 
only to the extent that it is party to the generalised breakdown of codes and overcodings, and 
evolves entirely within this new axiomatic that results from a hitherto unknown conjunction 
(Deleuze & Guattari, 1972/2013, p. 290)  

Bodies are always creating machines and new bodies, sometimes territorialising, sometimes creating 

meta-constructions, institutions, hierarchies, or disintegrating into fragments, decoding, 

deterritorializing. Political positions are about a shared body and how bodies organise and come 

together or apart.  

The police run towards the protesters and one of them pushes a teenager to the river.  

The police acted as one body and the protesters as another.  

A paranoid structure was in place, where each body was a threat to the other. Of course, we cannot 

compare the threat of armed bodies against unarmed ones, but we can try to understand the 

movements as a paranoid constitution of mutual fear and rejection.  

The illusion of the Chilean dream got broken on the 18 of October 2019, when millions of people went 

to protest on the streets. Until then, an idea that looked miraculous said that the country was going 

well, all united as an “oasis in Latin America” (the president's words a few weeks before the protest). 
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From the idea of a miracle to a paranoid construction in a few weeks, the bodies of Chile changed. We 

met that week in Scotland and started talking about politics again. About how to think a different 

county, a different society. We, a community so far away, shared a familiar feeling of revolution, and 

we could not continue our lives as they were. 

Our bodies extended to the country where we grew up. As bodies are not placed where the organs 

are, bodies are more flexible; bodies make new planes. 

We started making small groups to help from here by registering human rights violations, creating 

letters to the UK government, organising demonstrations, making space for talking and processing our 

emotions, where all relevant contributions to/from our community. 

We have seen so many atrocities since then. One of the most terrible was seeing people losing their 

eyes, an image that makes my belly sink and twist every time. It affects my flesh; it affects my day; it 

is stressful, enraging, frustrating. 

Our transitional body is a we; it is always in a community and culture. As I said initially, “there is no 

such thing as a body, but a body and a set up”. So, my body resonates with those bodies, with those 

suffering for wanting a better life, for wanting a better system where to grow. 

 

Conclusions  

Here I have been exploring the idea of the several bodies instead of thinking about it as one. A 

multiplication of concepts only makes sense as it helps me go in different experimentation, opening 

my view to an area that another concept would not do.  

Breaking the notion of bodies into many does not aim to create a paranoiac machine that makes them 

fight between each other. It is a way of cutting together/apart(Barad, 2014), without aiming to 

fragment, but to create distinctions that produce new understandings and operations once done.  

I used the idea of the body without organs as an inspiration more than as a set of rules to follow. 

Taking concepts as inspiration seems crucial to a way of thinking based on difference and thinking that 

wants to be creative. Suppose we use concepts as an imposed regime, with only one interpretation. 

In that case, we are not opening ourselves to difference but being submissive to the institutional 

machine of another author or school.  

Bodies. Bodies multiply and also come together. Their borders are not always clear.  

I started with a body in the river, thrown there by the police. 
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A political body, a body that is many bodies, that divides opinions and arguments.  

The limits of the organs do not bound bodies.  

Bodies create planes of identity, sometimes extending to big groups.  

Sometimes fragmenting, sometimes fighting. 

Sometimes inspiring and making us smile. 
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8 Broken assemblages and the creation of worlds 

This chapter is about trauma, with a reading from Winnicott and D&G, similarly to the next. 

In this one, I focus on how some events can break the assemblage we create with the world. 

My fragmented and painful memories produced a view of how the world comes to be, how 

things are shaped, and always in the process of emergence being created once and again. 

  

Image 15 Broken Assemblages 

 



 

157 
 

It has not been easy to write this chapter. I had some content from before, and I thought I 

would only go through it and make a few changes. As I was working on it, many things started 

moving, memories emerging, senses of my subjectivity changing.  

I am sitting here on a day that feels like constant dusk—looking to a sky that seems so grey. I 

have been sitting here, observing the street, and feeling stuck with my writing. I have multiple 

desires towards it, and none of them is positive. I want to break it, make it again, but keep the 

good parts. At the same time, I want to learn to work with what I have and be a better editor. 

But as I read it, I feel I dislike it; I feel it needs more, it is not enough. Reading myself is more 

challenging than I thought it would be. Sometimes I read a paragraph that feels too simple, 

the style too undergrad-like, or too complex and therefore repulsive. These feelings come more 

intensely because of the difficult topics; they make me feel in ways that are not easy to hold…   

These impulses towards my writing make me feel trapped, as I do not know how to improve. I 

realise it is an area where to grow. Because I feel that when writing is good, it becomes easy, 

it becomes engaging, and I want those feelings when I read myself. But I need to learn in the 

making.  

Constructing and breaking.  

Shaping, crafting, making something more clear, fluent, engaging.  

How to work with a body of text? How to deal with it if it sometimes seems to be alive, has an 

energy of its own? 

A text that takes me away, 

Or maybe inway  

This text made me remember 

It made me think about the things I never thought about 

Those things that were folded,  

Present, but muted…   
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Introjection and incorporation 

Sometimes “reality” is denied and stored in a hidden place. Something that we have experienced 

cannot be held in our minds. It is too powerful, too shocking, or too shameful. Our world, the 

experience of living in a place, a territory, is challenged by a reality that goes far beyond what we can 

expect and process.  

The assemblage goes beyond the world we live in, and this assemblage can be threatening. The 

assemblage is the immanent connection, the immanent regime that allows our existence. It is 

experience, but more than experience. It includes our atoms, cells, history, bonds, the air around us, 

and the earth. We feel assembled at any moment, and it is expressed in our experience—the 

assemblage of our body: perceptions, skin, and movement. The assemblage is an emergent of 

elements coming together, creating something new. 

I understand experience as a type of assemblage; it manifests as consciousness, perception, and 

fundamentally as constructing a world or a process of worlding. Experience is a processed assemblage 

shaped by the refrain, with the infra, intra and inter assemblages. Experience needs to be processed, 

enter inside the refrains, and be marked as familiar or not familiar. In this process, we create new 

experiences, what we will call introjection. We can experience something that threatens the 

assemblage as we know it, which we will call incorporation. Following Abraham and Torok (1994), I 

propose this distinction (between introjection and incorporation) because incorporation enters in the 

assemblage without being able to be processed by it, differently than introjection, which can be 

processed. They develop the idea of the crypt, a space where personalities have been incorporated 

and remain in a semi-dead state, hidden from the conscious mind.  

I cannot remember what my eyes saw, but I know it was too much. I know I needed to block my capacity 

to see and that now I cannot see as before.  

That morning was weird. I woke up as always and got ready to go to university. When I was crossing 

the fences of the alley where I lived, I felt my body ill, sick, clumsy. I decided to go back home, as I felt 

a full day of classes would be only a painful delay in going to bed. So, I walked back home to lie. As I 

was feeling quite uncomfortable, I focussed on my breathing and went into a trance. It was common 

for me to use meditation to gain control and peace when feeling uncomfortable.  

However, this meditation became something different from anything I experienced before. I felt as if 

my world started changing. I could not focus on the objects; they seemed to fade away, dissolve. I felt 

as if my body extended, my arms as if touching the tv or the desk and then coming back to me. I felt 

that I could not move, not do anything, just stay in bed and wait. I felt a stream of energy on my body 
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flowing, moving, and I observed it for hours. I was still in bed at night when I saw a ball of energy as if 

a final image of a series of many. I was in a type of trance, and I felt as if that ball was the centre of 

everything. I felt scared of this vision and stood up, hoping the trance would stop. When I was on my 

feet, thinking all would stop, that I would see the familiar wall, with the posters and the tv, I realised I 

was not back in my room. I was not able to see the things I was used to. I could not focus on the objects; 

I could not make a world emerge. I felt dizzy, I stumbled. Everything seemed to dissolve.  

That was an experiential shock. That moment challenged my construction of reality, my assemblage. 

I cannot know about its positivistic reality, but I know it was something I experienced as I would every 

day. It is something I lived and that I saw. However, it was too shocking, too extreme, so then I needed 

to make it fade away. I tried to convince myself that it was a fantasy or a delirium, something that 

came from my mind. I tried to repress it, hide it, make it a secret.      

Some experiences are nutritious and allow us to keep growing. Other experiences remain inside us 

like a lump, as a place that hinders our capacity to assemble. Abraham and Torok (1994) have 

distinguished between introjection and incorporation, and this distinction seems crucial for an analysis 

of transitional experiences. Parts or the transitional field can be introjected to allow us to integrate 

things from the world. Other assemblages could be so intense, so painful/shameful/extreme, that we 

need to keep them enclosed, blocking our further development. The latter ones are incorporations, 

experiences that are not processed and remain locked inside.     

I imagine my experience as filaments going out and coming into our body and engaging with the world; 

filaments that create an assemblage of affective and physical entanglement—a place of connection, 

of world-making. When we live an experience too intensely, those filaments are damaged. Sometimes 

those experiences are also shameful, and we need to store them, hide them because we cannot 

integrate them into the previous experiences. This goes further, stopping us from experiencing new 

ones.  

 

Blindness.  

I would like to reflect on the process I lived through when my assemblage became too extreme to 

introject (i.e. properly digest an experience). One of the first feelings was the feeling of being blind. I 

could not see anymore. Or better, I was seeing but without seeing. I realised I could walk and not crash 

with the walls, but I could not intentionally see the colours, shapes, and textures. It was as if a part of 

my assemblage kept working and allowing me to walk, but my eyes were not seeing.  
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When I try to write and remember experiences, it is hard to see them. It is hard to narrate a view, a 

contemplation with the eyes. The act of watching was hindered, so I could not follow the lines of the 

objects, their shapes, the contrast of colours, the aesthetic feeling that composition gives me. I lost 

the capacity to resonate with a painting as I did before; I lost this feeling of melting into the author's 

expression, exploring the style, the gestures, the use of colours, the movements of the brush.  

I remember how I used to see, and this memory moved something in my body. It feels as if it sparks a 

movement in my sleepy eyes. As if they want to be bright and be able to resonate, to feel with the 

images once again. But the flashbacks arrive of that ball of light that destroyed my eyes. That ball of 

light was the last thing I saw.  

I used to draw a lot, every day, many times. I would get bored and doodle in all my notebooks and 

sketchbooks in classes. I liked to observe things, study them: shadows, forms, bodies. It was quite 

natural for me to colour, knowing intuitively complementary combinations and how they interact.  

I used to enjoy the contemplation of the quotidian: flowers blossoming, a sunset, raindrops. I would 

enjoy and have an aesthetic experience by observing little things. I would go out with my analogic 

camera and take pictures of minor things because I would feel with them. I used to engage with things 

I found in the streets, like the texture of the shadows of a tree, a fire hydrant, a rose on the floor.  

I remember I named some streets around my house. The one I liked the most was called the street out 

of time. It was positioned between two big and noisy avenues, but when you entered there, it was 

silent. All the houses were only ground floor, each with a different colour: purple, orange, red, yellow. 

I felt as if that street was not engaging with what was happening around: noisy cars, big skyscrapers, 

new malls, so when I walked through it, I felt out of time.  

Objects and places resonate. They vibrate (Bennett, 2010) in their affective quality. They take me on 

a trip beyond the concrete; a journey of feeling, aesthetic assemblage, beauty in every step, every 

movement, the small details of a walk. 

Memories. Memories that make me remember old ways, old assemblages, which now feel far away. 

Realities of the past, which do not correspond to the realities of the present. I can see how I was 

making the world back then and how I am making the world now, how the worlding is so different.      

As I try to use my eyes, I feel I need to remember. Remember the traumatic reality that was hard to 

accept, hard to introject, and make mine.  

I found a locked door, one that is scary to open. I try unlocking the hidden, the incorporated, and my 

body shimmers and vibrates, feeling that I do not know if it is excitement or fear.  
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Repressing reality 

What does it mean to repress an experience, something we saw with our open eyes? 

I felt I needed to forget. What I saw challenged my world in a way that it was better to deny (I will 

examine more the fear of breakdown in the next chapter as a way to go deeper in the feelings of the 

world being challenged). I also preferred to deny it every time it came back as a flashback, every time 

I would remember or feel close to remembering. For that reason, I stopped doing some types of art, 

the explorative ones, which opened the unconscious. I was trying to make it disappear. I felt I would 

lose my mind if not, I could not continue doing the things I wanted.  

I feel as if I numbed part of my assemblage, which means to numb part of my capacity to experience. 

I created a secret inside. A locked assemblage, which became semi-dead, semi-alive. There was a 

threat inside, a danger inside that I needed to keep there.   

I felt dizzy, and I needed to do something. I asked for help from my brother, and we walked together 

to the place I practised martial arts. My master pressed some parts of my body, and I felt as if 

something pushed me back to earth. He sent me to practice saying  “this will keep you ok”. The day 

after seeing this ball of light, I was not feeling the world as the world I knew. All seemed weird, far 

away, distant. The martial arts practice was helpful for some time; I felt my world was solid again for 

some seconds.  

I managed to come back to my routine with a lot of effort, but it lasted little. I managed to keep my 

routine. But something was different. I slowly lost my capacity to be active, make decisions, 

concentrate. It felt as if the secret was eating me from the inside; I was slowly losing my life.  

I feel as if some regions of my assemblage, of my world-making, were broken that day, and that crack 

started to grow. 

What I was experiencing had a dual quality: it was too much and too intriguing. I wanted to learn from 

it, with the curiosity of a psychology student. I took notes; I tried to understand and register. At the 

same time, it was extreme and painful—attraction and repulsion simultaneously.  

As I reflect on my experience of a reality that I could not accept, I also think of other types of 

experience that could carry a similar quality. We incorporate experiences that we cannot digest, 

experiences that remain blocking areas of our assemblage.  

I use the pattern of my experience to make sense of my client's experiences, who also need to lock 

what they have lived.  
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What happens when someone from your family abuses you? When somebody goes to war? Or 

somebody has an accident? What happens every time reality is more than what we can accept and 

break our world's continuity?   

I try to imagine it with my eyes, and I cannot. I have become blind in a weird sense. I feel as if I saw 

something forbidden. Something I have glimpses about but not the full image. I remember those 

fragments, the ball of light, the objects dissolving. But I sense there is more. I know it was many days 

of seeing things I have now forgotten. I know I am on the surface of a memory…  

  

Transitionality and introjection: the expansion of the assemblage 

Transitionality can be understood as a circulation between introjections and projections, which 

creates a new plane between both. Our body of the unconscious extends and allows circulation of 

affect. Our body grows and touches, to then come back. We have pseudopods, extending towards the 

world and bringing something from the world. I dislike the need to separate this process into 

introjection and projection, as I think it is a plane of affect circulation. But as we are talking in 

psychoanalytic terms, it becomes useful for this chapter, and it helps me understand the pathological 

aspects of the transitional.   

In this way, we engage with things, we play with them, and in this process, we put/receive some 

affects. Our unconscious enters the object and comes back. We are putting something out and 

bringing something in. This circularity expands our limits; it is not an equation that results in zero, but 

one that creates novelty from the inside and the outside (and the in-between that emerges).  

When experiences are too extreme, we do not want to bring the affect back, we do not want to 

introject again, and we do not want to put something out there. The circularity is broken, and 

incorporation happens: we lock that object, situation, or relationship. We do not want to engage 

anymore with it, but it is impossible to avoid it once it is part of us.  

When we play with objects, we are in the process of projection/introjection, which is transitional. 

Through playing creatively, we expand the limits of our bodies. When we use objects, like painting 

with a brush and paint and paper, there is a circulation of affect that is transformative. The way I see 

the world after exploring a painting is not the same as before. There is a process of intra-action, where 

me and the painting are becoming something new.    

In a transitional assemblage, playing with objects, persons and situations create an assemblage that 

nurtures and enables my creativity. I am exploring without noticing it. I am learning without noticing 

it. As I play, I expand my assemblage’s limits.   
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The concept of epistemic trust (Fonagy, Elizabeth, & Hilsenroth, 2014) comes to my mind here, which 

refers to a relationship that allows learning. They propose that when we trust, something relaxes and 

makes any interaction more receptive to learning. On the other hand, if we cannot trust, there will 

not be learning at all. Learning becomes not something of the behaviour, the hours of practice, or the 

expertise, but more about the type of relationship we can create. As a way of learning, the circularity 

of introjection/projection needs the holding machine because it allows us to have a trusting 

environment.  

These spaces of introjection happen as we keep playing in the world in trust. When I paint and do 

something new, the next time, I notice how my observations are different, how a border, a contrast, 

a line or a light has moved. My interest also changes, as was interesting before may not be now.  

As the inner and external worlds merge in this circularity of introjection/projection, we can learn from 

others: mirror, copy, extend our personality and abilities in interacting with other people, animals, 

machines, materials.  

In conditions of trust and relaxation, the borders of the subject are porous, and the engagement with 

the world changes who we are. The assemblage grows in possibilities and desires. 

  

Transitionality and incorporation: blocking the creative life 

 

We have another option: a situation, object, or person can be accepted in the transitional field and 

then, for some reason, be blocked. Mourning, intensity, madness, chaos, or relational trauma could 

trigger the need for forgetting, creating a secret inside. This causes us not to trust anymore, so the 

learning processes become stagnant.  

In an understanding of experience as assemblage, these blocked elements and the secrets that it 

creates hinder the capacity of the future assemblage. As we fear and mistrust, we block the entry to 

new experiences; we block the process of introjection/projection. I could say that the past shapes any 

possibility of a future; therefore, we stop the future if we block the past.  

There is no proper past in the unconscious, all experience remains there, and at the same time, all 

past experience is part of the new experiences we can have. Our bodies extend and create worlds with 

the components we have learned from before. Maybe the shape of the unconscious has changed, has 

been transformed, but the past remains there assimilated and metabolised by the assemblage or 

stagnant and waiting for its assimilation.  



 

164 
 

There are experiences I can remember or be in contact with. There are areas of myself that I know I 

can access. And there are others that I am not able to.   

When someone is attacked, raped, abused, or another type of trauma, I have the impression they 

create an area that must be forgotten. Like the one I have described, when I saw a ball of light, I felt 

my reality was dissolving; it was so intense and overwhelming that I needed to forget. The reasons 

could be many, but the result is similar: we need to hide, forget, and lock a reality.  

The experiential field incorporates something which it cannot digest. We cannot make sense of or 

create a storyline for it. These experiences remain silent. Too real to be confronted and too traumatic 

to be remembered. There remains an area not properly lived (as we explore in the next chapter), 

which then needs to be lived (again) to be digested.  

This secret experience becomes like a poison that keeps causing problems from the inside. I can feel it 

needs to go out towards the conscious body, so I could see it and reflect on it, but at the same time, 

it is so scary that I do not want to see it nor share it with anyone. I fear people will react badly, reject, 

not understand.  

As we fear, we hide it deeper; we encrypt it. 

How to trust if we are so sure that the experience should have existed at all?  

It helps me consider them as real, as an experience born in an assemblage. I was told that my 

experiences were “madness” for years. I was told to not believe in my experience. They told me that 

it was chaos in the brain, that I was in delirium, that I should not keep thinking about it.  

When someone told me that I was “crazy”, in addition to my fears and my own need to block it, I had 

a context that would avoid the topic and reject references to it. For a long time, nobody approached 

it as an experience that was real. I was told once and again that it was madness.  

 

Digesting experiences 

I feel I am working with these questions: What does it mean to digest an experience? How to make 

experience become a storyline, become subjectivity? How do you learn from others? How to extend 

our boundaries towards the world and allow our creativity to become fulfilling? How to care for those 

areas that are numbed or wounded?  

I may not have answered them fully, but I feel I am making my way through them.  
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I work in the field of my memory. I work on myself as I reflect on these abstract ideas, so they are not 

abstract anymore. They become part of my worlding process.   

Working with these concepts, I find myself trying to push blocked events to see if they open. I focus 

on those small memories to see if I can see something more. A second more of memory seems to 

open new possibilities to my subjectivity and to understand better what I felt a long time ago.  

I explore in my active imagination, following images that emerge in my body, in a type of trance where 

I have some agency to change things. I find areas that feel dark, and it feels as if I try to open a locked 

door. I try to go closer to the fear, to the feeling of fragmentation and dissolution of my subjectivity. 

Slowly, step by step, I discover the hidden secrets. It is not easy. But it feels as if it expands what I can 

see; it extends the colours and shapes I can notice, and that feels good, feels familiar.  

However, the emerging things are hard to write about; I feel it hard to show this to somebody else. I 

feel ashamed and scared. I feel something terrible can happen; I would lose love, appreciation, 

respect. Would I lose my life? 

There is fear behind the curtain. Not just of the experience, but about what happened after. I can see 

an implicit cause-and-effect fear as if remembering would cause a predestined catastrophe. The action 

of accepting the incorporated memory, the hidden, would trigger a disaster.    

Here, I have found that sometimes I need to go contrary to the stream, that I need to breathe and not 

be afraid of the fear, that I can hold the fear in me and face the catastrophic feeling. I started to 

remember the time some months after the experience I described. I can see how I began to lose my 

energy. Day after day, I could do fewer activities. Everyday activities I would usually do were harder 

and harder. I started to lose my life as I knew it. I needed more days of rest, not just hours. I started 

skipping classes but kept trying for a while to continue my studies until it was not possible. My 

assemblage was breaking into pieces, area by area; all became harder and harder.   

I realised all was going terribly when I tried to read a paper that I was excited about, to realise that I 

could not pass the first paragraph, I could not put the ideas together.   

I feel as if my body remembers what happened, and in which order, and expects them to happen again 

“if I see too much, I will get blind, and then I will lose my life”, seems to say a voice inside, full of fear.  

 

Dissociated experiences   

As I work with my trauma, I notice how I dissociate some day-to-day experiences. Small details that I 

know are not right.  
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For instance, I feel like a jump into when I do intellectual work. As if I need to force myself to enter the 

zone-of-intellect. And I know it can be different because I was passionate about the intellectual, I was 

looking forward to reading and learning, and it was not an effort.  

Sometimes I feel I need to cheat myself into, so I can enter the space where I can see theoretically or 

see my memories. Cheating myself includes saying to myself, “I will just do a little bit” or “I will just 

listen to some music and then see”.  

I do not feel I can do it in an attitude of going forward, but let’s see if I can. 

Another feeling is that I fear the future; I am scared of what can happen: I fear failure, decay, chaos, 

madness. It is a fear that comes from experiences. It is a fear not born in fantasy but born in actual 

events. It emerges when I need to plan or when I need to feel like life continues for longer periods, 

like years, and not the simple succession of days.  

One of the awful memories is how I struggled with cognitive activities, abilities I was so proud of 

before. I wanted to do the things I was good at, I wanted to come back to my life, passions, and 

interest, and I could not. I was eager but had no energy, agency or willpower.  

It is sad to remember when a beautiful woman gave me her number, and it took me two weeks to 

reply because I lacked the energy. We started dating in these conditions, and even though I liked her 

so much, I could not keep up. My mind was taking a retreat. So, this makes me fear that I will not hold 

a relationship, that something will emerge and take me back to a state of disconnection.  

I feel how my body registers those events, how it records what has happened and is scared (or I am 

scared, I should say). I dissociate, I split myself as two (or more), I am observer and experiencer at the 

same time. I go in and out. But I try to find a place between and productive. I see my fear; I am mindful 

of it, do not run away, stay there, soothe myself, and tell myself it will be ok. And in that process, 

something opens. Something changed in the way things were working.  

Abraham and Torok (1994) called Theoretra a type of theory made for change, a place where theory 

and practice come together. Through understanding and feeling and the productions of their 

assemblage, something moves forward.  

I digest the experience not as something automatic but as something I do, something I construct, 

elaborate. I use concepts, I try to understand my feelings, responses, and memories, and through that, 

I soothe the fear and try to open the locked doors.  
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I try to find the wounds that keep me dissociated. I try to think through a process, in a place where 

thinking changes the thought. There is a place where the world at hand, where the same feeling of I-

am-ness, opens up, and a secret starts to float up.   

   

The elusive secret 

I am not sure I can write the secret because it is a secret. It is a secret from the beginning but reinforced 

after sharing it with the people I thought I could trust, denying it as a valid experience. After a shameful 

experience - I held like that- I looked for people I thought would understand (specialists, friends) who 

treated me as “weird and crazy”. 

The secret was reinforced as secret. Others helped to bury it into a deeper place. 

Was what I lived real? Was it valid? Does it make me have a mental illness? 

I could not share the anxiety that caused me to see my world dissolve in front of my eyes. I could not 

share all the experiences that came after. I saw more things, energies flowing, entities around, and 

many other things hard to verbalise.  

Most people around me had a clear distinction between madness and reality, ready to impose that 

distinction over me.  

Only now that I work with a notion of assemblage I can reconceptualise what I lived. Understand that 

each of us has an assemblage. This is different from saying each of us constructs a world. It is more 

than that. It is not that I constructed a wrong world, which would mean my experience is less valid. 

Assemblage implies that the process of worlding is happening inside a reality. It is empirical. But an 

empirical that is singular to each assemblage. 

With this conception, I can say, “I had a different assemblage than you, but it was real”. This is quite 

different from saying, “I constructed a different world than you, so my construction needs to be fixed 

because it does not fit with the social construction of reality”. Seeing it as an assemblage connects me 

with a world, with objects, intensities, affects, relationships, and all that creates an experience. When 

I say construction, it makes me feel isolated and not engaging with anything real.  

When I saw the light that blinded me, and then I stood up, I tried to look at the same wall I would see 

every day, and that wall, that same wall, dissolved in front of me. Then the same bed table, the same 

posters I had on the wall, my bed. All dissolved, and I felt as if the assemblage, the same connection 

with those objects, broke.  
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It was a problem of assemblage, not a problem of fantasy or desire. I was not repressing desire but an 

intense assemblage that I could not hold.      

The difference is crucial because the repression of reality hinders my capacity to desire and see and 

connect again with a world. It is a fear of seeing, sensing, connecting again, and that things will dissolve 

in front of my eyes.  

The rejected assemblage  

When we reject an assemblage, we deny something as essential as the possibility of creating a world 

because it can be dangerous. We realise that the world we assemble is out of our control.  

Furthermore, we tend to think it was our fault what happened, that we created it, and that we can 

stop it by locking the door inside. A notion of a constructivist reality reinforces the damage of a 

traumatic event. It tends to blame the person suffering, “it was your creation”.     

An assemblage approach does not need to go towards constructivism but towards an experience in 

its context. The assemblage allows us to see how experience is an emergent process that includes the 

relationships, the materials, the places, and affect. I consider the abnormal experience, as constitutive 

of that complex situation, without the need of denying or blaming. It helps me accept, and accepting 

seems like a big step for healing and stopping the fear of seeing behind the locked door.  

I would say that the creation/discovery of an assemblage comes before the constitution of a subject. 

It is a layer of our existence that many times we take for granted. From a subjective position, we can 

feel things, think, and desire, and that feels personal; we feel contained in an identity. However, the 

assemblage happens beneath; the assemblage is the possibility of those personal feelings. The 

assemblage is pre-personal, and it engages with assemblages, intra-actions with people and objects, 

and places. If someone else is part of an assemblage, his or her actions will influence how we feel 

about ourselves. When a baby’s mom is sad, the baby may feel the world is trembling. When a parent 

hits a child, they could feel as if the world's security is threatened.     

A personal feeling, a personal thought, is always inside an immanent field that marks the assemblage’s 

possibilities. Arguing about ideas happens on a more superficial level than when discussing an 

assemblage. But at some point, ideas become so intense that they start being about a different 

assemblage: we can arrive at a point where the argument is not related to logic and assertions but 

about how we are, how we feel, how life is lived. 

I can therefore have different levels of non-accepting. We may not accept a thought, a feeling, a desire. 

But we can also not accept the world itself. The first ones (thinking, feeling, desire) are slightly more 

personal than the rejection of a worlding, which is more than personal.  
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As we reject something-that-has-already-happened, any rejection remains trapped; any rejection is 

by itself impossible. No matter what type of rejection, it always creates a lock inside. A type of crypt 

(Abraham & Torok, 1994) is where we want them to remain dead. What was incorporated cannot be 

expelled; instead, it is taken inside and hidden. I would adventure that rejecting/incorporating are part 

of our omnipotence fantasy, which allows us to believe that we can change things with our minds. We 

try to exercise our mental magic, but it does not work, and we keep trying because we do not know 

anything better.  

As I was writing this, I came to the idea of ontological rights: the right to assemble a world, the right 

to feel your feelings, the right to think your thoughts. The right to say no, the right to not be guilty of 

something you did not do. The right to have someone to hear you and trust in your words.  

As I name these rights, I realise I would need a lot of work to explain where they are coming from and 

why I am writing them here. But simply put, they are required for a healing process. They are needed 

for the crypt to dissolve and come back to life. Alternatively, for the crypt to not be formed at all. 

Those rights sustain our capacity to be creative in life and keep learning and growing. You do not 

imagine the times I had needed to say to myself those words, “I have the right to feel this”, or say that 

to a client, “you are not guilty of what happened when you were a child”. They are rights because they 

are basic bricks for the assemblage and safe us from creating dead or locked areas.   

The denial of reality shows us how reality is a process of assemblage, which is constituted relationally. 

A shocking experience tends to be hidden and expressed only in close relationships. We share it with 

people we trust. Often, those people fear listening to those words, and we hide what we have 

experienced from everyone and even ourselves.  It is an experience that is not allowed, considered 

unreal, which triggers a numbness on the capacity to assemble itself.         

When we find someone talking about the assemblage in a way that we do not share, we tend to think 

that that person is alienated. As before, when someone fears an assemblage and the words 

representing it, we can think that person is mad and needs a psychiatrist. Many of these distinctions 

are cultural. For instance, a shaman describing an inner journey can be considered psychotic in the 

wrong hands.  

 

Relational trauma 

A child is abused at school by a sports teacher, and nobody believes in him.  

A priest abuses a child, and nobody believes his story.  
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I have heard many stories like this. My sports teacher at high school was in jail for many years for an 

accusation. And the head of my school, a priest, had many behaviours that felt uncomfortable (like 

touching you below your shirt), and there were rumours of abuse hidden by the institution.  

These are traumatic experiences. They can produce the destruction of the assemblage. Something 

traumatic is not only the abuse but additionally the abuse by a figure of power, maybe also a parental-

idealised figure. Then it is also traumatic the process of institutional denial and the rejection of other 

people you trusted who do not believe in you, preferring to follow the institutional script.  

As the assemblage includes objects, situations, relationships, different elements can trigger a 

traumatic event. We come with a type of attachment machine, a natural impulse to connect and ask 

for containment. Babies cry and need a mother to help them relax and feel safe again. It is as if there 

are specific scripts that babies need, and when we do not fit with them, there is suffering (here we 

can read the exciting research in attachment theories). With time, babies learn to accept more and 

more frustration from the environment, or in other words, they do not get as frustrated anymore, as 

they introject the world, its objects, its relationships. 

However, the script is always there: we implicitly assume people we trust will help us. Every time this 

is broken, it creates trauma. Even if we become more aware of the possibility of being attacked, 

bullied, teased, we expect some figures will be protective, like our parents and family, our teachers, 

and the priest.  

My client repeats the nightmare he has every day: a tsunami, or an earthquake, threatens to destroy 

a city. He tries to save some people and runs towards some transportation method, a train, or a bus.  

After hearing this structure, with minor changes for about two years, I come to say this interpretation: 

“what if the dream is telling you that the problems you had were part of the environment, not yours; 

that it represents the anger of your mom when she would lose control and hit you; when she would 

blame you for everything, even the littlest thing at home”.  

“Maybe it is always a natural disaster because it is not your fault. Also, you managed to save your 

brother, which is a lot already”.  

He stays in silence, nods, and says it could be. And I feel not sure if it was a good interpretation. But it 

felt like an opportunity to say those things. Tell him that it was not his fault, that he saved his brother, 

and that he faced a “natural disaster” and was not to blame. 

Those nightmares repeat every night for him, as if the event does not stop happening, like something 

trapped inside, locked inside, resisting to be processed. And something of this repetition made me think 

of other repetitions, the repetition of the guilt, of feeling that whatever happens in his life, he is to 
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blame. The fear, the constant fear of failing, the constant fear of someone saying he is wrong, that 

something will come and destroy what he has achieved. Repetitions. Nightmares that appear at plain 

daylight.  

“What if the dream means that you are not guilty,” I said, not thinking that that was the meaning of 

the dream (I do not think there is never only one meaning for a dream) but thinking that maybe those 

were the words he needed to hear.  

Freud came up with the idea that children desire to have sex with adults and then confuse fantasy 

with reality. “Maybe you dreamed it”, someone will say. “Maybe it was your fault”, another would 

say. “Are you sure you did not want it?” one may be asked.  

Ferenczi, one of the most innovative psychoanalysts who was close to Freud, said in his last 

communication: 

When the child recovers from such an attack, he feels enormously confused, in fact, split—
innocent and culpable at the same time—and his confidence in the testimony of his own senses 
is broken (…) 

Usually, the relation to a second adult—in the case quoted above, the mother—is not intimate 
enough for the child to find help there, timid attempts towards this end are refused by her as 
nonsensical. The misused child changes into a mechanical, obedient automaton or becomes 
defiant, but is unable to account for the reasons of his defiance (Ferenczi, 1949, p. 228) 

This type of response makes this event, which we are almost destroyed by, be in doubt. Someone of 

trust does not trust the child, and the senses are broken.  

How can we keep trusting in our experience if someone challenges it? How can we keep learning and 

making sense of life? How can we share with others what we live after someone denies what we live? 

This point of considering real any assemblage is crucial for our mental health. Real not in the sense of 

the same for everyone, but an assemblage with the world. This assemblage can be with the intensive 

or extensive world, or a mix of both, which means real becomes quite open.  

Imagine a saint accessing a deep blessing state of communion with its divinity. Imagine this saint tells 

this story to a psychiatrist who does not believe in spiritual ecstasies because he has never had one. 

Probably this saint would end up in a psychiatric hospital. 

Imagine I try to argue with this saint as if he constructed that experience. Imagine I argue that all 

experience is constructed and his also. Can I address this experience in that way without breaking the 

relationship with the other? Can I give it the weight it needs? Can I expect that the experience of God 

would be treated as any other experience? 
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I do not agree with socio-constructionism and constructivism, which highlight the construction of 

experience as personal or collective. I consider that those approaches open up the possibility of 

multiple experiences but deny their reality. If I do not believe in the reality of an experience, I can 

easily dismiss it. But if I believe in reality as assemblages, it opens up a diversity of real experiences. It 

opens the possibility of valuing every worlding as participatory (Heron & Reason, 1997).   

 

Worlding-together 

The notion of assemblages makes me imagine how the objects around me create worlds in their 

different assemblages. An object that, for me, maybe not be relevant at home may be important for 

my partner. I am part of these assemblages, even if I do not understand exactly their place in their 

other assemblages. I participate in this multiple-worlding; I am participating in this creation. This 

image of a multiplicity of assemblages makes me wonder how the history of assemblages of the person 

at my side creates an emergent world(ing).  

My assemblage is full of questions, in the sense that I do not know what emerges in the assemblage 

at my side. I do not know what the objects around me mean for other people and their place in 

different assemblages, human and not human. But even if I do not know, I know that I am participating 

in these multiple emergent processes. And I can resonate with some of them, and I can get close to 

other’s assemblages if I am cautious, respectful, trustworthy. Accessing the otherness is not easy; it 

implies a sense of wonder, openness, and respect.   

We can also create assemblages with others as we resonate with someone else. We get closer as we 

engage and make an assemblage together through talking, being kind and connected. Engaging with 

the objects they appreciate, asking what they like, what they use, and what is relevant. We can share 

objects, ideas, projects, and fantasies in this process. We can resonate together and create groups 

that enjoy similar assemblages. We make worlds that touch the worlds of others.   

Transitional objects  

The transitional emerges from worlding together. I create unique assemblages, and they help me 

transition between becomings. These objects, persons, places, and situations repeat in our world 

(refrain). They remain stable in the sense of being there once and again, and we imbue them with 

affection. This process of imbuing with affect creates a special bond, which seems like an extension of 

the subjectivity. For this reason, when a transitional object is lost, it is felt like a losing part of us.    

Affective objects form our territory, the space we move around that is full of meaning. They are part 

of our process of worlding. When we look around, the world we see has already meaning. My red 
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laptop makes me remember when I bought it and left behind my previous one. I can relate to my 

computer and remember the one I had before and before that one too. 

Objects are a fundamental part of our assemblage. Through them, we can access the world of 

someone else and get closer to their lives.   

As I was thinking about different objects, I created a lexicon of types of affective objects:  

Affective object: refers to any object charged with intense affect. Affect is understood here as a charge 

in the body, which is not exclusive to it; therefore, it has independence of the bodies that feel it. Affect 

engages in the virtual/intensive and enters in the actual/extensive. Its affective quality can be felt as 

an emotion, but it goes deeper and engages with our embodiment and also engages with the bodies 

around us, creating affective objects and affective relations.   

Transitional object: an affective object that remains creative, in a close bond with the subject, in an 

intra-action, which means that they both affect each other, and introjection/projection is circular.  

Symptomatic object: refers to an affective object that has a compulsive, terrifying and/or addictive 

quality. The subjectivity feels threatened by the symptomatic object.  

Institutional object: refers to an object that does not feel creative and is imposed by institutions. A 

uniform could be an example, representing submission towards a system. 

Relational object: refers to an object that reminds a relationship. It is close to the transitional but 

always carries the memory of another being (human or non-human).  

Magic object: refers to an affective object that carries a power that transcends subjectivity. It has a 

fantastic quality, an aura and connects with the body of the unconscious. However, the magic object 

can be in-between the other options in a mysterious way, making it feel magical.   

Naming types of objects feels like trying to categorise something hard to distinguish. Here the word 

object can be replaced by a person, situation, or machine. It is anything that a subject can grasp. 

Anything we can create an affective relationship with. The borders of these objects are porous, and 

one object can become another in a few seconds. An object here can even be your breathing, as it 

happens when we practise meditation, and we use breathing as an extension of our feelings and 

emotions.  

When I write about these objects, I realise that the transitional, the core concept of the thesis, 

becomes something smaller. It becomes one of many affective objects. Here it is the one that keeps 

things creative, open, and in the process of becoming. It is not threatening and help us to develop. It 

feels safe and, at the same time, enticing for new explorations.  
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Incorporation 

Introjection is the process by which we feed on the assemblage. Our identity grows as we learn from 

others, objects, machines.  

We need to create a border around the assemblage, which marks our limit, a line of identity and a 

territory that mark our familiar places. This is created with the infra, intra, and inter assemblages we 

have seen before. This border makes us feel contained and makes the introjection feel as if something 

gets inside in a comfortable way.  

Introjections and projections are fundamental movements of affect, which happens through our 

capacity to make assemblages. Our unconscious processes pass towards objects, situations, other 

people, animals, etc. There is a constant affective movement with the assemblage as every-thing can 

hold affect. 

As the pathological brother of introjection, incorporation means that the flux of affect damages the 

assemblage. It cannot process it, cannot digest it, and produces an isolated part. This isolated part can 

sometimes heal with time, an empathic container, or further isolate and create necrosis. 

I remember arguing with a psychologist about my mental health. He insists on his model. He wants me 

to accept the truth. Why follow him? Why would I?  

Some months after, I will surrender to the medical team. I will accept all that they say. I am tired; I 

cannot hold my ideas anymore; I feel I cannot return to who I was. Any effort seems pointless, and I 

need something to change my feelings.  

The feeling of being myself never came back; I never felt as before. I needed to surrender to the process 

I was in. I needed to make a new identity, a new type of assemblage.  

And it is only now that I am exploring my capacities to imagine, feel, perceive, and notice that I am still 

not seeing. 

Some memories push to emerge; I can see my old ways of observing and drawing and watching and 

enjoying the act of seeing. The ecstasy of light and colours. Of painting. Of taking pictures. I feel how 

my assemblage trembles. I look at my hands, and a new bright emerges as if there is a shift in the way 

I see. It feels like my eyes contemplate again, and I can feel the pleasure of assembling differently.         
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Facing reality  

What is real? I see many layers of reality. My territory, my world, is a type of real, are what I have at 

my hand, what feels familiar. It is what I am always creating.  

But there is always something more, a real that goes beyond, a real of the unexpected. The real by 

itself is always more than, more than whatever we can think and anticipate. The real is the unknown, 

always avoiding categorisation and experience; a real that can always surpass our capacities of 

analysis, understanding, or processing.   

The incorporation shows us that reality is always more, and we are not always ready to see it. 

Incorporation shows us that we are often not prepared to experience or that some experiences 

threaten experiencing.   

Even if I think it is wrong others rejected my experience, I think those experiences were pathological. 

I understand pathological experiences as ones that need closeness instead of separation. They need 

more care, more compassion, more understanding. These raw moments, these difficulties in the 

assemblage, need a closer look and acceptance instead of avoidance and denial.  

When we face a strong reality, our world tends to shatter. And we need to be able to organise a world 

again. If we cannot, our assemblage trembles, and we start losing our lives and our affective 

connections with the assemblage: something disconnects, retreats, hides and escapes from the world.  

Not without a cost. The cost of restricting life possibilities. It came to me with fear, with disconnections 

of part of myself I knew I had, with a period of losing my agency and creativity. And then, I started to 

build up an assemblage from scratch, step by step. This process has let me value things that are not 

inside me, not in my mind but outside. Actions, games, people, but most of all, an attitude, a way of 

being. A form of being that I call transitional.  

The transitional object is not so different from the institutional object; the main difference is what we 

do with it. Living an authentic and always new life, called by Winnicott a true self, requires an exercise 

of constant creativity and defiance of pre-made answers. On the other hand, a submissive life that 

accepts the institution's objects is always the sleepy option when we surrender to a regime.  

We create the assemblage slowly. There are many steps in that process, making each assemblage 

original. In its creation, transitional objects are crucial, as they are safe places. The mother, womb, 

breastfeeding allow the baby to assemble its unconscious and consciousness to the world. 

Transitionality creates a body over the organism, which links with objects and people. It is a fragile 

process. It is a process of trust, as the baby extends its borders, introject ways of assemblage, and 

creates its objects, fantasies, and desires.  
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The real is the multiplicity of assemblages, which is a process of worlding together. The assemblage 

develops through affective objects intra/acting with the baby's body. Every time we need to heal the 

assemblage, we need to come back to creating the real. We need to return to the womb, the mother, 

the breastfeeding, the spontaneous gestures, the transitional object.   

    

The creation of a world 

We are always creating worlds, which makes us feel alive, creative, true.  

I walk in the morning towards the university. I know the path, and I enjoy looking at the old buildings 

of Edinburgh. This time I saw something different. I crossed a street before the usual, and I looked at a 

building I always observe from another angle. Now I could see the windows, the smith work made to 

protect them, a type of work is rare nowadays. I liked to see some of the objects each floor had on the 

little terrace. Each of them is unique, showing a little bit of the life of their occupants. A new world 

emerged in my sight.  

Worlds are always in the process of emerging, always produced by the assemblage.  

Worlds are fragile creations, always in the possibility of being broken. Like when my world shattered 

in the view of a ball of light, or when my girlfriend said, “I think we need to end this”. Some things 

destroy the world we have created, and we face the need of creating a new one. In this essay, I have 

explored another possibility: we cannot create a new one and try to hide a world inside; we try to 

deny a possible world, blocking the process of worlding.  

A world challenged is not a problem if there is support to create a new one. It becomes a problem 

when this support is denied and the experience secreted. Now we have a problem that is not in sight, 

is hidden, and marks the steps of its bearer without even noticing. 

 

 Worlding and dissociations 

I am coming from a run. I do not consider myself one of those who run but later decided that it would 

be good to start doing it. I remember a quote in a window that said, “the pandemic has divided us 

between the runners and the bakers” and being a baker has made me feel quite out of fit. Not moving, 

not walking around, not cycling to the office. Stepping into the pavement with my new trainers felt so 

weird, my knees suffering. It is not easy to start with the day not being illuminated enough by the sun.  
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I took the way to a park nearby, going up the stairs to London road, going at the side of a big Sainsbury, 

entering in a corridor that felt dodgy, made by a new construction site, turning right through a street 

that luckily took me to the park I wanted.  

I feared the ice, as I slipped and fell badly some days ago. Luckily, the ice has disappeared, but many 

areas were muddy.  

Moving around took me to different places, different assemblages—a simple change, but important.  

I come back, shower and come to write these words. The new desk looks towards the street. We needed 

to have a desk as working from home was becoming quite uncomfortable without one. We have been 

using it in turns with my partner. So many changes the pandemic has made us make.  

It is not easy to remember my traumatic moments. It is not easy to come back to write them. But 

somehow, it has been changing me, affecting me, and helping me open a part of myself I had 

forgotten. I can feel it in my body, in the ways the affect moves me, directs me, or distracts me. I feel 

something tickling, moving as I write; I feel in my body how affect moves, like an energy, a flow, with 

blockages and rivers, with ups and downs.  

Writing needs a rhythm, a rhythm of telling, a rhythm that can create a plane. Words are first rhythmic 

before meaning something. Words are affective, and that affects comes in the rhythm. The rhythm 

marks what I will write and what I will not. From the rhythm, a world emerges, and its rhythm marks 

which type of world I will create. The relaxed, the inspired, the sporty, the romantic. Worlds, and 

processes of worlding.  

This inquiry is transitional in the sense of always looking for the new opening, new experimentation, 

new ways of being and making worlds, new ways of dealing with reality and the unknown. In this 

essay, I had a special concern for the moments where the world's creation is hindered and produces 

traumatic effects. It is a pathology of the assemblage, in a way that is not seeing it as something to be 

afraid of, but something to be caring too: something that needs close acceptance, a holding-machine.  

This pathological type of assemblage is pathological because it attempts against the assemblage. 

Something happens that inhibits our capacity to create new territories and new worlds. Something is 

hidden inside, incorporated, and its presence by itself becomes a burden. Assemblages of the past 

remain in the subject and need to be re-enacted to heal. They need to emerge again, confusing us 

with worlds that may not seem to fit with the present assemblages. As if there are two melodies, one 

over the other, or maybe taking turns to appear, in a dissociated way. We can listen to two voices, to 

ways of seeing things, two -or more- approaches to life.  
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Dissociation happens all the time if you attend to them. We have small transitions like moving from 

running to writing or singing a sad or a happy song. It is hard to remember the point of change between 

one disposition to the next. But we feel as if there are continuity and familiarity. However, there are 

times when we do not feel familiar. We do not understand our voice or speak a voice contradictory to 

ours.  

One of my clients was a defender of a body-positive position and, at the same time, wanted to be 

thinner in a compulsive way. Both parts of herself were contradictory and operating at the same time. 

In our conversation, we could be talking with one or the other until I said, “and how this connects with 

what you said two minutes ago” to what she said, “they do not, they do not connect at all, but both 

are here, present and powerful”.   

In this specific case, we had three voices speaking: the one talking with me, the other wanting to be 

thin in a compulsive and demanding way, and the one that thought as an ideal that we should allow 

our bodies to be diverse. The ideal and the compulsive seemed to be slightly different from the 

emerging therapeutic voice. It was not always like that, and I often listened to different subjectivities 

speaking. These positions are voices-in-worlds; they have differences.  

Using her imagination, she saw the compulsive voice who wanted to eat everything, looking like a 

creature who lives in the caves, like Gollum she said, wild, obsessed, hard to reach. We tried to be 

kind, approach it slowly and carefully, gaining its trust. Then she described that another dark force 

controlled the Gollum, and that force was the one who controlled her and prompted an eating 

disorder.  

As we began to name it a personality, the personality described showed quite a different character 

than the idealist, politically involved activist, who was body positive. We needed a process of 

recognition and characterisation to make a dissociation emerge and take a shape that we could work 

with. We needed to be aware of these subtle differences between subjectivities and their assemblage. 

In this type of work, we make a dissociation that feels like a subjectivity, become a character, someone 

we can name and work with, with a certain distance from the subjectivity with which I am doing 

therapy.   

I need to differentiate to integrate the parts. Pick up a small change of voice, and say, “what is 

happening there?” and give it space, give it attention. “Are you there? Are you a different part of 

myself? Are you just hiding?” “Why I cannot see you when I want to, and only when you emerge 

without my intention?” “Why you are there, contradicting the things I think, the ways I want to live 
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my life?” I say to myself, in a tone of surprise. And then I remember to be gentle and to listen to the 

subtleties of my assemblage. 

Abram and Torok (1994) describe how incorporations may include a complete personality. A ghost, a 

family member, a friend who died or disappeared. In my practice, I find personalities, voices, 

subjectivities that emerge and take a position that surprises the person who is living the voice. These 

surprises-from-the-inside can be creative, like when you create a character in a story, and can also be 

quite destructive, like when a personality forces you to get sick every time you eat. 

An assemblage can fragment, and the world that emerges from it too. And I think we can call this 

pathological when it does not contribute to our feeling of creativity, growth, and continuity of being.  

We need help to see the places we cannot stand by ourselves; we need help talking in voices different 

from the ones we value as ours. 

Some Conclusions 

 In this essay, I have looked at the idea of pathological assemblages. The assemblage lies in an 

immanent place before the creation of territory and worlds. The assemblage includes our biology, our 

breathing, our connection with a world that goes beyond our senses. We make a territory when we 

move around, use objects and places, and become familiar with them. We pick up objects that become 

affective; they carry a meaning with them. Worlds emerge as construction that includes concepts, 

ideas, social interactions, projects, desires. Our worlds are full of affects, senses, values and are built 

over the assemblage, being modalities of assemblage.  

We have explored the notions of introjection and incorporation as two ways of processing 

assemblages. This opens up spaces to understand our traumatic experiences when our world is 

threatened, and we need a holding machine to build a new one.  

The next chapter will follow the exploration of traumatic events and the relationships of this with the 

different assemblages. It has a different take, giving more importance to the not lived of the traumatic, 

which is different than the incorporated, even if they share some elements.  
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9 Unlived life and fear of breakdown 

This chapter is about traumatic events and relates to the previous chapter. In this one, I work with the 

feeling of breakdown, as we feel when we are at the edge; one that is so hard to bear that we prefer 

to dissociate, numb, or hide because the events are too hard to hold in consciousness.  

Follow me in this theoretical/experiential unfolding around traumatic events, about the areas of my 

subjectivity that are hard to see and reach. I would call what I did in this chapter writing-with-theory-

as-inquiry (adding the “with theory” to writing as inquiry). I use the work of Winnicott about the fear 

of breakdown and the work of Ogden regarding dreaming the unlived. All under the umbrella of the 

refrain of D&G.  

 

 

Image 16 Unlived life 
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About the fear of breakdown 

The unconscious is not ‘timeless’, it is full of time (the entirety of our lives) (Ogden, 2016, p. 9) 

Those who left their analyst without yielding up the distinctive oeuvre of their lives, these people 
return forever as the ghosts of their unfulfilled destiny and as the haunting phantoms of the 
analyst’s deficiency. (Abraham & Torok, 1994, p. 139) 

 

“Why do not you write from yourself, like, not telling but showing your process”, she says. And it 

makes sense to me; it sounds like a way of connecting, assembling the pieces of this puzzle and making 

my writing more engaging through having a narrator. That sounds good, and I try to change the focus, 

use my words to describe the process of being Gabriel, and I find a big hole; I find chaos that does not 

want to be reduced to a narrator, I find fragments and more fragments, and not a coherent voice. 

I do not find an inner dialogue to write about; I do not find a part of me describing and narrating a 

process. I need to create one.  

Do other people have an inner dialogue? Do other people think with words? Describe a scene when 

you are looking at something? 

This is not a trivial question. It is not just rhetorical. It is ontological: what if we have different ways of 

living? What if a text expresses those ways of experiencing life? 

I used to narrate. Before my crisis, I would write some words in my diary. I never was a novel-like 

writer, more like writing poems that would express my life emotions, questions, ideas. I would 

condensate, I could say, instead of telling a full descriptive story. But nowadays, I do not do that.  I 

write to convey ideas; I use writing as part of an inquiry.  

Does a text need to take you by the hand? 

I feel I would like to write to my reader and guide step by step, with a narrator at the centre, but at 

the same time, I feel there is not a hand in my own life. I feel I am trying to create a smooth life, but I 

tend to fragment and split into pieces. My writing reflects that tendency, as I write theory and stories 

separately. They are related, but I do not use a narrator to connect the missing dots. And I feel that 

that way shows an ontological process of how I have made my assemblage be. These fragments are 

how I have managed to glue the pieces of my life.  

In this exploration of my ways of being, processing, and thinking, I realised that I was missing 

something. I realised that I could accept the fragmentation and argue for that style. I realised that I 
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could argue against a coherent whole or a notion of self in the text, coherent with some post-human 

approaches. But I felt something was there, in-between the spaces of light, hidden in the folds of what 

I could see at will:  

There was a darkness, a life that was not lived.  

 

It was something like a bump, an uncomfortable feeling in the body, like a desire to escape, like 

watching a horror movie and wanting to keep those images out of sight.  

I found an abyss. I found a place where there were no places, no limits, no borders, no way to connect 

to or with.  

I felt into moments of intense fragility, a fragility that was an ontological one. This fragility would enter 

all my pores, in all my senses, and my world-making. The feeling that any sensation, idea, or image 

would be threatening. A fragility that could not be anything else than a fragility.  

The patient, under these circumstances, reflexively protects himself by generating a psychic 
state in which the unbearable events are not experienced and instead persist as ‘unlived life’ 
(Ogden, 2016, p. 11) 

I found my fear of breakdown, fear of breaking into little pieces, and a life that was not lived.  

* 

First, there is a  

A breakdown 

Which leads to  

Fear of the breakdown 

Which creates  

An area of assemblages not experienced for fear of breakdown 

And 

Areas of past-assemblages not connected to other experiences for fear of breakdown.  

* 
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Winnicott’s Fear of breakdown  

Winnicott wrote the paper Fear of breakdown shortly before his death. It carries many insights that 

could change how we understand therapy, as he wrote more freely about some difficult topics.  

We need to use the word 'breakdown’ to describe the unthinkable state of affairs that underlies 
the defence organization (Winnicott, 1974, p. 103) 

This area is unthinkable; it is an area of experience that is pre-experience. For that reason, it remains 

in a state that is neither past nor present nor future; because it occurs in a way that the ego cannot 

even see as happening/happened. There is no subjectivity to organise those spaces into a territory, 

meaningful time, and space.   

In the more psychotic phenomena that we are examining, it is a breakdown of the establishment 
of the unit self that is indicated. The ego organizes defences against breakdown of the ego 
organization, and it is the ego organization that is threatened. (Winnicott, 1974, p. 103) 

Here it is crucial to notice that Winnicott is thinking beyond experience, thinking of something that is 

not there, that is missing. Here, the ego organisation fears the area of no-experience, which goes 

beyond trauma, in the sense that the traumatic event remains in a state of not-yet-lived. Winnicott 

links this space of fear of breakdown as one where we need the holding machine for not feeling 

threatened to access the intensive safely. Could we understand, with the notion of holding machine, 

that we are always dependent on someone else's arms even if transformed as we become adults? As 

we create the intra assemblage, we stop depending fully on the environment. We are more 

independent to process experience, so we can accept more difficulties as we grow. 

But the ego cannot organize against environmental failure in so far as dependence is a living 
fact. (Winnicott, 1974, p. 103) 

Here dependence refers to a state before the ego being independent, in the sense of creating a 

boundary of transitional phenomena and refrains. Winnicott proposes stages before the emergence 

of the ego, where there is a mother function, a facilitating environment, which holds that egoless 

states -that I have called holding-machine.  

The facilitating environment can be described as holding, developing into handling, to which is 
added object-presenting (Winnicott, 1974, p. 104) 

These stages are necessary for the ego to mature and become an independent entity, able of 

experiencing (able to create worlds). When this environment fails, it remains as a lack of something, 

like something missing. It produces fears, agonies, that go beyond the ego-shape, that go beyond even 

feeling like a body with boundaries, beyond the fear of death as disappearing. Winnicott describes 

some of these agonies: 
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(1) A return to an unintegrated state. (Defence: disintegration.) (2) Falling forever. (Defence: 
self-holding.) (3) Loss of psychosomatic collusion, failure of indwelling. (Defence: 
depersonalization.) (4) Loss of sense of real. (Defence: exploitation of primary narcissism, 
etc.) (5) Loss of capacity to relate to objects. (Defence: autistic states, relating only to self 
phenomena.) And so on. (Winnicott, 1974, p. 104) 

In reading Winnicott’s paper, something poignant is that he remembers a case where the client 

wanted to commit suicide, Winnicott says, in a therapeutic way. He reflects that he could not 

understand that need before, and the client committed actual suicide.  

Winnicott is bringing a case that seems to be haunting him, coming to his memory as a failure in the 

therapeutic process; “what if with this knowledge”, he seems to ask, “I could have understood the 

need of dying as an agony, as something we could have worked out in therapy?” 

Thinking about these extreme agonies, of experiences that remain missing, thinking of those moments 

without subjectivity, Winnicott proposes a different type of unconscious. Not a repressed memory or 

impulse. Nor a Jungian collective memory. He suggests some things remain as no-experienced, and 

those need to be experienced in the present to be processed. They need a type of enactment to be 

(properly) experienced, so the ego can see them become real, in some sense. They become actual; 

they emerge as a worlding.  

In this special context, the unconscious means that the ego integration is not able to encompass 
something. The ego is too immature to gather all the phenomena into the area of personal 
omnipotence. (Winnicott, 1974, p. 104) 

Personal omnipotence is the feeling of being creative, being an agent in ourselves, making decisions, 

playing, and moving towards something we want. But, if there is no ego, there is no possibility of 

gathering the experiences inside; there is no container for those experiences.  

In these conditions, we cannot do dreamwork, which Ogden (2016) describes as a higher level of 

processing, where experiencing becomes an experience and can be linked with other dreamwork 

(other experiences). I understand dreamwork as processing the metaphoric, entering in the relaxed 

state of free associations, where we can process our affect. Dreamwork allows us to grow in our 

capacity for generating assemblages.  

I propose that both the territory and the transitional are needed to process an experience, so there 

are connections between objects, situations, relationships, and our sense of being a self and body. In 

this process, we can enter into time and space (which is not a pre-given) into a world with continuity, 

making sense, being extensive and with a narrative quality (with a storyline).  
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There are moments when our subjectivity cannot dream by itself (cannot make territory from the 

affect) and depends on others to do it, needs others to integrate those agonies into the ego, time, and 

personal hi/story.  

the original experience of primitive agony cannot get into the past tense unless the ego can first 
gather it into its own present time experience and into omnipotent control now (assuming the 
auxiliary ego-supporting function of the mother (analyst)) (Winnicott, 1974, p. 105) 

Here Winnicott proposes that in therapy, we can create a relational space where the no-experience 

becomes an experience, in a re-enaction, with someone else's support. Ogden refers to this process 

as creating a new subjectivity in-between two subjectivities, an analytic third (Ogden, 2016). The 

therapist and client can dream together with the un-experienced, the unlived, as the patient “must go 

on looking for the past detail which is not yet experienced” (Winnicott, 1974, p. 105), finding those 

details is with the help of someone else. This quality of helping others to find the no-yet-experienced 

is what I have called the holding-machine.  

The unlived remains there, and it needs to become present, actual (we could say). So 

The patient "needs to ' remember ' this, but it is not possible to remember something that has 
not yet happened, and this thing of the past has not happened yet because the patient was not 
there for it to -happen to (Winnicott, 1974, p. 105) 

Memory is not possible as there is no subject to have a memory. Winnicott says that one option is to 

have a breakdown, but not everyone can allow a process that can take you to a psychiatric guard. 

Additionally, “the solution is not good enough if it does not include analytic understanding and insight 

on the part of the patient” (Winnicott, 1974, p. 105). Winnicott seems to be into something else, 

seems to be pushing his understanding forward, and wondering about the ways how he can make a 

breakdown therapeutic.  

Writing this essay, I try to contact my lack of memories, lack of experience, and the fear of breakdown. 

But it feels tricky, feels hard, and I go around through this writing, sometimes repeating the same 

feeling of being blocked.  

Winnicott has a particular view of remembering the breakdown: “The only way to 'remember' in this 

case is for the patient to experience this past thing for the first time in the present, that is to say, in 

the transference” (Winnicott, 1974, p. 105). 

Can I remember through re-living or enacting?  

This insight of Winnicott seems relevant, as he proposes a no-experience and the need for enactment 

for some pre-experiences to become an experience. As if there are experiences that remain virtual, 
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remain intensively, without being experienced. I will use the elements I developed in the chapter 

about the refrain to think about this process and its relations with the territory.   

* 

In a breakdown, I lost the sense of self.  

I feel sick; I feel uncomfortable with this writing. It feels like a labyrinth inside a cave, where I feel lost 

in the dark. It reminds me of my reading of Kafka, when I could not follow because I felt desperate and 

lost in the story, feeling that nothing was happening and getting more and more lost on the way to the 

castle. Without a proper name, just a capital letter, the protagonist, K, would wander around trying to 

find an entry, meet people who could help, and enter their homes. Still, nothing seemed to work, which 

made me feel hopeless, as if no option taken was going somewhere.  

I started reading D&G’s book about Kafka, and I felt a body reaction, which came with the memory of 

the castle, a book I could not finish because I could not tolerate that amount of anxiety, the sense of 

being lost, and the never-ending wandering. 

And now, I come back to the writing you are reading, and I read myself in a D&G style, and I cannot 

avoid feeling the same uncomfortable feeling when reading Kafka’s Castle. And as I find myself 

uncomfortable with what I found, I have been adding some layers of text that take some of that 

darkness away, at the same time while keeping a sense of a minor text.    

I have the impression that Kafka’s style is the base for the work D&G did together after writing their 

first book analysing Kafka (Deleuze & Guattari, 1975/2016). In Kafka's minor literature, they saw one 

that was not having a centre, one that had many entries, one that was rhizomatic.  

So here I have been trying to break into my writing that feels dense and like a labyrinth, indenting a 

second voice that can explain and dialogue with my voice that is thinking like D&G. When I think like 

them, I feel quite far away from my feelings, I feel I see things like machines, as concepts working like 

cogs and bolts, and I contemplate that machinery.  

The topic of this essay is about losing the sense of self. This indented voice, the one with italics, aims 

to bring a self that was not present before. 

To think about the feeling of losing a sense of self, I need first to understand the self:   

I understand the self as an assemblage, close to what Winnicott called ego, as the feeling of I-amness, 

as a constructed boundary that makes me feel inside this body and inside time and space. I understand 

it as participation and agency between assemblages. I understand it as a process of worlding, the self 

as the one that lives in a world and creates new worlds.   
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When I read myself here, I feel as if I am trying to survive that minor literature. I read myself struggling 

and trying to keep up with D&G, by writing like them. My lines are short, like statements, and I sense I 

try to argue with these sharp phrases, like a defence, like a theoretical shield. Even if I am talking about 

the more intimate, the closer distinctions I could make, the ones about myself, I felt quite lost with 

these definitions “self as an assemblage”; my self as a “refrain”. I feel lost because I am not there as I 

write about myself.    

Following the idea of the refrain, I would say that the self carries certain qualities of the refrain. It 

creates a territory, specifically an intra-assemblage (Deleuze & Guattari, 1987/2013). Why not say that 

I consider the self a type of refrain (as intra assemblage), as it is an element of the assemblage that 

repeats, that distinguishes itself, creating an inner/outer line that makes us feel as we have a border.  

Even if I like what I have written, it feels weird to read it with new eyes. I need to be in a particular 

mood to think in this way. I need to see things from the outside to create an abstract plane of 

observation and categorisation. Me as a refrain, me as something that repeats? Is there something 

that repeats? 

I am drinking tea as I write, which is something that repeats: the tea-and-writing assemblage. This 

seems to be one of my refrains, one of those elements that go with me as I write. But there is never 

repetition; there is something slightly different (Deleuze, 1968/1994) each time…  

I do not see the borders of the self from this voice. I do not know what they are, but I can see the objects 

of my familiarity. The cup, the water bottle, the SAD lamp at my side. The possibility of looking through 

the window and seeing the snow that has been falling lately.  

Self as emerging with the refrain (and with the transitional objects as they also work as refrains) 

positions it as a territorialisation. 

There are objects with me as I write. Today arrived some pads to put below my wrist because I was 

getting pain after work. I hope that having a little more support will make my writing more sustainable. 

They are colour camel and made of cotton. I saw so many others made of plastic and gel, but I opted 

for the softness of the cotton.  

The pads are becoming part of my writing assemblage. I hope they will work and go with me on this 

PhD journey. An object new an hour ago starts becoming part of the territory. It becomes something 

familiar; they enter my rhythm, in my art of writing, in my support for writing.  
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The self as territorialisation refers to this process of including the pads in my life; making a territory 

my own makes this object an important part of my actions, to the point that I do not imagine writing 

after a few hours without them. Self is the one that is constantly dealing with the territory as a process.  

  

I understand the self as a constant act of creating boundaries and creating worlds in expressive ways. 

This expressiveness of the refrain creates a type of self that feels creative, feels singular, and links with 

the notion of the true self of Winnicott (not as an essential self, but a constant process of 

worlding/territorialising and creating refrains).  

I am creating boundaries, creating boundaries again. What do I want to say about the constant 

process? What does that mean in this voice, the one writing now in italics? It seems to me as something 

that comes before my voice: it refers to the feeling I have when I look at the books at my side, and I 

reach for one of them. Refers to the un-reflective action of raising the cup and realise that the tea is 

over, and I want some more.  

These objects seem to be there and be stable, self-contained. But what I want to express is that there 

is already a world-making when I see them. There is already a worlding when I reach my hand and find 

my empty cup.  

The expressive quality of the self is hard to grasp because these objects I have mentioned are functional 

but not necessarily expressive. But if I look closer, I notice that my partner painted the cup I am using. 

We had a date in a place where you could paint your ceramics, and we each made one for the other. 

This functional object, this tool, has become more than a tool. Its patterns and colours were made for 

me; they intended that expression. This makes this cup different from the other cups in the cupboard.  

As I was saying, I lost my sense of self with a crisis: a sense of having a boundary, inhabiting a body, 

inhabiting a territory, having continuity, all of that started to break.  

Ufff. These are hard memories condensed in a few words. It is so hard to write about it and put words 

in a process where I felt the same worlding was not working anymore. I feel traumatised, which means 

that I feel as if I am fragmented; I feel there are areas in my life where I fear and stumble again and 

again.  

Some things seem not to change, like a negative refrain, even if I have faced them many times. As if it 

is already part of the structure to have those uncomfortable emotions.  

I feel that repetitions that are not creative express something that feels alien, like not coming from 

myself, but from another area of my assemblage, one that feels scary. Negative refrain because it does 
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not make me feel safe, nor help me make an expressive territory, but takes me back into the fear and 

blocks any action.  

I feel as if my body holds trauma beyond what I can see with my mind, beyond my interpretations, 

beyond naming them once and again.  

However, as I get closer to my memories of the breakdown, the intra-assemblage also breaks, and I 

start feeling as things lose the glue that brings them together. The glue that connects my feelings of 

self, of continuity.  

Something different happened while writing this paper. Something that was always there as a scar, as 

not movable, started to move. The feeling of trauma I described before, feelings of having small 

dissociations, stress responses, anxiety, seemed to come together as I explored my fears of breakdown. 

I started re-living the experiences of trauma from a new position that felt productive. It felt -and I hope 

it is true- that was changing something that years of therapy has not been able to change…  

The territory gets broken and dissolves. The Gabriel of now is different to the Gabriel a minute ago, as 

if the sense, the flavour of being, starts to break in colours, in paths, one different from the other.  

I have started to have some moments of meditation where I allowed the sense of having a body to 

dissolve. It feels pretty weird and does not happen often. It is as if the body-shape of legs, arms, head 

becomes something else. And from there, I start having images that are a full-body sensation. When 

the body loses shape, it feels like a deterritorialization, like feeling the body without organs. 

I started to remember the breakdown from this type of meditation—the feeling of my world breaking 

into pieces, fragments of fragments.   

* 

Breakdown and Refrain  

Here, I go again with a cryptic style and like walking around a castle/labyrinth. In this section, I explore 

a bit more into the three types of the refrain and how I think the un-lived remains outside the refrain 

assemblage.  

When I read the plateau of the refrain (Deleuze & Guattari, 1987/2013), I sense this underlying 

structure  

Chaos 

 Milieu 

  Rythme 
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   Refrain 

    Territory 

     De-territorialization 

      Cosmos 

Each of these concepts refers to a plane that builds over the other plane in successive steps. There is 

a movement towards the cosmos and another towards chaos. Cosmos here will be where all things 

connect; all things become part of the same plane of smooth transformation. On the other hand, chaos 

is the point where everything separates into infinite particles. Both ends seem to touch each other in 

their endless quality, even if opposed in its conjunction or disjunction. 

Here I made a series of assumptions about the place we live, how we face our world and the objects 

in it. The refrain at the centre comes together with the transitional objects, objects that feel close and 

meaningful. It also refers to creating those objects, which happens in creative activities, moments 

when we feel expressive, when our affect guides and creates shapes that make the affective direction 

feel accomplished.  

The meditation described is a deterritorialization; it is a dissolution of the borders of the organism and 

entering a different space, a fluent space, where identities mix. I can feel as something boundless, 

something infinite and in movement.  

When we go towards the milieu, place and objects lose meaning, affective qualities, and the possibility 

of becoming-with, because they fragment in a way life does not understand. Things fragment into 

pieces and do not connect. Objects are mere objects without any use, feeling, or place in our territory.   

As we have seen, one of the three forms of the refrain is to create an intra-assemblage, one that 

distinguishes the borders of the self. One that says this is me and this is you. The refrain becomes a 

crucial point in the subjective configuration.  

One of the most important things to say of this scheme is that the refrain emerges with the rhythms 

and shapes the territory's borders, leads the deterritorialization, and opens into the cosmos. Hence it 

is not just in that position, but it is many simultaneously.  

The refrain seems to constantly move between the areas I described, creating familiarity, creating 

something that keeps us feeling safe and contained. When we go on a new adventure, we bring some 

objects with us, even if they are songs and not concrete things. Something that keeps us contained, 

as the territories we know are changing. The refrain has many functions, works in many ways, and 

therefore affects our subjectivity and territory simultaneously.   
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D&G describes three types of refrain and how they work. 

Infra-assemblage 

Intra-assemblage 

Inter-assemblage 

The infra assemblage is described as a child singing a song, creating a space of safeness by the 

repetition of melody and words. The intra creates a territory, creates a distinction, a boundary, and 

appears in space and time; it is dimensional.  

The first type of refrain happened many times. That repetition creates the second type; as we create 

and keep creating, we make a multiplicity of transitional areas, delineating borders, planes, and 

intensities. Things start having shape regarding how much they express our affect, how much they 

make us feel safe, how much they delineate an area of containment. Our room can be an intra-

assemblage, populated by the objects we select, posters, a desk with certain materials, a closet with 

clothes, a window with a view. All these elements delineate borders, lines, affective relationships, 

which are intra, which means inside our area of control and safety.  

The inter means that it can move between territories, refrains, and explore and open towards the 

cosmos. The inter-assemblage lives in deterritorialization and moves in-between territories.   

The third type of assemblage, the inter, happens every time we leave our familiar territory. We go to 

school, and we feel scared the first time. It is a new place, new objects, new people. But we take with 

us something from home, like our backpack, our pencil, our books. We start having areas that feel 

safer, like the place we go in the breaks. We meet people that first are strangers and become friends. 

All of these are deterritorializations that create new territorializations. Those are moments where our 

limits are challenged, and we create new refrains to territorialise again. We are constantly making 

familiar places again and going away from our homes. This is the place of the inter assemblage, the 

one that moves between territories.  

The refrain starts a movement towards expression and singularity, which means to bring our affect to 

the world through transitional objects. We try to express and mark things, situations, people. We feel 

more ourselves; we feel truer while becoming someone we do not know. And that becoming 

something new, a new assemblage, is singular—something unique and becoming even more unique- 

a direction towards finding a place in the territory and then opening towards the cosmos, the place 

where everything connects.  
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This direction makes the machine more and more differentiated, as it multiplies the ways it can 

assemble and as the assemblages express more a singularity: a difference inside difference. 

As we de-territorialise many times, the machine transforms. Each new assemblage creates more and 

innovative combinations. We are not the same anymore, and we are not like anyone else. We stop 

being molar and become molecular, which means that we are not mere aggregates of elements but a 

singular and particular entity that follows its own path. We start our differentiation, where we let 

behind the common refrains and the culture that held us. Here the concept of a line of flight applies 

as a process of going away again and again…   

But we are always moving, we are always between, and we come back to the land and make a new 

territory… 

…and we can also come to states of chaos…  

In this essay, I am proposing that we are always carrying our shadow: areas that did not enter the 

intra-assemblage and remain un-plugged, remain outside the container: areas incorporated, areas 

that would like to be integrated but cannot be, because of a fear of breakdown.  

I want to bring to the picture that the infra-assemblage can carry elements that never enter the intra-

assemblage, so we let things out of the self, out of the territory. Traumatic experiences, like the ones 

I narrate here, are so powerful that we want to take them away, or hide them forever, creating areas 

of no-assemblage.  

Here we face a terrifying type of fear, the fear of losing any sense of being and feeling an agony that 

feels like endless chaos. This is the fear of breakdown.  

 

 

I will try to enter there, look at those difficult areas of my experience, and see what I can do with it…  

 

Creative exploration into the un-assembled 

 

Breakdown memories.  

Things started shattering. I was trying to hold some of what made me feel myself, but everything that 

defined me was slowly disappearing. I was proud of my intellectual life, and I could not read any more; 

I could not do the more fundamental task an intellectual does for referring to himself as one.  
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I liked my friends, and I felt more and more incapacitated for seeing them. I was having the more active 

social life of my whole life, not only in quantity but also in quality. I loved the people I was meeting, 

they were so intelligent, passionate, and creative, and we were doing so many projects together. In 

these conditions, which were the best I had experienced, I could not go out with people and needed to 

stay at home for hours to break the spell for a few hours a day.  

Things were breaking down. And I felt as if my territory, the places where my life happened, was getting 

smaller. I felt that my sense of self, personality, and coping methods were not working anymore.  

Breakdown. I started losing my mind and all that this implies…  

This type of experience cannot be experienced. There is a point where my words cannot describe, and 

I cannot even access its memories. I could call it a no-experience.  

The image below represents my fragmentation into pieces. It also somehow acknowledges that I found 

things in the process of breaking; I found new points of view, new intentions, a new character inside 

me. The colours chosen seem cheerful, which surprises me, as my original intention was to picture a 

fragmented process expressed in the triangles. But the colours and the minor characters seem to give 

the paint a more interesting take, which makes me wonder if the idea I had about my fragmentation 

has changed, as the painting changed, from broken triangles to a more colourful outcome.  

The shattering of a territory needs to be understood as if the same thing you see now, your home, 

your office, stops making sense. It becomes alien to your eyes. And then you cannot find a place to 

rest because no matter where you go, the breakdown is going with you.  
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Image 17 Broken Mirror 

Experience emerges as a whole and as a world-making 

In normal conditions, we do not notice we are making a world. It is so natural and obvious that the 

world is there. That no matter what we do, certain things remain. When we engage with creative 

practices, we have glimpses of the creation/discovery of the world. When I play music, I notice how 

my ear improves what I can hear. When I paint, I notice how my eyes can see different.  

We can explore our assemblage as we push our craft, as we explore our perception-in-action.  

But when I was in a feeling of crisis, I could not remember what happened the last day, I could not 

plan for the next one, and I could not do what I needed to do in the present.   
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When the world shatters under too much affect -becoming traumatic - we experience the world in the 

making. We realise that we are assembled with people and places and objects when we miss them; 

we cannot go towards them even if we want to.  

Voice of the past. There is still a sense of presence as if my body keeps witnessing what is happening, 

but not my thinking mind, not the one that makes sense of things. My body seems not to keep up, and 

the feeling of having a shape, a human shape, also dissolves, and the feeling of the body-as-organism 

starts mutating.  

I am afraid in a way that does not feel,  

but it is there,  

fear of losing existence,  

a fear of infinite agony. 

As I enter these memories in my body, I can start thinking about something that has remained as no 

experience. It is as if I can experience the un-experienced, now that I have got acquainted with the 

exploration of myself.  

I find here proto-memories, old proto-assemblages, never assembled. As if something remains hidden, 

and I need to go for it, find its trace, a trace of fear and anxiety. And be able to tell it “I am here for 

you, to take care of you, to take you back home”. 

In our unconscious mind, there is a space that can contain experiences and digest them. Our 

unconscious works in dreaming, and we process the affective qualities of experience. In dreaming, our 

affect connects with our history of affect, creating new assemblages. From this creative space, we feel 

life is creative; a new intensity is emerging.  

We do this in a state that seems passive but is the base for emotional growth. I will call the processor 

of experience the container (or alpha function in Bion’s terms), which has the power to dream 

experiences in a way that makes them connect with the other experiences. The container can be 

considered a function in our subjectivity that is pre-subjective. It works mainly unconsciously, but we 

can also work our way to help, using our conscious minds (usually in a type of conscious trance or 

reverie). I am using this capacity to dream awake to access my traumatic experiences and write this 

essay. The container is born in the holding machine, in the arms of others. 

In traumatic experiences, the container cannot dream what has happened or to process and connect 

the experience with the rest of the assemblages that compose the self.  
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They remain no-lived. We have then an area of the unlived life, an area of proto-assemblages that 

cannot come together, cannot become expressive-in-territory, remaining chaotic and out of rhythm.  

Experience needs to be a territorialisation; it needs to create a world. But in the traumatic events, in 

the ones we feel close to a breakdown, we break into pieces instead. There is no territory to assemble 

with; there is nothing to express. We go towards chaos and fragmentation. The territory gets broken, 

and meaning dissolves.  

Using the words of D&G, we can talk about deterritorialization, when the assemblage opens up to 

something new and creative, which somehow keeps nurturing the intra-assemblage of the self. It may 

mean to make multiple selves and a precarious I, but somehow the process still feels creative and 

fluent.  

When I felt my personality was limited at a party, I did not feel I could dance because I feared doing it 

wrong. This uncomfortable situation led me to learn how to dance, open up to a new assemblage, and 

do something that felt difficult and almost impossible the first time I saw other classmates doing it. 

On the other hand, we have an un-territorialisation, when the territory breaks apart into chaos, and 

the self feels threatened by a breakdown.  

So here I want to have two words, one that makes us feel like extending our limits and another that 

breaks the same foundations of having boundaries. When I saw my classmates dancing, I decided to 

go for food and chat with my friends instead. An un-territorialisation would be that I would feel so 

scared that I would panic and start feeling that the room is scary; I could have felt I could not face 

other people or faint.  

In both, the notion of territory is changing, in one towards an expansion through deterritorialization, 

in the other a fragmentation through un-territorialisation. 

The act of experiencing tends towards a territory or beyond. What cannot enter the territory remains 

hidden in the area of no-experience. Freud developed the idea of the unconscious as repressed 

experiences that the ego could not accept; here, this area of no-experience is an area of no-

assemblages, an area where the assemblage breaks into pieces and resist plugging into anything else. 

It is different from Freud’s unconscious because there is no experience yet, which could be repressed.    

 

Experience and no-experience 

I am exploring here the negative side of my life, the (proto)assemblages that never assembled—the 

territories that never became territory: no-territories, un-territorialisation.  
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What I feel lost is not a memory but a missing area of the world. In my life, I find moments, situations, 

activities that feel as if triggering something I am not clear about. As if there is an emotion misplaced 

that I cannot think through. Something missing, something that makes no sense. Like my difficulty 

reading some books or a rush of anxiety after seeing something, something which I do not know why 

triggers my anxiety, but I guess has some resemblance to my traumatic events.  

During the writing of this essay, I needed a kind of tuning, like an old radio which I need to move slowly 

to pick up the signal. And as I move slower and slower, trying to tune into those places that feel 

missing, I start remembering in the body. I start feeling anxiety from those missing places, from the 

still-not-experienced events.  

These spaces of fear of breakdown have been there for years, but as if passing affects, like a cloud 

covering the sun for a second, but with intensity enough to make me not go in certain directions in 

life. The fear of breaking into pieces seems to have shaped my whole life, as the contraction in my 

body has told me to avoid certain activities.  

* 

One simple example is that sometimes I do not see things, especially in the kitchen. My partner 

complies; she goes and says, “how you do not see that this is dirty/messy”. I do not see it; it is not that 

I am trying not to do the tiding up; it is not laziness, but that sometimes I do not see it as messy at all. 

I feel as if seeing is not a pre-given. It is an action, a creative emergence that I do not have. Messiness 

and dirty things are not in my territory; I have not dreamed of them yet.  

How does my perception work? I perceive a world; I perceive a territory. I perceive the windows and 

the curtains; I perceive my guitar resting in front of me. And those objects are a territory, are there 

ready to be used, feel part of who I am, and part of the actions I would enact at any moment.  

But at the same time, I do not see what my partners see. I do not see the dust and dirty things.  

 

No experience  

In this section, I work with a different colour to mark a different voice, trying to find the areas not 

experienced. 

No experience. Areas of myself that I cannot see. Shadows. Those selves pushing to appear when I am 

not expecting them to be there.  
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My head, exploding into pieces as if gold light was crossing my scalp and projecting towards the 

exterior, a breakdown that felt like enlightenment.  

I feel myself breaking into pieces as I try to think in the 

fear of breakdown. I come back to places I would have 

preferred to forget, let behind, never open again, 

feeling light in my head crossing through, out of 

control and feeling scared and overwhelmed.  

 

* 

I have been losing my mind writing this essay. It has been a bigger challenge than I thought. My head 

feels blocked; I cannot think. My body feels heavy and tired, as if with a cold that I do not have. The 

lockdown does not make it easier, as days pass as if nothing, and I start to confuse days, weeks, 

months.  

I am not sure why I have kept the topic. It feels intriguing. I felt drawn into exploring something that 

has always been there, as long as I can remember, as a block, as the places I do not go, or the fear that 

stop me from going to places I would like.  

 

 

Image 19 Rock in the head 

Image 18 Shadow mirror 
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I feel like I have a rock in my head, and I cannot think. Each step in seems so big, like walking against 

the wind or with mud till my knees.  

So maybe I should stop here. Maybe I should not try to go deeper. Maybe those memories are better 

hidden. Maybe they will destroy me. Maybe I would be safer without me seeing my darkness. Maybe 

it would be better this is never written.  

 

 

Image 20 Spiral in the head 

As I do not know how to go towards the shadows, I am doing spontaneous drawing as I write.  
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Image 21 Back View 

 

Using shadows in my writing and black paper seems to challenge how I write and draw. What are those 

spaces in-between that gets hidden behind the shadows? Maybe they are folded in other dimensions, 

maybe as intensive forces that never come to the extensive world.   
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Image 22 Fragments 

I am not sure what I am drawing. I do not know what these images mean. But they work; they do 

particular work in me. The images make me feel like something happens, as if something assembles 

differently. Or, as Varela would say, as a jazz band (assemblage) that plays different melodies that 

come together as one.  

But as I try to understand my fear (of breakdown), I feel the assemblage goes to the pieces again, as if 

the violin starts going in a direction and the piano in another. The assemblage trembles, and the feeling 

of harmony become harder and harder to hear.  

What holds the pieces? What makes me feel like an assemblage even when all the pieces are apart 

when all the instruments play different melodies. How can I come back from the parts? 

I feel as if I managed to hold into the black, into the dark, that feels so fragile, like a baby suffering so 

much that crying is not an option anymore. I hold the blackness with fragility because fragility is the 

affect that can embrace all the other melodies as if the harmony of the fragmentation is fragility. 
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Image 23 Finding peace 

Fragmented and fragile. Both share the first four letters, “Frag” and they seem to refer to different 

things that here and now feel the same: Fragmented/fragile.  

 

 

Image 24 Eye-labyrinth 

One line that folds can create infinite worlds. One line that folds create new territories. But sometimes, 

that line is so tangled that I cannot see its shape. I explore it and find more and more figures and knots 
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to unknot. As if it never ends. As if I can keep pulling back the thread, and it keeps coming and coming 

out.   

Writing as dreaming awake, using the images to allow the dreaming to work, as Ogden states 

I believe we are all the time engaged in unconscious psychological work in the act of dreaming -

both while awake and asleep, both on our own and with others -that is of help to us in becoming 

better able to encompass formerly unlived aspects of our lives. (Ogden, 2016, p. 11) 

I feel that as I write and draw, I start to dream, dream-awake, and move something inside, something 

that still does not have a shape, something that maybe will not have a shape as I would like it to be, 

pre-assemblages, pre-territories.  

*  

Exploring the unlived 

Exploring the areas of the breakdown, I find myself with a lack of enthusiasm. Lack of desire. As if the 

machine that constitutes me is not working anymore. No assemblages, just a numbed emptiness. Even 

the things I-know-I-like seem sterile.  

I even fear desire. Because it feels as if any attempt of it would destroy the fragile equilibrium of the 

machine, break all into pieces, breaking all down. 

I look around and see the beautiful poppies in the garden, with their red colour contrasting with the 

green. I look around as a way of going out of these memories, of this feeling of emptiness. It is 

uncomfortable to feel the consequences of a crisis that happened so many years ago. So hard to keep 

feeling blocked and losing my sense of agency (as if I am not doing my acts) every so often. Living in 

lockdown, I started to remember when I lost my sense of agency; when I moved around the house, I 

did not feel that my body was mine. Alienated. But the poppies are there, reddish, coming back after 

the winter times, the poppies are there, contributing with some colour to the cloudy day.    

   

* 

For us, as analysts, it is this very masking and denial which, more than anything else, attests to 
the presence of that which has the status of reality for our patients – a reality, needless to say, 
to be avoided (Abraham & Torok, 1994, p. 157) 

I have been feeling an affect around for weeks. A block in my head that does not allow me to focus. 

Until one day, I closed my eyes and tried to get in contact with the fogginess in my head. Slowly 

something emerged: images, memories, and affects.  
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I feel fragmented; I feel my head in pieces. I feel I do not have control of myself, as if my head does not 

control anything, as if my body and any sense of subjectivity dissolves. My head feels empty and 

sensitive; anything around, any effort, any perception or thought, any action is painful. I cannot act; I 

cannot go outside of this state; I am trapped. Fragments all feel like fragments; all seem to be ready 

to explode in pieces.   

But I focus on my sense of fragility. I focus on my head, and that feeling of “anything is painful”. I stay 

there; I hold that feeling of scratched skin, the feeling of not having any barrier of protection. Fragility, 

I stayed with my fragility. Holding the breakdown, holding it as I could not before, staying with the 

fragility instead of the fragmented as if the fragility could hold the fragmented, could contain this pain.  

Memories, memories of not doing things. Memories of this fragility appear in the assemblage, this 

feeling of “I cannot hold anything”. I remember a friend who invited me to a summer school which 

sounded fabulous, but something in me feared, something in me said, “you cannot do anything else, 

no more efforts”. The memory of not being able to change, to take bold decisions because this feeling 

would come to the front “no, you cannot leave her, you cannot ‘cos you will break”. The memory of 

someone asking me to give a class in another country and me freezing and feeling the breakdown 

coming, the fear of fragmenting in the way, of losing control, made me avoid the conversation.  

Breakdown, like something that is not happening, but always there. Like a possibility always there, 

scarier than death.  The feeling of losing any sense of subjectivity as an agent, as having intentions and 

projects.  

I have memories of going to class and not being able to study, not being able to focus. 

I am feeling how the fibres that make myself feel-as-a-self are breaking—the sense of being an 

assemblage and an agent-in-the-assemblage dissolving.  

This feels like a memory that is not there as a memory but as an embodied reaction. I can remember 

now when it appeared in which context. I can remember how I could not connect to the world anymore, 

even if I tried so hard to go to parties, see my friends, study, go on dates.  

I became a helpless observer.  

Those fibres that connect intention and action were broken, memories that feel like falling in an empty 

space, without body, without organs, without intentions.  

Boom 

An explosion 
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The fragments fragment 

No mind, no body 

Emptiness and chaos 

* 

Unlived life. A life that I did not access. Assemblages I missed because the abyss was there at the side, 

the feeling of being about to fall. Paths and journeys I have missed.  

When the abyss is too close, there are no assemblages around.  

* 

Dreaming. I am back in the statistics class. I try and try to learn how to do a correlation, and I cannot. 

I try and do mediocre coursework, allowing me to pass the class with the minimum grade.  

Some days after someone calls and say, “You did not pass, you need to do the whole course again”. It 

feels real, and I accept it, but with the fear that I would not be able to do it the next time. That my mind 

will get more and more lost as I try to do it again.  

Some nights after, the dream comes again, saying the same, “You thought you passed the class, but 

you didn’t” I come back to do it again and pass with the lowest grade at the end of the dream.  

Some days later, the dream continued, and they asked me to do the course again.   

* 

Head.  

That place that is at the top of my body. That place from where my eyes see, from where I feel the air 

coming in, where I can open my mouth and say something. My head is the place where I feel the 

different senses connect.  

That place, my head, feels empty, or like a wound, like a wounded space where there is pain, an area 

that does not want to interact with anything, wants to cry and be fragile and wants to be held in that 

fragility.  

So many years come to my mind of going forwards, of making the effort of not staying in pain, in the 

breakdown, and trying to save me from the abyss. A feeling that has been always there, but today 

comes to the front, today I put my eyes on that fear, and I saw the abyss with open eyes, and I found 

fragility, that part of myself that is crying, and that does not want anything or anyone close.  
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I go a step forwards, and I ask if I can help. Can I touch you; can I caress those wounds? I ask to my 

fragile head.  

Fragile. Fragmented. Fragile. Fragmented.  

The pieces come together as I hold the fragile, as I acknowledge the need for being held, the need for 

a caress, the need for a caring love.  

I stop going forwards and start going closer instead… 

 

* 

An unlived life outside of the assemblage,  

It feels like dissolving into the chaos.  

 

I am looking for assemblages that are lost 

Aiming to take some new shapes 

To maybe become in a new assemblage 

 

But all seems fragile and fragmented 

And I am not able to build into my experience 

 

I feel every day as a new one,  

So, I live without building up 

Without a proper assemblage 

Always infra-assemblage,  

Always precarious  

Like a dream that does not resolve 

And comes back  
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Night after night 

* 

In my bed. Not wanting to do anything today. Not move, not see, not engage. Holding my fragility and 

knowing that this time I can stop at any moment. That I can decide. But I decide to stay and give my 

fragility the space it needs, the assemblage it needs.  

The images come with body memory, a body sensation that guides. I sense my head breaking into 

pieces, I feel my body losing any sense of human body, extending to a chaotic space, loosing, loosing, 

even more, becoming nothingness, becoming abyss, and I stay there, with calm and care.  

* 

I fear the world; I fear this world where I need to work for money and produce constantly. Being in a 

lockdown helps to work a breakdown. I was not having pressures, nor meetings, not friends who 

wanted to meet. I have been able to give it time, to stay with the trouble for a long time. But time runs 

out, and I need to write something; I need to come back and create something productive from it.  

So now I am writing about a breakdown in a lockdown and trying to make a theory without knowing 

what it means. Hoping my tick box will be ticked—one of these days.  

This project has taken me to places I was not expecting. It has gained a depth that I would have 

preferred not to find. Feeling the breakdown is not easy. Nor to keep it for enough time for it to release 

and heal. I feel grateful to have the time, space, and relationships to give my fragility what it needs.  

I had the title from before, “unlived life” following the book of Thomas Ogden. I am not sure if the title 

took me on the journey. Maybe Lindy (my supervisor) pointed out my text and said, “I see here fear of 

breakdown”. Lindy always manages o point to a sensitive paragraph which opens some part of myself 

that I did not know from before.  

* 

I have been watching videos of Jacob Collier. He makes music complicated and simple at the same 

time. Catchy melodies and lyrics and hyper complicated keys and progressions. Pop and contemporary 

music together, stretching the limits of the theory through creative practice.    

* 

Life around the abyss. Keeping a little plot of land safe.  

Until the same land starts to break.  
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Until she said this was not working anymore.  

When all the territory I was protecting fell into pieces.  

The memory of a break-up comes with 

Those spaces between our hands, between our lips and our eyes merging into each other.  

All those spaces are falling into pieces and taking me towards the breakdown.  

Towards that space of fragility.  

But this time is a little different than other times. I am open to the feeling. I do not aim to run away 

and take a line of flight; I prefer to stay, hold, caress, dwell. I prefer to feel it for longer.   

* 

My dad calls. Things are not good in Santiago. The pandemic has left him without any job, and he 

started selling objects -he has collected- in the streets. After a full lockdown, he cannot even do that.  

His call moves me. I do not like to talk with my dad, and I have kept it at a minimum for years. 

Something gets messy inside when I talk with him, without understanding well what are all those 

feelings.  

Something unnamed, something unformed, unlived.  

I do not know what shakes my affects and body; I do not know what messes up my whole assemblage.  

* 

I am reading about writing, writing about reading. I read the passion in Ken Gale’s words (Gale, 2018). 

I read passion for thinking and writing to bring concepts to life and make concepts change you. And 

as I read passion, passion coming from an adult man, I feel like crying. I feel like crying because I have 

lost that passion. I feel like crying because life became something more pressing, more immediate, 

that did not allow me to write and enjoy the process of writing (for a long time). Life became survival, 

and survival was not aesthetic. It had moments of beauty, but they were scattered and fragmented.  

I feel like crying because I would like to be an adult who can enjoy the beauty, who is not always 

surviving, always counting the pennies to arrive at the end of the month, like my dad, or fighting for 

feeling like life is mine, as I felt during a breakdown.  

So, I am writing now with enjoyment, feeling I am breaking a barrier, breaking through a way of living. 

Trying to dwell in the beauty, even if it comes with fragility; dwelling in the words and concepts, and 
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not be running through, not be passing fast for those scarce sparks of beauty, and letting the aesthetics 

live in me, to move my hands, to open my eyes.  

* 

Sometimes I hate myself. I hate myself and so many other people.  

I love myself as well, as I love most people.  

Both emotions live together. Both feelings can live together, as different positions, as different 

assemblages of my body without organs.  

It is not easy to catch myself in hate; it is not an affect I usually feel, but one that I need to intend; I 

need to use a magnifying glass to capture.  

In this way, I found I sometimes hate to see arty people. I hate it because I want to be like them. And 

then I hate myself for not being that person.  

At the same time, I also love my arty self, arty people, and I love my art.  

I am following a path of the hidden, the fragile, the areas of myself that are not visible in my usual life 

patterns. I find myself hating things I officially love. I find myself having contradictory feelings.  

I find I hate my decisions. I hate my intelligence. I hate making scholarly comments because it seems 

arrogant to say things about myself or others. Arrogant to have an opinion.  

I find myself hating so many things I think I love.  

As I write, I have intense pain in my shoulder, which is generated by writing too much in a bad chair 

and small keyboard. I hate not going to the library or the office, I hate the lockdown, and I especially 

hate this pain I have right now in my shoulder. I feel like ripping my arm off, ripping my body (with 

organs) away.  

* 

My dad is calling more often, and his presence feels uncomfortable. It makes me face things I prefer 

not to face; feel things I prefer not to feel. I start thinking about him, and I realise two main topics in 

his life: money and health. Those are the things he always narrates and asks about: how is your job 

going? How is your health? He asks.   

These two topics make me feel his life so small, narrowly focused, and anxious. I miss space for fun, 

friends, and creativity.  
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As I was rereading this, I found myself remembering a phrase from childhood “this is your only 

responsibility, study, do your homework, this is the only thing we ask from you”. I have been struggling 

this month to write, and this phrase comes back as a scary part of my assemblage, a scary realisation 

that I feel compelled to always learn and study as if they are my fundamental responsibility, even 

when I have so much more things to do. 

I see my life reduced as I reduced my dad’s to two questions. I feel reduced to someone who studies.  

* 

From the terrains of the fragile, that territory that is never the territory, always abyss, always chaos.  

From those places, I can travel to the unlived. 

What’s the unlived? 

An empty space? 

All the possible spaces? 

It feels like the space of the possible, the option never taken, the paths of transformations we never 

did. 

It also feels the space of the impossible, the space that blocks any transformation from taking place.  

How can the same be so multiple? How can the unlived, conjunct the traumatic, the possible, the 

feared? The same space can be like the Cerberus, with three faces biting my life and making it smaller.  

The unlived remains there in its three forms (possible, traumatic, and feared): assemblages that are 

never assemblages, that never become expressive or part of a territory.  

* 

Magic thinking 

I find some elements at the side of my memories (or lack of memories) of the breakdown. I find areas 

of experience where the agonies became ecstasies. Memories of moments where the world became 

beautiful, populated by spirits and powers. Areas where the magical appeared and took my mind. 

Without a coherent logic, without an ego able to process, magic took me on a journey.  

This space is not aiming to show itself. Instead, it seems to prefer to be hidden.  

Created by a self-governing mechanisms we call inclusion, the crypt is comparable to the 
formation of a cocoon around the chrysalis. Inclusion or crypt is a form of anti-introjection, a 
mechanism whereby the assimilation of both the illegitimate idyll and its loss is precluded 
(Abraham & Torok, 1994, p. 141) 
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Abraham and Torok give me an additional clue, as they think of a similar space, but with an additional 

component, an idyll aspect that is illegitimate and therefore hidden. A secret. An actualisation of a 

desire that then is conserved and locked in.  

It is difficult to organise my memories and to understand my process. When did the breakdown 

happen? Did it have a present or emerged as afterwardness?  

I feel there was a breakdown, followed by magic thinking, followed by bigger destruction of the 

territory (with the feeling of not having experience), followed by a slow reconstruction of the territory.  

The magical thinking felt as trying to make sense of a territory being destroyed. I started thinking that 

people were not controlling themselves; they were all possessed by something else, mirroring my 

feeling of not controlling my body. It felt like I needed to create a world where things would make sense 

again, and a magical story emerged: we are all possessed by spirits.  

I feel that magical thinking was part of that process as a sub-product of the breakdown.  

I remember having so many conversations about “myself before the crisis”, talking about that person 

I was, and I lost. A person I wanted to come back: an idealised me, that sometimes I feel I am and then 

I am not. And I felt something like a crypt happened not with someone else but with myself. As if I 

created a crypt of my self-pre-crisis that remained hidden, secret; a personality inside my personality, 

a memory that is not in my memories, but hidden inside the unlived.   

So it feels like there are personalities hidden inside this crypt that sometimes emerge as a persona, 

with different intentions and ways of perceiving reality. As if something from the past comes up, 

something of my self pre-crisis. This feels like an old assemblage emerges, with its territory and 

worlding, extending my sense of self but feeling quite weird initially.  

So I wonder if I created a cocoon, a space where my personality is/was hidden…maybe my life became 

a psychic retreat (Steiner, 1993) to protect myself from the chaos.  

* 

Trying to remember before the crisis 

I was looking for something before the crisis; I was looking for enlightenment and finding a world of 

spirits and energies. I was pretty obsessed with the work of Carlos Castaneda, and I was practising 

different spiritual disciplines that I thought would lead me there.  
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From my subjectivity today, I see in my old self a need to escape; I see in my old self a disconnection 

from and suffering towards the normal world, towards a normal human life; I did not want to follow 

what Freud called “work and love”.  

So, when the breakdown happened, when the territory opened mysteriously, part of me was excited, 

part of me felt like achieving a goal: the normal world was broken. I managed to escape.  

This escape was a process of destroying the connections I had with the world. The connections with 

my transitional spaces and my refrains. The connections with the people I loved.  

When I realised I was destroying all my connections, going beyond my dreams of leaving the normal, 

I started to understand it as a breakdown. I began to realise that I was losing the assemblage of myself.  

And then, when I still had a memory of who I was, it seems I made a crypt of my old self. I forgot who 

I was because I was ashamed of what I did. I blamed myself for wanting to go out of the normal. I 

blamed myself and the practices that I was doing. So, I needed to forget the insult to the world because 

I thought it was the reason for the crisis I was entering. Maybe if I forget, it will get better? 

The crisis was a consummation of a desire that was destroying my territory at the same time. 

Destruction and desire at the same time. Something shameful but that I wanted. It was better hidden.   

The guilty desire 

This takes me to reflect on the pleasure of my crisis, together with the feeling of infinite dissolution. 

It felt good at the beginning, like freedom. I felt like leaving this world and entering a better one, 

without anxieties, without boundaries. I had feelings of expansion, reaching faraway lands with my 

body dissolving into everything.  

Afterwards, I noticed all those processes were destroying something: I was losing myself and my 

territorialisation.  

In those ecstatic moments, there were varied out-of-the-ordinary experiences. In the beginning, the 

feeling of light flowing, of the world opening, of losing my fears, it felt expansive and the expansion 

good. But at the same time, it was not allowing me to live my normal life, my life of studies, friends 

and gatherings were day by day harder to follow, and an increased need to rest in bed was taking my 

time.  

And this happened at the beginning for a few hours, but then days, and I could not control it. It started 

to become scarier as time passed. I made a considerable effort to come back to my routine, which I 

managed to do for a while, but slowly things started to become weird, and I started to lose the sense 

of control. I began to feel as if my life was reducing and reducing.   
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How do we differentiate deterritorialization from un-territorialisation, the process that is not making 

me explore but explode? 

Abraham and Torok propose that this mix of a desired/forbidden experience makes the experience to 

be hidden, fearing its appearance, fearing to be shown. And I find this at the side of the breakdown; I 

find these spaces of fantasy, magical thinking, that felt good but were not dream-work; it was (maybe) 

the contrary of it.    

Is that my secret? The part that keeps the crypt hidden, buried, and keeps the key inside? 

I feel not easy but relevant to distinguish between dreamwork and magical thinking. They seem similar 

but are not the same. Dreamwork enhances the capacity of the subject to understand affective life, 

extending the territory or inviting deterritorialization. Magical thinking is a break with the territory; it 

is an incision in it, like a wound that needs to be filled. Ogden expresses it in this way: 

But as convenient as magical thinking is, it has one overriding drawback: it does not ‘work’ -
nothing can be built on it or with it except additional layers of magical constructions (Ogden, 
2016, p. 21) 

Magical thinking does not add territorialisation but, on the contrary, remains disconnected from the 

territory. So, there is no possibility of expanding the territory because the same act of magical thinking 

severs the connection with any territorialisation.  

We hold that fantasy is never the simple translation of a psychic process; quite the opposite, it 
is the illusory and painstakingly reiterated proof that no process whatever has or should take 
place (Abraham & Torok, 1994, p. 142) 

I feel as if entering a muddy place. As fantasy seems like a reverie, (which Ogden consider part of 

dreamwork), I think I have confused them many times. I feel I have been following the wrong clues 

many times. So, creating the difference in my assemblage, creating a concept to think about the 

difference, changes me, changes my history, changes the way I organise my subjectivity.  

It must be borne in mind that not all forms of mental activity that appear to be dreaming -for 
example, visual images and narratives experienced in sleep -merit the name dreaming (Ogden, 
2016, p. 29) 

Here we are working between experiences that are contained inside the intra-assemblage and others 

that are outside the assemblage or breaking it. Both seem to challenge the ego position of creating a 

socially accepted reality. Both seem to work with metaphoric content, condensations, and metonymic 

connections. So, it is quite easy to confuse them. 

How to differentiate a reverie from a fantasy? How do we distinguish a process that constructs 

territory and others that breaks it?  
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Some lead to deterritorialization, which can be considered transformative thinking; others can be 

regarded as un-territorialisation, a process where the territory dissolves into chaos and magical 

thinking. 

We, as psychoanalysts, ask of ourselves and our patients not less than transformative thinking, 
even as we recognise how difficult it is to achieve (…) [which] makes psychoanalysis a subversive 
activity, an activity inherently undermining of the gestalt (the silent, self-defining terms) of the 
intrapsychic, the interpersonal and the social cultures in which patient and analyst live (Ogden, 
2016, p. 33) 

The notion of deterritorialization can be considered close to the idea of challenging gestalts of our 

culture. This way creates new territories, not destroying the possibility of territory itself. It is different 

when we have a safe place to come back, when we have an assemblage that feels strong enough to 

explore novelty, then get lost in a never-ending loop of fantasy. It may be the same area of 

experiencing, the metaphoric, but with a different structure behind it. Coming back to the first ideas 

proposed, it is different when the knot is in place and strong, the transitional at the centre creating 

new territories, then when the magic breaks the knot and takes me away from the territory. 

Sometimes I find writing the same experiences once and again and not feeling any change in myself. I 

find notes with the same ideas, only registered a month ago with the same description. A gestalt is 

stagnant. Transformative thinking needs dreamwork to change the patterns of the assemblage to de-

territorialise in creative ways.  

* 

Writing without a subject 

I tend to write without a subject, especially in this text. I have found many paragraphs that start with 

the verb, missing an I. I have been adding myself to the text in the second readings. Maybe it is not 

casual to write without an I when expressing the unlived.  

This text is a quest for an author; it emerged together as I tried to find my voice in my text. It appears 

as I try to write with presence, more aesthetic, and a narrator that shapes the story. I found in the 

quest a limit, a difficulty of being present, of describing my assemblage as I write, which I tried to 

overcome, adding intentionally the missing I.  

Even if I try to understand myself as an assemblage, as a composition of machines, I keep feeling my 

writing needs that I, as the glue that makes the pieces feel belong to each other.  

* 
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Sometimes when I speak from the place of the theorist, I find myself asserting truths without an 

author, without a position.  

Is the writing without the author not based on the unlived?  

Is not my theorist-self a way of surviving the spaces where I am dead?  

To be able to keep going even when there is no aliveness around; when my affect drains me back, and 

I want to keep going.   

Sometimes is painful, and something in me numbs that pain.  

What comes then seems to be un-lived, or half lived, or lived without life.  

I wonder who am I when I am a theorist? 

Who am I when I tell stories as if I am not present? 

What’s this voice? From where does it come? 

I feel that I am into something, tracking the unlived to find the living, the feeling of being alive when 

writing, and being present as a writer.  

I have the intuition that these three faces 

The theorist 

The self-stories teller 

The fictional writer 

Keep being fragmented for some reason. The voices with which I started the project are still 

fragmented, and they show in my writing attempts. I can notice that there are dots I do not connect; 

there are lines of processing that I do not name because I do not see them. They are unlived but 

present. Something pushes from within but in silence, covered, muted, clocked.    

Three voices are one and multiple. But I miss something every time I write. I miss an aliveness; I miss 

my body engaging fully in my text.  

 

* 

Dreaming the undreamed 

Dreaming the undreamed, says Ogden, makes the unlived come to life. However, sometimes  
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When one has reached the limits of one’s ability to dream one’s disturbing experiences, one 

needs  another  person  to  help  one  dream  one’s  undreamt  dreams. In other words, it takes 

(at least) two people to dream one’s most disturbing experience (Ogden, 2016, p. 28).  

So we can create an in-between space between more than one person. In this area, this other than 

personal, this holding machine “brings to bear on the infant’s unthinkable experience her [the holding 

machine] own larger personality and greater capacity for dreaming” (ibid).  Ogden proposes that one 

person with more capacity for dreaming can help another dream what becomes too difficult for a 

single mind.  

Through this text, I wonder if I am dreaming parts of my unlived life. I wonder if I can do some dream 

work. Or do I need someone else to do it? 

I have had a therapist for an extended period of this writing and friends with whom I can talk about 

these complicated feelings. Not keeping the work only to myself, but understanding that sometimes, 

something is processed, something happens through talking. 

In this chapter, I have explored areas of blockage, explored fragmented parts of myself, and explored 

the fear of breaking into pieces. But I am not sure this means I am making any change. How can I bring 

these negative spaces to life? How can they become part of the territory, part of the assemblage? 

It is relevant to say that with negative spaces, I am not leaning towards a metaphysics of lack, as if lack 

would be a necessity for our structure. I am trying to convey that some areas that have not been 

assembled remain there, waiting to be lived.  

Sometimes I live in between past and present. I live experiences that I still do not live; in Ogden 

concepts, I have not dreamed. Winnicott also brings some light to these experiences:   

In some patients, emptiness needs to be experienced, and this emptiness belongs to the past, 
to the time the degree of maturity had made it possible for emptiness to be experienced(…) To 
understand this, we need to think not of trauma but of nothing happening when something 
might profitably have happened. (Winnicott, 1974, p. 106) 

As part of the un-lived, here Winnicott refers to something else, an event that should have happened 

at a particular time. Like me at the party, with some of my classmates dancing, I would have needed 

someone to tell me, “do not worry, you can dance, it is not hard”. Or when I was feeling close to the 

breakdown, that someone would have acknowledged the muted suffering (which I expressed to many 

professionals, but nobody saw as something serious). There are actions in particular moments that 

can have shaped our lives, and it feels as if we keep longing for them, actions that could have started 

a new process of dreaming, creativity, and the assemblage of territories.  
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Some theoretical considerations  

Some concepts are hard to connect with D&G, like maturity, which implies development and “things 

that might profitably have happened”. In Winnicott’s theory, there are certain directions of 

development towards the transitional life, and for this to happen, an environment that adapts to 

developmental needs.  

D&G emphasis on the rhizome, becoming, and immanence does not give space for a notion of 

development. Trying to bring D&G into an idea of development, we can understand it as a process of 

becoming that changes the machine's organisation more complexly than before. Development is not 

linear, but it sometimes can be. The notion of development can be associated with a hierarchy of 

stages, which is problematic in postmodern thinking. How can we understand the changes we see in 

children if not a type of development? My way of understanding this is that machines can replace 

other machines, as one is more complex and solves similar problems with more scope or more 

simplicity. We are still in a machinic regime, but not all machines are the same: some machines are 

more complex than others. Complexity does not mean better; sometimes it means worse, sometimes 

complexity carries complications.  

The second aspect to consider is the need for an environment. The environment we need can 

understand the rhythms and refrains of the other machine; like a band playing jazz, one can feel that 

a movement (a chord progression) needs another movement (a particular key). Humans have the 

possibility of resonance, of attuning to each other’s affect. As a counsellor, I find myself entering in 

the rhythm of my clients or feeling out of rhythm with them. Trying to find a need that has not been 

attended can help people grow again. This possibility of attunement is one of the functions of the 

holding-machine, as it helps other machines to develop.  

Here we find missing-machines around processes of complexity, missing components that break the 

project a machine was carrying. When this break is too big, the machine feels threatened in its 

functioning. The possibility of creating intra-assemblages becomes impossible, and therefore the 

territory starts to break.  

Winnicott calls “something might profitably have happened”, the missing machines which would have 

allowed the degree of maturity to function. If a machine cannot work over something, the degree of 

maturity is not enough, and another machine is needed to help.  

Here I am thinking of experiences where we need someone at our side helping us, telling us “all is going 

to be ok”, saying “I believe in you”, “I can see you are suffering”. Sometimes we find in the history of 
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people (mine and others) moments when the response was counterproductive, like a gaslighting “Are 

you sure he did that?” “Can I trust in what you say?” which stops an incipient assemblage to emerge, 

or heal, after trauma.  

Not having the help of another machine (in this case, a kind and compassionate other) in complex 

situations creates a space of breakdown. The machine falls in agony and then creates an area where 

the assemblage cannot assemble: an unlived life.  

* 

Ending 

This has not been an easy text to write. Not happy or enlivening. It has been hard as many times I felt 

scratching a wall.  

It helps me develop my subjectivity as I have been facing affects that I had not processed and 

memories that were too threatening to observe. So I see my assemblage changes, affective responses, 

ways of living, and making territory.  

As I read the text again, I have been trying to fill some of the spaces where I have tended to write 

without a subject or as fragmented subjects. I have also added a different voice when I found the text 

too cryptic and closed in itself.  

I start feeling the need to take the reader by the hand as I find a hand inside that can take me between 

my subjective voices (usually apart but resonant). The hiatus is there all the time, and I know what is 

in between but at the same time remains unknown. After many iterations, I find that the text needs 

more work while evolving and adding many exciting elements to the thesis.  

I have found many of these invisible hiatuses, hiatus in this quest, many of these spaces feel like a 

bump in the road that I had preferred (non-consciously) not to explore. As I followed those bumps in 

my experience, I felt closer to the breakdown and managed to explore a little of it.  

This has taken me to a fragmented sense of the assemblage, with areas not assembled, with past 

experiences that are not assembled but remain in a virtual-out-of-time situation, waiting to be present 

and become lived experience.  

I have also found areas that I could see as a crypt. I have not explored this further, but it seems like an 

interesting hypothesis to understand my different subjective voices. I feel like a crypt is my old self, 

even if I do not fully remember it. Sometimes I act following a self, which I am not. It feels like another 

area of hidden assemblages, hidden spaces that are not fully assembled with the rest.  
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Here appears magical thinking and the work of the dream. Even if both seem similar, they are quite 

different in their work. Magical thinking builds an alternative world, which does not create a territory 

able to expand. Dreamwork, on the contrary, expands the territory, bringing new refrains to play. Even 

if both have what we can call dreamlike qualities, their effect on our subjectivity is contrasting. 

 

I wonder if my ways of writing, where I struggle to narrate my experience, is not based on an unlived 

experience. As if there is a blockage in my assemblage that cannot enter in my intra-assemblage. I 

wonder if I can write differently as I can bring to my writing-life other areas that would make my 

writing richer.  

My writing evolves through my capacity to dream, visualise situations, and connect ideas and 

concepts. If I cannot dream, I cannot write. That is how I found I could dream a new narrator because 

there was a missing area in my capacity to dream: I did not have a narrator narrating the in-between 

connections of my theorist and storyteller. And that missing, took me towards the unlived, which took 

me towards my fear of breakdown. Something as simple as narrating my experience more richly made 

me realise that writing, and the words in the writing, emerge from my assemblage and my capacities 

to dream those assemblages.     

 

Today the poppies’ petals are on the floor, with their red colour contrasting with the dirt. I am working 

on a new desk that looks through the window. I have been moving from the kitchen to the couch, and 

now we have installed a proper desk. From here, I can see the plants in front of me. This month’s work 

has not been easy, but today I feel it has helped me expand my sense of self: the territories I can explore 

and create. I feel in my back a contraction that feels holding this work and in my chest a sense of relief 

after writing something I thought was risky and better postponed.       
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10 (Something like) Conclusions 

Minor Inquiry 

A text that has never started and will never end, as I never wrote what I should have in the place it 

should be. I never had a complete start nor a full finish, and I have always felt the thesis is moving, 

becoming difficult to make distinctions like start or finish.  

A minor text. One that can be read in multiple directions, as you can start from the end, the beginning, 

or the middle. I never arrived at the places I wanted; I never started where I thought, nor finished 

close to a conclusion. This text was not rationally planned, it did not follow a timeline, and I allowed 

the writing to emerge and guide the research.  

This thesis is alive and, as a living creature, was not submissive to my control attempts. I have looked 

at its gestures, moved as a parent fascinated by the movements of his child, celebrating every time 

that there is a movement that seems surprising.  

This type of inquiry resembles madness (Gale, 2018), as it loses centre and does not aim to go to a 

centre. It loses the rational direction that part of me would have liked to follow. You cannot imagine 

how often I have tried to make a list of chapters that would go one after the other in clear succession. 

However, keeping the inquiry creative, keeping the writing as inquiry (Richardson & St. Pierre, 2017)  

did not allow me to do things in that way. This whole thesis has been a creative-relational inquiry 

(Wyatt, 2019), writing from the heart, writing that re-writes me in the process of inquiry.  

The writing has taken me to new places, places I did not expect nor envisioned. It has been a line of 

flight, a journey of constant deterritorialization, where the world as I knew it is changing with the 

research process. This process has been a thinking with objects, thinking with experience and a 

thinking with theory (Jackson & Mazzei, 2017) in this case with Deleuze and Guattari and Winnicott. 

This has opened new angles for understanding my experience and has also shed new lights on the 

concepts themselves. I have been working with a type of data, a type of material that defies traditional 

notions of subjectivity, not starting with a self that knows, but one that allows the transgressive data 

to emerge (St Pierre, 1997). With art and creative writing, I have included areas of myself that are not 

rational and unclear, which makes my text start from an affect, a dream, a sensation in the body, from 

which I began doing, expressing, until something emerges as a theme. 

I position my research inside inquiries that I call (non)methods because they do not have 

predetermined steps and rules. They open to something mysterious in the researcher's subjectivity. 

They take us in the process of becoming-other, and the research -therefore- is always in the process 

of becoming something else.  
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The methods mentioned above can describe my (non)methodology, but I prefer to call it a transitional 

inquiry. Even if sharing similar elements, I think it is more coherent with what I am doing here, keeping 

the psychoanalytic concept of the transitional at the centre. A transitional inquiry happens in the space 

of illusion-becoming-object and object-becoming-illusion. In this process, the unconscious is out-

there, and not inside the boundary of our skin or mind. 

The transitional is where the transgressive has a place, highlighting the relationality of it (like with the 

concept of the analytic third (Ogden, 2004), or holding machine), highlighting the constitutional 

element of its movements, the dream-like quality of it, the archetypical work that can be done in the 

affective-intensive (as we saw in chapter six).  

The transgressive research (St Pierre, 1997) can be nurtured by this concept and expanded with the 

use of new notions like the intensive, affective, rhizomatic, coming from D&G and the notion of a 

holding machine, the facilitating environment and good enough mother coming from Winnicott’s.   

A transitional inquiry highlights the work of the unconscious. Transitional inquiry as a concept has 

gravitation towards the psychodynamic, towards the type of work I do as a psychotherapist, being 

coherent with that practice. So, this thesis is a transitional inquiry guided by a notion of the 

unconscious that can be co-created with objects, which gives me another flavour of what a 

(non)method can do. As something that keeps hidden, the broad category of repressed has been 

expanded with the concepts of D&G. This opens new spaces for research, as it is a productive space 

for creativity and a productive angle for theorising.  

Each time I write, I enter a labyrinth that I do not know where has taken me. As I do not know the 

direction, understandably, you as the reader have felt lost too. This is part of the method or, better 

said (non)method I have followed. As I write these words, I also acknowledge that I have tried to make 

those moments when I am lost or go through a new corner or find a place to fly softer. I have tried to 

add some signposting where possible so you do not feel completely lost following my assemblage-in-

process. 

Following D&G, I would say that this thesis is part of “a large series that never stops proliferating” 

(Deleuze & Guattari, 1975/2016, p. 53). In that sense, I could have continued working on it without 

stopping, coming up with new essays every month. But it was not possible anymore; there was a 

moment when my body said, “I am tired of all of this”, and the series stopped. Not because they 

cannot continue, but because my body tells me, “it is enough, I need to move on”.  

The feeling of “this needs to end” seems contradictory to madness, and I am glad for it. I am pleased 

that the madness arrives at a point of saturation, not because there is no more text to write, but 
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because the novelty is not new anymore. As if I got saturated with a type of art, saturated with a 

manifesto, and I need a new one.   

I see it as a developmental step, where the assemblage needs to change gears and create a new 

process that will seem endless again. I need to dream of a new me who does not have a thesis to write 

and become with. I need to dream of a way to be creative but in new conditions.  

And it is over not because I concluded, but because my affect changed, the gestalt feels completed, 

and a new one starts to emerge. I feel curious about what is coming next, which project will spark my 

curiosity and desire for work. On the other hand, I fear of not having the space of creativity that the 

PhD allowed me, fear of being trapped in meaningless research or in the process of applying to funding 

to survive in the academic contest, which I see as quite competitive. 

How to describe the journey? That started with the transitional at the centre, to merge with D&G 

conceptions, especially the idea of the refrain. Bringing D&G, the project added new colours and more 

complex philosophy. Some of the features of Winnicott got radicalised: a fight against Oedipus and 

the paternal function, a concern for the territory as constitutional, a revolutionary transitional object. 

D&G, in some sense, gives wings to Winnicott’s concepts and allow them to become more radical 

psychologically and politically. After reading some of Guattari’s notes, it seems like many of 

Winnicott’s ideas are embedded in D&G work as inspirations that then became new monsters. 

Monsters in the sense that they defy the box where they fitted before. They challenge not only 

psychoanalyses but our social constructions as a whole. They invite to a new humanity, a new 

becoming, new desires, new social organisations.  

How can something as small as the idea of the transitional object become a revolutionary concept? 

This space between -that is full of creativity-in-matter-seems to be part of the culture I was brought 

in: with video games, music in your wireless headphones, and many screens simultaneously. A world 

where we get attached to the objects, we become with them. Nowadays, we socialise through the 

internet, and we cannot live without it. These new objects everywhere have a transitional quality or 

the contrary; they can become a form of control, inducing behaviours, persuasion, and persecution.  

There is risk and potentiality in these new objects: transitional or institutional, wondered Guattari. Is 

the object making us enter the system, in the institution, and comply, or is it making us creative and 

open to new orders of desire? 

The object seems to split us in two: is it conservative, manipulative, or aiming for a new creative 

future? 
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Each object has these two paths: institutional/revolutionary. Somehow the transitional is always 

between both. It is always in that tension, and for the same reason, it helps us transition. To move 

between stages and needs, to move between cultures and new ideas. The transitional in its best, 

should bring the new in the old, help us access new complexities, and help us transition. This may be 

a difference between D&G’s preference for a war machine, which is revolutionary, and a transitional 

process that brings the new, but without fighting the old (even if it creates many tensions between 

both). 

The transitional is not entirely comfortable, even if we feel good about it. The transitional is always 

pushing for something new; it has revolutionary potential. Here, revolutionary does not mean to 

change a full regime, but a minor gesture (Manning, 2016), a small change of the codes that constitute 

our assumptions and rituals. A movement from the molar to the molecular, from generalisations to 

singularization. A something-new, a something-is-happening that may let us startle for a minute, not 

yet recognising what has occurred.  

Most of the time, I had no idea what I would write about. I would get inspired by something, a 

movement, an idea, an affect. And I would start writing and just write for a long time. Not all the time 

it became something worthy to keep going. Other times, the inspiration would allow me to stay there 

and bring more ideas to the stew. As if cooking something without a recipe.  

Those texts without a plan transformed me; transformed the feeling of being Gabriel, the feeling of 

being someone, the way I organised my story, the ways I would value the people around me, the ways 

I would see things, including the small things, the window, the computer, the table, the early tea.  

That is the main achievement of this project: it changed me deeply.  

It may sound self-indulgent, but it was hard; it was a constant challenge.  

And I see it as an invitation, a way of researching that is not dissociated from who we are. I see the 

writing of this thesis as a marking of processes that can inspire new processes.  

I resonate with St Pierre here:  

I began to understand that validity in my study must be situated with the construction of 

subjectivity -my own as well as my participants- since that was the focus of my research (St Pierre, 

1997, p. 181) 

Even if I did not have participants, I feel that the core of my research is my movement, my 

transformation as I think with concepts and stories. As something emerges in-between, in the 

transitional field, changing my sense of self and the sense of the world simultaneously. This writing is 
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not about something out there, nor something inside, but about those spaces between: that space 

that happens between my sense of self and the territory I am into. It is about those objects I create 

that now are here with me, the writing on my red laptop, the paintings for each chapter on the table 

at my side, my cotton pads below my wrists.  

Some ethical considerations 

I constructed this thesis from my theories, stories, and art. I have also included some clients and other 

important people in my life. I have not made my clients recognisable, and I asked them for permission 

to refer to small moments of our sessions. My stories are not easy, and some of them were difficult 

to write because of the intense emotions they were triggering. As part of writing, I was in therapy for 

about three years to develop these ideas. My two supervisors are also therapists, and they helped me 

with a compassionate reading, creating a holding environment for this thesis to emerge. Nothing of 

this was possible without having constructed a holding machine for it to happen. In that sense, there 

is no such thing as a writer, but always a writer in context.  

I have also had extensive conversations with family members, going back through our history, 

exploring my crisis and what they felt, going back to the times of dictatorship, and exploring our 

transgenerational trauma. This is not in the thesis but is part of it. The paper A Gunshot, Dying and 

Living(Soler, 2020) contains that exploration, which developed with the inquiry into my unlived life. 

These conversations were not only with inquiry proposes but were part of my therapeutic process, my 

process of growing and healing.  

My art has been there through the process. My art is so close to me that I have not said much about 

it, but the whole thesis is its ode. My art is a force that helps me to move forward when things are 

difficult. As I wrote in A gunshot, seeing my aunt play the piano after a bullet crossed her scalp has 

been a force of inspiration since. Art that comes from the heart makes our bodies dance and startle. 

Art is activism because it activates even when we are in the darkness. 

* 

As I write, I notice that I am losing purpose, losing the motor that took me here. As if the trauma and 

the fascination are going away. I do not feel the pressure to write; I do not feel that compulsion for 

stories to come up and release a burden. I feel more settled in myself and the world; I feel less in the 

process of migration and more in finding a home.  

I wonder how I will write when I feel settled, how is going to be my academic career when I do not 

feel my life is in danger, my sense of self about to dissolve, my money to run out, my love to leave me 
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again. How will I write when the trauma will not be there, making me feel the abyss will take me away 

at every corner.  

I find myself observing scholars in online events. They talk about their research with passion, saying 

how creative they are and how they are challenging the regime, the academia, and making academia 

more engaging through art practices. I feel I want to be like them. I think I can. I am creative; I have 

ideas. But there is something that makes me feel so far away and is the feeling of a temporary life, the 

fear of breakdown, that makes me feel as if things will not last.  

It is also difficult for me to see people speaking about revolution but with a good roof and paycheck. 

Meanwhile, I see every day on Facebook news from my home country and all the poverty, the 

corruption, the abuse.  

And this takes me to remember myself after the crisis, fighting to have a life back, one that I would 

feel I can as mine and let behind the feeling of being taken by unknown forces. Fighting for a life that 

would be mine again, returning to academia, studying what I like, doing my art, and thinking, which 

felt so important in those difficult days.  

I was so lost, and I did one step and then the next, and somehow now I feel I am in another place.  

What I have written feels surreal, out of the world and on the verge of belonging to a different world. 

The assemblage that constitutes my sense of self feels fragile, mobile, provisional. What is this Gabriel 

who is writing here, and who was the one who wrote the chapters above? I am not sure. 

I have been opening so many doors that, before this project, I did not know existed. I opened them 

and found memories, situations, feelings that I was not aware were part of me. Now the sense of what 

constitutes me is so different. It now includes my family and the politics they lived in. It has their love 

and ways of seeing life. It contains my siblings, following in the adventures we would create, my older 

cousin showing me life than no other man did. It includes all those years I wanted to forget, for their 

pain…and maybe worse than pain, the feeling of not being there.   

I feel those pseudopods, those extensions of myself that go far beyond the bounded body, the 

bounded perception, the bounded consciousness. 

I sit here, at the new desk we needed to implement to work from home. The day is sunny and so much 

warmer than the snowy week we had just a few days ago. I write on my red computer, and I feel my 

body. I sense how different it feels; a feeling I would describe as building is happening. A feeling of my 

mind being more settled, my throat having a voice that is growing, my posture being a bit more secure. 
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Feeling my body as I write. Feeling it playfully engaging with the words, feeling each word as brush 

strokes.  

I want to settle, find a plot of land where to grow safe, and write in a way that does not feel at the 

edge. In a way that is not scary, where I can let other people know my secrets and emotions, and I am 

not scared of what can emerge.  

I want to be one of those people I used to criticise silently, thinking, “they talk about revolution having 

all the comfort of the first world”.  

Is it so bad? 

* 

Gestalt. Something that emerges with a project realises itself and closes to open a new beginning: a 

new shape, a new tendency, which needs to unfold, close and start again.  

Gestalt. Something that has two faces, depending on how you see it.  

Gestalt. Part and whole, in the process of becoming a new part and whole.  

Is that it? Is this the shape? 

* 

I pick up the kalimba and press one of the metallic bars. I try to sing the tone simultaneously, but I do 

not find it. I feel I miss it every time.  

I feel frustrated because the guitar is easier, and changing the instrument seems to create a different 

assemblage. 

Moving. Migrating.  

Can I take the music with me, take it to a different instrument? 

Can I take what I have learned to new projects and new ways of living? 

* 

Like a tune that feels it needs to end soon because you have played it enough. Like a relationship you 

love, but you know it cannot go further, like the spring coming after winter.  

* 
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Writing in a minor language 

I am not sure what else to say. I feel I am saying goodbye to someone close. Saying goodbye to 

someone who has been with me for four years and helped me become who I am now. It is not easy to 

let go.  

People pass through my window and looks curiously inside. I, in return, look curiously outside. There is 

an interchange of curiosity as I sit in front of a window; it seems as if we are mutually interested in 

spying on others’ lives. The bell rings, and a package arrives, with a new exotic tea that we ordered 

with my partner.  

I get distracted watching videos as I write. It is not easy to keep my attention in writing. I pause the 

video every few minutes to write another few minutes. It seems to allow me to keep working even if 

I do not have much energy to do so.  

I realised that reading sparked some of my curiosity again, that reading made me feel again wanting 

to write. It is hard to be in the position of the editor as it is killing my desire to write. I find myself 

getting completely bored with my work.  

I am not sure how to balance these things. I know I need to learn to write better, edit myself, and have 

a perspective. But it is the inspiration that moves me. I can practice hard, play repeatedly, or work on 

a text, but I need the inspiration to keep doing it.  

This conclusion was inspired by reading Towards a Minor Literature. Without that, I would not have 

the energy to write it. 

The tea is sweet and chocolaty, but it says it has no sugar in it. It is getting dark outside, and I need to 

return to read it all the thesis again. To change what I have written. So, the end is another beginning, 

a beginning to work in my writing, find new inspirations, and use what I have learned.  

I have been reading novels during the last few weeks for many reasons, but one of them is getting 

some of the writer's rhythms. I have been writing in a different language, which is a disadvantage but 

-maybe- can make me access the minor, as I even write at the side of the major English. As Ken Gale 

writes in an assemblage with people from different languages: 

So as we all trick our selves that we can enter the major language of English (what is that?) 

carrying with us those hegemonically premised, discursively constructed myths that tell us that 

there is some thing there to aspire to, to look up to, to become(Guttorm et al., 2012, p. 387) 

And I find myself trying to follow those myths, those pulses of aspiration; I look up to a language that 

I feel I cannot fully grasp. I want to access the major or at least some of it because I want to resonate 
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and grow in my capacity of expression-in-context. To say something and not see perplexed faces 

looking back… 

…Like with the singing and the guitar, I enjoy improving and reaching the right tones. I need a craft for 

my expression, even if it is hard; I feel my writing needs that myth, even if impossible, even if it is just 

a trick…  

Or should I accept this thesis as it is…  

Craft and expression are not about content. They are about something else. About affect and 

assemblage. About sense. And for the same reason, it is harder to know when to end because I cannot 

say “I wrote what I researched, and that means it is ready”. Because the text and its expression can 

always have a new twist, it can always become something new.  

Even if there is so much in the process, my thesis also has some contents and contributions: developing 

the notion of the transitional and transitional inquiry; linking it to the idea of refrain and the three 

types of assemblage (infra, intra, inter); the proposal of three bodies (of the flesh, of the conscious 

and the unconscious); deal with some pathological assemblages through re-thinking psychoanalysis 

concepts; working with the traumatic as assemblage; the notion of a holding machine.  

 

Some contributions   

Developing the notion of transitional and transitional inquiry has been one of the contributions of this 

work. I position this type of inquiry inside the no-methodologies. I have been writing about the 

transitional. I hope I have been opening the door more than closing it. I prefer to have a concept as 

inspiration more than as a conclusion. Transitional is a revolutionary concept, always challenging the 

institution, always trying to find a way of being expressive and singular. For thinking the transitional, I 

have been using the concept of the refrain of D&G, which extends the limits of what the transitional 

can do. It goes beyond a psychological analysis and extends towards territories, to a world-making to 

de and re territorialisation movements. As it goes beyond the person and beyond the psycho, I called 

this work an assemblage-transformation-theory. It aims to open space for transformations of our 

subjectivity understood as an assemblage—creativity as an ontological position of constant becoming. 

The difference is at the core, so there is never such a thing as a centre or a stable essence. Always 

movement, always a novelty. Creativity is the revolution within, but also a revolution out there.  

Like a blanket that a baby touches and sucks, a world emerges as I explore textures in my writing; as 

the body of text becomes a blanket with which to play; words like the fabric, weaving each other, 

creating a pattern.  
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Sadly, in my transitional inquiry, there is more than what I have been able to put here, as I have also 

written fiction and more stories, which I needed to leave behind for space reasons. When I refer to a 

transitional inquiry, I am trying to imagine a type of research that explores from three voices at the 

same time: the voice of the artist, the creative and metaphoric; the voice of the theorist, which creates 

concepts; the voice of the experience through personal narrative. These voices are part of what I 

conceptualised as transitional in the first chapter, emphasising the metaphoric, conceptual, and 

sensorial inside a Borromean knot. Even if doing my best to bring these three forces, I feel there is 

much more to do with the main idea, and I hope to keep developing it over time.  

Another contribution is linking the transitional with the notion of refrain and the three types of 

assemblage (infra, intra, inter). I think both theories work well together, making the transitional grow 

far beyond what Winnicott wrote about it. Extending the notion of the transitional towards the 

territory makes me imagine transitional landscapes, extending the psychoanalytic work of the 

unconscious towards the world. Here I think about a non-psychological understanding of 

subjectivities, connecting our experience to territories and assemblages, more than about something 

that happens inside the skin or brain or that happens hidden behind an ego.  

The proposal of three bodies is a different take of the notion of the body without organs. It is closer 

to my understanding of the transitional and the psychoanalytic tradition, and for that reason, it opens 

other areas of exploration. Each body seems to deal with three parts of my life, and they allow me to 

make sense of different theories and phenomena. As something more fluent than the machines, 

Bodies allows me to imagine the body of a community and politics as bodies that are 

separate/together. Bodies always are a body/world; they always make worlds emerge and deal with 

those worlds. The body/world of the flesh is a world of objects that can be touched. The body/world 

of the conscious is a world of concepts and words. The body/world of the unconscious is one where 

identities are fluent and can merge; it is a world where metaphors are felt.   

I have dealt with some pathological assemblages through re-thinking some psychodynamic concepts. 

These are some of the more experiential and practical uses I have done working between D&G and 

psychoanalysis. I consider that the notion of assemblages gives me a different take on my mental 

health and my experiences of trauma, and I have done some processual work in the thesis to show 

how concepts with art and experience work together. Some psychoanalytic ideas have a new 

understanding here, like the fear of breakdown or the unlived life.  

Following this work with pathological assemblages, I have seen the traumatic as an assemblage that 

has not entered the intra assemblage and, therefore, remains excluded from feeling familiar territory. 

This also entails a reconceptualization of the notion of self, as not essential but as construction that 
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emerges with the refrain and the transitional objects, creating the intra-assemblage. When our 

context threatens the assemblage, this needs to break the assemblage and separate areas. The intra-

assemblage prefers to dis-assemble, to protect its integrity. In this sense, the self now has created 

areas that are repressed, hidden, incorporated. I have delved into my traumas, using the theory of the 

incorporation, and the fear of breakdown, thinking with those concepts and using my affect to 

understand the theory.  

The notion of the holding machine is an assemblage between Winnicott and D&G. It highlights the 

relevance of the arms of someone else, of having other people or a community that can help an 

assemblage go through experiences that are not easy. One assemblage helps the other go out of chaos 

and enter the intra-assemblage to open towards the cosmos. However, instead of aiming for a full 

deterritorialization or entering the intensive, it seems more important to stress the relevance of the 

inter-assemblage, the possibility of moving between territories, as a fundamental part of creating 

community. I would say that the holding machine is an inter-assemblage that, instead of looking for 

new openings, aims to connect with another assemblage to help it grow (so it can create an infra, intra 

and inter assemblage).  

These are the main contents of this thesis and are contributions to the traditions I have been working 

with. They are relevant but seem as subproducts of the type of inquiry proposed; they are subproducts 

of working in a transitional way—none of these ideas was there before starting; they emerged as the 

process went through. As I have narrated before, I started with some notions of what transitionality 

could mean and how it could work, but I had not tried it beforehand as an inquiry that lasted four 

years. The process has been transformative, to the point that it is hard to imagine my life before I 

started writing. The space the inquiry opened was creative and safe, allowing me to unfold memories 

that I did not know were there, processing my hidden traumas.   

So here it is, the end, an end that aims for new beginnings. 
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Image 25 New beginnings 
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