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This study utilized a phenomenological research

methodology based on Husserl's work to explore the

content of subjective internal experiencing during the

art process. The study was designed to examine what

transpired during the art experience in therapy to provide

a better understanding of the therapeutic dimensions of the

subject's interaction with the art medium, in this case

drawing with pastels. This phenomenological study

involved four subjects who participated in eight therapy

sessions each, in which art was the principal medium, for

a total of 40 hours of therapy over a period of 10 weeks.

The data from this study suggest that the art process

involves a complex unfolding of cognitive and affective

events. A major component in this process is an

unknowingness quality--the experiencing of not knowing what

to do in performing an art expression or how to execute an

idea in art terms--which merits further study.

The study also indicated that the potential for

nonverbal learnings stemmed from the subject's

participation in, and observations about self during, the

art process. These interrelated facets of the art



experience were viewed in this study as important

elements in the therapeutic effectiveness of the use of

art in therapy.

The varying perceptions that emerged from the two

phases of discussing the art process, in which subjects

discussed their views of the art experience when not

looking the drawing and then while looking at it, created

an opportunity for subjects to view themselves from a dual

perspective of differences on perceived intentions and

results in the art medium. These two phases were

complementary in this study and offered another dimension

to the use of art in therapy.

On the basis of the findings and conclusions of

this study, recommendations were made for a series of

studies to be conducted to gain broader insight into

the therapeutic modalities of the art process. Some

considerations for training programs of therapists in

the use of art in therapy and recommendations for

therapists trained in the use of art in therapy were

also included.
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CHAPTER I

INTRODUCTION

In art therapy, the focus of interest has been on the

art product and its meaning in terms of the subject's

behavior. Very little is known about what has transpired

subjectively while the art task was being performed, 
other

than external behavioral and/or verbal indicators that may

have been noted by the therapist during the process. The

art process in therapy has increasingly inspired interest

because broader knowledge of the components of this

experience may lead to a more profound understanding of the

role art plays in therapy.

It is the internal subjective process, which eludes

quantitative scoring, that has captured the attention of

artists and researchers alike. "In their creative thought

both Leonardo and Klee are not so much concerned with the

art object, as with the manner in which is it produced

.0. with formation as a process" (Spiller, 1961, p. 11).

Wilson (1986) observed "art is singular, individual,

resolutely private and the creature of deep personal

recesses" (p. 109). Koestenbaum noted (in Husserl,

1985) that "art explores experiences that are as vague as

they are certain and important" (p. xiii). Langer (1957)

described the symbolic quality in art as "a metaphor, an

1
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image with overt or covert literal signification ... [of]

lived and felt, the matrix of mentality" (p.139).

In assessing the merits of the use of art in therapy,

an enigmatic part of the equation remains the art doer's

subjective experiencing during the art process. Kreitler

and Kreitler (1978) noted that it is not known if "a person

who produces art is subjected to a genuine art experience",

although they considered this information to be of

importance in obtaining "a comprehensive account of the

potential effects of art therapy" (p. 206). Agell (1989)

raised the question of how the therapist can know with

certainty "an artist's feeling of the moment from his

work" (p. 20)? She concluded that "it is the process, the

objectification of feeling in the work of art, that carries

the import" (p. 20).

In a phenomenological framework, Kaufmann (1968)

observed that art work "does not so much reproduce and

represent as produce and present a total experience"

(p. 191). Merleau-Ponty (1969) adhered to the

view that "art is not imitation ... it is a process of

expressing" (p. 242). In this sense, integration of art

expression into counseling strategies, with depressed

and/or verbal subjects for example, has potential

application if more were known about the subjective nature

of the art process.

The phenomenological scientific research method, as a
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Related Literature

This section reviews the current status of the use of

art in therapy, outlines the principal premises of

phenomenology, and the characteristics of this inquiry.

The Use of Art in Therapy

The use of art in healing dates back to ancient times

(Harmes, 1975; McNiff, 1981). The development of the

contemporary use of art in therapy has its origins in

humanistic facets of the Enlightenment which resulted in

reforms in the care of the insane (Ellenberger, 1970).

Pinel, one of the French leaders in this reform movement,

published in 1806 one of the earliest papers in France

reporting painting of institutionalized subjects (Anastasi

& Foley, 1941a; Riese, 1969). The Romantic idea that art

was self--expression (Osborne, 1968) reinforced the view that

art had therapeutic qualities. Romantic concepts influenced

the development of psychoanalysis (Ellenberger, 1970), and

Freud's belief that art expressed unconscious processes

has had a lasting influence on the use of art in therapy.

"The first attempts to understand and appreciate the

art of the insane coincide with the first impact of modern

art in Western Europe" (Arnheim, 1977, p. 113). Simon

(1876) related the paintings of the insane to symptomology,

and his work was a "decisive influence upon subsequent

investigators both in France and Germany" (Anastasi & Foley,
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1941a, p. 115). The scholarly analysis of spontaneous insane

art in the early 1920s by Prinzhorn (1972) attracted wide

attention to the merits of such work. The large numbers of

quasi-experimental studies in the first four decades of this

century, dealing largely with drawings, in diagnostic and

treatment modalities (Anastasi & Foley, 1941b), gave further

credibility to use of art in mental illness and created a

favorable climate for such undertakings.

These precedents prepared the way for a series of

pilot studies done by Naumburg (1973) in the late

1940s on the possible use of art in diagnosis and therapy.

The studies consisted of detailed narrative case reports of

six hospitalized children, aged from 5 to 15 years, with

behavioral problems. The children were subjected to art

sessions for varying lengths of time up to a period of eight

months. Naumburg's investigations were not based on a

scientific methodology, but the six reports demonstrated

improvement in the presenting problem of each child and

reinforced beliefs in the therapeutic value of art in

psychotherapy.

Naumburg's pioneering efforts subsequently stimulated

professional interest on a broader scale in new applications

of the visual arts in the treatment of mental problems and

laid the foundation for the creation of art therapy as a

separate profession two decades later. The 1950s and 1960s

were marked by the struggle for acceptance of the use of
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visual arts in psychotherapy and the recognition 
of

professionals who were skilled in these functions. The

founding of the American Association of Art Therapy 
in 1969

provided the basis for establishing standards 
for the new

discipline and a forum in which to discuss differences

that emerged among leaders over theoretical underpinnings

and art applications (Agell & McNiff, 1982).

Since that time, the use of art in therapy has evolved

in three separate, but related, directions: (a) art therapy

which uses primarily drawing, painting, and sculpting as

media; (b) the expressive arts which include a repertoire

of visual arts, music, poetry, dance and drama; and (c) any

of the above arts used as an adjunct in therapy by

professionals who do not claim to be art(s) 
therapists.

Among the practitioners of art therapy, there are two main

schools of thought: those who subscribe to art as the focal

point of therapy (Kramer, 1971, 1979) and those who hold

art is subordinate to psychotherapy in the healing process

(Naumberg, 1966).

This study will be primarily concerned with the art

therapy category and the latter school that emphasizes art

as a tool of therapy. Art therapists in this group have

made substantial progress toward establishing a clinical

foundation (Nucho, 1987), but have not as yet 
developed a

research base that validates art therapy practices. Much

of the available literature consists of a wide variety of
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narrative case reports and a diversity of constructs on

how to conduct art therapy (Gantt & Schmal, 1974;

Ulman & Levy, 1980; Moore, 1981).

Most of these constructs have been based on

individualized conceptualizations of the role of art in

therapy and personally constituted theoretical bases which

are generally dominated by aspects of a psychotherapeutic

theory combined with elements of other theories (Betensky,

1977, 1987; Kwiatkowska, 1978; Wadeson, 1980, 1987;

Landgarten, 1981; Nucho, 1987). Rubin (1984) has warned

of the potential inconsistencies in combining parts of

theories out of their original context as a basis for

art therapy. Exceptions to the combined theoretical bases

in the use of art in therapy include the models developed by

Dreikurs (1986) based on Individual Psychology and by Rhyne

(1973) on Gestalt therapy.

The heterogeneous character of art therapy has been

moderated by adherence to the definition of the purpose

of art therapy as "a means to discover both the self and the

world, and to establish a relation between the two" (Ulman,

1975, p. 13). Rubin (1987) also noted that despite

theoretical differences some agreement exists on "(1) the

importance of the image and (2) the complexity of both

person and process in art therapy" (p. 324). As yet, no

single theory has evolved out of the practice of art

therapy, but Rubin (1984) believed that it is time to move
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"toward a theory of art therapy itself which 
grows out of

its own essence, nature and being" (p. 193). McNiff (1987)

also favored the creation of an "original theory,

indigenous to art" (p. 291).

Claims supporting the effectiveness of art therapy

have, therefore, rested largely on unscientifically-based

case studies and unvalidated assumptions. Feder and Feder

(1981) observed that there was reason to believe 
that

people who were unable to express themselves 
verbally may

be receptive to nonverbal therapy, but "such views about

the value of the arts therapies remain untested 
hypotheses"

(p. 52). Rubin (1984) observed that "much of the research

being done in art therapy is of mediocre quality" (p. 181)

and saw a "need to document the changes that all 
art

therapists feel sure take place but cannot easily

communicate" (p. 185). Rosal (1989) stated that narrative

case studies, which form the bulk of available research

data, "do not encourage objective evaluation of art therapy"

(p. 71).

The paucity of scientifically-based research 
is related

in large part to the structure of academic programs 
in art

therapy which has been designed primarily to train

clinicians with little attention having been given 
to the

study of research methodologies (Wadeson, 
1987; Rosal,

1989). McNiff (1987) has postulated, however, that "the

next growth area in the profession will be research and
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scholarship" (p. 285).

Tentative efforts in the field of art therapy toward

scientific research have been focused on quantitative

approaches and only recently has attention turned to the

merits of qualitative methods. Wadeson (1987) noted that

art therapy has reached a point at which it needs "more

penetrating perspectives" (p. vii) and the "development

of new methodological strategies to tap the unique data art

expression provides" (p. 289). Rubin (1984) stated more

specifically that "understanding and evaluating the art

process ... need to be tackled with a more

phenomenological and less quantitative methodology"

(p. 185). McNiff (1987) stressed the importance of

understanding "how images come into existence and relate to

a person's life and social context" (p. 289). Hillman

recommended that therapists, acting as if they were

"phenomenologists or naturalists", treat images

imaginatively (cited in McNiff, 1987, p. 290).

The subjective experience in performing an art task,

one of the most complex in art therapy, has been a focus of

interest, but not yet been a topic of scientific research.

It is commonplace, for example, for subjects who come to

art therapy to experience anxiety about their abilities to

use the art materials or draw (Rubin, 1984). The ways in

which a subject approaches this situation may be indicative

of patterns of behavior used in dealing with other personal
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problems (Dreikurs, 1986). After initial uncertainties in

performing art tasks have been overcome, however,

Kwaitkowska (1978) believed that "the peculiar nature of the

art experience helps break down self-consciousness, distrust

and caution" (p. 26).

Betensky (1977) was the first art therapist to look at

art expressions phenomenologically, i.e. in the context of

phenomena of consciousness. Using Husserl as a point of

reference, 3etensky (1987) recommended examining the

phenomena as articulated by the subject. Wadeson (1987)

has also espoused the view that "interpretation that is

not centered in the art-maker's experience may actually

interfere with one's more accurate understanding of the

art" (p. 99).

The subject may not always be fully aware of what

is transpiring when composing a work of art (McNiff, 1987).

The subject matter may be the genesis of a not yet fully

formulated thought or may involve a circumstance too

painful too articulate at that time. The use of metaphoric

art forms or language to bridge a gap in awareness or to

euphemize a problem is not uncommon in therapy. Casey

(1987) posited that the metaphor may serve as an "action

of illumination" (p. 129), a means by which a measure of

clarification can be achieved through phenomenological

description.

Therapeutic art work contains a potential for
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learning about self. Betensky (1977) found that subjects

could, during the phenomenological examination of the art

expression, experience:

The surfacing into consciousness of new insights that

were not there before, a coming together of bits of

thoughts into a truth about one's own self ... [and]

such experiences lead to a sense of new clarity and to

an awareness of heightened consciousness". (p. 179)

Nucho (1987) concurred that the phenomenological

nonjudgmental method of description assists subjects in

learning to "perceive more clearly and more accurately the

phenomena that abound within them and in their external

world" (p. 94). Both Betensky (1987) and Nucho (1987) have

developed models of art therapy based in part on a

phenomenological approach, but neither has apparently

addressed the aspect of internal experiencing of the subject

while the art task is being performed.

A Phenomenological Paradigm

What Phenomenology Is

Phenomenology is the exploration into the essence of

human consciousness. As it was developed by its founder,

Husserl (1962), phenomenology evolved as a philosophical

construct of a veridical scientific methodology for the

investigation of human experience. Steeped in a rich

antecedental background, Husserl's method is markedly



12

influenced by the doubt of the Scholastics, the

subjectivity of Kant and the directionality 
of Brentano.

It is essentially a subjective experiential approach which

Wagner (1983) assessed as a means of gaining "access to the

outer world from the inside of human experience" (p. 19).

The principal focus of the phenomenological method is

on the individual self, the ego in Husserlian terminology,

"as the only apodictically certain being" (Husserl, 1985,

p. 4). The method is tied to the experience of the

Lebenswelt--the Life-World or everyday lived world--as 
the

totality of existence, and it exists to the extent that it

is experienced by the self. The prestructured quality of the

world is an underlying commonality linking individuals in

society, although each person's awareness and experiencing

of the world is idiosyncratic. A major task of

phenomenologically-inspired methodology is to discover the

correlative aspects and constants of human experience

(Husserl, 1985).

Phenomenology portrays the world as a dynamic,

constantly changing universe in which individual experience

alters from moment-to-moment thus defying static theoretical

categorization of the patterning of inner consciousness. To

gain a better understanding of human experience, Husserl

(1960) encouraged researchers to immerse themselves in

scientific inquiry "in order to see clearly and distinctly

what is really being aimed at" (p. 9).
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What Phenomenology Is Not

Differences embodied in the qualitative-quantitative

polarity in current research, outlined by Bogdan and Bilken

(1982), illustrate those distinguishing facets that separate

the two approaches in the investigation of subject matter.

A phenomenologically-based inquiry is not founded on

a structured research design or preformulated hypotheses;

it rather proceeds on an evolving, flexible, unstructured

course which is determined to a large extent by the content

of the experience. It is not reliant on statistical

analyses and deductive reasoning, but uses descriptive

data and personal accounts from which to reach conclusions.

Phenomenology is not concerned with "hard facts" and

variables; it accepts all aspects of human experience,

however insignificant, as valid sources of inquiry and

eschews any designated set of values.

Phenomenologically-oriented studies do not seek to

examine specific or large populations and are unconcerned

with random sampling of subjects. They focus instead on

small numbers of unsampled subjects in order to obtain

a detailed configuration of human experience under given

conditions. They do not include laboratory experiments nor

replicatile designs, but rather favor informal or natural

milieux and encounters with the everyday world which occur

in the flow of human experience and cannot be recaptured.
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Underlying Premises of Phenomenology

The premises of Husserlian phenomenological methods,

were elaborated by Koestenbaum in his Introductory Essay to

The Paris Lectures (Husserl, 1985). These premises included

the following points which are pertinent to this study:

1. "The phenomenological method is the descriptive

analysis of experience" (Husserl, 1985, p. xii). As a

corollary, it is accepted that language generally reflects

the structure of experience. In cases where it does not,

experience can validly be examined "independently 
of

language" (Husserl, 1985, p. xii), as, for example, in

nonverbal artistic expressions.

2. "There is no absolute criterion of precision.

Precision is the function of context and subject matter"

(Husserl, 1985, p. xiii). Phenomenology recognizes the

multiform nature of consciousness, which encompasses a

broad spectrum of varying levels of complexity. Based on

the assumption of intentionality of human activity,

phenomenology holds that all facets of experience, 
whether

they be vague or distinct, must be examined in relation

to the conditions in which they transpired. "The fact

that experiences analyzed are often vague does not diminish

their certainty" (Husserl, 1985, p. xiii). In the

phenomenological field, all experiences are of merit and

none should be ignored, lest an important insight into

experiencing be overlooked.
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3. Because investigations can begin at any point in a

continuum, it is "necessary in practice to analyze some

terms and their corresponding experiences without prior

definitions" (Husserl, 1985, p. xiii). Clarification

emerges out of ongoing events; referents may change and

assume other meanings in the course of analysis. Meaning,

like life itself, is in a constant state of flux in the

natural world.

"The general purpose ... [in phenomenology] is to

seek for (sic) the absolutely presuppositionless" (Husserl,

1985, p. xv). It is through the suspension of judgment and

distancing from events that analysis achieves refinement and

greater clarification of the nature of experience. Given

the elusiveness of the absolute, this process is continual

and unending in the course of the investigation. Whatever

tentative conclusions may be reached, there will always

remain a doubt that it could have been otherwise.

Characteristics of Phenomenological Inquiry

The features that distinguish qualitative research

are similar to, and indeed often inspired by,

those inherent in the phenomenological methodology.

Taylor and Bogdan (1984) defined qualitative methodology

broadly as "research that produces descriptive data ...

[and view it as] a way of approaching the empirical

world" (p. 5). The research concepts that will be

applied in this study are phenomenologically-based to meet
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exigencies intrinsic to the use of art in therapy:

1. The descriptive mode is the sine qua non of the

phenomenological methodology. It involves an attempt "to

grasp the concrete and rich phenomena of the cogitationes

[thoughts]" (Husserl, 1985, p. 16) which must then be

interrelated to multiple connected perspectives to obtain

the most definitive picture available. Interpretive

commentary on events is avoided; reporting "must reflect

accurately the concrete contents of experience, precisely as

these are experienced" (Husserl, 1985, p. 13).

2. Scientific rigor is fundamental to phenomenology.

It requires that the researcher participate directly in the

activity being studied and, in doing so, assume a

nonjudgmental attitude toward events. Scientific proof

is.provided "by reference to the things and facts

themselves, as these are given in actual experience and

intuition" (Husserl, 1985, p. 6). Evidence, a critical

component, is "an 'experiencing' of something that is"

(Husserl, 1960, p. 12) and must in turn be subjected to

verification through the interconnectedness of experience.

An important aspect of verification occurs through

consultation with professional colleagues on problem issues.

3. Intentionality (consciousness is consciousness

of something) is a central focus in the conduct of

an inquiry. It provides guiding directionality in the

pursuit of meanings in experience. Intentionality is
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multifaceted and is "able to change into continually new

modes of consciousness of the same object" (Husserl, 1960,

p. 45) according to the field of perception of that state

of consciousness. Thus a new range of experiencing is

revealed on each level, which in turn leads to other

perceptions.

4. The analysis of data is not haphazard, but grounded

"in everyday life with its changing and relative purposes"

(Husserl, 1960, p. 12). Although an inquiry may begin at

any point, there is an inherent sequence in "an order of

cognitions, proceeding from intrinsically earlier to

intrinsically later cognitions" (Husserl, 1960, p. 12) that

governs the analytic processing of data.

5. The conduct of inquiry in a humanistic ambiance

which ensures respect for the subjects' rights and

confidentiality of data, in accordance with the applicable

legal code and ethical standards, is of utmost importance

(Lincoln & Guba, 1985). The establishment of trustful and

respectful rapport with subjects is basic to creating a

productive exchange (Bogdan & Bilken, 1982). Informed

knowledge of the subject's social and cultural background is

necessary to gain understanding of the person's cognitive

patterning (Goetz & LeCompte, 1981).

Qualitative methods are especially useful in areas

lacking clear definition, such as art therapy, which is

still in a formative stage as a profession debating such
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fundamental issues as what constitutes effective art therapy

and, more basically, what makes art an effective tool in

therapy. Research on these issues thus far has been

rudimentary and inconclusive, indicating a need for in-depth

research and especially for scientifically-based studies.

Broader knowledge of the art process in therapy, i.e.,

the subjective experiencing during performance of an art

task, is an essential step toward a deeper understanding of

how art may be an effective therapeutic modality. This

study represents a tentative effort in this area, and, as an

initial inquiry, it has provided indications for future

directions in related research. Given the unexplored and

multifaceted nature of the art process, a phenomenological

paradigm offers an optimal method for identifying

characteristics of the subjective experience in the art

process.

Statement of the Problem

In search of a more profound understanding of the

value of the use of art in therapy, this study explored the

subjective phenomena which occurred in the art experience.

To provide more comprehensive examination of this process, a

phenomenological paradigm was adapted to facilitate

objectification of an individual's inner experiencing in

therapy during the art process. The clearer delineation

of relationships between internal sensing and external
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expression in the use of art that emerged in this study

suggests a base from which to formulate more effective

therapeutic strategies and subsequent research.



CHAPTER II

PROCEDURES

This chapter presents the characteristics of the

subjects, methods used in the collection and analysis of

the data, internal reliability procedures, definition of

terms and research questions.

Subjects

Four persons--Subject 1 (51), Subject 2 (S2),

Subject 3 (S3) and Subject 4 (S4)--were selected by the

researcher from clients who had requested therapy at a

university counseling center which functioned under the

auspices of the counseling department of that university.

The researcher interviewed each subject separately to

determine suitability of the candidate as a participant

and willingness of the subject to cooperate in the study's

requirements.

The purpose of the study was thoroughly explained to

each subject, and after agreement had been reached, a

consent form was signed by each person (see Appendix A).

The researcher had had previous contact with S1 as a member

of a therapy group she had led the five weeks prior

to initiation of this study. The researcher had not met S2,

S3 or S4 prior to their recruitment for this study.

20
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The subjects were two males and two females, who ranged

between the ages of 36 and 48, with a mean of 42.25 years.

The four subjects were native Caucasian Americans, who had a

high school diploma in common. None had had any art

training beyond the secondary level of education.

The subjects differed in varying degrees on other

dimensions. Academically, SI and S3 were full-time

students, Si in a doctoral program and S3 at the master's

level. Professionally, S2 and S4 were full-time employees;

S2 had taken at least four courses in higher education and

S4 held three graduate degrees. Social status also varied:

Sl was married, S2 and S3 were divorced and S4 was single.

Economically, SI and S4 had annual incomes between $21,000

and $30,000 and S2 and S3 between $11,000 and $20,000.

All of the subjects had had previous experience in

counseling, and S1 and S4 had histories of therapy for

psychological difficulties that went back to childhood.

Participation in this study was the first experience in

the use of art in therapy for all of the subjects. By

chance, some degree of depression was a common element in

the presenting problem of each subject, which was

accompanied by varying levels of stress and anxiety.

Collection of Data

Each subject participated in eight videotaped therapy

sessions. In the cases of S2 and S4, technical malfunctions
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rendered the videotapes for sessions four and five,

respectively, unusable, and each of these subjects received

an additional therapy session to ensure recorded data for

eight sessions. The therapy took place over a period of

10 weeks in the same room in a university counseling center.

All of the therapy sessions were videotaped from a

central control room. The videotape medium has the dual

advantage of providing a documentary record of the 
verbal

and nonverbal aspects of the sessions. Mehrabian (1972)

stated that nonverbal language had a significant impact on

therapy and should not be ignored. Heimann and Heimann

(1972) underscored the merits of videotape in exploring

nonverbal movements in counseling interactions.

The therapy sessions were conducted within a

semistructured framework to ensure uniformity in approach

in the collection of data. In terms of duration, the first

and last sessions were at least two hours in length and

the intervening sessions at least one hour for a total of

10 hours for each subject and 40 hours for the study.

Sessions were held on a weekly basis, except in one

instance in which Si requested, for personal reasons,

an interval of two weeks between sessions five and 
six.

The context of each therapy session, regardless of

duration, had certain commonalities. Each session, with

the exception of the first, began with the subject providing

reflections on the previous session, which was followed 
by
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a number of arm exercises adapted from Cane (1983). A

description and the intention of the exercises adapted for

this study are found in Appendix B.

The art portion of the session, which followed the

exercises, was divided into three phases: (a) the physical

rendering of the art task, (b) a discussion of the experience

with the art product removed from sight, and (c) an

interpretation of the work while viewing the art expression.

At the end of each session, the subject was given an

opportunity to summarize the phenomenological meaning of

the experience.

The art materials employed consisted of all cotton

fiber 18 x 24 inch charcoal/pastel paper (Strathmore, White-

560-3); a hue range of 13 semihard pastels (Nupastel) with

each subject having a personal collection; two pencils

(Cont6)---a charcoal and a sanguine--which were shared in

common; and a brush and tissues for mixing/blending the

pastels. For drawing, the paper was affixed with clips to a

hardboard which was posed at an angle on a table. The art

product was viewed at a distance of 12 feet, displayed on

an easel

In the two-hour sessions, the following drawings were

requested of all subjects: (a) an introductory free-flowing

drawing (Nucho, 1987) in which the subject was asked to make

random movements on the paper and then to turn that product

into another picture by using some, all or none of the lines
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already drawn; (b) a pictorial statement of the subject's

current experience of the major presenting problem; (c) a

self-portrait of the subject's choosing; and (d) a picture

of the subject's life, if the major problem were resolved.

In the one-hour sessions, the two requested drawings

consisted of: (a) an introductory free-flowing drawing, the

same as the first drawing in the extended session, which was

followed by (b) a pictorial rendition of how the subject was

experiencing the overall presenting problem.

In each session, the subject was given general

instructions for the particular type of drawing to be

done. The researcher then assumed the role of the silent

observer, responding only as necessary to remarks by

the subject during the course of the work and noting time

constraints if needed. When the art product was completed,

it was removed from sight of both subject and researcher.

The subject was then engaged in a discussion of the

experience of "doing" the art work. Following this

exchange, the art work was displayed and the subject was

encouraged to discuss the work from a phenomenological

perspective.

Throughout these discussions, the researcher assumed

a nonjudgmental role, focusing on the subjects' remarks

and assisting in an elaboration and interpretation of

statements made about the art work or personal concerns.

Two major tasks of the researcher were assisting the
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subject in exploring the phenomenological aspects of the

art experience and facilitating the subject's understanding

of the interconnectedness of the divergent accounts of

personal issues with the art expression.

The researcher's comments and questions were designed

primarily to assist in the exploration of the subject's

remarks in terms of self-relatedness, subjective awareness,

feelings and/or cognitions, interpersonal relationships,

problem resolution strategies and personal insights. The

researcher functioned as a catalyst in the processing of

information presented by the subjects rather than as an

initiator of extraneous data for discussion.

At the end of each session, the researcher noted

observations in written form regarding any remarkable

facet of the exchanges, attitudes of the subject, ideas

stimulated by the interaction and issues to be further

pursued. These notes provided additional dimensions from

which to view the subject's phenomenological experience and

suggested other possibilities in examining the content of

the session.

System of Codification

The coding system established for the processing of

the transcribed data of this study was based on a format

devised by Bogdan and Bilken (1982, pp. 156-162) which was

adapted to conform to the purposes of this study. The
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seven codes that formed the umbrella of the analysis were:

(a) View of the Life-World--how the subject viewed self

in the everyday world and how the subject perceived others

in relation to self, (b) Strategy Code--how the subject

perceived and coped with the problems of the everyday

world, (c) Art Expression--how the subject experienced the

performance of the art task and interpretation of the art

work in terms of personal concerns, (d) Internalization

of Art Products--what the subject learned from the art

process and how the interpretation of the drawings changed

in the course of the art experience, (e) Process Codes--how

the subjects changed over time in therapy, (f) Literature

and Findings--concepts related to the current literature;

and (g) Research and Theory--how the researcher's view

developed out of this study and its relation to current

theories.

Within the framing codes, seven categories emerged

from the data. Bodgan and Bilken (1982) noted that the

categories are not always clearly defined and that "any

unit of data may be coded with more than one coding

category from more than one coding family" (p. 157). Some

overlapping of data within the categories was noted and

appropriately labelled. Three of the framing codes

(Process Codes, Literature and Findings, and Research and

Theory) were applicable across a number of categories and

were, therefore, designated as not being limited to any
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category. The seven framing codes and the corresponding

categories with their definitions are given below.

Framing Codes and Categories

View of the Life-World

1. Self-evaluation--the subject assessment of self,

i.e., self-worth and self-esteem, in discussing the art

products and personal concerns.

2. External Locus of Control--the degree to which

the subject believes that events affecting self were

determined by others or by unpredictable or uncontrollable

forces.

Strategy Code

3. Coping Mechanisms--strategies the subject had

devised to deal with, effectively or ineffectively,

problem situations encountered in daily life.

Art Expression

4. Performance of the Art Task--how the subject

conceived and experienced execution of the themes that

evolved while doing the art work.

5. Interpretation of the Art Work--how the subject

translated the images in the drawings into meaningful

expressions of personal concerns, either directly through

realistic interpretations, or indirectly with metaphorical

accounts.

Internalization of Art Products

6. Personal Learnings--what the subject learned from
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the art experience about self and/or about relationships

with others.

7. Interpretational Shifts--how the subject altered

perceptions or meanings of an art work during or after the

art experience.

Process Codes

Not limited to any category

Literature and Findings

Not limited to any category

Research and Theory

Not limited to any category

Data Transcription and Analysis

The data analyzed for this study consisted of

transcriptions of the videotapes of the therapy sessions

and the researcher's observations and comments made after

each session. Each videotape was transcribed verbatim,

including significant nonverbal language, on a word

processor and reviewed by the researcher prior to the next

session with the subject to ensure continuity in subject

matter and a logical progression in the therapy. The

observation notes were also reviewed in a similar manner.

The original manuscript of the transcribed data was

held intact and two copies of the transcripts were used

as working papers. Both sets of data were arranged

chronologically and the pages numbered by session. Wide
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margins were allowed for the noting of a coding 
system.

The transcripts of one set were reserved for coding of

category-related data, which was appropriately 
labelled to

indicate the session, the type of drawing and the phase of

the session (the subjects were already identified in the

typed manuscript). The second set of transcripts was marked

according to the discussion phases of each session (i.e.,

not seeing and then seeing the drawing) to provide an

available cross reference of data when needed for contextual

integrity and continuity.

To assist in the referencing of material, the

information that was used in the categories was recorded in

a separate file to facilitate the original location of

the data when needed. Lincoln and Guba (1985) noted the

importance of being able to establish an audit trail 
of

data to ensure dependability or confirmability of

information in a qualitative methodology.

Internal Reliability

Internal reliability of the categories was verified

by four evaluators or raters, an advanced doctoral student,

two doctoral candidates and one postdoctoral professional

serving as a faculty member of a university counseling

department. None of the raters had been involved in this

study. The Evaluator Information Form is in Appendix C.

The raters were provided with typewritten passages selected
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by the researcher from the transcripts, videotaped portions

of these passages and the definition of the categories to be

evaluated.

The rating involved three separate parts of which

Parts I and II were scored on a Likert-like response of 1 to

5, with 5 being the highest. Part I addressed the accuracy

and overall clarity of the transcript compared with the

videotape. There were 12 entries in Part I and the range

of the means was from 4.5 to 5. The evaluation and analysis

forms for Part I are in Appendix D. Part II dealt with the

presence or nonpresence of categories in passages from the

transcripts with a choice of three possible categories for

each selection. There were 48 entries in Part II and the

means of these selections, compared with scores of the

researcher were 95% for the principal category and 85% for

all of the entries. The forms relating to Part II are in

Appendix E.

In Part :Ii, passages were selected at random by the

researcher, and the raters were asked to select one of the

seven categories that was the most appropriate for the

passage. There was agreement with the researcher on 13 of

the 16 entries, or 81% agreement. The forms for Part III

are in Appendix F.

Definition of Terms

Art expression: Any mark on a designated art surface.



31

Art task: A visual art expression, the content of

which is freely chosen by the subject.

Coping:- The manner in which the subjects seeks to

deal with issues on a verbal or nonverbal plane.

Explicit thoughts: Cognitions that have clarity and

have been articulated verbally or artistically.

Implicit thoughts: Internal cognitions that may not be

fully formulated and may lack definition but may be capable

of being understood as a result of the art experience in

which they may become explicit in expression. Thus,

implicit thoughts are identified in retrospect, when they

have been expressed concretely by the subject.

Inner counsciouness: An awareness of an emotion or

thought which may or may not have been expressed overtly.

Such an awareness may be revealed to, or by, the subject in

an art experience and through this medium be expressed in

words or behavior. As in the case of implicit thoughts,

knowledge of these awarenesses is based on self-report of

the subject and may not be fully recognized until after

the subject has articulated them cognitively and/or

affectively.

Internal experiencing: Internal experiencing is

similar in content to inner consciousness, but differs in

that the awareness may not be confined to a particular set

of emotions or thoughts, but may involve a more conclusive

set of interconnected internal events marked by flow of
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thoughts, emotional feelings in an ongoing sequence that

may extend over a given period of time. Knowledge of

internal experiencing is based on self-report and may be

identified at the time of experiencing or in retrospect.

Metaphor: A communicational device in which one

thing is expressed in terms of another. In this study,

metaphors replaced reality of the external world in the

description of the meaning of the art works.

Realism: Perceptions that relate experience

appropriately to the external world.

Sense of self: Awareness of internal subjective

relationships with the external world.

Research Questions

The following research questions were posed in keeping

with the phenomenological framework of this study:

1. What was the subject's sense of self when beginning

the art experience and did this sense change in the course

of therapy'?

2. How did the subject internally experience the

performance of the art expression during the course of the

art task?

3. How did the subject translate inner conscious

sensing into personally meaningful expressions in the

art process?

4. Did the subject interpret the art product
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metaphorically and/or realistically in relation to personal

concerns?

5. Did the subject internalize (learn) about self

and relationships with others as a result of the art

experience?

6. Was there a difference in the subject's experience

of the art process without, and while, viewing the art

product?



CHAPTER III

RESULTS AND DISCUSSION

This chapter presents case descriptions of the four

subjects, an analysis of categories, a response to the

research questions, a discussion of the findings, the

conclusions and the recommendations of this study.

Case Descriptions

Subject 1

Subject 1 was primarily oriented to the now and had

recently embarked on an academic program for an advanced

degree to facilitate his reentry into the professional

world. He had a history of depression, dating back to

childhood, for which he had received intermittent treatment

into young adulthood. His present difficulties were marked

by unresolved feelings of inadequacy, worthlessness,

controllessness and generalized anxieties.

Despite these symptoms, S1 did not present a classic

profile of depression as outlined by Beck (1973). He had

over the years resolved some basic issues and no longer

suffered from self-blame, indecisiveness, or avoidance.

He was nonetheless still subject to sporadic bouts of

depression, which were immobilizing and of extended

duration, such as the one which prompted his participation

34
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in this study.

For Si, parental-related issues remained the primary

sources of his current anxieties and sense of inadequacy

in social and professional interactions. He was motivated

to deal directly with these problems in therapy. His

acceptance of therapy as a means of establishing greater

control over his life and his developed sense of inner

experiencing were assets in achieving his stated goal

of overcoming the state of depression.

Subject 1 had had difficulties learning to read at

school, which were corrected in a short space of time by

work with a tutor. He summarized his recollection of

the experience and how it became a source of one of his

residual problems.

S: All the years before that what people told me was

that --- (name) you are not trying hard enough when

you can't read that, that it is because you are lazy,

because you are not putting enough effort in and that

was very frustrating to me. It sort of built up an

image within myself that what I need to do when I am

having difficulty is try harder and that the reasons

for failure are, are lack of effort.

Subject 1 believed that he carried this pattern into adult

life and it had become a response to stressful situations.

S: But in things like looking for a job, I, I still

try too hard when I am on job interviews and when in

situations where my anxieties get the best of me it's,

those childhood messages still play and I don't know

how to turn off the tape (small laugh).

The belief that his parents, particularly his mother,

were the root of his problems was harbored by SI.
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S: I guess in the back of my mind there is still a

voice that says that they should have done better and

that had they been willing to face themselves, they
would have seen how destructive they were being to me

.. .I really believe that my mother did not want me to

be a functioning adult, that she wanted me to be an

emotional cripple who would live with them for the rest

of my life, or the rest of their lives.

He remembered his parents as being highly critical of him

and a feeling of never measuring up to their expectations,

which had an impact on his social relationships.

S: I always felt my parents didn't accept me and, ah,

when I was a kid in school, I was not accepted by the
other kids and I had very few friends and I just grew
up lonely and isolated.

Subject 1 believed that the parental failures in rearing

were the cause of his developmental problems.

S: You know, a lot of my adult life has been devoted

to undoing a harm that was done to me in my childhood
... I came into adult life without the emotional
equipment ... I needed to function as an adult and,

and I had a lot of suffering and wasted a lot of time

in reconstruction, had to go through the process of
parenting myself as an adult, that hadn't been done for

me as a child.... It has taken me years to reach the

point where I am now and a lot of hard work.

Subject 1 described what depression was for him in

his present circumstances and how he experienced it.

S: For me, depression is the sense that I cannot do

what I want to and that, that when I really am

depressed, it becomes difficult for me to move, and I

really have to struggle to get myself to do anything

.... So when I am depressed, I don't feel capable or I

feel something is holding me back from doing it....

I feel helpless.... And that, that this sense of

worthlessness, that I can't do things and therefore
I am worthless.

His central problem now revolved around an inability to

find professional employment.
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S: Because I think right now for me the biggest area

of, biggest problem is my lack of, lack of income, my

lack of a productive economic role.... If I had a

productive job, I think I would feel a whole lot more

in control. A job that I felt good about what I was

doing.

When asked how he would know when he had sufficiently proven

himself, S1 felt that successful completion of his academic

program would be the first step toward achieving his goal.

S: I have, you know, my goals for myself and that is

that I establish a private practice and with sufficient

income to take care of my family's needs.

Subject 2

Although S2 was oriented to the present, she was, in

connection with an impending relocation, preoccupied during

this study with the future and what it portended for her.

She had a history over the past decade of nonperiodic

episodes of depression marked by withdrawal, immobility,

excessive sleeping and overeating. Subject 2 had

previously undergone counseling for this condition, and her

current episode of depression had begun in December, 1989.

Subject 2 experienced her first serious encounter with

depression during an unsuccessful marriage, which was an

unending series of quarrels. She traced a history of

uncontrolled anger to adolescence, and she had long held

the conviction that things which were important to her

should be done when she wanted them done and generally

how she wanted them done.

From her viewpoint of the world, people functioned



38

within circumscribed patterns of activity in which

individuals acted according to prescribed guidelines.

She was comfortable only when she knew what was

expected of her and when she understood how people would

react in a given situation. She engaged in dichotomous

thinking and assumed that people in her environment

thought as she did and believed that their behavior should

conform to her personal code of conduct.

For S2, depressive symptoms were often precipitated

by an accumulation of unresolved problems for which she had

procrastinated in finding solutions. These problems were

most often those in which she believed the responsibility

or initiative for resolution belonged to the other person

rather than herself. Such issues became for her sources of

frustration, anger and circular negative thinking. Subject

2 was imbued with a strong sense of the work ethic and

described herself as a fighter. The fear of slipping

back into a depressive state was the motivational source

in therapy.

In seeking counseling, S2 was interested primarily

in finding more effective ways in problem solving and

greater flexibility in dealing with people as ways of

warding off depression. Developing an ability to be able

to "handle things" was a major focus for her. She was

dimly aware of the rigid structure in which she operated

and was also interested in learning ways of relaxing and
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"loosening up". Overall, S2 felt a need to learn how to

function more effectively in the world but had never been

able to identify the main source of her dysfunction.

When asked how it was to have the sense of freedom

she had experienced in drawing she summed up her view of

life.

S: I guess all I can think of is that it's just

different. I haven't ever really thought about it

before. I guess you don't, I guess you do have a

choice, but everybody gets up and goes to work in the

morning, gets a pay check at the middle and the end

of the month, and that's just what you're supposed to

do and you don't stop and think of it very much if
you want to eat tomorrow.

In talking about a butterfly in one of her drawings, S2

reiterated her view of the patterned nature of existence.

S: They [butterflies] appear to be free to do whatever

they want to, float on air, rest on a flower.... They

have a cycle like everybo-, everything does.... That

we all have a certain pattern that we have to follow,
just in life in general.

In interacting with others, S2 wanted others to react

as she would have in similar circumstances and to respond

in a reliably consistent manner.

S: I tend to expect people to treat other people

honestly, or how they want to be treated and people

don't think about that anymore.... Because that's

just like my neighbor, I would have taken care of it

[a 9-month overdue debt owed to S2].... I still feel

like it was his responsibility to come to me because
he was the one obligated to pay me.

In discussing cyclical depressive behavior, S2

described the variegated nature of depression as she had

experienced it.
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S: Depression can be so many different things. It can
be like the time of year, it can be when things aren't

going well. It's usually when I have for me too many

things and I can't get one thing resolved and go on to

the next thing.... When I get into that state of mind

for me I don't want to get up an go to work. I don't
want even to get up and face the world.

Subject 2 realized that her present patterns of

behavior were not working well and recognized the need to

develop more effective methods of thinking and communicating

if she were to achieve the emotional balance she sought.

S: But I want to be able to handle things.... I would

like to be able to tell people what I am feeling with
a little bit more tact.... I probably make it [problem

solving] more difficult than it needs to be, but I know

a lot of times, I have a problem, a problem seeing the

problem.... It's so hard when you are trying to figure

out a problem to look at it from a different

perspective though, because I see only one and end up
concentrating on one.

Subject 3

Subject 3 was present oriented, but entangled with a

past from which she was seeking to extricate herself in

order to create a more fulfilling social and professional

network. She had recently enrolled in a program of graduate

study to facilitate her transition to a new life. Subject 3

had a history of depression that dated back to a childhood

in an abusive, alcoholic family and had had two unsuccessful

marriages to alcoholic men.

She was working toward the replacement of longstanding

maladaptive forms of behavior with healthier patterns

appropriate to the status to which she aspired. Subject 3

envisioned herself as being in a transitional state between
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these two worlds and as being deeply imprinted by the old

and not yet fully adapted to the new. Ideas related to

transition and awakening were underlying leitmotifs in the

art work and therapy.

In this transitory state, S3 vacillated between these

two opposing patterns of behavior which often crystallized

in contradictory views of self and others. A sense of

differentness, dating back to childhood, that permeated

S3's thinking nurtured a belief that she was the object of

critical public regard and complicated her efforts to

achieve a new self-image which met her needs.

In this process of change, S3 experienced doubts

about her abilities to achieve her objectives and was beset

with evaluative anxieties (Beck, Emery & Greenberg, 1985),

which impacted adversely on her functioning. She spoke in

terms of a peripheral sense of depression, but her thinking

was dominated by such symptoms as negative expectations,

feelings of guilt, low self-evaluation, self-blame and

"anger turned inward" that are common manifestations among

depressed persons (Yapko, 1988). These symptoms were major

impediments in S3's struggle to establish a new identity

and to face the future with the confidence and equanimity

she desired.

In the course of therapy, S3 recognized that depression

at some level had been a constant in her life.

S: I am still fighting depression.... My depression
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has been over a long period of time. I think it goes
back to when I was young and my dad was beating my
mother a lot and I was terrified he was going to kill

her and~then I got these really bad headaches and then

turned around and married an abusive person just like

him. I don't know but I think between that and my

relationship with a husband that was an alcoholic, I

had my emotional needs extinguished more than I have

had them met.

Depression had become a part of her existence that she had

been unable deal with effectively.

S: I guess I'd have to say ... I do sabotage my own

progress. Maybe because it is more comfortable to be

stuck here, to be upset then it is to deal with it.

You know, how they say in a relationship, when the wife

is abused, and I have been an abused wife, that there's

something that keeps her in that relationship. There

is something tying me to my depression like, ah, maybe

a fear of the unknown, what's on the other side of it

if I do get very strong and develop this rosy, euphoric
personality.

Self-discovery had become an important goal for S3.

S: I want to discover who I am.... I am trying to see

what I am doing. I want to get in touch with my

feelings. I want to see how to strengthen my, ah,

coping skills because I think for a long, long time, I

lived in a vacuum. I didn't, I ignored my problems and

I ignored the fact that I was being abused in a number

of relationships and I, the familiar in this case was

better than going out and being on my own.

Subject 3's past patterns of inner consciousness involving

guilt, selfishness, self-punishment, and internal anger were

dominant features in the way she experienced life and

remained obstacles to be overcome in her search for self.

S: It's, there is a tremendous amount of guilt

connected with what I am doing now, because it is all

for myself.... I think part of it actually centers on

the guilt I feel actually taking, reclaiming my own

life, saying this is what I want to do with my life

.... Maybe I don't want to succeed in school so that

I can punish myself.... The red is anger. It's anger
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that is self-directed. It's internal and I inflict it

on myself.

Although S3 was committed to changing her negative

outlook to a more positive view, she found the old

patterns deeply ingrained.

S: I get overly concerned about how somebody is going

to react to my not doing something that they want me to

do.... Maybe I ask too much of myself sometimes. I

make it harder than it has to be.... That's about the

need to be perfect and breaking those old tapes that

say I have to always go out and give it 100% in each

and every direction and be all things to all people

and nothing to myself.

Toward the end of the therapy sessions, S3 believed

that she had reached a point where she was ready to make

some progress toward realizing some of her goals.

S: I think I am closer to confronting [my feelings]

than I have been in a long time.... It's painful; it's

not something I enjoy doing. But some things have to

be resolved in order for me to get on with my life and

that's where I am right now, trying to get on with my

life and not stagnate in the past and to break old

patterns and to start new ones that are more nurturing
for me.

Subject 4

Subject 4 was past oriented and ruminated over his

inability in junior and senior high school to be at the

top of his class, which had become for him the mold of a

life pattern of unfortunate career choices and job failures.

Although he had earned graduate degrees in a number of

fields, he regarded himself as slow to understand, tense

and inadequate as compared with his colleagues whom he

judged to be intelligent, relaxed and competent.
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Subject 4 had a history of depression and anxiety that

went back to childhood and for which he had received

treatment which extended into adulthood, followed by more

than a decade of participation in recovery meetings. He

attributed his problems to critical parents, overloaded

teachers, stringent school conditions, which resulted in

feelings of inadequacy and insecurity. As a youngster, he

identified with the cartoon characters, Beetle Bailey and

Sad Sack; as an adult he thought of himself as not having

changed emotionally since he was in junior high school at

age 14.

He manifested many of the classic symptoms of

depression (Beck, 1973; Yapko, 1988), such as poor

self-image, helplessness, negative expectations,

indecisiveness, avoidance of responsibility, escapism,

increased dependency (looking to others for guidance),

preoccupation with past errors and fatigability. He

further set unachievable goals for himself which

prepared the stage for defeat in his endeavors. While

portraying himself in unfavorable terms, he wanted his

associates to accept and recognize him as being superior.

In his eyes, he had always lacked requisite skills

for social and professional interactions and had been

unsuccessful over the years in significantly changing

that pattern. Discouraged by the unsupportive nature of

colleagues and competitiveness of the work world, he
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yearned for a life of retirement. Faced with the economic

necessity of being self-supporting, he sought in counseling

to reverse a negative career trend and to improve the

quality of his life.

Subject 4 attributed his present anxiety in functioning

--"the fear of going to screw something up"--to childhood

factors.

S: Oh, my upbringing, junior high, elementary school,

uptight teachers, crowds of fellow students, unwieldy

classes, teachers who were, had to be disciplinarians

because otherwise the whole situation would get out of

hand. Uptight parents.... I didn't get much of a

sense of security.

Subject 4 was sensitive to the problems he had experienced

in employment but lacked an awareness of his role in

contributing to these difficulties.

S: Well, ah, [I want to] figure out if there

is some external reason why, what can I say, in other

words, what's the deal? Am I not paying attention or

is, you know, it the stress of an office situation too

much.... Is my intellect deficient or is there

something missing in my background that other people

have that functions and that isn't functional in my

case.

An example of the paralyzing effect of indecisiveness

on his ability to carry through with tasks was illustrated

in the art work.

S: Well, each mark I put down, I think I could

possibly put it in another location, or I could have

started out differently.... I guess I do the same

thing if I want to read a book. I pick it up and in a

little bit I think, oh, I ought to be reading

something else. I can't really make up my mind and the

time runs out.

Similar anxieties affected other areas of functioning, but
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did not serve as learning experiences.

S: Ya,.I feel that way [anxious] about my work

frequently. I am wondering what am I going to do, how

am I going to get it done. Or when I write a letter, I

am wondering, gosh, I don't have anything to say....

Somehow it doesn't help when I have to do it the next

time. I just go through the same thing all over again.

One of the dilemmas that S4 had been unable to resolve

was his inability to learn from, and move beyond, what he

believed to have been degrading and formative experiences

in secondary school.

S: I wasn't really trained [in high school] to do

much except to be on the back burners. It handicapped

me later on.... I don't know, it does seem that I

have been fighting the battle of high school over and

over and over.... It's the same thing, trying to be

accepted and feeling that I am not. Being on the back

burners.... I would like to draw lessons from things.

The problem is that I don't seem to be able to draw

lessons from things. I just keep what they call in

recovery processing.

Subject 4 longed for extraordinary achievements, but

had been unwilling to put forth the dedicated effort such

accomplishments would entail.

S: I guess deep down I always wanted to excel.... I

wanted to be a [famous] --- (profession) and tell

everybody just what's going on.... I prefer to think

after me the deluge, and I would just like to increase

my free time to read books, read literature.

Since those possibilities had become with age increasingly

remote, he saw retreat from the stress of the work world as

a solution to his concerns.

S: I have always felt the siren call of retirement,

moving out to someplace where it is nice and quiet.

I've been aware of that for a long time.
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Analysis of Categories

In the framing and category system of this study,

four of the seven framing codes were directly related

to specific categories (View of the Life-World, Strategy

Code, Art Expression, and Internalization of Art Products)

under which seven categories (Self-Evaluation, External

Locus of Control, Coping Mechanisms, Performance of the

Art Task, Interpretation of the Art Work, Personal

Learnings and Interpretational Shifts) were distributed.

In this section, the framing code is noted under which

the appropriate category is listed and discussed.

The summary of each category and its interaction with

the art process precedes verbatim examples of subjects'

commentary from the transcripts of the therapy sessions.

View of the Life-World

Self-Evaluation

The way in which individuals perceive self is an

important indicator of how they experience others and the

world. Persons who manifest depressive symptoms tend to

express themselves in terms of feelings of inferiority

and/or inadequacy. Beck (1973) noted that such people view

themselves "as deficient in those attributes that are

specifically important to him: ability, performance,

intelligence, health, strength, personal attractiveness,

popularity, or financial resources" (p. 20).

In this study, subjects demonstrated varying levels
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of poor self-evaluation which were consistent with the

degree to which they were effectively dealing the challenges

of their respective problems. These attitudes were also

reflected in the way in which they perceived themselves in

performing the art tasks and interpreting the meaningfulness

of the art product. In this regard, S1 and S2 held

themselves in relatively higher self esteem than S3, and

especially S4, who exhibited the most negative view of

self. Indications of how the subjects experienced

themselves in the art process are suggested by the examples

of subjects' self-evaluations given below.

Subject 1

S: When I was young and had very few social skills anda

I had such a poor self-image that I felt like I had to

constantly prove myself.... I suppose going through
periods of depression maybe as part of life, feeling
inadequate, well if you want to do something and you
start out and sometime, or at least for me very often,
my ambition gets ahead of my capacity and then I feel
unhappy.... It is good that, that I am improving in
my ability to handle situations.

Subject 2

S: Oh, the only thing I can think of is knowing what
is expected of me in anything anda it's, it's probably,
it's always been hard for me to loosen up, and this
[the drawing] is a form of loosening up, of doing your
own thing (laughed abruptly). And I am not comfortable

with that. There are always some kind of guidelines or

something that I need to go by.

Subject 3

S: That's the way I felt about myself a lot. That I'm

ugly ... I'm different and I stick out like a sore

thumb, like a wart on the end of a nose.... Ah, ya,

lots of sarcasm. I can be really biting and cruel,

about myself in particular. Other people, I give them
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the benefit of the doubt most of the time, but myself,

I don't know, I can't accept imperfection in myself.

Subject 4

S: Well, a lot of times, I sort of act puzzled, act

confused and there's a lot of things going on and I

don't create the picture of confidence.... It seems

to me I put out a lot of strained effort and I look

tense and uncomfortable and then I find that I have

forgotten to do this, I have gotten this mixed up.

I must give the impression of a struggling employee.

External Locus of Control

The measure to which individuals assume responsibility

for self and have confidence in their ability to influence

their lives is an important component in the overall view of

self in interacting with others. The work of Rotter (1966)

on generalized expectancies showed significant differences

between persons who believed their behavior was determinant

in what happened to them (internal control) and those who

relied on outside intervention (external control). Those

who were self-directed were more likely to engage in

behavior that resulted in positive change than those who

depended on such forces as "luck, fate, chance or powerful

others" (Rotter & Hochreich, 1975, p. 105) to make progress.

The subjects in this study were located at various

points along the continuum between the poles of internal

and external control, with variations on particular issues.

Indicators of the extent to which subjects tended to rely on

self as opposed to others were revealed in the art work,

particularly in the rendering of pictorial themes,
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expressions of personal concerns and the prospects for

resolution of such issues. Subject 1 and S2 were generally

more oriented toward internal control than were S3, and

more clearly S4, who tended to assume reactive roles in

difficult situations. Samples of the varied aspects of

subjects' sense of control or controllessness are given

below.

Subject I

S: I think the, the childhood I had called into

question my worth and so I think that is sort of a

hidden issue to me.... I knew what they [my parents]
thought about me was a distortion of what I really was,

but, ah, I think I wanted very desperately for them to

understand what I really was.... Even actually a few

years ago, ah, it was very important for me to have my
parent's approval.

Subject 2

S: So, I don't like not to be in control of a

situation.... I was always pretty well in control of

the situation at work when I worked for my dad and, ah,

as far as my life went and everything, and I think that

is part of the reason that I don't trust a lot of

people here because I just don't feel like I'm in
control of what's happening.

Subject 3

S: It sort of looks like I'm just used at times
and I see that in repeated patterns in my friendships
and I give, I give until it hurts and I very seldom
get back.... I think it's a desire to be accepted
and approved of.... If I don't feel that way, why do I

have this compulsion, this dreaded desire to make, ah,
people accept me.

Subject 4

S: You know, fearing to do something 'cuz they are

going to fail at it.... Ah, I keep wondering, ah,

what are the criteria, what are the standards. Am I

going to be graded, have I done it right, have I
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done it 75% right.... It's always there. Umm, feeling

being overloaded, or a fear of making some mistake, or

a feeling that other people are competitive or, ah,

indifferent, not supportive.

Strategy Code

Coping Mechanisms

An individual's willingness to take responsibility

for initiating action and to take risks in interpersonal

relations are directly related to an ability to solve

problems effectively. Mosak (1983) stated that the

willingness "to engage in risk-taking behavior when one

either does not know the consequences or when the

consequences might be adverse" (p. 59) is called courage.

Each of the subjects of this study aspired over the long

term to become a courageous person, defined by Dinkmeyer

and Losoncy (1980) as one who has "developed confidence in

his or her ability to cope.... [and] problems are seen as

challenges of living--things to be expected and handled"

(p. 42).

In the course of working toward this goal, those

subjects who showed willingness to explore paths outside

of their habitual modes of behavior tended to look at

personal issues differently as well. They also were more

adventuresome in developing drawing skills and the content

of the art products. Among subjects, S1 and S2 demonstrated

progressively more changes in perceiving and actions in

resolving their difficulties than S3 and S4 who entertained
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new ways of thinking but were less likely to incorporate

them into their patterns of behavior in the Life-World.

A sampling of subjects' responses on coping strategies

follows.

Subject 1

S: I feel unfulfilled in that respect that I am not
able to get a job, not able to take care of my family
.... And so I have these obstacles to overcome, I've

got to work extra hard to sell myself on an interview,

and then try too hard.... You know I haven't given up

on myself or on life, that's why I decided to go back

to school. My feeling is ... if you are having trouble

looking for a job and you are not working and then one

of the alternatives to working is going to school. It
has the side effect of making you more employable.

Subject 2

S: It's frustration that I can't handle it, can't get

my feelings across more clearly so that somebody can

understand what I need or to relate to me what they

need so I can understand better what they need.... I

usually end up keeping it [anger] inside of me until

it builds up so much that I yell, scream or whatever,

take it out on somebody.... My only way to cope with
it [anger] I guess is just not to be around people....
[I want to be] more open so I can express my feelings.

Subject 3

S: There's something inside of me that's holding me

back. I do, I haven't gotten in touch with that yet.

It's like I am my own worst enemy.... Yes, I know that

intellectually, but emotionally for some reason I

don't. I mean, obviously I'm not responding to it,

then on some other level I'm still sabotaging myself.

Subject 4

S: Well, ah, I could manage my time better and not

have so much anxiety. That distracts me and wastes so

much of my time and I end up making bad decisions 'cuz

... my mind is not on what I am doing, what I need to

be doing. It's on something else. If I do detail work,

I make mistakes, do more work based on that work, so

the additional work has mistakes in it.
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Art Expression

Performance of the Art Task

This section deals with the subjects' descriptions

of inner consciousness processes and the conception of the

art expression during the performance of the art task.

These comments were collected immediately after the art

task had been completed. In this way, the subject

discussed what had transpired during the performance

based on recall of the experience unaided, then aided,

by visual perception of the work.

In these discussions, subjects generally responded to

the invitation to "tell about doing the drawing" with

accounts of how they experienced the task in terms of

feelings. In response to the question "how the drawing

happened", subjects usually recounted the cognitive

processes that inspired the drawing and the sequential

steps that led to completion of the art product.

In some instances, subjects were unable to trace

a thought pattern and were uncertain how the drawing

materialized. In those cases, the drawing was not directed

by a sequence of thoughts, but developed literally "out

of itself" without internal direction. This section will

be concerned primarily with the feelings expressed during

the doing phase and the cognitive patterns that emerged

while viewing the art work.
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Feeling.

The feelings which were most frequently expressed by

the subjects during this phase were pleasure, unknowingness

and control. In some instances, most commonly in the

problem drawing, subjects reported stirrings of discomfort

and/or depression-related feelings during performance

of the task.

Expressions of unease over the lack of technical

art skills were voiced particularly in the early

sessions. As the subjects became more accustomed to

working with the art materials, noted beginning in the

third or fourth session, they manifested more pride in

their drawing and a willingness to accept it as a valid

expression of some aspect of self. Filling the entire paper

with a design was also regarded as a proudful achievement.

Representative expressions on variations of

pleasure by the subjects were:

Subject 1

S: Oh, it was a lot of fun anda I drew with
self-confidence. I didn't think a lot about what I
was doing.

T: What kind of feeling did you get as you were

doing it.

S: Oh, I enjoyed it. It was fun; it was sort of

exciting.

Subject 2

S: Ah, I was just playing (laughed). I wasn't too

concerned about it because I was just playing, being

relaxed.
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T: How was that for you just to play and be relaxed?

S: It was fun; it didn't have to be anything in

particular.

Subject 3

S: Oh, it was fun.... I don't know, I think I felt

more creative and I felt more at ease, you know, with

actually doing the picture, and I kind of wanted to

risk a little bit with grey and the frame around it.

Unknowingness occurred on various levels in the

creation of the drawings. Subject 1 and S3, who possessed

advanced skills in composition, compared the art experience

with writing, and S4, with occurrences in the Life-World.

Subject 1

S: It [drawing] is sort of like writing. When I

write, ah, I may start out by just putting down my

ideas on paper and then as I rewrite and edit ... get

rid of things or change them to fit better into the

organizational pattern I am trying to create.

Subject 3

S: I don't know what I am thinking until I express it

in another medium other than just up here scrambling

around in my head and thinking it through. Writing

helps me understand what it is thinking or feeling.

I can see that same theory applying to the art as well

and it's sometimes surprising what I come up with when
I stop to look at it.

Subject 4

S: Well, I guess it goes on all of the time. I mean,

you start the day out and you don't know if you are

going to get into an accident or not on the way to

work.

Beginning a drawing with a "blank slate" was expressed

with different variations.
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Subject 1

S: I am a total blank at the moment.

Subject 2

S: I didn't know exactly how to do it [a problem

drawing] or how to picture it. You know, I keep going

back and forth between, ah, not wanting to be

cooperative, not wanting to listen and not wanting to

have something else I have to think about to, ah,

accepting the fact and trying to decide how I am going

to go about it and what I need to do.

Subject 3

S: I didn't know what I was going to do.

T: And how was that for you.

S: A little anxious, but not much. I mean, I guess

it's like creating a paper; you don't know what you are

going to do until you sit down and start working with

it, and it more or less creates itself. It's not like

I had a lot of control over it. I was just trying to

put something on paper.

Subject 4

S: The feeling was that I didn't know quite what to

do, so just do something.... Well, I didn't know where

I was starting from and I didn't know where I was
headed.

The satisfaction of attaining a desired level of

control or some form of mastery while doing the drawing

was expressed variously.

Subject 1

S: I already had the idea and I could put it down on

the paper and I didn't, I did it very quickly and,

ah, I did pretty well what I wanted to do so, I

felt in control of things and giving me a sense of a

lot of freedom.

Subject 2

S: Ah, it felt like I had a handle on things and
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things were more comfortable for me. Then I could

just relax...., Umm, I feel like I'm getting more in

control '(small laugh). Umm, of course, that's just
the comfort that things are going smoother, I don't
have so many things on my mind.

Subject 3

S: It was pleasant, kind of like a little inner

peace that I feel like I am getting control of things

that I have had before negative feedback on, anda

it's sort of a power surge to realize that you do have

some options and choices. So, it was a pleasant
experience, a feeling of accomplishment.

Conception of the drawing.

Eliciting subjects' commentary on conception of the

art expression centered on a general inquiry into how the

drawing was conceived. A difference was noted in the

subjects' approach to the free-flowing drawing, for which

no contextual instructions were given, and the three other

types of drawings (problem, self-portrait and solution

themes), for which thematic directives were given on the

overall purpose of the drawing.

In the free-flowing drawing, the limbering up exercises

and/or the random movements with the hands in the air which

ended the exercises, often inspired thoughts or lines which

in turn evoked imaginal or ideational focus and became a

motivational theme in the drawing. In other cases, subjects

began a drawing by making related random lines until a

combination of shapes or colors gave rise to other imaginal

concepts that coincided with the subjects' experience.

Frequently, a subject began with an idea evoked by
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a line or color which, in a step-by-step process, led

sequentially-to other images. The subject was not always

aware of the entire content of the drawing until it was

completed. Or, the subject may have had a mental image of

an idea and, if unable to pictorialize it satisfactorily,

the drawing became something quite different from the

original mental visualization.

In the other three types of drawings (problem,

self-portrait, and solution), a more frankly cognitive

approach was noted in contrast to the spontaneous effort

of the free-flowing drawings. The subjects most generally

began with an overall mental concept or image, but usually

without a clear plan of how it would be executed. In the

latter case, performing of the drawing became a matter of

experimentation, organization and/or "filling in the

spaces".

Conversely, the subject was in other cases at a loss

of how to depict the directed theme of the art task in

personal terms. In such instances, the subject usually

worked until the suggestion of a pictorial image emerged,

or, failing that, rendered an abstract or fanciful drawing.

Examples of subjects' observations on the processing of

performing the free-flowing drawings are given below.

Subject 1

S: Well, I started with sort of the, before I started

drawing the colors, I thought about, ah, instruments.

That was suggested by the exercise, so I thought maybe



59

at some point I would put musical instruments in it....

I wasn't directing [in the exercise], actually I

thought'I was moving like birds ... it started out sort

of as the idea of birds, but then it got associated
with playing musical instruments.

Subject 2

S: I wasn't thinking of anything, but then, you know,
it did occur to me that it felt like I was making

larger movement and more open.... I guess since I

started out with green and the movements were so big

that at one point a golf course entered into my mind,
so I just made it into a golf course.

Subject 3

S: It started out, you know, kind of pleasant, kind

of, you know, just doodling. Ah, but the more I

thought what I was doing, sort of analyzing it from my

own standpoint, the, ah, it seems like, especially on

the second concept, everything I do is an extension of

myself, and I frequently give so much of myself that
there is nothing left of the base.

Subject 4

S: I was going to try to draw a cave buffalo, kinda

like one of the caveman paintings, but it just didn't

come out right.... I had no idea what was going to turn

out.... When I tried to draw it, it just didn't come

out.... I thought, well, it has to be a fish then....

It wasn't exactly what I had in mind when I started.
Not at all.

The ways in which subjects experienced the performance

of the thematic problem drawings was expressed in various

ways when they were asked to talk about the drawing task.

Subject 1

S: See, I'm outside of the house.

T: Tell me about that --- (name).

S: Well, I decided that, that the last three cases

were through the open door anda so since the door is

open, the next step is to go out. So I drew it. I

drew myself outside, still under the porch, but looking
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into my yard, with the black cat that lives in our

neighborhood and comes around in our yard all of the
time.

Subject 2

S: I didn't think about it. I just had an idea and
I didn't know how I was going to draw it.... I thought
well here's a mountain and then I thought, well, I'll
put some trees in the mountain, and those took a bit of
time. And then I thought, oh, I'll put some flowers

down here, we need some flowers, and then I thought
we'll make it a sunny day and we'll put the sun over
there. And then I thought, oh, well, we need a little
brook over there, so I put the little brook in there,
anda then I thought some billowy clouds are O.K. in
there, so I drew those in. And I want some birds in
the sky, and then I drew me half way up the mountain.
I was just putting down what came to mind.

Subject 3

S: Well, I was stumped, I am really stumped. I am not

exactly sure where I am. I like to think that I am
further along in my progress than I was a couple of
weeks ago. With the, what turned out to be a heart
shape started out with the idea that I had over the
weekend about questions, questions, questions, you
know. Some questions on this side and some questions
this side, backwards and forwards and I had this image
in my head of question marks just wrinkled all over
the place. So that's one question mark this way and
one question mark way and then I saw the heart.

Subject 4

S: I read a book that I was trying to describe. It was
a psychology book and I was trying to describe what one

of the characters was saying.... He said, he felt like

he was walking down this path and the path was just
constricted as he went further down that path.... It's

kind of like being on the same path and having fewer
opportunities.

Interpretation of the Art Work

Art was employed in this study as a tool to explore

personal concerns through a drawing medium which allowed

subjects to develop an idiosyncratic pictorial language
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and style congruent with a personal view of the world. The

conceptualization of the four different art tasks differed

with each subject, but the significance of the drawings

described by each subject was consistent with that person's

perception of life's tasks.

Descriptive language used in articulating the meaning

of the art work generally suggested a search for relational

ties between the art image and personal issues. A synoptic

statement for each drawing extracted from the verbatim

transcripts is found at Appendix G. In this section,

the general themes characterizing the four types of

drawings are briefly described followed by a discussion of

the principal ways the subjects interpreted the thematic

content of the drawings.

The drawings.

In the art work, symbols and images emerged that became

synonymous with a subject's artistic signature. The

therapeutic core of the art expression, the problem drawing,

revealed a general recurring theme throughout the sessions.

Subject 1 focused on his struggle to overcome depressive

symptoms to function more effectively professionally 
and

socially (Figures 2, 6, 8, 10, 12, 14, 16, 18). Subject 2

sought effective strategies to resolve problems 
that

threatened to undermine progress made in dealing with

episodes of depression (Figures 22, 26, 28, 30, 32, 34,

36, 38).
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Subject 3 explored various aspects of the problems

involved in the transition from one life style to another

(Figures 42, 46, 48, 50, 52, 54. 56, 58). Subject 4

grappled with difficulties experienced in defining the

problem and accepting responsibility for its resolution

(Figures 62, 66, 68, 70, 72, 74, 76, 78).

The free-flowing drawings generally reflected the

mood of the moment or an implicit preoccupation. Subject 1

examined the potential dangers in life and ways of

confronting and surviving them (Figures 5, 11, 13). He

also identified with the strengths of positive forces of

nature (Figures 1, 7, 15) and imagined steps in resolving

major issues in Chagallesque fantasies (Figures 9, 17).

Subject 2's free-flowing drawings suggested the

moods experienced in confronting difficulties of that moment

in the Life-World (Figures 21, 25, 27, 29, 31, 33, 35, 37).

Subject 3 concentrated on examining positive growth

patterns to replace ingrained negative behaviors of the

past (Figures 41, 45, 47, 49. 51, 53, 55, 57). Subject 4

addressed indirectly the unknowingness qualities of

problem-related issues through the media of an abstraction

(Figure 61), fanciful animals (Figures 65, 69, 73, 75, 77),

and caricatures of human faces (Figures 67, 71).

In the self portraits, Subject 1 drew, in the first

session, a front view bust of himself with a serious facial

expression (Figure 3), and at the end of therapy a similar
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bust image with an unhappy expression (Figure 19).

Subject 2 initially sketched herself as a half-size figure

with a "portrait" smiling face (Figure 23), and in the

final session, a front view bust rendering of her unique

physical traits, again with a smiling face (Figure 39).

Subject 3, who had a negative body image, drew herself

as an abstraction in both the beginning and end portraits

(Figures 43, 59, respectively), although in the latter case,

she attributed more positive qualities to herself as a

person. Subject 4, like S1, sketched himself initially in

bust form (Figure 63) and finally in full length at his job

working at a desk (Figure 79).

In the solution task, S1 displayed himself as a

symbolic butterfly free to fly and mix with others

(Figure 4), and, at the end of therapy, drew a full size

portrait of himself writing, his preferred occupation, at

a new computer (Figure 20). In the initial drawing, S2

drew the physical and social elements necessary for her

happiness (Figure 24) and, at the end, portrayed a'rainbow

with a person moving toward the proverbial pot of gold

(Figure 40).

At the beginning of therapy, S3 saw her solution as

peace punctuated by a suggestion of tension (Figure 44)

and, finally, she described herself as an invisible part of

a naturalistic scene (Figure 60). Subject 4 envisaged his

solution initially as a weekend retreat in the country
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(Figure 64), and later as being a scholar in symbolic

mountains (Figure 80).

Interpretations.

A preference was demonstrated for a realistic

interpretation of the art expressions, describing the

pictorial rendering in relation to individual issues.

Of the 80 drawings included in this study, 63 were

described realistically in personal terms and the remaining

17 were treated metaphorically by subjects. Recourse to

metaphorical interpretation of the art work was most

practiced by Si and S4, while S2 and S3 chose to interpret

their drawings in terms of the reality of their problems.

All subjects treated the self-portraits and the solution

drawings with realism.

Subject 1 resorted to metaphorical description of

three of the 20 drawings. These three were free-flowing

drawings (Figures 5, 11, 13) in which he depicted

life-threatening versus survival themes in different

contexts. Subject 4 chose to interpret 12 of the 20

drawings metaphorically, the eight free-flowing drawings

(Figures 61, 65, 67, 69, 71, 73, 75, 77) and four of the

eight problem drawings (Figures 62, 68, 70, 72). Subject 2

and S3 intermittently spoke in the second or third persons,

but did not dissociate themselves completely from the

interpretation of the art works, i.e., interpret the sense

of the drawing through a third medium.
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Subjects related the meaning of drawings realistically

to major concerns in various ways. In the examples below

Si and S2 dealt with depression, S3 with transition and S4

his problem.

Subject 1

S: Well, it's (Figure 18), ah, I see two figures

struggling, one is, the one on the bottom is trying to

push his way up. He still wants to get the upper hand

and, ah, and I'm on top and I am holding him down, anda
then out from that the sort of, ah, ah, I don't know
how to describe, these columns of colors, that sort of

suggest that, that there is something of value about

this, ah, and maybe something of beauty about it.

T: What is that value for you?

S: Ah, maybe self-understanding, ah, a sense of, ah,

a sense of worth and a sense of having some control
over my life, ah, the guy who is on the bottom won't do

me much good.... Now he's in the down position and I am

in control of him and I have separated myself from him,

ah, but he's still there and he's still a danger to me.

Subject 2

S: Where I am right now (Figure 28) is just off

center, and I, the person to the right is where I want
to be. That's me where I want to be and I am trying

to help myself get there. And the green is the solid
ground that I feel like I am on and, of course,
underneath me it's partly muddy, slippery and partly

green, ah, and then over the left, I know is where I

could be and where I don't want to be, depressed and

upset and not wanting to deal with life period.

Subject 3

S: It's (Figure 54) like two selves coming together
.... I'm thinking like, you know, selves coming

together and yet maybe pulling apart at the same time.

They overlap, you know, they want to come together and

yet they just can't quite make it.

T: And where are you in that process?

S: Somewhere in the middle.
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T: Does the drawing tell you something about that?

S: Sometimes it's so close and yet so far. That's

the way it feels some days. Some days it feels like

I am making progress and other days it feels like I'm
not making progress.

Subject 4

S: I wanted to make it (Figure 74) look like a neon

sign.... I guess everyone with a problem fears that

deep down that they have got some kind of sign. A kind

of neon sign, I have a problem.... I am afraid people
are going to look a me and say that guy's got a
problem.

T: And what could you do about that.

S: I guess the neon sign could be disconnected.

In realistic explanations of free-flowing drawings,

S1 examined personal strengths, S2 maintaining balance, S3

a new self-image.

Subject 1

S: Umm, so, ah, ah, there's, there's sort of sense of

movement there (Figure 7) anda, anda, a power that, ah,

the waterfall is very powerful and the, ah, sunlight

has the power too, actually, it drives the whole
scene. Without the sun, the trees wouldn't grow, the

water wouldn't be flowing.... Well I guess I have

[identified with the sun], I have, ah, I can cast light

on things and maybe help things grow, and I also have
a power within me.

Subject 2

S: It (Figure 35) is pretty, pretty open. There's not

anything there that's in the way, and the train is

starting back there and it goes all the way down there,

but it has the places where it can get off track, so
it's a challenge to try to stay on the track and not

get off and run into something else or another train or

derail or whatever.

T: Where's the train going?
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S: It's not really going anywhere. It's just trying

to keep'on the main track and not get diverted.

Subject 3

S: It (Figure 57) is loud. It's bright. It's

cheerful, it's colorful. Ya, it's kind of different

from anything I have done this far. It looks like it.
It feels like it.

T: What is that feeling?

S: Sort of an optimistic overview, sort of festive, I

mean, I'm not a basket case as I was after I took the
test before....

T: What is this differentness?

S: Oh, not fitting into a succinctful pattern of some

sort and being, being, strong enough to not fit in the

mold, to not be just Susie homemaker or whatever, to be

something that will develop me rather than an appendage

to somebody else and that's the way I've viewed myself

for quite awhile. I said, ya, I'm different and that's
O.K.

Metaphorical interpretations by S4 in both problem and

free-flowing drawings contained similar qualities of

detachment and indirectness.

S: I don't know, it (Figure 70] strikes me as

something formidable like an obstacle or something....

It could also be a mountain in a distance.... A

mountain could be a mountain of troubles.... It's big,

vast, mysterious, hard to take it all in, you know,

in one glance, hard to comprehend, you know, nature and

all of that.... Something that can't be easily defined
or labelled.

Subject 4 later described the characteristics of a bird.

S: Oh, well, it (Figure 77) looks like a somewhat

awkward bird.... Looks like he is falling over

backward; he is just managing to balance.... The legs

are pointed the wrong way. Pointed in two different

directions.... Looks like he is trying to face up to

something, but he wants to run away.
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Internalization of Art Productss

Personal Learnings

Learnings experienced by the subjects during the

art process were focused almost exclusively on reflections

about self and only indirectly related to concerns about

others. The latter observation was consistent with a

pictorial constant of noninvolvement with others in problem

drawings throughout therapy. One explanation for this

phenomenon was contained in a response to a question

concerning the absence of others in a problem drawing.

Subject 2

S: Where are the other people? Ah (silence, shifted

body), they're not there (laughed). I'm not worried

about them. I'm trying to make sure that I have

things in the right perspective, and, ah, if I can

have things in the right perspective, then I'll be
able to handle it.

Learnings articulated by subjects related to

performance of the art task and to insights gained from

the completed art product. In some cases, the learnings

were new perspectives for the subject and, in others, they

embodied familiar information understood in an altered

context. Learnings prompted by the performance of the art

task included:

Subject 1

S: Well, as I, as I finished the first part of the

picture I guess I felt that I was doing O.K. and I

didn't worry about, need to worry about being so

precise, that, that I could just draw more freely....
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T: Umm, and how is that when you give yourself

permission to be freer.

S: Well, then I am more self-confident anda it feels

better.... It's letting myself be myself anda not

being critical and not worrying about what criticism

I am going to get. Just expressing what I am, what I

am trying to express and being more economical about

it, using less energy.

Subject 2

S: I did draw pretty confined lines when I first

started but am being more comfortable with open long

lines, not, ah, real short lines, and filling it all

in and making a certain pattern of it. I'm a lot more

comfortable with that....

T: And what is that openness.

S: Ah, I think really trying to understand what's

going on with me and dealing with it instead of putting

it off in a corner or dealing with it later.

Subject 3

S: Well, it's sort of like what I said at the

beginning of the session, it's real amazing to me that

there's a part of me that I'm not in touch with.

T: As you were doing this [a free-flowing drawing], did

you have some awareness?

S: Ya, I had an awareness that what I was doing was

directly tied into a sort of new realization. I was

still working on me.... You see, I know these things,

but the surprising part is that it comes out as an

expression on paper as a flower.

Subject 4

T: When did the idea come to you?

S: Right after I drew the lines and started turning

that page around.... Well, I think, well, it was just

a matter of putting in the sky, little shadings to

represent trees.

T: And how did you feel when you could do that?

S: Well, I wondered if that was really what was on
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my mind. Am I really depicting what I am thinking?

I think it could be a pretty good stand-in for what I
am thinking.

Learnings inspired by the pictorial images of the art

products were tied to the associations of the doer:

Subject 1

S: Well, there is a lot more smoke than fire....

So that the signs of danger are, are a lot more

prevalent than the actual danger and the signs of

dangers may be the biggest factor rather than the
actual dangers.

T: The biggest factor in what sense?

S: In what I am reacting to. That, ah, I may be

frightened by the signs rather than the thing that is

actually dangerous.... That I should look at what I

am reacting to, whether it is an actual danger or

whether it's just an indication that a danger may be
present.

Subect 3

S: Don't squirrel myself away. When you've got

something to do, do it, don't procrastinate and stay

frozen in fear. Just do it, as they say.... I do have

strengths, and I need to focus more on my strengths
than on my weaknesses.

Subject 4

S: I just wonder if I'm in situations where I always

know what I am going to do. Umm, I don't know if I am

that patterned, or that, ah, ritualized or whatever the

word is, to where I just constantly just do the same

thing all of the time. It seems at some times, I

improvise, so obviously if I am driving and I can't

get a certain way, I can't go a certain way, I'll take
another.

Interpretational Shifts

The separation of the discussion of the art work during

the therapy into two phases--the first in which the art

expression was removed from view and the second in which the
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art product was viewed at a distance--revealed that subjects

experienced altered perceptions at times on some aspects of

the art experience. Such shifts in views among subjects in

this study fell into three general areas: (a) the feeling,

either positive or negative, related to performance of the

art work; (b) the visual perception of the content of the

drawing; and (c) the interpretation of the meaning of an art

work. There was some overlapping of elements of each area.

Additionally, a more complex experience occurred in

some instances when associations evoked in the discussion

of the performance of the art task led to completely

different conclusions when viewing the drawing. The subject

was seemingly unaware of the altered view until after it

had been articulated.

Casey (1987) noted that "remembering, regarded as a

mental act, is intentional in structure" (p. 48). In one

sense, the experience of remembering may have functioned

as a preliminary exploration of an issue in preparation

for a more in depth consideration of the matter while

viewing the drawing. No satisfactory explanation of this

phenomenon emerged from the therapy sessions. An

elaboration of the therapeutic function and value of the

remembering experience is beyond the scope of this study,

but this may be an area of interest for future study.

Selected examples of these interpretational alterations

are given below.
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Feeling.

When discussing the experience of doing the drawing,

SI expressed feelings of unhappiness over the self-portrait

he had drawn because it was not representative of the image

he had envisaged of himself.

S: I felt kind of unhappy when I was doing it [the

self-portrait].... Well, ah, actually what I had in

mind I thought was a fairly happy face and with some

vitality in it and the face I drew did not have any

vitality in it.... Anda, ya, I am feeling unhappy
right now talking to you about it.

After seeing the self-portrait, Si concluded that the

drawing had captured more of his feeling than he had

initially realized.

S: Ah, I suppose I am laughing because I am taking

myself too seriously in the picture.... I was looking

intently at the paper trying to figure out where

everybody, everything should go.... In a way, it's

good, it was a good rendering of what I was feeling

at the moment.... Well, I feel a whole lot less unhappy

now than when I was doing it.

Subject 2 felt the need to have a concrete image in

mind when performing the art task.

S: I'm, well I am getting more comfortable with it

[drawing], but I feel like I have to stop and think

instead of just being able to do it. I am not to a

point where I am comfortable enough where I can just

do something without trying to see something there.

T: What would it take for you to do that?

S: I'd have to relax the barrier in me thinking that

I have to go by my guidelines to make it into something

specific instead of just being free with it.

After seeing the drawing, S2 came to the realization that

she could be less structured in the art task than she had
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believed possible.

S: I, I was relaxed about the first part, but seeing
something different in it, that's the first time I've

seen something different in it from what I thought I

was doing and then, when you put it up there, I saw

something else in there. So that's different.

T: How was that for you to see something in it you
hadn't seen before....

S: Well, it was a good surprise. When you put it

up there, I saw something different than what I

started out with. That's being, I want to say, that's

being flexible.

Subject 3 frequently drew floral motifs a la O'Keefe to

express her inner experiencing.

S: Like I said Georgia O'Keefe is one of my favorite

artists because she can draw you into an object and

make you become like a part of it. So I equated my

rebirth to that flower. The pollen in the center of

the flower being the seed. I am not in full bloom yet,

so I am here in place of the pollen.

After having seen the drawing and discussed its content, S3

discovered an image she had not been aware of previously.

S: Oh, look at that. There's something I did not see

before about the flower. It's got a head and if you

look at it this way, there's a head, there's the arms

and there's the feet and I'm right in the center. Gee.

Either that or I'm converging on the petal stem,

hovering over it. That's interesting. I didn't see that

before.

Content.

In talking about the doing a drawing, S1 had no sense

of the relational value of the content for him.

S: When I was doing the random motion, I got the idea

of waves, so that already sort of started the picture

for me.... So I drew, decided to draw the waves and

coming in on the beach and then I drew the boat.

T: How was that when you were doing that?
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S: Oh, it was a lot of fun, anda I drew with
self-confidence. I didn't think a lot about what I was

doing.

While seeing the drawing, S1 treated the ship metaphorically

as a symbol of moving forward in life's tasks and concluded

by relating the drawing to a way he could approach the

vicissitudes of life.

S: Well, ah in any situation in life, ah, you need to

be prepared for the worst as well as for the better,

that there will always be setbacks. The guy will not

show up to the appointment although both of you

intended to be there, ah, and that I need to be

prepared for problems whenever they arise.

As one of the self-portraits, S3 chose to -draw an

abstraction, which was intended to depict the multifaceted

roles in which she functioned in life.

S: And it was a self-portrait, but it was not quite a

picture of me, it was going to be representative of all

of the things that I was, in some abstract way, a

student, a woman, a mother, a caretaker, all of my

roles in life and the way they sort of all blurred

together and that's basically what I was trying to

capture without being able to.

After seeing the completed portrait, S3 interpreted the

content of the drawing differently than when she was

composing it.

S: Well, it is trying to show a connectedness with all

of the facets of my life and how this picture spills

into this one and how ... it's like, I mean, I didn't

express it that way. I don't know why I didn't, but

the lines are blurred on the upper left and the line

goes into the next one, but they don't go into the next

one and they do go into the bottom one, but that's

strange....

T: And now you see?

S: Divided. Divide and conquer (laughed). I don't
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know. Now I see it's different than what my concept

was when I was trying to express it.

When asked to draw how he envisaged himself in dealing

with his problem, S4 began the drawing without anything

definite in mind and then interpreted the lines in terms

of himself.

S: I couldn't think of anything to put down, so I

thought maybe I'll find some shapes and patterns in

there.

T: And did those shapes and patterns relate in any way

to what you are working on in counseling?

S: Those are probably different aspects of myself.

Thinking about myself in different roles. That's

probably what I saw.

After the drawing was visually displayed and S4 was asked

to talk about the drawing, he interpreted the content of

the drawing differently.

S: Well, I thought that those were different aspects

of myself, but it looks like a bunch of different

people waiting. They could be standing in a crowd. In

fact, I was doing that while on vacation.... I guess

somehow or other, I am person closest, but I am

standing in some crowd....

T: You mentioned the concept of these figures being
different parts of you.

S: Oh, that's what I guessed, you know. I mean, when

it was over there [the drawing turned to the wall].

Looking at it from here, it just looks like a person
in a crowd.

T: Umm. I wonder how that changed.

S: Umm. I didn't even know what I was drawing on,

heads, the heads aren't differentiated. A couple of

people look irritated that they have to look over

other people's shoulders. That's the reaction that I

certainly felt.
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Meaning.

In doing one of the free-flowing drawings, Si likened

the drawing to "playing with colors", creating without any

pattern in mind.

S: When I started off in the beginning, I was just

drawing colors anda, ah, so nothing in particul-,

I thought, well, maybe something will occur to me after

a while. Then after I got through filling in the whole

sheet with colors (small laugh), nothing particular

occurred to me. So, then I thought, well, I will fill

in the gaps, the white spots, with different colors.

After seeing the drawing, Si's impressions changed into a

fanciful interpretation which he related to his ongoing

experience.

S: It's sort of color and motion anda it's sort of

like a ride in an amusement park where you are

going around and around and, anda, the world is not

a fixed stable point, but it's topsy-turvey and

whirling, and it's disorienting, but it's also a lot
of fun....

T: Can you talk a little bit more about that?

S: Ah, I don't know. I guess that I have led a

pretty stable life for the last few years and I am

trying to change it and I guess it can be those changes

that can be a little disorienting to me also.

At one point in the therapy, S2 was having difficulty

in determining what she was experiencing in relation to her

problem and how to depict it in a drawing.

S: It was hard. I couldn't decide how to draw it ...
it's hard to decide exactly where I am.

After visually examining the drawing, S2 discussed the

possibilities of the person having deliberately stepping in

the water as opposed to having slipped into the water and
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then, she accepted responsibility for what had happened.

S: I like slipping because I did not think I was

intentionally doing it (laughed). Ah, until I

tried to pay attention to what I was doing and get

things back in order, but on the whole, I did it to

myself. I got in deeper and deeper where I couldn't

handle it, or where I felt that I couldn't handle it,

'til I made myself decide on Sunday that I had to get

a grip on things.

In the elaboration of doing a drawing, S4 identified

the animal forms he had developed, but declined to attribute

any personal meaning to the image.

S: Well, at first it [the drawing] looked like wavy

lines and then I, you know, had to search to see if I

could find something.... Ya, I kinda saw a turtle on

rocks.... Well, you know, that's a good way to start

out, warming up, you know.

After visually exploring the drawing, he identified the

turtle as himself and discussed the turtle's possible

intentions indirectly.

S: That must be me trying to be a turtle and all that

swirling activity around me.... Ya, he poked his

little head out and he's probably wondering if there

is a more secure place.... He's starting to look into

the unaccounted part of the canvas. I don't know.

Maybe he's wondering if there is a better place to be,

doing things differently.

Discussion.

In doing a free-flowing drawing, SI drew a nature scene

with contrasting atmospheric effects, which he executed

comfortably and without any, according to his description,

apparent direct relation to himself.

S: Well, I started drawing these things and they

started reminding, these loops reminded me of the forms

of a cloud in a thunderstorm. So, I drew a

thunderstorm, ah, ah, but there was part of the picture
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that didn't have anything in it.... So, I decided to
put a house in that part of the picture, anda then I,

ah, I decided that I would put a car in the picture

too and, so, ah, so to make it a more human
environment.

While visually viewing the drawing, Si discussed in detail

the potential dangers of the storm and the possible safe

areas and toward the end of this consideration, became

aware that his major concern, which he had not earlier

related to the drawing, was his wife's safety while

travelling.

T: What does the picture tell you?

S: Well, that ah, but there's some danger in the

offing, I suppose.... And the home represents safety

for me, anda that's, I, I am concerned to see her

travelling there [an unsettled area] so much....

T: And so what does this picture tell you about
yourself?

S: That, that, ah, I am concerned about --- [wife]

travelling, that, that it's a danger to her anda a

great deal of my life is tied up with her and I don't
want to lose that and I don't want to lose her.

In another example, S2 expressed a sense of depression

in doing a drawing that was tied to the difficulty she

experienced in dealing with situations over which she had

no control.

S: Ah, that's depressing.... That you have things you

need to do or need an answer to and you can't have ...
because you are having to wait on somebody else, so you

just sit and wait.... Ah, when I can't change anything,

I just go home and watch TV or read a book, or do

both....

T: So, if you get interested in something--do you have

a lot of interests?
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The exchange about S2's personal interests prompted her to

discuss her hobbies and other pleasurable pursuits which

she had abandoned in the past two years due to financial

pressures. The memories of these activities altered S2's

perception of the drawing which, upon viewing it, she

interpreted more positively than previously.

S: Well, it's my way of relaxing at home (small
laugh).

T: Because I thought you said when you started out
that it was depressing.

S: Sometimes, it's not always.... I guess I'm trying
to think of it if it is something pleasant like it
used to be instead of what it has ended up being now.

In the following session, S2 gave a fuller explanation of

her shift in the interpretation of the drawing from

depression to relaxation.

S: Unhmm, because last week we talked about depression
and closing myself up in the house, but then we started
talking about things that I used to do and, umm, I
mean, when I drew the picture it was depressing because
that's what I am doing now closing myself up in the
house, but things that I used to do like life guarding
and going to school, I started reflecting on that so

the house became a comfort because I would go home and
relax. That's why I think I switched from depression.

Response to Research Questions

In this section, the six research questions will be

presented consecutively and each will be followed by a

summary response and, in selected cases, examples from the

transcripts to illustrate some of the principal points.

Research question 1 asked what was the subject's
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sense of self when beginning the art experience and did

this sense change in the course of the therapy?

Despite the individual differences that emerged from

the case descriptions and the first three categories

(Self-Evaluation, External Locus of Control and Coping

Mechanisms), the four subjects in this study experienced

similar sensings of uncertainty and discomfort in the

initial therapy sessions over a perceived lack of technical

skill in performing the art work. As subjects became

more familiar with the properties of the art materials,

they demonstrated less unease, more self-confidence and

tended to focus more on the expression of self rather than

on the technical rendering of drawing.

A sense of freedom and comfort was articulated in both

free-flowing and problem drawings beginning with the third

and fourth sessions. Subject 1, who had had doubts about

his abilities, became more interested in creativity.

S: Oh, I sort of liked just playing with the colors.
That's what I decided to do. And so I wasn't so
concerned about what sort of pattern I was drawing.
I was creating.

Subject 2, who preferred to rely on guidelines, spoke of

a loosening of constraints.

S: Just feeling relaxed and free, free to do whatever
you want.

Subject 3, who had expressed performance anxieties and

perfectionist ideation, spoke of less pressure.

S: Well, I didn't feel so much pressure this time to
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create something as I did before in the past sessions.

I didn't care what I was doing, I was just sort of

limberifig up, experimenting with colors.

The four subjects progressively became more relaxed

in approaching the art tasks and by the eighth 
and last

session, were demonstrating risk-taking, signs of

experimentation and a sense of prideful achievement 
in

having overcome the uncertainty of confronting the

challenge of art performance.

Subject 1 expressed pleasure in his versatility.

S: Oh, that's good, it, it says that I feel free

about .expressing myself and with a lot of different

variations, and sort of in a visual format, I

suggested other, another art form, this is music.

So, ah, so I think that's a very positive thing.

Subject 2, for the first time, abandoned self-imposed

structure and struck out on a new path.

S: I just decided to forget about all the lines

that were there and draw over them (laughed) instead

of trying to make something out of it.... Just

looking at the lines and deciding I couldn't do

anything with it, so I had to do something else,

a change in direction.

Subject 3 also expressed willingness to experiment and

was able to do so with relative ease.

S: Sort of a feeling of exploring, doing something

different.... I guess I am feeling a little more

adventuresome.... Well, it was just kind of

experimental.... Not totally comfortable, but not

uncomfortable. A kind of curiosity. I wonder what's

going to develop with this.

Subject 4, who had been preoccupied with the desire to

draw technically accurate forms, realized that he could

express himself in other ways.
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S: I was experimenting, making some lines and
seeing if I could do something.... [I felt] it
doesn't'have to come any particular way at all....
I didn't feel so pushed to be something.... I felt
I could accomplish whatever I was accomplishing
before, you know, with fewer lines.

Research question 2 asked how did the subject

internally experience the performance of the art expression

during the course of the task?

The response to this question was found in the category

Performance of the Art Task, in the doing phase of the

drawing, in which the subject discussed the performance

from memory without seeing the art product. These

discussions indicated that subjects most frequently

expressed their experience in doing the art work in terms

of feelings of pleasure, unknowingness and mastery or

control. Expressions of distress or depressive sensations

were also experienced, but mainly in connection with the

performance of problem drawings and seemed to be more

directly associated with the subject matter.

The sense of enjoyment which characterized most of

the drawing tasks was most frequently described as "fun".

This pleasurable sense was also experienced as relaxing,

playful, calming, empowering and creative. These feelings

were often sensed in combination rather than singly as

related by SI in one performance task.

S: I enjoyed doing it. It gave me a sense of freedom

.... Well, I felt like I was creating something ...

that I started out sort of with random lines and then

started to identify elements in those lines that I
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could build on and, and, so sort of made me feel ...
that I was organizing something.... I guess there is

more than one meaning. One is that I have the power

to organize things and to organize memories.... It

gives me a sense of integration with my past and
a sense of mastery over my own experience.

The most prominent characteristic of the performance

phase of the art task was a sense of unknowingness, not

knowing what to do, or how to do something. Usually it was

the absence of an idea of how to do the art work, in the

case of a free-flowing drawing or, if it were a thematic

drawing, not knowing how to express inner experiencing in

art form. Subject 1 and S3 compared the this phenomenon in

the art task with the unknowingness in writing and S4 with

everyday life.

The circumstances in which unknowingness occurred in

this study emerged in various patterns. In these cases,

the development of the drawing usually unfolded without the

subject having a clear preconceived plan of how the drawing

was going to develop on the paper or in what order. In the

latter case, S3 described the unknowingness of performing

an art task.

S: Well, when you said to make something else out of

it, I again felt some anxiety, what am I going to make

out of this, and I picked up the blue crayon and

started to put some more movements to it, just to see

what might come out, and I started smudging the gray

lines, then I smudged the blue lines and added some

white lines ... I had no longer just the gray sort of

flower, but I had what kind of looks to me like a

stormy sky, but it wasn't the same picture I started

with. I mean, the same picture I ended with when I

started not knowing what I was going to do, but it

wasn't the same thing; I turned it into something else.
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The unknowingness was not regarded by the subjects

negatively, but rather as a resource, a part of themselves

to be explored. The demonstrated ability of subjects to

produce drawings meaningful to them in a state of

unknowingness paradoxically seemed to contribute to a

feeling of strength and a sense of control. Subject 3

combined these concepts in the performance of an

art task.

S: Well, I had no purpose when I started. When I

started there was nothing that I saw, it was just
recreating the random movements. And ah, then I
started bringing some shapes and forms to it. Ah,
just what I created was what seemed at the moment to
be the best way to do something there.... Like I
said, it was a pleasant experience because it was
just something for me. I like the colors and I
liked the way they all came together. I had control
of something.... I think for me it was kinda like
taking charge, being assertive.

Research question 3 asked how did the subject translate

inner conscious sensing into personally meaningful

expressions in the art process?

The response to this question was also found in the

category Performance of the Art Task, in the seeing

phase of the art process, in which the subject discussed

the content of the drawing while viewing the art product.

This question is implicit in the inquiry into how the art

work came into being.

In this aspect of the art process, two separate

patterns emerged from the drawing typologies in the

therapy sessions. In the free-flowing drawings, the
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introductory exercises provided a stimulus for beginning

the drawing. This stimulus in turn often inspired a focus

for another image which may or may not have been based on

independent ideation.

In the thematic drawings, the subject departed from

an overall purpose (problem, self-portrait or solution),

generally with a defined thought for a drawing, a glimmer

of a notion, or no idea in mind. In these cases, the

drawing usually unfolded, as in the free-flowing drawings,

without a preconceived plan and usually evolved in a

step-by-step process.

Research question 4 asked did the subject interpret

the art product metaphoricly and/or realisticlly in

relation to personal concerns?

The response to this question was contained in the

category treating the Interpretation of the Art Work, which

suggested that the mode chosen for translation of meanings

of drawings may be idiosyncratic. In this study, a clear

preference was demonstrated for realistic interpretations

of the art expressions, i.e., that the pictorial rendering

was described in personal terms.

Of the 80 drawings included in this study, 17 were

treated metaphorically by subjects, while the remaining

63 were described realistically in personal terms. Recourse

to metaphorical interpretations of the art work was most

practiced by Si and S4, while S2 and S3 chose to interpret
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their drawings in terms of the reality of their problems.

All subjects interpreted the self-portraits and the solution

drawings with realism.

Subject 1 resorted to metaphorical treatment in three

of the 20 drawings. All three of these art works were

free-flowing drawings in which he depicted life-threatening

versus survival themes in different contexts. Subject 4

chose to interpret 12 of the 20 drawings metaphorically,

all eight of the free-flowing drawings and four of the

problem drawings. Subject 2 and S3 intermittently spoke

in the second and third person, but did not dissociate

themselves from the interpretation of the art works.

Research question 5 asked did the subject internalize

(learn) about self and relationships with others as a

result of the art experience?

Subject insights during the art experience were

gathered from the category Personal Learnings, which

indicated that knowledge gained from the art process

most usually centered on self and internal experiencing.

Insights regarding others were of concern principally 
in

the context of interactions between the subject and the

outside world generally rather than in specific

relationships. Subject 2, for example, had interest in

learning new communicational skills in order to function

more effectively in social and work environments.

In some cases the art experience evoked new
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associations that the subject had not previously

entertained. In others, information was already known,

but had been perceived in a different context.

This response has addressed only those circumstances

that were verbalized by subjects and has not examined the

extent to which these learnings were put into practice in

everyday life, which is beyond the intent of this study.

Neither has this response addressed the nonverbal insights,

suggested by the study, that may be an interesting facet

of investigation in future research.

Research question 6 asked was there a difference

in the subject's experience of the art process

without, and while, viewing the art product?

The response to this question was found in the category

Interpretational Shifts which treated the changes in

subject perceptions in these two phases. The difference in

the experience is largely influenced by the circumstances

in which the first account is based on memory alone and the

second, a combination of memory and visual perception of the

art expression. The differences resulting from these two

approaches in the discussion of an art work fell into three

areas of the (a) feelings generated in doing the art task,

(b) visual perception of the content of the product and (c)

understanding of personal meanings in the. art expression.

This differentiation in approach opens the possibility

that other useful options may exist beyond discussion of



88

art experience while viewing the art work, which is

the customary approach in current art therapy. This

study indicates that the phases of discussion without,

and while, seeing the art work complement each other.

The ways in which this occurs, however, remain to be

studied and clarified.

Discussion of Findings

The data from this exploratory study indicate that the

phenomenological experience in the art process is a complex

interaction of emotional and cognitive factors that merits

further study to determine those facets that are the most

amenable to therapeutic interventions. Within these general

confines, this study suggests that the subjective experience

of the art process constitutes a valuable resource for both

direct and indirect applications in therapy.

The unknowingness elements in the subject's performance

of the art task, the differences that emerged in the

subject's view of the art process without and while viewing

the art work, and the nonverbal learnings inherent in the

art experience are of particular interest from a

therapeutic viewpoint.

According to the transcripts of this study, certain

commonalities existed among subjects in the art process

despite some differences in individual functioning in the

Life-World. The characteristics of the experience of the
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art process for the subjects of this study were found in

the seven categories that emerged from the transcripts of

the therapy sessions conducted by the researcher over a

10-week period with the four subjects who participated

in this study.

The first three categories (Self-Evaluation,

External Locus of Control and Coping Mechanisms) outlined

a microcosmic idiosyncratic view of the subject's world and

indicated how the subjects approached the art process. The

remaining four categories (Performance of the Art Task,

Interpretation of the Art Work, Personal Insights, and

Interpretational Shifts) traced the subject's experience in

the art process. The transcripts of this study reveal that

some data overlapped in one or more categories which

underscored the multiform nature of the data and provided

an added dimensionality to the study.

In the Performance of the Art Task category the most

striking feature was the unknowingness quality that formed,

in varying degrees, an almost constant thread in composing

the art work. The data suggest that the unknowingness

element may be, as described by S4, phenomena that "go on

all the time" in the everyday world.

The not knowing precisely what will transpire or how

a given situation will unfold, as it occurred in the art

process, may be part of the daily Life-World experience

to which each person reacts in a singular fashion. The
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way in which an individual deals with these circumstances

is usually indicative of the person's strategies in problem

solving and reinforces the view that the art process is

reflective of specific patterns of behavior.

The attitude of the subjects while performing the art

task, which was usually one of focused concentration, and

later verbalizations of unknowingness also suggest that

the art process may occur on various levels of

consciousness. Based on observations in this study, forms

of nonvolitional activity of things that "just happen" and

everyday trance phenomena may be involved (Beahrs, 1982).

The subject's frequently expressed sense of not knowing

how to formulate a drawing, which was then demonstrably

contradicted by completion of a drawing, embodying personal

significance for the subject, conveyed the indirect

message that the subject owned untapped internal resources.

The unknowingriess translated into action also indirectly

called into question perceived needs of subjects for

structure and guidelines in functioning. The sense of

control, which emerged as a corollary of unknowingness in

the drawing task, was generally interpreted by the subject

as an accomplishment. The ability to transmit meaningful

images to paper also indirectly contained the learning

that the subject possessed the capability to exert

influence over heretofore uncontrolled actions.

The differences .that emerged from the data in the two
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phases of the category of Performance of the Art Task--

which covered essentially the experience of doing the art

task based on recall alone and the discussion of the art

experience while viewing the art work--suggest that there

may be merit in further exploration of these two separate,

but interrelated, facets of the art process.

This bidimensional character of the performance

approach of discussing the art work gave subjects the

opportunity to examine internal experiencing from a

dualistic perspective that resulted frequently in

perceiving and/or interpreting the art expression from

another viewpoint. On another level, this approach

conveyed the implicit message that the subject possessed

the resources necessary to examine issues on more than

one dimension. The opportunities to consider images in

multiple meanings had similar metaphorical implications.

Within the bidimensional performance framework,

another point of potential interest arose in the

category of Interpretational Shifts, which occurred as

a result of the interaction between the performance

processes in the therapy. The data of this study indicate

that subjects could, and frequently did, interpret a

remembered, as opposed to a visual art experience,

differently in terms of feeling, content and meaning.

In some cases, the discussion in both of the performance

phases was transcended by a by a wholly new
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conclusion of the primary significance of the drawing,

which the subject had not previously entertained.

The category of Personal Learnings reinforced the

view that the subject internalized knowledge about self .in

both of the Performance of the Art Task phases of the art

experience. Subject learnings included a sense of greater

freedom in drawing that equated to (a) an increased level

of feelings of self-confidence and creativity, (b) knowledge

that drawing depicted personal thinking and revealed

unrecognized aspects of self, and (c) indications that

interpretation of images could lead to reevaluation of

habitual beliefs and patterns of behavior.

The absence of any formal art training beyond

secondary school for any of the four subjects may also

have been a influential factor in this study. The data were

consistent with an observation by Rhyne, in an interview

with Jordan (1989), that subjects without formal art

training tended to render images naively. Additionally,

the subjects in this study generally found drawing to be a

pleasurable experience, and all improved, in their own

estimations, in abilities to render art images reflective

of their inner experiencing. The realization of an ability

to portray meaningful art images also conveyed a sense of

personal accomplishment and feelings of self-empowerment.

In this study, it was found that subjects manifesting

depressive symptomology responded positively on various
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levels to the use of art in therapy, although the data were

inconclusive on how these changes occurred. Subject 1, who

believed that he had emerged from his depressed state

during the therapy, summarized his conclusion in the final

session as: "That [the art experience] helped me to look

at things and to look at alternative ways of looking at

things, ah, anda to view myself in my situation. So, ah, I

am not quite sure why it worked, but it did work."

The point from which the art product was viewed may

also have been a factor in interpretation of the art

experience. In this study, the art work was viewed from

the opposite end of the room (12 feet) in keeping with the

phenomenological percept of gaining another perspective

on a thing. This placement was in agreement with

Betensky (1977) who also postulated that creating space

between the therapist and subject, on one hand, and the

art work on the other gave "a much needed mental distance"

(p. 174). Rubin (1984) saw distance as enabling "a deeper

and more focused kind of learning from the experience"

(p. 119). During the therapy sessions in this study,

subjects commented on having had altered perceptions when

the art work was seen at a distance.

The findings of this study suggest that caution should

be exercised in the application of projective techniques as

a tool in the interpretation of the therapeutic significance

of art images. Betensky (1987) warned of inappropriate use
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of, for example, of the House-Tree-Person Drawing Test

beyond its intended purpose. The categories that emerged

from this study confirm the uniqueness of each subject

and the singular ways in which each individual perceives

the Life-World, which are fundamental considerations in

the use of art in therapy.

The data from the therapy sessions further

indicate that the images of the art process do not

represent static values applicable to all subjects, but

rather symbolize varying meanings from one subject to

another. Within the phenomenological experience of one

subject, the image may alter in significance, meaning

or visual value during the art experience in a therapy

session or over time.

The findings of this study are in agreement with

the usefulness of a phenomenological model in the

art applications in therapy (Betensky, 1987; Nucho, 1987).

They also confirm the need for further phenomenological

studies in the use of art in therapy as advocated by

Rubin (1984) and McNiff (1987). These findings further

suggest that the participatory dimension of subjects in

a phenomenological approach has the potential for providing

a clearer view of how the subject experiences various

aspects of the art process. Such knowledge could contribute

to a better understanding of ways in which art can be

employed most effectively as a therapeutic modality.



95

The entire art process demonstrated, both concretely

and nonverbally, the subject's capacity to create, to

improvise and, above all, to "make art" that was

personally significant and therapeutically meaningful.

The self-generating quality inherent in the art

performance, with the resultant self-discovery that

emerged in the discussions of the art experience,

has a potentially empowering effect on subjects. The

skills acquired in drawing during the study also had

useful applications outside of therapy. Subject 2, for

example, found the free-flowing drawing technique a

helpful tool for relaxation and exploration of problems.

An initial effort in research could be directed

toward studies designed to explore in greater depth

the unknowingness aspect in the performance of the art

task and how that phenomenon could be most effectively

harnessed as a therapeutic tool. Of equal interest are

the differences that occur in the phases of the

performance of the art task. Such research would be

useful in clarifying what transpires between these two

phases and how such differences contribute to altering

subjective views.

Another useful area of endeavor revolves about the

process by which the subject internalizes the nonverbal

learnings of the art process and how they are integrated

into functioning in the Life-World. This kind of research
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could open the way to examining how the fusion between the

subject and the art process occurs and how art can, and

does, become an agent of therapeutic change.

The foregoing observations that emerged from a

comparative study of the transcripts would seem to provide

an initial cluster of elements for consideration in the

training and clinical work of therapists in the use of art

in therapy, particularly those facets suggesting a potential

for nonverbal learnings. The bulk of the current literature

on art therapy is unfortunately directed toward the

creation of models on "how to do" art therapy rather than

research on how art functions as a therapeutic medium.

This study was intended as a step in the latter direction

and as a stimulus to further research in this field.

Conclusions

The data from this study suggest that the art process

involves a complex unfolding of emotional and cognitive

events in which a major component is an unknowingness

quality, the experiencing of not knowing what to do in

performing an art expression or how to execute an idea.

The unknowingness facet appears to be reflective of

intentionality in that unknowingness, in all cases, led

to the completion of an art work that had some personal

significance for the doer. Unknowingness in the art

experience may also involve various levels of
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consciousness, but how this process occurred remains

unclear and requires further exploration.

Patterns noted in this study indicated subjects

experienced varying views of self in the two phases of

discussing the art process. Subjects stated in the first

phase of the discussion when not looking at the drawing,

they had portrayed certain attitudes or ideas in the art

work, which tended to be a product of their concerns or

mood of the moment and focused often on depression/anxiety

themes. In viewing the art product in the second phase,

subjects perceived the drawing as reflecting feelings

or meanings other than those imagined. Subjects at times

perceived the depression/anxiety theme as being less

threatening than believed or as having previously unseen

dimensions that opened possibilities for coping with it.

The juxtaposition of the two accounts gave subjects

feedback, based on their observations, on how they thought

they had conveyed an idea in doing an art task and how they

perceived the finished drawing either as having changed the

idea or inspired other thoughts and/or feelings. This

feedback gave subjects an awareness of the differences

in their perceptions between what they thought and did in

the art process and an opportunity to learn about personal

patterns in dealing with these issues and, by extension,

personal concerns.

On another level, the two phases of discussion--while
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not looking, and looking at the drawing--suggested

different ways of looking at things. Subjects frequently

remarked in both phases of these discussions on either

doing something another way in the art process or looking

at personal concerns from other perspectives. Subjects'

emphasis on the possibilities of changing their behavior

and/or interactions with others by looking at them in

different ways was a recurring theme in therapy.

Other indirect nonverbal messages stemmed from the

sense of unknowingness. The demonstrated ability of

subjects to complete meaningful drawings without knowing

how, contained messages of untapped internal resources which

could be used by the subjects in the art process or, by

implication, in dealing with the problems of everyday

life. The experiences of unknowingness also helped the

subjects to question their perceived need for structured

guidelines in functioning and suggested to the subjects

they had latent abilities to influence and/or control

situations. Subjects verbally reflected these indirect

unknowingness messages in therapy, but the extent they

internalized them was unclear in the data of this study

and merits additional research.

Recommendations

Based on the findings and conclusions of this study

the following recommendations are proposed for further
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research and considerations for training of therapists in

the use of art in therapy and for therapists who are trained

in the use of art in therapy. The strategies proposed in

this study are not recommended for therapists untrained in

the use of art in therapy.

1. Studies should be conducted to investigate more

fully the unknowingness quality of the art process, its

impact on subjects in terms of feelings of control and its

therapeutic implications in the art experience. Such

studies would be most amenable to qualitative methodologies,

but could also be examined with quasi-experimental designs,

particularly with the use of control groups.

2. Separate studies should be executed to examine the

various aspects of nonverbal learnings that appeared in

this study to be an inherent part of the participatory

nature of the art process to determine how they might be

most effectively applied in the use of art in therapy.

Such studies could include the learnings that occurred

as a result of familiarization with the art media, the

performance of the art task and the interpretational

shifts of the art work.

3. Studies should be undertaken to explore the

differences in the subject's account of the art

experience unaided by the visual perception of the art

work and while viewing the art product to more clearly

define the therapeutic impact that such differences might
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have on subjects in the use of art in therapy. Such

studies would lend themselves most advantageously to

phenomenologically-based methodologies, but could also be

conducted on a quantitative quasi-experimental basis with

the use of control groups.

4. Academic programs in the use of art in therapy

should be designed to enhance the sensitivity of therapist

trainees to the multifaceted phenomenological nature of

the art process that was demonstrated in this study and its

possibilities for therapeutic verbal and nonverbal learnings

in the art experience.

5. Therapists, who are trained in the use of art in

therapy, should be sensitive to the nonverbal messages that

flow from the dual phases of Performance of the Art Task,

especially from the unknowingness quality, and their

usefulness in indirectly communicating therapeutic learnings

to the subject concerning internal resources. The same

therapists should also be attentive to the additional

dimension in the use of art in therapy in allowing the

subject to discuss the art experience without, as well as

while, viewing the art work.
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NOTICE OF CONSENT

I understand that I am participating in a research

project and that I am assured anonymity in the report of the

findings of this study. I am aware that I can withdraw from

the project at any time without penalty. I have received a

clear explanation of this project and understand it clearly.

I agree to cooperate fully in the eight therapy sessions

in which art will be the therapeutic medium. The first and

last of these sessions will be of approximately 90 minutes

duration and the intervening six of about 50 minutes each.

I understand and accept that any art products made by me

in these sessions will become the property of the researcher

who may publish them, and I hereby waive any copyrights that

I have to such art, if any. I understand that recordings

will be made of the therapy sessions which will be used by

the researcher in the analysis of data and that they will be

held in confidence by the researcher.

Tme Date... , .

AM Gil&9%.
FV d
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EXERCISES

The exercises which preceded the therapy in which art

was the principal medium were adapted from Cane (1983) to

reduce tension generally, relax muscles which would be used

in drawing, and to communicate a nonverbal message of

approval to the subjects. The exercises were three in

number; the first and third were easy to perform and the

second, strategically placed between the simple tasks,

required more coordination and concentration. 
The

researcher performed the exercises with the subject and 
made

encouraging, approving remarks, particularly during the

second exercise, to model the idea that whatever the

subject did in the art therapy would be acceptable 
and

would not be subject to negative criticism.

The following exercises, done as an introduction to

the therapy in each session, required that the subject stand

in an upright position with the feet approximately 10

inches apart, depending on the height of the individual.

1. The arms were raised fully extended to shoulder

level and were rotated in 10 small clockwise circles,

keeping the elbows and wrists straight. The same movement

was then repeated in a counterclockwise rotation 10 times.

The arms were lowered to the sides and then raised fully

extended upward above the head and the same movements

repeated as described and the arms returned to 
the sides.
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2. The arms were raised fully extended to shoulder

level and were moved in synchronous figures of eight in

front of the body, keeping the elbows and wrists straight;

the movement was reversed at the instruction of the

researcher. The duration was similar to the first exercise,

and the arms were returned to the sides. The same

movements were repeated with the arms raised fully 
extended

above the head.

3. The arms were raised fully extended to shoulder

level and, with the elbows and wrists straight, the arms

were crossed slowly over each other in front of the body

to the extent that was comfortable for the subject. The

movement was repeated five times with the right arm

uppermost and five times with the left arm uppermost.

Following these exercises, the subjects were asked to

make random movements in the air with the hands and arms

in whatever manner pleased them to provide self-generated

suggestions, if any were needed, to begin the first art

task of the session, which was a free-flowing drawing.
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EVALUATOR INFORMATION FORM

Thank you for participating in the rating process for this

study. For purposes of data collection, please fill out

the information below.

Name.........................................................

Address.............................Phone ( )...........

Place of birth.....................Date of birth............

Educational
background................................................-.--

Current
employment..................................................

1. Previous knowledge of the use of art in therapy. Circle

one of the following.

1 (none) 2 3 4 5 (thorough)

2. Have you conducted therapy sessions in which art was

used as the principal medium? Circle one.

Yes No. If yes, explain briefly-.....................

3. In this section please fill in any information you would

like to share about yourself.
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EVALUATOR FORM

Part I

You will be seeing and hearing four excerpts from

videotaped transcripts of therapy sessions with subjects

who participated in this study and you will 
also be given

corresponding written transcriptions. Please evaluate

each passage according to the following scale.

1 completely inaccurate
2 accuracy questionable
3 generally accurate

4 accurate (only occasional inaccuracies)

5 very accurate; clearly understood

Please circle your response in the examples below 
and write

the number in the space provided at the end of the line.

Passage 1
Accuracy of Transcription 1 2 3 4 5 ....

Phrasing and Punctuation 1 2 3 4 5 ....

Overall Clarity 1 2 3 4 5

Passage 2

Accuracy of Transcription 1 2 3 4 5 ....

Phrasing and Punctuation 1 2 3 4 5 ....

Overall Clarity 1 2 3 4 5 ....

Passage 3
Accuracy of Transcription 1 2 3 4 5 ....

Phrasing and Punctuation 1 2 3 4 5 ....

Overall Clarity 1 2 3 4 5 ....

Passage 4
Accuracy of Transcription 1 2 3 4 5 ....

Phrasing and Punctuation 1 2 3 4 5 ....

Overall Clarity 1 2 3 4 5 ....
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Part I

Legend:

Res
R

1
2
3
4
5

Researcher
Rater

Completely inaccurate
Accuracy questionable
Generally accurate
Accurate (only occasional inaccuracies)

Very accurate, clearly understood

RI

Passage I

Passage II

5
4
5

4
5
5

5
5
5

5
5
5

Passage III

Passage IV

R2

5
5
5

5
5
5

5
5
5

4
5
5

R 3

4
5
5

5
5
5

5
5
5

5
5
5

R 4 Res Mean

4
5
5

4
5
5

5
5
5

5
5
5

5
5
5

5
5
5

5
5
5

5
5
5

4.5
4.75

5

4.5
5
5

5
5
5

4.75
5
5
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Part II

In this section, you will see, hear and read the

corresponding selections. For each passage, there are

indicators that can be deduced from the transcript. Please

indicate your preference based on the scale below. Circle

your response and write it in the space provided at the end

of the line.

1 definitely not present
2 not present
3 present, but not obvious
4 present
5 definitely present

Passage I
Self-Evaluation 1 2 3 4 5 ....

Interpretation of the Art Task 1 2 3 4 5 ....

External Locus of Control 1 2 3 4 5 ....

Passage 2
Performance of the Art Task 1 2 3 4 5 ... "

Coping Mechanisms 1 2 3 4 5 ....

Self-Evaluation 1 2 3 4 5 ....

Passage 3
Interpretational Shifts 1 2 3 4 5 ...

Personal Learnings 1 2 3 4 5 ...

Coping Mechanisms 1 2 3 4 5 ...

Passage 4

Coping Mechanisms 1 2 3 4 5 ."."

Self -Evaluation 1 2 3 4 5 ....

Performance of the Art Task 1 2 3 4 5 ...

Passage 5

Performance of the Art Task 1 2 3 4 5 ...

Coping Mechanisms 1 2 3 4 5 ...

Self-Evaluation 1 2 3 4 5 ...

Passage 6
Self-Evaluation 1 2 3 4 5 ...

Coping Mechanisms 1 2 3 4 5

External Locus of Control 1 2 3 4 5 .."
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Passage 7
Interpretation of the Art Task 1 2 3 4 5 ....

Coping Mechanisms 1 2 3 4 5 ....

Interpretational Shifts 1 2 3 4 5 ....

Passage 8
Coping Mechanisms 1 2 3 4 5 .. "..

Personal Learnings 1 2 3 4 5 ... ".

External Locus of Control 1 2 3 4 5 ....

Passage 9
Personal Learnings 1 2 3 4 5 ....

Self-Evaluation 1 2 3 4 5"...

Performance of the Art Task 1 2 3 4 5 ..""

Passage 10

External Locus of Control 1 2 3 4 5 ....

Interpretation of the Art Task 1 2 3 4 5 ....

Coping Mechanisms 1 2 3 4 5 ....

Passage 11
External Locus of Control 1 2 3 4 5 ....

Interpretation of the Art Task 1 2 3 4 5 ....

Self-Evaluation 1 2 3 4 5 ....

Passage 12
Personal Learnings 1 2 3 4 5 ....

Self-Evaluation 1 2 3 4 5 ....

Interpretation of the Art Task 1 2 3 4 5"...

Passage 13

Interpretation of the Art Task 1 2 3 4 5".

Self-Evaluation 1 2 3 4 5 ....

Coping Mechanisms 1 2 3 4 5 ....

Passage 14
Self-Evaluation 1 2 3 4 5 ....

External Locus of Control 1 2 3 4 5 ...

Performance of the Art Task 1 2 3 4 5 ...

Passage 15
Self-Evaluation 1 2 3 4 5 ."..

Performance of the Art Task 1 2 3 4 5 ...

External Locus of Control 1 2 3 4 5 ."..

Passage 16

External Locus of Control 1 2 3 4 5 . ..

Self-Evaluation 1 2 3 4 5

Personal Learnings 1 2 3 4 5
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Part II

Legend:

Res
R

1
2
3
4
5

Researcher
Rater

Definitely not present
Not present
Present but not obvious
Present

Definitely pres

R I

Passage I

Passage II

Passage III

Passage IV

Passage V

Passage VI

Passage VII

I
5
1

1
1
5

1
5
1

3
5
1

5
1
1

5
3
1

2
5
1

R2 R3 R4

1
5
1

1
3
5

1
5
1

4
5
1

5
1
1

3
5
1

1
5
1

1
5
2

1
5
2

1
5
2

2

5
1

5
1
1

5
2
2

1

5
1

1
5
1

1
3
5

1
5
1

3
5
1

5
1
1

5
1
1

1
5
1

Mean

1
5
1.25

1
3
4.25

1

5
1.25

3
5
1

5
1
1

4.5
2.75
1.25

1.25
5
1

Res

I
5
1

1
1

5

1

5
1

1
5
1

5
1
1

5
1
1

1
5
1
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Part II Continued

RI

Passage VIII

Passage IX

Passage X

Passage XI

Passage XII

5
1
4

1
4
5

3
1
5

5
1
4

5
4
2

5
3
1

5
3
1

1
5
1

3
4
1

Passage XIII

Passage XIV

Passage :XV

Passage XVI

R 2

5

2
3

1
3
5

2
1
5

3
1
5

5
1
1

3
4
4

5
3
1

1
4
3

4
1
1

R 3

.5
3
2

2
4
5

2
1
5

5
I
2

3
5

1

5
4
1

5
2
1

2
5
2

5
3
1

R4

5
1
2

I
4
5

1
1
5

5
I
3

5
I
I

5
1
1

5
I
1

I
5
1

5
1
1

Mean

5
2
2.75

1 . 25
3.75
5

2
1
5

4,5
1
3.5

4.5
2.75
1.25

4.5
3
1.75

5
2.25
1

1.25

4.75
1.75

4.25
2.25
1

Res

5
1
1

1
1
5

1
1
5

5
1
1

5
1
1

5
1
1

5
1
1

1
5
1

5
1
1
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EVALUATOR FORM

Part III

In this section, you will see, hear and read the

corresponding selections. For each passage you will be

asked to select one of the seven categories listed below

which best fits the content of the passage.

Passage XVII
Self-Evaluation..................................
External Locus of Control.............................
Coping Mechanisms...................................-- ---

Performance of the Art Task.......................--...-
Interpretation of the Art Task........................

Personal Learnings................................-
Interpretational Shifts...........................

Passage XVIII
Self-Evaluation....................................-.-- - -

External Locus of Control.........................--..-

Coping Mechanisms..................................-- -- --
Performance of the Art Task.......................-
Interpretation of the Art Task.....................--...
Personal Learnings...................................----
Interpretational Shifts.........................---

Passage XIX
Self-Evaluation....................................-.---
External Locus of Control...............--............
Coping Mechanisms.................................
Performance of the Art Task.-......................-
Interpretation of the Art Task..........-........-.
Personal Learnings................................
Interpretational Shifts...........................

Passage XX
Self-Evaluation-...................................--- -- -

External Locus of Control..............................
Coping Mechanisms.................................---.
Performance of the Art Task..............-................
Interpretation of the Art Task. .. .. ...-.--.......-.-.
Personal Learnings................................--.-- --

Interpretational Shifts.........- ..............-. .
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Part III

Legend:

Res
R

Researcher
Rater

Category Abbreviations (see Chapter II)

SE
ELOC
CM
PAT
IAW
PL
IS

Self-Evaluation
External Locus of Control
Coping Mechanisms
Performance of the Art Task
Interpretation of the Art Work

Personal Learnings
interpretational Shifts

RI R2 R3 R4 Res

Passage XVII

Passage XVIII

SE

SE

ELOC ELOC ELOC ELOC

SE

PL PL PL

Passage XIX

CM CM CM

Passage XX
SE SE SE SE SE

CM CM

SE SE
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SUBJECT COMMENTS ON DRAWINGS

Title Figure

Subject 1

A Sunny Day - - .- .- - - .-.- -.-. ' - -.-. * - -.-

It [the sun] is bright and warm and brings life to

the earth and all the living things in the picture

are dependent on that.... There is just a sense

of peace and elevation in spirit ... looking at

scenes like this brings my spirits up.

The Prisoner. . .......-.-............-.-.
2

This is a large room and there may be things back

there and I am right now looking outside, ah, if I

go out, if I find the door I could go out and be

with people, but that I would have to face my lack

of self-confidence.

A Serious Moment . ............-.-.-.-.-.-.. 3

The overall impression is one of strength.... I

see a lot of sadness in it too.... Maybe I am sad

because I do not give myself enough freedom to be

myself.

The Butterfly ................-.-.-.-.-. 4

So that [the drawing] is sort of an idealized

solution of what it is like to not be depressed....

You can be like a butterfly and flit along and

never have any worries.... I can't be as free as

the butterfly. I have to be concerned about the

future too.

Fire and Smoke.-.-...........-.-.-.-. ..... . 5

There are some areas where there is fire here ...

but there is a big area down here where there is

no fire and that's safe.... They [the safe areas]

provide protection and shelter that, but I can't

relax my guard because the wind could change.

Dark Dreams........-.-- -...-..... ........ .6

That was about depression.... And there is a small
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figure in the corner because when I am depressed,

I feel that I am small and helpless and the

problems I'm facing are big and I am lying down

because I can't move, the problems are weighting

me down.

The Power of the Sun . ..............-.-.-. 7

The waterfall is very powerful and the sunlight

has its power too, actually it drives the whole

scene.... I guess I have [identified with the sun].

I can cast light on things and maybe help things

grow and I also have a power within me.

Beyond the Green Door . ...........-.-.-. .. 8

Today, at least, I feel like the door is open and

it's dark inside, but outside there is light....

It seems to me a condition of change. There is the

possibility of going outside, or opening the door

wider and letting in more light.

To Heaven and Back ..-...............-.-.-.- 9

It's sort of like a ride in an amusement park ...

the world is not a fixed and stable point, but

it's topsy-turvey and whirling, and it's

disorienting but it's also a lot of fun.... I am

trying to change ... those changes can be a little

disorienting to me also.

The Open Door . .................-.-.-. 10

That was sort of a continuation of the drawing I

did last week, and I thought I would show the door

more open and sort of what's outside so the, I

guess I am continuing to feel hopeful and feel

like I am making progress.

On the Run..........-...-......-.-.-.-.-.-.. 11

It [the picture] says when you get on a ship that

you need to be careful that the ship is in good

shape and the crew knows what they're doing, or

else it could be dangerous ... so I need to be

prepared for the storms.
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Cat on a Hot Porch. ... ..........-.-.-.... . 12

The last three cases were through the door open

anda so since the door is open, the next step is

to go out. So I drew it, I drew myself outside,

still under the porch but looking into my yard.

Trip Into Danger.. ............-.-.-.... . 13

It [the picture] is a thunderhead anda it has

sort of rained in the valley.... If it rains too

much, you might have a flood. So the house is in

a pretty safe spot. Now the car is in between....

I guess the driver has to choose between safety

and going down in the rain.

Early Morning Walk . .......-.-.-.-.-.-. .....-.- 14

I wanted to show that I was making progress, so I

pictured myself taking a walk.... When we started

out I was inside and feeling very depressed anda

in this picture I sort of had my hands up in the

air like I was celebrating and feeling good about

myself.

Purple Twilight. ........-.-.-. . ........ 15

I think it's just a moment when, if I am out and I

see a particularly beautiful twilight, I will stop

and admire.... Looking at the sort of twilight

like that is a way of losing my anxieties about

myself and just enjoying the beauty of it.

Building the Suka. ..........-.-.-. ....... 16

What I drew was what I was doing last night....

It's also the first time I drew something where I

was constructing something.... So I think that's

where I am with my life right now; I am

constructing something.

Symphony of Light . ................-..- 17

That [the picture] means that I guess that if

depression is represented by darkness, then light

would be the opposite, so that would be the sense

of life without, or least mainly, without

depression. There are still a few dark spots in

there, but it's mainly light.
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overcoming . ...........-.--.-.-.-.. 
. . ... 18

I see two figures struggling, one is, the one on

the bottom ... wants to get the upper hand and I'm

on top holding him down and ... these columns of

colors that sort of suggest that there is

something of value about this.

High Pollen Count . ...........-.-.-.-.....
19

I still felt good about myself, but I just didn't

feel good about the portrait.... The person there

looks frightened.... It's about the difficulty of

coming to terms with life.... I think that's the

way I feel when my allergies bother me.

Work in the XXIst Century...........-.-... 
. 20

I am writing my memoirs.... I am sitting at the

computer next to the window so I can 
look out and

see the tree if I want to and I have my books

there so that if I need to consult with anything I

can.... It is sort of a sense of being peaceful

and focused on life.

Subject 2

The Highway.........-.-....-............ 
21

The flowers and the rainbow and just all 
of the

colors in a line and divided by a four-lane

highway.... [The highway indicates] that I would

like a change as far as my job goes at this point

in my life.

Frustration. ...........-.--.-. ......... 22

It's frustration that I can't handle it, can't get

my feelings across more clearly so that somebody

can understand what I need or to relate to me what

they need so I can understand better what 
they need.

--- (Name)..........-.-.-.-.-.-.-.-...... 
. 23

A person that likes to be happy, likes everything

to go well, ah, person who likes to handle her own

problems.... Somebody that ... doesn't like the

frustration, aggravation and anger that I felt

lately in my life.
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Happiness. .........-.--.-.-. . ......... 24

I guess what makes me feel the most comfortable

and the happiest is being home with my cats,

having a friend that I can do things with, the

hope that one day in the future I will ... find

the right person and get remarried.

Country Scene. ...........-.-.-. ........ 25

It's just a countryside with trees and looking

down off of a hill.... It's [the tunnel] open at

both ends and [I can] go in and working through it

can come out on the other end.... [It is] the way

I see problems sometimes.

Problems in Limbo. ........-.-.-. . ....... 26

There are still certain things that need to be

resolved. There are several problems and nothing

is really at a solution yet, other than the

mechanic; he has his money. Everything else is

in limbo.

--- (Place) Country Club . . .......-.-....... 27

Just a peaceful, calm golf course on a pretty

spring day.... Just a relaxed calm feeling, a

lazy Sunday. You don't have to clean house or

worry about anything else.

Depression. ........-.-...-.--.-.-. ....... .. 28

Where I am right now is just off center and I,

the person on the right is where I want to be....

I can see myself getting there, but I'm still, ah,

little on shaky ground and I could, if I am not

careful, I could slide back.

Unfinished Kaleidoscope.............-.-.-.- -.-. 29

I feel like everything is in a mess and that's

what a kaleidoscope is ... a mess, but it's a

pretty mess.... It's not anything definite. I

guess I didn't want it to be anything definite

.... I didn't want to think about definite

problems.
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Relaxing at Home .. ............... ... .30

The drawing is an evasion.... Ah, when I can't

change anything, I just go home and watch TV or

read a book, or do both.... That's the only thing

I can change is how I look at things.

Suspended Time..................... . 31

It's just an hour glass with the sand falling into

the bottom.... Time is passing.... For me, right

now, it's to get things into better focus where I

can handle things better.

Half Way Home. ...........-.-.-. ........ 32

That's somebody who has gotten a little more than

half way up the mountain.... Just trying so hard

to be able to keep things in focus and be able to

carry on with life and not to have the depression

that I have been experiencing.

Putting the Pieces Together . ........... .. 33

That reminds me of a stained glass window now....

Focus on what's directly ahead of you and let

everything else go by.... Making all the piece fit

until it is a whole.... I'll eventually bring it

altogether.

Having Fun . . - - - - - - - - - - - .- .- .-.- .-.-.-.-.- -

It's a pretty day outside and somebody is just out

having fun.... Kicking up their heels.... Just

relaxing because more problems are getting resolved

... and try to deal with whatever comes up as it

comes up.

Trying to Stay on Track . ............-.-. . 35

The train is starting back there and it goes all

the way down there, but it has the places where

it can get off track, so it's a challenge to try

to stay on the track and not get off and run into

something.

Being in Waist Deep .-............-.-.-. .... 36

Somebody's that's on a bank on a sunny day. They
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are by themselves and slipping into the water....

Ah, feeling like I am not doing as good as what I

was last week and the week before. I slipped, I

let myself slip some.

Butterfly at Rest . ...............-.-.-. 37

It's a butterfly, and the background isn't very

clear, it's not definite.... Nothing is definite

in my life right now.... Things are calm for a

minute and you don't have to worry about anything.

Breaking Down the Barrier . .............. 38

The hammer's trying to break down the wall. Those

are the chips in the wall going away. [It is]

somebody that resists a lot, but is trying to

break down a barrier so you can function in the

world better.

--- (Name).......-.-...-.-.-.-.-.-........ 
. 39

Just a smiling face.... I would like for it to, to

stay smiling and not be upset.... Right now it's

just a lot of, umm, somebody waiting for a change

and not getting involved with things for the time

being.

The End of the Rainbow . . ............... 40

Somebody going after that pot of gold at the end

of the rainbow.... [The feeling is] a calm one, an

exciting one and a happy one.... One of these

days, I intend for it to be [a reality] or I

wouldn't be trying to do something about it.

Subject 3

--- (Name) . ....-.-.-.-.-...-.-...-.-...... 
41

It [the picture] could be representative from the

inward out movement of giving, everything I do is

projected out or it could be straight on course.

Inside.. ........-.-. ......-.-....... . 42

I don't know. Confusion, anger, anxiety, lots of

consuming thoughts.... It strikes me as strange

that I started out with the straight lines and
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then I got the zigglely lines ... going back to

me.... [In] most of my anxiety, I am the one who

suffers from it.

Reflections. ............-.-. ......... 43

It [the picture] is trying to show a connectedness

with all of the facets of my life and how this

picture spills into this.... But they don't go

into the next one and they do go into the bottom

one, but my intention was to show them all connected.

Tranquility .. . . - - - - - - - - - - - - - - - - - - ' 44

I started it [the picture] to show just a little

distraction from the tranquility flow, but still

just moving along there and being absorbed by the

tranquility and now it kind of looks like a

mistake.

Slinky Gone Astray . . ..........-.--. ..... 45

I see it [the picture] as a lot of anxiety and

tension. The lines, the predominant lines are

stress, I mean, I don't know, because that is

exactly what is on my mind. So maybe I have done

a self-portrait without realizing it.

Oxymoron . .. ................ 
. . ..... 46

It [the picture] started out as half way there

and this represents the positive side and this

represents the negative side. But then when I

finished it, it isn't this cut and dried.

A Rebirth . ... ..-.-.-.-.-...-.-........-..- 
- 47

I keep equating all of those little lines to this

knot in my neck ... but there are some places

where it is not as bad.... Out of all this chaos,

there has got to come a new growth symbolically

represented by the flower.

The Promise............-.-.-.-.-..... .. 48

I'm the pollen and I'm going to be fruitful and

bloom.... I guess I still want to be a little

obscure, I didn't take up the whole page, but I

took up a lot of the frame.
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Transition from Chaos . ................ 49

Whenever I look at a flower, I am drawn to the

center and on this one I am not. Just like I'm not

drawn to the typical stereotypical woman with a

family and a house and a husband and all of that

now. I'm different too.

The Awakening. .............-.-....... 50

I was drawing from previous experience in that I

envision myself as a flower. I am blossoming....

There is also more space in there to deal with,

more flexibility. I am starting to see more

options.

Out of Chaos Comes New Water, Comes a New Beginning . . 51

I've got the rainbow and I've got the clouds and

storm and I've got sort of pastoral nature

representing sort of calm.... I think I am just

on the edge, closer to the rainbow than I am in

the storm.

Heart Matters. .............-.-....... 52

There's my big question mark there on the right,

but my other question mark.... So, it's taking two

shapes and making something out of them when

originally it was supposed to be something else

.... I am bubbling up, you know, it's not done
yet.

Mutable . . .- - --.-.-.-.-.- - - . - . .. .. ........ 53

Just a bunch of gray and blue streaks on white

paper.... [It] started out looking almost like a

flower.... Maybe this is a new beginning of some

kind, so in a sense maybe it's a new birth, new

possibilities.

Zygote...............-.-.-.-.-.-..... 
. 54

Selves, I'm thinking like, you know, selves coming

together and yet maybe pulling apart at the same

time. They overlap, you know, they want to come

together and yet they just can't quite make it.
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Passion . .- - --.. . .. .. .355

I guess if I had to say, by taking all the space

on the page, it was kind of like translating

that's what I need to do for me.

Synthesis. ........-.-- ..-... ........... 56

It [the picture] is a broken egg.... I am

somewhere in the yolk, I'm trying to stay focused

It's about more than what is on the paper.

It's about getting all my ducks lined up, getting

on down the road with them.

Passion .-

It's [the picture] not structure, yet it does have

some structure.... I think this is sort of maybe a

more assertive, or bold venturing forth.

In Transition. ..........-.-.-. . ....... 58

I don't know where I am at. I can't define it.

It's just here.... I am in transition, that I am

in the process of accomplishing something 
... I am

pretty tranquil about it right now.

Silkworm . . .............-.-.-.-.-.-...... 
59

The idea is that I am not just one thing.... I am

multifaceted; I'm not just doom and gloom and I

have a sense of humor and I do have sparkle....

I have an outward appearance of ... a worm but ...

I can produce things that are meaningful and

creative.

Splendor in the Grass . . . . " ..-..... . . . ... 60

I was thinking of ... the blades of grass, maybe

incorporating myself into some type of nature

setting and the grass ... to reduce myself down to

maybe the size of an ant and to be totally
submerged.

Subject 4

Tentative Lines. .........-.-.-.-. ........ 61

Doing something new,' uncertainty.... I see, you
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know, a-warm up, to just get used to using the,

you know, the materials.

--- (Place) II ....................... 62

it [the picture] looks like that drawing that I

did in elementary school and it was not a very

good drawing. The teacher put it on the wall

anyway along with three or four of the best

drawings and mine compared unfavorably.

--- (Name)..........-.-.-.-.-.-....... 
.. 63

Well, he [the person] is looking outward. He's

not distracted.... He looks reasonably pleased....

Probably needs to eat more, manage his time better

and work in some more meals.

Weekend in the Country . .......-.-..-.-.- .-.... 64

I guess I thought about the things I 
used to do at

my dad's place.... It was kind of lonely out there.

It was also very relaxing and I just loved 
to read.

The Turtle Amidst the Current. ..........-.-.. 
65

There is this stream and there is this old turtle

on the rock, the water is just kind of swirling

around.... If he jumps in, he might be borne away

in a direction other than where he wants to go.

But if he stays put, it's just a little too

difficult for him.

The Thinker . ..................... 66

The best view is going to be ... where the

thickest crowd is.... If you are in the thick

crowd, you have to push and shove and you get

elbowed and might step on somebody's toes and

they get mad.

(H)ear's Looking at You. .........-.-.-.....-.---
67

The face, I thought I saw a Picasso-like design

in there and I figured that would be me somehow

or other. I sort of see an ear on the left, two

watchful eyes.... He knows that he needs to be

especially watchful since there is a lot going on.
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Title Figure

Approaching the Cliffs . . . . . - - - --.-.-.-.-. . . 68

It [the picture] looks like something that's ill

defined and kind of murky, like it hasn't quite

taken shape.... It could also be cliffs....

Somehow or other I am in the water approaching
the cliffs.

The World Through a Fish's Eyes . ........ ...... 69

It looks like a primitive fish.... He is swimming

around looking for something to eat.... Fish,

that was the name of freshman at my military

school.

Mountain in the Dark..-...............-.-. 70

[It means] something that's big and it's in a

distance.... It's big, it's vast, mysterious, hard

to take it all in, you know, in one glance.... It

symbolizes something wild and unfathomable....

Something that can't be easily defined or labelled.

Critical Parent . ................-.-.-. 71

He was the person who gave me that unfavorable

evaluation.... [I see] firmness, exasperation,

disappointment, the critical parent, you know....

I don't think that he was that angry and

formidable looking, but that's how I saw him.

Question Mark. ............-.-.-....... 72

Those are questions marks. Lots of question marks

.... It's like the drawing is an exercise....

It's like I am exercising facilities that I don't

use normally.... I think it has helped me.

Options . . .. . ......-.-.-.-.-...-.... 
. .. .. 73

The goat, you know, goes out there and he's real

brave and he's hard-headed ... the chicken,

actually chickens get into scraps.... Maybe the

goat is somebody who wants to crash into the ---

(profession) ... and the chicken is now involved

in the pecking order of --- (profession).
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Title Figure

Where I Am At With My Problem . . .........-.-. 74

I thought I don't know how to draw a problem.

When I was drawing the letters, I thought, seems

to me more that I am facing up to the fact that

there is a problem.

Uphill Climb. .........-.-.-.-.--........ 
. 75

It [the picture] is a fanciful representation of

something.... Something climbing up.... But the

hind legs are kind of dragging.... He's not only

climbing, but struggling to get a foothold.

Abalone, Inside and Out ................ 76

On the outside, the shell is rough and on the

inside that's where you have the mother of pearl

finish.... The inside is, you know, prized all

shined up.... I guess it means you have to have

that toughness to deal with ... life, but you know

what you are on the inside.

Bird Trying to Balance Himself . ............ 77

It [the image] looks like a somewhat awkward bird

The legs are pointed the wrong way. Pointed

in two different directions.... Looks like he is

trying to face up to something, but he wants to

run away.

Where I am in Counseling Right Now . . ......... 78

The person is learning to draw with many colors

[Then] you have ... a skill in combining

colors, or a developing skill in combining colors

.... It means that I made an attempt to draw

where I am in counseling right now and that's

the result.

Reading a Memo. . ...........-.-.-.-.-.-.-.-. 79

He is kind of like the bird [Figure 77], awkward,

anxious, not positioned too well. Just like the

bird's feet were pointed backwards, this person

doesn't have legs on the chair.... I am reading a

memo.... It may mean that I am spending too much

time reading things and not doing enough.
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Title Figure

Scholar in the Mountains. . ............. 80

I guess to me the mountains sort of represent

experience, wisdom, ah, knowledge, you know, all

those good things. ... Well, what would I do if I

had no problems? I would do a lot of reading, you

know, what I want to experience the world more

than what I am doing.
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