
  

Abstract 

 

This article aims to explore the experience of textiles within the context of art 

therapy. It seeks to examine what textiles can offer to those who work creatively 

and therapeutically with the materials, how this is experienced in art therapy 

and if it offers anything different to other arts materials.  An edited adaptation of 

the my final research project, this qualitative study combines interviews with six 

trainee and qualified art therapist co-researchers who also use textiles in their 

arts practice. This was conducted alongside the self-exploration, using textile 

art making and journaling. The findings in the article demonstrate two of the four 

themes from the larger study; textiles capacity for association and relevance.  It 

describes the richness of the materials in terms of a variety of subjective 

experiences of using textiles and links with transitional phenomena and trauma 

recovery work. It highlights opportunities for further research into the subject 

and advocates for raised awareness of textiles use in art therapy.  
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Playing with Fabric: The experience of textiles in art therapy 

 

Introduction 

This article seeks to examine  

• What textiles can offer to those who work creatively and therapeutically 

with the materials. 

• How this is experienced in art therapy and if it offers anything different to 

other arts materials.   

 

The project is titled ‘Playing with fabric’ referring to Winnicotts (1971, p.56) 

theory of play, whereby “playing facilitates growth”. This research and reflection 

on textiles as a material in art therapy allows that space for facilitating growth 

towards my readiness to practice as an art therapist. Winnicott (1971) states 

that playing is always a creative experience. In locating myself delicately 

between my subjective experience of textiles and that which is objectively 

perceived; shared with others and literature, I have given myself the space to 

have a cultural experience in the “third area” (Winnicott 1971, p.138) as I work 

towards autonomy as a practitioner. Jones (2013, p.24) states, I cannot venture 

into the unknown “without renewing ties with the season of childhood, the 

season of the minds possibilities”. This study is a journey into the unknown; I do 

not have themes or a hypothesis I am looking to prove, I intend to see where 

my passion for textiles take me and what emerges from the voices of the 
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research participants. Moon (2002, 2010) advocates for questioning and 

understanding specific arts materials to fully appreciate their therapeutic 

potential, bracket biases and encourage responsive adaptation to client needs 

and preferences.  

The article begins with a review of recent literature incorporating sources from 

various therapeutic frames of reference, artists practice, general textile journals 

and Jessica Hemming’s (2012) textile anthology. The literature covers the 

themes of textiles and symbolic and metaphorical meanings, associations to 

memory, wellbeing  

• Trauma recovery work 

The article will go onto describe the methodology and results of the data 

analysis and present four key themes; textiles capacity for association, offerings 

of comfort, relevance and felt frustrations in relation to skills and lack of 

availability in art therapy. These will be critiqued and evaluated in the 

discussion. There will be recommendations for further areas of research and 

future practice.  

 

Literature review  

American clinical psychologist and textile artist, Ann Futterman Collier, offers 

the most extensive literature on the use of textiles within therapy (2012, 2011, 

2014, 2016). Her book ‘Using Textile Arts and Handcrafts in Therapy with 

Women’ (2012) covers many aspects of working with fibre therapeutically.  Her 

purpose is to review work done with women in this medium, provide therapists 
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with specific suggestions of how to use fibre arts and links to strengthen 

psychotherapy goals. Collier et al (2016) state that textiles media within art 

therapy is understudied. Moon (2010) also questions why, in a profession 

where 89% of BAAT (2016) members, including qualified and trainee art 

therapists are women, there is not more research and discussion on a topic with 

strong historical links with women.  

 

Moon (2010) classifies fibre arts as a craft form, with its characterisations of 

being functional or with purpose (Auther 2010). The categorisation of art and 

craft is widely disputed in the art world (Auther 2010, Moon 2010, Parker 1984) 

with discord between the creation of an object for function, as is traditionally 

labelled craft or symbolic, being called art. Moon (2010) cites Ulman, Kramer 

and Kwiatowska (1977) when discussing crafts place in art therapy, stating 

crafts are less emotionally demanding and lacking in self-confrontation.  Parker 

(1984) presents the hierarchical division of arts and crafts as a class issue and 

sexual categories of male/ female, with fine arts such as painting and sculpture, 

being for the privileged and men, and crafts associated to the working class and 

women. However, Collier (2012, p.14) states that the language and 

associations of textiles “naturally avail themselves to symbolically describing 

our inner psychological and outer social lives and can be used to explore key 

issues.”  
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Within Hemming’s (2012) ‘The Textile Reader’ anthology, Mitchell (1997, p.6) 

states that “making sense through the tactility of textiles has implications for 

perception in a wider sense” with their “subtle nuance and fragile pliability…as 

embodied metaphor” (Mitchell, 1997, p.11). Bristow (2011) suggests that the 

embodied, non-verbal materiality of textiles, in direct contact with the body, 

negotiates the relationship between self and others. Hamlyn (2003, p.16) 

extends this by writing that fabric “has the ability to suggest, enhance, and draw 

attention to what it covers and adorns.”  

 

Furthermore, Schneider and Weiner (1989) recognise that cloth and the range 

of decorative variations, such as the textile techniques and materials mentioned 

previously, provide an endless opportunity for communication about age, sex, 

rank, status, group membership and ideological values, stating:  

 

   “Social scientists and laypersons regularly describe society as fabric, woven 

or knit together…The softness and ultimate fragility of these materials capture 

the vulnerability of humans, whose every relationship is transient, subject to the 

degenerative processes of illness, death and decay.”  (Schneider and Weiner, 

1989,p. 2)  

 

This suggests that the language and association to textiles establishes a wide 

scope for accessibility, and the exploration of emotional issues for many people.  

Art therapist Pamela Whitaker (2014) states:  
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“Encouraging the inclusion of fabric and fibre arts within art therapy offers new 

ways of exploring stories as they are told not only through words, but through 

the rhythms of going in and out of strands of meaning”.  

 

2.2 Themes 

 

2.2.1 Symbolic and metaphorical meanings  

 

Textiles rich capacity for symbolic and metaphorical links is explored within the 

literature.  Collier (2012) expands the description of textile materials with 

symbolic associations through the language of the techniques and processes 

such as; the process of felting being a metaphor for absorption or protection 

and weaving being a process of combining elements to make a whole and also 

to contrive something i.e. weave a tale (see Appendix 1 for an adapted table of 

the contents).  Carocci (2010) examines the healing of Native American AIDs 

quilts, recognising that quilting making is not only a therapeutic process but also 

that the objects contain multiple metaphorical messages. The concept that 

quilts have unspoken links with healing, curing, wrapping and protection speaks 

to the maker and viewer.  Moxley et al (2011) write about the process of group 

quilting as providing a shared activity that unifies homeless women’s common 

experience through this joint activity.  The pieces, patched and stitched, 
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embody the restoration of daily life, and are tangible symbols for the women’s 

progress. 

 

Corkhill et al (2014, p.39) writes about knitting, suggesting “Knitting creates 

strong, resilient, flexible fabric. Therapeutic knitting seeks to create strong, 

resilient, flexible minds in the process”. Furthermore, St.Germain (2014) writes 

about making a crochet blanket, and giving it to her son during his difficulties 

with drugs and alcohol. The blanket acts as a metaphor for her love, warmth 

and prayers. Additionally she writes of the stitches be a word in a prayer 

“stitches take on the shape of your grief, swelling as your eyes do” (St.Germain, 

2014, p.23).  Expanding on this symbolic theme, Homer (2015) cites a client’s 

rich metaphorical link to the creation of a blanket in an art therapy case study. 

The client writes in her reflective journal, “the blanket has been a metaphor for 

our time together…putting the pieces of my life, of myself, together” (Homer, 

2015, p.23). Preparing for the ending of this therapy, she wrote of herself as the 

blanket: 

 

   “I can make the blanket (myself) better, but it’s an optional thing I’m left to 

myself to do. [My therapist] told me to use my sewing machine to reinforce the 

seams. How fitting, the last step is to reinforce what I’ve done.” (Homer, 2015, 

p.25)  
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Huss (2010, p.215) writes about embroidery as a “culturally embedded speech 

act’” for women in Bedouin culture, communicating “social information, status, 

and power, as well as emotional states such as mourning” (Tapper & Ingham, 

1997; Vogel, 1992 as cited by Huss, 2010, p.219).  Huss (2010) explores the 

use of symbolic and culturally relevant language (embroidery) in Western art 

therapy sessions with migrant Bedouin women as a means of integrating and 

navigating their dual cultural identities. Huss (2010) describes how through the 

concrete combination of using traditional embroidery techniques, with Western 

art materials such as silk painting, and adapting traditional designs, the women 

embody their experience of change in the arts material. In this example, 

recognising the significance of safety when working with women is paramount.  

Huss (2010, p.219) states: 

 

“indirect expressions of conflict, emotion, and power through pattern, fabric, and 

colour legitimizes the symbolic systems developed by these women. This then 

enables the women to express themselves while maintaining their safety”.  

 

As is typical of art therapy sessions, the group joined together, and provoked by 

the embroidered art objects they had created, discussed their emotional 

responses to the themes of conflict and ambivalence around their transitional, 

dual experience (Huss, 2010).  
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Artist Lindsay Obermeyer (Figure 3) parallels the knitted garment to that of a 

bond with a child, stretching, ripping, fraying, unravelling “a perpetual cycle of 

mending and loosening until death” (www.lboartstudio.com/#/pier/, no date) 

demonstrating the rich metaphorical connotations textiles materials and 

processes offer.  

 

Figure 3. Blood line (2006) Lindsay Obermeyer  (www.lboartstudio.com/#/pier/, 

no date)  
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The artist Judith Scott was a prolific user of fibre arts (Figure 4). As an artist 

with Downs Syndrome she was introduced to textile based processes at a 

community based arts workshop for people with disabilities (Morris and Higgs, 

2014). She went on to create three-dimensional objects to international acclaim, 

binding, wrapping, knotting, using twine, colour yarns and incorporating found 

objects, her signature style being “construction of densely layered, cocoon-like  

wrapped objects” (Morris and Higgs, 2014, p.33). Higgs (2014) writes of Scott’s 

processes and work as creative imagination being unlocked, her work 

demonstrating symbolically “tensions between chaos and control – between the 

bound and unbound – between what is revealed and what remains obscured” 

(Morris and Higgs, 2014, p.33). The description demonstrates the capacity the 

language around textiles has to describe internal happenings for the makers.  

Figure 4. Untitled (1988) Judith Scott  (Morris and Higgs 2014, p.53) 
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2.2.2 Associations to memory  

 

Within the literature studied, symbolism is further illustrated by what textiles can 

contain and embody as a physical material.  Stallybrass (1993, p.68) writes of 

“textile’s ability to remember size, shape and traces of the body”, its powerful 

associations with memory. He writes about children’s comforters bearing “the 

teeth marks, the grime, the bodily presence of the child…cloth that endures and 

comforts…stands in for absences and loss” (Stallybrass 1993, p.70). He goes 

on to give examples of textiles and cloth at important life transitions; death, birth, 

marriage, about the smell and the stains and the special qualities imbued in 

fabric; 

 

 “cloth can trace connections of love across the boundaries of absence, of 

death, because cloth is able to carry the absent body, memory, genealogy, as 

well as literal material value.” (Stallybrass 1993, p.74)  

 

Theoretical links with Winnicott’s (1971) transitional object are apparent, that 

which is imbued with special relationship of the primary caregiver, the inner 

experience and the “intermediate area of experiencing” (Winnicott 1971, pg.3).  

There are historical references to textiles healing and transformative nature, 

Agosin (2008) describes the arpeilleras brightly coloured patchwork cloth 

pictures, as a collective memory of the Chilean history and experiences of 

dictatorship. The hand sewn images, made from clothing of the missing and 
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deceased, were a means of women communicating and retelling their story 

during the time of oppression and sadness; with the “past and present absorbed 

in the fabric” (Agosin 2008, p.18).  

 

Junge (1999) writes from an art therapist’s perspective about mourning and 

memory, in relation to the AIDs quilts and Vietnam Veterans memorial wall. She 

links quilts to symbolism of warmth, comfort, continuity and a past, similar to 

that which Carocci (2010) mention previously. However, Junge (1999) 

describes the creation of a quilt, with personal mementos sewn into the patches 

as “mourners are making ritual memory objects to bring to the dead” (Junge, 

1999, p.200).  In a more recent study, Garlock (2016) writes about memory 

cloths and working with women who have experienced gender-based violence.  

The fabric offers a means of remembering loved ones and processing the 

trauma, holding “the story and history of the wearer embedded in the weave of 

the cloth” (Garlock, 2016, p.60). Within the article Melancholy objects, Gibson 

(2004) describes clothing as a transitional object and a means of negotiating 

holding on and letting go when dealing with grief, seeing using the item as an 

opportunity to reclaim “the remains of a life now gone’ (Gibson 2004, p.297).  

 

Within the art world, there are many artists who cite textiles association to 

memory. The year 2013 saw the curation of twenty-three textile artists by 

Lesley Miller into the exhibition ‘Cloth and Memory’.  Miller (2013, p.15) writes  
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  ‘”cloth as the silent witness to our passing through life remains evocative and 

seductive. The haptic relationship between our bodies and the textiles which 

accompany us provides an alternative language of memory, one that can be 

used by the artist to locate memory in an object, a material thing”.   

 

One of the artists, Rachel Gray (Figure 5), professes her interest in the ‘wrong’ 

side of clothing, how it is constructed, wear and tear, alterations and labels. She 

writes  

 

   “everyday, simple, humble objects have stories to tell; in frayed and worn 

edges and unravelling stitches, marks…there is evidence of life, industry and 

time passing, there is drama in a single stitch” (Gray, 2013 as cited in Miller, 

2013, p.54).   

Figure 5. Shadow Pieces (2013) Rachel Gray  (Miller, 2013, p. 54)  
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2.2.3 Textiles and wellbeing  

 

Collier (2011) conducted the first quantitative and qualitative research study 

with a multinational sample of 891 women textile handcrafters. ‘The Well-being 

of Women Who Create with Textiles: Implications for Art Therapy’ explores the 

reasons women create with fibres and whether they used this process to 

change difficult moods. Collier (2011) hypothesised that those who identified as 

a textile maker would be proficient in more than one technique. The results 

confirmed that the respondents had mastered 4.25 textile techniques with 

knitting, sewing and crochet being the top three. This information is supported 

by a prior, smaller study by Johnson and Wilson (2005) who found that their 

participants engaged in an average of 3.8 types of textile handicraft.  

 

Collier (2011) demonstrated that the women principally worked with textiles for 

enjoyment and as a means of expressing their feelings, that textile makers were 

functioning within healthy average wellbeing and they reported that “fibre 

making successfully changed their negative mood, rejuvenated them, and 

allowed them to be absorbed in an activity” (Collier, 2011, p.110). Collier, 

Wayment and Birkett (2016) has since conducted research on the ‘Impact of 

Making Textile Handcrafts of Mood Enhancement and Inflammatory Immune 

Changes’. An experimental study, consisting of a focus group of forty-seven 

experienced fibre artists, suggested that those involved in engaging and 

stimulating textile making benefitted. They propose that there are “four 
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important components for subjective well-being during art making: arousal, 

engagement, positive mood during activity, and lack of rumination” (Collier, 

Wayment and Birkett 2016, p.183) but they are uncertain as to whether the 

benefits would transfer to people with clinical disorders (Collier, Wayment and 

Birkett 2016).  

 

In the modest amount of research literature on textiles, wellbeing has been well 

researched (Collier, 2011, 2012, 2014, 2016 Reynolds, 2000, 2002, Riley, 2008, 

Kenning, 2015, Corkhill et al, 2014) and appears to be focused on art as 

therapy. Although useful to consider in terms of textiles within art therapy, a 

concern is that the majority of the participants in these studies were already 

adept, skilled and passionate about using textile techniques. Common themes 

that arise from the research include the use of textile making for emotional 

relaxation, physical relaxation, building self esteem, sense of self and identity, 

strengthening social contacts via group work and the internet, intellectual 

stimulation, engagement and a sense of ‘flow’, outside of a therapeutic space.  

 

Csikszentmihalyi’s (1990) theory of a state of flow in relation to why textiles are 

beneficial is cited in Collier (2016, 2014, 2012, 2011) Corkhill et al (2014) and 

Kenning (2015). Flow involves a sense of being absorbed in activity through 

mastery and further challenge of the technique, with people finding it to be a 

rewarding and energising state of being (Collier 2016, 2014, 2012, 2011 

Corkhill et al 2014, Kenning 2015). These discussions and research suggest 
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the modelled of art as therapy: Hill (1948) as cited by Edwards (2014, p.1) lays 

the benefit of art as therapy being by “completely engrossing the mind (as well 

as the fingers)”. Furthermore, a recent Canadian study by Bookbinder (2016) 

entitled ‘Fusion of a Community using Art Therapy in Long – Term Care’ 

presents using fusible quilting techniques in art therapy with men and women, 

the results demonstrate using the medium as psychodynamic, communicatory, 

multi-sensory, community bonding experience and a learning tool. However 

Bookbinder (2016), places the art therapy as ‘art as therapy’ approach, with 

residents and patients exercising choice and building trust through the activity 

as opposed to a way to increase personal understanding.  

 

The scope of studies reviewed here are very limited and female centric, this 

offers little variation in participant. Collier’s (2016, 2014, 2011) participants were 

recruited via yarn stores, international fibre magazines and via personal 

contacts Collier knew via the textile scene.  Respondents to Collier’s 2016 and 

2011 studies were self-selecting; mostly very well educated, white, middle aged 

or older and enthusiastic in sharing their experiences thus a limited 

demographic (Collier, Wayment and Birkett 2016, Collier, 2011). Reynolds 

(2000) qualitative study on managing depression through needlecraft only 

spoke with women who were needlecraft practitioners. Kenning (2015) used a 

snowball sampling technique, seeking specifically the views of older women 

actively involved in textile craft activities. Riley (2008) interviews and observes a 

Welsh guild of weavers, of which she was also a member, again demonstrating 
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a very socio  - cultural specific study and level of skill and interest via belonging 

to a guild.  

 

2.2.4 Trauma recovery work 

  

So far the literature I have reviewed has described the symbolism and 

metaphorical meanings of textiles and the associations to memory within the 

context of art therapy. Interestingly there is a strong base of research into 

textiles and wellbeing albeit more focused on art as therapy. However, some 

recent studies by Homer (2015) and Garlock (2016) focus attention on 

neuroscience and the sensory experience of working with fibre in art therapy, 

with clients recovering from trauma, in particular using Perry’s (2006) model of 

‘Five R’s’.  

 

Garlock (2016) associates sewing with bilateral stimulation of the right and left 

hemisphere of the brain through using two hands. This engagement of the brain, 

is also written about by Corkhill et al (2014, p.40) but with knitting, she states 

“Bilateral, coordinated movements engage more brain capacity…and appear to 

facilitate a meditative-like state more readily than unilateral movements”.  Hass 

- Cohen and Findlay (2015, p.90) state “experiences of attachment based 

trauma can hinder left and right hemisphere integration”. In their book ‘Art 

Therapy and the Neuroscience of Relationships, Creativity and Resilience’ they 

present a fabric-based attachment album, and suggest that through the 
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processes of making with glue and stitch, reparation of attachment processes 

are symbolised.   Touch activates the limbic, emotional and unconscious part of 

the brain (Hass-Cohen and Findlay 2015). Hass-Cohen and Findlay (2015) 

describe the benefits of art-mediated touch combined with verbalising its 

emotional effects, as a means of strengthening and modifying neural pathways. 

They also propose that clothes can trigger unconscious, interpersonal 

memories but inconsistently point out “the daily experience of touching the 

fabric of a beloved wool jacket, although comforting, is routine and will therefore 

not be likely to spark consciousness” (Hass – Cohen and Findlay 2015, p. 206).  

 

Perry (2006) advocates a healing model of working known as the ‘Five R’s’ with 

children whose functional capabilities have been compromised by experiences 

of neglect and abuse, resulting in abnormal neural organisation (Perry 2006).  

Homer (2015) relates fabric collage as an activity that encompasses all the 

qualities of this model citing Perry (2006) that it activates: 

  

      “a) relational (safe and nurturing), b) relevant (age appropriate yet 

developmentally matched to individual’s needs), c) repetitive (patterned and 

predictable), d) rewarding (pleasurable), and e) rhythmic (resonant with neural 

patterns and biological rhythms)” (Homer, 2015, p. 20).   

 

Homer (2015, p.22) demonstrates a useful diagram of the Five R’s model in 

relation to the fabric collage work (Figure 6) and describes working alongside 
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client ‘Veronica’ “to help her experience secure attachment, affiliation, and 

atonement”. They used particular fabric to stimulate a “sensory, pleasurable 

experience” (Homer, 2015, p.22) and rhythmic hand sewing as it was 

developmental and age appropriate. Within the article Homer (2015) also 

discusses adapting the process for a 14 year old boy in foster care, and that the 

process of fabric collage improves emotional regulation and motor skills.  

 

Figure 6. Diagram of collaborative fabric collage as an intervention (Homer, 

2015, p.22) 

 

Garlock (2016, p.60) states that “many art materials are conducive to Perry’s 

model” however, she further develops the point suggesting that story cloth 

groups in particular relate to the model by means of developing relationships, 

sharing stories, techniques and supplies, solving problems together, rhythmic 



20		

stitching, cutting, crocheting and ritual of the room preparation and cleaning 

down of the space.  

 

Landes (2012) description of a textile art therapy group of South Asians with 

diagnosis’s of schizophrenia, also fits with Perry’s model of working. Landes 

(2012) uses embroidery, a culturally relevant material. The group is brought 

together relationally to share their stories in a safe, therapeutic space. Landes 

(2012, p.230) wrote “the communal aspect of the art activity played an 

important part in allowing the group to be together”. She states “stitching 

enabled women to work at their own pace, to develop a rhythm in tune with 

them” (2012, p.230), with the canvas they worked on providing a “literal frame, 

offering a safe, contained space…allowing for the possibility of self-expression 

and development” (Landes, 2012, p.230).  Jacobs and Fornal (1999) as cited by 

Corkhill et al (2014, p.40) shared the opinion that “repetitive movements in 

animals enhance the release of serotonin” with the knitting “rhythm [being] is 

instantaneously calming” (Corkhill et al, 2014, p.40).  

 

2.3 Conclusion  

 

From this review of the literature, there is evidence that textiles may well be an 

important and safe entry point for women into art therapy, especially when 

considering cultural background  (Landes, 2012, Huss, 2010, Kalmanowitz and 

Lloyd 1999) and that if women are adept in one technique, they are likely to be 
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familiar with other textile processes.  Within the literature, the metaphorical 

richness of textiles has been demonstrated. Metaphors are extremely useful 

and well used in art therapy, through having multiple meanings and 

interpretations, they are uncertain and non confrontational. This can be useful 

for both client and therapist in building a positive rapport and looking at images 

and experiences from different perspectives (Moon, 2007) and using visual 

representations to express non-verbal nuance and transformation. The 

literature indicates that working with the transitional nature of fabric, which has 

memory embedded within the fibres, offers those who work with it a chance to 

process and re-work their experiences. This research has also highlighted a link 

between sensory experience of textiles and trauma recovery work.  

 

However, there are large gaps in the research, with the majority of the research 

being with those who are already adept, skilled and passionate about using 

textile techniques and are women. In addition the focus is on art as therapy, 

rather than as an intervention to develop self-awareness and understanding. 

From the literature review it is clear that textiles is under researched and 

underexplored in terms of art therapy and the demographic group who could 

benefit from using it.   
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Chapter 3. Methodology: 

3.1 Design of study  

 

The purpose of this research project is to explore the phenomenon of the 

experience of textiles within the context of art therapy; I am interested in why 

people, specifically art therapists in this study and myself, work creatively and 

therapeutically with textile materials, how this is experienced and if it offers 

anything different to other art materials in art therapy. Douglass and Moustakas 

(1985, p.42) state       

      “The object is not to prove or disprove the influence of one thing or another 

but rather to discover the nature of the problem or phenomenon itself and to 

explicate it as it exists to human experience.”  

 

The very nature of this research is subjective, in that there will be “multiple 

realities” (Ponterotto 2005, p.130). Every person who is involved with this 

research will have their own subjective experience, viewed through their own 

complex reality of layered meanings and interpretations (Gendlin 1962). As 

Smedslund (2012) suggests, I am of the opinion that I cannot know before the 

project what I will want, think, feel and do in a given situation, but only that I will 

always want, think and feel. I am open and interested as to what will appear 

through the process of exploring, searching, discovering and investigating the 

research topic.  
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Viewing reality through the paradigm of subjectivity is known in philosophical 

terms as relativism. McLeod (2011, p.45) states “what counts as ‘knowledge’ 

will depend on the culture or social group within which the knowledge claim in 

made.” At the other end of the scale are those who view the world through a 

realist stance with the belief that there is a single objective reality and definitive 

answers can be found (Harper and Thompson 2012, McLeod 2001, 2011, 

Ponterotto 2005, Willig 2013). Ontologically, Ponterotto (2005, p.130) defines 

this position as positivist with “one true reality that is apprehendable, identifiable, 

and measurable”.   

 

This study is taking the relativist ontological paradigm approach, seeking 

multiple meanings by which “to understand the world in which [I] they live and 

work” (Creswell, 2014, p.8). I perceive the world completely differently to other 

people, due to my experiences and background and with this I create and 

construct my own meanings and reality (Burr 1995, Fransella, 1995).  As I begin 

this research, I am not looking to prove a hypothesis, or find a cumulative 

answer to the topic I have chosen, as I don’t believe there are definitive 

answers to such a query. I hold the stance that experience in it’s very nature is 

complex, ever changing and cannot be kept linear, but is an “aspect of human 

living that is constant” (Polanyi 1958, p.15) yet “whatever way it may already be 

symbolised, it also provides the possibility for very many other symbolisations to 

occur” (Polanyi 1958, p.28). This could also be defined as a humanistic view of 
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reality, collectively and individually using the knowledge and experience we 

have to construct the world and reality we live in (McLeod, 2001, 2011). The 

challenges of this study lie in attempting to understand and portray these 

human experiences in a valid and robust way.  

 

From this perspective, I position my research within the constructivist/ 

interpretivist epistemology, with a feminist axiology “increasing consciousness 

about issues of power and oppression” (Morrow 2005, p253).  Qualitative 

research, likened metaphorically by Creswell (2007, p.42) to “intricate 

fabric…not explained easily or simply” assumes that “reality is constructed” 

(McLeod 2001, p.7). Qualitative research appears to be a natural choice as a 

trainee art therapist, with its “emphasis on understanding experience…[it] 

embraces the concept of emergence…[and] allows us to be receptive to change” 

(Sexton and Griffin 1997, p.159).   

 

I will be using an instrumental mode of research, drawing on a variety of 

qualitative methods, but with overarching theoretical commitment (Madill and 

Gough 2008) to Moustakas (1990, p.9) heuristic methodology “to discover”.  

Qualitative methods can be open ended, descriptive, flexible and reflexive in 

their search for meanings and lived experience (Madill and Gough 2008, 

McLeod 2011, Moustakas 1990, 1994, Saratantakos 2005), the goal being to 

becoming “a knower” (McLeod 2001, p.6) with “the data we gather grounded in 

subjectivity” (Morrow 2005, p.254). In contrast, positivist and post positivist 
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research paradigms within quantitative methodologies, with narrow, pragmatic 

focuses with no consideration for feelings, expectations and emotional values, 

would not be suited to this study (Ponterotto 2005).  

 

Heuristic’s aim is to develop understanding of a particular phenomenon 

(Moustakas 1990) in this case the study seeks to understand experience of 

textiles within the context of art therapy. The aim of phenomenology within 

qualitative research methods, strives to describe the essence of an experience 

(Creswell 2014, McLeod 2001, Willig 2013) to arrive at an understanding of the 

fundamental formation of the phenomenon. Creswell (2014 p.185) states 

“researcher is key” in qualitative research, through the preparation, 

interpretation and presentation of the study. However, some phenomenological 

methods require a withdrawal of the researcher from the research subject. 

While acknowledging bias, they are to bracket off the everyday understanding 

and judgement of the subject (Douglass and Moustakas 1985, McLeod 2011, 

Moustakas 1994, Ponterotto 2005).  

 

Heuristics value and emphasise reference of the internal frame and the 

recognition, and use of this in research (Moustakas, 1990). With the topic being 

one I have a “personal attachment” (Gilroy 2006, p.102) to, my interpretations 

will be shaped by my own experiences and background (Crotty 1998, as cited 

by Creswell 2014, p.9). As I am working within a relativist paradigm and 

carrying out qualitative research, it will be essential to reflect and acknowledge 
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the construction of my own knowledge in a reflexive and clear manner 

throughout the study (J. McLeod, 2011, Gilroy, 2006).  I intend to utilise the 

personal exploration as a means to generate insight and interpretations, 

accounting for the personal elements but also considering the bigger picture 

(Finlay 2002). 

 

Douglass and Moustakas (1985, p.43) state “Phenomenology ends with the 

essence of experience; heuristics retains the essence of the person in 

experience.”  I wanted to make use of “self dialogue” (Moustakas 1990, p.16) as 

a source of data, to increase the depth of study and develop my self-awareness 

and knowledge (Moustakas 1990). Polanyi (1958) suggests that the creative, 

heuristic enquiry causes an irrevocable change to the way one sees the world. I 

felt this will add validity and reasoning to the project, and is useful as self-

development, being able to reflect and review practice (HCPC, 2013) as I work 

towards qualifying as an art therapist.  I do not want to ask to explore others, if I 

am not willing to look at and develop my understanding of my own, personal 

experience of textiles.  Lyotard (1993) as cited by Jones (2013) argues that one 

cannot truly ask a question, without being open and able to scrutinise that 

question within themselves.  

 

Moustakas (1990) heuristic inquiry has six phases: initial engagement, 

immersion, incubation, illumination, explication and creative synthesis.  Price 

and Loewenthal (2007, p.84) state that the “phases should be regarded as 
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abstract…allowing the researcher to move from one to another with ease”. 

Moustakas (1990) writes that the process cannot be hurried, however, I will be 

bricolaging in other methods to account for the restricted times frame of this 

project. The bricoleur researcher can be seen as a “maker of quilts” (Denzin 

and Lincoln 2003, p.5) that pieces together different methods, tools and 

techniques “a multi skilled individual who assembles the tools and materials 

necessary to get the job done” (McLeod 2001, p.120); this will be my approach.  

 

I am keen to include between 6 and 8 “co-researchers” (Moustakas 1990, p.47) 

to add vitality, validity and depth to the study.  I value the viewpoint of others 

and I am interested to hear what they have to say and want to retain their voice 

throughout the study. Poterotto (2005, p.131) states  

 

“reality is socially constructed and, therefore, the dynamic interaction between 

researcher and participant is central to capturing and describing the ‘lived 

experience’’.   

 

Co – researchers, in line with feminist ideology, will be collaborators, with 

involvement and agency (Morrow 2005, Etherington 2004).  

 

As a trainee art therapist it feels essential that art making is part of the research, 

it being the promoted means of communications and our area of expertise 

within the therapeutic world. This adds a different source of experience and 
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potential understanding, as Gilroy (2006) states multiple sources of textual, oral 

and visual data integrated supports more robust and credible research, as long 

as it is done with transparency and is replicable. Moon (2002, p.163) suggests 

“authenticity as an art therapist is most profoundly lived through our 

commitment to our own meaningful and developed art making”. This is also 

inline with the HCPC (2013) Standards of Proficiency (SOPs), in particular 

Standard 13; “Understand the key concepts of the knowledge base relevant to 

their profession”.  McNiff (1998a, p.61), puts forward a strong case for heuristics 

enquiry, coupled with arts based research as a means of increasing validity, 

stating the: 

 

   “researcher has directly experienced the process being investigated…artist-

researchers will offer accounts of the inner and transformative forces which are 

the basis of the creative arts therapies discipline”.   

 

 Strauss (1962, p.22) writes “art lies half way between scientific knowledge and 

mythical or magical thought”. Using art-based research is a means of 

encapsulating the unknowable “providing the tension between what can and 

cannot be known” (McNiff 1998a, p.31) and provides accelerated access to the 

“tacit dimension” (Moustakas 1990, p.29). I feel that this approach will add a 

different element, and greater depth to understanding the experience of using 

the art materials, in this case, textiles and how they affect us.  
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Moustakas (1990) advocates the use of tacit knowing and intuition. Operating 

“behind the scenes” (Douglass and Moustakas 1985, p.49) within the heuristic 

process, using indwelling and focus as a means of illuminating new ideas and 

understanding. Art making provides this space. Jones (2013, p.16) states “to 

work without knowing where one is going…is a necessary of creation: of the 

generation of difference rather than reproduction of the same”, inline with the 

open nature of the relativist ontological paradigm.  My artwork will use textile 

materials and I will keep a personal reflective journal, as part of, and in 

response to, the research process. This will aid reflexivity, and help facilitate 

awareness of how the decisions I make and how the relationship I have to the 

subject impact on the research (Etherington 2004).  McNiff (1998a) states that 

art – based research involves reflection on the combination of the mental 

motivations, themes and unconscious images that become apparent through 

the process of using the arts materials. I will request that co-researchers make 

a piece of textile art and document their experience before, during and at 

completion, which we will discuss in the interview, using the art making as a 

“means of generating data” (Gilroy 2006, p.98). This focus on the textile making 

experience allows for a comprehension through our senses (Arnheim 1954, 

1980). My intention is that through the focus and attunement with the process of 

creative making with textiles materials, we shall develop “new frontiers of 

understanding” (McNiff 1998, p.47).  
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3.2 Roles 

 

Within the research, both the co-researchers and myself will be working from an 

insiders’ perspective. As well as being the “primary investigator” (Moustakas 

1990, p.46), I am also a trainee art therapist and a textile artist. The co-

researchers have roles as either qualified or trainee art therapists and textile 

artists. This suits Moustakas (1990, p.14) theory that the “investigator must 

have had a direct, personal encounter with the phenomenon being investigated”. 

Merton (1972) as cited by Hellawell (2006, p.484) defines an insider as “an 

individual who possesses a priori intimate knowledge of the community”. I will 

approach trainees in other year groups as participants, rather than my cohort 

who could be considered too “backyard” (Creswell 2014, p.188). Dwyer and 

Buckle (2009, p.8) state that an insider perspective yields openness but to 

acknowledge that the researchers “perceptions maybe clouded by…personal 

experience”. Furthermore, this can present the problems of closeness and 

distance from the co-researchers in terms of disclosure and transparency (Flick, 

2009).  It will however mean that there is less of a division between interviewer 

and interviewee, encouraging collaboration and a non-hierarchal approach.  

 

My positioning and interest in the subject is imperative to acknowledge and 

work with as my role as insider researcher.  My main art media of choice is 

textiles, I consciously moved into that sphere around the age of 16. I have a 

passion for textiles, with an educational back ground in the subject, having 
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trained at university and taught it at secondary school and college level. Moon 

(2002, p.179) states “Owning our biases for particular materials is probably the 

most effective way of keeping our coercive potentials in check”. This is useful to 

acknowledge in terms of my role as an art therapist, but also in order to 

acknowledge the potential of personal bias, as associated with an insider role. I 

need to be aware of this for all co-researchers, as all are textile artists and art 

therapists, therefore they too will have a predisposition for the textile material. It 

will be key to keep reflexive throughout the process (Dwyer and Buckle, 2009). 

Reflexivity is a key part of heuristic methodology, in that personal experience 

and the self is a main tool of inquiry.  Raising self-awareness and bringing 

consciousness to the research is also an instrumental factor within feminist 

methodologies (Etherington 2004 ).  

 

Within the research I may refer to the co-researchers and myself either 

separately or as a collective of researchers.  

 

3.3 Sample 

 

3.3.1 Sample approach 

 

The research population for this project is qualified and trainee art therapists 

who also use textiles in their arts practice. Inline with the constructivist 

paradigm, and as an insider, I knew the sample would be small and purposive 
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(Braud and Anderson 1998, Denzin and Lincoln 2000). I have used a single 

stage sampling procedure to recruit qualified art therapists (Creswell, 2014). I 

was able to identify names to contact within the art therapy profession and 

contact them directly via email. The email was worded slightly differently for 

each participant I approached (see Appendix 2), as to make it personal and I 

attached and information sheet about the study (see Appendix 3) and a consent 

form (see Appendix 4).  

 

My first step when identifying the names within the profession was to Google 

‘Art Psychotherapist / therapist / Textiles artist’. This gave me one contact to 

approach. It also lead me onto an information about a workshop run by 

Northern Ireland Group for Art as Therapy (NIGAT) focused on textiles in art 

therapy and I was able to contact the facilitator. With insider knowledge I was 

able to identify a co-researcher who had previously graduated from my course. 

Through reading published work on textiles in art therapy, I web searched the 

authors and was able to contact them directly. I also visited an art therapists’ 

group exhibition locally and contacted one of the exhibitors who used textiles in 

her artwork. At a later date, one of the co-researcher highlighted another 

suitable member of the research population who I then contacted in a “snowball” 

(McLeod 2003, Braud and Anderson 1998) manner.  

 

I used ‘word of mouth’ (Braud and Anderson 1998) and convenience to make 

contact with trainees in other years. Through placement and professional 
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meetings I had made contacts with students from years one and two, who 

introduced me to members of their respective years who work with textiles via 

email. I also utilised the ‘snowball’ technique when emailing contacts at both the 

national and local BAAT who then sent an advertisement out in their respective 

email news bulletin (see Appendix 5). I had one response from this particular 

approach, but by this time I had enough co-researchers so did not include them 

in the study.  

 

3.3.2 Participants  

 

In total, I contacted six qualified art therapists, I heard back from five of them 

and four have agreed to be in the study.  I contacted four trainees but I chose to 

only speak with the first two who got back to me, one from each year, due to 

time constraints. Moustakas (1990, p.47) suggests up to as many as “10 – 15 

co-researchers”, however due to limited time, I felt a sample of 7 researchers in 

total, including myself, would provide a sufficient variety of experiences. All of 

the co-researchers are women, which is a suitable, small but representative 

sample in art therapy as a ‘women’s profession’ (Hogan 2012, p.75). All 

researchers range in age from 29 to 56 years. In terms of ethnicity, three  

(including myself) classify them selves as white British, one as English/ 

Brazilian, one as Caucasian Canadian, one as white Anglo Irish and one as 

Canadian, Irish and British. Five are based in England (this includes all three 

unqualified) and one in Ireland and one in Canada. I have given each of them a 
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pseudonym throughout the study for confidentiality reasons, in line with BAAT 

Code of Ethics (2014) and the Data Protection act (1998). Sarah is in year one 

of her master’s degree (MA) in art psychotherapy at the University of South 

Wales (USW) and Kiz in year two. Poppy is a qualified art therapist with 25 

years experience, Alice with 1 and half years, Felicity and Sue have both been 

qualified for 24 years. Felicity and Alice call them selves art psychotherapists 

and were trained in the U.K, Poppy and Sue call themselves art therapists and 

both trained in Canada. 

 

3.4 Ethics 

 

As I am using human co- researchers in the study I needed to consider the 

ethics of the inquiry so as to minimise risk of harm (Fontana and Frey 2003, 

McLeod 2003, 2011). Israel and Hay (2006) as cited by Creswell (2014, p.92) 

state “Researchers need to protect their research participants; develop a trust 

with them; promote integrity of research; guard against misconduct and 

impropriety”.  This is in line with the HCPC SOPs (2013), and Standards of 

Conduct, Performance and Ethics (www.hcpc-

uk.org/assets/documents/10004EDFStandardsofconduct,performanceandethics

.pdf, no date), BAAT Code of Ethics (2014) and USW Code of Practice for 

Research Students (2015).  In particular HCPC SOPs 2: “be able to practise 

within the legal and ethical boundaries of their profession.” (2013)  
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I submitted a low risk research ethics form (see Appendix 6) to the USW Ethics 

committee, which was approved.  Due to the nature of co-researchers I will be 

working with being qualified art therapists, or trainee art therapists, not being 

vulnerable or dependant on others they are deemed low risk and therefore 

informed consent will not be compromised. The issues be studied are not 

classified as sensitive and unlikely that any psychological stress or anxiety 

could arise from them, so are deemed low risk.  Alongside the ethics form, I 

submitted a risk assessment (see Appendix 7).  

 

In line with the ethics form and risk assessment, I prepared an information page 

about the study (revisit Appendix 3). As stated previously, this was sent out to 

participants in the initial email contact.  It contained clear, relevant information 

about the research project, including purpose, interview schedule and contact 

details for my dissertation supervisor. It also highlighted the possible risk and 

sign posted co-researchers to personal therapy, supervision or friends and 

family, for any issues that may surface to ensure they knew where to access 

support.  

 

I sent out a consent form (revisit Appendix 4) to gain informed, explicit, written 

consent inline with BAAT Code of Ethics (2014). Co-researchers were informed 

that their input will be anonymised within the project and that data, which 

included interviews, recording of the interviews and photographs of artwork 

made in preparation for the interview, would be stored securely. I used a pin 
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encrypted hard drive for this purpose. The co-researchers were informed of 

their right to withdraw consent up to the 31st January 2017  and told all research 

data will be deleted 6 months after the completion of the study, in line with the 

Data Protection act (1998).  

 

As a participant in the research myself, with the autobiographical nature of 

heuristics research, I will need to be aware of self-care throughout the project.  I 

will be in personal therapy for the duration of the study, and will utilise my 

university dissertation supervisor if needed.  

 

3.5 Data Collection Methods 

 

3.5.1 Data Collection Rationale  

 

Moustakas (1990, p.46) suggests data be collected through “extended 

interviews…not ruled by the clock” to be the most  “consistent with the rhythm 

and flow of heuristic exploration” (Moustakas 1990, p.47). Fontana and Frey 

(2003, p.62) state “interviews are one the most common and powerful ways in 

which we try to understand our fellow human beings”, yielding a lot of data 

quickly. However, it should be recognised that they are time consuming to 

analyse and may not always produce useful data due to trust between 

interviewer and interviewee and unskilled interview questioning (Marshall and 

Rossman 2016).  Due to time limitations, I have opted to use a semi structured 



37		

interview method (McLeod, 2011) allowing for up to one hour; “a conversation 

with a purpose” as described by Smith, Flowers and Larkin (2009, p.57). 

According to Denscombe (1998) semi-structured and unstructured interviews 

are on a continuum, with interviews naturally sliding back and forth, allowing 

space for interviewees to express their own thoughts as opposed to structured 

interviews with little flexibility and overlooking “the emotional dimension” 

(Fontana and Frey 2003, p.70).  

 

I have prepared six questions, with four extra for those with relevant, client work, 

experience (see Appendix 3, p.139). They are designed to explore the co-

researchers historical and therapeutic experience of textiles and are open 

ended, which is consistent with the interpretivist / constructivist paradigm in 

which I am working (Williamson et al 2002). I piloted the interview on a fellow 

student to refine the wording of the questions and to ensure they were 

understandable (Marshall and Rossman 2016). Moustakas (1990) advocates 

for “co-operative sharing with co-researchers” (Moustakas 1990, p.47) however, 

Fontana and Frey (2003) highlight issues around getting into genuine 

conversation. I will be interviewing myself as part of the heuristic process and 

when interviewing the co-researchers, I will be taking a non-hierarchical stance 

within the interview dynamic (Pamphilon, 2002), empowering them “to respond 

comfortably, accurately and comprehensively” (Moustakas 1990, p. 48) whilst 

being mindful that I want to be listening more than talking (Smith, Flowers and 

Larkin 2009, Marshall and Rossman 2016). The interview outline was included 
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in the information about the study (revisit Appendix 3) which was given to co-

researchers in the initial contact via email, giving them time to consider their 

thoughts and feelings around the subject and help with their decision to 

participate.   

 

I will transcribe the interviews verbatim, in line with Moustakas (1990) 

methodology. Tilley (2003) states that doing the transcriptions myself is an 

advantage, as I will be making the transcription decisions on how the verbal is 

represented in text. However, it is to be acknowledged that is it a representation 

of an event, not the event itself. If time limits had allowed, I would have followed 

Marshall and Rossmans’ (2016, p.209) advice to share the transcriptions with 

the co-researchers to ensure it captured “their meaning and intent”. 

 

3.5.2 Data Collection Procedures  

 

I interviewed myself first, at home. This was a useful method of immersing 

myself in the experience before working with the co-researchers. Three of the 

co-researchers interviews were conducted in person, as a preferred method to 

establish a rapport. The interview took place at locations chosen by the co-

researchers for convenience; one at their home, one in a café and one in the art 

therapy room at the hospital they work, privacy was discussed when arranging. 

Where not possible, due to location, Internet video calls were used, however I 

recognised that this was perhaps more difficult to build a relationship (Fontana 
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and Frey 2003). The interviews occurred between the 22nd of November 2016 

and the 10th February 2017 and were audio recorded by computer and phone, 

which was stored on pin encrypted memory stick, as described the ethics 

section.  

 

Alongside the interview data, I collected photographic evidence of textiles 

artwork made in preparation for the interview either taking the photograph 

myself if we met in person or the co-researcher emailed it after the interview. 

This was not for analysis, but rather letting the fibre arts images  “provide a 

record” of the experience (Payne 1993, p. 92) and used to “amplify exploration 

of [the] topic” (Gilroy 2006, p.103). I also utilised my personal reflective diary 

after the interviews and own art making continually throughout the process of 

the data collection; this was used it as a reflective tool.  

 

3.6 Approaches to Data Analysis 

 

Analysis of the data will happen during a phase of illumination when  “conscious 

awareness of qualities and a clustering of qualities into themes” (Moustakas 

1990, p. 29). Marshall and Rossman (2016, p.214) state “Qualitative data 

analysis is a search for general statements about relationships and underlying 

themes”. McLeod (2011, p145) clarifies a “theme is a reoccurring pattern which 

conveys something significant”. Moustakas (1990, p.51) offers an outline guide 

to the analysis of the data, however he advocates “timeless emersion”. As I 
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have time constraints and as a first time researcher, I feel I need to follow a 

manageable structure.  I considered using grounded theory thematic analysis 

(Strauss and Corbin 1998, McLeod 2001) for the interviews as it compliments 

Moustakas (1990) as an immersive, exploratory experience for the researcher 

(McLeod, 2001). However I was concerned that I had done a lot of reading prior 

to the analysis, which went against the methodology, so I felt this approach 

would already be compromised by my actions.  

 

I intend to use Smith, Flowers and Larkin’s (2009) approach of Interpretative 

Phenomenological Analysis (IPA) process for analysing the interview data. IPA 

fits within the relativist paradigm, with a “heuristic framework” (Smith, Flowers 

and Larkin 2009, p.80) due to its expansive nature of generating data. Similarly 

to Moustakas (1990), Smith, Flowers and Larkin (2009, p.80) stress that 

“analysis is a joint product of participant and the analyst” with a focus on 

“flexible thinking, processes of reduction, expansion, revision, creativity and 

innovation” (Smith, Flowers and Larkin 2009, p.81).  
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Chapter 4. Results 

4.1 Introduction  

 

This chapter describes the process of analysis and the results of the data on a 

thematic basis; it will be “comprehensive, systematic and persuasive” (Smith, 

Flowers and Larkin 2009, p.109). From the data, there were four superordinate 

themes (Smith, Flowers and Larkin 2009) that emerged: Textiles capacity for 

association, offerings of comfort, relevance and felt frustrations. I will 

demonstrate how the themes emerged in detail and my journey to the results 

with “verbatim examples” (Moustakas 1990, p.54), providing a “methodological 

log of research decisions” (Finlay 2002, p.223) to increase the accountability 

and credibility of the research.  

 

4.2 Results analysis procedure 

 

Taking inspiration and guidance from IPA (Smith, Flowers and Larkin 2009) and 

combining it with elements of Moustakas’ heuristics, I did “not derive from 

following a procedural recipe book” (McLeod 2001, p.160). I have been creative 

yet consistent in my approach, by constructing my process from different 

methodologies in more of a bricoloeur style. I have found myself collecting data 

and analysing simultaneously, as I started analysis of interviews whilst I still had 

other co-researchers to interview. McLeod (2001, p141) states that within 
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qualitative research “the researcher is a person continually engaged in sense-

making and finding meaning”, even whilst writing this chapter I am still engaging 

in reflection and processing of the information. Lincoln (1990, p.71) states 

“uncertainty, flux, transformation, [are] hallmarks of the [constructivist] paradigm 

itself”.   

 

Below is a description of my actions below using the framework of the IPA steps 

(sourced from Smith, Flowers and Larkin 2009, p.82 - 101) 

 

1. Reading and re-reading.  

 

I combined this stage with transcribing of the interview (examples in Appendix 8 

and 20). After transcribing, I listened again to the interview and made textile 

artwork at the same time to try to gain “knowledge of the individual participant’s 

experience as a whole” (Moustakas 1990, p.51). The art making was used as a 

means of connecting with the textile experience, immersing myself in the 

experience and enhancing tacit knowledge and intuition. This always took place 

in my studio, where I keep my art materials. However, I brought in extra 

equipment and materials dependent on the process I was planning to use, 

which was informed by the interview.   
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Example stages (using Poppy) of what I did when reading and re-reading: 

Interview length: 66.29 minutes.  

• Transcribing 

 

Figure 7.   Personal artwork (Poppy’s interview).  

• I made artwork whilst listening to interview again on headphones 

(Figure 7) for 66.29 minutes.   Took a tea towel from the kitchen to 
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work with after being inspired by content of the interview about 

domesticity and materials being available in the home.  

 

• After making the artwork, I noted down any emergent themes or 

reflections I had during the process in my journal. Example:  

 

28th January 2017. Listening back to the recording and making something – felt 

it had to do with a vessel of some sort, to offer something useful also these links 

and chains (in the work) became a shape in my head – wondering about an 

expanding vision? Urge to paint after and use my body in response to these 

shapes. Textiles go large? Binding and incorporating other objects – expanding  

- not fixed – new territories. LOOPS dens, cocoons, shelters, environment, 

warmth, cosy, holding, eggs, womb.  

 

     2. Init ial noting 

 

I then read over the transcription of the interview three times, allowing me to 

engage in “deep data analysis” (Smith, Flowers and Larkin 2009, p.84).  Using 

IPA guidance, I decided to focus on re-reading all the transcript three times and 

use different coloured pens to underline anything that seemed important and 

noting why in the margin (Smith, Flowers and Larkin 2009, p.91) (see Appendix 

8 and 20). I considered and trialled using the IPA suggestion to interpret 

descriptive comments, linguistic comments and conceptual comments (Smith, 
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Flowers and Larkin 2009, p.84). It was useful to trial as an initial step for my 

engagement with reading, however, I felt that the essence of the interviews 

could be lost with such a pragmatic and rigid approach to the content.  

Moustakas (1990, p.21) explains “Intuition makes immediate knowledge 

possible without the intervening steps of logic and reasoning”. I allowed myself, 

as my confidence increased to sense clues and notice patterns emerging, to 

help illuminate a “conscious awareness of qualities” (Moustakas 1990, p. 29).  

 

     3. Developing emergent themes 

    4. Searching for connections across emergent themes 

    5. Moving onto the next case 

 

At this point I strayed from the structure of the IPA guidance unconsciously, 

using my own tacit knowledge to develop a means of inductively generating and 

collating the information and combining the above 3,4,5 steps of the IPA 

method.  

 

• After re-reading the interview three times, I compiled a rough list of 

important elements from the margins (see Appendix 9) of the interview 

transcripts.  
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• I then condensed this into a visual A3 mind map (Figure 8) “identifying 

the qualities and themes manifested in the data”  (Moustakas 1990, p.51).  

Figure 8. A3 Mind-map (Poppy’s interview)  

 

• I used this mind map, to construct the “individual depiction” (Moustakas 

1990, p.51) retaining the language and voice of the co-researcher by 

using their words to write a summary (Figure 9). This could also be 

likened to what Davis (2003, p.99) calls a “research portrait”, which 

seeks to balance aspects of the participants voice, themes, context and 

relationship with interviewer. When writing the portraits, I revisited the 

interview transcripts, co- researchers artwork, my personal artwork, 

journal notes and mind map throughout to retain validity of the 

experience (Moustakas, 1990).  I proceeded to enlarged or embolden 
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certain words or statements that I felt were important in relation to 

emergent themes in the literature or that had been emphasised in the 

interview process. I repeated this process with each co-researcher and 

myself. See Appendix 10, 11,12,13,14 and 15.  

 

It is important to acknowledge at this point, IPA’s theoretical underpinning of 

hermeneutics “theory of interpretation” (Flowers, Larkin and Smith 2009, 

p.21). I recognise that my interpretation of the interviews, and then 

construction of that data into the portrait involves exact grammatical 

interpretation. Alongside this, it involves my psychological interpretations of 

the data, considering the wider context of where I am placed in the research 

having done other interviews, wider reading, reflection, art making and my 

general bias concerning textiles (Flowers, Larkin and Smith 2009). Multiple 

interpretations are considered in line with the constructivist epistemology. 

Sexton and Griffin (1997) argue for a hermeneutics that allows multiple 

realities  (Sexton and Griffin 1997) placing my interpretation of the interviews 

as no more valid than the co-researchers but as an opportunity to “offer 

meaningful insight which exceeds and subsume the explicit claims”  

(Flowers, Larkin and Smith 2009, p.23) of the co-researchers.  
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Figure 9. Poppy’s portrait.  
 
Fibre	arts	is	not	a	traditional	art	therapy	media	 ‘paint	and	paper…the	
usual’,	we	need	a	new	vocabulary,	with	more	options,	more	
choice,	 more	 possibilities,	 adaptability	 and	 versatility.	 The	 more	
familiar	we	are	with	different	materials,	the	more	we	have	to	
offer	 somebody	‘just	right	for	somebody	or	a	particular	situation’.	There	are	
so	many	 possibilities	for	 art	 therapists,	 textiles	 are	 one,	 but	
dance,	 movement,	 natural	 materials	 as	 well.	 	Art	 history	 is	 a	
major	 component	 art	 therapists	 should	 be	 using	 if	 they	 are	
comfortable	to,	seeing	how	artists	use	materials,	demonstrating	
this	with	 imagery	 in	 the	 therapeutic	 space.	This	helps	 to	break	
norms	and	gender	divides	around	textile	work.	 	Images	 inspire,	 ‘the	
room	has	 a	 beginning,	 it	 has	 an	environment’.	 	Textiles	 can	
come	 into	 the	 space	 by	 being	 on	 offer,	 readily	 available	 and	 easily	
accessible.	Example	 of	 textile	 art	work	 are	useful	 too,	 this	 could	be	
clothes	the	therapist	is	wearing,	or	by	creating	the	space,	drapes,	cosy	
cushions,	 interactive	 chairs,	 unusual	 sculptures,	 large	 scale	 textile	

pieces…’to	 get	 people…happening’.	 Textiles	 are	 relevant,	
accessible,	safe	‘it’s	part	of	daily	 life’,	 can	be	taken	home,	be	
functional,	 blend	 in,	 worked	 on	 in	 public	 spaces,	 create	 personal	
boundaries,	 connect	 with	 family	 members,	 be	 useful	 i.e.	 if	 your	
homeless,	it	can	be	portable,	mark	clothing,	‘why	paper?’	A	blanket	
could	be	tucked	in	to	a	bed.	Textile	items	can	‘be	used	in	their	home,	
it’s	on	their	body,	it’s	intrinsically	part	of	daily	 life,	
movement,	 your	 soaked	 into	 it,	 imprinted	 into	 it.	 And	 it’s	
durable.’	Textiles	can	be	supportive	and	assist	 in	 normal	
life,	where	there	is	more	risk	of	trauma	re-enactment	than	in	the	art	
therapy	 setting.	 A	 tool,	 joining	 of	 people	 and	 have	 cultural	
relevance.	 	 Percussive	 elements	 through	 scrunching,	 throwing,	
banging.	Rhythmic	work	in	knitting,	peg	loom	weaving.	Used	to	create	
nests,	shelters,	and	tents	and	support	dance	and	movement.		Textiles	
can	be	self-soothing,	through	rubbing,	holding,	offering	comfort	and	
also	 assist	 in	 focussing	 attention.	 They	 can	 be	 versatile,	 immersive	
and	interactive;	they	connect.		
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The next step was to email the portrait to the co-researcher “for affirmation of 

it’s comprehensiveness and accuracy” (Moustakas 1990, p.51) and also as a 

method of triangulation and gain more than one perspective on the data 

(Sexton and Griffin 1997).  I sent each co-researcher an email (see Appendix 

15) asking for their feedback on the portrait. Of the six co-researchers; Kiz 

asked for a particular sentence to be deleted, Sue made some minor changes 

to spelling and deleted a word, and three co-researchers replied that they were 

happy with the presentation of their voices. However, Felicity wanted to rework 

the document, choosing which words to embolden her self as a means of 

highlighting what she felt was important within the portrait. This was a very 

interesting process of cross-referencing our interpretation of the interviews. 

Felicity informed me that she had made the adjustments to the unedited (no 

enlarged or embolden text) version of the portrait, which I had emailed her 

when she told me she wanted to make changes. This meant that she was not 

as influenced by what I had done. Felicity’s edited portraits can be seen in 

Figures 10, I have underlined in orange the words/ sentences I highlighted. It 

demonstrates the shared understanding and validity in the high crossover of the 

words that we had both chosen to highlight, including those that are referenced 

in the results.  
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Figure 10. Felicity’s reworked portrait. 
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6. Looking for patterns across cases.  

 

As I moved onto this stage, the first step I took was to surround myself with all 

the research data – the portraits, mind maps and artwork from all the co-

researchers and myself (Figure 11).   

Figure 11. Research data.  

I followed the subsequent 7 stages to start to identify the themes across the 

researchers:  

 

1. I put together a rough document of the main mind map points (Figure 12). 

I realised that the interviews covered a vast amount of information and 

topics. It was helpful here to return to the original question for the 

research study and think about what textiles offer and the experience of 

them within art therapy.  
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Figure 12. Stage 1. Looking for patterns across the data.  

 

2. I then created a second document (Figure 13) pulling out the key words 

in the mind maps in relation to the question. 

Figure 13. Stage 2 and 4. Looking for patterns across the data.  
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3. Third document was a rough division into themes I was noticing (Figure 

14) 

Figure 14. Stage 3. Looking for patterns across the data.  

 

4. I then colour coded these themes and went back to the second 

document in stage 2 (Figure 13) underlining the words thematically.  

 

At this point, I realised I was working with the mind maps, and had forgotten the 

portraits. This felt crucial to address, as this was the essence that the co-

researcher had validated and therefore where they felt their voice was present.  

 

5. From reading through the portraits again and revisiting the themes in 

stage 3. I compiled a more definitive list of four themes to concentrate on 

(Figure 15). These would be what Smith, Flowers and Larkin (2009, p.97) 
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define the “superordinate” themes, which “bring together a series of 

clearly related other themes”.    

 

Figure 15. Working document for subordinate themes.  
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6. I then colour coded them and then went over each of the portraits using 

the relative colours for each theme and noted in the corner a word I 

thought summed up the general theme of the portrait (Figure 16).  

 

Figure 16. Poppy’s portrait thematically coloured.  
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7. I then constructed four tables, one for each theme, which were divided 

into three columns for: one column for the superordinate theme, with the 

related themed words underneath; one with the direct quotes from the 

portrait I had created and then one with verbatim quotes from the 

interview. This was a means of highlighting the link between the 

interview and the portrait, verifying the evidence. These were working 

documents; I printed them out and adjusted the names of the 

superordinate themes throughout the process and highlighted the most 

important quotes.   

 

An example table for the superordinate theme ‘Capacity for association’ can be 

found in Appendix 17, example of a worked table can be found in Appendix 18 

and an example of changing superordinate theme workings in Appendix 19.  

 

4.3 Presentation of the results  

 

Four superordinate themes emerged from the data. These are the findings that I 

have chosen to present from this research:  

 

• Textiles capacity for association 

• Offerings of comfort 

• Relevance  

• Felt frustrations.  
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I have highlighted in bold the associated theme words that came out of the data, 

which contribute to the superordinate themes. As a means of managing the 

large amount of data, I have extracted phrases from both the portraits and 

interviews, which I feel best demonstrate each superordinate theme.  

 

The three unqualified researchers, including myself, talked mainly about their 

own experiences with textile art making, elements of which were discussed in 

terms of our current personal therapeutic work. Whilst the qualified therapists 

referenced their own experiences and clinical experiences. Some voices within 

the data are stronger than others, although I tried to ensure all voices are heard, 

this is further explored within the discussion.  

 

When quoting the interviews I will use italic font and will reference the name of 

the interviewee, then either the portrait page number and line or the interview 

page number and line e. g Alex. P (portrait) 1 (page):26-32 (line numbers) or 

Poppy . I (interview) 5:14.   

 

4.3.1 Theme 1: Capacity for association 

  

Textiles capacity for association was a theme that arose within all seven of the 

interviews, and with five out of seven of them I noted that this was the dominant 

area of discussion.   Co-researchers and myself assigned special meaning to 
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the textiles and spoke about the fibre arts materials as if they were reminders 

and contained parts of their relationships, in particular family members. 

Memories, family and association were common reoccurring words in the 

portraits.  

      

   Fabric  ‘hold[s] memories and relate to my attachment to these relationships’ 

(Alice.P18-9).  

 

There was a consensus within the data that to use fabrics with association was 

important; all the researchers having a ‘hoard’ of fabrics, which they have saved 

and use in their artwork when desired. Kiz and Felicity spoke of fabric that they 

had saved for over 20 years and which reminded them of certain times in their 

lives; mementos to times past that they wanted to work into their current 

creative explorations, as if the fabric represented a part of their identity, or as 

Alice said ‘part of the self’ (Alice.P1:4).  This theme was translated into work 

with clients and the capacity for the fibre arts to encourage discussion around 

association to memories, childhood experiences and family members.  

 

Fabrics ‘elicit feelings and memories, clients have associations with family and 

childhood experiences, they reminisce. Conversations start over shared 

experiences whilst making’ (Sue.P1:7-10).   
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The capacity for association to family members was also discussed as 

something that could physically be shared with family members outside of the 

art therapy space, i.e. through skill sharing; a way of continuing the creative 

healing process in everyday via connection with other family members, or 

members of the community.   Furthermore the materials capacity to be 

associated with feelings and memories was also talked about in relation to 

clients choosing colours and patterns that resonated with their emotional 

experiences and were able to epitomize them for them more quickly than 

creating an image would.   

   

Researchers discussed how this capacity for association could bring up good or 

bad affect quite easily and quickly in terms of how emotionally triggering the 

associations had the capability of being.  It was also described in terms of 

capacity for ‘stories’, a word that arose in three out of the seven interviews. 

This is in relation to memories and relationships as mentioned previously, but 

also in terms of the materials themselves, as if they have a life of their own and 

this being an element that can inspire the creative process and thoughts around 

making with the textile materials.  

 

   ‘There are links with identity, status and power, creating decorative objects to 

present to the outside world. The textile object have their own life spans, their 

own stories, their journeys before and after being manipulated in the art making 

process’ (Felicity.P1:19-22). 
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Furthermore, the researchers discussed the process of then being able to 

change, adapt, rework, reuse, manipulate these associations and fabrics 

imbued with special meanings and have agency over not only the materials, but 

also a part of themselves.   

 

   ‘ there is a bit of me that I don’t have to throw away because I am using it for 

something else’ (Alice.I1:19 ).  

 

4.3.2 Theme 2: Offerings of comfort 

 

Offerings of comfort emerged in all seven interviews.  The word comfort was 

stated explicitly in three out of the seven interviews. It was alluded to in the 

other interviews by using words such as calming, relaxing, mindful and 

focused, in relation to textiles materials and processes. Offerings of comfort 

was highlighted both in terms of researchers’ own textile arts practice, getting 

lost in the process of making, and also in terms of clients working with the 

materials.  

 

    ‘Textiles can be self-soothing, through rubbing, holding, offering comfort and 

also assist in focusing attention’ (Poppy.P1:31-33). 
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Comfort was also discussed within the context of the senses.  The experience 

of smell and touch when using textiles. Stimulation of the senses and 

associated memories offered comfort to the co-researchers and myself.  

 

   ‘I use those clothes, especially at difficult times of my life, maybe I am finding 

it difficult to hold in mind that I am still held by those relationships so I have to 

physically see it or feel it, so I find real comfort in using fabric that is familiar, so 

the smell, touch, look, so for me using clothes that have been handed down is a 

real holding experience’ (Alice. I2:31-35).  

 

The process of touch and feel in relation to the fabrics was mentioned within the 

personal art making experience of the cutting, ripping and push and pull of 

using fabric. In relation to client work, the sensory nature of the materials was 

discussed in terms of a response to the body experienced in a safe way.  

 

  ‘I might bring fabric that can be held or stroked or it can be a sort of soothing. 

So fabric can often be a way of making contact with the senses…often is a way 

of people managing their emotions really, that is a sort of physical, bodily 

response rather than using words…Similar to clay, where people can use that it 

enables a sort of physical relationship with the body which might not be there if 

people are too distressed and just being in their head’ (Felicity.I15: 22-30).  
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Also noted was enjoyment in the comfort for clients, such as those with learning 

difficulties and dementia, that they could stroke, scrunch, get fingers in the 

materials, it enabled a safe and grounding relationship with the body. Felicity 

referenced textiles being used by other modalities of therapy work on the acute 

ward, by mental health nurses and occupational therapists as a means of 

comfort through touch. Both Poppy and Felicity highlighted the bodily, felt and 

heard experience of textiles within dance and movement therapy and the 

support this could offer.  

 

4.3.3 Theme 3: Relevance  

 

Relevance was a theme apparent, in some form, in six out of the seven 

interviews.  The researchers made reference to textiles being famil iar, part of 

every day, and an assumption of its presence in life.  There was discourse 

around it being sustainable, in that it can be reused, it is convenient, durable, 

cheap and a resource that is already available and useful.  

 

 ‘people feel connected to them [textiles]…perhaps it feels more accessible 

because we each have an everyday experience of using textiles in our own 

lives and they feel like they are very familiar.’ (Felicity.I8:20-23)  

 

The theme of relevance was garnered through descriptions of the non-verbal 

experience of textiles and suggestions of textiles being a universal experience 
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that we all share.  The researchers proclaimed that because they are part of 

every day life, they could easily blend in with every day experience. Textile 

artwork made in therapy can be transitioned into everyday life, as reminders of 

the therapeutic work and a useful tool or object.  

 

 Textiles can ‘assist in normal life, where there is more risk of trauma re-

enactment than in the art therapy setting’ (Poppy.P1:26-27) 

 

The portability and domesticity of textiles enables work to be continued easily in 

public spaces and at home, making is accessible and perhaps less intimidating 

than blank paper, as it is so familiar.  Benefits for certain client groups were 

discussed within the theme of it being relevant and useful, such as refugees 

and those with no fixed abode, an image that could be stored subtly or become 

part of client’s belongings.  

 

4.3.4 Theme 4: Felt frustrations  

 

Felt frustrations are important to include as a result from the data, this theme 

appeared in all the interviews.  Anticipated and experienced client frustration of 

perceived lack of skil ls and ability to use textiles, with their reputation for being 

functional, craft based and women’s work. Other responses focused around  

practical issues such as tool and equipment-based frustrations, sewing 

machines jamming and peg looms wobbling.  
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 ‘people can get easily frustrated right? Somebody in their 90’s, they can’t 

thread a needle anymore’ (Sue. I7:7-8).   

 

I am keen to highlight another theme of frustration. Three out of the six co-

researchers expressed frustrations over the lack of texti le availabil i ty 

within art therapy explicitly. Co-researchers commented on fibre arts 

materials not being present within their personal therapy, and when it was, it 

was unconsidered i.e. needles but no thread, scraps of fabric, something that 

felt side lined. A majority of the researchers questioned why there was not more 

choice of fibre arts materials and that is was related to theoretical and historical 

issues embedded in art therapy.  

 

  ‘I am frustrated with the lack of variety and equipment, there ‘if you’re lucky’ 

within art therapy. For years, within the art arena, textiles have been seen as 

the poor relation, considered a craft and possibly that is why experienced art 

therapists don’t consider it’ (Kiz.P1:11-14).  

 

Using myself as a research tool, I noted my felt frustration in two of the 

interviews. Alice did not declare any frustration around the lack of textile 

provision, commenting that textile has always being present in the room, in one 

way or another. This frustrated me, as the familiarity and assumed presence of 

the materials in furnishing and sort toys, does not mean it was available to the 
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client as a viable art material to use. My own frustrations are apparent within my 

comments made on transcriptions of Felicity’s interview (see Appendix 20) as 

she showed me the textiles available in the art therapy room where the 

interview took place. She described them as the  ‘scrap box…that has more 3d 

materials in it’ (Felicity.I13:31), pointing to a corner of the room. In comparison 

to the other arts materials, which were laid out on the large central table, it 

triggered an emotional response in me feeling that the textiles were dismissed. I 

noted ‘derogatory? Not given status in the room?’ Felicity spoke of encouraging 

people to express themselves in anyway they would like to, use the materials 

as they are able, but in the margin I noted ‘but how if they don’t know the 

options?’  After the interview I noted in my journal ‘feels different from other art 

materials in the space, not much presence (of textiles) in the art room, yet very 

creative space.’  
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Chapter 5 Discussion 

5.1 Introduction 

 

This research project set out to explore the experience of textiles within the 

context of art therapy. I sought to examine what textiles can offer to those who 

work creatively and therapeutically with the materials, how this is experienced in 

art therapy and if it offers anything different to other arts materials.  I wanted to 

explore why textiles resonate with me and in turn other trainee and qualified art 

therapists so that I can develop understanding and contribute to a wider body of 

knowledge of the materials within art therapy as I progress towards becoming 

an art therapist.  Furthermore, I hoped to identify and highlight the need for 

more research into the subject of textiles and provision of fibre arts materials in 

art therapy.   

 

In Chapter 1, I introduced the exploration of textiles within art therapy and 

acknowledged my predisposition for them. In Chapter 2, I critically evaluated 

the modest amount of literature that is available on textiles within therapy. To 

compliment the research, I presented it alongside artist’s use of textiles and 

wider writing on the subject. Within Chapter 3, I discussed the philosophical 

underpinning of the qualitative study, based on Moustakas (1990) heuristics 

methodology. Through referencing my internal frame of the experience of 

textiles within art therapy and that of the co-researchers, emergent themes 



67		

arose from the data. Chapter 4 demonstrates these four superordinate themes I 

chose to explore within the study; textiles capacity for association, offerings of 

comfort, relevance and felt frustrations.  This final discussion chapter is what 

Moustakas (1990) terms the fifth and sixth phase of explication and creative 

synthesis within the research process. I will examine and illuminate the themes 

and triangulate them with literature presented in the literature review, and other 

sources of literature. Alongside this I have added my own reflective self-

dialogue in italic font, this includes journal entries, artwork and my reflections as 

writing the discussion, demonstrating my reflexive and heuristic experience.  

 

5.2 Discussion of the results 

 

In Chapter 1, introducing the project as a qualitative study, it was important to 

acknowledge my bias towards textiles and my own sense of their capacity for 

association; their distinctive scope for relating to relationships and memories. 

Within my interview I state:  

 

‘Clothing can be part of a person, a part of your life, they hold physical 

remnants of that time, shapes, smells, but also reminders, prompts’ (Alex.P1: 3-

5).  

 

This bias could arguably be why special meaning has arisen in the 

superordinate theme texti les capacity for association. However, this 
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theme arose in all six of the co-researchers data alongside my own, as 

demonstrated in the results chapter and, isn’t limited to the small cohort 

represented in this study. Hemming’s (2012, p.57) writes   

 

  ‘Textiles remember. This is not something we necessarily ask of them, nor is it 

something we can divert them from doing. They do it regardless…moments of 

joy and tragedy are recorded on the surface and embedded into the structure of 

cloth, without permission and often without intention.’  

 

I noted that five out of the seven interviews, the overriding theme was ‘stories’. 

McLeod (2001, p.159) states “stories are concrete, located in a actual time and 

place, and specific”. Sarah comments in her interview about how  

 

 ‘fabrics can have meanings to me, clothing from friends and family, hand me 

downs, from travel experiences’. (Sarah.P1:3-5) 

 

Kiz states that textiles remind her of her childhood. In the interview with Sue, 

she discussed how elderly clients reminisced and made associations with family 

members and childhood when working with textiles. So it appears that stories 

are contained within the fibre materials, those who make with them associate to 

times, places, relationships and emotional experiences stored in memory 

 

Through working with textiles, explicit and implicit memory can be recalled. 
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Solomon and Siegel (2003) describe implicit memory as being a bodily, 

behavioural or emotional response to unknown memories, which are within 

conscious awareness. The area of the brain that activates when implicit 

memory is recalled is the limbic system, the main part of the emotional brain, 

which starts to develop at birth (Van Der Kolk, 2014) and the motor and sensory 

cortexes. Explicit memory is that which recalls subjective experiences, creating 

the internal sensation of remembering. Explicit memory activates in the medial 

temporal lobe and frontal cortex of the brain. This part of the brain develops 

later, after the first year of life and is responsible for understanding experiences 

more logically (Soloman and Siegel 2003). When able to describe associations 

to a remembered experience and notice the emotional reaction, both explicit 

and implicit memory is recalled. These can be useful triggers for discussion and 

starting points to engage therapeutically with art. Within the literature, Landes 

(2012) documents how the use of textile materials evoked associations to 

mother’s making and learning to sew and how this contributed to a group 

discussion in an art therapy session with South Asian women with diagnosis of 

schizophrenia.  

 

Within my reflective journal on the 18th October 2016, I note  

  ‘Using one of granddads handkerchiefs and embroidering on it. Blue cotton 

thread gifted to me by a friend of the family…feels worn and soft. Whilst 

stitching paying attention to the warp and weft overlapping in the cloth. Thinking 

that it once contained a bit of my granddad.’  
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These conscious associations and activations of explicit memories, lead onto 

reflections in the journal on my emotional responses to roles played within my 

family. I note quite traditional gender roles, and how I feel this affects my 

behaviour now, especially in relation to the process of using embroidery, with its 

connotations of femininity.  I experience that the specificity of the materials and 

processes not only remind me of a family member, but also offer me the space 

to explore my reactions and responses to personal issues and increase my 

awareness.  

 

In the literature, Gibson (2004, p.287) cites Freud’s (1911) term cathexis for 

psychic charge or emotional stimulus, which can include the investment and 

transferences of cathexis to actual material objects. In the interview with Alice, 

she talks about fabric in relation to Bowlby’s (1969) theory of attachment and 

her relationships; 

 

  ‘using hand me down clothes that my grandma has worn, my mum wore, then 

my sister, then me…maybe I use those clothes, especially at difficult times of 

my life, maybe I am finding it difficult to hold it in mind that I am still held by 

those relationships so I have to physically see it or feel it’ (Alice.I2:29-33). 

   

Alice is expressing that clothing is a cathexis and  she uses it as a means to 

seek and maintain proximity to another individual (Bowlby,1969). She reports 
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being held by the clothing, referencing Winnicott’s (1965)  theory of holding, and 

the provision of space through the materials, where she is “able to experience 

anxiety” (Winnicott 1990, p.43).  In Kiz’s interview, she describes her textiles 

work as signifying her secure base, insinuating that she uses the material as 

they imbue a sense of an “individual who is conceived as better able to cope 

with the world” (Bowlby, 1998, p.27).    

 

Furthermore, this demonstrates the links textiles have with Winnicott’s (1971) 

transitional phenomena and the space between fantasy and fact, subjective and 

objective, containing magical qualities. Bristow (2012, p.48) states “Textiles are 

culturally situated on the threshold between the functional and the symbolic”. 

Textiles can offer a solid, outer world representation of a subjective, internal 

and emotional experiences and this can be incorporated into the art making 

experience. Theorists liken the images that are made within art therapy to that 

of a transitional object, with the triangular relationship of the art, client and 

therapist being comparable to that of the Winnicott’s (1971) triad of mother, 

infant and object (Isserow 2008, Case and Dalley 1992, Wood 1984). By 

extension, textiles offer connection to thoughts, feelings and memories that 

perhaps cannot be offered by other arts materials, therefore incorporating them 

into therapeutic image making could add more depth, richness and an extra 

dimension to explore. Textiles offer those who work with them omnipotence 

over the materials, and thus the associations, through remaking, reworking, 

unpicking and repairing. There is an opportunity to rework the inner experience 
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with the external object on many levels, creating something new with something 

old. Felicity testifies in her interview that  

 

 ‘textile objects have their own life spans, their own stories, their journeys before 

and after being manipulated in the art making process’ (Felicity.P1:21-22).  

 

Similarly, Celant (2010) presents the fabric work of the artist Louise Bourgeois 

process of making as an act of restoration, reparation, reorganisation, second 

chances and opportunities to remake the past.  I can relate to making as an act 

of healing and in particular have used textiles to process emotional experiences. 

For example, using my grandmothers clothing to work with the loss I felt as she 

descended into dementia: 

 

‘working with her clothing, I had time to focus on her transformation and ill 

health’ (Alex.P1:18-19).  

 

Throughout the study, I have been reflecting on my relationship with textiles. My 

continual need to rework and retell through the manipulation of fabrics 

represents my desire to renegotiate my interpersonal experiences in a way I 

feel able to, and one that demonstrate a story of movement and change. This 

could relate to my secure, but slightly anxious attachment style whereby 

through internalised experiences of inconsistency, I have learnt to 

unconsciously reassure myself through the presence of external objects, which 
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signify a secure base and which I have omnipotence over.  

 

This use of my grandmothers clothing would be described by Gibson (2004) as 

a transitional object, negotiating the tension of holding on and letting go and 

processing loss.  Alice described similar experiences when she spoke in her 

interview about relating fabric to a part of herself that she did not have to throw 

away because she was using it and remaking it into something else. 

Additionally, the therapeutic literature discusses memory and symbolic 

associations (Carrocci 2010, Huss, 2010, Junge 1999) with textiles. In particular, 

Garlock (2016) writes of cloth telling meaningful, symbolic stories. Through 

using textiles women are facilitated to process trauma in a safe way, and relate 

to others having a similar experience, and contextualise it in their lives. Hass-

Cohen and Findlay (2015, p.85) state in their case study on fabric based 

attachment albums that: 

 

   ‘For the creator, carefully stitching a cuddly blanket fabric can mimic and 

express the warmth of a child’s secure attachment. Salvaging a torn rag can 

represent mending the disorienting effects of an adults disorganised attachment 

style.’   

 

The examples from the research data and my experiences, triangulated with the 

literature, demonstrate the magic and memories that can permeate textiles, and 

that the process of working with them can be a symbolic, nonverbal 
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representation of internal transformations. Those who work with them can have 

agency over associations and memories held within the materials and act out 

responses in a way that is different to traditional art therapy materials. A needle 

can be both a tool for repair and a painful weapon.  

 

Textiles can offer comfort; a superordinate theme that emerged from all the 

researchers. I will divide this area of discussion into two sub theme areas of 

exploration: that which can be accessed through skilled interaction; and that of 

a sensory experience.  Sue describes  of her experience when working with 

fibre materials: 

 

 ‘I use it for self-care and find it relaxing.’ (Sue.P1:5).  

 

The consensus in the data was that the fibre artist therapists experienced the 

process of making with textiles to be calming, mindful, relaxing and restorative. 

Mindfulness is the practice of drawing attention to the present moment without 

judgement or desire for change, to sit comfortably with our thoughts and 

feelings (Germer, Siegal and Fulton 2005, Van Der Kolk 2014) to be with the 

process of textile making. This could also be likened to the optimal experience, 

as described by Corkhill et al (2014, p.50) when citing Csikszentmihalyi (1990) 

“Concentration is so intense that there is no attention left over to think about 

anything irrelevant, or to worry about problems”.   
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I have found the experience of making with textile materials comforting. For the 

duration of the study, I have been creating an embroidery piece. This has been 

a visual representation of the journey of the research, the stitches being added 

to and layered upon, creating a map of the experience  (Figure 1).  

 

In my journal on the 22nd November 2016, I noted 

‘anxiety in my chest over what I am doing re. literature review…in state of 

making I got inspired to incorporate scraps of fabric, free running stitch is 

creating a busy pattern. I got involved in the stitch, concentration in the 

moment…physically less anxiety in chest now.’  

 

Figure 17. Embroidery 2 (22nd November 2016).  
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Figure 18. Embroidery 3 (25th January 2017).   

 

The embroidery has been a consistent source of connection to the experience 

of using textiles, it has been my place to play with the ideas that are forming 

and also a container for my anxieties around the project. I have regularly 

documented that it has allowed me down time, away from reading and research, 

but still to feel engaged in the work. I have noted challenging myself within my 

journal to ‘break out of set areas’ in the stitching, reflect on spontaneity in 

textiles and build up connections within the work. The act of stitching repetitive, 

simple running- stich, has calmed me and cleared, yet focused my thoughts and 

feelings. It has allowed me to dwell and access the tacit knowledge of making 
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which has been conveyed within the written work.  

 

Within the literature on the therapeutic benefit of textiles, Collier (2011, 2012, 

2014, 2016) and Corkhill et al (2014) cite Csikszentmihalyi (1990) theory of flow 

or optimal experience as a means to increasing wellbeing. Collier, Wayment 

and Birkett (2016, p.179) state, “more absorbing, complex textile handicrafts are 

associated with flow experiences”. This is reflected in the descriptions 

associated with ‘comfort’ within the research data, such as calming, relaxing, 

focusing and mindful; all have potential to lead to the experiences of ‘flow’.  

 

When making an image after Sarah’s interview (Figure 19) I noted on the on the 

14th February: 

‘a lot of focus on skills and activity [within Sarah’s interview]  made me think 

about viewing it with a different hat. ‘’learn how to play again’ [a quote from 

Sarah] – talking about skills and tools and just working with the materials. Very 

cognitive work [mine] produced, tight embroidery in a frame, I enjoy as I know 

the process, therefore find it relaxing’ 

 

I notice from this passage, that I am avoiding discussing emotional engagement 

with the process but I am also recognising how I view the process of making 

perhaps differently to how I did when I first started the M.A. Within the image, I 

have used multiple frames – the hoop to work in, and then stitched circular 

shapes. The frames offer a safe, protective space to work within, a focus and 
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clear boundaries, but I started to question whether actually the process of 

textiles is restrictive to my emotional exploration.  The image feels considered. I 

am wondering about these frames and skills, and how they could be described 

as what Freud (1894) coined a defence mechanism, a means of repressing 

unwanted conscious or unconscious thoughts. Much likened to the theory of art 

as therapy, as mentioned in the literature review, keeping the hands busy, 

keeps the mind occupied. 

Figure 19. Personal Artwork (Sarah’s interview).  

 

Rhythm within working with textiles is also discussed in terms of the comfort it 

offers; Corkhill et al (2014) describe knitting and sewing as inducing meditative 

states (Corkhill et al, 2014). Homer (2015, p. 23) refers to the motion of hand 

sewing resonating “with neural patterns and biological rhythms”. Poppy 

mentions rhythmic work with clients in knitting, peg loom weaving, but also in 

banging the soft materials. I also experienced this in the process of  hand 
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stitching my embroidery piece.   

 

However, to achieve these optimal, and comforting experiences of flow or 

meditative state, the research data and literature suggest skills are needed. All 

co-researchers and myself are women who are skilled in the process of textiles, 

with three out of the seven having done at least degree level qualifications in 

the subject, and all using a variety of  techniques regularly in their arts practice. 

So for us, the experience is more likely to induce a state of flow, as we have the 

ability to relax into these engrossing, and suitably challenging processes. As 

mentioned in the literature review,  the majority of the research on wellbeing, 

which includes this area of flow and rhythm, concentrates on women who are 

experienced textile makers.  Within the literature, the proviso is made that with 

skills, textiles can be an entry point, culturally and with women (Collier 2012, 

Kalmanowitz and Lloyd 1999, Landes 2012) into art therapy.   

 

Comfort was also mentioned in relation to the sensory experience of textiles, 

which does not demand a prerequisite of skills. The senses can be very 

evocative, touch in particular allowed clients to connect with their bodies and 

was described as stimulatory by both Felicity and Sue in the interviews. 

Patterson (2007, p.2) states “touch, like vision, articulates an equally rich and 

complex world”. Like wise, the smell of a particular person on fabric or the feel 

of towelling on skin, can arouse a multitude of emotional reactions.  
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The tactile nature of textiles is an important element of the material that is 

different from some other traditional arts materials. Alice stated in her interview 

that she finds comfort in using fabrics from family members and that physically 

seeing, feeling and smelling them is important.  I too place a similar importance 

on the physicality of using actual fabrics that my family members have worn and 

used. I find memories are stimulated as I touch and smell the fabric.  

 

Felicity discusses the tactility of textiles in relation to her provision of fabric with 

acutely unwell clients. She comments that the sensory nature of fabric can be a 

comfort and soothing to those who are very distressed or traumatised as the 

physical sensation brings people into the here and now. Van Der Kolk (2014, 

p.101) states that: 

 

“in order to change, people need to become more aware of their sensations and 

the way their bodies interact with the world around them. Physical self-

awareness is the first step to releasing the tyranny of the past”.   

 

Poppy reiterates this point when she talks about clients rubbing, holding and 

rhythmically banging the textile items they have made, describing it as self-

soothing and assisting in concentration:  

 

  ‘I was just trying to explore lots of different materials to see what actually 

assists him in focusing a sense of concentration, and it really was right away 
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when I brought the wool in…The wool was very very thick and cosy, and it was 

immediate, he even got the ball of wool and had it next to his face, so it was just 

immediate’ (Poppy.I6: 12-18).  

 

This relates to Perry’s (2006) healing model of working with the textiles, 

describing them as being safe and relational and pleasurably rewarding. 

Rhythmic banging or processes such as sewing or knitting further facilitate the 

model, if clients are able to access it. In the article by Homer (2015) she 

presents a case study working with unresolved trauma in art therapy using 

Perry’s (2006) ‘Five R’s’ model. The client, Veronica, creates a fabric collage as 

a ‘”sensory and creative activity” (Homer 2015, p.20).  This process, as does 

the work described by Felicity and Poppy, brings body awareness into art 

therapy and the possibility of sensorimotor processing. Ogden and Minton 

(2000) advocate sensorimotor processing interventions to help facilitate and 

regulate emotional and cognitive functioning. Through practicing and engaging 

with external sensory experiences, the hope is that clients begin to be able to 

explore their inner world of sensations and emotions (Van Der Kolk 2014). 

Through starting with the touch and feel of the fabric, Veronica was able to gain 

confidence and capacity to explore and reflect on her internal world in art 

therapy through applique, stitch and embellishment in the form of a blanket and 

through it make improvements in her life. Following the therapy, her diagnosis 

was changed from borderline personality disorder to that of post-traumatic 

stress disorder; she was able to sustain a long-term relationship and became a 
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mother with an awareness of how her mental health could impact her child. 

These successes she attributed to the engagement with fabric collage in 

therapy (Homer 2015).  

 

Felicity and Sue draw attention to similarities between textiles and clay. Clay is 

defined as a traditional art therapy materials and there is research on the 

sensory experience of clay (Elbrecht and Antcliff 2014) and arts mediated touch. 

Hass-Cohen and Findlay (2015, p.206) state that: 

 

 “[clay] serves as a gateway to mental representations of remembered and 

metalized touch or emotions…emotions and memories can be triggered and 

enhanced by art mediating touching”. 

 

Both Sue and Alice talked about the experience of the textile materials being 

likened to that of a loose art material, as clay is, and it’s capability to 

sensationally, and thus unconsciously trigger emotions.  

 

‘I think there is a very psychodynamic nature to textiles, that is really triggering 

and just like a loose media right, like loose paint, finger paint, clay, you have to 

have the ego strength to go on that journey, and most people know if they can 

embark on that or not because textiles will elicit memories whether they are 

good or not, and they might not want to go there, and they will instinctively know 

that’ (Sue.I5: 5-10).  
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Van de Kolk (2014) theorises that the right side of our brain stores memories of 

sound, smell and touch and the emotions they evoke, whilst the left side is able 

to explain these emotional experiences and put them in order. When people are 

well, the two sides of the brain work in unison. However, when people have 

experienced trauma, the left side of the brain can malfunction and it is difficult to 

regulate, process and understand their emotional responses, thus sensory 

stimuli could have an adverse effect if not tracked for symptoms of hyper 

arousal and introduced carefully and safely. This theory links with implicitly and 

explicitly stored memory; sometimes the explicit memory cannot recall what is 

implicitly known. When working with clients, if dysregulated emotional 

responses are aroused by arts mediated touching of textiles, this could be 

upsetting and re-traumatising so needs to be recognised and contained 

appropriately. A strong therapeutic relationship is important to keep clients safe, 

with this work, perhaps being suited to longer-term therapy where trust could be 

built upon to aid recovery. When held in this therapeutic manner, the research 

suggests that fabric could aid with strengthening neural pathways (Hass-Cohen 

and Findlay 2015) and bilateral untity, thus helping to regulate emotional 

responses.  

  

As shown in the interviews and literature textiles can offer comfort through 

experiences of flow. This can help to reduce experiences of anxiety and 

maintain a sense of wellbeing and connection with one’s self. Offerings of 
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comfort can also occur through sensory stimuli and initiate a safe place to start 

working with distressed clients through bringing the body awareness to the here 

and now. However, it is important to acknowledge that the sensory nature of 

textiles can also, at worst trigger traumatic memories or surprise a client in 

arousing implicitly stored memories. As therapists we need to be aware of both 

sides of how powerfully textiles can impact clients, and do it in a safe and 

contained way so as to support clients to facilitate self-understanding and 

improved wellbeing.   

 

The relevance of textiles was another theme, which was discussed by six of 

the researchers. Wright (2001, p. 11) states “Fibre, perhaps more than other 

material, has the ability to embody the individual as opposed to the masses. 

Everyone has a personal connection to fabric that is fundamental.”  Poppy, Kiz 

and Felicity all make the statements that textiles are part of life,  with Alice 

encapsulating that: 

 

‘Fabric is something we have experienced since day one..there are pre verbal 

connections…we know them from the beginning’ (Alice.P1:14-19).   

 

Sarah and Poppy mentioned within their interviews how relevance could benefit 

client work,  the portability and durability could be useful for those who have a 

nomadic lifestyle, i.e. displaced or homeless.  
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‘it might be useful for refugees really, people who have had to leave their 

homes, that might not have many things, had to abandon their belongings’ 

(Sarah.I12:3-5) 

 

Poppy specifically mentions textiles providing clients with something they can 

use in every day life when they may need reminding of the holding of art 

therapy. This could be a tool that they take with them, either in the physical 

sense of a blanket or the processes learnt, such as knitting, which contain the 

emotional experience and association to the therapeutic experience.  

 

I have experienced the portability and relevance in the textile art making in the 

process of this study. The embroidery mentioned previously (Figure 1, 17 and 

18) has travelled with me, reminding me of my involvement in the study. I have 

used functional items such as a bag ( Figure 20) to make an item in response to 

Sue’s interview and used items I could find in the house to make with, such as a 

tea towel (Figure 7).  

 

Relevance links with the article by Moxely et al (2011) about quilting within an 

art therapy group for women leaving homelessness. The article indicates that 

the functional textile item, made from everyday materials, could be taken with 

the women as they transitioned out of homelessness, symbolizing and 

reminding them of the journey of the quilt construction, the interpersonal ties 

they had made with the group and the positive experience of therapy. 
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Furthermore, within the article by Homer (2015, p.25) the client Veronica talks 

about the blanket she made, saying “I look forward to having a piece of my 

counselling and healing process with me for years to come.”  This combines not 

only the relevance of the textile object made, but also the association to the 

positive memories  and internalisation of the therapeutic experiences. As Poppy 

asks in her interview:  

 

‘why paper? A blanket could be tucked into a bed.’ (Poppy.P1:22-23)  

Figure 20. Personal artwork (Sue’s interview).  

 

Felt frustrations as a theme also emerged from the research. Frustrations in 

relation to skills are part of the discussion in relation to this superordinate theme. 

They are demonstrated within the data, and came to the forefront in the 
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question around limitations of the materials. 

 

On reflection, I think skills are a preoccupation of mine, and this links with my 

past as a textiles teacher. I noted in my reflective journal on the 24th November 

2016 ‘too directive, in teacher role – a concern of mine’.  I have felt 

apprehensive of the idea of demonstrating skills and that the two professional 

roles I play will become confused for clients and myself.  

 

The role of therapist is not one to impart knowledge or judge the artwork for 

technical skills or aesthetics (Waller 1984). In Poppy’s interview, it appears that 

I had brought the element of skills limiting clients to the discussion when she 

said: 

 

‘I think you [referring to me as the interviewer] mentioned one already, people 

thinking you know, I have to produce a product and eeer..I don’t know how to 

knit or I have never sewn in my life’ (Poppy.I11:27-29).  

 

A sense of frustration was felt for clients who can’t engage in the textile 

processes directly, this had been experienced in client work by the qualified 

therapists and was also anticipated by Sarah and myself when imagining using 

textiles in client work.  Felicity, Sue and Poppy talk of role modelling in their 

interviews. Poppy mentions how she demonstrates a chain crochet stitch with a 

client and has images and examples displayed in the therapeutic space 
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showing the possibilities  for the materials.  

 

‘it has an environment, even just very quickly with the laminated pictures, and 

they [clients] are like ‘ok got it, get out of my way’ and then they start.’ 

(Poppy.18:12-13) 

 

Sue explains how in some cases, she will sew for clients if they are not able to 

due to dexterity. Schaverien (2000) discusses art therapists adapting methods 

of working with particular clients, sometimes using their skills as artists to draw 

for clients if they can’t themselves. It is interesting to recognise that these 

experienced art therapists’ choose to facilitate access to the fibre arts materials 

when needed by providing appropriate tools and demonstrating the possibility of 

options for clients, in comparison to my concern of it becoming ‘teaching’ or 

overly directive.  

 

The data demonstrated felt frustration around the lack of textile availability 

within art therapy, was something that could not  be ignored. This was a 

response that emerged within the co-researchers interviews and one that I 

noticed powerfully my self during two of the interviews. Frustration arose for me 

when I felt the textile materials in the art therapy room were being sidelined, as 

mentioned in Chapter 4 results.  

 

Through this study, I have realised how much I identify with textiles, they are 
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part of my life experiences and me. Perhaps my powerfully felt frustrations are 

triggered as I experience textiles being side lined within the profession as a 

slight on myself, and in my quest to highlight textiles as useful in art therapy, I 

am intending to highlight my use as an art therapist. 

 

Textile materials are minimally on offer in my personal art therapy; one needle 

and thread, which is something that the co-researchers mentioned too. Kiz 

insinuated that this was due to the hierarchy of art and craft within her interview: 

 

  ‘textiles have been seen as the poor relation, considered a craft and possibly 

that is why experienced art therapists don’t consider it’ (Kiz.P1:11-14).  

 

Historically textiles are seen as a decorative, craft and women’s work, 

dismissed and excluded from history of art (Auther 2010 ) and, as mentioned 

previously, textiles are not listed in traditional art therapy materials. The issues 

around gender have been impossible to ignore on the subject of textiles, the 

majority of the literature I have read focuses on women. As Sue acknowledges 

in her interview; 

 

‘working [with textiles] with men and women is slightly different, with men you 

have to sell it to them at a different level’ (Sue.I7:39-40).  

 

From my standpoint as a feminist, the oversight of textiles within the profession 
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could questionably be one of a systemic belief system that female art forms are 

inferior and one that colludes with gender stereotyping. Nelson, LaBat and 

Williams (2002) question this when discussing how the contemporary use of 

textiles in art redefines the socially constructed lens through which is it viewed.     

Poppy states within her interview that demonstrating imagery and examples of 

using fibre arts materials in the art therapy space, challenge gender divides 

around textiles and in turn break norms for clients, which is part of the 

therapeutic process.  

 

As stated previously, Collier, Wayment and Birkett (2016) and Moon (2010) call 

for more dialogue on the activity of textiles in art therapy.  It is important to note 

within the literature that textiles can be a safe form of expression for all and an 

access point, because of historic links to women’s work, with women, cross 

culturally and for those already skilled (Collier, 2012, Kalmanowitz and Lloyd 

1999, Landes 2012). Furthermore, to acknowledge that this should not only be 

restricted to women. Within the data, the co-researchers, advocates of textiles 

themselves, spoke of the therapeutic benefit of textiles in relation to their own 

experiences and that of work with clients. However, it is frustrating that benefits 

of textiles are demonstrated in literature, personal experience and that of the 

co-researchers, and yet are overlooked by the profession, therefore are not 

consistently offered in art therapy sessions. This is limiting choice and 

opportunities for clients who could really benefit from using them.  
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5.3 Creative synthesis and heuristic reflection  

Figure 21. Creative synthesis 1.  

Figure 22. Creative synthesis 2.  
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After completing the analysis part of the research project and presenting the 

results, I spent a day in solitude making artwork, reflective and processing what 

I had discovered in the result. Figure 21 shows the selection of fabrics I printed 

on the day. I wrote up in my diary afterwards, 5th March 2017; 

 

‘cleaning out the screens and feeling a bit frustrated with the process…I am 

rusty in my skills..why am I doing that, what is it to achieve? I am feeling like 

maybe I am relying on something I am used to, a framework, with what I think 

will look good...that is how I define myself, that is part of my identity and if you 

take it away then what?’.  

 

The process felt safe for me, but quite rigid. To print takes a considered thought 

process, it felt conscious and controlled. I challenged myself, by working with 

paint on the fabric to allow for more spontaneity. McNiff (1998b, p.22) states 

“spontaneous creative expressions elude the habitual monitoring of our inner 

censors, revealing things to others that are outside our conscious control”.  It 

challenged me to question how spontaneous textiles is. I enjoyed making that 

day and the results were rewarding. Figure 22 was taken after writing up the 

discussion chapter. Movement within this image felt crucial to demonstrate, just 

as what has been discussed is not fixed or an objective truth, but part of a 

process of exploration. The translucency of the fabric was important, and that it 

contained the co-researchers portraits and the association to their experiences. 

Blowing in the wind on a domestic washing line allowed for spontaneity in the 
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image making of the photo. The solid buildings can be seen in the background, 

representing that of the therapeutic relationship, which is essential to hold 

together any experience of working with textiles in art therapy. At points in the 

study I felt that the art making would be difficult to represent in the study, but as 

the project concludes I have really noticed that is has offered accelerated 

access to the tacit dimension and held me within my internal frame of the 

experience of textiles. It has given me the space to be more creative with the 

subject, generate ideas and keep truly reflexive.  

 

To work with the art materials as part of the methodology has been insightful,  

really questioning my attachment to the processes of textiles has been 

uncomfortable at times. Within my art making and reflective journal, I feel I have 

alluded  to the sense of control and structure within textiles and my relationship 

to this. I wrote in my journal on the 29th October 2016, during the immersive 

phases of the research, after dreaming about textiles;  

 

‘offers structure to work with in textiles, productive, tangible outcome from a 

family where productivity is prized’.  

 

This is something I have questioned throughout this heuristic journey and has 

been parallel within the conflicts felt around the methodology.  On January the 

2nd 2017 I had written in my journal: 
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‘struggling with the methodology as it is so open, I am finding it hard to make 

sense of it all…I’m feeling like I want steps to follow and that would be more 

valid…but I feel I should be able to construct my own valid argument and have 

some belief in my own style’.  

 

On the next page in the journal writing about the embroidery on the 7th January 

2017, I have written: 

 

‘Good to have something that can travel with me…wanting to do neat small 

stitches and then having ideas of more free, spontaneous work without a frame’.  

 

The experience of making seems to parallel that of the writing, and was 

mimicked by my decision to look to other methodologies and use IPA to help 

me, it offered a clear frame within which to work. I think this links to 

inexperience and lack of confidence in my abilities. This has been useful to 

become aware of within my own style of working creatively and cognitively as I 

progress towards becoming an art therapist; I will continue to question and 

challenge this.  

 

5.4 Research strength and limitations  

 

This project has felt very much a creative journey, being “the exploration of the 

imagination and the personal” (Gilroy 2006, p.145). The relativist paradigm and 
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subjective nature of the project means that inevitably the findings are relative to 

my personal interest in the subject, assumptions and desire to further my 

understanding. The heuristic methodology being open ended, and constructivist 

in nature, has given space for voices to be heard and allowed me a chance to 

develop personal understanding. My beliefs of valuing others viewpoints equally 

meant I extended my heuristic research to include co-researchers, which I feel 

has added depth to the study. Furthermore, I have engaged with multiple data 

sources; literature, interviews with qualified art therapists and trainees, including 

myself, and the image making to triangulate and validate the research. It has 

felt extremely important, especially as an art therapist in training, to engage with 

the creative experience. Continually returning to the tacit medium of the textile 

art materials has grounded my experience of the research in what is actually 

being explored. Using reflexivity I have continually monitored the research 

process and engaged in questioning what has been discovered and how I 

arrived at that point.  I have attempted to evidence this throughout the study 

through the journaling, art making and personal anecdotal style of writing, 

moving beyond my preconceived initial ideas, being open and explicit about 

how the personal experience has impacted the process to strengthen the 

accountability. However, I acknowledge that, “meanings are negotiated within 

particular social contexts so that another researcher will unfold a different story” 

(Finlay 2002, p.212)  
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Limitations to the study I consider to include; the limited research on textiles in 

the field of art therapy which meant that the study was initially quite broad, with 

more prior research available it could have become more focused in the time 

frame. I struggled with choosing the methodology and spent a considerable 

amount of time focusing on trying to gauge philosophical and methodological 

underpinnings for the work, at some points it felt as though the methodology 

had taken over from the subject being studied.  Within the timescale for the 

project, I was not able to delve deep enough into the different phases of the 

heuristic research process. In particular Moustakas (1990) phases of incubation 

of retreating from the project, therefore I felt unable to work as profoundly with 

key concepts identified by Moustakas (1990, p.29) such as the “tacit dimension 

and intuition”.  I tried to remedy this by bricolaging in other elements of different 

methodological approaches such as IPA, which also offered guidance and 

structure as a fledgling researcher. However, I was not able to fully follow 

through the lengthy process of interpreting data in the IPA style and using 

hindsight I would have had a smaller sample of co-researchers, so as to allow 

more time for the analysis stage of research.   

 

It is important to acknowledged that the sample of co-researchers were all 

women, and all advocates and regular, skilled users of textile art materials. 

Hence it is a study that evidences the importance of textiles from the point of 

view of female art therapists and not client perspective. This has validity within 

the scope of the study and the results are useful as a basis for further studies, 
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but it is not possible to extrapolate to other situations. It would have also been 

more cultural competent to represent a view from at least one male art 

therapists.   

 

The process of making initial contact with the co-researchers meant I 

referenced their use or knowledge of textiles through my own insider’s 

knowledge.  At times I felt, especially with the other trainee art therapists, that 

the role of insider resulted in my assumptions of similarity of experiences with 

the textile materials, especially as the trainees had both done degrees in 

textiles and one had also taught textiles in secondary education. At times it was 

easy for my perceptions to become clouded with by my personal experiences 

and projections onto the co-researchers (Dwyer and Buckle 2009), however 

journaling helped me to be more aware of this. Both students were early in their 

training and neither had experience of client work, which meant dialogue was 

restricted around the therapeutic experience of the fibre arts materials. At times, 

it felt that being a small-scale project, I could have prioritised my time by doing 

more vetting on co-researchers initially around the use of textiles therapeutically, 

perhaps just focus on qualified art therapists experience, so as to generate 

more specific data. I involved trainees, as I was initially concerned I would not 

have enough participants in the research. Next time I would do staged 

approaching for co-researchers, rather than contacting both qualified and 

trainees at the same time to ensure I gained information from those with the 

most experience of the phenomenon.   
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Whilst demonstrating an awareness of the dynamics between interviewer and 

interviewee, I have considered age, career status and experience (Gilroy 2006). 

At times I felt the dynamic between myself and the other trainees interfered with 

the focus of the research subject. Within the interviews, both expressed their 

own desires for wanting to participate in the study and a curiosity about the final 

year. This meant occasionally the focus of the interview moved away from the 

study and onto the course, which I found difficult to manage. In contrast, when 

speaking with experienced and well-respected art therapists, there was a 

different dynamic. My perceived lack of knowledge as an art therapist in 

comparison and inexperience of interviewing, meant I was at times a nervous 

interviewer, which did not lend it’s self to the style of “co-operative sharing in 

which co-researchers and primary researchers open pathways to each other” 

(Moustakas 1990, p.47), however I felt I improved with practice and my 

confidence grew.   

 

5.5 Recommendations  

The literature review highlights the modest amount of research on textiles. As a 

result of the study a broad spectrum of the potential benefits of textiles within 

the context of art therapy have been witnessed, described, experienced and 

postulated. My recommendations for the use of textiles future practice, within 

art therapy would be that: 
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• Textiles are more commonly represented as part of the arts materials, 

giving broader choice for clients.  

 

• That when fibre arts materials are omitted in art therapy it is questioned 

why and what is preventing their inclusion.  

 

• There is a consideration of how artwork will be used or kept after the art 

therapy sessions have ended with clients, and to consider the inclusion 

of a more relevant and durable textile base for working with.  

 

• Possibilities are offered for clients to work with textiles that have 

associations to interpersonal experiences, which they can renegotiate 

within art therapy sessions. For example to bring in an item of clothing 

which has special associations to them.  

 

• That skills associated with textile process are role modelled if appropriate 

so that clients are able to access experiences of using textiles and 

potential for ‘flow’, rhythm and comfort when needed.  

 

• That the textiles materials are safely introduced with an awareness of 

trauma recovery and the potential activation of sensory activated 

memory.  
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The study highlights further areas for exploration and the need for more 

research on the subject, in particular to develop more understanding in terms of 

work with clients. Recommendations to focus on specific areas of experiences 

with textiles in art therapy such as: 

 

• Sensory perceptions of fibre arts 

• Use of textiles to increase body awareness for trauma recovery work 

• Working with loss and grief using textiles from outside the art therapy 

space.    

• Memory and textiles 

• Spontaneous image making with textiles  

• The barriers of participation with textiles in art therapy – specifically 

looking at the balance of male / female usage.  

• The use of ‘crafts’ in art therapy practice  

• Use of textiles in dance and movement therapy (this was highlighted by 

two on the co-researchers but there was not scope to discuss further.) 

 

I would be interested in research with clients who have used textiles in their art 

therapy process to explore their experience of working with the materials. In 

particular, hearing the perspective of male and female clients experiences and 

group work when working with fibre arts.  
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5.6 Conclusion 

 

This small study has revealed a broad spectrum of subjective experiences of 

the textiles within the context of art therapy. It is clear that the role of textiles is 

a rich area for research and a wide scope has been demonstrated by the 

resulting themes of textiles’ capacity for association, offerings of comfort, 

relevance and felt frustrations.  

 

I propose that textiles have much to offer therapeutically and creatively to those 

who work with them. Magic permeates the materials in many ways that is 

different to traditional arts therapy materials. The omnipotence of working with 

the transitional nature of textiles means that those that work with them have 

agency over the associations and memories contained within the fibre of the 

materials. They can offer comfort through the skilled processes involved in 

making, a chance to experience flow and be restored in rhythms. Stimulation of 

the senses, through touch, smell and sounds can also extend comfort. It can be 

rewarding and soothing, bringing clients safely back to their bodily experiences 

and start to be aware of the sensations they are experiencing and help regulate 

emotions.  

 

Textiles have historical links with women and craft; to include them in the 

general art therapy materials, and demonstrate skills or techniques where 
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needed, would start to challenge these constructed norms and provide more 

options for clients in art therapy.  

 

Textiles are a relevant material; the experiences within the study showed that 

they are a part of everyday life and that the durability and normality could be 

transferred into something useful for clients inside and outside the therapeutic 

space. . Through understanding and questioning the materials in depth, we can 

provide more choice for clients and be better suited to adapt to their needs. This 

project has provided a space to be creative and play with the experience of 

textiles within art therapy and the evidence has revealed a rich and expansive 

field for potential future research and advocates for more awareness of use in 

the profession.   

 

Words: 21,993 

 

 

 

 

 

 

 

 

 



103		

References 

 

Agosin, M. (2008) Tapesteries of hope, threads of love. The Arpillera Movement 

in Chile. Maryland : Rowman & Littlefield Publishers. 

	
Arnheim, R. (1980) "A Plea for Visual Thinking." Critical Inquiry (The University 

of Chicago Press): 489-497. 

Arnheim, R. (1954) Art and Visual Perception. Berkeley : University of California 

Press . 

Auther, E. (2010) String Felt Thread. The Hierarchy of Art and Craft in American 

Art . Minneapolis: University of Minnesota Press. 

British Association of Art Therapists (BAAT) http://www.baat.org/About-Art-
Therapy (no date) (Accessed: 16 March 2017)  
 
BAAT (2014) Code of Ethics. Available at: 
http://www.baat.org/Assets/Docs/General/BAAT%20CODE%20OF%20ETHICS
%202014.pdf (Accessed: 11 November 2016)  
 
BAAT (2016) Ethnicity and Gender Data December 2016. Available via 
Educators BAAT SIG and MA Art Psychotherapy course leader professional 
email communication. 
 
Bookbinder, S. (2016) "Fusion of a Community Using Art Therapy in Long Term 

Care." Canadian Art Therapy Association Journal : 85-91. 

	
Bowlby, J. (1998) A Secure Base. London: Routledge. 

	
Bowlby, J. (1969) Attachment and Loss. 1997 edition. London : Pimlico, 1969. 

Braud, W, and R Anderson. (1998) Transpersonal Research Methods for the 

Social Sciences . Thousand Oaks : SAGE. 



104		

	
	
Bristow, M. (2011) "Continuity of Touch - Textiles as Silent Witness." In The 

Textile Reader (2012) by Jessica Hemmings, 44-51. London: BERG.44-51 

	
Brooker, J. (2010) "Found objects in art therapy." International Jornal of Art 

Therapy: 25-35. 

	
Burr, V. (1995) Social Constructionism. Second. Hove: Routledge. 

	
Carocci, M. (2010) "Textiles of healing Native American AIDS quilts." Textile: 

68-85. 

	
Case, C.(2000) "Our Lady of the Queen: Journeys around the Maternal Object." 

In The Changing Shape of Art Therapy , by A Gilroy and G McNeilly, 15-54. 

London: Jessica Kingsley Publishers 

	
Case, C, and T Dalley. (2014) The Handbook of Art Therapy. Hove: Routledge. 

	
Case, C, and T Dalley. (1992) The Handbook of Art Therapy. London: 

Routledge. 

	
Celant, G. (2010) Louise Bourgeois. The Fabric Works . Milan: Skira. 

	
Collier, A, Wayment, H, and M Birkett. (2016) "Impact of Making Textile 

Handcrafts on Mood Enhancement and Inflammatory Immune Changes." 

Journal of the American Art Therapy Association: 178-185. 

	



105		

Collier, A. F.(2011) "The Well-Being of Women Who Create With Textiles: 

Implications for Art Therapy." Art Therapy: Journal of the American Art Therapy 

Association: 104 - 112. 

	
Collier, A. F.(2012) Using Textile Arts and Handcrafts in Therapy with Woman. 

London: Jessica Kingsley Publishers. 

	
Collier, A.F, and C Karolyi.(2014)"Rejuvination in the "Making": Lingering Mood 

Repair in Textile Handcrafters." Psychology of Aesthetics, Creativity and the 

Arts 8, no. 4: 475-485. 

	
Corkhill, B, J Hemmings, A Maddock, and J Riley. (2014) "Knitting and Well - 

being." Textile. The Journal of Cloth and Culture (Routledge): 34-57. 

	
Creswell, J. W.(2014) Research Design. Qualitative, Quantitative & Mixed 

Method Approaches. Fouth. Thousand Oaks: SAGE. 

	
Creswell, J.W. (2007) Qualitative Inquiry and Research Design: Choosing 

Among Five Approaches . London: SAGE. 

	
Creswell, John. (2013) Qualitative inquiry and research design. Choosing 

among five approaches . Los Angeles : SAGE. 

	
Dalley, T. (1984)Art as Therapy . London : Tavistock Publications. 

	



106		

Dalley, T. (2000) "Back to the Future. Thinking about Theoretical Developments 

in Art Therapy." In The Changing Shape of Art Therapy , by A Gilroy and G 

McNeilly, 84-98. London : Jessica Kingsley. 

	
Data Protection Act (1998) Available at: 
http://www.legislation.gov.uk/ukpga/1998/29/contents (Accessed: 12 December 
2016)  
	
	
Davis, J. (2003) "Balancing the whole: portraiture as methodology." In 

Qualitative Research in Psychology , by P Camic, J Rhodes and L Yardley, 

199-217. Washington. 

	
Denscombe, M (1998) The Good Research Guide: for small scale research 

projects . Buckingham : Open University Press. 

	
Denzin, N, and Y Lincoln.(2003) Collecting and Interpreting Qualitative 

Materials. Second. Thousand Oaks: Sage. 

	
Denzin, N, and Y Lincoln.(2000) Handbook of Qualitative Research. Vol. 2nd. 

Thousand Oaks: SAGE. 

	
Douglass, B, and C Moustakas. (1985) "Heuristic Inquiry: The Internal Search 

to Know." Journal of Humanistic Psychology 25, no. 3: 39 - 55. 

	
Dwyer, S, and J Buckle. (2009) "The Space Between: On being an Insider - 

Outsider in Qualitative Research ." International Jounral of Qualitative Methods: 

54 - 63. 

	



107		

Edwards, D.(2014)  Art Therapy. 2nd . London: Sage. 

Elbrecht, C, and L Antcliff. (2014) "Being touched through touch. Trauma 

treatment through haptic perception at the Clay Field: A sensorimotor art 

therapy." International Journal of Art Therapy : 19-30. 

	
Etherington, K.(2004) Becoming a Reflexive Reseacher . London : Jessica 

Kingsley. 

	
Finlay, L.(2002) "Negotiating the Swamp: The opportunity and challenge of 

reflexivity in research practice ." Qualitative Research : 209-230. 

	
Flick, U. (2009) An Indroduction to Qualitative Research. Fourth . London : 

Sage . 

	
Fontana, A, and J Frey. (2003) "The Interview." In Collecting and Interpreting 

Qualitative Materials, by N Denzin and Y Lincoln, 61-106. Thousand Oaks: 

Sage. 

	
Fransella, F.(1995) George Kelly. London: Sage, 1995. 

	
Freud, S.(1894) The Neuro-Psychoses of Defence. Freiberg : White Press. 

	
Garlock, L. R. (2016) "Stories in the Cloth: Art Therapy and Narrative Textiles." 

Art Therapy: Journal of the American Art Therapy Association: 58-66. 

	
Gendlin, E. T. (1962) Expereincing and the Creation of Meaning. 1997, 

Northwestern Press . Glencoe : Free Press. 



108		

	
Germer, C.K, R D Siegal, and P. R Fulton.(2005) Mindfulness and 

Psychotherapy . New York: Guilford. 

	
Gibson, M. (2004) "Melancholy objects ." Mortality (Brunner Routledge ) 9: 287-

299. 

	
Gilroy, Andrea.(2006) Art Therapy, Research and Evidence based Practice. 

London : Sage. 

	
Hamlyn, A. (2003) "Freud, Fabric, Fetish." Textile 1: 9-27. In The Textile Reader 

(2012) Hemmings, J. London: BERG:14-26 

	
Harper, D, and A Thompson. (2012) Qualitative Research Methods in Mental 

Health and Psychotherapy . Chichester: John Whiley & Sons Ltd. 

	
Hass-Cohen, N, and J.C Findlay.(2015) Art Therapy & the Neuroscience of 

Relationships, creativity, & resiliency. New York: W.W. Norton & Company. 

Healthy & Care Professions Council (HCPC). Standards of Conduct. Available 
at: http://www.hcpc-
uk.org/assets/documents/10004EDFStandardsofconduct,performanceandethics
.pdf (no date) (Accessed: 23 March 2017)  
 
HCPC (2013) Standards of proficiency. Available at: http://www.hcpc-
uk.org/assets/documents/100004FBStandards_of_Proficiency_Arts_Therapists.
pdf (Accessed: 10 October 2016)  
	
Hellawell, D.(2006)  "Insider-out: analysis of the insider - outsider concept as a 

heuristic device to develop reflexivity in students doing qualitative research." 

Teaching in Higher Education: 483 - 494. 

	



109		

Hemmings, J. (2012)The Textile Reader. London: BERG. 

Hogan, S. (2012) Revisiting Feminist Approaches to Art Therapy. Boston: 
Berghahn Books 
	
Homer, E. (2015) "Piece Work: Fabric Collage as a Neurodevelopmental 

Approach to Trauma Treatment." Art Therapy: Journal of the American Art 

Therapy: 20-26. 

	
Huss, E. (2010) "Bedouin Women's Embroidery as Empowerment." In Materials 

and Media in Art Therapy, by C. H Moon, 215-229. Hove: Routledge. 

	
Isserow, J. (2008) "Looking together: Joint attention in art therapy." International 

Journal of Art Therapy 13, no. 1: 34-42. 

	
Johnson, J. S, and L Wilson. (2005) "It says you really care": Motivational 

factors of contemporary female handcrafters." International Textile and Apparel 

Association 23: 115-130. 

	
Jones, R.(2013)  "On the Value of Not Knowing. Wonder, Beginning again and 

Letting Be." In On Not Knowing. How Artists Think , by E Fisher and R Fortnum, 

16-31. London: Black Dog Publishing. 

	
Junge, M. B.(1999) "Mourning, Memory and Life Itself: The AIDs Quilt and the 

Vietnam Vetrans' Memorial wall." The Arts in Psychotherapy: 195-203. 

	
Kalmanowitz, D, and B Lloyd. (1999) "Fragments of art at work: art therapy in 

the former Yugoslavia." The Arts in Psychotherapy : 15-25. 

	



110		

Kenning, G. (2015) ""Fiddling with Threads": Craft-based Textile Activities and 

Positive Well-being." Textile (Bloomsbury) 13, no. 1: 50-65. 

	
Landes, J.(2012)  "Hanging by a Thread." In Revisiting Feminist Approaches to 

Art Therapy, by Susan Hogan, 224-236. Boston: Berghahn Books. 

	
Lincoln, Y (1990). "The Making of a Constructivist ." In The Paradigm Dialog , 

by E Guba, 67-87. Newbury Park: SAGE. 

	
Madill, A, and B Gough. (2008)  "Qualitative Research and It's Place in 

Psychological Science ." Psychological Methods: 254-271. 

	
Marshall, C, and G Rossman. (2016)  Designing Qualitative Research . Sixth . 

Thousand Oaks: SAGE. 

McLeod, J. (2001) Qualitative Research in Counselling and Psychotherapy. 

London: SAGE, 2001. 

	
McLeod. J (2003) Doing Counselling Research. London: SAGE. 

	
McLeod, J. (2011) Qualitative Research in Counselling and Psychotherapy . 

2nd. London: SAGE. 

	
McNiff, S. (1998a) Arts based Research . 1998: Jessica Kingsley 

McNiff, S. (1998b) Trust the Process . Boston: Shambhala . 

	
Miller, L. (2013) Cloth & Memory (2) . Shipley : Salts Estates Ltd. 

	



111		

Mitchell, V.(1997)  "Textiles, Text and Techne." In Obscure Objects of Desire: 

Reviewing the Crafts of the Twentieth Century , by T Harrod and H Clifford, 

324-332. London: Crafts Council. In The Textile Reader (2012). Hemmings, J. 

Londond: BERG:5-13 

	
Moon, B. (2007) The Role of Metaphor in Art Therapy. . Illinois: Charles C 

Thomas. 

	
Moon, C.H.(2010) Materials and media in Art Therapy. Hove: Routedge. 

	
Moon, C.H.(2002)Studio Art Therapy. London: Jessica Kingsley. 

	
Morris, C, and M Higgs.(2014) Judith Scott: Bound and Unbound. Prestel: 

DelMonico Books. 

	
Morrow, S. (2005) "Quality and Trustworthiness in Qualitative Research." 

Jounal of Counseling Psychology: 250-260. 

	
Moustakas, C. (1990) Heuristic Research. Design, methodology and 

Applications. Newbury park: Sage. 

	
Moustakas, C. (1994) Phenomenological Research Methods. Thousand Oaks: 

SAGE. 

	
Moxley, D P, H R Feen - Calligan, O G.M Washington, and L Garriott.(2011) 

"Quilting in Self-Efficacy Group Work with Older African American women 



112		

leaving homelessness." Art Therapy: Journal of the American Art Therapy 

Association: 113-122. 

	
Nelson, N, K LaBat, and G Williams. "Cotemporary Irish Textile Artists: 

Exploring Expereinces of Gender, Culture, and Artistic Medium." Clothing and 

Textile Research Journal, 2002: 15 - 25. 

Obermeyer, L http://www.lboartstudio.com/#/pier/ (no date) (Accessed: 20 
March 2017).  
	
Ogden, P, and K Minton .(2000) "Sensorimotor Psychotherapy: One Method for 

processing traumatic memory." Traumatology [online] Available at: 

https://www.sensorimotorpsychotherapy.org/articles.html (Accessed: 23 March 

2017)  

	
Pamphilon, B. (2002) "Speaking with my mothers: one feminist's reflections on 

the challenges in interviewing older women." Qualitative Research Journal : 34-

36. 

	
Parker, R.(1984) The Subversive Stitch . 5th. London: I.B. Tauris & Co Ltd. 

	
Payne, H. (1993) Handbook of Inquiry in the Arts Therapies. One River, Many 

Currents . London : Jessica Kingsley. 

	
Perry, B. D. (2006) "Applying principles of neurodevelopment to clinical work 

with maltreated and traumatised children: The Neurosequential Model of 

Therapeutics. ." Working with traumatised youth in child welfare : 27-52. 

	



113		

Polanyi, M.(1958)Personal Kowledge. Towards a Post - Critical Philosophy. 3rd. 

London: Routledge. 

	
Ponterotto.(2005) "Qualitative Research in Counseling Psychology: A Primer on 

Research Paradigms and Philosophy of Science." Journal of Counselling 

Psychology : 126-136. 

	
Price, A. R, and D Loewenthal.(2007) "A case of heuristic research: Is 

counselling/ psychotherapy helpful to midwives in relation to breaking bad news 

to pregnant women." In Case Studies in relational research. Qualitative 

research methods in counselling and psychotherapy, by D Loewenthal, 67-87. 

Basingstoke: Palgrave Macmillan. 

	
Reynolds, F.(2000) "Managing Depression through Needlecraft Creative 

Activities: A Qualitative Study." The Arts in Psychotherapy: 107-114. 

	
Reynolds, F (2002). "Symbolic aspects of coping with chronic illness through 

textile arts ." Arts in Psychotherapy : 99-106. 

	
Riley, J.(2008) "Weaving an Enhanced Sense of Self and a Collective Sense of 

Self through Creative Textile-Making." Journal of Occupational Science: 63-73. 

	
Rose, G.(2001)Visual Methadologies . London: SAGE. 

	
Saratantakos, S. (2005) Social Research . Basingstoke : Palgrave Macmillan. 

	



114		

Schaverien, J.(1999) The Revealing Image. London: Jessica Kingsley 

Publications Ltd. 

	
Schaverien, J. (2000) "The Triangular Relationship in the Aesthetic 

Countetransference in Analytical Art Psycotherapy." In The Changing Shape of 

Art Therapy , by A Gilroy and G McNeilly, 55-83. London: Jessica Kingsley 

Publishers. 

	
Schaverien, J.(1990) "The triangular relationship: desire, alchemy and the 

picture ." Inscape (Journal of British Association of Ar Therapist): 14-19. 

	
Sexton, T, and B Griffin (1997). Constructivist Thinking in Counseling Practice, 

Research, and Training. . New York: Teachers College Press . 

	
Smedslund, J. (2012) "The Bricoleur model of psychological practice." Theory 

and Psychology: 643-657. 

	
Smith, J, P Flowers, and M Larkin (2009). Interpretive Phenomenological 

Anaylsis. London: Sage. 

	
Soloman, M, and D Siegel.(2003) Healing Trauma. Attachment, mind, body, 

and brain. New York: W.W.Norton & Company, Inc. 

	
St. Germain, S.(2014) "It's Come Undone: Crocheting and Catastrophe ." In 

Stitching Resistance. Women, Creativity, and Fiber Arts, by M Agosin, 23-30. 

Kent : Solis Press. 

	



115		

Stallybrass, P.(1993)  "Worn Worlds: Clothes, Mourning and the Life of Things." 

The Yale Review (Blackwell Publishing Ltd): 25-50. In The Textile Reader 

(2012) Hemmings, J. London: BERG: 68-77 

	
Strauss. C. L (1962) The Savage Mind. Librairie Plan: Paris  
	
Strauss, A, and J Corbin.(1998) Basics of Qualitative research. Techniques and 

procedures for developing Grounded Theory. Second. Thousand Oaks: Sage. 

	
University of South Wales (USW) (2014). Code of practice for research 
students. Available at: http://gro.southwales.ac.uk/media/files/documents/2016-
01-05/2015_CoP_for_research_student.pdf (Accessed on 13 March 2017)  
	
Van Der Kolk, B.(2014) The Body Keeps the Score . New York: Viking Penguin. 

	
Weiner, A, and J Schneider (19890. Cloth and Human Experience . Washington 

: Smithsonian Books. 

	
Williamson, K, Schauder, D, S Wright, and L Stockfeld. (2002) "Oxymoron or a 

successful mixed marriage? A discussion of the use of action research withing 

an interpretivist framework." Qualitative Research Journal : 7-17. 

	
Willig, C.(2013) Introducing Qualitative Research in Psychology. Maidenhead: 

Open University Press. 

	
Winnicott, D. W. (1971) Playing and Reality. Oxon: Tavistock Publications Ltd. 

	
Winnicott, D. W. (1990) The Maturational Processes and the Facilitating 

Environment. London : H. Karnac (Books) Ltd. 



116		

Whitaker, P. (2014) Territories of art therapy [online] Available at: 
https://territoriesofarttherapy.wordpress.com (Accessed: 2 February 2017) 
 
Wood, C. (1990) "The triangular relationship: the beginnings and endings of art 

therapy relationship." Inscape (Journal of British Association of Art Therapists: 

7-13. 

	
Wood, M. (1984) "The child and art therapy: a psychodynamic viewpoint. ." In 

Art as Therapy , by T Dalley, 62-81. London : Tavistock Publications. 

	
Wright, B.(2001)  "Fabric Interventions." Public Art Review: 11 - 14. 

	
 

 

 

 

 

 

 

 

 

 

 

 



117		

Appendix 1: Table of texti le materials and symbolic associations.  

Adapted from Collier (2012, p.19-31). Text in red highlights additional 

information not referenced by Collier.  

Technique / 
Process 

Possible symbolic meanings  Materials  

Basketry  
 
Woven  

Container. Storage.  
‘Basket case’ (referring to someone with mental 
health issues)  ‘Eggs in one basket’ (to risk 
loosing everything). Life’s course.  Womblike 
form; life, death, rebirth, fertility, maternal 
containment.  

Cane, rushes, 
strips of wood, 
(usually) organic 
materials, fibres,  

Beadwork 
 
Jewellery 
Embellishment  
 

Status and value, monetary value. ‘To draw a 
bead on’ (locate in the sights of a gun). Royalty. 
Strength. Courage. Bravery. Accomplishment. 
Magical protection on journeys. Amulets and 
talismans, lucky charms. Prayer beads, 
spirituality.  

Glass, plastic, 
wood, used for 
stringing or 
threading, 
thread, felt, 
yarn. Pearl, 
gold, precious 
stones.  

Cloth and fabric 
 
Knit, crochet, 
looped, braided, 
knotted, woven.  

Words and speech. ‘Cut from the same cloth’ 
(implies similarities). ‘Man of cloth’ (priesthood – 
holy connotations).  
Skin. Touch. Morals, stature, violence, ambition 
and admiration. Fitting of clothing representing 
honesty, force, and treachery.  

Fibres  

Dyeing 
 

‘Dyed in the wool’ (to have very strong opinions). 
Permanence. ‘True colours’ (persons true 
attitude, opinions, biases) ‘lend colour’ (provide 
an interesting accompaniment) ‘sail under false 
colours’ (function  
Deceitfully)  

 

Felt 
 
Non-woven 
matted or 
compressed.  
Nuno (Japanese 
bonding of loose 
wool fibres) 

‘Make your presence felt’ (to have a strong 
effect). Feelings. Absorption. Protection, healing, 
spiritual warmth, isolation, suffocation, inability to 
communicate.  Scars.  

Animal fibres 
such as wool or 
fur. 

Knitting and 
crocheting  
 
Series of loops – 
can be done by 
hand, with 

Intertwining. ‘Knit one’s brow’ (eyebrows come 
together in wrinkles/ furrows). Contemplation, 
thought. ‘Cast pearls before swine’ (not to waste 
something precious). Life. Creating something 
new out of available materials. Coming together. 
Unravelling.  

Yarn.  
Plastic bags  
Recycled cloth 
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needles/ hook or 
machine.  
Kumihimo, 
braiding and 
knotting 
 
Ways to make 
rope, cord and 
string.  

Binding.  “He braided many ideas’ (interweaving 
of thoughts).  Rivers, streams. Strained to 
breaking point, weakness (knots)  

Fibres, strips or 
lengths of fabric. 
Wire. Hair. 
Cords. Ribbons.  
String. Twine. 
Straps. Chains. 
Webbing.  

Lacework 
 
Woven. Tatting  

Space, holes. Entrapment, enticement. ‘Soup 
laced with basil’ (small amount). ‘She laced into 
him when he was late’ (to abuse someone). Bind, 
tie up. Strong, yet delicate. Practical and frivolous. 
Hiding and exposing – used to veil, cover but also 
reveal. Open, closed. Light, dark. 
Interconnectedness. Intricacy.  

Yarn. Thread.  

Needlecrafts  
 
Embroidery, 
needlepoint, 
cross – stitch, 
tapestry, quilting.  

Elaborate, exaggerate.  Tapestry a metaphor for 
who we are as people. Comparing the front to the 
back (what we show to outside world) ‘be part of 
life’s rich tapestry’ (accept the parts of life you 
cannot avoid.  

Thread.  

Quilting  Warmth, protection. ‘Piecing for cover’ (making 
something for everyday use). ‘Run for cover’ (run 
for protection). Shelter, comfort.  

Fabric. Fillings 
can be wool, 
feathers, down.  

Recycling textiles  
 
Up cycling 

Repurposing.  Remnants of other people. ‘wear 
and tear’ (history of making do with what we 
have) 
Remaking. Retelling a story.  

Clothing, fibrous 
materials, 
clothing scraps. 
Furniture, 
carpets, tires, 
footwear, 
sheets, towels.  

Spinning  
Twisting fibre into 
a thread.  

‘put a spin on something’ (twist a story to one’s 
own advantage). ‘Spin one’s wheel’ (wasting 
time). ‘spin a yarn’ (telling an elaborate story). 
Spinster.  

Fibre (animal, 
vegetable, 
synthetic)  

Weaving  
 
Interlacing fibres.  

Birds – weaving nests. Spiders web. Divine 
process. Mystery of life – child blending of both 
parents, woven together in womb.  Society. 
Death. To make, to make something with intent to 
deceive. Combining elements into a whole. 
Contriving something, as in a tale.  Social 
relationships – procreation, regeneration, lifecycle 
of birth, maturation, death and decay.  Mental 
process to manage fragments/ confusion. Healing 
and repair.   

Fibre 
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Appendix 2. Example email (request to participate in study). Sent 

from university email address.  

 

Dear , 
 
I am contacting you having read your article…, which has been really insightful 
for my research project, and I am hoping that you will be interested in 
participating in the research.  
 
My study is about textiles within an Art Psychotherapy context - I have always 
used textiles in my arts practice, and am interested to understand why I am 
drawn to it but also what benefits it can offer therapeutically.  
 
I have attached the information about the study, which should contain 
everything you need to know to make an informed decision, but if you have any 
questions, please get in touch. I have also attached the consent form, which if 
you agree to participate, please sign and return to me.  
 
Thanks for taking the time to read over it all,  
 
Best wishes, 
 
Alex Burr  
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Appendix 3. Study information document   
Playing with fabric – The experience of texti les within Art 

Psychotherapy 
 

MA Art Psychotherapy dissertation project.  
 

 
Information about the study 
I have a personal interest in textiles, having always used it within my arts 
practice, I am interested to understand why I am drawn to it but also what 
benefits it can offer therapeutically.   This study aims to explore what textiles 
offer to those who work creatively and therapeutically with the materials, within 
the context of Art Psychotherapy. I have approached you as a qualified or 
trainee Art Psychotherapist who works with textiles to be a ‘co-researcher’ 
(Moustakas, 1990).  
 
What wil l  you need to do?  
As a participant in the study as a co-researcher, within the next 6 to 8 weeks, 
you will be asked to undertake a semi-structured interview for up to 1 hour, and 
make artwork.   
 
The interview will be conducted at a mutually convenient time and place, if it is 
not possible to meet in person, via Skype.  You will be given the opportunity, if 
wanted, to review the results of the interview, to ensure you feel your views are 
represented correctly.  Please see the following pages for an outline of the 
interview questions.  
 
In preparation for the interview, you are asked to create artwork using textiles/ 
fibre arts. This task is a chance to take notice of the processes and experience 
in preparation for the discussion. It will be up to you how long you would like to 
spend making with textiles, (it could be a very quick 15 minute activity) what 
methods you choose to make and how and if to record this experience.   
 
Participation in this study is voluntary. If you decide to take part in the 
study, you can withdraw from your involvement up until the 31st January 2017. 
You would not need to give an explanation.  
 
What wil l  happen to the data? 
The data, such as the interview recordings and artwork images, will be kept 
confidential on a password protected hard drive. All notes on the interviews will 
be anonymised, and you will never be named within the research study. This 
study has been approved by the ethic board at the University of South Wales 
(USW), and will be conducted in line with the code of ethics of the British 
Association of Art Therapy (BAAT), the Health Care Professionals Council 
(HCPC) and USW.  
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You can withdraw from the study up until January 31st 2017, in which case your 
data will be deleted from the research.  This date has been chosen, as I 
anticipate that I will have started to build my thesis around the collated interview 
results by this point. All research data, which is not assembled within the final 
study, will be deleted 6 months after completion.   
 
If requested, you will be given a copy of the final research project or a synopsis 
of the results as you prefer. The project may also be available for public usage 
when completed.  
 
Are there any risks?  
There is no intent to delve into subjects which may cause psychological stress, 
anxiety or humiliation or cause any more than fleeting harm beyond the risks 
encountered in normal life. However, I acknowledge that art making can be 
unpredictable, in which case personal therapy, supervision or other appropriate 
support such as friends and family may be of use.  
 
If you would like to ask any questions or need further information, please 
contact me via email, I will be happy to help.  
  
If you are willing to participate in the study, please read and sign the consent 
form and send back to me via 14058650@students.southwales.ac.uk.  We will 
then arrange a time for a preliminary phone conversation.  
 
My university dissertation supervisor is Blanka Hubena 
blanka.hubena@southwales.ac.uk, should there be any issues that cannot be 
resolved with myself.  
Thank you for taking the time to read this information.  
 
 
Alex Burr 
Trainee Art Psychotherapist 
University of South Wales  
 
References:  
Moustakas, Clark. Heuristic Research. Design, methodology and Applications. 
Newbury park: Sage , 1990 
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Semi Structured interview questions. 
 
The interview should last no longer than one hour.  In preparation for the 
interview, please can you create something using textiles/ fibre arts (see the 
above information for more guidance)  
 

1. Please tell me about how you got interested in textiles and started using 
this particular arts material (what processes you usually use, how you 
came to use textiles, inspirations, when/ where you do it, what it evokes 
in you).  

 
2. Have you ever used textiles in a personal therapeutic context? If you are 

comfortable, can you share these experiences in the context of the arts 
process.  

 
3. What alternative or difference do you feel textiles offer over other art 

materials?  
 

4. Do you think there are limitations, difficulties or dangers with using 
textiles?  

 
 
We will then discuss the piece of work you have done in preparation for the 
interview:  

5. Please tell me about the piece of work you have done, what processes 
you have used, the experience of making and what, if any, meaning it 
has to you. 
 

6. How were you feeling before, during and after the experience of making 
the piece of work?  

 
 

Extra questions for those with appropriate experience: 
7. In general terms and without compromising client confidentiality, from 

your personal experience as a practicing Art Psychotherapist, can you 
describe what therapeutic benefits, if any, you think textiles offer?  
 

8. How do textiles enter into your therapeutic work and/ or space?  
 

9.  Do you think textiles are useful for any particular client group?  
 

10.  What, if any, obstacles might prevent you from using textiles/ fibre arts in 
therapy sessions?  
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Appendix 4. Informed Consent document.  
	

Playing with fabric – The experience of texti les 
within Art Psychotherapy 
	
	
Consent	form	for	interviews	with	Alex	Burr	
	

Please	tick	next	to	each	statement	to	indicate	whether	you	agree	with	it.		
	 	 	 	 	 	 	 		

	 	
	 	 	
	 	 	

I	have	read	the	accompanying	information	about	this	study	and		 	 																	
	have	been	given	a	copy	to	keep	for	reference.	 	 	
	
I	have	had	the	opportunity	to	ask	questions	about	the	study	by	email		 	 				
or	telephone	before	agreeing	to		take	part.	
	 			
I	understand	that	information	I	provide	may	be	published	as	part	of	the		 	
project	reporting	but	that	the	data	collected	will	be	made	anonymous	and	my		
identity	will	not	be	disclosed		(subject	to	legal	and	safeguarding	exceptions).		
		
I	consent	to	participate	in	an	interview.		 	 	 	 	 	 				
	
I	consent	to	artwork	I	show	within	the	interview	context,	being	photographed	
and	used	within	the	study.	I	understand	my	images	will	be	stored	securely																	
	
I	agree	to	the	interview	being	recorded,	transcribed	and	written	up																													
	
Having	given	this	consent,	I	understand	that	I	have	the	right	to	withdraw	from	the	
project	up	until	31st	January	2017,	without	disadvantage	to	myself	and	without	
giving	any	reason.	
	
I	consent	to	the	processing	of	my	personal	information	for	the	purposes	of	this	
Research	study.	I	understand	that	such	information	will	be	treated	as	
confidential	and	handled	in	accordance	with	the	Data	Protection	Act	1998.																					
		
Name	of	participant...............................................	 												Date					.........................................	
	
Signature	of	participant	……………………………………….	
	
Witnessed	by	
	
Name	of	researcher……………………………………………..	 	 	
	
Date…………………………………………	
	
Signature	of	researcher………………………………………..	
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Appendix 5. BAAT bulletin.  
 
 

 
 
 
 
 
 
 

 
Do you work with Texti les/ f ibre arts in your arts practice?  

 
If so, you are invited to take part in MA Art Psychotherapy research on  

 
         ‘The experience of texti les within Art Psychotherapy’  

 
This study aims to explore what textiles offer to those who work creatively and 
therapeutically with the materials, within the context of Art Psychotherapy. For 

more information on the study, please contact me Alex Burr on 
14058650@students.southwales.ac.uk or phone ...  

 
	
 

 

 

 

 

 

 

 

 

 

 



125		

Appendix 6. Completed and approved low risk ethics form. 

	
	
1. IS	THIS	RESEARCH	PROJECT	BEING	SUBMITTED	FOR	LREC	OR	NRES	(COREC)	APPROVAL?		

If	YES,	please	contact	the	Ethics	Sub	Group	Secretary	before	going	any	further.	
	

Yes	 						 No	x 	
	
	
2. IMPERATIVE:	 Please	provide	 the	Project	 Start	 Form	number	 for	 this	project	 (available	 from	

the	Faculty	Research	Office):	
	
	
3. NAME	OF	PRINCIPAL	INVESTIGATOR:	 Alex	Burr		

QUALIFICATIONS:	 		
JOB	TITLE:	Trainee	art	psychotherapist	
USW	EMAIL:	14058650@students.southwales.ac.uk	
	

	
4. CO-INVESTIGATOR(S):	n/a	

	
IF	APPLICABLE,	NAME	OF	RESEARCH	SUPERVISOR:		JULIET	KING	

	
	
5. i)	DOES	THIS	PROPOSAL	REPRESENT	PART	OF	AN	EDUCATION/TRAINING	PROGRAMME?		

					(If	you	answer	YES	to	this	question,	please	complete	part	ii	below)			
	

	 Yes	x 						 No	 	
	
If	yes	–	please	answer	Q5ii	and	Q6	

	
ii)	IF	YES,	WHAT	QUALIFICATION	WILL	THIS	THE	PROJECT	LEAD	TOWARDS?	
	

MA	ART	PSYCHOTHERAPY		
	
6. I	confirm	that	the	University	of	South	Wales	is	responsible	for	this	study	and	that	I	am	not	

receiving	any	funding	for	this	project	(other	than	that	provided	by	myself	or	through	my	course	
Yes	x 						 No	 	

	
	
	
7. I	confirm	that	all	procedures	that	will	occur	within	the	research	will	adhere	to	the	University	

Policy	 on	 Health	 and	 Safety	 and	 that	 where	 applicable,	 a	 thorough	 risk	 assessment	 of	 all	
relevant	procedures	will	be	completed	prior	to	the	research	taking	place	

Yes		x 						 No	 	
	
	

	
8. RESEARCH	STUDY	TITLE:		

Playing with fabric – The experience of text i les within Art Psychotherapy 	
9. About	my	Study		
	
An	 exploration	 into	 textiles	 within	 Art	 Psychotherapy	 –	 I	 will	 be	 conducting	 semi	 structured	
interviews	 with	 up	 to	 4	 professional	 qualified	 Art	 Psychotherapists	 and	 4	 trainee	 Art	
Psychotherapists,	all	of	whom	use	textiles	within	their	arts	practice.	I	will	be	asking	them	to	create	
a	 piece	 of	 art	 work,	 using	 textiles	media,	 prior	 to	 the	 interview,	 in	which	 to	 take	 notice	 and	 be	
mindful	of	their	experience	with	the	process.		
	
10. Research	Methodology.	Please	tick	all	the	field	methods	you	intend	to	use.	
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Primary	Research	(e.g.	where	the	data	is	collected	for	the	first	time)	
	
Semi-structured	interviews	 	 	 	 	 	 x 	
	
Unstructured	interviews		 	 	 	 	 	 	
	
Questionnaires	 	 	 	 	 	 	 	 	
	
Focus	Groups	 	 	 	 	 	 	 	 	
	
Observation	(including	ethnographic	research)	 	 	 	 	
	
Physiological	observation	or	measurement																																																	 	 	
	
Audio	recording		 	 	 	 	 	 	 x 	
	
Video	recording	and/or	photography	in	a	public	place	 	 	 	
	
Video	recording	and/or	photography	in	a	private	place	 	 	 x 	
	
Other	(please	explain	fully	below)	 	 	 	 	 	 	
	
	
	
	
Secondary	Research	(e.g.	where	the	data	has	already	been	collected	by	a	separate	study	and	
is	now	being	re-analysed)	
	
Secondary	analysis	of	identifiable	data	from	human	participants	 	 	
	
Secondary	analysis	of	anonymised	data	from	human	participants	 	 	
	
Other	(please	explain	fully	below)	 	 	 	 	 	 		
	
	
	
	
	
	
	
	
11. Confidentiality	and	Anonymity	(Please	answer	YES,	NO	or	NOT	APPLICABLE	(NA)	to	each	

of	the	following)	 	
YES		 NO
	 N/A	
	

A. Questionnaires	will	be	returned	anonymously	and	indirectly	 	 	
	 	 x 	
	

B. Questionnaires	and/or	interview	transcripts	will	only	be		
identifiable	by	a	unique	identifier	(e.g.	code/pseudonym)	 	 	 x 	

	 	
	

C. Lists	of	identity	numbers	or	pseudonyms	linked	to	names		
and/or	addresses	will	be	stored	securely	and	separately		 	 	
from	the	research	data	 	 	 	 	 	 	 x 	

	 	
	

D. All	place	names	and	institutions	which	could	lead	to	the		
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identification	of	individuals	or	organisations	will	be	changed	 	 	 x
	 	 	

	
E. I	confirm	that	my	research	records	will	be	held	securely		

at	The	University	of	South	Wales	according	to	the	Data		 	 	
Protection	Act	1998	and	in	accordance	with	University	guidelines		 	 x 	
	 	
	

F. I	confirm	that	I	will	not	use	the	research	data	for	any	other		
purpose	or	that	I	have	attached	the	use,	retention	and		 	 	
re-use	form	(adapted	for	my	own	project)		 	 	 	 x 	
	 	
	

G. If	you	answered	NO	to	any	of	the	above	(or	think	more	information	could	be	useful	to	the	
reviewer)	please	state	why	here:	

		
	

	
12. Informed	 Consent	 (Please	 answer	 YES,	 NO	 or	 NOT	 APPLICABLE	 (NA)	 to	 each	 of	 the	

following)	
	

YES		 NO
	 N/A	

All	respondents	will	be	given	an	Information	Sheet		
and	be	given	adequate	time	to	read	it	before		
being	asked	to	agree	to	participate	 	 	 	 	 	 x 	
	 	
	
All	participants	taking	part	in	an	interview,		
focus	group,	observation	(or	other	activity		
which	is	not	questionnaire	based)	will	be		
asked	to	sign	a	consent	form	 	 	 	 	 	 	 x 	
	 	
	
All	participants	completing	a	questionnaire	will		
be	informed	on	the	Information	Sheet	that		
returning	the	completed	questionnaire	implies		
consent	to	participate	 	 	 	 	 	 	 	
	 	 x 	
	
All	participants	being	asked	to	provide	sensitive		
personal	data	will	have	the	following	statement		
on	the	consent	form	or	on	the	bottom	of	their		
questionnaire	’I	consent	to	the	processing	of		
my	personal	information	for	the	purposes	of		
this	research	study.	I	understand	that	such		

								information	will	be	treated	as	confidential	
								and	handled	in	accordance	with	the	

Data	Protection	Act	1998’	 	 	 	 	 	 	 x 	
	 	
	
All	respondents	will	be	told	that	they	can	withdraw		
at	any	time,	ask	for	their	interview	tape	to	be		
destroyed	and/or	their	data	removed	from	the		
project	until	it	is	no	longer	practical	to	do		 	 	 	 	 x 	
	 	
so	(e.g.	when	I	have	written	up	my	report)	
	
If	 you	 answered	 NO	 to	 any	 of	 the	 above	 (or	 think	more	 information	 could	 be	 useful	 to	 the	
reviewer)	please	state	why	here:	
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13. Context	(Please	answer	each	question	as	briefly	as	possible)	

	
A. Where	will	 the	 research	 take	 place?	 At	 a	 location	 suitable	 for	 the	 participant,	 via	 video	

internet	call.		
	

B. Who	 are	 you	 recruiting?	 (Do	 not	 list	 individuals	 by	 name)	 Qualified	 and	 trainee	 Art	
Psychotherapists	
	

C. How	will	you	approach	them?	Via	email		
	
	
14. Information	Sheets	and	Consent	Forms	
	
Please	confirm	that	you	are	including	your	Information	Sheet/s	and	consent	form/s	for	
participants.	Please	note	-	There	are	Faculty	templates	available	for	you	to	use.	You	are	free	to	
modify	but	please	ensure	that	it	does	not	significantly	alter	the	template.	
	
	 	 	 	 	 	 	 	 	 	 I	confirm	
	 x 	
	
	
15. Applicant’s	Declaration	
	
If	your	project	is	approved	you	must	follow	the	process	and	documents	you	have	submitted.	If	your	
application	 is	 not	 approved	 you	 will	 need	 to	 refer	 to	 this	 version	 of	 your	 application	 when	
preparing	your	re-submission.	
	
I	have	read	and	agree	to	abide	by	a	Code	of	Conduct.	In	the	text	box	at	the	end	of	this	section	please	
name	the	Code	of	Conduct	that	you	will	be	following	when	you	conduct	the	research.	
	
I	have	read	the	guidelines	accompanying	this	application	form	and	understand	that	failure	to	follow	
these	and	my	approved	protocol	constitutes	research	misconduct	and	the	policy	for	such	offences	
will	be	followed	in	such	an	instance.		
	
The	Code(s)	of	Research	Conduct	that	will	be	adhered	to	are:	
	
British	Association	Art	Therapists	code	of	Ethics		
(http://www.baat.org/Assets/Docs/General/BAAT%20CODE%20OF%20ETHICS%202014.pdf)		
	HCPC	Standards	of	Proficiency	for	Art	Therapists			
(http://www.hpc-
uk.org/assets/documents/100004FBStandards_of_Proficiency_Arts_Therapists.pdf)		
USW	Ethic	policy	
	
Please	sign:	 	ABURR		 	
	
Print	name:		 	 	 	 	 	 	 Date:	29/09/16		
Alex	Burr		
	
	
16. Supervisor’s	Declaration	
	
If	 the	 student’s	 project	 is	 approved	 they	 must	 follow	 the	 process	 and	 documents	 they	 have	
submitted.	 If	 their	 application	 is	 not	 approved	 they	 will	 need	 to	 refer	 to	 this	 version	 of	 their	
application	when	preparing	their	re-submission.	
	
I	have	read	and	agree	to	abide	by	a	Code	of	Conduct.	In	the	text	box	at	the	end	of	this	section	please	
name	the	Code	of	Conduct	that	you	will	be	following	when	you	conduct	the	research.	
	



129		

I	have	read	the	guidelines	accompanying	this	application	form	and	understand	that	failure	to	follow	
these	and	the	approved	protocol	constitutes	research	misconduct	and	the	policy	for	such	offences	
will	be	followed	in	such	an	instance.		
	
The	Code(s)	of	Research	Conduct	that	will	be	adhered	to	are:	
British	Association	Art	Therapists	code	of	Ethics		
(http://www.baat.org/Assets/Docs/General/BAAT%20CODE%20OF%20ETHICS%202014.pdf)		
	HCPC	Standards	of	Proficiency	for	Art	Therapists			
(http://www.hpc-
uk.org/assets/documents/100004FBStandards_of_Proficiency_Arts_Therapists.pdf)		
USW	Ethic	policy	(LSE)	
	
	
Please	sign:	 Blanka Hubena	 	 	
	
Print	name:	Blanka	Hubena	 	 	 	 	 	 	 Date:	 16	
March	2019	
	
	
FESG	use:	 	 	 																						
	
Date	considered:	16	March	2019	
	
Ethical	Opinion:	
	
	 Approved	 	

	
	 Approved	with	proviso;	the	revised	application	considered	by												

	
											 	 	Chairs	action	only	 	 										 	Original	reviewers	and	Chair	
	
	 Resubmission	to	next	meeting	requested.	Comments	provided.					

	
Signature	of	FESG	…………………………………………	
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Appendix 7. Risk assessment.  

MA	Art	Psychotherapy	
Risk	Assessment	–	Dissertation	Project	–	‘Playing	with	fabric	–	the	experience	
of	textiles	within	Art	Psychotherapy.’		
	
What	are	the	potential	sources	of	risk/	harm	to	participants	in	taking	part	in	
this	project?	Consider	the	potential	for	both	physical	and	psychological	
harm.	
I	am	asking	participants	in	the	study	–	both	qualified	and	trainee	Art	
Psychotherapists	(AP)	to	make	artwork	in	preparation	for	the	semi	
structured	interviews.	Artwork	can	be	un	predictable,	emotional	responses	
may	occur	that	are	not	planned	for.		
	
How	are	you	intending	to	mitigate	this	risk?	
Through	approaching	qualified	and	trainee	AP’s	I	have	reduced	the	risk	and	
assume	that	they	are	familiar	with	the	un	predictability	of	making	artwork	
and	thus	will	be	more	able	to	prepare	and	deal	with	what	occurs.	I	have	
included	in	the	information	sheet	about	the	project,	a	paragraph	about	the	
risk	involved	with	art	making	and	acknowledged	that	the	participants	should	
have	appropriate	places	to	take	any	difficult	emotional	responses	that	come	
up	during	the	process	i.e.	supervision,	personal	therapy	or	other	appropriate	
support	such	as	friends	and	family.		
	
What	are	the	potential	sources	of	risk/	harm	to	you	in	undertaking	this	
project?	Consider	the	potential	for	both	physical	and	psychological	harm.	
Through	the	project	being	heuristic	and	self-exploratory,	alongside	the	art	
making	–	there	is	the	risk	of	the	unpredictability	of	the	artwork	as	
mentioned	above.		
	
How	are	you	intending	to	mitigate	this	risk?	
I	will	be	in	personal	therapy	throughout	the	duration	of	the	study,	and	will	
use	this,	alongside	friends	and	family	to	ensure	that	I	stay	well	throughout	
the	process.		
	
What	are	the	potential	sources	of	risk/	harm	to	others	or	the	environment	
from	this	project?	Consider	the	potential	for	both	physical	and	psychological	
harm.	
N/a		
	
How	are	you	intending	to	mitigate	this	risk?	
N/a		
Any	other	comments	on	the	potential	risks	of	this	project:	
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Appendix 8. Init ial notes on transcription (Poppy) 
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Appendix 9. Rough l ist of important elements transcription (Poppy) 
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Appendix 10. Alex portrait.  

 

I	 remember	 always	 being	 interested	 in	 textiles,	 clothing,	 colour.	
Textiles	 are	 carriers	 of	 stories,	 I	associate	them	to	times,	
with	people	and	feelings.		Clothing	can	be	part	of	a	person,	a	part	of	
your	 life,	 they	 hold	 physical	 remnants	 of	 that	 time,	 shapes,	
smells,	 but	 also	 reminders,	 prompts.	 	 They	 are	 wrapped	 up	 with	
identity,	 what	 is	 presented	 to	 the	 outside	 world,	 what	 do	 we	
show?	 But	 also	 what	 is	 underneath?	 They	 invite	 interaction,	 a	
closer	 look.	 	 Textiles	 are	 full	 of	metaphorical	 language,	
threads,	unravelling,	wrapping,	remaking,	re	telling	of	stories,	
I	 am	 drawn	 to	 their	 non-permanence,	 the	 ability	 to	 un	 pick	
mistakes.	I	hoard	fabrics	and	textile	items.	I	am	attached	 to	
them	and	the	meaning	I	feel	they	hold.	I	want	to	keep	them,	but	I	want	
to	 change	 them,	 there	 is	 a	 conflict,	 which	 I	 think	 relates	 to	 my	
attachment	 style.	They	have	links	to	family,	who	made	them,	who	
wore	 them,	 who	 repaired	 them,	 in	 particular	 the	 women.	 	 Using	
textiles	 has	 allowed	me	 the	 space	 to	 process	 loss	 the	 loss	 of	 my	
grandmother.	Through	working	with	her	 clothing,	 I	 have	had	 time	 to	
focus	 on	 her	 transformation	 and	 ill	 health.	 Working	 with	 textiles	
allows	me	to	get	lost	in	the	process,	using	my	hands	with	a	
concentration,	 I	enjoy	it,	 I	 find	it	calming	 and	mindful.	 	They	
are	 adaptable	 and	 flexible,	 movement	 with	 the	 material	 is	
important;	 they	 arouse	 the	 senses	 with	 touch	 and	 smell.	 I	 have	
found	 them	 less	 intimidating	 than	 white	 paper;	 they	 are	
accessible	and	playful.	With	clients	they	are	a	way	in	to	work	with	
those	who	are	skilled	in	textiles,	however	I	risk	them	being	too	taught,	
too	directive.	They	offer	opportunities	from	limited	mess;	they	are	
portable	and	can	evoke	a	lot	of	emotion	quickly.		
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Appendix 11. Sarah portrait.  

 

Textiles	 are	 a	 part	 of	me,	if	I	use	them;	I	feel	there	is	a	part	of	me	in	the	
work.	I	mainly	use	applique,	embroidery	and	print,	but	I	have	done	weave,	knit	and	
crochet	when	 I	was	 trained.	 Fabrics	 can	 have	 meanings	 to	 me,	 clothing	
from	 friends	 and	 family,	 hand	me	 downs,	 from	 travel	 experiences	and	
people	 give	 me	 scraps	 or	 lace,	 bits	 and	 bobs	 because	 they	 associate	 me	
with	 it.	 	 I	have	used	symbolic	 imagery	to	create	print	designs	and	use	them	in	
work;	images	that	relate	to	me,	symbolise	who	I	think	I	am,	or	the	things	I	like,	
and	I	can	use	that	fabric	to	create	something	I	can	wear	into	a	very	personal	piece.	
I	 have	 used	 clothing	 from	 childhood	 and	 family	
members	 to	 create	 quilts	 and	 record	my	 travel	 journeys.	 I	 am	 interested	 in	
where	 the	 threads	 have	 been	 in	 the	work,	 the	 underneath.	 	 I	 think	 fabrics	 often	
have	 a	history	 to	 them,	 and	 you	 can	 get	 close	 to	 them	 with	 that	 tactile	
feeling.	They	have	been	part	of	something,	got	their	own	
life.	The	 skills	 appeal	 to	 me,	 and	 I	 think	 the	 colours,	 patterns	 and	
associations	can	inspire	work.	They	are	readily	available,	around	the	home,	
cheap,	 portable	 and	 I	 like	 that	 they	 are	 a	 resource	 that	 is	 already	 there,	
convenient	 and	 sustainable	 in	 that	 way.	 	 My	 mum	 used	 to	 use	 bits	 of	 old	
blankets	 to	make	cushions.	 	 I	 find	them	familiar	 and	 safe,	when	I	am	doing	
embroidery	I	am	focused	and	in	my	 own	 little	world.	Using	textiles	
can	 be	 fun,	 energising,	 calming,	 and	 gratifying	 to	 finish.	 They	 can	 also	 be	
laborious,	 feeling	 like	 I	 need	 to	 do	 a	 big	 painting	 to	 loosen	 up.	 I	 feel	 excited	
about	the	outcome,	I	come	from	a	design	background,	either	things	need	to	be	
beautiful	 or	 for	 a	 purpose,	 I	 have	 forgotten	 how	 to	 play	 with	 art	
materials.	 I	want	to	experiment	with	textiles	again	 like	using	paper	 in	a	sewing	
machine.	I	don’t	find	textile	materials	available	within	art	therapy,	and	this	can	be	
frustrating	 for	me	wanting	 to	use	 the	 correct	needle,	or	 some	embroidery	
thread	when	 I	want	 to	get	 in	 touch	with	 this	part	of	myself.	 I	 could	 see	how	 the	
skills	could	hold	client’s	back,	and	motor	co-ordination;	the	right,	
working	 tools	 would	 be	 needed.	 	 I	 have	 been	 thinking	 that	 textiles	 might	 be	
useful	for	working	with	refugees,	or	those	with	a	nomadic	 lifestyle,	who	
might	need	to	use	what	they	have	to	create	with.		
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Appendix 12. Alice portrait.  
 
I	work	in	mixed	media,	but	there	is	something	about	fabric.	
I	am	a	hoarder	and	I	use	clothes	in	my	artwork	that	I	don’t	want	to	get	rid	of	‘a	
bit	 of	me	 that	 I	 don’t	 have	 to	 throw	away’.	The	objects	and	
fabrics	 can	 represent	 a	 part	 of	 the	 self.	 	 I	 also	 like	 going	 to	 charity	
shops,	and	the	process	of	recycling	and	giving	something	a	new	life.	Fabric	
has	 stories;	who	wore	it,	who	made	it,	where	it	has	come	from,	it	triggers	
my	 imagination.	 I	 use	 family	 hand	 me	 downs,	 from	 my	
grandmother,	mother,	 father,	sister,	they	hold	memories	and	relate	to	my	
attachment	 to	 these	 relationships.	 I	 use	 those	 clothes,	 especially	 at	
difficult	times	in	my	life,	when	‘I	am	finding	it	difficult	to	hold	in	mind	
that	 I	 am	held	by	 those	 relationships’.	I	find	comfort	 in	using	
these	 fabrics,	 physically	 seeing,	 feeling	 and	 smelling	 them,	
knowing	that	they	have	held	the	shape	of	loved	ones,	or	reminding	me	of	
associated	 memories.	 	 Fabric	 is	 something	 we	 have	
experienced	since	day	one,	clothing	a	newborn	baby,	or	wrapped	in	a	
blanket,	 there	 are	 pre-verbal	 connections.	 This	 can	 be	 a	 really	
powerful	 trigger	 if	 you	 are	 working	 with	 a	 client,	 it	 could	 be	 too	 fast.	
Fabrics	 are	 familiar,	 they	 are	 in	 our	 homes,	 we	 know	 them	 from	 the	
beginning.	 	The	 time	 it	 takes	 to	work	with	 them	can	allow	 for	consideration,	but	
can	 also	 mean	 there	 is	 less	 spontaneity	 as	 an	 art	 material.	 They	 can	
symbolically	 represent	 different	 experiences	 and	 emotions,	 facilitating	
connections	 between	 thoughts	 and	 feelings,	 which	 can	 accelerate	
the	therapy.		It	could	be	very	intrusive	to	cut	up	fabric,	for	some	people	this	might	

not	 be	 comfortable	 ‘cutting	 apart	 something	 that	 was	 whole’.	 The	 client	
should	very	much	choose	what	they	want.	They	could	
be	attracted	to	fabric	for	many	different	reasons,	colour,	texture,	pattern.	It	could	
be	less	intimidating	than	painting,	and	can	be	accessible	through	using	with	mixed	
media	 methods	 i.e.	 with	 glue	 instead	 of	 stitch.	 It	 can	 be	 calming	 and	
soothing,	 through	 touching	 the	 fabrics,	 cutting	 them,	 ripping	 them,	 the	
contrast	to	other	art	materials.	I	can	get	 lost	 in	 the	process	of	making,	
for	me	it	is	like	going	home.		
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Appendix 13. Kiz portrait 
 

For	me,	textiles	have	an	association	to	childhood	
memories,	 links	with	family,	being	taught	to	knit	by	my	mother,	
being	 in	 nature	 and	 collecting	 blackberries	 to	 dye	 with.	 I	 have	
fabric	 I	 have	kept	 for	30	 years.	 People	 give	me	 fabric,	 lace,	 or	 I	 have	
kept	it	 from	other	times	in	my	life	 like	university,	 ‘of	course	I	have	to	
keep	them!’	It	reminds	me	of	times	and	places,	textures,	colours.	I	
think	 of	my	 old	 pattern-cutting	 tutor	who	 died,	 in	 her	 slub,	 textured	

suits.		Textiles	 are	 a	 part	 of	 life,		‘an	 addiction	 I	
fund’,	yet	I	 find	it	difficult	to	make	in	amongst	the	busyness	of	 life.	I	
am	 frustrated	with	 the	 lack	of	variety	and	equipment,	
there	 ‘if	 you’re	 lucky’	 within	 art	 therapy.	 For	 years,	 within	 the	 art	
arena,	textiles	have	been	seen	as	the	poor	relation,	considered	a	
craft	and	possibly	that	is	why	experienced	art	therapists	don’t	consider	
it.		When	I	do	get	to	make,	I	enjoy	it,	I	get	lost	in	the	hours	when	I	am	
stitching.	 It	 focuses	 me	 and	 I	 feel	 strength	 in	 ‘keeping	 to	 what	 I	
know	 is	 real	 and	 good’,	 the	 work	 brings	 me	 back	 to	 my	 secure	
base,	 ‘which	 is	 about	 nature	 and	 calm’.	 Almost	 like	
breathing.		Sometimes,	I	hand	stitch	in	my	bed;	I	have	a	basket	
of	supplies	by	my	bedside.		I	have	piles	of	fabric	to	choose	from	which	I	
pull	out	instinctively,	using	touch	to	guide	me.	I	find	it	difficult	to	let	go	
of	fabrics	and	clothes	I	have	made	but	I	feel	I	need	to	let	them	go	
for	survival.	I	cut	them	up,	reuse	them,	share	them,	pass	them	on	to	
others.	Part	of	the	ceremony	of	making	is	the	choosing	of	the	
fabric,	 I	 don’t	 mind	 the	 way	 they	 can	 change	 with	 the	 process	 of	
making.	At	the	end	I	have	something	to	show	for	it.	All	materials	
are	valuable.		
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Appendix 14. Sue’s portrait  
	
I	 have	 always	 loved	 textiles;	 I	 am	 a	 passionate	 textile	 person.	 I	
work	 3d,	 I	 build	 stuff	 and	work	 with	 my	 hands.	 I	 remember	
being	 fascinated	by	my	Grandmothers	 sewing	machine	and	button	draw,	
making	 my	 own	 costumes	 and	 modifying	 thrift	 clothes.	 Working	 with	 textiles	
makes	me	 happy,	 I	 use	 it	 for	 self	 care	 and	 find	 it	 relaxing.	 	 Textiles	
offer	texture,	they	are	stimulatory	to	work	with,	to	touch,	to	feel,	
to	 comment	 on.	 They	 elicit	 feelings	 and	 memories,	 clients	
have	 associations	 with	 family	 and	 childhood	 experiences,	 they	
reminisce.	 Conversations	 start	 over	 shared	 experiences	 whilst	
making,	what	sewing	and	clothing	means	to	them;	they	can	
connect	and	engage	people.		I	think	textiles	work	well	with	any	ages;	children,	
geriatric,	 those	 with	 dementia,	 veterans,	 can	 all	 get	 involved.	 	 Working	 with	
textiles	such	as	fusible	 fabric,	doll	work,	multimedia	quilts	appeal,	as	
they	are	useful,	pragmatic,	aesthetically	tempting,	easy	and	gratifying.	I	
show	 samples	 of	 what	 can	 be	 done	 to	 clients,	 not	
overwhelming	them	with	skill	or	artistry,	but	to	see	if	it	interests	
them,	and	 it’s	ok	 if	 it	doesn’t,	don’t	 push	 it.	 It	can	be	 frustrating	 for	
some	 people,	 dependent	 on	 ability	 level	 and	 health	 issues	 such	 as	
eyesight;	 this	 needs	 to	 be	 considered	 for	 safety.	 	 Processes	 can	 be	
made	 accessible	 through	using	glue	gun	 instead	of	 stitch,	or	through	
watching	certain	parts	of	the	process	whilst	talking	i.e.	watching	someone	younger	
doing	the	stitching	and	the	client	offering	support,	feeling	useful.	It	is	good	to	
be	as	hands	on	as	possible,	partaking	in	different	stages	of	the	
making.	Working	with	men	and	women	is	slightly	different,	you	
have	 to	 approach	 it	 differently,	 textiles	 are	 seen	 as	 a	 female	
centric	activity.		Making	sure	there	is	a	choice	of	fabrics	to	appeal	to	
different	 sexes	helps,	 although	sometimes	 I	am	surprised	what	 they	
are	attracted	 to.	 	Veterans	had	 to	 learn	 to	sew	 in	 the	army,	fabrics	
are	seen	as	utilitarian,	for	clothing	or	furnishing,	so	it’s	takes	a	
little	convincing	to	get	them	to	explore,	but	use	the	end	result	to	entice	
them.	 	 I	 think	 there	 is	 a	 very	 psychodynamic	 nature	 to	
textiles.	It’s	like	a	loose	media	and	can	be	very	triggering.	Textiles	
will	 elicit	 memories	 whether	 they	 are	 good	 or	 not,	 people	 know	
instinctively	whether	they	have	the	ego	strength	to	go	on	that	
journey.		
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Appendix 15. Felicity’s original portrait  

I	use	the	textiles	because	I	am	interested	in	what	is	under	the	surface,	how	
materials	 are	 constructed,	 ‘the	 very	ground	 of	 the	 work’.	 As	 a	
therapist	 I	 ask	 what’s	 behind	 the	 initial	 first	 glance?	 Textiles	 invite	 a	
curiosity	around	how	they	are	made,	the	edges,	raw	materials	and	the	earth’s	
resources.	Who	owns	what	in	the	world?		Through	using	textile	processes	such	as	
sewing,	 thoughts	 on	 societal	 issues	 around	 feminism,	 women’s	 work	 and	
making	do	arise	‘sewing	is	a	subversive	act	in	today’s	throw	away	culture’.			
They	can	be	used	to	explore	an	internal	landscape,	the	materials	can	 lead	
the	way,	a	conversation	can	be	had	in	manipulation	and	physically	
making.	‘Your	hands	can	communicate	understanding	with	the	tiny	movements	
you	 make…with	 having	 our	 hands	 think’.	 The	 sensation	 and	 involvement	 of	

push	 and	 pull	 when	 sewing	 through	 a	 tough	 fabric,	 or	 using	 wire	 to	
puncture	velvet,	can	test	the	materials.	The	physicality	of	making	
is	 important.	Repetition.	Materials	 hold	stories,	 personal	 histories,	
personal	objects	 in	 safe	pockets	–	 ‘fabric	 time	machine’.	 	 Something	quite	
shocking	 can	 be	 transformed	 in	 aesthetically	 pleasing	 ways;	 using	 the	 intricate	
woven	 hair	 of	 a	 dead	 loved	 one	 in	 a	 piece	 of	 jewellery	 ‘their	 physicality	 close	
when	their	actual	existence	 is	gone’.	Keeping	mementos.	There	are	 links	with	
identity,	 status	 and	power,	 creating	decorative	objects	 to	present	 to	 the	
outside	world.		The	textile	objects	have	their	own	life	spans,	their	own	stories,	
their	 journeys	before	and	after	being	manipulated	in	the	art	making	process.	
They	 are	 familiar,	 part	 of	 every	 day	 life	 and	
experiences,	can	be	conveniently	used,	are	accessible	and	can	be	cheap.		
There	 is	 an	 infinite	 choice	 with	 fabrics.	 They	 can	 be	 high	 art,	 or	 lowly,	
domestic	 or	 expensive	 clothing	 –	 we	 can	 identify	 with	 them;	 they	 have	
their	own	 language.	‘We	each	have	an	everyday	experience	of	using	textiles	
in	our	own	lives	and	they	feel	like	they	are	very	familiar.’	Choosing	from	a	variety	
of	materials	is	part	of	the	process	of	using	textiles;	there	are	many	possibilities	
and	 choices	 to	 make.	 When	 people	 are	 very	 unwell,	 curiosity	 can	 be	
limited.	 People	 come	 with	 preconceived	 ideas	 around	 what	 art	 is,	 school	
associations.	Gently	role	modelling	and	having	themed	art	techniques	can	be	
useful,	 so	 that	using	 textiles	 in	 art	 making	 is	 validated	 ‘the	
ability	 to	 learn	more	 about	 it’s	 uses,	 and	 then	 enable	 them	 to	 go	 and	 use	 it	 for	
themselves	afterwards.’	 	People	often	use	fabric	as	a	comfort,	if	they	are	very	
traumatised	or	distressed,	fabric	 can	be	held	 or	 stroked,	 it	 can	be	
soothing,	soft,	‘like	stroking	a	cat’.	Fabric	can	help	to	make	contact	with	
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the	senses,	to	manage	emotions;	the	tactility	can	draw	people	from	just	being	in	
their	heads	to	a	more	bodily	experience,	which	is	valuable.	Comfort	boxes	
on	 the	 ward	 use	 fabric	 for	 grounding,	 specifically	 for	 trauma	 work.	 Within	
dance	 and	 movement	 therapy,	 textiles	 are	 capable	 of	 physically	
holding	 what	 we	 cannot.	 They	 also	 make	 sounds	 when	 used	 in	 ribbon	
work.	 	 I	encourage	people	 to	 feel	 like	 they	can	express	 themselves	 in	a	way	they	
would	like	to,	being	open	to	allowing	them	to	use	whatever	they	need. 
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Appendix 16. Example email (request for feedback on the portrait) 

 

 

Hi…, 
 
I hope you are well,  
 
I have just completed and attached a first draft of the portrait of your 
interview. I am compiling a kind if summery of each interview in this style 
and will then be drawing similarities/ themes between them.  
 
Do you feel it is a true representation of your views or if you would like 
anything added/ taken away?  I have tried to retain your voice in the words.  
 
Please let me know what you think.  
 
Kind regards, 
 
Alex  
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Appendix 17.Example of thematic data table ‘Capacity for association’ theme.  

Theme Portrait  Direct quotes from interview 
Capacity 
for 
association   
 
Family  
 
Connections  
 
Memories  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
] 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Me 
Clothing can be part of a 
person, a part of your life, they 
hold physical remnants of that 
time, shapes, smells, but also 
reminders, prompts. 
 
I am attached to them and the 
meaning I feel they hold 
 
They have links to family, who 
made them, who wore them, 
who repaired them, in 
particular the women 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Sarah 
Fabrics can have meanings to 

Me 
I used the shirts [my 
grandmothers], looking back, 
although at the time consciously, 
to process some of that loss 
because I was using words from 
some of her recipe books and I 
was working with her shirts, 
which was important (2:42-44) 
 
I am quite attached to fabrics; I 
have a lot at home, boxes of it, I 
kind of hoard fabric in way. I think 
I have a bear that is very 
important to me, in terms of 
possibly how I started to feel a 
real connection to fabric, it was 
made by my great aunt for me 
when I was 6months old …my 
grandmas sewed, both my 
grandmas at different times, that 
I’ve sewed, I think my mum has 
sewed him at times, to patch him 
up, he is well worn, well loved, 
but that idea that my great aunt 
made something for me when I 
was born and we have kept him 
going through patches and 
repairs and yeah I have got 
memories of my grandmother 
sewing on a red suit and then me 
being really upset as it changed 
the smell and then laughing at 
him with her because he looked 
like a fireman. (3:7-18)  
 
I always go for fabric which has 
some association to something 
(4:34) 
 

Sarah 
my mum always used to always 
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me, clothing from friends and 
family, hand me downs, from 
travel experiences 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 

Poppy 
connect with family members 
 
joining of people and have 
cultural relevance 
 
 

 
 
 
 
 
 
 
 
 
 

sort of use bits of old blankets 
and things like that to make 
cushions and things around the 
house (1:6-7)  
 
some of them are hand me 
downs, people know I like my 
fabric so people will give me 
scraps of fabric as well. And also 
my travels, I went to Africa 
brought some fabric as you can 
see here from my cushions, so 
yeah.  And I went, spent 6 
months in Japan (1:31-34)  
 
sentimental fabrics… one or two 
pieces are pieces of childhood 
clothing, a shirt of my dads, 
some of the fabric that I had 
printed, my print designs from 
university (4:25-30)  
 
my best friends old clothes 
actually…it used to be one of her 
items of clothing, but I can’t 
remember what it was, I think I 
used to see her wear it (8:33-9:3)  

 
Poppy 

So we did something called the 
Social Fabric, which was, looked 
like sheets and it was the idea of 
the community members and 
people who were HIV positive to 
work on the same sheet…so that 
the idea was that you were 
working on the same piece of 
fabric, with somebody you didn’t 
want contact with. (2:26-31)  
 
Exactly and it can be a self-
soothing item. And in this case, I 
knew, he is in foster care, I knew 
that the foster mother knits and 
crochets and we did a little bit of 
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Alice 
they hold memories and relate 
to my attachment to these 
relationships 
 
reminding me of associated 
memories 
 
They can symbolically 
represent different 
experiences and emotions, 
facilitating connections 
between thoughts and feelings 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

that. So I was trying to connect 
what he could do at home for 
some self-soothing as well (5:34-
37)  

 
Alice  

Really related to my attachments, 
especially using hand me down 
clothes that my grandma has 
worn, my mum wore, then my 
sister, then me, so I really 
explored that side and how I 
guess, maybe I use those 
clothes, especially at difficult 
times of my life, maybe I am 
finding it difficult to hold it in mind 
that I am still held by those 
relationships so I have to 
physically see it or feel it so I find 
real comfort in using fabric that is 
familiar, so the smell touch, look, 
so for me using clothes that have 
been handed down is a real 
holding experience.   
 (2:29:35)  
 
but there is something about the 
fabric, because like you said, you 
know the smell, the feel of it, you 
might have given that person a 
hug when they were wearing it, 
so many memories … there is 
something very powerful about 
fabric I think (3:14-18) 
   
(fabric used in art work) my dad 
came back from a trip to India,  
when we were about, probably 
about seven years old, and he 
brought two matching outfits one 
for my sister and I,  this was my 
sisters actually (5:20-22)  
 
Maybe I was feeling a bit anxious 
that day, I used that fabric that 
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Kiz 
textiles have an association to 
childhood memories 
 
It reminds me of times and 
places 
 
the work brings me back to my 
secure base 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

connects me to my sister, to my 
dad (5:32-33)  
 
I think it saved time, if she had 
painted in so much detail, every 
feeling, it would have taken so 
much time, instead the fabric 
represented something, it was 
quite full, you know, stripes or 
beads, so it saved time and it 
kind of, I guess she 
unconsciously identified at first 
maybe and then as she was 
using it, thought oh yeah this is 
when I am really sad, or this is 
when good things happen. So I 
think it kind of, erm, made it, like 
facilitated connections with her 
thoughts and feeling (8:1-7) (CW)  
 

Kiz 
And I have incredible early 
memories of textiles and being 
taught to knit when I was about 
4, really young. So because of 
my age and the economics in my 
family, my mother made all my 
clothes. So she made everything, 
knitted everything, we didn’t have 
anything that was shop brought. 
So I think that probably, there 
were 4 children that probably 
was an incredible influence and 
so I came in to see textiles as 
just part of life and I love it, I love 
it. (1:3-9)  
 
I was at the age when I observed 
what she was doing(mum), and 
she would do lots of natural dying 
and so I learnt how to squoosh 
up blackberries and dye with 
blackberries and take bark and 
leaves and I lived in the country 
so actually picking blackberries 
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Sue 
I remember being fascinated 
by my Grandmothers sewing 
machine and button drawer 
 
They elicit feelings and 
memories, clients have 
associations with family and 
childhood experiences, they 
reminisce. Conversations start 
over shared experiences 
whilst making, what sewing 
and clothing means to them; 
they can connect and engage 
people 
 
Textiles will elicit memories 

and flowers that was always 
incredibly intrinsic to that 
experience. (1:14-18)  
 
they are memory pieces (fabric) 
(6:23)  
 
I feel the piece of work signifies 
to me a base, my secure base. 
Which is about nature and feeling 
calm (8:28-29)  
 
I think as well it was the memory 
with it. We had an amazing 
pattern-cutting lecturer at college 
called Margaret Jones, I mean 
how can I remember that name?! 
(laughs) but she dies of cancer, 5 
years after I finished my course. 
And she always wore suits made 
out of slub, textured, so there 
was the memory of her even 
(9:9-13)  
 
just that it (textiles artwork) has 
an association with me for my 
childhood I think. (11:9-10)  
 

Sue 
My grandmother was a 
seamstress and I always 
fascinated with her sewing 
machine, which I inherited, and I 
would just watch her sewing for 
hours, and go through her draws 
and her buttons, so I think it 
started very early (1:15-18)  
 
I had them sit next to us as we 
were sewing, and they would 
reminisce (3:14) (CW) 
 
I recall one of them saying, he 
remember being about 3 or 4 
sitting under the table while his 
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whether they are good or not  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

mother had the quilting bee over. 
And he could see the quilt 
hanging over the table, and hear 
the women chatting and it felt 
very warm and safe, and they 
were sneaking him candy and 
cookies under the table. So 
someone who was 89, was 
remember when he was 3 or 4 
was very reminiscent, and erm 
engaging, and it elicited those 
kind of feelings (3:37-4:2) (CW) 
 
often we have to introduce it and 
then we find out from them 
reminiscing – oh this fabric looks 
like one of my mothers house 
coat, or I remember my father 
used to wear corduroy when he 
sat in his wing chair and smoked 
a pipe (4:15-16) (CW) 
 
it (fabric) can still elicit a lot 
reminiscence from the lifespan 
(4:20) (CW) 
 
I think there is a very 
psychodynamic nature to textiles, 
that is really triggering and just 
like a loose media right, like 
loose paint, finger paint, clay, you 
have to have the ego strength to 
go on that journey, and most 
people know if they can embark 
on that or not, because I think 
textiles will elicit memories 
whether they are good or not, 
and they might not want to go 
there, and they instinctively know 
that and they might not want to 
touch it or look at patterns, the 
fabric patterns (5:5-11)  
 
and the client  reminiscing too 
about sewing clothing for her 
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Capacity 
for 
association   
 
Stories 
contained 
within  
 
Identity  
(symbols)  
 
Special 
meaning 

 
 
 
 
 
 
 
 
 
 

Me 
Textiles are carriers of stories, 
I associate them to times, with 
people and feelings.   
 
remaking, re telling of stories 
 
They are wrapped up with 
identity, what is presented to 
the outside world, what do we 
show? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Sarah 
fabrics often have a history to 
them…They have been part of 
something, got their own life. 

children, and then my volunteer 
started talking about when she 
learnt how to sew at a young 
age, and you know her 
grandmother, and it elicited a 
whole conversation (6:37-39)  
 
it  (making the cushion) became 
a shared experience (7:18)  
 

Me 
I was very interested in how 
clothing and your identity could 
hold something about your 
personality and what your trying 
to show through your clothing 
and identity (1:20-21)  
 
how can you throw away clothes 
it’s like throwing away part of 
your life and this idea that fabric 
holds a lot of stuff (1:31-32)  
 
which was all about using old 
fabrics, and reworking old fabrics 
and what stories the fabric tell  
(2:9-11)  
 
when you stitch into fabric it is 
not permanent, you can unpick 
it…it can be repaired or undone. 
Mistakes can be made. (3:23-25)  
 
I think that offers a very personal 
way to work, interact with the 
fabric because it can hold so 
much I think (3:45-46)  
 
thinking that it once contained a 
lot of my grandfather (4:41)  
 

Sarah 
those fabrics had meaning to me, 
so erm, made like out of old 
clothes, some were prints, textile 
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Alice 
fabrics can represent a part of 
the self 
 
Fabric has stories; who wore 
it, who made it, where it has 
come from, it triggers my 
imagination 
 
 
 
 
 
 
 
 
 
 
 
 
 

print designs that I had designed 
at university (1:21-23)  
 
sentimental fabrics… one or two 
pieces are pieces of childhood 
clothing, a shirt of my dads, 
some of the fabric that I had 
printed, my print designs from 
university (4:25-31)  
 
I think fabrics often have a 
history to them, a personal, and if 
they are your fabric there is a 
personal, personal history, and a 
history you can get close to with 
that tactile feeling of it. Erm yeah, 
I think that’s the main thing, they 
have already, especially if they 
have been worn, they have been 
part of something else, they have 
got their own life, story, where as 
if you pick up some paint, some 
pastels, it hasn’t once been 
something else. (7:33-37) 

Alice 
there is a bit of me that I don’t 
have to throw away because I 
am using it for something else.  
(1:19-20)  
 
The objects, I guess how I relate 
to them, what they evoke in me. 
If it is something I have known for 
a long time, lets say for example 
a hand me down clothes, then it 
is memories they hold, then 
dependent on how I am feeling I 
might use different types of 
clothes or if it is something I have 
found, in charity shops, it is again 
what it triggers in my imagination, 
you know start making up where 
it comes from, who has worn it, 
who has made it (2:12-17)  
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Felicity 
Materials hold stories, 
personal histories, personal 
objects in safe pockets – 
‘fabric time machine’ 
 
Keeping mementos. There are 
links with identity, status and 
power, creating decorative 
objects to present to the 
outside world.  The textile 
objects have their own life 
spans, their own stories, their 
journeys before and after 
being manipulated in the art 
making process. 
 

Felicity 
What was the purpose of this 
decoration, you know personal 
decoration and erm and what 
that meant in our societies a long 
time ago and what that means 
now. And I guess it’s similar 
things, in some ways it’s about 
sort of status and power and 
showing your wealth on the 
outside, I guess it’s something 
about showing the opposition 
erm and err ownership of the 
worlds resources (2:35-39) 
 
I do quite a bit of sewing and 
often think about erm, you know 
how sewing would have been 
something really important in the 
household where people would 
have to sew to repair things and 
sort of make do. And how that 
was an important part of 
surviving financially for families. 
So yes, I really like thinking about 
these things as I am making, 
making work. (4:37-39)  
 
those bits of fabric that erm, a 
sort of a memento (8:5) 
 
a sort of place to hold memories 
really, a place to hold memories 
of the past perhaps. Yeah. So I 
guess that is what was behind it, 
thinking about that, erm, of a sort 
of a time machine in some way, 
you know a fabric time machine. 
(10:5-8)  
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Appendix 18. Example of worked thematic data table (Offerings of 
comfort). 

 
 
 
 
 
Figure 19. Workings of subordinate theme naming.  



151		

Appendix 20. Init ial notes on transcription (Felicity).   

 


