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Abstract 

Deficiencies in self-care behaviors are symptomatic in individuals diagnosed with 

chemical dependency disorders as addiction becomes the way to self-soothe. Existing 

research and currently applied treatment approaches do not specifically address the core need 

of women in early recovery to develop self-nurturing behavior. This observational 

descriptive study explores the effect of modeling the nurturing behavior of therapeutic 

storytelling and invocation art making upon drawings and behaviors of women diagnosed 

with chemical dependency in early recovery. 

Over a six-week period, once a week for an hour, the effects of combining invocation art 

making and therapeutic storytelling, two nurturing modalities on self-nurturing behavior 

were examined on women (n=7) in an outpatient intensive day treatment facility. Additional 

data was gathered by administering pre and post self-assessment questionnaires and free 

drawings to each participant. It was anticipated that the modeling of nurturing behavior with 

the art therapist as the storyteller would increase self-nurturing behaviors in this population, 

which would likely be reflected in their artwork over the course of treatment. Images 

produced and behaviors were considered for changes over time in individual participants and 

for similarities and differences between participants. 

The results suggest that this intervention would result in a greater investment in treatment 

and recovery because self-nurturing behaviors appeared to generally increase as seen in 

questionnaire responses, changes in images and verbal statements from subjects. Although 

further research is warranted to obtain conclusive data, the findings could possibly provide 

future implications to a connection for decreased recidivism and successful long-term 

recovery for individuals with chemical dependency disorders.  
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CHAPTER 1 

INTRODUCTION 

This is a study of women who suffer with addictive disorders and the connection between 

addiction and self-nurturing behaviors. Addiction to alcohol and drugs is one of society’s 

most costly problems. Although women represent a major proportion of chemical 

dependency clients, recovery programs and treatment approaches have been historically 

based on the male model of addiction (Bepko, 1991; Kinney, 2000; LaFave & Echols, 1999; 

Lawson & Lawson, 1989; National Institute on Drug Abuse (NIDA), 2002; New York State 

Office of Alcoholism and Substance Abuse Services (NYS OASAS), 1999; Watson, 1994). 

Women present varied difficulties in contrast to men, that influence the efficacy of treatment 

including, biological differences, trauma histories and relationship difficulties. Current 

research trends and the influence of feminist approaches have highlighted the need for 

programs that address women’s unique treatment needs (Bepko, 1991; Hanson, 2003; 

Greenfield, 2001; Najavits, 2002; NIDA, 2002; NYS OASAS, 1999). Although, progress has 

been made in gender specific programs, significant areas of concern remain overlooked. 

Interpersonal relationship dynamics represents a core treatment issue for women. A 

history of relationship difficulties is universally pervasive among all chemically dependent 

clients, although it manifests idiosyncratically for women. Because women are socialized to 

view relationships with others as primary, components of forming and sustaining 

interpersonal relationships should not be minimized when treating women (Gilligan, 1982). It 

is essential to comprehend women’s unique ways of relating to provide them with effective 

treatment approaches (Gilligan, 1982; Horney, 1967; Jordan, Kaplan, Miller, Stiver & 

Surrey, 1991; Miller, 1973). Treatment failure and repeat recidivism can be linked in part to a 

lack of understanding women’s unique relationship needs. Women’s distinctive and  
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challenging ways of relating are often rooted in early childhood experiences, specifically a 

woman’s relationship with her primary caregiver. A nurturing early relationship would have 

likely resulted in an adult who assimilated these positive qualities from her caregiver 

(Gilligan, 1982; Horney, 1967; Miller, 1973). Through maturation these traits tend to 

influence self-nurturing proficiency or are expressed as self-care behaviors. The majority of 

individuals who suffer from addictive disorders exhibit deficits in self-care behaviors (NIDA, 

2002; NYS OASAS, 1999). It is apparent to those who are knowledgeable about the nature 

of addiction and its resultant impact on the body, mind and spirit that self-care or self- 

nurturing can not coexist with active addiction (NIDA, 2002; NYS OASAS, 1999). 

Since addiction and the associated behavioral problems are known to be resistant to 

change, clinicians continue to search for alternate methods of treatment. As a result, this 

study sets out to explore the foundational core of this behavioral deficit and investigate 

creative ways to approach it. Drawing on the field of art therapy, it is postulated that art 

therapy as a healing modality works well in tandem with other creative approaches, such as 

therapeutic storytelling. Therapeutic storytelling has been used with clients to explore early 

childhood experiences, work through conflicts, achieve goals and problem solve from 

emotional, behavioral and/or psychological perspectives. Therapeutic storytelling is by its 

nature a nurturing experience, which might impact the deep early psychological deficits of 

women in early recovery (Bettelheim, 1989; Dwivedi, 1997; Gersie, 1997; Kast, 1993, 1995; 

Von Franz, 1990, 1996). 

Art therapy has been successfully utilized for clients with addiction disorders in 

assessment and treatment for over thirty years (Albert-Puleo & Osha, 1977; Allen, 1985; 

Backos, 1999; Cox & Price, 1990; Feen-Calligan, 1995; Francis, Kaiser & Deaver, 2003;  
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Holt & Kaiser, 2001; Hrenko & Willis, 1996; Johnson, 1990; Lazarus-Leff, 1998; Waller & 

Mahony, 1999). Being a non-verbal form of communication, it can bypass the defense 

mechanisms that present primary treatment blocks in chemically dependent clients (Allen, 

1985; Waller & Mahony, 1999). Women, who are chemically dependent, are often victims of 

physical, sexual or emotional trauma, which tends to exacerbate defenses (Francis et al., 

2003; Glover, 1999; Spring, 1985). For these clients, art therapy can open emotional doors 

enhancing the expression of blocked emotions in a safe and contained fashion. 

While, it is known that chemical dependent women have entrenched defense mechanisms, 

have often experienced trauma or neglect, have difficulties in interpersonal relationships and 

are as a result deficient in self-nurturing behaviors, the theoretical thread that weaves them 

together is often overlooked in treatment. Pondering this question, my studies led me to 

consider the work of Donald Woods Winnicott (1951), Arthur Robbins (1986) and Object 

Relations theory. Object Relations theory suggests a link between the original caregiver and 

the individuals’ adult core sense of self. Winnicott (1951) extensively explored the mother- 

child dynamic, coining the phrase; “the good-enough mother” describing optimal parental 

nurturing that would enable the child to develop into a self-nurturing adult. This approach 

appeared to address the fundamental inquiry into lack of self-care and the chemically 

dependent woman. 

The start of my work with women in recovery from chemical dependency coincided with 

an important personal life transition popularly titled the “empty nest syndrome”. I found 

myself faced with adult women who required ongoing focused and individualized attention, 

women who vocalized and displayed by their behaviors a lack of receiving adequate 

nurturance as young children. And I was hindered in expressing nurturing behavior that had  



been a normal part of my daily life for over 25 years. I wondered if I could by example 

demonstrate nurturing behavior to these women in a clear, therapeutic way that would have 

the effect of assimilation into their own personalities and thus increasing self-nurturing 

behaviors, investment in themselves and resultantly enhance investment in recovery. 

Thus, the birth of a storytelling/art-making group transpired. It is evident from the 

literature and my personal experience of working with women in early recovery that 

they are deficient in self-nurturing skills (Bepko, 1991; NIDA, 2002; NYS OASAS, 

1999; Watson, 1994). It appears likely that deficiency in self-nurturing is linked to 

ongoing active addiction and possibly repeat recidivism. Addiction can thus be 

viewed as an attempt to fill the emptiness felt by those who experienced a lack in 

early nurturing. A careful search of the literature did not reveal any studies that 

suggest modeling nurturing behavior by therapeutic storytelling and invocation art 

making would impact self-nurturing skills in this population. Yet, it is my contention 

that this intervention would effect self-nurturing in women in early recovery from 

chemical dependency. 

My belief in the compelling need for an intervention such as this was eloquently 

reinforced at the onset of my first group when one woman stated, 

“No one’s ever read to me before”. 

 



CHAPTER II 

THE PROBLEM 

Statement of the Problem 

It became apparent when working with women in early recovery from chemical 

dependency that they are deficient in self-nurturing. This fact was reinforced by 

academic research into this area of addiction. Finding no existing studies in art 

therapy literature on modeling nurturing behavior with this population, I concluded 

that this intervention meets an identified need of this population, which is improved 

self-nurturing. 

Explanation 

To answer the research problem, the following questions were considered: 

1. What happens to self-nurturing behavior and personal attitudes about self-care 

when nurturing behavior is modeled by therapeutic storytelling and invocation art 

making to a group of women in early recovery from chemical dependency? 

2. Would anything be noted in the drawings created through invocation art making 

during therapeutic storytelling? 

Basic Assumptions 

This research is based on assumptions that draw on past research in the field and 

personal experience. Chemically dependent individuals are more likely to come 

from abusive or neglectful families of origin and therefore did not experience 

adequate early nurturing (NIDA, 2002; NYS OASAS, 1999). As a result, these 

women did not internalize this behavior and as adults are limited in their capacity to 

self-nurture.  



As treatment for chemically dependent clients becomes more responsive, it is apparent 

that individuals who are chemically dependent react negatively to confrontational 

treatment approaches (NIDA, 2002; NYS OASAS, 1999). Confrontational treatment 

can trigger past trauma as well as stimulate chemically dependent clients’ use of 

defense mechanisms, thus resulting in emotional and at times physical retraction from 

treatment. Modeling nurturing behavior by therapeutic storytelling and invocation art 

making is a non-confrontational intervention, which can bypass defenses and stimulate 

healing (Spring, 1985; Waller & Mahony, 1999). 

It is postulated that transference of nurturing behavior from therapist as the model 

to client is at work during therapeutic storytelling. The classic analytic process of 

transference facilitates the group members internalizing self-care behaviors. Wadeson 

(1986) stated, “...there are some situations that encourage its development more than 

others. Those involving authority figures evoking a “child-to-parent” sort of 

transference are the most obvious”(p. 81). The storyteller as therapist becomes an 

example of a nurturing individual by virtue of the transference relationship. 

Hypothesis 

The research hypothesis is: 

As a result of therapeutic storytelling and invocation art making, women in 

early recovery from chemical dependency will show differences over the 

the duration of the group in self care behaviors, attitude and images as well as 

similarities within the group of those behaviors, attitudes and images drawn.  



Operational Definitions 

For the purposes of this investigation, the following operational definitions apply: 

Therapeutic storytelling is the act of reading stories, myths, folktales or fables to clients in 

a relaxed and nurturing environment. 

Invocation art making is the process of creating art as a spontaneous response. In this 

instance images are spontaneously created triggered by varied factors: the story theme, the 

characters, the setting of the story and the act of being read to. 

Art Therapy as defined by the American Art Therapy Association (AATA) (2004) is: 

Art therapy is the therapeutic use of art making within a professional 

relationship, by people who experience illness, trauma, or challenges in living, 

and by people who seek personal development. Through creating art and 

reflecting on the art products and processes, people can increase awareness of 

self and others cope with symptoms, stress, and traumatic experiences; 

enhance cognitive abilities; and enjoy the life-affirming pleasures of making 

art. (p. 2004) 

Free Drawing is an art therapy directive when a client is asked to “draw whatever you 

want”. . A “free drawing” is a directive often used in art therapy at the onset of treatment or 

assessment providing valuable baseline information about the client. 

Chemical Dependency (or substance dependence) is a multifaceted diagnosis 

considered chronic with relapse an integral component of the disease. The American 

Psychiatric Association (2000) 4" edition text revision of The Diagnostic and 

Statistical Manual of Mental Disorders defines it as “A maladaptive pattern of 

substance use, leading to clinically significant impairment or distress” (p. 197). The  



differential diagnosis of Sustained Full Remission according to the DSM-IV-TR (American 

Psychiatric Association, 2000) requires total and complete abstinence and continual 

ongoing evaluation. 

Early Recovery is the period after detoxification, not to exceed six months. 

Spiritual is a sense of the transcendent, providing simultaneously a tangible feeling of 

grounding and connection in a non-tangible form. 

Nurturance is the expression of full acceptance to foster self-acceptance and self- 

validation similar to the Rogerian core therapeutic conditions of unconditional 

positive regard, congruence and empathic understanding (Rogers, 1980). 

Nurturing Environment is a supportive place where people are comfortable and feel 

safe enough to let down their defenses and explore their feelings and emotional 

responses. 

Delimitations 

The following delimitations apply to this research study: 

1. Generalizations can be made only to women between the ages of 18 through 

70 years. 

Generalizations may be made to adult women only since all subjects were 

adult women. 

Comparisons may be made only to women with a diagnosis of chemical 

dependency who are in early recovery and enrolled in a treatment program. 

Generalizations about this study are applicable only if therapeutic storytelling 

and invocation art making are presented in a manner consistent with the 

format of this study. 

8 

 



5. The results of this pilot research project are recommended for use as a resource of 

clinical information, a format for a creative intervention and as a design for 

future research on this population. 

Limitations 

The following limitations should be taken into account when considering the 

results of this research study: 

1. The small (n=6-12) size of the available subjects limits generalization onto the 

population of chemically dependant clients. 

The type of facility (day treatment/out patient) limits the results to individuals 

in a similar program. 

. The behavioral and self-assessment surveys are researcher developed, are 

being using for the first time in this study and therefore not tested for 

reliability and validity. 

The investigator will be the exclusive evaluator of the artwork. 

Ethical Implications 

In this study the ethical implications are related to providing confidentiality and 

safety to all participants throughout all aspects of the study process. Prospective 

clients were given a verbal description of the program prior to the first group meeting. 

Consents were obtained from the College’s Institutional Review Board, from the 

Clinical Board of Directors at the research site and from the clients themselves. 

Informed consent forms were signed to participate in the study and at conclusion of 

the study to photograph artwork for inclusion in research and possible publication. 

All paperwork (pre and post self-assessment and pre and post behavioral surveys) and  
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all artwork was kept in a locked cabinet throughout the course of the study. All artwork 

was returned to the participants at the completion of the study. It was perceived that 

minimal to no risk is associated with this study, yet it is necessary to consider that any 

treatment has the potential of triggering repressed memories or adverse reactions. The 

participants in this study are in a facility where they are currently in supervised 

treatment and can be referred for follow-up if necessary. 

Purpose 

This study has a dual purpose. The first purpose of this study is to explore the effect of 

modeling nurturing behaviors, storytelling and invocation art making on women in early 

recovery. Self-care behaviors as reflected in pre and post self-assessment surveys and 

images drawn during therapeutic story telling will be examined from the case group of 

participants. The second purpose of this pilot study is to develop a research design based on 

the intervention of therapeutic storytelling and invocation art making that can be used in 

future long term longitudinal studies with a greater number of subjects for individuals in 

early recovery from substance abuse disorders. 

Justification 

Addiction to alcohol and drugs remains one of societies most pervasive and costly 

problems. Although there are thousands of treatment approaches and treatment facilities, 

chronic relapse continues to be accepted as part of the disease of addiction (Kinney, 2000; 

Glover, 1999). New and creative approaches to address chemical dependency continue to be 

explored. This study introduces a new treatment approach, nurturing behavior by therapeutic 

storytelling and invocation art making, which is an example of a non-threatening, non- 

confrontational intervention. It is hoped that this type of research using therapeutic  
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storytelling and invocation art making will have a long-term impact on the core issues of 

addiction, contribute to available chemical dependency treatment approaches and add to the 

chemical dependency knowledge base. 

 



CHAPTER III 

REVIEW OF THE LITERATURE 

Brief Overview 

The central theme of this research is self-nurturing and its relationship to chemically 

dependent women. The diagnosis of chemical dependency in women as it differentiates from 

a gender specific dynamic is explored. In addition, some of the standard treatment 

approaches in outpatient facilities for women will be addressed. The physical, emotional, 

spiritual and psychological factors that specifically impact addicted women will be 

examined, focusing on the component of nurturance. An overview of how art therapy has 

been used with this population, as an assessment tool and as a treatment intervention will be 

explored, with consideration to metaphors and themes found in images of chemically 

dependent clients. Additionally, therapeutic storytelling, as a treatment modality will be 

looked at. The role of the storyteller/therapist as a nurturing model will be considered from 

the perspective of classic transference. Finally, the interaction of therapeutic storytelling and 

art making focusing on the impact on chemically dependent women will be explored. 

Women and Chemical Dependency 

Prevalence 

A careful review of the literature reveals that chemical dependency affects almost as many 

women as men, yet most research until recently has been based on the male model (NIDA, 

2002; NYS OASAS, 1999). Substance use and abuse rates for women are accelerating into 

statistics more like those for men. New York State OASAS (1999) reported the following 

data; in the United States 4.5 million women are alcoholics; 3.5 million abuse prescription 

drugs and 3.1 million use illicit substances. A diagnosis of chemical dependency for women  
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conforms to the standard DSM-1V-TR (2000) text revision definition including a build up 

of tolerance and physical symptoms of withdrawal. Once diagnosed with chemical 

dependency, an individual is prone to relapse (DSMIV-TR, 2000; Glover, 1999; NIDA, 

2002), which idiosyncratically defines the disorder as chronic. However, within these 

guidelines are remission specifiers that delineate periods of abstinence. In spite of these 

specifiers, the diagnosis remains a constant lifelong designation (DSMIV-TR, 2000,p.250). 

Women’s differences 

It has become clear from research initiatives over the past few decades that women 

experience addiction physically, psychologically, socially and economically differently from 

men. Fully understanding these differences and applying them to assessment, intervention 

and treatment is mandatory for clients’ success or failure. Physically, women become 

addicted more quickly and develop more life threatening abuse related diseases than men 

(NIDA, 2002; NYS OASAS, 1999). This is known as the “telescoping” effect, unique to 

women, meaning their progress from first drink to the needed treatment occurs more quickly 

than for men (Greenfield, 2001). This is due to lower concentrations of water in the body to 

absorb the alcohol and less acetaldehyde (adhd). Adhd is an alcohol-metabolizing enzyme 

found in the stomach. Due to inherent biological gender differences, women possess half the 

amount of men, and thus more alcohol passes into the blood stream and is metabolized by the 

liver, resulting in greater incidence of life threatening liver disease. In addition, women who 

are chemically dependent have much higher rates of heart disease, stroke, gastrointestinal 

hemorrhage, anemia, malnutrition, cancer, pregnancy complications, and brain damage as a 

result of their addiction (NIDA, 1999).  
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Women are more likely to be survivors of childhood abuse and incest and victims of 

rape and violent crime as a result of chemical dependency, which impacts their prognosis in 

myriad ways according to addiction studies (Kinney, 2000; Lawson & Lawson, 1989; NYS 

OASAS, 1999). Women who report a history of childhood sexual or physical abuse are more 

likely to abuse drugs or alcohol (NIDA, 2000). There has been considerable research about 

child abuse and its relationship to addiction. Several researchers (NIDA, 2000; Miller, 1973) 

found a 70% correlation between women in treatment and a history of childhood violence. In 

addition, they found that childhood neglect had a significant influence on adult drug and 

alcohol use in women. This is of particular interest as it indicates a relationship between 

chemical dependency and early childhood neglect or abuse in women. 

Several studies initiated by NIDA (2000) revealed a relationship between drinking or 

drugging and sexual victimization among college students; high school girls who engaged in 

drinking or substance abuse were more likely to become victims of dating violence. There is 

a correlation between these elevated figures of sexual and physical violence and the rise in 

HIV in women, which is now the 4™ leading cause of death in women according to NIDA 

(2000). 

Recent investigators have detailed the emotional and psychological factors that 

specifically impact women who are chemically dependent. Women are more likely than men 

to have a co-occurring psychiatric diagnosis and are more prone to serious medical 

complications when they are chemically dependent (DSMIV-TR, 2000; Kinney, 2000; NYS 

OASAS, 1999; Watson, 1994). In addition, these researchers have shown the prevailing link 

between addiction and eating disorders in women. Women are more likely to experience co- 

occurring diagnoses including, depression and post-traumatic stress disorder often a result of  



earlier trauma (NIDA, 1999; Watson, 1994). All of these findings support examining 

women as a unique population in addiction etiology and treatment. 

Treatment 

Women enter treatment less frequently, at more acute stages of addiction, and have a 

variety of barriers that interfere with treatment completion including; lack of economic 

opportunities, limited availability of services specifically addressing women’s issues, and 

conflicting child care responsibilities (NIDA, 2000; OASAS, 1999; Watson, 1994). There 

are many forms of treatment to address chemically dependent clients ranging from 

psychodynamic, behavioral, cognitive, motivational and experiential frameworks (Kinney, 

2000). A study published in 1999 and reported by Gordon in Alcoholism & Drug Abuse 

Weekly (Manisses Communications Group, Inc., 2002) found that gender specific treatment 

programs whether inpatient or outpatient, were more successful than mixed gender treatment 

approaches. In fact, women were more likely to complete treatment if it was provided in an 

environment that they perceived as mutually supportive and responsive to their multiplicity 

of treatment needs (NIDA, 1999). Bischof, Hapke, John, Meyer & Rumpf (2000) claimed 

that research shows many chemically dependent persons recover without professional 

treatment. While this takes into account the abundant number of individuals who participate 

in self-help groups, specifically 12 step programs, women are less likely to seek either 

professional or lay help for addiction (Bischof et al, 2000). 

Self-Help programs, such as Alcoholics Anonymous (AA) have formed the cornerstone of 

treatment for the chemically dependent (NYS OASAS, 1999). Most treatment facilities, 

whether in-patient or day treatment, utilize the AA philosophical framework as the 

foundation for their programs. AA was founded by Dr.Bob and Bill Wilson and grew out of  
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the vision of one alcoholic helping another, commitment to abstinence and a commitment 

to the AA program (Alcoholics Anonymous World Services, Inc., 1976). AA started the 

self-help movement where individuals with addictions can find support in meetings any time 

of the day all over the world (Kinney, 2000). 

AA and other such groups are usually run from a male perspective and do not address 

common issues women face in recovery (LaFave & Echols, 1999). Recently, the addition of 

AA groups for women only and groups such as Women for Sobriety offer a forum for 

women to discuss issues specific to them such as abuse, trauma and relationship issues 

(LaFave & Echols, 1999). The quality that contributes the most to success in self-help groups 

is the building of a social network of supportive people who have similar experiences 

(Kinney, 2000). For women, this is strengthened when it is the support of other women. 

Traditionally, Washington (2000) found most chemical dependant treatment is 

theoretically founded in a behavioral framework, including 12 step groups. Women, who 

respond from a more relational and emotional place could benefit from a more experiential 

form of treatment (Gilligan, 1993; Washington, 2000). Addicts have many emotional 

problems according to Washington (2000) that may inhibit intimacy and authenticity. 

Didactic, cognitive and behavioral group processes may not address the core issues faced by 

addicted women. Experiential treatment, which acknowledges the client’s individual 

experience and feelings as valuable, on the other hand offers a way to bypass these common 

defenses (Francis, Kaiser & Deaver, 2003; Washington, 2000). 

Interpersonal relationships 

New studies (NIDA, 2000) reveal that women begin experimenting with drugs or alcohol 

for different reasons than men. Women are predominantly given drugs by their male  



significant other and pressured to continue use by them according to Gordon in 

Alcoholism & Drug Weekly (Manisses Communications Group, Inc., 2002). Women, who 

are traditionally in the role of caregiver, very often neglect self-care, instead engaging in self- 

shaming behaviors, based on their personal histories of childhood abuse and neglect 

(Leonard, 1989; Strider, 1990; Waller & Mahoney, 1999). Addicts exemplify self-esteem 

imbalances (Washington, 2000), either being too meek or grandiose. Because of this, 

chemically dependent women are unable to venture into honest relationship dynamics with 

peers or mental health professionals (Francis, Kaiser & Deaver, 2003). While this is an area 

that researchers should be examining, there is a paucity of information that speaks to self- 

care. Washington (2000) reported on the correspondent increase in self-care and self-efficacy 

when clients are engaged in experiential treatment. 

Art Therapy and Addiction Treatment 

The process 

The use of art therapy in addiction treatment has been ongoing for several decades (Allen, 

1985; Spring, 1985; Waller & Mahoney, 1999). Art therapy as a treatment modality provides 

an experiential intervention that can bypass the defenses that predominant the chemical 

dependent woman’s persona. It is uniquely suited to address some of the core issues of 

addiction, specifically, identity, self-esteem and denial as it is non-confrontational providing 

a permanent record of the therapeutic process in the art work (Allen, 1985; Francis & Kaiser 

& Deaver, 2003; Waller & Mahony, 1999). These factors promote a more in-depth healing 

for the addict. As a creative modality, art therapy engages the creative force in clients 

facilitating treatment motivation, building strength and reinforcing ego formation (Spring, 

1985).  



The setting 

Art therapy has used successfully in the addiction field in a variety of in and out patient 

settings (Francis, Kaiser & Deaver, 2003; Leonard, 1989; Malchiodi, 1999; Spring, 1985; 

Waller & Mahony, 1999). Addiction clients are often treated in prisons, hospitals or 

psychiatric centers when part of an in patient program. Albert-Puleo & Osha (1977) looked at 

adjunctive art therapy used in inpatient addiction programs and found that in early recovery, 

programs in half way houses or mental health facilities, art therapy may provide the creative 

contribution that can make the program unique and holistic as well as attract more women for 

treatment. A unique quality of art therapy is that it subtly allows clients the ability to look at 

previously repressed or unknown pieces of themselves (Waller & Mahony, 1999) while 

impacting clients on emotional, physical and cognitive levels, which are all affected by 

substance dependence (Leonard, 1989). 

Relationship and trauma 

Several recent studies have provided useful information about women, trauma and 

addiction utilizing art (Francis, Kaiser & Deaver, 2003; Glover, 1999; McKaig, 2003). 

McKaig (2003) looked at mandated clients who were abuse Srvivors and found “The art 

connected the women to themselves by externalizing feelings through visual metaphor” (p. 

206). Findings of increased group cohesion and connection became part of the dynamic as 

the group developed (McKaig, 2003). Francis, Kaiser & Deaver (2003) investigated evidence 

of attachment in Bird’s Nest Drawings of chemically dependent clients. They found 

indicators in the drawings of low levels of security in these clients when compared to a 

control group (Francis et al, 2003). Glover (1999) focused on the unique treatment needs of 

those clients who have a history of incest and found “art may be the vehicle that permits a  
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release of unacceptable feelings and past events as well as a means of exploring recovery” 

(p. 285). 

Early recovery treatment for the chemically dependent client is focused on abstinence. It 

downplays the deeper issues of trauma and abuse (NIDA, 2000) and the underlying 

relationship dynamics involved. Time constraints dictate these decisions, although it is 

important to remember that these issues represent the underpinnings of relapse and can be 

dealt with in treatment in a more contained way by utilizing art therapy. Safely unraveling 

the core issues leading to self-medicating with addictive substances could potentially lower 

recidivism. 

Nurturin 

Several researchers have explored the nurturing qualities inherent in the art process 

(Leonard, 1989, Malchiodi, 1999; Spring; 1985). This is especially important for addiction 

treatment, as most addicts lacked a sufficient early nurturing environment (Kinney, 2000). 

Art materials are in themselves nurturing (Malchiodi, 1999). As children we can all 

remember the pleasure of opening up a box of new crayons. Interacting with them creates an 

avenue for the client to experience, express and gratify needs that have gone previously 

unmet (Allen, 1985; Malchiodi, 1999). 

i 

Metaphor | 

Symbols, images, lines, shapes and colors all represent metaphors in a drawing. Metaphor 

as seen in a drawing has been studied by art therapists as an important treatment tool to 

enhance problem solving, present a “novel solution”, while it accesses full right and left brain 

functioning (Lusebrink, 1990; Mills & Crowley, 1986). Lusebrink (1990) stated the 

developmental significance of imagery in relation to the processing of information on a pre  
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verbal level. Employing the metaphor as a healing component is critical when working 

with individuals in recovery. Due to entrenched defense systems as well as difficulties in 

conceptualizing possibility (Kinney, 2000; Leonard, 1989) the metaphor acts as a “flame to a 

candle, igniting the ...imagination” (Mills & Crowley, 1986, p. xxi). Mills and Crowley 

(1986) define the “artistic metaphor” as, 

integrating left-and right-brain functions on conscious and unconscious levels via 

multisensory approaches. Because the artistic metaphor involves the use of objects in 

space, it is both multisensory and three-dimensional. This helps to further expand the 

metaphorical message into tangible, physical terms. It is now given an external 

expression to the internal realm of feeling and sensation” (161). 

Therefore, the image drawn becomes the metaphor for change or therapeutic movement for 

the client. Possible growth is enhanced when the visual image is coupled with the spoken 

word or written image of a story. 

Therapeutic Storytelling 

Therapeutic Storytelling is a treatment intervention that can potentially impact self-care 

and self-nurturing behaviors in women in early recovery. The oral tradition of storytelling 

predates recorded history, by evidence found twenty-five thousand years before Christ (Von 

Franz, 1996). Traditionally, stories were told to entertain, to explain and to offer spiritual 

sustenance (Von Franz, 1996). They provided a way to link each generation to their 

ancestors, while establishing a framework for understanding the world. These stories were 

often integral to the well being of the individual, family and community, depicting survival 

skills and offering hope for the continuance of the family, tribe or nation (Cox & Albert, 

2003). The essential qualities of universality, hope, spirituality, nurturing and problem  



21 
solving, which are inherent in storytelling make therapeutic storytelling effective as a 

treatment tool. Recently, it has gained popularity as a creative intervention used with a wide 

variety of populations including clients with a diagnosis of chemical dependency (Jones, 

2003). 

Group work 

Therapeutic storytelling is well suited for group work. Gersie (1997) elaborated: 

I think of this kind of group work as education in active wisdom. The education 

occurs through the invited encounter with life’s infinite richness and complexity, 

through the sustainment of tender curiosity, and through the systematic support 

for more comfortable ways of telling, interacting and being. This process 

welcomes experience in, integrates uncertainty as uncertainty and facilitates the 

bonding of informed not-knowing. (p.4) 

In addition, the story according to Gersie (1997) imparts “universal truth” (p. 4) and the quest 

for it including the obstacles found along the way. 

Problem solving skills 

Storytelling provides listeners alternative ways to look at their problems. Often clients 

who are chemically dependent get mired in limited one-dimensional thinking. They can only 

see one way to arrive at their goal. A common 12-step saying is “the definition of insanity is 

doing the same thing over and over again and expecting a different result”. This rigid 

thinking contributes to relapse behavior, as change is not achievable if one cannot see 

possibilities. Stories illustrate creative possibilities inviting clients to consider past 

experiences in a new light, in the context of the story (Cox & Albert, 2003). Gersie (1997) 

calls this aspect of storytelling “A timeless space, the awareness of being able to move out of  
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this inner state by means of imaginary journeys may spontaneously present itself to the 

sufferer as a healing solution (p.87). The imaginary place or “timeless space offered in stories 

facilitates change in a client who believes a good or sober life is hopeless, often an attitude 

expressed by individuals with addictive disorders. 

Problem solving skills are assimilated when clients are engaged in therapeutic 

storytelling as they consider possibilities and break free of limited thinking. Bettelheim 

(1975) uses the story of “Hansel and Gretel” as an example of a story that incorporates 

problem solving, stating it “gives body to the anxieties and learning tasks of the young child 

who must overcome and sublimate his primitive incorporative and hence destructive desires” 

(Bettelheim, 1975, p.160). Chemically dependent clients are often victims of their defenses, 

specifically denial, which blocks conceptual thinking and therefore inhibits problem solving 

(Bettelheim, 1975). Life lessons presented in a story form create non-threatening 

interventions according to Gersie (1997), which is a necessary component when working 

with chemically dependent women (Spring, 1985). 

Interpersonal relationship skills 

Therapeutic storytelling can impact interpersonal relationship skills. McGregor and 

Holmes (1999) researched how storytelling shapes memory and impressions of relationships 

and found “that the cognitive side effects of storytelling may help cause idealization and 

satisfaction in relationships” (p. 403). While, this could be deduced as an undesirable trait, 

for women who have internalized negative dissatisfaction in relationships, a measure of 

idealization can offer balance that can grow toward rewarding interpersonal interactions.  



Self-esteem 

Therapeutic storytelling has been shown to help individuals increase self-esteem, improve 

problem-solving skills and increase levels of self-care (Dwivedi, 1997; Gersie, 1997; Kast, 

1993, 1995; Rooks, 2001). Women in early recovery have been shown to lack self-care 

behaviors (Kinney, 2000, NYS OASAS, 1999). Traditional folktales, stories and myths 

impart life lessons that the client might easily absorb (Dwivedi, 1997; Kast, 1993). 

Therapeutic storytelling offers the newly recovering addict a treatment that addresses their 

fragile emotional condition. 

The storyteller/therapist offers a nurturing environment to the listener (Gersie, 1997, Kast, 

1993). Success in therapy is often dependent in part on the relational dynamics of the 

therapist and the client(s) (Wadeson, 1986). Therefore, to examine the interaction of self- 

care and chemically dependent women, the interaction of therapeutic storytelling, art making 

and presenting behaviors in chemical dependent women in early recovery would be useful to 

investigate. 

Storytelling and recovery programs 

Listening to and telling one’s story are central to the recovery process integral to all 

twelve-step programs (Alcoholics Anonymous World Services, Inc., 1976; Kurtz & 

Ketchum, 2002; Strider, 1990). Histories of trauma and abuse often result in clients’ inability 

to recall their stories, burying memories deep in the subconscious. Offering therapeutic 

storytelling to women in recovery acts as a bridge to this process, “to awaken memories that 

act as catalysts for listeners to share stories of their own” (Jones, 2003, p. 84). Several 

chemical dependency treatment programs nationwide are utilizing storytelling as an 

intervention.  
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Day One, a program developed by Margaret Jones in 1995 (Jones, 2003) incorporates 

storytelling into the treatment of adolescents and adults. “as a way to help both youth and 

adults increase insight into personal behavior and to communicate with one another” (p.84). 

Jones cited several reasons for the success of this program, which has been actively serving 

this population since 1995. 

Image and metaphor in stories 

Stories illustrate dilemmas and solutions, show progression through life tasks, portray 

protagonists along paths of discovery and show relationship skills all by the use of metaphor 

and image (Cox & Albert, 2003; Kast 1993, 1995; Gersie, 1997). Stories provide rich 

images According to Lusebrink (1990), “Spontaneous thought imagery emerges into 

awareness of itself whenever goal-directed verbal thought is blocked or becomes confused or 

uncertain” (p. 32). The experience of listening to a story can block goal-directed thought 

processes and thus open one up to spontaneous image creation. Bettelheim (1975) pointed 

out that the way a fairy tale is structured encourages imagination resulting in releasing 

repressed unconscious material. 

Mills and Crowley (1986) in their text, Therapeutic metaphors for children and the child 

within, detail fundamental methods and theoretical underpinnings for employing metaphor 

therapeutically. They offer the “triadic principle” of Bandler & Grinder, 1975 as a framework 

to understand the therapeutic application of metaphor and stories, 

(1) The metaphor presents a surface structure of meaning in the actual words of the 

story, 

(2) which activates an associated deep structure of meaning that is indirectly relevant 

to the listener,  
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(3) which activates a recovered deep structure of meaning that is directly relevant to 

the listener. (p.21) 

Each listener develops a unique understanding of the metaphors offered in the story, 

personalizing them dependant on their current life experience. Employing this method with 

those in recovery facilitates movement from their usual state of “black or white” thinking to 

thoughts containing possibilities. 

The use of therapeutic metaphors according to Rossi (1972/1985) (cited in Mills & 

Crowley, 1986) creates a “shared phenomenological reality” (p.65). “In the effective 

therapeutic metaphor, this is facilitated by representing the child’s (client’s) problem 

accurately enough so that he no longer feels alone, yet indirectly enough so that he does not 

feel embarrassed, ashamed, or resistant” (Mills & Crowley, 1986, p.65). Shame, resistance 

and embarrassment are often part of the chemically dependent individual’s personality. The 

client gains a “sense of identification with the characters and the events portrayed (p. 65). A 

sense of identification is a primary treatment goal for those with addictive disorders as it 

moves the individual past the familiar sense of isolation and hopelessness 

Therapist as Nurturing Model 

A key component for success in therapy has been shown to be the relationship between 

the client and the therapist (Corey, 2004). A reworking and/or revisiting of primary 

relationships in the controlled therapeutic environment facilitates clients’ change and growth. 

Women with addictive disorders statistically tend to have experienced mother or primary 

caregiver deprivation, neglect or abuse (Kinney, 2000; LaFave & Echols, 1999; Washington, 

2000). Ideally, the therapist “serves as a mirror or reflection of a self that needs recognition” 

(Robbins & Robbins-Milne, 1998, p. 109).  
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Winnicott and object relations 

D. W. Winnicott (1986) extensively explored the mother-child relationship and described 

conditions that form the basis of object relations. He used the term “good enough mother” to 

describe the qualities of the parental figure that the infant needs for optimum development as 

follows, 

This term is used in description of the dependence that belongs to earliest infancy. The 

implication is that mental health has to be founded in every case by the mother who, in 

health has it in her to meet the minute-to-minute needs of her infant. What is needed 

and absolutely needed by the infant is not some kind of perfection of mothering, but 

which is part of a living partnership in which the mother temporarily identifies herself 

with her infant. (p. 44) 

Without the “good enough mother” as a model or mirror for the infant proper development to 

adulthood with the establishment of a “true self” does not occur, which can result in 

addiction in the adult. Winnicott (1986) described the concepts of “true self” and “false self” 

in the following definition, 

..those people who have unconsciously needed to organize a false-self front to cope 

with the world, this false front being a defense designed to protect the true self. (The 

true self has been traumatized and it must never be found and wounded again.) ...The 

false self, ...though a successful defense, is not an aspect of health....there is a 

depression but this depression is denied, by unconscious process of course, so that the 

symptoms of depression appear as their opposites. (p. 33). 

The therapeutic relationship in general and art therapy in particular present an opportunity to 

discover and establish a “true self” as an adult.  
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Arthur Robbins 

Arthur Robbins is an art therapist who stresses the importance of empathy in his work. 

He stated that, “...the therapeutic work is directed toward the encouragement and 

development of the patient’s sense of self that has not been adequately nurtured during 

critical periods of development” (Robbins, 1984, pp.107-108). Robbins asserted that the 

development of "mirror transference” is essential for self-cohesion to develop in the patient, 

“...In my work, mirroring connotes a mirroring transference. This embodies many of the 

characteristics associated with an early mother-infant relationship, that multi-sensory 

experience that exists on kinesthetic, auditory, tactile, visual levels” (1984, p.108). 

The therapist according to Robbins and Robbins-Milne (1998) can “be seen as an 

empathic mother stand-in, or nanny, who can help to compensate for parental deficits that 

have hindered self-object internalization... When this is done, there is a space created for an 

internalization of the therapist, who can help the patient reflect and mirror this process of 

being and becoming” (pp. 109-110). 

The therapeutic environment must contain, according to Cavallo and Robbins (1980) 

the following conditions in order to successfully work with patients with a damaged sense of 

self. He stated that therapy needs to approximate, “...conditions which would allow a self to 

be born: an environment for an individual to experience what it is like to ‘be’ before 

experiencing how to relate to other ‘beings’ (1980, p. 116). One of the essential needs of 

the patient, according to Cavallo and Robbins (1980), is a “...containing environment to care 

for and help an infantile ego mature...(p. 114). The process and product of art therapy 

provide such an environment. Robbins (1987) described the healing properties of art therapy, 

“In this treatment, we experience the patient’s early losses and problems, contain and  
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organize his/her experiences, and hope to give him/her a climate where trauma, 

disappointment, and confusion can be organized on a higher, more satisfying level” (p. 67). 

This then is the foundation upon which a storytelling/art-making group for women in early 

recovery was launched. 

 



CHAPTER IV 

METHODOLOGY 

Research Design 

The design of this research study is a descriptive, observational pilot. In this study, the 

subjects (n=6-12) are adult women enrolled in an outpatient chemical dependency recovery 

program who consented to participate in therapeutic storytelling and invocation art making 

group. The purpose of the study is to explore the effect of modeling nurturing behavior on 

women in early recovery. The resulting data obtained from drawings and completed surveys 

are intended to provide evaluative information on differences in behaviors and images 

created during this process. 

Selection of Sample 

The participants in this study are adult women in early recovery having experienced 

detoxification and 21-day inpatient intensive residential treatment. They were recruited for 

the study based on a sample of convenience. All women clients enrolled in the recovery 

program at this facility were equally eligible and presented with the opportunity to participate 

or not in the study. They were identified simply because they are women clients currently 

enrolled in outpatient early recovery treatment at this facility, and are age 18 or more. The 

first twelve clients to agree were enrolled in the study. Enrollment in the recovery program 

implies a nine-month commitment of investment in recovery work, assuring availability for 

the six-week course of treatment necessary for completion of this study.  



Procedures for Data Collection 

The Setting 

The facility where the research was conducted is an intensive outpatient treatment site 

operated and funded by the county. It is located on the outskirts of a medium size city within 

a semi-rural upstate New York county. It complies with all standard of practice and program 

regulations set forth by the New York State Office of Substance Abuse (OASAS), because it 

is government funded. It is a small program serving approximately 25 clients both female 

and male, who enroll for a nine-month period with a commitment of 5 hours per day, 5 days 

per week. Clients cannot be employed while participating in this program, which requires a 

mandatory full-time investment in recovery work. 

The program is housed in a fairly large complex that includes all primary mental health 

services for the county. The group room designated for use for this research is a room that 

serves multiple purposes. It is spacious and comfortable although lacking windows. It is 

brightly lit by overhead fluorescents, which were replaced by six lamps providing adequate 

light for artwork while creating a more soothing atmosphere. It is used for a weekly art 

therapy group that is part of this program, thus it contains a sink and tables adequate for 

drawing upon. During group time, the reading and art making will be done in a relaxed and 

pleasant atmosphere, where the group will not be disturbed by outside noise or interference. 

Development of the instrument 

The instrument used to provide data for this study included pre and post self and 

behavioral assessment questionnaires, free drawings and invocation art products. They were 

all developed based on an awareness of the clinical and emotional needs of the target 

population of women in early recovery.  
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Two questionnaires were introduced for exclusive use with this inquiry. The are the 

“Self-Assessment Questionnaire” (Appendix C) and the “Behavioral Assessment 

Questionnaire” (Appendix D) They are both newly developed surveys designed by the 

investigator to be piloted with this study and therefore validity and reliability are not 

available at this time. They are conceptually based upon self-soothing behavioral 

recommendations found in the approach of Dialectical Behavior Therapy (Linehan, 1995). 

Dialectical Behavior Therapy, which was initially developed to treat borderline personality 

disorder, has expanded its scope to the general substance abuse population (Linehan, 1995) 

and is employed as a theoretical approach at the research site. 

Both surveys were constructed using a Likert scale as a measurement framework. The 

Likert scale was described by Kumar (1996), as “This scale is based upon the assumption 

that each statement/item on the scale has equal ‘attitudinal value’, ‘importance’ or ‘weight’ in 

terms of reflecting an attitude towards the issue in question” (p. 129). They are limited to 

four categories (never, seldom, often and always) of attitudinal ratings, thus eliminating the 

option of neutrality. 

The art directive “draw whatever you want” was employed as pre and post assessment 

instruments. This technique known as the “free drawing” is widely used in current art 

therapy practice and was a directive employed by Margaret Naumburg (1966), one of art 

therapies pioneers. Naumburg (1966) stated, “The release of spontaneous images from the 

unconscious is regarded as primarily a form of symbolic speech, but such images frequently 

have a diagnostic, as well as a therapeutic, value” (p. 8). The “free drawing” is used in this 

study diagnostically, to access valuable information and to introduce clients to the art process 

and media, as a way to decrease anxiety about the art making process.  
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The treatment of therapeutic storytelling and invocation art making was developed by 

the researcher. Stories were chosen from traditional fairy and folk tales, indigenous cultural 

fables and mythology all from a developmental perspective corresponding to the population 

served. Invocation art making during storytelling draws from the clients’ personal response 

to the story told and the relationship of the story to their individual background. 

Distribution of the instrument 

The participants were given preparation for the group at the first meeting. The nature and 

proceedings of the treatment was explained to each subject, after which informed consent 

(Appendix A) was read and signed by each participant and a copy given to them. A 

discussion on art making and media was engaged in, emphasizing the process rather than the 

product to alleviate performance anxiety. Participants first completed a self-care assessment 

questionnaire (Appendix C). Participants were then introduced to the art media, chalk pastels 

and 18”x 24” white paper and asked to do a “free drawing” prior to the first therapeutic 

storytelling/invocation art-making group. Also prior to the first group session, the clinical 

director will complete a behavior assessment survey (Appendix D) on each participant. 

The actual research study group lasted a total of six weeks. Each group began with a brief 

“check-in”. Following, the research treatment/intervention, the independent variable, 

therapeutic storytelling and invocation art making (images that are invoked by the reading or 

simply by being present in the group) was offered for one hour each of the six weeks. The 

stories read were selected from a variety of multicultural fairytales, folktales and fables with 

consideration to the population served. Pastel chalks and white 18” x 24” paper was 

distributed to the group prior to reading the story. White 18” x 24” paper was also handed out 

to the group members. They were invited to put on paper images that come forth during and  



immediately after the reading of the story. A short processing period followed each 

story/art making session as a way to safely close the group for the week. 

At the end of the six-week period, the clinical director completed post behavioral 

assessment surveys (Appendix D) on each participant. All subjects completed a post 

assessment questionnaire (Appendix C) as well as doing another “free drawing”. The 

possibility of photographing the artwork for publication was discussed with the women at 

this time. Participants who agreed to have their artwork photographed were given a consent 

form (Appendix B) to sign and given a copy. 

Ethical Implications 

Participants were treated in an ethical fashion, which includes confidentiality, voluntary 

participation, minimal to no risk and the opportunity to be informed of the results of the 

study in a follow-up meeting. The participants had a verbal description of the nature and 

procedures of the study explained to them. After explanation of and completion of an 

informed consent form (Appendix A) the subjects were interviewed to obtain simple 

demographic background information including, age, family status and basic recovery 

history. 

All forms and data collected during this study were kept securely in a locked cabinet in 

the office of the clinical director of the research site. All data (surveys and artwork) was 

numerically coded to insure confidentiality. All art produced by the participants in the study 

were kept securely in a locked file and returned to the participants upon completion of the 

study. Written consent to photograph artwork (Appendix B) was requested upon completion 

of the study. Participants were notified in Confidentiality/Consent of this possibility at the 

close of the study. Digital photos were taken of the artwork from the clients who gave  
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written consent. Clients were given repeated reassurances during the study that the quality 

of the artwork is not judged, and that all artwork will be helpful in the context of the research 

study and in teaching others about the intervention. Any form of treatment has the potential 

of triggering repressed memories or adverse reactions. The participants in this study are in a 

facility where they can easily be referred for follow-up, if necessary. Participants were 

informed that they have the right to withdraw from the research at any time as indicated on 

the confidentiality/consent form. 

 



CHAPTER V 

GROUP PROCESS 

Session 1: Pre-Group 

Seven women (client #’s 102, 103,104,105,106, 107 and 108) attended the pre-group 

session. For the purpose of descriptive narrative the group members will be referred to by the 

following pseudo names given to them to protect their identity, 102=Pat (47,single, African 

American, drug of choice heroin, age of onset 13 years, longest period of sobriety 6 months), 

103=Mary (45, single w/4 children, Hispanic, crack cocaine/age of onset 16 years, longest 

period of sobriety 1 year), 104=Sara (50, widow w/children, alcohol starting at 8 years, 

longest period of sobriety 6 months), 105=Jill (age 61, divorced, Caucasian, drug of choice 

Alcohol, age of onset 10 years, longest period of sobriety 4 months), 106=Ellen (58, 

divorced, Caucasian, drug of choice=Alcohol, age of onset 6 years, longest period of sobriety 

1 year), 107=Ruth (36, single, Caucasian, drug of choice crack, age of onset 16, longest 

period of sobriety 8 months) and 108=Liz (44, separated/with 2 children, African American, 

drug of choice Alcohol, age of onset 8, longest period of sobriety 10 years). 

The group began with introductions starting with myself. I knew two of the group 

members from my practicum; one was an individual client of mine. She greeted me with a 

hug, which potentially influenced the group dynamic in the following ways, it was important 

for me to not show favoritism toward this client and that she appeared happy to see me might 

have instilled a sense of safety for the other group members. The women were guarded in 

their self-introductions, displaying typical behaviors for a new group facilitated by an 

unknown therapist. According to Corey (2004) during pre-group interactions, “Members  



display socially acceptable behavior; risk taking is relatively low and exploration is 

tentative” (p.102). 

Generally, the group was attentive and cooperative. There was a sense of detachment 

among some members, which may have been related to the resignation of the director of this 

facility as well as being in a new group with a new therapist. The loss of the program director 

can trigger feelings of abandonment that was expressed by initial aloofness towards this 

researcher. Already at this pre-group session, nurturing was displayed to the group members 

in several ways. Most group members verbally expressed feeling special just to be selected 

to participate in the group. This mitigated their feelings of abandonment as a result of the 

resignation of their program director. 

After explaining the research project, completing confidentiality forms and self- 

assessment questionnaires, the art materials were distributed. The women were delighted to 

get new art materials, which are nurturing as well and many commented on the colors and 

showed in body language that they were pleased. They all proceeded to complete the initial 

free drawings. There were several stereotypical drawings of idyllic natural scenes drawn by 

Jill, Mary and Ruth, indicating their reluctance to trust at this initial group stage. Ellen drew 

her addiction as a monster with herself prone on the ground as if defeated. Sara simply put 

rainbow colors diagonally on paper, a simple statement. Pat depicted herself caught in the 

middle between a positive life in recovery and a negative active life (a common recovery 

theme *). Liz drew a nature scene, but one devoid of people imparting a feeling of depression 

and isolation. The group members honestly portrayed themselves in their art as a reflection of 

early stage of group development (Corey, 2004).  



Session 2: Vasalisa (Pinkola-Estes, 1992) 

All group members were present for the first storytelling group. I was greeted in a 

guarded yet enthusiastic manner. We began with a check-in. Liz tearfully shared her 

struggles with an eating disorder and was supported by the other group members for her 

courage. Ellen and Ruth displayed some angry feelings at the staff and frustration at other 

group members. Pat very enthusiastically wanted to “get started” and Mary spoke about her 

son, while Jill kept looking at the other therapist in the room for assurance and perhaps 

approval. 

The story Vasalisa (Appendix E) from the collection by Clarissa Pinkola Estes (1992) was 

read to the group. Vasalisa is an eastern European folk tale with the central theme being 

abandonment. It highlights loss of the “to- good” or as Winnicott (1951) termed “the good 

enough mother”, overcoming obstacles, and development of an internal knowing or intuition. 

In recovery this is often translating into having faith in a “higher power”. Pinkola Estes 

(1992) describes the developmental tasks depicted in the story, 

Accepting that the ever-watchful, hovering, protective psychic mother is not 

adequate as a central guide for one’s future instinctual life (the too-good mother dies). 

taking on the task of being on one’s own, developing one’s own consciousness about 

danger, intrigue, politic. Becoming alert by oneself, for oneself. Letting die what must 

die. As the too-good mother dies, the new woman is born. (p. 81) 

Establishing in the first group the loss of the “good enough mother” was foundational to 

move the group members through a developmental maturation process to impart self- 

nurturing behaviors. This story has aspects of development and recovery both pertinent to 

women in recovery.  
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The women listened with rapt attention, drawing with focused care upon the stories 

end. Ruth depicted Vasalisa off the ground, raised above the evil surrounded by light and 

energy. This might indicate her belief in a magical recovery, one that she is not at this point 

fully rooted or grounded in. Ellen drew a similar picture, a phoenix rising from a black sky. 

Also seeing herself as “out of the forest” (of addiction) yet not completely grounded in 

recovery. It is more logical that a bird rather than a human can be airborne; perhaps this 

suggests Ellen’s sense of reason and logic. Mary drew Vasalisa walking on a path with her 

doll, representing intuition tucked into her pocket. Mary said, “as long as she has her doll, 

she knows which way to go”. Mary has accepted Step One of the AA twelve Steps, 

incorporating a “higher power” into her life (Alcoholics Anonymous World Services, Inc. 

1976). All three women have accepted the loss of their real mother and are in process of 

internalizing the “good enough mother” within. Liz focused on the negative aspects in the 

story, the death of the mother and being lost in the forest, reinforcing her current state of 

mind and her free drawing of the previous week. Liz expressed her feelings of abandonment 

and lack of belief in self and/or higher power in this picture. Pat drew a stark picture finding 

her intuition in a church consistent with recovery philosophy of a “higher power”. There was 

a great deal of self depreciating talk (I can’t draw, etc) by many of the group members, which 

was dealt with by continued assurances that their drawings are perfect, that the critic remains 

outside the room, as well as emphasizing the process in art therapy as dominant over the 

product.  



Figure 1. Mary (client 103) Vasalisa drawing 
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Session 3: A Fisherman and His Wife (National Association for the Preservation & 

Perpetuation of Storytelling, 1991) 

All group members were present for this group. 4 Fisherman and His Wife (Appendix F) 

is a story dealing with not being satisfied with your life and always wanting more. This is a 

common recovery theme and can be considered developmentally as not accepting your true 

self, stemming from early caregivers rejection or neglect. If you felt as a young child that you 

were not lovable you might search endlessly for “things” to fill in the void, in addiction the 

“things” are represented by drugs and alcohol. In the end the main characters realize they 

were happiest without the riches, when they were truly themselves. 

Liz who continues to struggle with her eating disorder appeared more composed this 

week, although she stated that she was anxiously waiting transfer to an inpatient specific 

program. Her drawing focused on the duality of having and not having, with more emphasis 

and space given to the happy and satisfied life, which is something she craves. Mary quickly 

finished her picture and seemed to be focused elsewhere today. She drew three flowers and 

three clouds, numerical representations of her three children. Ellen who continues to appear 

very enthusiastic about our sessions, drew a serene natural setting with a recovery slogan” if 

it’s not broke, don’t fix it”, affirming the life the couple had before was satisfying, so why 

look elsewhere. This is a theme she can relate to as her life of looking in a bottle for the 

“answer”. 

 



Figure 2. Ellen (client 106) 4 Fisherman and His Wife drawing 

  

Week 3 106 
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Sara drew the fisherman alone under a night sky. While cooperative and attentive, Sara 

continues to appear detached from the group and this investigator, depicted in her drawing by 

the solitary figure. Jill enjoyed the story and drew the idyllic scene of the couple and their 

flower bordered home. Jill stated happiness lies in accepting “the simple things” in life. Pat 

appeared tired today and less invested in the group process. Pat drew the “good life” of the 

couple, devoid of people, yet with a very misty background, which could reflect her current 

state of mind and physical listlessness. Ruth drew the plentiful fruits available to the couple 

prior to the visit of the magic fish. Ruth drew a bowl of food floating in the air, perhaps 

indicating her doubts about having “enough” for herself. Other group members offered her 

the following comments, “you are good enough, and you have enough.” The group is 

beginning to show signs of nurturing towards each other. 

Session 4: Sealskin/Soulskin (Pinkola-Estes, 1992) 

All but one group member was present for this session. Jill was admitted to the hospital for 

depression. There were two new group members who joined the community and will be in 

the group sessions, but not participating in the study. The story this week, Sealskin/Soulskin 

(Appendix G) is about giving up a part of yourself, a common theme for women and more so 

for women in recovery. Many women make decisions that go against their inner knowing to 

please someone else, usually in relation to intimate relationships. It is known that women 

often get involved with drugs due to pressure from a significant other. This giving away of 

oneself can happen at a very early age (Gilligan, 1982) and continue to be a theme 

throughout life, thus leading a person to fill the void with drinking or drugs. 

Ruth who continues to state her pleasure in the stories and the art making drew the seal 

woman in the water at the point of decision in the story. The seal woman had to decide to be  



Figure 3. Ruth (client 107) Sealskin/Soulskin drawing 
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true to herself or continue to deny herself, which for one with chemical dependency could 

mean a reason to continue using. Perhaps Ruth is at a point in her recovery that a decision is 

eminent, perhaps she is moving towards revealing a core issue. She stated, “I am ready to 

follow my intuition”. 

Mary appeared detached from the group and the process and completed her drawing 

quickly today. She stated that she was “angry”, not knowing what is wrong but “I know 

something is”. Her drawing indicated hands (printed in black) reaching up to a night sky. 

Mary was reaching for answers but unclear about when or how they would appear. Then she 

took a second sheet and completed a beach seen in full sunlight daylight., verbalizing she 

must make the decision to change. Sara, who continued to seek approval from the other 

therapist, appeared to enjoy the story. She drew the seal mother alone in her canoe “going 

toward her true self” on a misty ocean, perhaps indicating her knowing that you “have to do 

it alone”. Her picture has a somewhat sad feeling to it. I wonder if she is reaching out for the 

support she needs. Ellen continues to be enthusiastic which her art reflects. She drew a 

woman reaching for the moon, backing by a sky of doubt. There is a spiritual quality about 

this drawing, which Ellen confirmed, stating her connection with her “higher power” helps 

her to be true to herself. She stated, “my spirit holds me up, I can see my goal, but it is out of 

reach”. Liz, who continues to struggle and is “worried about going to the hospital” depicted 

the decision in her drawing, the seal woman staying with her child and husband representing 

security and a way of life that is known or a return to her true self in a sea of smiling seals 

swimming in turquoise waters. This picture reflects her current decision as getting intensive 

treatment for her eating disorder will open her up to her true self but is a frightening process. 

Pat appeared slightly more energetic this week. She drew a detailed picture depicting many  
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scenes in the story. She indicated that the seal woman “knows what to do, but sometimes is 

unable to”. 

Session 5: The Shawl (Cox & Albert, 2003) 

There were seven women present in the group this week, although they were not the entire 

original group. The two new members were present, although one was called away during 

group time to see the nurse. Jill and Liz of the original group were not present today. Jill 

remained hospitalized for depression and Liz had been admitted to an inpatient program for 

eating disorders. This story was adapted for women from a story titled The Coat by Bruce 

Taylor appearing in the collection by Cox & Albert (2003). The central theme is this story 

focuses on dysfunctional family roles, being born into a place in a family and accepting 

without questioning the dysfunction. All of the group members had dysfunctional families of 

origin as is commonly found in people with addictive disorders. 

Many clients drew a clear division between an active or dysfunctional life and a sober 

balanced life in recovery. Sara appeared more invested in the group today, which was 

reflected in her drawing. She stated she is “enjoying art more” and filled up the page 

depicting the story protagonist staying in her prescribed family role (dark and unhappy) and a 

bigger figure with the shawl thrown off her, smiling and surrounded in sunlight. She also 

stated that she is “proud of her art and will show it to her son”. 

Ellen’s continued to be eager to here the story and to draw, usually being the last one to 

complete her picture. Her drawing had a soft and spiritual nature to it. She indicated the 

family dysfunction as a large hand pressing down on a small girl who is reaching across a 

barrier line into shedding the shawl and the family dynamics to become her true self. Mary  



Figure 4. Mary (client 103) The Shawl drawing 
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clearly drew the duality of active vs. recovery. What was interesting in both figures that 

they had pointed fingers, which could indicate pushing people away and an inability to grasp 

(Hammer, 1958). Pat appeared tired with a somber affect although her drawing was in the 

brightest shade of pink, which she said means she is “getting better”. Pat understands that 

this has been a long process for her and unlike the others who symbolized recovery as an 

either or event; Pat drew 4 figures with only the last and tallest having a head on her 

shoulders. Jill said she could “identify with the dysfunctional family” that it reminded her of 

her own. Symbolically representing the connection in recovery of support systems (other 

than ones family), she drew two hands reaching toward one another, one pulling the other 

toward the light future. 

As a whole the group appears to be more invested in the drawing, filling up the space on 

the page more fully, enjoying using the pastels, noting that they are able to “make something 

nice without feeling like they have to be artists”. 

Session 6: The Talking Eggs (San Souci, 1989) 

This week six of the original seven group members were present along with another new 

community member who will be in the group, but again not part of the study. All were 

attentive and ready to hear a story. Ellen asked if this story was going to be a folktale or 

similar to last weeks, she stated that she preferred the folktales. The Talking Eggs is an 

Americana Creole folktale with the theme focusing on decision-making, doing the “right 

thing”, individuation. It parallels the developmental stage of adolescence appropriate to the 

group at this point of the study. 

Pat appeared more alert today and stated, “I had a good night’s sleep”. She focused her 

drawing on the positive outcome with Blanche and the rewarding result of doing the “right 
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Figure 5. Ellen’s The Talking Eggs drawing 
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thing”. She drew a large carriage, a house with smoke coming out of the chimney, which 

may communicate family warmth (Hammer, 1958) and a happy woman under a sunlit blue 

sky. Pat shared that she was moving into her own home soon, modeling her drawing after the 

home of her favorite aunt. Ellen drew a large bird representing a soaring “spirit”. Her 

drawings continue to be symbolic and spiritually based. Ellen is deriving much pleasure from 

doing art and has purchased a set of pastels to use at home. 

Ruth, who was feeling sad this week and frustrated about reaching her goals, depicted 

Blanche, the main character collapsed along the road situated between darkness and light 

with the colorful eggs out of reach. Ruth continues to need the support of the group to pull 

herself along her recovery path. Coming from a very dysfunctional family, Ruth is having a 

difficult time remaining positive and feeling confident in herself. 

Mary has been continually more focused on her drawings, intently knowing what she 

wants to depict and creating both symbolic and realistic images. In this picture, Mary drew a 

barn (where the talking eggs were), four eggs (symbolizing her family members) and 

representation of a large bird overhead. Mary stated the choice about “doing the right thing” 

is clear to her. Sara appeared less invested in the group, and finished her drawing quickly. 

She simply drew seven eggs which had either take me or don’t take me printed on them. In 

the story the eggs that have don’t take me are the temptation and if chosen bring negative 

consequences, while the ones that say take me truly bring good fortune, showing how inside 

we know and should listen to our true voice. Perhaps, this parallels Sara’s confusion about 

her future. 

Jill was back in group this week and appeared happy to be so. She drew a detailed picture 

representing many scenes in the story in a literal way. Her attention to detail is noteworthy as  



50 

well as her ability to feel comfortable and enjoy the art process. Her concerns about her 

artistic abilities apparently have been overcome, as she did not mention them. 

Session 7: The Ugly Duckling (Pinkola-Estes, 1992) 

This week the final story was read to the group. Again six of the original seven members 

were present. The only one missing was Mary, unable to come to group this day. The Ugly 

Duckling is a story of transformation, finding your place in the world, where you belong. 

Developmentally this occurs when you listen to your intuitive voice, you accept yourself, feel 

comfortable in your “skin”, know your true self, shed your original dysfunctional family 

dynamic and feel capable of emerging alone in the world. This can be compared to those in 

recovery finding “the rooms” of Alcoholics’ Anonymous or Narcotics Anonymous like the 

home they never knew, providing them with comfort and acceptance for the first time in their 

lives. 

Ellen drew another spiritually oriented picture working intently and focused, blending the 

colors showing a purple/blue background and the ugly duckling in swan form headed toward 

the sun. Ellen commented on the part of the story when the swans were seen overhead and 

the knowing of belonging the ugly duckling felt. All the group members related to this as 

when they found a sober support system in the “rooms” for the first time in their lives they 

felt accepted. 

 



Figure 6. Ellen’s The Ugly Duckling drawing 
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Liz had returned from her inpatient stay, but appeared hesitant and a little outside the 

group. It will take her some time to feel as if she belongs again. This was a particularly 

appropriate story for her today. She drew an ominous sky with a small duckling in the water 

alone, perhaps reflecting how she is feeling at the moment. Ruth appeared happier this week, 

shown in her affect and appearance. She drew the duckling in stages of becoming a swan, 

similar to her ongoing process, alone on a serene pond. She hasn’t quite accepted herself, nor 

her support system, continuing to feel like an outsider and “different” because of her 

problems. 

Pat was feeling energetic and enthusiastic. She drew a colorful fantastical bird with a clear 

heart inside and hearts outside the head. Pat knew that what she shows on the outside needs 

to be inside to be real and sustainable. Pat had come a long way in her recovery process. 

Mary again drew a dualistic picture. She often has black and white thinking common in 

people with addictive disorders (Kinney, 2000). She drew the duckling and then a recovery 

symbol in a rainbow, identifying with the ugly duckling finding and knowing the swans as 

his family with her finding 12 step groups and feeling like she belongs. 

Jill drew a lake with the swan and several ducklings swimming along with her image of a 

smiling angelic looking woman. Jill was also able to identify the fouling of finally 

“belonging” somewhere. At the close today, we talked about how much the group enjoyed 

the stories and wish that they could continue to be read to. 

Session 8: Post Group 

The final group meeting was held to complete post-free drawings, self-assessment 

questionnaires and process our time together. After completing the free drawing the group 

was asked if they would give permission (Appendix B) to have their artwork photographed to  
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be included in the study. The final group was attended by only five of the original group 

members, with one having to leave early. Of the two who were not present, Sara dropped out 

of the day treatment program completely, saying it was too “stressful”, while Pat had an 

appointment. Pat will complete the final drawing and questionnaire the following week. 

Liz appeared quietly controlled, her usual presentation. She drew a nature scene similar 

to her first free drawing, but with a more dynamic quality, possibly indicating her release of 

deeper emotional issues over the past month or so. Ellen also drew a picture resembling her 

first with a major difference, in the first the figure was prone, gray and fighting a monster, 

here the figure was upright colorful and empowered with the monster gone. Ellen has shown 

increasing self-acceptance and spirituality. Mary drew a dualistic representation of an angel 

and a recovery rainbow Mandala. Ellen feels she is being watched over and protected, again 

more spirituality and this was related to the story Vasalisa. Ruth, who was having a difficult 

day/time, stating life, as she knows it is forever changing, drew a still life of a floral 

arrangement that she copied from a picture on the wall. She said she was unhappy and 

couldn’t think of anything to draw, while she denigrated her abilities. Her drawing had a 

background of yellow, which gave a happy appearance but could indicate anxiety, which is 

what she verbally expressed. Her peers reassured her that she is a wonderful artist, one 

wanted to have the drawing to hang in her home. Jill drew a nature scene, similar to her first 

but with major differences, an angel hovering and a feeling of real serenity was apparent. All 

women readily gave their permission and signed the consent to reproduce artwork (Appendix 

B) when asked. 

At the close of the session, the participants were asked to provide feedback about this 

group. Ruth stated that at first she was “ambivalent” because this group was replacing the  
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drawing, was able to put her problems in the drawing and thus get them out of herself. She 

said she didn’t draw because her sisters were artists and she felt intimidated. A shift had 

happened in her and now felt art to be a soothing activity. Liz agreed with Ruth stating how 

she felt better at the end of the group. I commented that the physical and emotional change 

over the course of a group sessions was noticeable. 

Jill gave some important insight about how the stories helped her to get “outside herself” 

and see “possibilities” that were previously not considered. Mary also found the stories very 

helpful to see herself in a “new” way. Her creativity was reinforced as she stated now that 

she draws “with her children”, when prior to this group she felt too self-conscious. All the 

women said they will miss the group and many stated that this had become a favorite part of 

their day. 

Summary 

All group members were cooperative, attentive and enthusiastic throughout our time 

together. In the eight weeks that they worked in the storytelling/art-making group, they 

revealed, both to themselves and to each other, vulnerable and uncomfortable feelings about 

themselves. Their immersion into the art process and group cohesion increased as the weeks 

went by. In the next chapter, the results of the group will be examined and will be compared 

to the assumptions made in the original hypothesis. The question to be answered is whether 

participation in the group impacted self-nurturing for the group members.  



CHAPTER VI 

RESULTS 

In this chapter, the general effectiveness of the group will be compared to the expectations 

of the original hypothesis. The results of the assessment tools and invocation art products 

will then be discussed. 

Hypothesis 

The research hypothesis is: 

As a result of therapeutic storytelling and invocation art making, women in 

early recovery from chemical dependency will show differences over the 

the duration of the group in self care behaviors, attitude and images as well as 

similarities within the group of those behaviors, attitudes and images drawn. 

This study set out to determine if modeling nurturing behavior though therapeutic story 

telling and invocation art making would impact self-nurturing behaviors in women in early 

recovery from chemical dependency. The researcher was also looking for anything of note in 

the images drawn during invocation art making. 

The outcome of this study was equivocal. The hypothesis could not be proven in the 

eight-week time length of the research study. The time frame was not long enough to 

determine if permanent changes took place in each group member, although evidence found 

in the drawings and behaviors clinically support the use of this treatment with this population 

and warrant further research. In the following section, the results of the evaluation process 

will be discussed.  



Evaluation Results 

Pre-group evaluation involved several processes. Each prospective group member was 

determined appropriate for inclusion in the study by the clinical site supervisor, who 

completed a “Behavioral Assessment Questionnaire” (Appendix D) on each woman. Each 

participant was briefly interviewed by the researcher, completed a “Self-Assessment Survey” 

(Appendix C) and a “free drawing” to determine: 1. That she was appropriate for 

participation in the group process; 2. That she was experiencing some difficulties in self- 

nurturing behaviors; and 3. That she was motivated to work in an art modality. Post-group 

assessment followed the same format, clinical staff completion of a “Behavioral Assessment 

Questionnaire” (Appendix D) and participant completion of a “Self-Assessment 

Questionnaire” (Appendix C) and a final “free drawing”. Throughout the group process, the 

invocation art was executed, reflecting individual nuances. 

Verbal interview 

A pre-group verbal interview was conducted with each group member. The women were 

asked questions relating to their families of origin and their addiction history. Specifically, 

inquiry into family dynamics focused on the quality of relationship between the group 

member and their primary caregiver. In all cases, their birth mothers raised the women, yet 

all noted at best, a distant relationship now that they are grown women. A major proportion 

of the women (6/7) stated their mothers neglected or abused them when they were children. 

This substantiates the data on women and chemical dependency experiencing a greater 

proportion of abuse and/or neglect as girls (Leonard, 1989; Strider, 1990; Waller & 

Mahoney, 1999). All of the women reported an early onset use history. The youngest age of 

beginning drug and/or alcohol abuse was 6 years old, with the average being 12 years old.  
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When asked about their longest period of sobriety, only one of the seven participants 

stated she had 10 years of sobriety prior to her relapse this year. All of the others have had a 

year or less, with repeated relapses, which correlates with the DSMIV-TR (2000) parameters 

of the disease of addiction. 

Behavioral assessment questionnaire 

The pre-group evaluation revealed that a significant number of the women were lacking in 

self-nurturing behaviors. Specifically, 6 out of the total number of 7, were rated “seldom” in 

the following areas; “Ask for help when needed”, “Offer support to others”, “Show problem 

solving skills” and “Appear generally happy”. Many women shared a hesitancy to reveal 

deep issues in group, which could reflect the level of trust felt between the clients. Staff 

comments included; “client struggles with bringing her issues to group and gets angry when 

they are brought up” and “client doesn’t often get to core treatment issues”. 

The post-group surveys revealed a movement toward change for some of the group 

members. At the end of group, these same questions brought different results. Now only 3 of 

the 7 women scored “seldom” in the above mentioned categories. The participants who were 

previously rated “seldom” were now rated “often” in “Offer support to others” and “Show 

problem solving skills”, which brought the total number in these categories to 4, representing 

more than 50% of the group. Although it must be viewed as correlational, it appears to be a 

somewhat significant change in individual behavior. Both of these behaviors are known to be 

influenced by therapeutic storytelling (Cox & Albert, 2003; Rooks, 2001). 

Self-assessment questionnaire 

The “Self-Assessment Questionnaires” (Appendix C) revealed little to no change from pre 

to post completion. With little exception, the majority of answers remained in the category  
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marked “often”, with a slightly smaller number appearing in the “seldom” category and an 

equivalent quantity in “never” and “always” respectively. 

There were two questions that showed a small sway in the post group answers. The first 

being, “I have leisure and/or creative interests that bring me pleasure”. Of the entire group, 3 

out of 7 answered “seldom” on the pre-group survey, with 1 answering “never” and 3 

marking “often”. When answering the same question post-group, 5 of the 7 members 

checked “often” with the remaining 2 indicating “seldom” as their choice. Being able to 

identify and take part in a pleasurable interest or activity is a contributing factor in caring for 

and reinvesting in one-self (Gilligan, 1982; Linehan, 1995). 

The other question was “I can remember beautiful scenery”. From the pre-group answers 4 

were marked “seldom”, one “often” and the final “always”. Upon post-group, 6 of the 7 

participants answered “often” with the “always” answer unchanged from before. This change 

was commented on verbally by the group members. Many of them stated that they 

“appreciate nature more now” and look more carefully at the “colors” as 3 of the 7 women 

went and bought their own art supplies and spend time drawing at home. It is significant that 

drawing has become a self-soothing activity for some of the group members as a result of 

involvement in this research study. 

Free drawing 

When looked at as a whole the “free drawings” showed several noteworthy changes from 

the pre to the post drawing. Images and themes reflected an enhanced sense of self-worth a, 

an acceptance of a “higher power” or spirituality and an increased comfort with each other. 

Self-nurturing behavior is built upon incorporating the “good enough mother” within. 

Acceptance of a ‘higher power” is considered a fundamental component of recovery from the  



12 step perspective (Alcoholics Anonymous World Services, Inc., 1976). Whether 

identified as the “good enough mother” as intuition or an embodied “higher power”, the 

simple yet profound feeling of self-acceptance is impacted by this knowing. 

An image that emerged and was depicted in 3 of the 6 final “free drawings” was an angel. 

Figure 7. Jill (client 105) post “free-drawing” 
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Each of the women who drew an angel remarked that they felt a sense of “being watched 

over”. Jill’s drawing of the angel depicts a feeling of comfort and joy for this woman, who 

had spent some of her time away from group in the hospital for depression. 

The angel image became a representation of internal security in a archetypal form. 

“Archetypes are inherited elements of the human psyche which reflect common patterns of 

experience throughout the history of human consciousness” (Mills and Crowley, 1986, p. 

13). By engaging in the storytelling/art making group, the participants symbolic language and 

imagination expanded, positive possibilities were considered and hope was assimilated. 

Ellen’s pre and post “free drawings” displayed a noteworthy progression in empowerment 

and spirituality. Ellen’s first “free drawing” depicts a helpless woman, devoid of energy or 

will, defeated before the monster of addiction. In contrast, Ellen’s post “free drawing” shows 

this woman in an upright victorious stance appearing to have concurred her monster. 

Ellen was one of the group members who began doing art at home, finding it soothed her, 

helped her to “focus”, “find peace” and “work out problems”. The other group member’s 

found motivation in Ellen’s work and her process. In some ways she became the group 

leader, as the group found hope in her images. 

 



Figure 8. Ellen (client 106) pre “free-drawing” 
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Figure 9. Ellen (client 106) post “free-drawing” 

 



Invocation artwork 

There were several areas of significance that occurred in the invocation art products . An 

overall change occurred in the content and execution of the artwork of the group. As the 

group became more cohesive and the group members subsumed a feeling of trust in the 

group, they began to trust the group process, which was indicated in the art. Clients often 

express a fear of self-revelation, especially chemically dependent women clients, where 

shame permeates the psyche (Strider, 1990). The group members rapidly achieved an 

atmosphere of trust. This may be due in part to the member’s familiarity with sharing, since 

they all participate in 12 step support groups. Trust and hope, key hallmarks of group 

cohesiveness (Corey, 2004) became apparent in the art and the behaviors of the group 

members. 

When looking at the overall differences in the art products from the start to the ending of 

the research study, several changes are important to consider; proportion of composition, 

color quality and image choice. The first drawings done by this group tended reflect several 

commonalities; realistic representations, use of a small amount of space on the paper and soft 

coloration. In contrast, as the group evolved, the opposite became true. The following is an 

example of these differences. The first is Pat’s drawing from the first storytelling group, 

when Vasalisa was read. The colors are faint and the images are realistically portrayed. There 

is a somewhat depressed quality to this drawing.  



Figure 10. Pat (client 102) Vasalisa drawing 

 



The next drawing is Pat’s depiction from The Ugly Duckling. 

Figure 11. 
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Here the image is both representational and symbolic. Pat related to the group that a 

transformation is taking place within her and is feeling the safety to show this to the group in 

her artwork. Pat had a difficult time keeping within the boundaries of the page, her colors are 

bright, and her drawing reflects a dynamic quality that is seen in Pat today. 

Group members showed an ongoing growth of enthusiasm as the weeks progressed. 

Verbal statements of confirmation such as, “this is my favorite part of the day” and “I wish 

we could do this all day” became standard remarks from most group members. Group 

members who were hesitant to start each group, showed a relaxation and positive affect at the 

close of each session. As a whole, the group proved to address the needs of the members and 

satisfy a part of their personalities that is not addressed in the regular program. 

In a group for therapists, Sarah Griffin Banker (1998) utilized story making and art 

therapy. Similarities between the experiences of the therapists and the participants in this 

study were somewhat parallel, 

The evolving process of the story-art dynamic finds access to the layering symbols 

in the unconscious. The experience gives form to an aspect of the unconscious 

which, when released to consciousness, takes shape in metaphorical language. 

Therefore, in the evolution of this fairy tale workshop, the metaphorical verbalization 

gives us tools to work with. The art process itself gives us imagery, which informs us 

through the metaphor, for the power of the image from the art process becomes the 

healing agent for each individual and for the group as a whole. (p. 250)  



CHAPTER VII 

CONCLUSIONS, DISCUSSION, RECOMMENDATIONS 

Conclusions 

Inadequate, negative or non-existing nurturing is an experience commonly shared by 

many women diagnosed as chemically dependent (Kinney, 2000). This was proven to be 

true for the participants in this research study based on verbal self-reports. While surveys 

conducted pre, post group yielded inconclusive results, verbal statements by group members, 

and images drawn in both invocation art making and “free drawings,” indicated that the 

group was somewhat effective in modeling nurturing behavior. These results, however, are 

not conclusive enough to support the hypothesis. 

All group members stated that they felt more confident about themselves through their 

participation in the group. Verbal statements and individual behaviors indicated in the post 

group session an assimilation of self-nurturing. Group members stated that they “felt more 

joy “in life and noticed nature and the world around them in a “different way” now then 

when group began. The group experience yielded unexpected positive results in other areas 

of functioning for members. For example, group cohesion seemed to facilitate the 

development of self-acceptance and increased self-care. However, since all group members 

were concurrently participating in other treatment modalities, it cannot be assumed that this 

intervention was singularly responsible for the changes seen. 

If self-nurturing behaviors were positively impacted by these procedures, greater success 

in recovery may be anticipated. Success in recovery is seen from a temporal perspective, as 

addiction is a chronic disease where relapse is common and recovery is lifelong. Therefore,  
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to impact and track success in recovery ongoing participation in a similar group would be 

suggested. 

Discussion 

Finding a site 

The implementation of a research project requires an assertive yet patient personality. My 

experience with this study has been one filled with obstacles to overcome. A primary 

obstacle, which delayed the start of my study was finding and securing a research site. 

Initially, I knew the site had to be one with clients in early recovery that would remain there 

for the duration of the research timeframe. Each facility I tried, halfway houses, inpatient 

treatment centers and out patient facilities had program constraints that prohibited research. 

Program constraints are commonplace in the health field today. Managed care overseen 

by insurance conglomerates has program directors and clinical staff overworked and 

overstressed. Inclusion of another program, a research study, was something these clinicians 

did not have time to even consider. Finally, a site was found at a non-residential county 

facility. After approval by the management team, I was ready to start my research. However, 

the clinician who was to oversea my project, the clinical director of the program called to 

inform me that she had taken another job and would not be able to supervise my research. At 

this late date, creative thinking became mandatory. A quick meeting of the treatment team 

was organized; a new proposal was drafted and presented to the team in hopeful anticipation 

of another clinician volunteering to oversea this project. Fortunately, this was accomplished, 

and the research study was able to begin.  



69 

Environment 

A key component in this study is the establishment of a nurturing relationship between the 

clients and this researcher. Trust in the therapist, which facilitates positive transference is 

necessary to promote some of the changes looked for in this study. Due to program 

parameters, I was not able to be alone with the group at any time. Another therapist, who the 

client’s have a unique relationship with was present in the room at all times. Even though this 

therapist remained in the background and did not interfere in any way, her very presence 

mitigated the effect of my presence on the clients. Perhaps they felt they could not fully 

“trust” me since the facility was unable to trust me alone with them. 

Recommendations 

This pilot study offers strong evidence to warrant future research on women and chemical 

dependency using the model presented in this research. Since long-term abstinence is seen as 

a desired outcome for individuals with substance abuse disorders, ongoing long-term 

longitudinal research is needed to determine the lasting effects of modeling nurturing 

behavior with this population. Additional research studies on other chemically dependent 

populations (men, adolescents, geriatric) could provide interesting and pertinent results, as it 

is assumed that addiction clients have similar early family of origin dysfunctions. These 

results could potentially add to the knowledge base of the unique needs of women and 

chemical dependency, as gender differences in response to the treatment may become part of 

the inquiry. 

Larger samples could produce more significant results. To this end, a study such as this 

one could be done in a therapeutic community, where populations are many times those in 

intensive outpatient facilities. In addition, in therapeutic communities, clients remain as  
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residents for nine months to a year or more and then keep in touch, which would facilitate 

a long-term longitudinal study design. However, therapeutic communities are traditionally 

known to employ a confrontational philosophical approach to therapy, which is in direct 

opposition to a nurturing approach. This type of study might provide insight into a 

comparison of the theoretical models of confrontation (the standard verbal breaking down of 

defenses) versus a nurturing or empathic approach. 

Chemically dependent women in recovery continue to encounter a myriad of distinct 

issues; low self-esteem, the stigma of being an addict, shame, co-dependency and health 

related problems. It is this researchers strong belief that storytelling and art therapy can be a 

powerful healing modality for these women. 
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APPENDIX A 

Saint Mary-of-the-Woods College 

Confidentiality/Consent Form 

Subject Name: Client Research #   

Title of Study: Modeling Nurturing Behavior: An Observational Descriptive Study of Invoked 

Images and Self-Nurturing Behaviors of Women in Early Recovery from Chemical Dependency 

Purpose of Research: You are being asked to participate in a research study, which includes 
storytelling and art making. 

You were invited to take part in this research because: 

e You are an adult woman (over 18 years) 

e You are in early recovery from chemical dependency 

e You are participating in day treatment at this treatment facility. 

Duration: This research study will take part over the course of six weeks. 

I understand the following: 

e All data collected and reviewed for this study will be done so in a manner that 

assures confidentiality. 

The research will be conducted in a relaxed atmosphere at Ulster County 

Mental Health. 

There is minimal to no risk associated with this research. You will benefit by 

having the opportunity to experience storytelling and creative art making 

activities. 

All procedures will be thoroughly explained prior to my participation. 

I am encouraged to ask questions of the researcher at any time and can expect 

prompt and clear answers to my inquiries. 

Participation is entirely voluntary and I can withdraw consent, refuse to 

continue to participate in this study at any time without consequence. 

e Upon signature of this consent form, I will be given a signed copy. 

e No art making experience or artistic talent is needed to participate in this study. 

Participant Date 
    

Investigator Date 
    

Witness Date 
    

Investigator can be contacted through the clinical director of this facility.  



APPENDIX B 

Consent to Reproduce Art Work 

(To be given to clients upon completion of the study) 

I the undersigned, give Arlene Robin Seymour (graduate student researcher at 

Saint Mary-of-the-Woods College), permission to photograph my artwork for the 

purposes of documentation, professional presentations, professional publications, 

and professional research for 24 months. I understand that my identity will be 

protected under the confidentiality provisions of the American Art Therapy Code 

of Ethics and Standards of Practice. 

Print Name: Client Research # 
  

Signature Date: 
    

Address 
  

  

Phone: 
    

Permission can be revoked at any time. 

Date of revocation 
  

Signature: 
   



APPENDIX C 

Client Research # 

Date 
  

Self-Assessment Questionnaire 

Please put an X in one of the four columns below that best represents your answer: 

Statement Never | Seldom | Often | Always 

I know when my body needs something. 
  

I eat three nutritionally sound meals/day. 
    

I can remember beautiful scenery. 
    

I eat healthy snacks and avoid junk food. 
    

I enjoy collecting things. 
    

I drink plenty of non-alcoholic beverages. 
    

I love a day with nothing to do. 
    

I eat adequate amounts of food for my body type. 
    

I enjoy arranging flowers. 
  

I practice yoga or another form of stretching. 
  

I meditate. 
    

I sing around the house. 
    

I enjoy watching the night sky. 
    

I take leisurely walks outside. 
  

I participate in group sports. 
  

I practice religion/spirituality. 
    

I dance. 
               



Statement Seldom 

I enjoy soaking in the bathtub. 
    

I light candles (aromatherapy). 
    

I listen to music. 
    

I wake up refreshed. 
    

I enjoy going to a movie. 
    

I spend time with friends or loved ones. 
    

I am comfortable selecting what I like or don’t 
like. 

I am able to give up on something that isn’t 
working. 

I can enjoy myself when I’m alone. 

    

    

    

I am able to reach out to friends or loved ones. 
    

I am comfortable asking to get my needs met. 
    

I am generally a positive person. 
    

I take pride in my appearance. 
    

I enjoy getting “dressed up”. 
    

I have leisure and/or creative interests that are 

pleasurable. 
I know when I need to reach out to others. 

    

              
I engage in other self-nurturing behaviors that are not listed in this Questionnaire: 

(Use additional paper if necessary) 

  

  

   



APPENDIX D 

Client Research # 

Date 
  

Behavioral Assessment Questionnaire 

Please put an X in one of the four columns below that best represents your answer: 

Statement Never | Seldom | Often | Always 

Does this client... 

e Follow program rules. 
    

e Participate in all workshops and groups. 
  

e Complete required assignments in a timely way. 
  

Attend program on a consistent basis. 
  

Appear for appointments on time. 
  

Appear neat, clean and well groomed. 
  

Appear well rested. 
  

Interact with other clients appropriately. 
  

Interact appropriately with staff members. 
  

Willing to volunteer. 
  

Ask for help when needed. 
  

Offer support to others. 
  

Show problem solving skills. 
  

Appear generally happy. 
        Appear invested in recovery 
      

Please take this space or more if necessary to add any additional comments or 
observations you have about this client’s behavior: 

  

  

  

Clinical Director: 
   



APPENDIX E 

VASALISA 

An Eastern European Folktale as told by Clarissa Pinkola Estes (1992) 

Once there was, and once there was not, a young mother who lay on her deathbed, her 

face pale as the white wax roses in the sacristy of the church nearby. Her young daughter 

and her husband sat at the end of her old wooden bed and prayed that God would guide her 

safely into the next world. 

The dying mother called to Vasalisa, and the little child in red boots and white apron knelt 

at her mother’s side. 

“Here is a doll for you, my love,” the mother whispered, and from the hairy coverlet she 

pulled a tiny doll which like Vasalisa herself was dressed in red boots, white apron, black 

skirt, and vest embroidered all over with colored thread. 

“Here are my last words, Beloved,” said the mother. “Should you lose your way or be in 

need of help, ask this doll what to do. You will be assisted. Keep the doll with you always. 

Do not tell anyone about her. Feed her when she is hungry. This is my mother’s promise to 

you, my blessing on you, dear daughter.” And with that, the mother’s breath fell into the 

depths of her body where it gathered up her soul and rushed out from between her lips, and 

the mother was dead. 

The child and her father mourned for a very long time. But, like the field cruelly plowed 

under by war, the father’s life rose green from the furrows again, and he married a widow 

with two daughters. Although the new stepmother and her daughters spoke in polite tones 

and always smiled like ladies, there was something of the rodent behind their smiles, which 

Vasalisa’s father did not perceive. 

Sure enough, when the three women were alone with Vasalisa, they tormented her, forced 

her to wait on them, sent her to chop wood so her lovely skin would become blemished. 

They hated her because she had a sweetness about her that was otherworldly. She was also 

very beautiful. Her breasts were bounding while theirs dwindled from meanness. She was 

helpful and uncomplaining while the stepmother and stepsisters were, among themselves, 

like rats in the offal pile at night.  



One day the stepmother and stepsisters simply could not stand Vasalisa any longer. 

“Let...us...conspire to make the fire go out, and then let us send Vasalisa into the forest to 

Baba Yaga, well, old Baba Yaga will kill and eat her.” Oh, they all clapped and squeaked 

like things that live in the dark. 

So that evening, when Vasalisa came home from gathering wood, the entire house was 

dark. She was very concerned and addressed her stepmother. “What has happened; what 

will we do to cook with? What will we do to light the darkness?” 

The stepmother admonished, “You stupid child. Obviously we have no fire. And I can’t 

go out into the woods because I am old. My daughters can’t go because they are afraid. So 

you are the only one who can go out into the forest to find Baba Yaga and get a coal to start 

out fires again. 

Vasalisa replied innocently, “Well all right, yes, I'll do that, “ and so she went. The 

woods became darker and darker, and sticks cracked under her feet, frightening her. She 

reached down in the long deep pocket of her apron and there was the doll her dying mother 

had given her. And Vasalisa patted the doll in her pocket and said, “just touching this doll, 

yes, I feel better.” 

And at every fork in the road, Vasalisa reached into her pocket and consulted the doll. 

“Well, should I go to the left or should I go to the right?” The doll indicated “Yes, “ or “No, 

“ or “This way, “ or “That way.” And Vasalisa fed the doll some of her bread as she walked 

and followed what she felt was emanating from the doll. 

Suddenly a man in white on a white horse galloped by and it became daylight. Farther on, 

a man in red sauntered by on a red horse, and the sun rose. Vasalisa walked and walked and 

just as she came to the hovel of Baba Yaga, a rider dressed in black came trotting on a black 

horse, and rode right into Baba Yaga’s hut. Swiftly it became night. The fence made of 

skulls and bones surrounding the hut began to blaze with an inner fire so the clearing there in 

the forest glowed with an eerie light. 

Now the Baba Yaga was a very fearsome creature. She traveled, not in a chariot, not in a 

coach, but in a cauldron shaped like a mortar, which flew along all by itself. She rowed this 

vehicle with an oar shaped like a pestle, and all the while she swept out the tracks of where 

she’d been with a broom made of long-dead persons’ hair.  
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And the cauldron flew through the sky with Baba Yaga’s own greasy hair flying 

behind. Her long chin curved up and her long nose curved down, and they met in the middle. 

She had a tiny white goatee and warts on her skin from her trade in toads. Her brown-stained 

fingernails were thick and ridged like roofs, and so curled over she could not make a fist. 

Even more strange was the Baba Yaga’s house. It sat atop huge, scaly yellow chicken 

legs, and walked about all by itself and sometimes twirled around and around like an ecstatic 

dancer. The bolts on the doors and shutters were made of human fingers and toes and the 

lock on the front door was a snout with many pointed teeth. 

Vasalisa consulted her doll and asked, “Is this the house we seek?” and the doll, in its own 

way, answered, “Yes, this is what you seek.” And before she could take another step, Baba 

Yaga in her cauldron descended on Vasalisa and shouted down at her, “What do you want?” 

And the girl trembled. “Grandmother, I come for fire. My house is cold... my people will 

die...I need fire.” 

Baba Yaga snapped, “Oh yesssss, I know you, and your people. Well, you useless 

child...you let the fire go out. That’s an ill-advised thing to do. And besides, what makes 

you think I should give you the flame?” 

Vasalisa consulted her doll and quickly replied, “Because I ask.” 

Baba Yaga purred, “You’re lucky. That is the right answer.” 

And Vasalisa felt very lucky she had given the right answer. 

Baba Yaga threatened, “I cannot possibly give you fire, until you’ve done work for me. If 

you perform these tasks for me, you shall have the fire. If not...” And here Vasalisa saw | 

Baba Yaga’s eyes turn suddenly to red cinders. “If not, my child, you shall die.” 

So Baba Yaga rumbled into the hovel, laid down upon her bed, and ordered Vasalisa to 

bring her what was cooking in the oven. In the oven was enough food for ten people and the 

Yaga ate it all, leaving just a tiny crust and a thimble of soup for Vasalisa. 

“Wash my clothes, sweep the yard and the house, prepare my food, and separate the 

mildewed corn from the good corn and see that everything is in order. I will be back to 

inspect your work later. If it is not done, you will be my feast.” And with that Baba Yaga 

flew off in her cauldron with her nose as the windsock and her hair as the sail. And it 

became night again.  



Vasalisa turned to her doll as soon as the Yaga had gone. “What shall I do? Can I 

complete these tasks in time?” The doll assured her she could, and to eat a little and go to 

sleep. Vasalisa fed the doll a little too, then she slept. 

In the morning, the doll had done all the work and all that remained was the meal to be 

cooked. In the evening the Yaga returned and found nothing undone. Pleased, in a way, but 

not pleased because she could find no fault, Baba Yaga sneered, “You are a very lucky girl.” 

She then called on her faithful servants to grind the corn and three pairs of hands appeared in 

midair and began to rasp and crush the corn. The chaff flew in the house like a golden snow. 

Finally it was done and Baba Yaga sat down to eat. She ate for hours and ordered Vasalisa 

on the morrow to again clean the house, sweep the yard, and launder her clothes. 

The Yaga pointed to a great mound of dirt in the yard. “In that pile of dirt are many poppy 

seeds, millions of poppy seeds. And I want, in the morning, to have on pile of poppy seeds 

and one pile of dirt, all separated out from each other. Do you understand?” 

Vasalisa almost fainted, “Oh my, how am I going to do that?” She reached into her pocket 

and the doll whispered, “Don’t worry, I will take care of it.” That night Baba Yaga snored 

off to sleep and Vasalisa tried ...to pick...the...poppy seeds...out...of...the...dirt. Aftera 

time, the doll said to her, “Sleep now. All will be well.” 

Again the doll accomplished these tasks, and when the old woman returned home, all was 

done. Baba Yaga spoke sarcastically through her nose. “Welllll! Lucky for you that you 

were able to do these things.” She called for her faithful servants to press the oil from the 

poppy seeds, and again three pairs of hands appeared, and did so. 

While the Yaga was smearing her lips with grease from her stew, Vasalisa stood nearby. 

“So, what are you staring at?” barked Baba Yaga. 

“May I ask you some questions, Grandmother?” asked Vasalisa. 

“Ask, “ ordered the Yaga, “but remember, too much knowledge can make a person old 

too soon.” 

Vasalisa asked about the white man on a white horse. 

“Aha, “ said the Yaga fondly, “that first is my Day.” 

“And the red man on the red horse?” 

“Ah, that is my Rising Sun.” 

“And the black man on the black horse?”  



“Ah yes, that is the third and he is my Night.” 

“I see,” said Vasalisa. 

“Come, come child. Wouldn’t you like to ask more questions?” wheedled the Yaga. 

Vasalisa was about to ask about the pairs of hands that appeared and disappeared, but the 

doll began to jump up and down in her pocket, so instead Vasalisa said, “No, Grandmother, 

As you yourself say, to know too much can make one old too soon.” 

“Ah, “ the Yaga said, cocking her head like a bird, “you are wiser than your years, my 

girl. And how did you come to be this way?” 

“By the blessing of my mother, “ smiled Vasalisa. 

“Blessing?!” screeched Baba Yaga. “Blessing?! We need no blessings around this house. 

You’d best be on your way, daughter.” She pushed Vasalisa outdoors. 

“I’11 tell you what, child. Here!” Baba Yaga took a skull with fiery eyes from her fence 

and put it on a stick. “Here! Take this skull on a stick home with you. There! There’s your 

fire. Don’t say another word. Just be on your way.” 

Vasalisa began to thank the Yaga, but the little doll in her pocket began to jump up and 

down, and Vasalisa realized she must just take the fire and go. She ran for home, following 

the turns and twists in the road with the doll telling her which way to go. It was night and 

Vasalisa came through the forest with the skull on a stick, the fire blazing from the ear, eye, 

nose, and mouth holes of the skull. Suddenly, she became frightened of its eerie light and 

thought to throw it away, but the skull spoke to her and urged her to calm herself and to 

continue toward the home of her stepmother and stepsisters. 

As Vasalisa came nearer and nearer to her house, her stepmother and stepsisters looked 

out the window and saw a strange glow dancing through the woods. Closer and closer it 

came. They could not imagine what it could be. They had decided that Vasalisa’s long 

absence meant she was dead by now and her bones dragged away by animals and good 

riddance. 

Vasalisa advanced closer and closer to home. And as the stepmother and the stepsisters 

saw it was her, they ran to her, saying they had been without fire since she’d left, and no 

matter how hard they had tried to start one, it always went out. 

Vasalisa entered the house feeling triumphant, for she had survived her dangerous journey 

and brought fire back to her home. But the skull on the stick watched the stepsisters’ and the  
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stepmother’s every move and burnt into them, and by morning it had burnt the wicked trio 

to cinders. 

 



APPENDIX F 

A Fisherman and His Wife 

Retold by Carol L. Birch from National Association for the Preservation and Perpetuation of 

Storytelling (1991) 
Original Grimm’s Brothers Fairy Tale 

Once upon a time there was a fisherman named Jacques, who lived with his wife, Monique, 

in the south of France, where days are warm and nights are balmy. From Jacques they had 

fresh fish to eat, and from Monique’s garden there were fresh vegetables on their table. 

Fragrant herbs and wildflowers of every hue grew in sweet profusion around their cottage. 

But they were not happy. They could not enjoy what they had because they were so bitterly 

aware of what they did not have. Try as they might, they could not get ahead, so they greeted 

each day with fear and anxiety. Fear narrowed their vision, and anxiety left them with a 

bitter taste in their mouths. 

One day Jacques caught a magic fish who promised three wishes over a year and a day, and 

they believed that they would finally know true contentment in their lives. Monique and 

Jacques talked late into the night, and the next morning at dawn Jacques went down to the 

sea and called out as he had been instructed: 

Fishy, fishy in the sea, 

Prithee cometh unto me. 

Monique and her husband, Jacques, 

Have a wish for you to grant. 

The fish leaped above the dazzling sea and asked, “What do you wish?” “My wife and I 

wish to be prosperous vineyard owners!” replied Jacques. “Go in peace, called out the fish. 

“It is just as you wish.”  



Jacques ran down the road, past the small cottage that had once been home, eagerly 

searching for Monique. He saw her in the distance, pacing, wearing a nervous smile and a 

lovely gown. Together they gave the laborers in the fields and the servants in their new 

mansion the day off so that the two could revel privately in their new-found luxuries. 

The next day Jacques began the life of a prosperous vineyard owner. He had known such 

cold from his days at sea that he looked forward to working on warm and dry land. And at 

first he was happy. He said the chill was finally gone from his bones. But soon the dust of 

the earth filled his eyes and mouth. The sun seemed to beat relentlessly upon his back. 

Eventually, he became more miserable than he had ever been as a fisherman. 

Now, Monique was also happy with her new life---at first. But she had never managed 

servants before, and she was uncertain in her role. Worst of all, the women in town would 

not receive her, while the wives of the fisherman were suspicious of her new wealth and 

ways. 

After six months of this life the dissatisfied couple decided to use their second wish, and 

Jacques once again called on the magic fish at the break of day: 

Fishy, fishy in the sea, 

Prithee cometh unto me. 

Monique and her husband, Jacques, 

Have a wish for you to grant. 

“Are you happy?” asked the fish. “No, my wife and I wish that I would be the mayor of the 

village.” “Go in peace,” said the fish. “Your wish is granted.” 

Jacques passed their small cottage and looked at it longingly. As he passed the vineyard, he 

spat on the ground. About a mile from town he passed the vineyard, he spat on the ground. 

About a mile from town he saw a crowd of people waiting...for him? One wanted to know  
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what he intended to do about a land dispute, another demanded an appointment in private, 

and a third shrieked at him for failing to find more water for the town. 

Jacques and Monique had dreams of what their lives would now be like. Which dreams 

came true? Oh, they seemed to be treated less suspiciously, but behind their backs the 

gossiping went on relentlessly. Now the women in town had to receive Monique, but they 

did not accept her. As for Jacques, he was free from the chill of the sea and the dust of the 

land, but his office brought unforeseen demands. He wanted to be a good mayor; so he spent 

hours hearing disputes and still longer hours considering the. When he wasn’t at work, he 

was thinking of work. It seemed that someone was always unhappy. And most often it was 

his wife. 

Feeling more and more isolated, Monique began visiting the small cottage where she a 

Jacques had lived. She transplanted wildflowers and herbs from the hills to their yard. She 

twined wild roses about the door. She enjoyed the labors that she had abhorred—hoeing the 

garden, whitewashing the cottage, waving covers and curtains and carpets. If she just sat in 

the mayor’s residence, the hours dragged on. At the cottage, while she worked, the time 

flew.. But her thoughts always went back to the final wish that dangled enticingly before her. 

She wondered what would release them from their fear and anxiety, which had only 

deepened. 

After just three months Monique suggested a final wish. “Go to the fish, and ask to be the 

King of France! You’ll have councilors for all the tiresome duties, and we’ll have parties. 

When you have to work, I will have the theatre, the opera, and ballets to attend. No one will 

dare to talk against us!” 

Because Jacques did not oppose her; Monique thought he agreed with her. The next day 

Jacques called out a final time; 

Fishy, fishy in the sea,  



Prithee cometh unto me. 

Monique and her husband, Jacques, 

Have a wish for you to grant. 

“Are you happy?” asked the fish. “No,” said Jacques sorrowfully. “this is not the life for us.” 

“What do you seek?” the fish called out above the swelling sea. “Well, my wife wants me to 

be the King of France, but I do not think I am any better suited to that life.” “What do you 

wish?” the fish inquired. “Oh, my wish is not so simple. I want my wife and me to find 

contentment, and I do not know where it is.” “Go in peace,” said the fish. “Your wish has 

come true.” Then the fish disappeared, never to be seen again. 

Jacques walked slowly back toward town. When he came to the small cottage where he and 

Monique had lived, he saw her there with her back bent over the garden. Once again she 

wore and — an? old and shabby dress. But when Monique looked up, her smile was radiant. 

She ran to Jacques, and they kissed and kissed again. “Oh, Husband, you wished well! I had 

forgotten all that we had.” 

So Jacques and Monique began to live their old lives anew. They enjoyed living in the south 

of France, where the days are warm and the nights are balmy. They savored the fresh fish and 

vegetables on their table. They reveled in the fragrant herbs and wildflowers of every hue 

that grew in sweet profusion around their cottage. And, oh, they lived contentedly and much 

more happily ever after. 

 



APPENDIX G 

Sealskin Soulskin 

A folktale from the American Northwest as told by Clarissa Pinkola Estes (1992) 

During a time that once was, is now gone forever, and will come back again soon, there is 

day after day of white sky, white snow....and all the tiny specks in the distance are people or 

dogs or bear. 

Here, nothing thrives for the asking. The winds blow hard so the people have come to 

wear their parkas and mamleks, boots, sideways on purpose now. Here, words freeze in the 

open air, and whole sentences must be broken from the speaker’s lips and thawed at the fire 

so people can see what has been said. Here, the people live in the white and abundant hair of 

old Annuluk, the old grandmother, the old sorceress who is Earth herself. And it was in this 

land that there lived a man...a man so lonely that over the years, tears had carved great 

chasms into his cheeks. 

He tried to smile and be happy. He hunted. He trapped and he slept well. But he wished 

for human company. Sometimes out in the shallows in his kayak when a seal came near he 

remembered the old stories about how seals were once human, and the only reminder of that 

time was their eyes, which were capable of portraying those looks, those wise and wild and 

loving looks. And sometimes then he felt such a pang of loneliness that tears coursed down 

the well-used cracks in his face. 

One night he hunted past dark but found nothing. As the moon rose in the sky and the ice 

floes glistened, he came to a great spotted rock in the sea, and it appeared to his keen eye that 

upon that old rock there was movement of the most graceful kind. 

He paddled slow and deep to be closer, and there atop the mighty rock danced a small 

group of women, naked as the first day they lay upon their mothers’ bellies. Well, he was a 

lonely man, with no human friends but in memory-and he stayed and watched. The women 

were like beings made of moon milk, and their skin shimmered with little silver dots like 

those on the salmon in springtime, and the women’s feet and hands were long and graceful. 

So beautiful were they that the man sat stunned in his boat, the water lapping, taking him 

closer and closer to the rock. He could hear the magnificent women laughing...at least they  
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seemed to laugh, or was it the water laughing at the edge of the rock? The man was 

confused, for he was so dazzled. But somehow the loneliness that had weighed on his chest 

like wet hide was lifted away, and almost without thinking, as though he was meant, he 

jumped up onto the rock and stole one of the sealskins laying there. He hid behind an 

outcropping and he pushed the sealskin into his qutngug, parka. 

Soon, one of the women called in a voice that was the most beautiful he’d ever 

heard...like the whales calling at dawn...or no, spring...or but, well no, it was something 

better than that, but it did not matter because...what were the women doing now? 

Why, they were putting on their sealskins, and one by one the seal women were slipping 

into the sea, yelping and crying happily. Except for one. The tallest of them searched high 

and searched low for her sealskin, but it was nowhere to be found. The man felt emboldened- 

by what, he did not know. He stepped from the rock, appealing to her, 

“Woman...be...my...wife. I am ...a lonely...man.” 

“Oh, I cannot be wife,” she said, “for I am of the other, the ones who live femequanek, 

beneath.” 

“Be...my...wife,” insisted the man. “In seven summers, I will return your sealskin to you, 

and you may stay or you may go as you wish.” 

The young seal woman looked long into his face with eyes that but for her true origins 

seemed human. Reluctantly she said, “I will go with you. After seven summers, it shall be 

decided.” 

So in time they had a child, whom they named Ooruk. And the child was lithe and fat. In 

winter the mother told Ooruk tales of the creatures that lived beneath the sea while the father 

whittled a bear in whitestone with his long knife. When his mother carried the child Ooruk 

to bed, she pointed out through the smoke hole to the clouds and all their shapes. Except 

instead of recounting the shapes of raven and bear and wolf, she recounted the stories of 

walrus, whale, seal, and salmon...for those were the creatures she knew. 

But as time went on, her flesh began to dry out. First it flaked, then it cracked. The skin 

of her eyelids began to peel. The hairs of her head began to drop to the ground. She became 

naluaq, palest white. Her plumpness began to wither. She tried to conceal her limp. Each 

day her eyes, without her willing it so, became more dull. She began to put out her hand in 

order to find her way, for her sight was darkening.  
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And so it went until one night when the child Ooruk was awakened by shouting and sat 

upright in his sleeping skins. He heard a roar like a bear that was his father berating his 

mother. He heard a crying like silver rung on stone that was his mother. 

“You hid my sealskin seven long years ago, and now the eighth winter comes. I want 

what I am made of returned to me, “ cried the seal woman. 

“And you, woman, would leave me if I gave it to you, “ boomed the husband. 

“I do not know what I would do. I only know I must have what I belong to.” 

“And you would leave me wifeless, and the boy motherless. You are bad.” 

And with that her husband tore the hide flap of the door aside and disappeared into the 

night. 

The boy loved his mother much. He feared losing her and so cried himself to sleep...only 

to be awakened by the wind. A strange wind...it seemed to call to him, “Oooruk, Ooorukkk.” 

And out of bed he climbed, so hastily that he put his parka on upside down and pulled his 

mukluks only halfway up. Hearing his name called over and over, he dashed out into the 

starry, starry night. 

“Oooooooorukkk.” 

The boy scrambled down the cliff and stumbled at the bottom over a stone-no, a bundle- 

that had rolled out of a cleft in the rock. The boy’s hair lashed at his face like a thousand 

reins of ice. 

“Oooooooorukkk.” 

The boy scratched open the bundle and shook it out-it was his mother’s sealskin. Oh, and 

he could smell her all through it. And as he hugged the sealskin to his face and inhaled her 

scent, her soul slammed through him like a sudden summer wind. 

“Ohhh,” he cried with pain and joy, and lifted the skin again to his face and again her soul 

passed through his. “Ohhh,” he cried again, for he was being filled with the unending love of 

his mother. 

And the old silver seal way out...sank slowly beneath the water. 

The boy climbed the cliff and ran toward home with the sealskin flying behind him, and 

into the house he fell. His mother swept him and the skin up and closed her eyes in gratitude 

for the safety of both. 

She pulled on her sealskin, “Oh mother, no!” cried the child.  
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She scooped up the child, tucked him under her arm, and half ran and half stumbled 

toward the roaring sea. 

“Oh, mother, don’t leave me!” Ooruk cried. 

And at once you could tell she wanted to stay with her child, she wanted to, but something 

called her, something older than she, older than he, older than time. 

“Oh, mother, no, no, no, “ cried the child. She turned to him with a look of dreadful love 

in her eyes. She took the boy’s face in her hands, and breathed her sweet breath into his 

lungs, once, twice, three times. Then, with him under her arm like a precious bundle, she 

dove into the sea, down, and down, and down, and still deeper down, and the seal woman and 

her child breathed easily under water. 

And they swam deep and strong till they entered the underwater cove of seals where all 

manner of creatures were dining and singeing, dancing and speaking, and the great silver seal 

that had called to Ooruk from the night sea embraced the child and called him grandson. 

“How fare you up there, daughter?” asked the great silver seal. 

The seal woman looked away and said, “I hurt a human...a man who gave his all to have 

me. But I cannot return to him, for I shall be a prisoner if I do.” 

“And the boy?” asked the old seal. “My grandchild?” He said it so proudly his voice 

shook. 

“He must go back, father. He cannot stay. His time is not yet to be here with us. “ And 

she wept. And together they wept. 

And so some days and nights passed, seven to be exact, during which time the luster came 

back to the seal woman’s hair and eyes. She turned a beautiful dark color, her sight was 

restored, her body regained its plumpness, and she swam uncrippled. Yet it came time to 

return the boy to land. On that night, the old grandfather seal and the boy’s beautiful mother 

swam with the child between them. Back they went, back up and up and up to the topside 

world. There they gently placed Ooruk on the stony shore in the moonlight. 

His mother assured him, “I am always with you. Only touch what I have touched, my 

firesticks, my u/u, my knife, my stone carvings of otters and seal, and I will breathe into your 

lungs a wind for the singing of your songs.”  



The old silver seal and his daughter kissed the child many times. At last, they tore 

themselves away and swam out to sea, and with one last look at the boy, they disappeared 

beneath the waters. And Ooruk, because it was not his time, stayed. 

As time went on, he grew to be a mighty drummer and singer and a maker of stories, and 

it was said this all came to be because as a child he had survived being carried out to sea by 

the great seal spirits. Now, in the gray mists of morning, sometimes he can still be seen, with 

his kayak tethered, kneeling upon a certain rock in the sea, seeming to speak to a certain 

female seal who often comes near the shore. Though many have tried to hunt her, time after 

time they have failed. She is known as Tangigcaq, the bright one, the holy one, and it is said 

that though she be a seal, her eyes are capable of portraying those human looks, those wise 

and wild and loving looks. 

 



APPENDIX H 

The Shawl 

Adapted from a story By Bruce Taylor 

in The Healing Heart-Communities (Cox & Albert, 2003) 

Now, you see, it’s like this. Little Emily Jackson was born into her mother’s heavy dark blue 

wool shawl. And soon those were the first memories of Emily, struggling and wearing that 

ill-fitting dark shawl and trying with all her might to love it even though she hated it. 

But her mother, who was also named Emily, saw that not only was her shawl good enough 

for her and her name, but if it was good enough for her, then everything she had would 

automatically be good for her daughter and of course the daughter, young Emily-how could 

she know otherwise? So, of course, Emily wore her mother’s heavy dark blue shawl-it was 

all she knew for it was all her mother ever knew, for it was all her mother knew. And that’s 

all there was to it. 

And so here was Emily, hereafter called Little Emily, wearing her mother’s dark shawl. And 

it really was a ridiculous shawl. What strange first memories young Emily had: a strange 

mixture of a world of sunlight and bees and blue sky and yellow sun and the shawl-that 

immense, huge, suffocating, dark blue, heavy shawl. 

Honestly, how absurd. The only place where she could feel the wind was on her face. No 

other place, save her hands and her feet, when she tried to go barefoot (except she kept 

stepping on the shawl). Emily’s mother, saw Little Emily at times uncomfortable but simply 

said, “My mother had to wear it. I had to wear it. I don’t know what your problem is, but ’'m 

sure you’ll get used to it, just like I did.” 

By which Little Emily knew that her mother meant there wasn’t anything she was going to 

do about it because if there was, she would realize she might have to do something about her 

own shawl that she had to wear and, for whatever reason, she wasn’t about to do that.  
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Oh, how absurd, but at the time, Little Emily didn’t know what to do about it at all. She 

didn’t have the faintest idea that she could do anything. Whoever realizes that they can do 

something, not until they are many years along and then decides that the shawl really isn’t 

their style and then makes a decision to take it off and drop or shred it, and leave it neatly at 

the parent’s feet or sometimes necessarily throw it in their faces. Ah, would it not be 

wonderful to decide one’s wardrobe so early in life? But not so for Little Emily. Not so for 

her at all. 

Now, you might wonder where was Little Emily’s father in all of this? Did he not realize 

that Emily was wearing too heavy a shawl for the occasion? Any occasion, actually. Did not 

he wonder when Emily was just a baby what that dark aura was about her? Didn’t he wonder 

when she, in the baby carriage, kept getting lost in the heavy dark blue shawl that something 

was wrong? Didn’t he ever say, “Emily, my baby and sweet little Emily, that shawl will 

make you ill. That shawl is much too heavy for your constitution”. Now, how was it that the 

father did not see? How could he be unaware that when Little Emily went swimming, she 

stayed and struggled beneath the surface of the water for really too long periods of time? 

(After all, such a heavy shawl simply became waterlogged so that swimming was no fun, and 

was certainly just a struggle.) And where other children glided like pale fish through the sun- 

sparkled water, Little Emily just floundered and gasped like a fish out of water. Or how was 

it that on those lovely hot days, Emily, with face beaded and shining in sweat, almost 

suffocating in that dark blue shawl-how was it that he did not see Little Emily’s discomfort? 

That is indeed a good question. Perhaps he didn’t really want her, and by her being 

miserable, that way he could justifiably love her. Doesn’t misery always bring out the caring 

in people? But maybe that wasn’t it at all. But he did not see. For whatever reason, he did 

not see and Little Emily, wearing that dark blue heavy shawl, got her father’s love. Time 

moved on and you know how that goes. 

Even though Little Emily knew the shawl was somehow the very worst thing she could wear, 

well, not knowing any better, perhaps she wore it anyway. She grew into it. Sort of. Now just 

because you grow into something doesn’t mean it fits any better. No, no, oh, not at all. It just  
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means you distort your body enough to fit the form-what else can you do? But what can 

you do when you’re a day old? Two months old? A year or so old? What choices have you 

about certain clothes that you have to wear for the rest of your life and no matter how ill- 

fitting, the only advice you can possibly get is that “You learn to love it as you grow into it 

for there are no other alternatives in this family for you.” So what are you to do at age two? 

Shove off the shawl and risk rejection? And even Little Emily, minutes after birth, knew the 

folly, the impossibility, the ludicrousness of that. The dark blue and heavy shawl stayed in 

place, ah, sad, sad, anchored by survival need and quest for love, the shawl stayed in place. 

It stayed in place in spite of the admonishments of her best friends; Karen for one, who wore 

clothes of bright colors and whose parents always respected her tastes and asked her what she 

wanted to wear, so Karen was quite the individual with a trust in her tastes and her own 

sensibilities. She always looked at Emily and said, “Gee, don’t you ever get tired of wearing 

that shawl? Look how dark it is and how frayed the ends. The buttons are coming off and it’s 

way too large. Don’t you have other shawls or coats you can wear? Or other clothes? I can 

see this in winter when it’s dark and gloomy and then everyone can’t help but wear shawls 

like this- but all the time?” 

To which Emily replied, hurt and defensive, “But what’s wrong with it?” 

Karen asked, “Is that really your shawl?” 

“It’s the only shawl that I know.” 

“But is it your shawl?” 

“Yes.” 

“And you choose to wear it?” 

Desperately, Emily said, “Yes.”  
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Karen looked puzzled, unsure what to say for she saw the desperation, didn’t know how to 

talk about it or much less what it meant, and finally said, “Oh.” But she really meant, “I don’t 

know what’s going on with you, but that dark blue shawl that you always wear is a mean- 

looking shawl and I have a hunch you’re wearing it for the wrong reason and it’s not even 

your shawl. What do your clothes really look like beneath that old shawl? What are you 

really wearing? Silk? Cotton? Wool? Plaid? Purples? Greens? Red? My friend, what are your 

clothes and true colors beneath that dark blue shawl?” 

Ah, poor Emily, what was she to say? For everyone’s worst fears are such that if they have 

been taught that they must wear a dark shawl, it must be because that which is beneath the 

shawl is so worthless or so secondhand or so colorless that if they showed their wardrobe to 

the world, their clothes would be found to be utterly rejectionable; therefore, your worst fears 

about that which is beneath the shawl are thereby confirmed. So of course the shawl 

remained in place. Emily wore it at school dances, and while everyone was showing off their 

glorious but (of course) adolescent wardrobes, Emily just assumed that once the shawl was in 

place, it would always be in place and that was the only wardrobe she had, there were no 

other clothes to wear. 

But oh, how hard it was to dance in an ill-fitting dark blue shawl that enshrouded Emily like 

a great blue sack of space. And oh, how that shawl made it so hard to dance; Emily might try 

to turn, but the momentum of the shawl simply made her ungainly. She’d try a new step, but 

the shawl got in the way and she’d end up falling. She’d reach out to touch hands, but the 

shawl flopped over her fingers and the only touch anyone ever got was a fistful of fabric and 

a handful of darkness. And when everyone else danced, their new wardrobes became more 

lively in color, more solid in hue, poor Emily; it was as though her shawl became heavier, the 

fabric denser and darker and what, what, what was poor Emily ever to do? And to make it 

even worse, whenever she went home, her mother always said, as she sat unconsciously 

distorted and destroyed by her own shawl, “My, my, what a fine-looking shawl that is. You 

should be grateful that I gave you that shawl. Why, if it weren’t for me, you’d not have that 

wonderful shawl at all. Wear it well and make me proud of you.”  
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Her father, still, for whatever reason, unable to see that dark shawl even now, did notice her 

discomfort and always gave her much loving concern. 

Who can refuse? Ah, that parental love is the strongest there is, and who can refuse. To such 

overwhelming love and concern, of course she said yes and yes. And every time she said 

yes, it was as though the shawl became darker and fit closer, or she was like tender meat 

crammed into a shell. She made the shawl fit as best she could, but oh, the pain, the sense of 

pain was always there. Little Emily could only guess that was the way it was-but her friend 

Karen appeared very happy. And Melissa, she always wore bright colors and had gay and 

happy parties. And her other friend Annette, my how she loved reds and yellows, and on the 

dreariest of days she wore the brightest of colors as if defying the clouds, the very dark side 

of the moon, the unending dark and deep well of space, to try, just to try to snuff out that 

blaze of bright fire known as Annette. 

At what point does one make a decision to remove one’s shawl? At what age? At what time? 

How is that decision made? Perhaps it was when Emily was 16. Perhaps it was because of 

Meridith that things began to change. Meridith McKenzie was as sweet a young lady as you 

could find anywhere, what with long hair and a beautiful smile. She liked to spend time with 

Emily and Emily could not figure out why. 

All this came about because Meridith was in her art class with her and tremendously enjoyed 

the sketches she made, although to her they seemed of small consequence, even though 

everyone else liked them too. It was the only thing she could do without the shawl getting too 

much in her way, but the expanse of fabric did make it hard to draw, and frequently the vast 

folds of the shawl made it difficult for her to sit and be comfortable. Or to draw without 

smudging the lines or colors. But in spite of the shawl, that at least was one place where 

Emily could accept a little color into her life, though how colorful it really was, was as yet 

rather beyond her.  
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But one day, while sitting in the lunch room, sitting in her vast shawl and trying to be as 

comfortable as possible in that dark and thick hand-me-down, Meredith came over and said, 

“Hi, I really liked the sketch you did.” 

And Emily, almost choking on her cold corned beef sandwich, said, “Uh, oh, gee, uh, thanks- 

----it wasn’t really anything all that good----.” 

Meredith smiled. “Everyone liked it.” 

Emily smiled a grim little smile and it was as though somehow the shawl felt closer and 

bigger than ever before. 

“Uh, well, gee,” she said, “um, thank you---.” 

“May I sit with you? Can I join you for lunch?” Her look was gentle and patient. 

“Oh, uh, yeah, sure,” said Emily. 

And she sat. 

And Emily did not have the faintest idea what to do and she seemed to lose herself in that 

shawl even more. 

“Don’t you ever get tired of wearing that shawl?” 

“Huh?” 

“That shawl. That heavy dark blue shawl. Why do you wear such an awful shawl?” 

Emily looked at her with a mixture of shame and guilt as if there was something terribly 

wrong with the shawl, and not only was the shawl wrong, but what was beneath it was also 

wrong. And she did not know what to say so she sat there, but with a very dry mouth, eating  
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a corned beef sandwich and feeling very unhappy indeed. But Meredith was patient. And 

she kept smiling. She dug in her brown bag and brought out a tuna fish sandwich, a big red 

apple and a small bag of potato chips. She ripped open the top and offered them to Emily. 

“Care for some?” 

Guiltily, Emily accepted. 

“It’s okay, “ Meridith said. 

“Thank you,” she said. 

“You know,” said Meridith, munching a chip, “my mother used to wear a shawl just like 

yours.” 

Emily stopped eating and stared at Meredith. 

Meridith crunched another potato chip. “It took a lot of work for us to help her take it off. 

She just couldn’t believe that the natural clothes she wore beneath the shawl were actually 

okay.” Crunch, another potato chip, and she offered her some more. From the depths of her 

shawl, Emily looked at her, comprehending but no, not comprehending at all. 

“Of course,” she said, “the hardest thing for her to realize was not only that she was wearing 

a shawl in the first place, but that she could take it off.” She sighed.” She just did not 

understand. But after you’ve known someone who wears such a shawl, you see it on others.” 

Emily shrank even further into her shawl. “I know you probably don’t understand,” Meridith 

said. “My mother didn’t either, not for a long, long time. But finally she let us become close 

to her because she finally saw that she was okay...” And before Meredith knew it, she had her 

hands up to her face and began to cry.  



105 

Just then, without even thinking, Emily in spite of the heavy and dark shawl that she 

wore, she right then reached through all that fabric and touched Meredith right on the arm, 

and as she moved, her shawl pulled away from; her, oh, just a little way for her to look down 

and to see a dress she was wearing beneath suddenly become a blaze of reds and yellows and 

purples and greens. And Meredith, suddenly looking at Emily, looking through her own 

tears, said simply, “Thank you, Emily,” and then softly, “Thank you very much.” 

Emily, still blinded by the colors of what she really wore beneath that dark shawl, began to 

grasp the nature of the decision that she had to make. 

 



APPENDIX J 

The Talking Eggs 

By Robert D. San Souci (1989) 

The Talking Eggs is adapted from a Creole folktale originally included in a collection of 

Louisiana stories in the late nineteenth century. 

Back in the old days there was a widow with two daughters named Rose and Blanche. They 

lived on a farm so poor; it looked like the tail end of bad luck. They raised a few chickens, 

some beans, and a little cotton to get by. 

Rose, the older sister; was cross and mean and didn’t know beans from birds’ eggs. Blanche 

was sweet and kind and sharp as forty crickets. But their mother liked Rose the best, because 

they were alike as two peas in a pod-bad-tempered, sharp-tongued, and always putting on 

airs. 

The mother made Blanche do all the work around the place. She had to iron the clothes each 

morning using an old iron filled with hot coals, chop cotton in the afternoon, and string the 

beans for supper. While she’d be doing these chores, her mama and sister would sit side by 

side in rocking chairs on the shady porch, fanning themselves and talking foolishness about 

getting rich and moving to the city, where they could go to fancy balls wearing trail-train 

dresses and lots of jewels. 

One hot day the mother sent Blanche to the well to fetch a bucket of water. When the girl 

got there, she found an old woman wrapped in a raggedy black shawl, near fainting with the 

heat. 

“Please, child, give me a sip of water,” the old woman said. “I’m ‘bout to die of thirst.”  
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“Yes, aunty,” said Blanche, rinsing out her bucket and dipping up some clean, cool well 

water. “Drink what you need.” 

“Thank you, child,” said the old woman when she’d taken swallow after swallow of water. 

“You got a spirit of do-right in your soul. God is gonna bless you.” Then she walked away 

down the path that led to the deep woods. 

When Blanche got back to the cabin, her mother and sister hollered at her for taking so long. 

“This water’s so warm, it’s near boilin’,” shouted Rose, and she dumped the bucket out on 

the porch. 

“Here your poor sister’s near dyin’ for a drop of cool water,” her mother screamed, “and you 

can’t even bring her that little thing.” 

Then the two of them scolded and hit Blanche until the frightened girl ran away into the 

woods. She began to cry, since she didn’t have anywhere to go and she was scared to go 

home. 

Suddenly, around a bend in the path came the old woman in the raggedy black shawl. When 

she saw Blanche, she asked kindly, “What’s made you cry so, you poor child?” 

“Mama and sister Rose lit into me for something that wasn’t my fault,” said Blanche, rubbing 

tears off her cheek. “Now I’m afraid to go home.” 

“Hush, child! Stop your crying. You come on home with me. I'll give you supper and a clean 

bed. But you got to promise you won’t laugh at anything you see.” 

Blanche gave her word of honor that she wouldn’t laugh. Then the old woman took her by 

the hand and led her deep into the backwoods. As they walked along the narrow path, 

bramble bushes and tree branches opened wide in front of them, and closed up behind them.  
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Soon they came to the old woman’s tumbledown shack. A cow with two heads, and horns 

like corkscrews, peered over a fence a Blanche and brayed like a mule. She reckoned it was 

a pretty strange sight, but she didn’t say anything, not wanting to hurt the old woman’s 

feelings. 

Next, she saw that the yard in front of the cabin was filled with chickens of every color. 

Some were hopping about on one leg, some running about on three or four or even more. 

These chickens didn’t cluck, but whistled like mockingbirds. But strange as all this was, 

Blanche stuck by her promise not to laugh. 

When they got inside the cabin, the old woman said, “Light the fire, child, and cook us some 

supper.” So Blanche fetched kindling from the woodpile outside the back door. 

The old woman sat down near the fireplace and took off her head. She set it on her knees 

like a pumpkin. First she combed out her gray hair, then she plaited it into two long braids. 

Blanche got pretty scared at this. But the woman had been nothing but kind to her, so she just 

went on lighting the fire. 

After a bit the old woman put her head back on her shoulders and looked at herself in a sliver 

of mirror nailed to the cabin wall. “Um-m-m-hum!” she said, nodding. “That’s better.” 

Then she gave Blanche an old beef bone and said, “Put this in the pot for supper.” 

Now Blanche was near starving, and the bone looked like a pretty sad meal for the two of 

them, but she did what the old woman said. “Shall I boil it for soup, aunty?” she asked. 

“Look at the pot, child!” the old woman said, laughing. 

The pot was filled with thick stew, bubbling away.  
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Next the woman gave Blanche only one grain of rice and told her to grind it in the stone 

mortar. Feeling mighty foolish Blanche began to pound the grain with the heavy stone pestle. 

In a moment the mortar was overflowing with rice. 

When they had finished supper, the old woman said, “It’s a fine moonshiny night, child. 

Come with me.” 

They sat themselves down on the back porch steps. After a time dozens of rabbits came out 

of the underbrush and formed a circle in the yard. The men rabbits all had frock-tail coats, 

and the lady rabbits had little trail-train dresses. They danced, standing on their hind feet, 

hopping about. One big rabbit played a banjo, and the old woman hummed along with it. 

Blanche kept time by clapping along. The rabbits did a square dance, a Virginia reel, and 

even a cakewalk. The girl felt so happy, she never wanted to leave. She sat and clapped until 

she fell asleep, and the old woman carried her inside and put her to bed. 

When Blanche got up the next morning, the old woman told her, “Go milk my cow.” 

The girl did what she was told and the two-headed cow with the curly horns gave her a 

bucket of the sweetest milk she’d ever tasted. They had it with their morning coffee. 

“You gotta go home now, child,” the old woman said to Blanche, who was washing the 

breakfast dishes. “But I tell you, things will be better from here on out. And since you are 

such a good girl, I got a present for you. 

“Go out to the chicken house. Any eggs that say, “Take me, ‘you go ahead and take. But if 

you hear any say, ‘Don’t take me,” you leave them be. When you get near home, throw those 

eggs one after another over your left shoulder so they break in the road behind you. Then 

you'll get a surprise.”  
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When Blanche got to the little chicken house, she found all the nests filled with eggs. 

Half were gold or silver or covered with jewels; half looked no different from the eggs she 

got from her chickens back home. 

All the plain eggs told her, “Take me.” All the fancy ones cried, “Don’t take me.” She 

wished she could take just one gold or silver or jeweled egg, but she did what the old woman 

told her and only scooped up the plain ones. 

She and the old woman waved good-bye to each other, then Blanche went on her way. 

Partway home she began to toss the eggs one at a time over her left shoulder. All sorts of 

wonderful things spilled out of those eggs: now diamonds and rubies, now gold and silver 

coins, now pretty silk dresses and dainty satin shoes. There was even a handsome carriage 

that grew in a wink from the size of a matchbox-and a fine brown-and-white pony that 

sprouted from the size of a cricket to draw it. 

Blanche loaded all these lovely things into the carriage and rode the rest of the way home 

like a grand lady. 

When she got back to the cabin, her mother and sister just gawked at her new finery. 

Where did you get all these things?” her mother asked, making Rose help Blanche carry the 

treasures inside. That evening the mother cooked dinner for the first time since Blanche was 

old enough to hold a skillet. All the time telling Blanche what a sweet daughter she was, her 

mama got the girl to tell about the old woman and the cabin in the woods and the talking 

eggs. 

When Blanche was asleep, the mother grabbed Rose and Told her, “You gotta go into the 

woods tomorrow mornin’ and find that old aunty. Then you’ll get some of those talkin’ eggs 

for yoursel’f so’s you can have fine dresses and jewels like your sister. When you get back, 

I'll chase Blanche off and keep her things myse’f. Then we'll go to the city and be fine ladies 

like we was meant to be.”  



“Can’t we just run her off tonight so’s I don’t have to go pokin’ through the woods 

lookin’ for some crazy ol’ aunty?” Rose whined. 

“There’s not near enough for two,” her mother said, getting angry. “You do as I say and 

don’t be so contrary.” 

So the next morning Rose set out drag-foot into the woods. She dawdled mostly, but soon 

met the old woman in her raggedy black shawl. 

“My sweet little sister Blanche tol’ me you got a real pretty house an’ all,” said Rose. “I'd 

‘preciate to see it.” 

“You can come with me if you’ve a mind to,” said the old woman,” but you got to promise 

not to laugh at whatever you see.” 

“I swear,” said Rose. 

So the old woman led her through the bramble bushes and tree branches into the deep woods. 

But when they got near the cabin and Rose saw the two-headed cow that brayed like a mule 

and the funny-looking chickens that sang like mockingbirds, she yelled, “If there ever was a 

sight, that’s one! That’s the stupidest thing in the world!” Then she laughed and laughed 

until she nearly fell down. 

“Um-m-m-hum,” said the old woman, shaking her head. 

Inside, Rose complained when she was asked to start the fire, and she wound up with more 

smoke than flame. When the old woman gave her an old bone to put in the pot for supper; 

Rose said crossly, “That’s gonna make a mighty poor meal.” She dropped it in the pot, but 

the old bone remained a bone, so they only had thin soup for supper. When the old woman  
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gave her one grain of rice to grind in the mortar, Rose said, “That sad speck won’t hardly 

feed a fly!” She wouldn’t lift the pestle, so they had no rice at all. 

“Um-m-m-hum!” the old woman muttered. 

Rose went to bed hungry. All night long she heard mice scratching under the floor and 

screech owls clawing at the window. 

In the morning the old woman told her to milk the cow. Rose did, but she made fun of the 

two-headed creature and all she got was a little sour milk not fit for drinking. So they had 

their breakfast coffee without cream. 

When the old woman lifted her head off her shoulders to brush her hair, quick as a wink Rose 

grabbed that head and said, “I’m not gonna put you back t’gether ‘til you give me presents 

like my sister got.” 

“Ah, child, you're a wicked girl,” said the old woman’s head, “but I got to have my body 

back, so I'll tell you what to do. 

“Go to the chicken house and take those eggs that say, ‘Take me.” But leave be the ones that 

cry, ‘Don’t take me.” Then you toss those eggs over your right shoulder when you’re on your 

way home.” 

To be sure the old woman wasn’t playing her a trick, Rose set the old woman’s head out on 

the porch while her body sat groping around the cabin. Then she ran to the chicken house. 

Inside, all the plain eggs cried, “Take me,” while all the gold and silver and jeweled ones 

said, “Don’t take me.” 

“You think I’m fool enough to listen to you and pass up the prettiest ones? Not on your life!” 

So she grabbed all of the gold and silver and jeweled eggs that kept yelling, “Don’t take me,” 

and off she ran into the woods with them.  
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As soon as she was out of sight of the old woman’s cabin, she tossed the eggs over her right 

shoulder as fast as she could. But out of the shells came clouds of whip snakes, toads, frogs, 

yellow jackets, and a big, old, gray wolf. These began to chase after her like pigs after a 

pumpkin. 

Hollering bloody murder Rose ran all the way to her mother’s cabin. When the woman saw 

the swarm of things chasing her daughter she tried to rescue her with a broom. But the wasps 

and wolf and all the other creatures wouldn’t be chased off, so mother and daughter 

hightailed it to the woods, with all the animals following. 

When they returned home, angry and sore and stung and covered with mud, they found 

Blanche had gone to the city to live like a grand lady-though she remained as kind and 

generous as always. 

For the rest of their lives Rose and her mother tried to find the strange old woman’s cabin 

and the talking eggs, but they never could find that place again. 

 



APPENDIX K 

The Ugly Duckling 

A Hans Christian Anderson fairytale told by Clarissa Pinkola Estes (1992) 

It was near the time of harvest. The old women were making green dolls from corn 

sheaves. The old men were mending the blankets. The girls were embroidering their white 

dresses with blood-red flowers. The boys were singing as they pitched golden hay. The 

women were knitting scratchy shirts for the coming winter. The men were helping to pick 

and pull and cut and hoe the fruits the fields had brought forth. The wind was just beginning 

to loosen the leaves a little more, and then a little more, each day. And down by the river, 

there was a mother duck brooding on her nest of eggs. 

Everything was going as it should for this mother duck, and finally, one by one her eggs 

began to tremble and shake until the shells cracked, and out staggered all her new ducklings. 

But there was one egg left, a very big egg. It just sat there like a stone. 

An old duck came by and the duck mother showed off her new children. “Aren’t they 

good-looking?” she bragged. But the unhatched egg caught the old duck’s attention and she 

tried to dissuade the duck mother from sitting on that egg any longer. 

“It’s a turkey egg, “ exclaimed the old duck, “not a proper kind of egg at all. Can’t get a 

turkey into the water, you know.“ She knew, for she had tried. 

But the duck mother felt that she had been sitting for such a long time, a little longer 

would not hurt. “I’m not worried about that,” she said, “but do you know that scoundrel 

father of these ducklings hasn’t come to visit me once?” 

But eventually the big egg began to shudder and roll. It finally broke open, and out 

tumbled a big, ungainly creature. His skin was etched with curly red-and-blue veins. His 

feet were pale purple. His eyes, transparent pink. 

The duck mother cocked her head and stretched her neck and peered at him. She couldn’t 

help herself: she pronounced him ugly. “Maybe it is a turkey after all, she worried. But when 

the ugly duckling took to the water with the other offspring, the duck mother saw that he 

swam straight and true. “Yes, he’s one of my own, even though he’s very peculiar in 

appearance. But actually, in the right light...he is almost handsome.”  
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So she presented him to the other creatures in the farmyard, but before she knew it, 

another duck shot across the courtyard and bit the ugly duckling right in the neck. The duck 

mother cried, “Stop!” But the bully sputtered, “Well, he looks so strange and ugly. He needs 

to be pushed around.” 

And the queen duck with the red rag on her leg said, “Oh, another brood! As though we 

didn’t have enough mouths to feed. And that one over there, that big ugly one, well, surely he 

was a mistake.” 

“He’s not a mistake,” said the duck mother. “He’s going to be very strong. He just laid in 

the egg too long and is yet a little misshapen. He’ll straighten out though. You’ll see.” She 

groomed the ugly duckling’s feathers and licked his cowlicks. 

But the others did all they could to harass the ugly duckling. They flew at him, bit him, 

pecked him, hissed and screeched at him. And their torment of him grew worse as time went 

on. He hid, he dodged, he zigzagged left and right, but he could not escape. The duckling 

was as miserable as any creature could be. 

At first his mother defended him, but then even she grew tired of it all, and exclaimed in 

exasperation, “I wish you would just go away.” And so the ugly duckling ran away. With 

most of his feathers pulled out and looking extremely bedraggled, he ran and ran until he 

reached a marsh. There he lay down at the water’s edge with his neck stretched out and 

sipped as he could from the water now and then. 

From the rushes two ganders watched him. They were young and full of themselves. “Say 

there, you ugly thing,” they sniggered. “Want to come with us over to the next county? 

There’s a gaggle of young unmarried geese over there, just right for the choosing.” 

Suddenly shots rang out and the ganders fell with a thud and the marsh water ran red with 

their blood. The ugly duckling dived for cover and all around were shots and smoke and 

dogs barking. 

At last the marsh became quiet and the duckling ran and flew as far away as he could. 

Toward nightfall he came to a poor hovel; the door was hanging by a thread, there were more 

cracks than walls. Here lived an old raggedy woman with her uncombed cat and her cross- 

eyed hen. The cat earned her keep with the old woman by catching mice. The hen earned her 

keep by laying eggs.  
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The old woman felt lucky to have found a duck. Maybe it will lay eggs, she thought, 

and if not, we can kill it and eat it. So the duck stayed, but he was tormented by the cat and 

hen, who asked him, “What good are you if you cannot lay and you cannot catch?” 

“What I love best,” sighed the duckling, “is to be “under,” whether it is under the wide 

blue sky or under the cool blue water.” The cat could make no sense of being underwater and 

criticized the duckling for his stupid dreams. The hen could make no sense of getting her 

feathers all wet, and she made fun of the duckling too. In the end, it was clear there would be 

no peace for the duckling there, so he left to see if things would be better down the road. 

He came upon a pond and as he swam there it became colder and colder. A flock of 

creatures flew overhead, the most beautiful he had ever seen. They cried down to him, and 

hearing their sounds made his heart leap and break at the same time. He cried back in a 

sound he had never before made. He had never felt more bereft. 

He turned and turned in the water to watch them till they flew out of sight, then he dove to 

the bottom of the lake and huddled there, trembling. He was beside himself, for he felt a 

desperate love for those great white birds, a love he could not understand. 

A colder wind began and blew harder and harder through the days, and snow came upon 

frost. The old men broke the ice in the milk pails, and the old women spun long into the 

night. The mothers fed three mouths at once by candlelight and the men searched for the 

sheep under white skies at midnight. The young men went waist-deep in the snow to go to 

milking and the girls imagined they saw the faces of handsome young men in the flames of 

the fire while they cooked. And down at the pond nearby, the duckling had to swim faster 

and faster in circles to keep a place for himself in the ice. 

One morning the duckling found himself frozen in the ice and it was then that he felt he 

would die. Two mallards flew down and skidded onto the ice. They surveyed the duck. “You 

are ugly,” they barked. “Too bad, so sad. Nothing can be done for such as you.” And off 

they flew. 

Luckily a farmer came by and freed the duckling by breaking the ice with his staff. He 

lifted the duckling up and tucked him under his coat and marched home. In the farmer’s 

house the children reached for the duckling, but he was afraid. He flew up to the rafters, 

making all the dust fall down into the butter. From there he dove right into the milk pitcher,  
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and as he struggled out all wet and woozy, he fell over into the flour barrel. The farmer’s 

wife chased him with her broom and the children screamed with laughter. 

The duckling flapped through the cat’s door and, outside at last, lay in the snow half dead. 

From there he struggled on till he came to another pond, then another house, another pond, 

another house, and the entire winter was spent this way, alternating between life and death. 

And even so, the gentle breath of spring came again, and the old women shook out the 

feather beds, and the old men put away their long underwear. New babies came in the night, 

while fathers paced the yard under starry skies. During daylight, the young girls put 

daffodils in their hair and young men studied girl’s ankles. And on a pond nearby, the water 

became warmer and the ugly duckling who floated there stretched his wings. 

How strong and big his wings were. They lifted him high over the land. From the air he 

saw the orchards in their white gowns, the farmers plowing, the young of all of nature 

hatching, tumbling, buzzing, and swimming. Also paddling on the pond were three white 

swans, the same beautiful creatures he had seen the autumn before; those that so caused his 

heart to ache. He felt pulled to join them. 

What if they act as though they like me, and then just as I join the, they fly away 

laughing? thought the duckling. But he glided down and landed on the pond, his heart 

beating hard. 

As soon as they saw him, the swans began to swim toward him. No doubt I am about to 

meet my end, thought the duckling, but if I am to be killed, then rather by these beautiful 

creatures than by hunters, farm wives, or long winters. And he bowed his heard to await the 

blows. 

But, la! In the reflection in the water he saw a swan in full dress: snowy plumage, sloe 

eyes, and all. The ugly duckling did not at first recognize himself, for he looked just like the 

beautiful strangers, just like those he had admired from afar. 

And it turned out that he was one of them after all. His egg had accidentally rolled into a 

family of ducks. He was a swan, a glorious swan. And for the first time, his own kind came 

near him and touched him gently and lovingly with their wing tips. They groomed him with 

their beaks and swam round and round him in greeting. 

And the children who came to feed the swans bits of bread cried out, “There’s a new one. 

“ And as children everywhere do, they ran to tell everyone. And the old women came down  
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to the water, unbraiding their long silver hair. And the young men cupped the deep green 

water in their hands and flicked it at the young girls, who blushed like petals. The men took 

time away from milking just to laugh with their mates. And the old men told stories about 

how war is too long and life too short. 

And one by one, because of life and passion and time passing, they all danced away; the 

young men, the young women, all danced away. And the old one, the husbands, the wives, 

they all danced away. The children and the swans all danced away...leaving just us...and the 

springtime...and another mother duck down by the river nesting on her eggs. 

 


