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ABSTRACT 

Self-repair, an instinctual response to trauma involves a period of quiescence; a suspension of 

time allowing integration and healing (Gantt & Tinnin, 2007). Honoring the quiescent, this 

heuristic study employed a reparative art therapy intervention of tending dreams to promote 

recall and understanding of traumatic events, to halt the repetitive process of the trauma 

continuum, and to facilitate an expanded capacity to forgive self and others. Supporting 

Lusebrink’s (1990) Expressive Therapies Continuum, the tending process initiated by 

physical construction of healing cloths, invited engagement with the inner world of dreams. 

Creative expression and active imagination amplified the dream material (Jung, 2009). 

Acknowledging tacit knowledge, the global phenomenon of dreaming, and the ubiquitous 

nature of trauma, this study explored the significance and value of tending dreams in self- 

repair from a continuum of trauma and the role of forgiveness in healing and wholeness. 
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CHAPTER I 

INTRODUCTION 

In 1991, while participating in a University of South Florida graduate course entitled 

Self-Analysis, Creativity, and the Symbolic Process, 1 opened an empty journal and began to 

record the narratives of my dreams. Guided by the course work presented by Jungian 

psychologist, Angelo Spoto and encouraged by an increasing ability to recall the intriguing 

and mysterious stories from my nighttime dream journeys, I continued journaling with 

earnest, committed attention. Enthralled with images from C. G. Jung’s The Red Book, my 

successive journals were enhanced with drawings, paintings, and poetry, reflecting an 

expanded engagement with aspects of the dream material (Jung, 1979; Jung, 2009). 

I studied and applied Jung’s technique of active imagination, a process in which the 

dreamer dialogues with the energetic properties contained within the content of dreams 

(Johnson, 1989). Initial dialogues with dream images portrayed in my paintings and drawings 

precipitated unexpected, frequent, and disconcerting connections with personal traumatic 

events. Paradoxically the dialogue process, while amplifying the content of the dreams 

provided a container in which to process a continuum of trauma. 

During a retreat in 1997, I observed a tending measure used for incubation of a 

healing dream. Consisting of a grounding cloth and placement of personal objects, the 

process concretized healing intentions and invited engagement with the numinous. Having 

had a positive and memorable dream incubation experience, I decided to structure this 

research on the concepts of intention and boundaries inherent within the formation of the 

cloth. Simple, safe, and inclusive, the healing cloth constructions served as waking dreams 

(Watkins, 1988). The combination of incubated dreams, art responses, and active imagination  



mobilized the psyche “revealing previously unconscious elements, rendering them visible 

and so available to consciousness” (Schaverien, 2005, p. 128). 

The healing cloths as waking dreams served as a sacred space to contain the 

archetypal energy or emergents. The presence of these emergents, a focal point of the art 

therapy interventions comprising course work in Art Therapy and Spiritual Growth at St. 

Mary-of-the-Woods College, facilitated the formation of a guiding, inner dream council (L. 

Hyatt, personal communication, January, 18, 2009). Initiating movement toward self-repair, 

dialogues with these inner guides permitted safe exploration of specific traumatic events 

(Gantt & Tinnin, 2007). 

The dialogue exchanges and art responses prompted by tending of the healing cloth 

emergents brought to light the cumulative effect and depth of my repressed shame, displaced 

anger, underdeveloped creativity, inability to forgive, and lost faith. As representatives of my 

unconscious behaviors, these inner guides embodied the ways in which I have unconsciously 

coped with a continuum of unresolved trauma from emotional and physical abuse, unmet 

needs, and neglect. Exposed to the harmful behaviors of those responsible for my protection 

and well-being and marginalized by a cultural devaluation of the feminine, I had moved 

through life closed, guarded, and skeptical of love, joy, and abundance. 

Masking the unresolved trauma were academic success, a teaching career, marriage, 

and raising a family, all which offered a sense and an appearance of normality. However, 

unconscious attempts of the psyche to repair and resolve earlier traumas continued to drive 

and underpin my adult behavior. In an endless cycle of unhealthy coping skills and 

intellectualizing defense mechanisms, my behaviors, even when contextualized within the 

societal changes of the time, failed to account for an eating disorder and marital infidelity. I  



rejected and rebuked the religious practices in which I was raised, relying instead on 

situational-based ethics which fueled more traumas. 

Recognition and despair over the repetitive nature of my behavior demanded different 

action. I returned to the one area I trusted- the pursuit of knowledge within an academic 

structure. Previous positive and rewarding academic experiences in the study of creativity 

and the practice of art suggested the likelihood of successful problem-solving through the 

study of psychology and art therapy. 

Analytical Psychology with its emphasis on the numinous through the study of art, 

myths, folklore, and dreams offered an appealing and unique approach to understanding a 

greater Whole (Jung, 1977). The connection with the numinous, often mirrored in the faithful 

tending of my dreams, provided a path toward a form of spirituality which encouraged 

consciousness rather than automatic obedience (Gantt & Tinnin, 2007). Pivotal connections 

between dream images and consciousness about traumas manifested through my art work and 

poetry. Hinz (2009) stated “images often held truths” which revealed an inner wisdom, a 

tacit knowing of how to “understand, express, contain, and soothe emotions” (p. xx). 

Not all emotions discovered were understood or readily soothed. Jung (1968) 

referencing initiatory rites and alchemical processes, stated the "difficulty and grief to be 

encountered at the beginning of the work once more coincide with the nigredo, like the 

'horrible darknesses of our mind' of which Aurora speaks" (p. 273). Realization about 

resistance to the difficult process of intra-psychic work occurred with exploration of those 

aspects of the self kept hidden or in shadow (Jung, 1989). 

I became aware of a hidden self-care system which ensured my survival but caused 

destruction through complex and unconscious patterns impeding emotional integration and 

healthy boundaries. The greatest resistance concerning forgiveness of self and others  



stemmed from behavioral patterns of aggression based on fear of vulnerability, and passivity 

based on fear of confrontation and loss. Resulting in continued victimization and continuum 

of trauma, this resistance manifested in a self-care system which disallowed forgiveness, 

equated the release of bitterness and anger to minimization of the trauma, and prevented 

integration (Kalsched, 1996). 

The true motivation underlying this heuristic study was to arrive at a point of grace to 

forgive self and others for “until we get to the point of actual forgiveness, we really haven’t 

healed” (P. Grajkowski, personal communication, October 4, 2009). Following the heuristic 

method developed by Clark Moustakas (1990) this study probed how interventions specific 

to art therapy and prompted by tending dreams, facilitated self-repair from a continuum of 

trauma and eased the conflict of oppositional forces. Critical to the method and outcome of 

this study, dream material mirrored the archetypal struggle between conflicting behaviors, 

emotions, and choices in the continuum of trauma. The information from night and waking 

dreams related to the healing cloths, when transformed into written words and art, provided 

an actual way to discover, explore and express the healing power of dreams. 

Discussing imaginal reality and response to the emergent, Knill (1995) defined 

qualities which “characterize responsible participation in the artistic process” evoking the 

archetypal (p. 3). Aizenstat (2009) expanded on these qualities in his development of 

reflective and interactive measures entitled Dream Tending which engaged the archetypal 

emergent. Hyatt (2007) addressed the spiritual aspects of tending dreams with responsible 

participation. Johnson (1989) defined ethical parameters for dialog with archetypal energy 

and stressed the importance of ritual to honor the emerging presentations and processes of 

inner work.  



Returning to alchemical references, Jung (1968) stated meditation and imagination as 

essential to the process of inner work not as “mere cogitation, but explicitly an inner dialogue 

and hence a living relationship to the answering voice of the ‘other’ in ourselves” (p. 274). 

Emphasizing the importance of imagination, ancient healers and alchemists understood the 

corporeality of imaginative processes. Imagination projected and concretized through art and 

ritual served as “a physical activity that could be fitted into the cycle of material changes, 

that brought these about and was brought about by them in turn” (p. 278). 

Dreaming, an activity common to the human condition, provided a link to the 

imaginative. A connection to the inner voice, dreams offered a pathway to change, self- 

repair, and wholeness. Tending dreams offered a remedy to the harmful and lasting effects of 

unprocessed trauma and provided a way to understand not only the dreams, but the dreamer 

who “is himself the indispensable condition of his own experiment” (Jung, 1968, p. 278). 

Problem Statement and Significance of Problem 

Self-repair is an instinctual response to trauma. Vertebrates when injured or 

traumatized react and respond in an instinctual and sequential manner of startle, freeze, 

thwarted intention, altered states, body sensations, automatic obedience, and self-repair (L. 

Gantt, personal communication, June 12, 2009). Observation of even the most basic life 

forms indicated that startle, freeze, and thwarted intention were followed by changes in body 

functions to conserve energy and repair the total organism. For example, this instinctual 

response might be observed in an injured amphibian reducing its breathing and heart rate as it 

remained on the bottom of a pond. 

While this instinctual and reparative response worked for frogs, this form of 

reparative quiescence proved unsuitable for humans. However, dreaming, a quiescent activity 

experienced by humans may be a factor in the resolution of trauma. Punamaki, Ali, Ismahil,  



and Nuutinen (2005) argued dreaming permits cognitive and emotive processing of war- 

related trauma. Hartman (1998) discussed the reparative nature of dreams and suggested 

individuals process injury and trauma through dreaming. Hartman’s data indicated the 

dreams of the traumatized individual shifted from dreaming about the sensory conditions to 

dreaming about the dominant emotions surrounding the trauma in the weeks following the 

occurrence. Kuiken (2008) indicated expressive outlets such as writing were beneficial in 

dealing with trauma. 

These studies invited consideration of the importance of reparative quiescence 

experienced through dreaming. Alvarez (1995) stated: 

Rapid Eye Movement (REM) sleep is synonymous with dreaming then 

everybody dreams: not just the neurotics and the healthy, but all vertebrates 

...normal adults pass between a fifth and a quarter of their sleep in REM sleep, 

small babies one half, and a thirty-week old infant in the womb may spend 

virtually twenty-four hours a day in REM. In other words dreaming is a basic 

biological process, not a neurotic symptom (p. 131). 

Although there is common awareness of the phenomenon of dreams, the role 

dreaming played in resolution of trauma diminished in modern time. Limited understanding 

of the meaning or healing aspects of dreaming resulted in the devaluation of the dream 

process. von Franz (1991), discussing devaluation stated “our disregard is probably just the 

old primitive tradition that says that the ordinary dreams are not worth noticing” (p. 66). 

Meaningful or big dreams of the primitive fell into the domain of the shaman, oracle, or 

spiritual leader whose interpretation was considered information from the gods. 

Without cultural and religious valuation, the dreams of modern individuals were left 

unopened. The instinctual and reparative measures inherent in dreaming remained encoded in  



minimized or ignored dreams. Trauma left unexplored remained unresolved. Dream Tending, 

engaging the individual in exploration of their dreams through association, amplification, and 

animation of dreams, offered evidence of the value of dream material in facilitating 

awareness of the instinctual trauma responses and memories of trauma (Aizenstat, 2009). The 

significance of this heuristic study was its exploration of how tending dreams facilitated self- 

repair from a continuum of trauma by increasing consciousness about the trauma continuum. 

Research Questions 
  

Does tending dreams, an art therapy intervention valuing dreams and the dream 

process, facilitate self-repair from a continuum of trauma? Does self-repair from a continuum 

of trauma promote a conscious and authentic capacity to forgive and consequently to heal the 

self? 

Basic Assumptions 
  

There are three basic assumptions underpinning this study. One: dreaming is a 

common human activity and two: self-repair is an instinctual response to trauma. These two 

core assumptions serve as a foundation for the third assumption-the self-reparative aspect of 

dreams and the dream process. Furthermore, the assumption that dreams have this self- 

reparative quality prompted my revaluation of dreams and the dream process through 

engagement in the specific art therapy intervention of healing cloths related to tending 

dreams. 

Limitations 

The researcher, as the subject of this study had previous dream tending experience 

which resulted in a bias toward the efficacy of the intervention. This bias limited how the 

findings of this study apply to self-repair from trauma in other subjects with little or no 

experience in tending dreams.  



Purpose of the Study 
  

The purpose of this study was to discover how dream tending as an art therapy 

intervention facilitated self-repair from my continuum of trauma. Discovery of the personal 

meaning of my dreams found through engagement with archetypal emergents offered an 

opportunity to deepen my understanding of dreams and the dream process and to use that 

understanding to expand my capacity to forgive and to heal the self. The purpose of this 

study was to design research that effectively examined how tending dreams through the use 

of healing cloth constructions and correlated art responses contributed to self-repair from the 

continuum of trauma. In addition, the purpose of this study sought to discover the nature of 

dreams, to research application of tending dreams to facilitate self-repair in other subjects, 

and to add to the body of professional art therapy literature regarding the art therapy 

intervention of tending dreams. 

Definition of Terms 

Active Imagination: A technique involving a dialogue process between the dreamer and 

aspects of the dream material (Hyatt, 2007; Johnson, 1989; Jung, 1979). 

Amplification: A technique developed by C. G. Jung that expands on the meaning of dream 

material through the active imagination process (Johnson, 1989; Jung, 1989). 

Archetypes: Global motifs which are part of the inherited structure of the psyche (Jung, 

1979). 

Dream Tending or Dream Work: This is a conscious and ethical process by which an 

individual attends to the care and service of dream material and archetypal energy (Aizenstat, 

2009, Johnson, 1989). 

Dream Council: Archetypal dream energy manifesting as living entities serving as inner 

guides (Hyatt, 2007).  



Emergent: An autonomous, archetypal life force presenting in a dream image or sensation 

(Knill, 1995). 

Healing Cloth: Through construction of a three dimensional arrangement, this art therapy 

intervention utilizes a cloth and four objects for the intention of dream incubation, discovery 

and exploration of dream material, and the processing of dream material through dialogue 

and making art (B. Kazanis, personal communication, February 12, 2009). 

Heuristic Study: A research method in which the self is the research subject (Moustakas, 

1990). The goal of the study is “the discovery and bringing into consciousness one’s tacit 

knowledge” (Henning, 2005, p. 5). 

Incubation: The process of focusing attention on a specific issue prior to dreaming with the 

intention of prompting a solution to the problem or issue (Barrett, 1993). 

Self-repair: The organism’s instinctual process of healing from trauma (Gantt & Tinnin, 

2007). 

Tacit Knowledge: Understanding or knowledge held below consciousness or awareness 

(Moustakas, 1990). 

Trauma: Distressful, disruptive experiences which “overwhelms an individuals usual 

coping strategies” (Henning, 2005, p. 5). In particular, harmful actions inflicted by another 

human being, causing permanent changes in “personal constructions of reality” (Root, 1992, 

p. 229). 

Waking Dreams: A state of being aware of dreaming such as in “vision incubation” 

(Watkins, 1988, pp. 24). 

Yantra: Small, geometric design used as an aid for meditation and worship (Moon, 1997).  



CHAPTER II 

REVIEW OF THE LITERATURE 

Heuristic Studies Regarding the Tending of Dreams 

The formation of the healing cloths aligned with ancient practices involving a self- 

explorative process not unlike the “indwelling” method of heuristic research (Moustakas, 

1990, p. 24). Engaging visualization and reflection, the construction and protocol of healing 

cloths continued a lineage of meditative and healing practices (B. Kazanis, personal 

communication, February 12, 2009). Mirroring the complex geometric designs and mandalas 

used in the meditative practices of Eastern philosophies, the healing cloths concretized 

intentions and provided a map to initiation (Crossman & Barou, 2004). 

Like the meditative devices, the healing cloths offered “a means of comprehending, 

systematizing, and communicating with unseen forces governing the human condition” 

(Spawforth, 2006, p. 11). Demonstrating the value of visualization, concretization, and 

meditation the cloths, incubated dreams, and art responses of this heuristic study, formed a 

complex process of investigation of the self. Yet, “None of these was an isolated event but 

each developed into a chain of visualizations, or a series of dreams or pictures, and so to a 

lived form of active imagination” (Schaverien, 2005, p. 128). 

Supporting the lived form of active imagination present in this study, ancient 

documentation recorded the measures taken to understand and mitigate unseen and 

traumatizing forces (Edelstein & Edelstein, 1998). Testimonies from Greek and Roman 

temples offered evidence of the successful treatment of illness, disease, and trauma through 

incubation and valuation of healing dreams (Hart, 2000; Meier, 1967; Edelstein & Edelstein, 

1998; Walton, 1979). von Franz (1991) indicated the existence of “a collection of healing 

dreams from the sacred places of incubation” (p. 66). Of particular interest where those  



documented accounts originating from the Asklepieia, the numerous Greek and Roman 

temples dedicated to Asclepius, the god of medicine. These sacred places of incubation were 

situated in salubrious and often remote geographical locations and served as sacred places for 

worship, asylum, and healing practices (Hart, 2000; Meier, 1967; Spawforth, 2006; Walton, 

1979). 

Supplicants, many diagnosed with bleak prognoses, arrived at the temples seeking 

cures from physical, emotional, and spiritual imbalances through healing dreams. 

Documented testimonies, literary references, and inscriptions recorded the healing dream 

narratives, cures, and offerings of the pilgrims (Edelstein & Edelstein, 1998). Ancient records 

also include accounts pertaining to acts of restitution for unjust enslavement of others and of 

rescue from danger (Walton, 1979). 

Gleaned from these references, the healing dream protocol appeared to entail 

invitation from the god through a dream, manifestation of intention through a pilgrimage or 

journey; immersion into preparatory rituals including purification rites, health-related 

lustration, and meditation prior to admittance into an inner sacred space or adyton. An 

inscribed gnome or maxim stated “Pure must one be to enter the incense-fragrant temple, and 

purity is thinking holy thoughts” (Spawforth, 2006, p. 165). Elaborate preparations ensured 

the willingness of the supplicant to place the ego aside (Watkins, 1988). Warnings 

surrounded this engagement with the gods. Supplicants were aware of the threat of death for 

those entering into the sanctuary without requisite invitation from the god through a dream. 

Prepared and purified, supplicants remained in the adyfon until a healing dream 

occurred. Accounts indicated supplicants remained, sometimes for days, until a dream or 

vision presented. The adyton consisted of caves, chambers, or holes into which the supplicant 

entered feet first. Honey cakes were taken to appease the snakes. As revered residents of the  
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sanctuaries, the snakes, symbolized rebirth and transformation (Watkins, 1988). This healing 

symbol is still existent in the medical iconography of the caduceus. 

The ultimate dream which guaranteed a cure was that of Asclepius himself. After 

receiving a healing dream, supplicants consulted with temple priests and were expected to 

offer an accounting of the experience. Concluding rituals to honor the outcome of divine 

intervention involved offerings to the god and payment to the temple. Temple treasuries were 

increased through the offerings from healed supplicants (Spawforth, 2006). Supplicants had a 

year to complete these final rituals and payments (Meier, 1967). Records indicated rescinded 

cures for non-payment of ritual offerings (Walton, 1979). 

There are other and more recent historical precedents of tending dreams for recovery 

from trauma. Although not specifically a heuristic study, Freud (1965) proposed the seminal 

concept of dream interpretation as a scientific investigative measure into the unconscious in 

his 1900 publication of The Interpretation of Dreams. Emphasizing interpretation of dreams 

in relation to his theories on wish fulfillment and compensation, Freud did not interpret 

dreams, but rather “used dreams to interpret character, motives, states of mind, neuroses” 

(Alvarez, 1995, p. 134). This is an important distinction concerning this study and reviewing 

the heuristic work of C. G. Jung. 

The work of Jung in contextualizing the healing nature of dreams reflected a more 

recent and relevant example of tending dreams for self-exploration and the recovery from 

imbalances. Regarded by some art therapists as one of the grandfathers of art therapy, Jung, 

engaged with images in his research, writing, and theoretical applications (Jung, 1979). His 

valuation of image is most obvious in The Red Book, a richly illustrated journal in which 

Jung amplified the content of his dreams and visions, and dialogued with archetypal entities  



(Jung, 2009). This life-long compilation of deliberate and meticulous tending of an inner 

world offered a stunning example of heuristic art therapy research. 

Accrediting his insights to this tending process, Jung stated “Everything that I 

accomplished in later life was already contained in them, although at first only in the form of 

emotions and images” (Jung, 1989, p. 192). Jung’s realizations concerning images from his 

childhood dreams and his own art making contributed to the development of his numerous 

theories. Translating the content of dreams and dream tending processes into the language of 

analytical psychology, Jung’s theories on the numinous, archetypes, active imagination, 

collective unconscious, synchronicity, and individuation continue to inform research and 

clinical practices about the validity of tending dreams. 

Barrett’s (1993) research stated that participants setting of intention or focusing on a 

question prior to sleep resulted in higher levels of problem-solving. Hartman’s (1998) 

research indicated dream content changes from reenactment of the trauma to processing of 

dominant emotions related to trauma. 

Benefits of Making Art Related to Dream Tending in Trauma Literature 

Jung’s insights, discoveries and theories prompted other image-based studies 

reflecting the significance of tending dream and vision material. Discussed by Jung (1997), 

the paintings made by analysand Christiana Morgan portrayed the reparative and integrative 

benefits of self-expression. Reis and Snow (2000) explored the dream content and images 

portrayed in Snow’s art to document her resolution and self-repair from early trauma. 

Edinger (1990) documented the content of active imagination and potent dream images of a 

patient working through emotional imbalances and absence of life purpose. 

Aizenstat (2009), Hyatt (2007), and Plotkin (2003) offered accounts of various forms 

of self-expression in working with unresolved emotions stemming from trauma. Their  



approach to tending dreams interfaced with the ethical and structured steps prescribed by 

Johnson (1989) in his discussion of the inner work required in the tending of dreams. 

Although Johnson emphasized the written word, his approach invited other forms of self- 

expression especially through the use of ritual. Developed by Horovitz, the Art Therapy 

Dream Assessment provided a therapeutic tool for individuals dealing with recurring and 

troubling dreams (Brooke, 2004). 

Moran (2000) in her study concerning the wounding and healing process stated: 

“Properly understood and fostered therapeutically, the wounded psyche’s images and stories 

can be relied on to guide the work of healing and ultimately to locate the survivor’s personal 

history within a transcendent context” (p. iv.). Glaister (2000) researched the benefits of 

drawing for survivors of childhood abuse. 

Art Therapy Interventions Facilitating Self-repair from Trauma 

Bowen (1999) offered two clinical examples involving art therapy with war veterans 

where positive emergents defined as hallucinations, occurred. These hallucinations, 

considered as beneficial, prompted stimulation of memory resulting in a connection with the 

numinous. Art therapist Linda Gantt’s and co-researcher Lou Tinnin’s study of the instinctual 

response to trauma supported the concept of making art for self-repair from the continuum of 

trauma (Gantt & Tinnin, 2007). Reconnecting the individual with the individual’s original 

trauma experiences through drawing the seven instinctual responses to trauma, Gantt and 

Tinnin’s approach mirrored the initial engagement, immersion, and illumination stages of 

heuristic research. Slater (2004) discussed her process of silent conversation with stone as an 

art therapy measure in exploration and resolution of traumatic experiences. 
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Summary 

The literature review provided documentation of the historical precedence of tending 

dreams for healing purposes. The literature review suggested dreaming is a global 

phenomenon in response to traumatic event and suggested the significance of dreaming in 

self-repair from trauma. The literature review supported the reparative value of tended 

dreams and invited further exploration concerning the role, contribution, and power of 

waking and sleeping dreams in self-repair from trauma. 

Review of heuristic research literature offered evidence to support the merit of using 

art to deepen understanding about the role tending dreams holds in self-repair from trauma. 

The review of art therapy literature validated the importance of conscious and ethical dream 

tending and supported creative expression related to dream tended images. As an art therapy 

intervention for self-repair from the continuum of trauma, tending dreams appeared to 

expand the capacity to forgive self and others, and thus encouraged continued effort in the 

valuation of dreaming. 

 



CHAPTER III 

METHODOLOGY 

Research Design 

This is a heuristic study, with the researcher being the single subject. 

Data Collection 

To answer this study’s research question the research process was divided into the six 

phases of heuristic research (Moustakas, 1990). Further delineated, this study was structured 

on six measures common to various dream tending approaches. Parallels drawn between the 

six phases of heuristic study and the six measures common to tending dreams; enriched and 

guided research. 

Table 1 

Parallels between Heuristic Research and Measures for Tending Dreams 

  

Heuristic Research Measures for Tending Dreams 

  

Initial Engagement Setting an Intention 

Immersion Dreaming 

Incubation Incubation 

[llumination Journaling/Making Art 

Explication Dialogue with Emergents 

Creative Synthesis Ritual 

  

These parallel processes were embedded in the manner in which dreams were tended 

for this study-the construction of healing cloths and correlated art responses. Relying on 

descriptions and designs of still-existent Asklepieia ruins, I selected and implemented various  
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steps to replicate procedures employed by the ancient healing dream supplicants (Spawforth, 

2006; Walton, 1979). Consideration of time, energy, and monetary constraints of this 

researcher and those of future researchers and participants prompted modifications of the 

ancient protocols. Unlike the ancient supplicant, I did not journey to a distant location but 

rather adapted the study into the flow of academic, professional, and domestic commitments 

of modern day life. 

Following the general protocol sequence, in preparation of the physical construction 

of the healing cloths and subsequent incubation of dreams, I designated the last evening of 

the week for healthful self-care measures of lustration, meditation, nourishment, and rest. 

Repeated over the course of five weeks, this process involved an initial period of quieting the 

mind, reduction of external stimuli, and temporary disengagement with practical matters. In a 

suspended state of relaxation, I entertained various directions for the construction and focus 

of the healing cloth. When an insight or awareness about an image, memory, or phrase 

presented itself, I concluded the purification rites and took a mental inventory of what items 

in my possession related to the focal point of that particular healing cloth. In silence, and 

remaining open to possibilities, synchronicities, and the unexpected, I collected items for the 

healing cloth. For some cloths, an immediate gestalt formed. For others, the process involved 

a gradual process of selection, planning, and arrangement. 

Each healing cloth construction consisted of five items: a cloth and four additional 

objects. In constructing the cloths, a textile piece, serving as a foundation or ground was laid 

first. Next, an object representing protection was set in the lower right hand corner followed 

by the central placement of an object representing relationship. An object representing 

strength was positioned above and left of center and the fifth item representing the intention  



of self-repair from trauma was placed in the upper left hand corner. A total of five healing 

cloths were constructed over a five-week time span. 

Tending the dream material involved a cyclical pattern of immersion and incubation 

followed by illumination and explication. Emotions and perceptions prompted by immersion 

into the healing cloth arrangements and subsequent dream incubation included journaling, 

and art making. Connections with identified emergents occurred during the illumination 

phase (Ganim, 1999; Hyatt, 2007). 

The illumination phase also included consultations with a therapist, a mentor, and a 

spiritual director. These consultations deepened the illumination phases and further 

facilitated the explication phase. During explication, “what has awakened in consciousness, 

in order to understand its various layers of meaning” was examined and explored 

(Moustakas, 1990, p. 31). Focused attention and deeper inward reflection allowed for 

discovery of issues central to the continuum of trauma and suggested measures for self-repair 

and forgiveness. Reflection and meditation prepared the researcher for the final phase: 

creative synthesis. 

Creative synthesis, based on “tacit and intuitive powers”, consisted of a three- 

dimensional formation encompassing all five healing cloths (Moustakas, 1990, p. 131). Five 

masks made prior to this study were also included in the creative synthesis sculpture. In a 

state of kairos or suspended time, working in solitude and silence, the researcher, intimate 

with the phenomena of each healing cloth, integrated all of the physical components of the 

five healing cloths embodying this heuristic process (Stern, 2004). Active imagination 

facilitated the integration of perspectives garnered from the healing cloth emergents and art 

responses (Hyatt, 2007; Johnson, 1989; Jung, 1979; Weaver 1991).  



Data Analysis 

Raw data consisted of the five healing cloth constructions used for initial engagement 

in tending dreams. Journal notes and art responses documented immersion, incubation, 

illumination, and explication phases. An art response was made for each ground and four 

objects of the five healing cloth constructions. The art responses, corresponding journal 

entries, poetry, and written active imagination dialogues amplified the emergent energy from 

the cloths, ensuing dreams, art images, and sensations (Knill, 1995). 

During the creative synthesis phase, determination of one primary emergent from 

each set of five art responses was based on tacit awareness and knowledge (Moustakas, 

1990). Although the rich content of the unfolding research provided a vast choice of 

emergents; the five primary emergents central to relationship, along with five masks from 

previous spiritual exploration, formed the dream council. The researcher participated in 

active imagination with the five emergents and masks using a predetermined set of four 

questions (Hinz, 2009). The final art response and ritual were guided by those dialogues. 

Storage of data consisted of photography of each of the five healing cloth 

constructions, and the corresponding sequence of art work generated in the immersion, 

incubation and illumination phases for each of the five healing cloths. Dialogues with 

emergents were recorded in journals. The synthesized imagery and ritual of the final phase 

were photographed. Storage of information consisted of digital photography and typed 

transcriptions. 

Data Analysis Methods 

Data analysis methods were based on both sequence of the individual healing cloths 

and sequence of the entire research. Journaling entries recorded construction notations and 

preliminary sketches of healing cloths. Playing a vital role in analysis of the expanding and  



interconnected data, the entries, kept resources, synchronous occurrences, narrations, and 

images from incubated dreams organized. This organization proved useful when writing 

poetry, referencing active imagination dialogues among the five art response emergents and 

researcher, and documenting scheduled debriefings with mentor, therapist, and spiritual 

director. 

Discovery and prevalence of common themes, motifs, and symbols related to origins 

of the trauma continuum, destructive self-care systems, and the absence of forgiveness, 

directed analysis of the collected data. The development of reparative elements and images 

indicated contextualization of the trauma, the development of healthy coping skills, the 

application of appropriate and nurturing self-care measures, and a progression toward 

forgiveness as evidenced in the art images and active imagination dialogues. Witnessing and 

attending to the images from one immersion to the next suggested avenues toward creative 

synthesis in self-repair from a continuum of trauma. 

In order to provide a quantitative evaluation of tending dreams in self-repair from 

trauma, the Heartland Forgiveness Scale (HFS) was administered prior to heuristic research 

and at the conclusion of the study (Thompson & Snyder, 2003). Uniform administration of 

the HFS and comparison of the two assessments by the spiritual director provided an 

objective evaluation of potential changes in the state of forgiveness correlated to self-repair 

from trauma (Appendix F). The influence of inter-psychic relationships, changed or modified 

tending interventions, and correlations between biases and outcomes of study processes were 

considered in the analysis of the data. Acknowledgement of the challenge of intra-psychic 

work with recognition of recovered traumatic memories warranted careful consideration of 

ethical concerns (Johnson, 1989).  



Ethical Considerations   

Protecting the researcher, those related to the researcher, the emergents, and the art 

generated by the study, research ethics guided dialogue and ritual processes (Carolan, 2001; 

Johnson, 1989). Rituals correlated to the parallel phases and measures of this study opened 

the researcher to the numinous nature of dream material. Respect for the numinous balanced 

hubris while keen awareness of how “plunging into instinct for any reason other than renewal 

leads to destruction” curbed inflation (Hall, 1988, p. 53). Acknowledging “that dreams are 

alive” invited and in turn, honored the emergents which presented during this study 

(Aizenstat, 2009, p. 20). 

Respect for the sacredness of the process, consistent application of tending dream 

procedures, and consideration of ethical parameters informed collection and analysis of data. 

Knill (1995) discussed the ethical issues surrounding disclosure and stated “this will always 

bring into question acts of intervention that force disclosure (out of hidden sensationalistic 

motives) or those that cover up (in an attempt to hold onto a moralistic aesthetics)” (p. 7). He 

further questioned the use of “mechanistic methods that literally repeat the experience of 

anguish, instead of patiently providing a safe and open container in which the pain may take 

its form when it needs to, and find the passionate space to transform” (p. 7). 

Carolan (2001) stated “The purpose of research is to develop a way of knowing” (p. 

190). Research requires knowing and meeting ethical obligations for researcher competency, 

respect for diversity and inclusiveness, and appropriate measures to ensure communication 

between different research perspectives. The inherent bias and associated limitations of the 

heuristic design demands a transparency on the part of the researcher regarding this 

methodology and content of study.  
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There is an ethical obligation to honor tacit knowledge and the systematic process of 

heuristic study. McNiff (1992) stated “trust the process” (p. 48). To protect the art created 

during the direct experiences of the heuristic process warranted careful adherence to ethical 

guidelines (Moustakas, 1990). With emphasis on relationship with dream material, the 

emergents and art were tended, honored, and respected. With hope for self-repair from 

trauma, the researcher approached this heuristic study with a combination of duty to ethics 

and volition to engage in the process of discovery. 

With the researcher as sole research subject, although there are fewer ethical 

considerations than with research involving other subjects, the ethical guidelines for safety 

and protection of the subject remained. Hall (1988) referenced the cautionary tone of 

previous heuristic research stating “that it is dangerous to work with unconscious material 

without a guide (p. 53). Ensuring the safety and protection of this researcher, a scheduled 

debriefing occurred with my spiritual director, therapist, or mentor every seven to ten days 

during the course of active research. Provisions remained in place for additional sessions 

with these individuals in case of an emergency. 

A final debriefing scheduled upon completion of the study included provision for 

future counseling pertaining to this research. Signed consent permitted my therapist and 

mentor to confer about the outcomes of this heuristic study and opened joint review of the 

images and creative synthesis processes. Throughout the phases of this heuristic study 

scheduled checkpoints, therapeutic debriefings, and spiritual counseling were components of 

ethical responsibility and addressed the “creative leap from the known to the imagined” 

(Carolan, 2001, p. 190).  



CHAPTER IV 

RESULTS OF THE STUDY 

Restored Vision 

From a grave of rotted leaves 

and dank stones, blighted 
by seeping water 

a small girl 
emerges 
blind 

unbeliever 
easier to sink 

beneath the shadows 

scraping handfuls of decay 
over bright and wild imaginings. 

Grasp the pallid hand, exposed 
to silver glow of night 
whose light is more 
than robust 

for this 

pop 
of tarnished 
coins from eyes, 

blinking, this unravel of linen 
from mouth gasping, this stepping 

of full body into rose-scented water. 

Based on a dream from June 12, 2001 

This study demonstrated how the use of tending dreams, and the specific art therapy 

intervention of healing cloth constructions and painted art responses, prompted and 

facilitated self-repair from a continuum of trauma stemming from emotional and physical 

abuse, unmet needs, and neglect. This heuristic study provided a way to explore a continuum 

of trauma and prompt recall of memories. This study facilitated an expanded 

contextualization of events resulting in greater understanding of my inner self-care system 

and prompted gradual movement toward self-forgiveness and forgiveness of others.  
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When compared, the findings of the Heartland Forgiveness Scale administered before 

and after the healing cloth constructions, suggested changes in the perception of forgiving 

self and others. Least changed results pertained to those areas perceived as within my control 

or completely out of my control. Most changed results pertained to areas concerned with 

relationship. Most dramatic were the differences pertaining to questions 9, 10, 11, and 12 

related to being hurt by others and my response to injury. Comparison of overall results 

indicated change and movement toward a state of forgiveness (Thompson & Snyder, 2003) 

(Appendix F). The results from the Heartland Forgiveness Scale assessments and the 

explication of illuminated themes, motifs, and symbols, suggested self-repair is inexorably 

intertwined with issues surrounding forgiveness (Moustakas, 1990). The results further 

suggested self-forgiveness is paramount to the forgiveness of others. 

Laboring within the unexpected construct of forgiveness which surfaced during initial 

engagement, the researcher found the parallel heuristic phases and tending measures of 

healing cloths synchronous and more intense an activity than anticipated. The constructions 

created a portal into forgotten, hidden, and tangled memories. The ensuing dreams, 

journaling, and debriefings uncovered and teased out painful and disturbing feelings. 

The art constructions and paintings concretized a life-time of instinctual response to 

pervasive chaos. My chronic anxiety became apparent not only in the depictions of thwarted 

coping measures, frozen creativity, and dissociations, but in the compulsive manner in which 

I approached the research. Mirroring my coping and defense measures, cognitive distortions 

of overgeneralization, magnification, and emotional reasoning clouded the initial stages of 

research. Aspects of the research triggered eating disorder and relationship issues. Dreaming 

increased with a startling recall of what I called “deep night dreams”. These dreams were not 

images, but rather disturbing body sensations. With the support of my academic and  



therapeutic team, I continued with an increasing conscious exploration rather than with a 

minimizing response of automatic obedience to my repressed shame, displaced anger, and 

bitterness surrounding the origins and continuum of trauma (Gantt & Tinnin, 2007). 

Although initial engagement in tending dreams began twenty years ago with 

introduction to the dream incubation of Asclepius, this heuristic work illuminated the depth 

of my resistance in acknowledging the severity of physical and emotional abuse. Regardless 

of the passion and devotion evident in the dream journals filled over the years, the healing 

cloths and art responses of this study exposed the rigid and harmful problem-solving 

measures my self-care system had so rigorously maintained over time (Kalsched, 1996). 

Klinger (1971) referring to imaginal activity stated “if fantasy constitutes an indirect 

problem-solving process, then its status as a baseline ideational activity is obviously highly 

adaptive” (p. 48). The adaptive use of fantasy as a baseline may be indicated in individuals 

“whose problems have overwhelmed their ordinary operant problem solving capacities either 

because of the baffling complexity of the problems or because of irreconcilable conflict” (p. 

48). Dreaming when “considered a natural biological baseline from which organisms are 

aroused from when necessary” supported the protocol of the Asclepian healing dream 

(Piotrowski & Biele, 1986, p. 61). Tending dreams served as the foundation of this study and 

placed the researcher in that baseline state. 

Like an ancient supplicant seeking recovery from illness, I engaged in dreaming, an 

instinctual and reparative human response to trauma (Hartman, 1998). Familiarity with art 

therapy and heuristic research literature confirmed the value and significance of tending 

dreams for self-repair. Hersh and Taub-Bynum (1985) discussing how dreams and tending of 

dream material facilitate expression of repressed affect, conflicts, and trauma stated: 

By shutting down the experience of outside stimulation in our waking  



state as we enter sleep, the border patrols of our consciousness are not as 

protective and vigilant. A parade of characters and feelings enter the 

consciousness of our sleeping state in some of the most original and creative 

movies to be seen. This view of dreams as art in which each of us is the sole 

scriptwriter, director, and producer is a perspective that facilitates a patient’s 

identification with the dream process and the dreamwork (p.252). 

Amplification of the stories, directions, and production of dream material through 

tending measures increased the synchronicity of events surrounding this study. Inviting 

constancy of approach, tending measures encouraged continued engagement with the dream 

emergents. The ethical parameters of tending dream protocols insisted on attentiveness and 

respect for emergents (Hyatt, 2007; Johnson, 1989). 

I connected personal discoveries to the global and timeless symbolic language 

illustrating a world of vast and brilliant scholarship (Gimbutus, 1991; Jung, 1967; Roob, 

1997). Insights mounted with integration of typologies, global archetypes, alchemical 

schemes, and a traditional Eastern medical system “which ordered and extended the 

arrangement of things and phenomena according to the five phases” (Unschuld, 1998, p. 18). 

Jung (1971) in his development of psychological types indentified “a ‘reciprocity’ between 

two instincts, a community of interest, or, in modern language, a symbiosis in which the 

waste products of one would be the food supply of the other” (p.103). 

Jung (1971) explained this reciprocity of opposites through his initial theory of 

introversion and extroversion and later expanded his typology to include the distinctions of 

sensing, intuition, thinking, and feeling. Psychological types defined as “specific 

combinations of habitually conscious activity that may be identified according to typological  
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principles and concepts” balanced on a dynamic process of constellation and compensation 

between superior, auxiliary, tertiary, and inferior functions (Spoto, 1995, p. 193). 

The two instincts and symbiosis of Jung’s typology corresponded with the dualistic 

philosophy of the feminine, chthonic yin and the masculine, expansive yang. Unschuld 

(1998) stated: “The heart of this doctrine rests on the insight that all things and phenomena 

have an opposite with which they form a unity” (p.14). Explaining this oppositional and 

balancing force, Wolff (1956) offered a uniquely feminine typology consisting of global 

archetypes of Mother opposite Hetaera, and Medial Woman opposite the Amazon. 

Expanding on Wolff’s typology, the oppositional pairing of Mother and Hetaera can be 

viewed as creating an axis concerning Eros counterbalanced by the Amazon and Medial 

Woman pairing as an axis concerning Logos (A. Spoto, personal communication, May 17, 

2010). 

Information pertaining to this feminine-focused typology and the experiences gained 

from feminist retreats and workshops, coalesced. Studies emphasizing feminist issues and 

earth-based concerns merged with my growing awareness about the ramifications of 

unresolved loss and continuum of trauma. These concepts and theories underpinned this 

study and manifested in the healing cloth formations, incubated dreams, art responses, and 

creative synthesis work. 

Reassured by the constancy of tending dreams and cognizant of the power of dream 

material, I was drawn to the unique properties of the healing cloth as an approach for tending 

dreams. Serving in the capacity of a yantra the healing cloths provided “a sacred place that 

can be approached by the individual in the privacy of the daily, domestic worship” (Moon, 

1997, p. 300). Initiating engagement with the numinous, the act of arranging the cloth and 

four objects, set a creative boundary, concretized intention, and served as a focal point for  



artistic reflection and exploration. Sablatura (2001) noted the interconnectedness among 

participants tending dreams increased the synchronous and unexpected happenings regarded 

as positive and numinous. In this study, interconnections among the emergents forming the 

Dream Council evidenced in the active imagination dialogues contributed to experiences 

with the numinous. 

Providing a non-threatening; but potent intervention, each cloth allowed passage “to 

move ritually in a dimension without time in which the true and unreal mingle, and where 

myth is intimately bound to reality” (Varone, 2000, p. 98). Immersion, incubation, and 

illumination processes bridged from one cloth to the next and awakened consciousness. Tacit 

knowledge determined selection and arrangement of each cloth. Tending measures of cloth 

constructions, art responses, and journaling documented the formation of this cohesive and 

cross-fertilized rite of initiation. 

The physicality of construction facilitated discharge of energy, discovery of an inner 

rhythm, and heightened sensory awareness. Corresponding to the Kinesthetic and Sensory 

components of the Expressive Therapies Continuum, the repetitive and sequential patterns of 

meditative preparations and cloth constructions precipitated the emerging functions of 

relaxation and increased emotional awareness (Hinz, 2009; Lusebrink, 1990). Engaging the 

senses, the constructions promoted an inner focus and absorption into the process thereby 

allowing perceptual formations and recall of memories (Hinz, 2009). 

This was evident in the rapid determination, gathering, and arrangement of the five 

items used in construction of the first cloth. Grounded on a scrap of heirloom lace and 

protected by a paintbrush and stones; a plaster moon cradling a photograph resided in the 

relationship center of the cloth. A set of black keys representing strength touched a paper 

image of a labyrinth in the position of intention. As each object claimed territory on the lace,  



memories surfaced. I recalled dreamy escapes into childhood fantasies, the pleasure of 

making art, and my satisfaction in learning. I recalled the nurturance received from my 

paternal grandmother, an older sister, and teachers. I recalled the numinous experience of 

walking the labyrinth at Chartres. I recalled loneliness. I recalled fear. 1 recalled the uneasy 

edges of uncertainty and unknowns (Figure 1). 

Figure 1: Healing Cloth I 

While the possibility and direction of forgiveness remained unknown, the 

construction of the first cloth appeared to present a puzzle of interlocking pieces. The five 

elements characterized in the first cloth suggested a tactile and complex ground, protective 

resilience, self-care, locked secrets, and inward journey. The selections related to setting the 

first intention for wholeness, facilitated “permission to go inward into the heart of trauma” 

and defined the reality of imaginal space (Slater, 2004, p. 226). The spontaneous inclusion of  



the labyrinth, a metaphor for a spiritual journey to wholeness, proved prescient (Artress, 

1996; Crossman & Barou, 2004; Kern, 2000). 

Shoemaker-Beal (2007) discussed the significance of the first picture as an indicator 

for the direction and outcome of therapy. Relieved, curious, and surprised about this first 

construction, I felt humbled by the setting of the powerful labyrinth symbol in the place of 

intention. Knill (1995) discussed the ethical and mindful position of the researcher engaging 

and being in service to the emerging imagination. He emphasized how “Passion, Eros and the 

transformative aggression will be needed and used in the humble service to the meaning that 

arrives. Ego has to move out of the way or else the therapist will not be able to invite 

surprise” (p. 7). 

Dreams incubated during this phase included two curious and surprising deep night 

dreams. One dream fragment showing the word “recede” and the phrase “it’s easy” in bold, 

black letters left me with a sense of the being in alignment with the intention and process of 

forgiveness and with the research as a whole. In the second dream, I had a physical sensation 

of pain that took the form of a black pinpoint getting smaller and smaller. I felt hopeful. 

By going below the surface of the cloth, tending the incubated dreams, and 

immersing deeper into heuristic research, I realized this first cloth had to do with self- 

forgiveness. I realized to reach the area of most wounding I needed to forgive myself for 

wanting what I had not received. I needed to forgive myself for the destructive and now 

understandable self-care measures used in defense of abuse, unmet needs, and neglect 

(Kalsched, 1996). Spiritual direction invited consideration of certain losses within the context 

of the life-span (Karen, 2001; Viorst, 1998). 

At this point of the research I considered the importance of honoring the emergents 

and knew from experience the amplification of dream material through journaling, writing,  
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and making art invited clarity and resolution. Art “is the place where dreams and imagination 

cross” (Alvarez, 1995, p. 176). Dreams “are simply not a fantasy world to which the artist 

escapes, they are also part of the nature and fabric of art” (p. 176). 

Respecting the emergents of the cloth and understanding how “symbols and art work 

exist to express the unexplainable, and penetrate different responses” I decided to use one 

consistent art approach in response to all twenty-five objects (McNiff, 1992, p. 97). I selected 

a gouache resist technique which involved creating an image using opaque watercolors, 

covering the image with India ink, allowing the ink to dry, and finally pouring boiling hot 

water over the surface of the painting. I used the same materials and processes for each of the 

twenty-five 8” x 11” art responses. Although controlled during the painting step, the 

serendipitous hot water process was much less controlled resulting in unexpected and 

mysterious end products. 

Although employing a less controlled method of artistic expression which resulted in 

unexpected outcomes, I continued to hold the perspective that art does not lie. Therefore I 

regarded the “accidents” in the development of this research as gifts. Reflecting on the words 

VOCATUS ATQUE NON VOCATUS DEUS (“Summoned or not, the god will be there”) 

carved in the portal of Jung’s house, I felt the presence of the numinous within the accidents 

(Jung, 1979, 136). 

In sharing Art Response 1-3 with my therapist, I was stunned by her observation of a 

distant world to the right of the moon cradle. The unplanned formation suggested an 

inhabited world with smoke rising from the surface. Further therapeutic discussion invited 

consideration of warmth, hearth, and the reality of self-nourishment. I found the information 

sobering and encouraging.  



Throughout the first week, the production of the art responses related to the cloth’s 

components amplified a sense of the relationship with my inner self as represented by the 

cradled girl. The selection of the moon object and corresponding art response prompted recall 

about one of Jung’s earliest cases in which a young traumatized girl found safety in the 

delusion of believing she lived on the moon (Jung, 1989). Like the girl, my image validated 

the safety of my childhood coping mechanisms of fantasy and dreaming. However, also like 

the girl who eventually gained a sense of reality and balance, my therapist’s observation 

about the inhabited world gave rise to my hope for wellness and integration (Figure 2). 

Figure 2: Art Response 1-3 “The Girl on the Moon” 

Intrigued by the information presented in the art response related to relationship, I 

began to reflect on the other four art responses from the first healing cloth. For me, the 

imagery of the supporting response pieces suggested themes and motifs of transformation  
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and reclamation of the feminine. The first cloth appeared to set parameters for what became 

an inner heroic journey (Campbell, 1973). 

Working in sequence of cloth construction, my attempt to capture the intricacies of 

the heirloom lace ground in Art Response I-1 resulted in a cruciform shape surrounded by 

colorful trumpet-like flowers. Heralding attention to the image, the presence of the flowers 

invited consideration of “satyrion, the nectar that opens up the mind to the understanding of 

reality” (Varone, 2000, p. 106). A trefoil residing in a white circle suggested reference to the 

trinity of maiden, matron, and crone. Mitigating the sacrificial aspect of the cross, with 

personal associations of a guilt-based upbringing, the luminescent center suggested pale 

moonlight through a colorless window. In contrast to the radiant colors of a Rose Window, 

the paucity of color reflected my own neglect of spiritual life (Appendix A). 

Art Response I-2 prompted insight about the role of nature providing connection with 

the numinous and offering spiritual guidance. Holding a paintbrush, the red cardinal in flight 

suggested an opportunity to gain a wider, more objective viewpoint. The bird contrasted 

against a full moon edged with a visible black shadow of an eclipse presaged movement 

(Appendix A). Drawing on fairytales, birds are often harbingers of change and guides 

through dark, pathless forests (Jung, 1967; von Franz, 1995). I felt the need of finding myself 

and of forgiving myself. These art responses implied the initiatory nature of the inward 

journey inherent within heuristic work (Varone, 2000). 

In Art Response I-3, heavy black keys represented my strength of willingness to open 

locked and forbidden areas of my psyche guarded by the mad Bluebeard of my destructive 

patterns (Pinkola Estes, 1992). Like the fairy tale heroine I was drawn to one locked door 

after another finally arriving at the forbidden door of barred conflict between my desire and 

resistance to forgive. Confusion rested on a perception of forgiveness as a painless  
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exoneration for those lacking awareness and responsibility. Like the powerful and devouring 

Bluebeard, my self-care patterns and coping mechanisms ensured maintenance of an angry, 

unforgiving attitude while guarding my own hidden and unknown feelings (Kalsched, 1996; 

Karen, 2001). The image an old cabinet surrounded by five keys hinted at how the five cloth 

constructions would slowly open my consciousness and my heart to understanding these 

dreams and underlying trauma (Appendix A). 

In search of meaning, I tended dreams and relied on the art images with a tacit 

knowledge of my own need for balance and wholeness. The fifth art response showing a 

labyrinth divided into quadrants repeated the cruciform shape of the first art response. 

However, unlike the cross, the labyrinth as metaphor for this study, provided direction and 

safety in the movement in and out of that unicursal design which “offers no alternative 

pathways; hence it is not possible to lose one’s way” (Moon, 1997, p. 67). The presence of 

the labyrinth image in the first cloth invited belief in the possibility of my self-repair, the 

forgiveness of self and others, and of subsequent individuation (Appendix A). 

Edinger (1972) discussing wholeness and the individuation process stated “to be 

aware of individuality is to realize that one has all that one needs. It also means that one 

needs all that one has, namely, that every psychic content and happening is meaningful” (p. 

167). This heuristic study offered a graphic confirmation about the depth of my needs and the 

availability of answers within the richness of my dream material. 

Correlated to the Perceptual and Affective components of the Expressive Therapies 

Continuum, the art responses prompted emotional awareness, suggested pathways for 

increased understanding, and encouraged expressiveness (Hinz, 2009). The art responses 

served as a construct to organize, express, and safely contain feelings. As an external object, 

the art responses provided reflective distance and offered an enlarged view of relationships  



thus providing an opportunity for placing the trauma in a greater context; not to minimize, 

but rather to identify and acknowledge the range of emotions and perceptions encapsulating a 

traumatic event. 

Although illumination or “moments of insight are unpredictable”, the construction of 

the cloths followed by art responses completed within a week time period, appeared to 

facilitate perceptual formations (Henning, 2005, p. 19). With researcher receptivity, the 

intensity of this process generated steady movement toward “corrections of distorted 

understandings or disclosure of hidden meanings” (Moustakas, 1990, p. 29). This correction 

and disclosure process was most evident in the ebb and flow of immersion, incubation, 

illumination, and explication phases related to the second cloth. 

Arranged on an olive-green cloth, the items of the second cloth focused on unmet 

needs. Sparsely but significantly furnished, the arrangement included a small damaged 

figurine of a bride representing my protective feminine charms. In the center, a miniature 

portrait of my mother faced a stuffed animal toy representing me. The strength item, an owl 

rattle, represented feminine wisdom. A card embossed with the word “acceptance” 

represented the intention of this cloth. 

Activating a cascade of memories and feelings, the objects and arrangement tore 

away armored and scabbed emotional wounds. I noticed the absence of eye contact between 

the stuffed rabbit and gaze of the mother. Clustered together, the rabbit, owl, and intention 

object appeared to face off with the isolated bride and mother image. The words “world of 

good” and “acceptance” readily visible, evoked a sense of unease followed by defensive 

caution in viewing this arrangement. 

The stuffed rabbit signified a tender tradition connection with my mother. Prior to 

Easter, usually during Holy Week, my mother, conducted the annual washing and re-stuffing  



of this rabbit. Mentioned in myths and fairytales, rabbits and hares are often related to the 

moon, self-sacrifice, and rebirth (Layard, 1988). As an archetypal image, the rabbit suggested 

a deeper inward or burrowing position, connection with my fertile and feminine nature, and 

potential rebirth through the sacrificing of long-held perceptions or a “transition to another 

attitude” (Jung, 1971, p. 18) (Figure 3). 

Figure 3: Healing Cloth II 

Intuiting the relationship objects as the primary emergents of the second cloth, I 

gazed at the small miniature of my mother’s face for hours. With painstaking effort of the art 

response, I began to place her in a greater context, as I realized that acceptance of my mother 

for who she was, not for what I wanted her to be, was necessary for my self-repair from 

trauma (Viorst, 1998). Although I was gratified with the result of the art response and with  
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an unexpected softening of my bitterness and anger, I felt exhausted from the work. I felt a 

deep sadness. 

Unlike with the other images I made a conscious decision to use India ink over only 

the background part of the image, leaving the face and the rabbit uncovered. I did not use the 

boiling water over this image. In placing my mother and myself in a greater context, I felt we 

had both experienced enough pain in our lives. I was surprised how I painted my mother as a 

beautiful young woman (Figure 4). 

Figure 4: Art Response 11-3 “She Gazes” 

With the exception of the image of my mother, I was dissatisfied with the art 

responses to the first two cloths (Appendices A and B). The overall end results seemed 

disproportionate to the amount of time I had spent carefully completing the colorful 

watercolor paintings. I was frustrated about the amount of blackness sticking to the colors  



and obscuring my bright and wild imaginings. The art responding to the ground, II-1 

consisted of muddy layers of color representing pain, anger, jealousy, and depression. A 

color associated with my eating disorder burned blue across the surface. The piece 

exemplified chaos (Appendix B). 

The art response to the chipped bridal figurine, II-2 dominated by a black heart 

exposed the word “promises” (Appendix B). During this phase of research I connected with 

losses originating in a chaotic upbringing, commitments broken by others and myself, and 

years of unmet needs. A journal entry during this time recorded a dream about the death of a 

wild black horse. I considered shifting to a different technique. Surrendering to the process, I 

continued. Maintaining “aesthetic responsibility”, I understood “the condition that validity of 

the process is independent of the beauty or ‘beastliness’ of the emergent” (Knill, 1995, p. 3). 

Art Responses 11-4 and II-5 both portrayed birds. The owl image included a small 

owlet tucked into the breast of a larger owl. Often shown with Athena, the goddess of 

wisdom and justice, these owls surrounded by a seasonal display of nature captured the 

essence of a previously made mask highlighting the ability of owls to see in the dark 

(Bulfinch, 1959) (Appendix B). 

The intensity of this research phase manifested in Art Response II-5, a darkened 

version of an important dream image from 1991. In that dream a golden bird moved under 

water and held significance as a totem animal. Unlike the harbinger of change in the red bird 

from the first cloth, the version of this bird conveyed flash of lightning and flight through 

turbulence (Appendix B). Connected with creation myths, water birds symbolized epiphanies 

and carried messages from the gods and goddesses. In one such myth, the water bird flying 

over a landless primeval sea, succeeded “in diving to the depths and resurfacing with a small 

amount of soil from the bottom of the sea” (Moon, 1997, p. 84). Similar to the “prescribed  
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gestures and formulas” of an initiation rite, the structure of this heuristic study provided safe 

passage through this dark episode (Varone, 2000, p. 97). The flashes of insight punctuating 

the healing cloths, dreams, journal notations, and art responses illuminated my small and 

growing piece of terra firma. 

The need to process the realizations and connections with painful memories, 

sensations, and guilt associated especially those evoked by the second cloth synchronously 

aligned with scheduled therapy. As a debriefing, the session served as a safe container for 

unstopped loss and grief. After years of work, I finally connected with the depth of my 

sorrow and grieved my losses as a daughter and as a mother. I wept. I felt pain. A few days 

later an unsolicited call from our son during which he proposed a healing mother and son 

ritual of forgiveness provided unexpected solace. Profoundly touched by the synchronicity of 

his gesture, I was filled with gratitude. 

During this time, I was cautioned by my therapist to slow down my pace regarding 

the art responses. I found this suggestion disorientating and resisted the notion of not 

following my plan for five responses per cloth per week. However, I did slow down. 

Concurrent with this work, my spiritual director advised inclusion of gentle and realistic 

meditation practices. Jung (1971) stated meditative practice “introverts the relations to the 

object. Deprived of energetic value, they sink into the unconscious where... they enter into 

new relations with other unconscious contents, and then re-associate themselves with the 

object in a new form” (p. 119). Those minutes of quieting my mind were an important and 

necessary step in the contextualization of traumatic events and the integration of measures 

for self-repair. 

Allowing the momentum of the art response production to slow provided a brief 

respite from the emotional outpourings of the second cloth. The tangled and enmeshed  



perceptions and affect surrounding the continuum of trauma differentiated through 

construction of the first two cloths and corresponding ten art responses permitted an 

awakening of consciousness. Jung (1977) stated “Differentiation is the essence, the sine qua 

non of consciousness” (p. 204). Separating and distinguishing emotions from entrenched 

resistances of a self-care system broke through the defenses preventing forgiveness 

(Kalsched, 1996; Spoto, 1995). Realizations pertaining to these differentiations, released 

harbored resentments and unconscious anger. Energy used to suppress painful feelings, now 

freed, resulted in renewed purpose and direction (Kramer, 1993). 

Returning to the bird images of Art Responses 1-2 and II-5, I considered how the bird, 

in natural development from the undifferentiated wholeness of the egg, suggested my flight 

toward individuation (Appendices A and B). Kalsched’s (1996) description of “the bird’s 

significance as a transitional being, plying the space between the human world and the 

divine” mirrored the significance of my heuristic work (p. 200). With an increasing sense of 

differentiation from expectations and perpetuated negative perceptions associated with the 

mother, a sacrifice of long-held dark energies occurred. This sacrifice “represents that 

moment when the unconscious begins to constellate positively and the sacralized ego, now 

liberated from the Self’s protective/persecutory defenses, comes under the guidance of the 

whole Self and begins the process of creative living” (p. 200). 

Aligning with the emergent functions of the Perceptual and Affective components of 

the Expressive Therapies Continuum, I had felt, identified, and sorted my emotions and 

gained a clearer view about myself and others (Hinz, 2009). An eagerness to organize my 

insights in a symbolic manner directed the formation of the third cloth and connection with 

the Cognitive and Symbolic components of the Expressive Therapies Continuum. I wanted to 

use the richness of alchemical images and symbols to portray the sacred marriage between  
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male and female energy. I felt the need to think “through a course of action; relating past and 

future behavior” (p. 143). I sensed the pivotal nature of the third cloth. 

The third healing cloth consisted of a medieval tapestry ground, a bottle of Alchemie 

perfume, a photograph of my husband tucked into a book, and an Eiffel Tower bookmark 

draped over a cinnabar box which contained dirt. The vignette evoked memories about kept 

promises, recommitment, deep creative satisfaction, and safety. The combination of the 

items, one holding the position of strength; the other safety, recognized and honored the 

consistency and presence of the positive continuum of goodness in my life (Figure 5). 

Figure 5: Healing Cloth III 

The grounding cloth, a rough needlepoint copy of the magnificent The Lady and the 

Unicorn tapestry displayed at the Musee de Cluny, Paris, preserved the section of the work 

titled 4 Mon Seul Desir. Translated as “To my only desire”, the motto contributed to the  
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pivotal nature of the third cloth (Lyall, 2000, p 47). My desire and intention in this phase of 

the study was reconciliation. An opportunity presented during this phase as the pressures and 

intensity of immersion spilled into my daily interactions with my husband. Again the timing 

of a therapeutic intervention scheduled eight months prior to research appeared precognitive 

and synchronous. 

Agreeing to be participants in a couple’s therapy demonstration, we arrived with an 

unscripted and inconsequential topic. Our intention to demonstrate a minor issue rapidly 

dissolved as our couple’s work quickly uncovered an untouched and unresolved concern. 

Shocked by the cumulative pain expressed by my husband and realizing the ferocity of my 

trauma defenses, I had a crystalline understanding of the consequences of my particular 

behavior. In the days following completion of the art responses, my understanding and 

awareness expanded to greater ownership of the consequences of my behavior and decisions. 

Safe within the protection of a therapeutic method, I felt this event was another example of 

the powerful vortex spinning around the healing cloths. 

The third cloth, while acknowledging my external marriage represented an internal 

process of psychic integration. Pivotal, this construction and the related art responses 

concretized efforts to differentiate and unite feminine and masculine energies. Jung (1968) 

referencing alchemical studies, defined the occurrence of the sacred marriage or mysterium 

coniunctionis as accord between the individual and the corresponding, complimentary energy 

within the psyche. Jung referred to the feminine aspect within the man, as the anima; and the 

masculine aspect within the woman, as the animus. In alchemical texts, the sacred marriage 

referred to as the lapis lazuli or Philosopher’s Stone represented the culminating efforts of 

transmutation of lead to gold.  



The art responses from the third cloth symbolized the differentiation and 

individuation processes contained within the inner alchemical marriage. Art Response 111-1 

referencing the colorful palette and symbolism of medieval tapestries, showed a white rabbit 

jumping into a black hole. A feminine hand, bejeweled and black, overshadowed the passage 

of the rabbit. Whether to deter or comfort remained unclear. Greek, Hebrew, and Egyptian 

references associated the action of leaping with emitting semen, begetting, and creation 

(Layard, 1988). The white rabbit in myths and contemporary stories showed the way into the 

burrow hole; “which is the gateway into the inner world” (p. 252). This art response 

suggested the immobilized rabbit from the second healing cloth was now in motion 

(Appendix C). 

Further confirmation of the healing nature of this heuristic study presented with the 

appearance of a lost, pet male rabbit in our yard. With patience and presence, I enticed the 

rabbit to come within my reach. I felt the trust of the animal in being brought to safety. I 

found this event amazing and wondrously healing for a long time ago, in haste I had once 

severely frightened a pet rabbit. I felt a change in my state of being. I noticed I felt less 

agitated and anxious. 

Art Response 111-2 represented the elemental quarternity of “four elements (earth, 

water, fire, and air) and four qualities (hot, cold, dry, and moist) recognized in the alchemical 

processes of blackening, whitening, yellowing, and reddening (Jung, 1968, p. 229). Placed on 

a feline skin and using the alchemical color scheme, the image represented the external 

change of material into gas; and the release of male and female energy in an inner 

transformation (Appendix C). 

From a psychological perspective, the entwined energy depicted as a caduceus 

symbolized psychic integration and individuation; conditions of priceless value. In  
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alchemical images the caduceus portrayed emanating, transcending, and life-creating energy. 

The Hindu term for this energy, prana is similar to the Greek word for spirit, “an invisible 

force that moves and empowers cosmic life” (Moon, 1997, p. 352). Characterized by 

spiraling movement, the snake, shedding its skin and dwelling within the sustaining earth, 

represented life (Walton, 1979). Art Response 111-3 referencing an existent Tantric yantra, 

represented the healing energy of united dualities (Moon, 1997, p.350) (Appendix C). 

Knowledge and awareness of the vital relationship between complimentary and 

oppositional dualities stemming from therapeutic work, typology studies, and medical 

systems directed the art responses for this cloth. In Art Response III-5, the primary emergent 

of this cloth, a cinnabar box containing dirt resonated with the tapestry device of placing the 

central figures on an island (Lyall, 2000) (Figure 6) 

Figure 6: Art Response III-5 “Safe Place”  



Completed last, Art Response 111-4, representing the strength position of the cloth, 

depicted the heraldic fleur-de-lys accented with a diminutive dragon opposite a red angel. 

The angel, almost phosphorescent, represented consciousness “that shines in the dark and 

that witnesses such events because it already is aware of them a priori” (Hillman, 1979, p. 

49). The dragon as a symbol of cosmic chaos and the cycle of beginning and endings 

represented how “the world order is born only after a struggle with and defeat of the 

cosmogonic dragon” (Moon, 1997, p. 132). The pairing of angel and dragon represented a 

balance of order and chaos achieved through reconciliation (Appendix C). 

A felt sense of correctness and rightness existed during the development of art 

responses for this third cloth. Consciousness increased about the ways in which the images 

and symbols matched and resonated with my insights and realizations. The images and 

symbols selected demonstrated “the imaginal, sensual and surprising aspects” of my response 

to the inner work surrounding the third cloth (Knill, 1995, p. 2). 

The inner work of the third cloth suggested an ordering and putting in place of 

feelings and perceptions. The third healing cloth and gradual completion of the art response 

sketches with the gouache resist afforded comfort, solace, and a period to catch my breath. It 

would be needed. 

Feelings of fatigue and incapacity surrounded the setting of the fourth cloth. I 

attributed the lack of energy and depressed mood to my attempt at combining this work with 

the realities of internship, job, and domestic responsibilities. Weariness crept into this cloth. 

Edgy, discouraging, critical irritability permeated the day of this cloth’s construction. I 

disregarded the healing cloth procedures, rushing into the construction without the safety and 

mindfulness of preparation, reflection, and self-care. I did not follow the protocol of 

arrangement which stipulated placement of the grounding cloth as the first step.  
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Instead, with an unconscious arrogance and rashness, I placed an altered photograph 

of my father staring out from a silver frame in the center of a bare wood table. I stared at the 

photo. I knew this cloth pertained to the father: a bookend to match the second cloth related 

to the mother. I had a sense of foreboding and unease. This cloth was made late at night. I felt 

tired and cold. The piece felt off. Where was this healing cloth taking me? I continued to 

build the cloth around the central framed photograph. I added a tall pewter candlestick: 

phallic, shaped like a palm tree. Digging through an old Korean chest, I found twenty-two 

tear-shaped glass beads. As the protection item, the glass tears encircled the candlestick and 

photograph. 

Outside on the woodpile laid the remnants of a frightening mask made one year ago. 

The mask embodied all my fears surrounding my father; the abuse, his rages, and his 

inappropriate erosion of boundaries. My therapist had at that time, suggested a ritual 

destruction of the mask, but I sensed a future need for this mask. Now I knew. Ripping the 

decayed mask apart I removed two halves which formed the shape of a person. Bringing the 

two decayed pieces into the house, I washed off the mold. Not wanting to stain the wood 

table, I placed the separated halves on two old hand towels now filling in for the missing 

ground cloth. Locating a relevant poem, I placed the poetry book in the position of cure. As 

with the mask one year ago, I felt disturbed and disoriented by the content, darkness, and 

arrangement sequence of this cloth. I felt I had done something bad. I felt guilty. 

An appointment with my mentor scheduled weeks in advance of this cloth’s 

construction provided much needed protection and safe passage in processing this cloth. 

Arranging the cloth on the floor of his office, I lit the candle and we began to process the 

pain saturating this construction. I felt validated by another person’s recognition of my pain. 

However, I began to instinctually respond to the tension and trauma of the moment. I  



dissociated. I felt wooden (Gantt & Tinnin, 2007). A suggestion to remove the photograph 

prompted an urge to throw the photo against the fireplace. I wanted to hear the glass break, to 

see the frame shatter. Aware of the valuable items in his office, I resisted the impulse. 

Then to my surprise, he hit the photo with his hand sending it into the dustbin of the 

fireplace. (Art Response IV-2 documented that moment, representing the contrast of violence 

at the hand of my father and the therapeutic measure of portrayed masculine protection) 

(Appendix D). Immediately, he pushed the separated cloth and figure halves together and 

placed the book below the unified halves. Repositioned, the glass tears evoked Mexican 

traditions of honoring the dead and the image of Our Lady of Guadalupe (Harrington, 1988). 

I felt to be in the land of one dead. 

A sense of incompleteness remained in the room with the presence of my father still 

holding a dominant position. Asking what I wanted to do, he suggested going out to the 

nearby river and throwing the silver-framed photograph into the water. I felt ambivalent and 

considered the possibility of being in the instinctual state of automatic obedience (Gantt & 

Tinnin, 2007). We walked outside. As we stood on the pier, he spoke of how the river was 

big enough to contain that evilness. I felt it was time to let go. I threw the framed photograph 

into the river. It was gone. 

Without my mentor’s intervention I would not have been able to complete this step. 

His actions created a sense of protection of the good father encouraging transformation and 

growth into adulthood. I was deeply grateful for the protection and support in releasing that 

gripping evil. A lifetime of tyranny ended with the release of the photograph. 

Hinz (2009) discussed the role and attributes of art work destruction in relation to the 

Expressive Therapies Continuum. By facilitating the release of energy, encouraging 

emotional expression, and symbolizing creative and destructive aspects of life, the  



destruction of artwork from the fourth cloth symbolized the destruction of my feminine 

aspect. The kinesthetic action of throwing the object, although conducted in a dissociative 

state, provided release of repressed feelings (Figure 7). 
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Figure 7: Art Response [V-3 “He is Gone” 

Later reflection allowed connection with the severity and depth of loss related to my 

feminine development. Knill (1995) suggested therapists and artists, and in this case, a 

researcher, needs to have “highly disciplined skills and patience to stay with helplessness” (p. 

7). The healing cloths facilitated confrontation with a difficult task by providing reflective 

distance for the researcher and the therapeutic team (Hinz, 2009). The healing cloths and art 

responses encouraged connection with the numinous and permitted my staying “open to all 

the soul’s light and shadow” (p.7).  



49 

With a sense of relief and safety, I continued exploration of the fourth healing cloth 

and the art responses. With quiet and sustained production and further reflection on Art 

Response IV-3, I identified and understood the damage caused by the voracious and harmful 

aspects of my father. The original under-painting of the third art response had a grouping of 

five trees in the right hand corner which I intuited as a representation of the feminine element 

in my family. The resist process covered those trees with the exact location replaced by what 

appeared to be a devouring beast (Figure 8). 

Figure 8: Detail of Art Response IV-3 

Being able to see the destructive nature of the masculine offered hope for another 

aspect of self-repair from the continuum of trauma; the release from possession of a 

tyrannizing animus. Understanding how the animus, when in service to, rather than against 

the woman, permits reclamation of the inferior function allowed me to hope for a  
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reconnection with my wild and creative feminine nature. Tyrannized, twisted, and crushed, 

this aspect of myself, had sustained the most damage. My denied creativity and femininity 

hungered for integration. The mask which had so frightened me embodied this deformed 

disintegration caused by the abuse, punishment, and pain from my father. 

Within a divided state of being, not unlike the widening rot of the decaying mask and 

accurately indicated by the separated cloths and mask pieces of the original arrangement, I 

continued to seek approval, yet lived in fear of rejection and abandonment, (Black, 1999). 

Seduced by the inappropriate power created by eroded boundaries, I felt responsible for the 

safety of younger siblings and for my mother. Welding this power through compliance or 

rebellious behavior I believed I regulated parental and family dynamics. Cognitive distortions 

of emotional reasoning, personalization, minimization or magnification, and 

overgeneralization surrounded patterns of enmeshment (P. Powers, personal communication, 

April 8, 2010). 

Through the power of the resist technique, the blurred boundaries of the relationship 

with my father were captured in the eroded and corroded surface of Art Response IV-1. That 

art response contained the essence of the original healing cloth which was never 

photographed (Appendix D). Reconfiguration of the fourth healing cloth represented in Art 

Response IV-4 showed unification of two cloths and separated mask pieces (Appendix D). 

In the final arrangement of the cloth, the book titled Twelve Moons which had held 

the relevant poem was placed beneath the white fabric (Figure 9). The shape of the unified 

halves against the white cloth suggested a keyhole, connecting this cloth with the keyhole 

reference of Healing Cloth II. I found the wording of “Poem For My Father’s Ghost” 

significant and meaningful in describing the release of the photograph and the release of my 

feelings surrounding that relationship. I read aloud the sentences “Now is my father traveling  
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where there is no road. Finally, he could not lift a hand to cover his eyes. Now he climbs to 

the eye of the river” (Oliver, 1972, p. 42). I repositioned the book in the position of cure 

(Figure 9). 

Figure 9: Healing Cloth IV-Reconstruction 

Art Response IV-5 pertaining to the father reintroduced the feminine aspect in a 

rendition of the Virgin of Guadalupe. Portrayed as a potent Black Madonna due to the resist 

process; the Virgin is surrounded by radiant protection representing the rearrangement of the 

glass tears (von Franz, 1995). My animus represented as a red colored masculine figure  
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strains to support the crescent black moon holding the top of the world on which the feminine 

aspect stands (Appendix D). 

Harrington (1988) offered consideration of Our Lady of Guadalupe as an apocalyptic 

symbol. The Guadalupe image imprinted on a peasant’s garment appeared around the time of 

political upheaval between Spanish and Mesoamerican cultures and concurrent devastating 

plagues. The image eventually regarded as a unifying symbol for both cultures embodied 

opposite aspects of the divine feminine. The image combined the benevolent Virgin Mary of 

the Spanish Roman Catholic tradition and Coathcue, a Mysterium Tremendum or “dreadful 

holy” of the Mesoamerican culture that “provided probably the most highly developed 

expression of the terrible, devouring goddess in history” (Harrington, 1988, p. 26). Wearing a 

necklace of sacrificial hands and hearts around a neck supporting a head of two snakes, 

Coathcue similar to the Indian goddess Kali, presented as a symbol of death and birth; 

endings and beginnings (Moon, 1997). 

Beliefs concerning the Guadalupe cloth not having been made with human hands, 

brought to mind the fairytale “The Handless Maiden”. Pinkola Estes (1992) stated this 

fairytale describing seven labors related to initiation, endurance, and redemption “offers 

material for a woman’s entire life process” (p. 388). Dealing with the alchemical processes of 

“nigredo, loss, rubedo, sacrifice, and albedo, coming to light”, the fairytale spoke of betrayal 

and dismemberment by the father and a return to wholeness through connection with the 

numinous (p. 389). The work of the fourth cloth represented the redemptive process of this 

heuristic study, albeit one based on years of perseverance and endurance. 

The fifth cloth and art responses acknowledged this endurance. In relation to the 

Cognitive component of the Expressive Therapies Continuum, artistic expression 

surrounding the fifth cloth offered evidence of an increased capacity to solve complex  
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problems concerning conceptualization of space and order; the “ability to think through past 

events and relate them to present behavior”, and achievement in understanding family 

dynamics and my own inner resourcefulness and abilities (Hinz, 2009, pp. 143-144). Rich 

with symbolism, the fifth cloth and art responses identified “inner archetypal qualities” (p. 

167). Later review of the healing and emergent functions of the Symbolic component of the 

Expressive Therapies Continuum, clarified the extent of transformation, initiation, 

integration, reconciliation, and redemption at play in the culminating work of the fifth cloth. 

A balance of intuition, feeling, and cognition directed the selection of three cloths 

composing the ground and pomegranate gracing the position of protection. In the center, two 

gold chains formed a double circle in which resided a delicate golden ring cupping a crystal 

blue stone. A nautilus shell depicting strength preceded placement of a Tibetan singing bowl 

representing intention. 

Representing transformation of the feminine aspects, the spring-green satin 

symbolized the youth and promise of the Kore or maiden. The deep blue velvet symbolized 

the Madonna or matron. The rich magenta cloth embroidered with butterflies symbolized the 

transformative wisdom of the Great Mother or crone (Jung, 1982). With brown spots 

appearing on its surface over the passing weeks, the pomegranate, a symbol of the chthonic, 

fecund knowledge of the feminine, served as a reminder of the natural cycle of life and death 

and the impermanence of all living things (Bulfinch, 1967). Symbolic of initiation into the 

underworld, the fruit containing hundreds of jewel-like arils epitomized the faceted beauty 

and abundance of this study. 

The three-ringed golden circle created a mandala, symbolizing the Self and the 

transmutation of base qualities into the priceless gold of an integrated whole (Ulanov & 

Ulanov, 1994). Representing the reconciliation of opposing energies, the nautilus symbolized  



the strength of my discoveries. Like the labyrinth, the nautilus symbolized the benefit of 

housing self-exploration within a safe structure and suggested room for future growth. 

Returning to the beginning Kinesthetic and Sensory components underpinning this study, the 

singing bowl symbolized the valuation of the senses, amplification of kinesthetic movement 

connecting feeling with thinking and with the body, and the redemption of the Self through 

forgiveness of self and others (Jung, 1971) (Figure 10). 

Figure 10: Healing Cloth V  
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The art responses to the fifth cloth were mandala paintings. The mandala, Sanskrit for 

circle was symbolic of the process of completion and wholeness (Crossman & Barou, 2004; 

Jung, 2009; Jung, 1967; Moon, 1997). Viewed through the Cognitive components of the 

Expressive Therapies Continuum, the five mandalas represented an ordering of the chaos 

caused by a continuum of trauma and indicated problem-solving with increased awareness. 

The mandalas repeating the motif of the inward journey held “information in working 

memory” (Hinz, 2009, p. 143). 

From the perspective of the Symbolic component, the formation and sequence of the 

mandalas indicated reduction in negative feelings and my acceptance and integration of new 

found strengths. These strengths pertaining to a self-identity inclusive of forgiveness of self 

and others permitted closer examination of hidden aspects of my personality revealed in the 

mandalas. Art Response V-1 although symbolizing the serious concept of transformation, 

held a surprising and playful use of the stereotypical butterfly image. I sensed my longing for 

simplicity, normalcy, and comfort of the ordinary (Appendix E). 

Art Response V-2 symbolizing the numerous insights garnered from a study which I 

now viewed as an initiation rite, offered equal representation of remaining uncertainties 

about old behaviors and complexes (Varone, 2000). Related to the two-faced Janus, god of 

portals, gateways, and doors locking two ways, this image showed on one half, a profiled 

self-portrait contrasted with a cocoon emitting a cascade of seeds (Bulfinch, 1967). The 

profile view suggested continued study of intrapersonal relationship between masculine and 

feminine aspects, residual guilt, and possible reluctance to communicate (Ogdon, 1977) 

(Appendix E). 

Art Response V-3 representing the primary emergent consisting of the three gold 

circles, identified the totality of an inner personal journey. This process culminated in a  



“realization of the inner strengths and resources revealed through the symbolic journey” 

(Hinz, 2009, p.167). Integrations contained within this journey were indicated by the 

prevalence of mandorlas, the shape formed by interfacing wholes and union of opposites 

(Figure 11). 

Figure 11: Art Response V-3 “Integration” 

Art Response V-4 symbolized the well-spring of coiled strength generated by 

reconcilation of conflicting emotions, oppositional perceptions, and harmful behaivorial 

choices. Although intended to portray the spiral of the nautilus, the final image suggested the 

image of the uroborus, a serpent eating its own tail and representing unification of dualities 

(Jung, 1968). Edinger (1972) stated the image of the uroborus is “an active and sustaining 

one through all phases of psychic development. The psychic fact to which it points is the 

antidote to all the frustrations that dependence on outer objects and persons engender” (p.  



167). A sense of increased self-esteem and decreased enmeshment accompanied the 

development of this art response with its soft pink center symbolizing mercy and tenderness 

(Appendix E). 

The final art response acknowledged the origins of this heuristic work rooted in the 

retreat concerning the incubation of dreams. Although I did not have a specific dream about 

Asclepius, the fifth cloth recognized the intention for healing and forgiveness. During the 

painting of this mandala, a neighbor translated a stone insribed with a word written in Greek. 

Various translations and her own understanding of the word offered definitions of “feeling 

sympathy for, requesting forgiveness for past events, and begging pardon” (N. Angelou, 

personal communication, March 27, 2010). Perceived at this point of the study as precognitve 

and synchronous, the inscription on the stone written in 1997, had contained the essence of 

my heuristic work (Appendix E). 

Two additional weeks were allotted for the illumination and explication phases. One 

three-day weekend was allotted for creative synthesis. The first day consisted of review and 

ritual in determination of the Dream Council and for organization and preparation of the 

creative synthesis ritual. The second day consisted of writing and grouping of thoughts, 

insights, and realizations. The third day consisted of conducting the active imagination 

Dream Council dialogue and making the creative synthesis piece. 

Creative synthesis took the form of a three-dimensional healing cloth consisting of 

objects and symbols from all five healing cloths. The arrangement situated in an outdoor 

setting prompted recall of the story about the Magus Zoroaster, “who met his own image 

walking in the garden” (Alvarez, 1995, p. 155). The creative synthesis brought together the 

emergents, symbols, and masks symbolizing the totality of superior, auxiliary, tertiary, and 

inferior functions composing my personality (Spoto, 1995).  



In a sense, the five healing cloths were fractals, each one holding a piece of the 

whole. The components conveyed the power of the culminating emergent with “a fern-like 

system in which neuron leads to neuron and association to association” (Alvarez, 1995, p. 

211). The Dream Council masks from the spirituality course were invited and included in the 

mandala sculpture (Hyatt, 2007). The layered symbolism of the sculpture contained within 

the physicality and spatiality of its formation, prompted cognitive and emotional integration. 

Active imagination was used during this creative synthesis phase as a way to integrate the 

perspectives gained from the emergents of each healing cloth (Jung, 1979). 

Incorporating insights and realizations gained from cloth constructions, journaling, art 

work, and active imagination, directed the creating of the piece. Discovery and use of new 

found coping skills prompted creative problem-solving. A clear sense of self-worth and 

wisdom gained during immersion and incubation supported identification and 

contextualization of the continuum of trauma. The discovered themes and issues of the 

illumination phase, when examined during explication, facilitated construction of the 

mandala sculpture. The sculpture represented a concretized visualization of my healing 

dream as a whole (Hinz, 2009). 

Viewed as a complex and intricate whole, the arrangement, formed a redeeming and 

mediating talisman. Jung (1971) stated “The redeeming symbol is a highway, a way upon 

which life can move forward without torment and compulsion” (p. 264). This heuristic study 

facilitating exploration of my complexes and shadowed self had generated enough symbols 

to create my redeeming symbol. Engaging in the energy of this redeeming symbol, I felt 

connection with the numinous. I understood how “it is only later that one learns that the 

individual effort has meaning beyond oneself” (Weaver, 1991, p. 11).  
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During the creative synthesis, careful attention and respect was paid to the emergents. 

Information offered by the emergents was recorded and honored (Hyatt, 2007). The intimacy 

between emergents and researcher suggested healthy attachments in which the individual is 

fully present with the other (Lott, 1998). The witnessing of the emergents to each other and 

to the researcher provided self-repair from trauma through instillation of belief in personal 

safety and security, meaningful and understandable perception of the world, and positive 

regard for the self (Janoff-Bulman & Frieze, 1983). The creative synthesis process supported 

Hillman’s (1979) statement concerning the archetypal nature of emergents “as mythic beings, 

not mainly by amplifying their mythic parallels but by seeing through to the imaginative 

persons within the personal masks. Only the persons of the dreams are essential for 

understanding the persons in the dreams” (pp. 63-64). 

Interaction protocol began with the placement of the masks and healing cloths now 

representing the elements of water, wood, fire, metal, and earth (Johnson, 1989). Weaver 

(1991) stated “Active Imagination becomes true or, to phrase it differently, one could say 

that, in a symbolic way, it is the germ material of later life, in much the same way as ideas 

precede efforts that bring them into existence” (p. 11). Relying on archetypal and elemental 

typologies, I placed the cradled girl in the direction of North. Related to the deadness of 

winter, the taste of salt, the color black, and the emotion of fear; the element of water 

symbolized the flowing abundant wisdom of the Mother (Unschuld, 1998; Wolff, 1956). 

Visualizing the moon girl protected now by the wisdom of the good mother, I began 

the dialogue process using four questions from an art therapy directive related to the natural 

wisdom of the body: “What are you? How are you feeling? Why do you feel that way? 

“What can I do to help you?” (Hinz, 2006, p. 101).  



In answering the questions, the emergent expressed loneliness and longing for a 

return to a place representing connection with the earth and cycles of nature. The stones in 

the moon cradle spoke (Slater, 2005). The stones represented animal totems and the rune 

Mannaz, the symbol of self whose essence is water offered the suggestion of striving “to live 

the ordinary life in a non-ordinary way” (Blum, 1987, p. 87). The emergent and mask, 

representing my superior function, the Mother, invited me to live in the present, yield, and 

“remember at all times what is coming to be and passing away, and focus on that which 

abides” (Blum, 1987, p. 87) (Appendix G) (Figure 12). 

  

Figure 12: Creative Synthesis ‘Water” 

Lighting the candle to invite the emergents of the wood element, I arranged the next 

section of the mandala sculpture twice. Too exposed in the first arrangement, the rabbit was 

repositioned inside of Old Man Tree and Old Woman Tree mask. Rearranged, the tree mask  
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rested back-to-back with the owl mask. Aligned with the direction of East, the arrangement 

symbolized the unfurling energy of the spring season, characterized by the flavor of sour, the 

emotion of frustration, and the color green (Unschuld, 1998). 

The dialogue with the emergent of rabbit and mask recommended stillness. The 

counsel of the emergents invited inclusion of daily ritual and meditation. Related to the 

Medial Woman, my tertiary function, the emergent had served as a mediator and guide 

between the concrete world of trauma, chaos, and the unseen world of my feelings (Wolff, 

1956) (Figure 13). 

Figure 13: Creative Synthesis “Wood” 

Forming a statement about recommitment, reconciliation, and individuation required 

studied care of the next section of the creative synthesis sculpture. The remnant of the 

terrifying mask prompted deepening reflection and the lighting of numerous candles.  



Characterized by-joyful emotion, vibrancy of red colors, the season of summer, and bitter 

flavor; the tapestry ground and objects representing the element of fire were placed in the 

direction of the South. Objects reminiscent of sensuality, safety, and relationship: a bottle of 

perfume, a copy of Carson’s (2002) The Beauty of the Husband, and the cinnabar box of dirt 

balanced the mask remnant overshadowing the arrangement (Figure 14). 

Figure 14: Creative Synthesis “Fire” 

The mask represented my lost Hetaera, an archetypal aspect of the feminine opposite 

the Mother archetype (Wolff, 1956). With more emphasis on the erotic than on nurturance, 

the hetaera like concubine or geisha placed greater focus on relationship with the masculine 

aspect or individual rather than on children. The mask -rusted, moldy, and decayed -stood as 

a symbol of my lost hetaera, my inferior function. Jung (1971) stated “by reason of its 

attributes, the symbol stands for the inferior functions, for psychic contents, that are not  



acknowledged” (p. 267). I felt uneasy regarding the unfinished status of the disintegrating 

mask Engagement in active imagination with the emergents provided clear instructions for 

dealing with the mask and what the mask symbolized. Following the counsel of the 

emergents, all remnants of the terrifying mask were burned at the end of the creative 

synthesis process. The act of burning this symbol of loss released negativity, fear, and guilt. 

The burning prompted a sense of unblocking locked energy. The sacrificial burning 

celebrated giving life to my forgotten feminine aspect. Jung (1971) stated: 

Through the act of deliverance what was inert and dead comes to life; 

in psychological terms, the functions that have lain fallow and unfertile, and 

were unused, repressed, undervalued, despised, etc., suddenly burst forth and 

begin to live. It is precisely the least valued function that enables life, which 

was threatened with extinction by the differentiated function, to continue. 

(p. 263). 

The burning of the mask opened the final door to forgiving myself. The response from the 

Dream Council emergent as to what I could do to help provided a strategy of reclamation of 

my feminine aspect (Appendix G). 

Although eventually burned, the emergent placed in the direction of the West served 

as an integral symbol of the ongoing process of forgiveness contained in the study. 

Representing the element of metal characterized by the color white, pungent flavors, the 

emotion of sadness, and the season of autumn, the arrangement focused on the Amazonian 

capacity to organize, strategize, and bind fragments within defined boundaries. 

Animated and empowered by knowing all parts of the mask were to be burned, I 

moved into the dialogue with confidence. The dialogue with the primary emergent exposed a 

threatened masculine energy. Taken aback by the virulent words and tone of the emergent of  



the remnant pieces, 1 felt defensive and antagonistic. I forgot that the “villain in the 

underworld is the heroic ego, not Hades” (Hillman, 1979, p. 111). Supported and guided by 

the mask emergent of the Dream Council, I remembered the journey. Reminded about the 

intention of self-repair from a continuum of trauma and forgiveness, I paused. I felt and 

thought how my letting go, softening, and releasing of the ego determined the true outcome 

of this study (Appendix G) (Figure 15). 

Figure 15: Creative Synthesis “Metal” 

During a final debriefing, my therapist and I discussed and processed the active 

imagination dialogue involving the emergent “Two Halves Made Whole”, the Mosaic Mask 

and the researcher. The debriefing included clarification about forgiveness as an ongoing 

process. We discussed the benefits of meditation for safety, strength, and health, and 

application of therapeutic measures to detangle perceptions about the masculine energies of 

the healthy animus in service to the feminine, the unhealthy animus possessing the feminine, 

and the physical father figure (P. Dunn-Fierstein, personal communication, May 3, 2010).  
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With a sense of having met the final test of this initiation rite of heuristic research in 

dealing with the decayed mask and the issues it represented, the central arrangement reflected 

the beauty of the journey. Representing the element of earth, this part of the mandala 

sculpture consisted of a raised surface supporting the three cloths, the three golden rings, and 

other circular or round objects of pomegranate, glass orb, blue jewel, and nautilus shell. The 

singing bowl held the fifth Dream Council emergent, a small clay mask portraying a familiar 

inner guide (Figure 16). 

Figure 16: Creative Synthesis “Earth 

The active imagination dialogue engaged the energy of the three-ringed mandala, the 

emergent representing the Self, “which may be viewed (paradoxically) as both the center and 

the circumference of the whole of one’s personality” (Spoto, 1995, p. 194). This study 

viewing a continuum of trauma facilitated the arrival at the center-the Self. The presence of  



this emergent witnessed by Zelda, my inner guide conveyed the celebratory quality of this 

final phase of research, completion of this document, and the redemptive nature of this inner 

work. 

Just as the art responses were fractals of the healing cloth, so too the sections of the 

sculpture were fractals of the redeeming aspects of the sculpture in its entirety. Below the 

draped cloths resided the core redeeming symbol. Representing the adyton, the sacred space 

for the incubation of the healing dream, this semi-hidden arrangement honored the many 

layers and facets of healing, recalled the ancient temple practices, and repeated the message 

of forgiveness inscribed on the stone-a message which had set the intention of this study so 

many years ago (Figure 17). 

Figure 17: Creative Synthesis “The Healing Dream of Asclepius”  
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Although to date, I have not had a dream of the god himself, the numinous presence 

of the divine permeated and guided the work of this study. The volume and content of 

discoveries, realizations, and synchronous connections during this study surpassed any 

expectation or hope I had imagined for self-repair from trauma. I am filled with gratitude for 

the grace of forgiveness and for the opportunity of stepping into the rose-scented water of the 

inward journey. 

 



CHAPTER V 

CONCLUSIONS, DISCUSSION, AND RECOMMENDATIONS 

Conclusions 

The results from this study suggested tending dreams, an art therapy intervention, 

facilitated self-repair from the continuum of trauma. Furthermore, this study suggested art 

therapy interventions which tend dreams through journaling, writing poetry, art making, and 

dialogue with live dream material deepened the process of conscious resolution of specific 

and cumulative trauma. Providing a map to research self-repair, the healing cloths and 

tending protocols, facilitated the researcher’s exploration of her hidden trauma and 

identification of her shadowed self-care system which had diminished her capacity to forgive 

herself and others. 

Bound by ethical parameters protecting emergents, creative and transformative 

processes, and the researcher, the protocols of this study prompted an inward journey and 

secured safe passage through painful memories and feelings. Holding the tension between the 

personal and archetypal energies, the liminality of this heuristic study served as a reparative 

space outside of time. This study invited connection with the numinous and fostered 

compassion for self and others. The arrangement of presenting emergents in the five healing 

cloth constructions, twenty-five art responses, creative synthesis sculpture and final ritual, 

paralleled the rearrangement and changes occurring in the researcher’s inner constellation of 

personality and identity. 

The study offered affirmative answers to both research questions: Does tending 

dreams, an art therapy intervention valuing dreams and the dream process, facilitate self- 

repair from a continuum of trauma? Does self-repair from a continuum of trauma promote a 

conscious and authentic capacity to forgive and consequently to heal the self? Art therapy, a  



fertile arena for self-exploration, provided interventions specific to tending dreams which 

served as a self-reparative measure in processing trauma and appeared to reach back through 

time, releasing a continuum of trauma which darkened the past, choked the present, and held 

the future hostage. 

Discussion 

The referenced literature of this study offered evidence regarding the value of dreams 

as an instinctual reparative measure regardless of the different types or degrees of traumatic 

experience. While acknowledging the ubiquity of trauma and the commonality of dreaming, 

research encouraged exploration of specific trauma through tending dreams and suggested 

the importance of addressing trauma that had been minimized and rationalized by adult 

thinking. Results of this research indicated how minimization and rationalization contributed 

to a continuum of trauma as the psyche strove to resolve earlier trauma. 

Results provided evidence supporting how unresolved trauma of any kind without 

sufficient self-repair resulted in misdirected use of enormous intra-psychic energy and 

resources thereby contributing to further trauma. Comparing the results from the forgiveness 

scale assessments suggested positive changes regarding displaced anger, repressed shame, 

undeveloped creativity, inability to forgive, and lost faith had occurred. 

The powerful insights and discoveries prompted in previous engagement with 

emergents through use of the healing cloth protocol recommended its use as a dream tending 

measures for this study. The likelihood of the healing cloth constructions animating the 

study, prompting deeper emotional work, and ordering cognition through the economy and 

richness of symbols had been considered and expected. However, although the researcher 

had prior knowledge and familiarity with typologies and the Expressive Therapies  



Continuum, the exponential opening of the researcher to the power of the work proved 

astonishing, disorienting, and at times frightening. 

The power of intention appeared as a secure and safe net below the tightrope of pain 

and terror. With trust in the tensile strength of process, full immersion and connection with 

traumatic events took place. The repetition of the immersion phase, more than any other 

aspect of this study contributed to self-repair and resolution of trauma. The degree and 

frequency of synchronous and synergistic interfaces among constructs proved unexpected 

and gave pause to the presence of the numinous. The dynamic interfacing of the constructs 

and typologies supported the immersion, indicated the healing functions, and offered hope 

regarding those aspects and functions yet to emerge. The sequential and fractal nature of this 

study guided inquiry, but the power of the work in totality consumed the researcher in an 

interconnected and dynamic integration of the Self. The creative synthesis sculpture served 

as a testimony to the breath of the work and the passion enveloping the researcher’s inquiry. 

Recommendations 

Identification of psychological and medical risks present with the continuum of 

unresolved trauma warrants increased research into the phenomenon of dreams, tending 

dreams as an art intervention in self-repair from trauma, and the instinctual nature of self- 

repair. Awareness about the risks of unresolved trauma and the intensity of this research 

method prompts a recommendation for a more gradual pacing of exploration and engagement 

when replicating this study. The construction of one cloth per month would provide a more 

realistic approach and offer greater safety to the participant. 

This study adds to the professional art therapy literature on the value of tending 

dreams as one form of self-repair from trauma and in general contributes to the literature on 

dreams while offering validity for the heuristic methodology, art therapy interventions, and  
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the use of art making in self-repair from trauma. The possible success of this study lies with 

other participants and researchers facing their fears of the unknown as they deepen their 

spiritual and inner work through exploration and resolution of their trauma. 
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Appendix A 

Art Responses to Healing Cloth I 

Art Response I-2: “Transforming Flight” 
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Art Response [-4: “Bluebeard’s Keys” Art Response I-5: “Labyrinth”  



APPENDIX B 

Art Responses to Healing Cloth II 

Art Response 11-4: “Wisdom” Art Response II-5: “Rough Waters”  



APPENDIX C 

Art Responses to Healing Cloth III 

Art Response I1I-3: “Reconciliation” Art Response I11-4: “Mon Seul Desir”  



APPENDIX D 

Art Responses to Healing Cloth IV 

Art Response IV-3: “Light” Art Response IV-5: “In Service”  



APPENDIX E 

Art Responses to Healing Cloth V 

Art Response V-1: “Transformation” 
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Art Response V-4: “Birthing Nautilus” Art Response V-5: “Healing Dream”  



APPENDIX F 

Heartland Forgiveness Scales: Pre-test and Post-test Results 

Directions: In the course of our lives negative things may occur because of our own actions, 
the actions of others, or circumstances beyond our control. For some time after these events, 

we may have negative thoughts or feelings about ourselves, others, or the situation. Think 

about how you typically respond to such negative events. Next to each of the following items 
write the number (from the 7-point scale below) that best describes how you typically 

respond to the type of negative situation described. There are no right or wrong answers. 

Please be as open as possible in your answers. 

Almost always False of Me More Often False of Me More Often True of Me Almost Always True of Me 

1 2 3 4 5 6 7 
THE FIRST NUMBER REPRESENTS PRE-TEST RESULTS: THE SECOND, POST-TEST RESULTS 

01. Although I feel badly at first when I mess up, over time I can give myself some slack. 

5:6 

. 1 hold grudges against myself for negative things I’ve done. 

4:1 

. Learning from bad things that I’ve done helps me get over them. 

6:6 

. It is really hard for me to accept myself once I’ve messed up. 

4:2 

. With time I am understanding of myself for mistakes I’ve made. 

7:7 

. I don’t stop criticizing myself for negative things I’ve felt, thought, said, or done. 

6:1 

. I continue to punish a person who has done something that I think is wrong. 

51 

. With time I am understanding of others for the mistakes they’ ve made. 

3:6  



. I continue to be hard on others who have hurt me. 

6:1 

. Although others have hurt me in the past, I have eventually been able to see them as 

good people. 

4:7 

. If others mistreat me, I continue to think badly of them. 

6:1 

. When someone disappoints me, I can eventually move past it. 

2:6 

. When things go wrong for reasons that can’t be controlled, I get stuck in negative 

thought about it. 

6:2 

. With time, I can be understanding of bad circumstances in my life. 

6:7 

. If I am disappointed by uncontrollable circumstances in my life, I continue to thing 

negatively about them. 

6:2 

. I eventually make peace with bad situations in my life. 

3:7 

. It’s really hard for me to accept negative situations that aren’t anybody’s fault. 

2:1 

. Eventually I let go of negative thoughts about bad circumstances that are beyond 

anyone’s control. 

6:7 

Pre-test administered on January 7, 2010, the Post-test administered on April 7, 2010  



APPENDIX G 

Transcription of Creative Synthesis Dialogues 

In the position of Water: The Girl Cradled in the Moon and Owl Mask 

Hello girl. What are you? 

I am the energy of the lost and forgotten girl. I am like a blue rubber ball bouncing from one 

place to the next; hit around, oh I don’t know, tossed around. 

How do you feel? 

Lonely, jumbled, rushed, and tossed around. I feel unsettled, tired, and irritable except when I 
escape. I escape into rocks, leaves, dirt, and water. I am happy there, at ease, free. 

Why do you feel that way? 

Lonely or happy? It’s always a mix, I never know which way I will feel or what is going to 
happen. I feel lonely when no one listens, or when I sit in the corner, or get scolded. I get 

scolded a lot. I’ve been scolded for as long as I can remember. So I just hide inside myself. I 
don’t listen to what is going on out there. I dream things up. I draw. I read. Then I’m ok. 

What can I do to help you? 

...I’m thinking... .hmmm...you can feed me. I’m hungry. You can keep me safe. I like being 

close to the owl mother mask. She is beautiful and reminds me of everything I love in nature. 
I love her sound, close and mysterious. I want to go home. That is what you can do to help 

me, take me back home where I can eat and sleep. I can drink water and gaze at the moon. I 

want to go home. 

In the position of Wood: Rabbit and Old Man Tree (reverse side) Old Woman Tree Mask 

Hello rabbit. What are you? 

I am softness and closeness. I am proximity. I deal with space and movement. I am the body 

of senses. I am knowingness. 

How are you feeling? 

As I ever was, as I ever was. My sight does not depend on my eyes. I see the life-span 

journey. I know the fates.  



Why do you feel that way? 

Nothing can touch me. I exist outside the body. Nothing can hurt me. I will not allow pain. I 

see beyond all things. They do not exist. I know more than they do. I am safe inside the tree. 

I burrow into my safe place. I always find a safe place. 

What can I do to help you? 

Sometimes you can leave me alone. I want to be alone sometimes. You can believe in me-my 

ability to see. You can trust me. You can bring ritual of candle and incense to me. You can 

meditate. You can be still, serene, and quiet. Please. 

In the position of Fire: Photograph my Husband and I with remnant of Hetaera Mask 

Hello photograph. What are you? 

We are a couple holding down a marriage. We have done a lot of work making our 
relationship healthy and viable. We made a lot of mistakes. Considering the choices we made 

it’s a miracle we are still together, but we are. We have shed our skins many times. We are 

still growing and we are connected to the ground. We are life energy. 

How are you feeling? 

Now that you have done this study, so much better. Before we did not believe you got it-that 

Olive Girl Complex-mothering everybody, all of the time, whether they wanted it or not. Just 

a constant mother, non-descript, boring and always focused on the children. What about us? 

We feel cheated, neglected, and atrophied. We feel sad, so sad. 

Why do you feel that way? 

We have been put on the woodpile to rot. With the hands of the Hetaera cut off, she almost 

died. She is emaciated and covered in dirt and grime. We have been sorely neglected. There 

has been no one to bring feminine beauty into our marriage or lives. The Hetaera has been 

absent for you. You are like a drab little mouse without a sense of self. Even when you got 

things you hid them or cut them up minimizing their essence and beauty. 

We know now that you really did not know how to be a Hetaera, that there were many 

factors which eroded your femininity. But now it is time for us to experience romance, love, 

and delights of the senses. 

What can I do to help you? 

First of all burn all the pieces of this mask. Get rid of it. Then as soon as your coursework is 

finished, no sooner, clarify what you want? We want romance, love, intimacy on a physical 

level, both sexual and playful, relaxing touch throughout the day. We want engagement in 

the senses: music, good food without restrictions, soft, comfortable, and rich fabrics, 

lavender baths with pink French salt, and connection with the beauty and poetry of seeing in 

the present.  



You can help by wanting it too; by revaluing your own senses; by giving yourself permission 

to appreciate AND enjoy living. Go shopping for goodness sake and reinvent the Hetaera. 

Make it fun! 

In position of Metal: The halves made whole and the Mosaic Mask 

Hello darkness. What are you? 

I am your father. 

How are you feeling? 

I feel checked (checkmated). 

Why do you feel that way? 

The tables have turned. You have healed. You're aware of your self-care system. Your 
animus is now in service to your feminine. I am sandwiched between the white cloth and the 

whiteness, the light, of Mosaic Mask. 

I know. 

What can I do to help you? 

I am surprised about your asking me. You must have a lot of confidence. 

I do. I am empowered. I have boundaries. 

Yes, I feel the boundaries. But, if you are really asking, I will tell you. 

I am. Tell me. 

Well, like I said, you must have confidence because I am not use to boundaries or anyone 

telling me what to do. It’s a good thing, the fact that I have been checked. I was such an evil 

bastard riding slip-shod over everything. My actions and behavior caused a harmful self-care 

system to happen inside of you. That self-care system grew and grew and grew, eventually 
over-powering your inner masculine. I almost killed you off, you, your inner femininity, your 

marriage, and your relationship with your son. I had such rage and frustration. Even when 
you saw the size of my negative maleness you just froze up and did nothing. That was stupid 

and dangerous for you. Too bad-you lost a lot of living. 

You really are terrible. But wait, my boundaries are in place now. I am safe. I am 

strong. I am healthy. The river is big enough to contain your evilness. 

But I am alone, disoriented. I was abused.  
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I know. I am sad. I release my anger and my fear. I want to forgive. I feel there is more 

(as if the emotional and physical abuse weren’t enough!) I want to forgive you and I do 

release you. I am done. I am ready to move on. More may come forward some day, but 

regardless I live and I am safe. 

So you asked how you can help me. I can tell you. You must keep on doing your inner work. 

You are on the river. You can paddle hard or you can float. Your animus is a motor though 

and if you want, you can use that energy. Keep the motor oiled, maintained, and contained. 

Your animus is in service to you. With your animus in service to you, you can get the job 

done-whatever the job. So keep doing your inner work, maintain your boundaries. Follow the 

counsel from the other emergents. 

...I am Mosaic. I am the composite of all the pieces, known and unknown. I am the 
fragments of sharp-edged, slicing shells worn smooth by the cosmic ocean. Let go of ego, let 

go of power, forgive. You are safe. You are supported. Be whole. 

I am safe. I do forgive and know forgiveness is a process. 

In position of Earth: The Three-ringed Mandala and Zelda 

Hello Mandala and Zelda! What are you? 

I am the healing dream. I am the circle of life. I am wholeness. You know Zelda. 

How are you feeling? 

Centered, no pun intended. Full, encompassing, joyful, I hear the music of the stars. I float in 

the cosmic ocean. I feel serene, alive, present, and grateful. I feel happy. 

Why do you feel that way? 

I am at peace. I am in the present. I am filled with gratitude without measure for the results of 
this study. You have really done a lot of work. Your creative synthesis is powerful and full of 

hope. Your forgiveness of self and others released and relieved pain. I feel happy because 

you are free to create. 

What can I do to help you? 

Create art. The art never lies. 

End of transcription  


