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We live in a world where we are bombarded with traumatic images from war, natural disasters, child abuse, domestic violence, rape, murder, the list is endless. Most of us have suffered some sort of trauma in our life, whether that be a single event such as a car crash (PTSD) or years of abuse at the hands of others (C-PTSD). C-PTSD is defined as “arising after exposure to an event or series of events of an extremely threatening or horrific nature, most commonly prolonged or repetitive events from which escape is difficult or impossible”(NICE, 2018). This work explores methods of expressing complex, traumatic feelings through poetry, glass and textiles. It is an outlet for dealing with the nightmares, flashbacks, and bodily memories that trauma therapy uncovers. It is a way to cope with these challenging encounters. Poetry is an essential essence to engage with the uncomfortable emotions and sensations related to traumatic experiences. 
The work embodies sensory elements of touch, feel and texture to explore trauma. It draws on Cathy Malchiodi’s theory of ‘sensorimotor expressive arts therapy’ where ‘bottom-up processing’ is used (Heiderscheit, 2022). Bottom-up processing is where the sensory phenomena of trauma are considered first, to access implicit memory and applied in an artistic way.  The creations would not exist without the traumas. Through the hands-on approach of dyeing wool, sewing, and manipulation of the fabrics, the structures echo bodily forms whilst encoding the poetry. The process and struggles to make the pieces are as important as the finished pieces. Sewing can be a meditative process giving time for reflective thought and other times it leads to frustration, despair, and suicidal ideation. The contrasting sides are both valid and important to acknowledge as this report will show. The translation of ductile materials into glass, a solid form, obscures the writing whilst creating transparency. A cloak of invisibility. The sentiments are captured in the glass – a frozen moment in time. Traumas are fragmented moments of time, memories, feelings that are trying to be heard and a creative outlet can offer this.
As an artist with alexithymia: poetry, journaling, utilising textiles and working with glass to connect with unknown feelings, is vital for understanding and communicating with people. Alexithymia is a neuropsychological phenomenon, defined by The Dictionary of Psychology (Colman, 2015) as “a disturbance of affect and cognition indicated by difficulty in describing or recognizing one's own emotions, and a reduced affective and fantasy life.” When overwhelm drowns the mind, an object can speak a thousand words through feel, look, smell, texture, and body language often mimics the work or unknown emotions. Suzanne Langer (Langer, 1967, p. 65) says artistic perception is unconscious and should not be analysed. The best art is not contrived; it comes from within.  We project meaning onto an object based on our own emotional intelligence and feelings (Langer, 1967, p. 65). It is a way to communicate when you lose the ability to speak. “Being constantly assaulted by, but consciously cut off from, the origin of bodily sensations produces alexithymia: not being able to sense and communicate what is going on with you” (van der Kolk, 2015, p. 295). When mind and body are not one, a confliction occurs, and they become disconnected. The brain then struggles to understand basic signals such as hunger, thirst and body temperature. In Maslow’s hierarchy of needs (fig.1), if the basic physiological needs are misinterpreted, not met or one fears for their safety, then self-actualization cannot happen. This framework suggests that self-actualisation is where creativity happens, however, people can still be artistic without having their basic needs met. It is not only possible but can be a positive distraction from the chaos of any trauma. This is why creation is so important in this body of work as the emotions can be conveyed, and a sense of the underlying pain is revealed, without words, to the viewer. [bookmark: _Toc202199398][bookmark: _Toc202199489]Figure 1 - Maslow's Hierarchy of Needs (Myra Sandquist Reuter, 2023)

A 2019 study in the Lancet Psychiatry journal (Lewis et al., 2019), showed that 1 in 3 (642 of 2,064) children  in England and Wales had experienced some form of significant trauma by the age of 18. A breakdown of those numbers showed that of those 642, 25% suffered lifetime PTSD. Nearly 50% of the people in this group self-harmed and 20% had attempted suicide (Lewis et al., 2019). This is why art depicting these themes is so valuable. It is an uncomfortable truth that so many children have been afflicted in this way and suffer in silence. Many victims of childhood abuse struggle to verbalize and comprehend what has happened to them. Many are threatened with even more violent outcomes if they speak about the abuse, so become compliant. They learn from an early age to disassociate to survive, which becomes problematic later in life. On 28th May 2025, paedophile Joel le Scouarnec  admitted sexually abusing 299 children in a hospital (Sky News, 2025). There were adults who only found out they had been abused because of his detailed journals. It is an uncomfortable truth to believe we live in a society where this continues to happen on such a large scale. We are taught to trust people in authority, and this is why it needs to be exposed. Survivors need an outlet for their unimaginable pain and should not be censored if they choose a creative outlet to express their pain, torment and suffering. A 7-year-old cannot comprehend sexual abuse but being told that they will be killed if they tell, they do understand. There are 5 main forms of child abuse: 
a) physical abuse
b) sexual abuse
c) emotional abuse
d) neglect 
e) witnessing or experiencing domestic violence/intimate partner violence.
(Vizard, Gray and Bentovim, 2022)
Having experienced all these abuses as a child makes the work more poignant. There is so much pain to be exposed through the work. Trying to convey trauma to people who have experienced none as well as those who understand is challenging. As the work is always unconscious and intuitive, it feels more relatable as it is not trying to be anything. Cornelia Parker says that trusting our subconscious is imperative as it knows far more than our conscious; that we need to make without judgement and then the meaning will become clearer later (Hattenstone, 2010). Years of childhood and adulthood abuse are flowing through the poetry, textiles, and glass. 
Poetry can reach the soul and move a reader to tears through its emotive and evocative language. Poetry comes in many forms: from the melodic, structured, rhyming, to free verse. Many artists use poetry and journalling alongside their practice for self-reflection.  It is a way to track how mind and life influence the work. Louise Bourgeois is an artist whose work embodies her diary entries. Küster (2012, p. 11) notes that with Bourgeois it was clear that her notes were a way for her to process the traumas she had experienced. She spent most of her life in and out of therapy trying to come to terms with her father’s adultery (Küster, 2012, p.26). Her pain, her fragility and state of mind are clearly on display. Her hand scribbled notes (fig.2), give a great insight into her work and her thoughts.[bookmark: _Toc202199399][bookmark: _Toc202199490]Figure 2 - Loose Sheet of Writing - 1986. (Laster, 2018).

Poems when they are typed do not have the same impact or meaning as the original handwritten versions. More can be learnt about the state of mind of the poet from the way it is handwritten. Is it neat and tidy or is it messy and covered with scribbling out? Sometimes a poem can start in a controlled, structured way with a comforting rhyme scheme.  As the poem evolves and the poet starts to lose control of their emotions, the masked feelings blurt out over the page in anger and pain, as can be seen in the poem untitled 1/9/24 (see fig. 3 and fig. 4). As the poet unravels so does the rhyme scheme and the language changes to pure, raw emotion rather than more soothing poetic ones. In this way it mimics a therapy session in the way that the mind is not open when it first enters the room. It is guarded, not wanting to reveal itself, unconsciously hiding the feelings as the mind cannot comprehend them or deal with them. As the brain starts to trust the familiar setting, it slowly unveils information through memory, flashbacks, bodily sensations but struggles to verbalize the images. As the overwhelm and loss of voice happens, everything starts spiralling out of control in the therapy room, echoing the poetry.
 Side one of the poem (fig. 3), is trying to come to terms with several egregious acts that have happened to the poet. The writer tries to grasp the horror of what they are feeling but their emotions are starting to overwhelm them. They are suffering and want to stay in control by using short, sharp, rhyming lines:[bookmark: _Toc202199400][bookmark: _Toc202199491]Figure 3- Side one of Untitled 1/09/24 – Emma Martin 

But inside, the pain,
Stops the brain
From being sane. 
I feel disdain
Then the reader turns to side 2 (fig. 4) and it looks and feels like someone else has written it. The middle has lost its structure, and the truth is starting to be revealed. The poet is desperately trying to regain control. The self-hatred becomes evident as they become aware they are attacking themselves viciously and unravelling. As their self-hatred turns to anger the revelation is blunt:[bookmark: _Toc202199401][bookmark: _Toc202199492]Figure 4 - Side 2 of Untitled 1/09/24 – Emma Martin

Raped by a paedophile
Raped by an exile
Sexually assaulted by several bastards
Spat on, beaten, and used.
The punctuations are missing. It is raw, brutal and honest. The ending line ‘I will never be clean’ shows the real disturbance and how the experiences have traumatised the poet. Overcoming these traumas seems impossible but some of the pain has been given an outlet. As a society we are much more aware that abuse happens and still people turn a blind eye. 
Any type of sexual violence is abhorrent. In France, Gisele Pelicot bravely waived her rights to anonymity, after discovering her husband of 50 years had been drugging her with sedatives, for at least the last 10 years and then not only raping her but inviting other men to join in (BBC News, 2024). Having been raped after taking sleeping medication this story resonates. Being paralysed by the medication but knowing and feeling what is happening to you before falling unconscious is indescribable. The blame and shame condemn one to silence.  Rape Crisis (2024) reported that 1 in 3 women are raped in their own home. Knowing your attacker, is harder to comprehend as the trust is broken. Women need to be given a voice to reclaim the injustice that they have suffered. In 1991, Kurt Cobain said: 
Rape is one of the most terrible crimes on earth. And it happens every few minutes…The problem with groups who deal with rape is that they try to educate women about how to defend themselves. What really needs to be done is teaching men not to rape. Go to the source and start there (NME, 2011).
The abuse and rape of women still exists and this is disgraceful. Rape is horrific, and a betrayal of trust in most cases. 90% of people who are raped know the perpetrator (NIA, 2020). Expressing damage of this type through poetry, textiles and glass is a way to deal with the pain.
This first poem discussed, Untitled 1/9/24, is written a month into trauma therapy. A week before, the poem Bodily Memories 23/8/24 (fig. 5) was created. It is the poem that changed the course of the MA work.  These new overwhelming, painful, bodily sensations, needed an innovative way of being explored. The poem describes the first experience of a bodily memory and the loss of control of the body. The body is trying to release traumatic bodily memories, leading to being overwhelmed by the experience. The poet feels disconcerted:[bookmark: _Toc202199402][bookmark: _Toc202199493]Figure 5- Bodily Memories – Emma Martin 

	I feel nauseous
	My body feels alien
	It’s been invaded
	I can’t cope.
The poet is shutting down. Bessel van der Kolk (2015, p. 113-114) says:
Traumatized people chronically feel unsafe inside their bodies: … Their bodies are constantly bombarded by visceral warning signs, and, to … control these processes, they often become expert at ignoring their gut feelings and in numbing awareness of what is played out inside. They learn to hide from their selves. 
Over the years, various maladaptive coping strategies have been used: disassociation, starvation, bingeing, overexercising, cutting, overdosing, to survive the bodily pain. These behaviours become more extreme and dangerous to cope. To change behaviours, the person inflicting the pain on themselves, must see it as an issue. Being constantly told it is a problem, has the opposite effect, and it becomes a challenge to see how much damage can be inflicted on the body. The poetry, textiles and glass are a way to reconnect with the body and deal with pain and bodily phenomena in a safer way. 
Formal words cannot describe the ‘horrible sensations’ (Bodily Memories) of reliving childhood sexual abuse. As a young child there were no words. Threatened with death if the abuse was ever spoken, silence was the only option:
I feel like a dirty secret
Groomed to be abused. 
Tickled in games
 In inappropriate places,
 Violently abused.’ 
There is no rhyme scheme present in the poem as it is stream of consciousness, trying to come to terms with the abuse. The realization that it was not ‘just child molestation’ causes a split. Shame and worthlessness take over. ‘What did I do to deserve this’, they ask? It is common as an adult to blame oneself for the abuse as the ‘emotional, survival brain’ is wired in this way to protect the child (van der Kolk, 2015 p. 317). Until a person feels safe enough to return to that bodily experience of abuse and face it, it will be held in the body waiting to be released (van der Kolk, 2015 p. 317). The poem would not exist if it were not for starting trauma therapy, as the bodily memories would not have been triggered. The body can no longer be ignored, and as a result the poet wants to get rid of anything that makes them feminine, ‘I want to cut my uterus out,’ so that they cannot ever be abused in that way again. There is no compassion, no tears, despite accepting their stepbrother tried to kill them. “While reliving trauma is dramatic, frightening, and potentially self-destructive, over time a lack of presence can be even more damaging” (van der Kolk, 2015, p. 84). There is a belief that dealing with trauma is not beneficial and retraumatises the person.  A recent journal article (Purnell et al., 2024) found that out of a study of 2,618 patients, only 89 (3.4%) “reported that therapy had been harmful or led to a worsening of PTSD symptoms”. In this poem we are seeing how years of shutdowns and disassociation are no longer working, and the body is screaming out for recognition. The body needs to be acknowledged and then those feelings need to be expressed in some form, to be released therapeutically. 
Poetry has been a release of emotions since the age of 9. At the age of 12 the struggles can be seen in the poetry. In Somewhere over the rainbow (fig.6): the loneliness, the constantly being blamed for things and suicidal feelings are expressed in an innocent language.
 [bookmark: _Toc202199403][bookmark: _Toc202199494]Figure 6 - Somewhere over the rainbow - Emma Martin age 12

The original pencil versions of the earlier poems have been lost. The poetry must always be written in pencil; pen is too permanent; it cannot be erased. The pencil is light and free to roam. It can be any weight but must not be rubbed out. Sometimes the pencil is a 2B, as in Untitled 1/09/24 (fig.3 and fig.4). It wants to be heard; it screams from the page. The changes of mind, the spelling mistakes, crossed out lines, speak volumes about the current state of mind. The poems are read over and over as the state of paper suggests. Evocative handwriting is not just about communication but traces of movements (Ingold, 2020). Some poems have drink, blood, spilt across them, hinting at the emotions evoked. Cathy Caruth (1996, p. 91) says that trauma cannot be fully grasped in the moment; years later it reappears as “flashbacks, nightmares and other repetitive phenomena”. The handwriting changes as these fragmented memories become more intense. The pencil is tracing how the memory feels: angry, painful, incomprehensible. Other times an H pencil is preferable. The poet is trying to conceal a truth, as in Bodily Memories (fig.5). Words could not convey these new experiences, so a new approach was needed: materiality.
Textiles is an integral part of the process, which is complicated by the desire to turn the pieces into glass. Working with the textiles is the most subconscious side of the work. The human soul expresses itself unconsciously out of “inner necessity” (Jung, 2007, p. 152). Textiles is a way to engage with alexithymia and intense emotions in the poetry. Louise Bourgeois says “The physical interaction with the medium has a curative effect. I need the physical acting out. I need to have these objects exist in relation to my body” (Tate, 2013, p. 5). There is something exceptional about making work with your hands, which helps to navigate complex emotions. Trusting your unconscious to reach a deeper understanding is a gift (Küster, 2012, p. 78). Every piece is unique, composed intuitively from the start to finish. 
	The process starts with the wool hand dyed in a graduated effect in bodily colours to look like blood and flesh. It needs to be visceral to represent bodily ephemera and self-harm. Ironically, cutting engages with the body, that one is trying to disassociate from, as the physicality of the blood shows they are alive (Orbach, 2010, p. 122). It is abjection. People are captivated by the bodily colours but repulsed too. The colour reminds people of their own impermanence. It is unsettling. Bourgeois writes:
Red is the colour of blood,
Red is the colour of paint.
Red is the colour of violence.
Red is the colour of danger.
Red is the colour of shame.
Red is the colour of jealousy.
Red is the colour of grudges.
Red is the colour of blame. (Coxon, 2010, p. 22)
Red is representing negative associations in her poem and so it is in the wool. It is a violence upon the body by oneself and others. Trauma is ugly, messy, chaotic, out of control and red denotes this. It is angry, twisted, warping the mind. This is portrayed throughout the work.[bookmark: _Toc202199404][bookmark: _Toc202199495]Figure 7- Picture showing sewing on cushion


The sewing process needs to be comfortable. Sat cross-legged on the sofa, with a favourite cushion underneath (fig. 7): the wool is used to sew the lines of poetry onto differing textures of fabric. Slowly evolving, double stitched, taking about 10 minutes a letter. A spicy or citrus scented candle is lit in the background to help stay grounded during sewing.  A range of music plays in the background from heavy or symphonic metal to orchestral music. The music conveys the current mood. Suicidal ideation can be triggered, and depression saturates the space, the poetic emotions fill the room. Time pressure adds to the sense of despair and the mood spirals. The sewing is just the beginning but cannot be rushed. The wool is sewn across a long piece of material between 75-100 cm long, 15-20 cm wide. Every stitch is exaggerated and prominent to translate itself in the glass later. The repetitiveness of the stitching can be said to have a meditative effect (Axell, 2024), when it is not entangling itself. It can be observed that whenever bodily words or words that have a significant meaning are formed, the style and size changes, just like the poetry style and handwriting changes. The word gets tangled in knots as the feelings that the word evokes disturb the flow of the unconscious sewing. 
The work embodies Csikszentmihalyi’s (1997) idea of ‘flow’ and ‘autotelic experience’. When immersed in the process of creating, the traumatic experiences are unconsciously revealing themselves and time is distorted. This leads to the work becoming a healing endeavour. It allows the mind time to distract itself from the painful emotions conveyed throughout the work.  As the mind is trying to deny its pain and stay in control, the unspeakable makes itself known. It creeps up to the forefront to be heard. Langer(1959, p. 82) describes this type of art as a “Living form”. It is made without conscious judgment through feelings, emotions and sensations (Langer, 1959, p. 82). The effects of trauma are not apparent in a logical or rational way. It is only through allowing the repressed memories to be in charge that sense can start to happen. A tacit knowledge. An unveiling of the nonsensical without completely understanding. 
	The forming of the work happens after challenging trauma therapy sessions where emotions paralyse and words are lost. After months of small-scale testing, and 6 months on from the poem Bodily Memories, it is finally translated into something profound in textiles. The pieces are tightly bound and contorted, expressing the uncomfortable bodily memories or feelings (fig. 8). Like Bourgeois the work is “closely associated with bodily, psychological and emotional states” (Coxon, 2010, p. 43). The irony of spending hours dying wool, painstakingly sewing the words, and then crumpling the fabric up so that the words cannot be read is not lost. Random stitching would not be appropriate as a self-revelation cannot be made. It shows how invisible trauma is and the layers in which it is buried. [bookmark: _Toc202199405][bookmark: _Toc202199496]Figure 8- Twisted Fabric

 	Tara Kennedy is a textile artist who explores trauma in her work. In her piece Trauma (fig.9) Kennedy says it “symbolizes the cycle of repetitive traumatic emotions often felt by PTSD sufferers. Blood coloured spiky lengths are wrapped around each other in a circular motion intertwined with barbed wire to express pain and suffering. A few of these lengths emerge into buds of hope to represent possible recovery and peace” (Kennedy, 2015).  Being neurodiverse makes processing trauma harder as they have a need for understanding minute details of traumatic events due to “detailed focused processing” and “increased rumination”(Rumball, 2022). This complicates the recovery, and this is where having an artistic outlet is invaluable. In Kennedy’s Becoming (fig. 10) pain and suffering are represented through the tightly coiled, blood-coloured threads and nails, with hope emerging as the threads become white and untangled.  Being trapped in a perpetual cycle of suicidal ideation is soul destroying but being able to convey this creatively, helps start the process of healing from multiple traumas.Figure 10 - Becoming - Tara Kennedy
Figure 9– Trauma – Tara Kennedy

 For the work to convey trauma, it needs an unpleasant undertone. It needs to be raw to make trauma visible. By using a combination of different textured fabrics, this can be achieved. The textures portray hidden meanings and connotations through use of semiotics, and a “conscious tactic of aesthetics and memory” (Dormor, 2022, p. 83), bringing both conscious and unconscious awareness together. The backing hessian is woven, tight and rough. It is reminiscent of snake’s skin, suggesting something sinister but fragile. The black denim is soft but firm. The beige cotton is firm with a strong noticeable weave. The bandage is soft and can be pulled apart. The jute has an open weave that frays when cut, and loosens through the stitching process, creating holes and stretching. The cream hessian jute has an irregular weave, contrasting thick and thin lines. Underneath the backing hessian, a soft layer of cotton batting is clipped to the sewn fabric to give the fabric body before forming. It is a comforting fabric, so soft and strokable. It soothes on a traumatic day. The sensory aspects are an important part of the work, as the work needs to engage the tactile and the visual. The contrasting textures show the complexities and variations of trauma. Neurodiverse people can be more sensitive to the feel of things and these rough textures are prickly, they irritate the skin, just like the wool. A label in a t-shirt can feel like it is cutting the skin with its edges due to hypersensitivity in touch. All these differing textures have an important role in the translation of the fabric into glass. The stronger the texture, the more noticeable it will be in glass.
Translating the fabric into glass is the most controlled aspect of the making process.  For the glass to succeed, specific calculations must be made in the firing process based on the size, weight, depth, type and shape of the piece. There is a formula to follow but once the basics are mastered than there is room for artistic changes such as colour and texture. Creating the work in fabric was never enough as the pieces, although they ended up battered and dull, due to their opaqueness they could not fully convey trauma. The textile work became battered because of being ripped out the plaster moulds or gel flex moulds (fig. 11). 

Unveiling 2 (fig.12) shows the different fabrics patchworked together like the memories of trauma. They are random. The single red line of stitching is rough like the wool. The blood red colour the only visible impact of trauma.  It glistens out through the transparency, yet some of the words can be read unveiling a small piece of the poetic trauma. This  echoes Barthes idea that “the system of the imaginary is spread circularly, by detours and returns the length of an empty subject”  (1992, p. 32). Trauma is not linear, and neither are the memories. There is haptic memory in the glass, remnants of all the processes in it. The differing textures of the fabric can be traced through touching and seeing the glass. This sensory play invites the viewer to touch the surfaces and feel the embodied trauma. The glass is a material nociception; the physiological experience of the preconscious sensing of danger (Snow, 2025), made physical. The glass hints that the bodily memories are giving signs of what has come before. Being hyposensitive to these sensations, the physical manifestations can help an autistic practitioner, begin to understand unfathomable sensations. The fractured stitching and folds in the material give a sense of ‘mal ease’. Placed on an off-black cushion, the transparency becomes visible, bringing to light some of the pain contained within. The glass slab is in a state of mourning, longing to be heard, unlike the twisted glass pieces that are alive with feelings.Figure 12 -Unveiling 2 - Cast Glass of Figure 11
Figure 11 - Textile used to make Unveiling 2 (fig. 12)

 Only two twisted fabric pieces were successfully made into glass. This was upsetting and painful. The others are gradually fracturing over time, due to a power cut at a critical point in the firing process. This encounter expresses trauma perfectly. The piece Trauma 1 (fig. 13) encapsulates the experience of trauma best. The visceral, red glass frit, streaked in with the clear glass, shows the haemorrhaging of trauma. It is abjection. Textile artist, Kelly Boehmer says, “I think that when I experience attraction and repulsion together in an artwork, it takes me longer to process my feelings and the sensation lingers with me” (Axell, 2024). Much of Boehmer’s work on trauma, taxidermy and textiles has this effect. Trauma 1 portrays deep inner wounds that will not heal. They are trapped in a solid form. The clear glass makes these wounds visible to the world, conveying vulnerability. The bodily scars and stitches mimic the emotions written in the poetry. Thomas Navarro (2018, p. 128) says no one should feel ashamed of their scars, whether that be physical, emotional or metaphorically speaking. The self-harm scars are prominently on display for all to see in the glass just like the textile version. The contorted, twisted shape is bodily in feel and reminiscent of internal organs. The glass is a juxtaposition of the fragility and resilience of trauma survivors. The piece is solid but breakable. This piece seeks attention, and its acid polished finish invites this. The shininess of the glass allows the viewer to collude in the artist’s pain, reminding them of their own internal struggles, allowing a connection to be made. The way the light refracts through the transparent surfaces and diffuses into the more opaque surfaces adds another layer of intricacy. This piece is the pinnacle of the body of work, combining the poetry, textiles and glass cleverly whilst addressing the somatic experience of trauma.Figure 13 - Trauma 1

All three expressions of trauma: poetry, textiles and glass seek to convey that which cannot be spoken, using fragmentation, flow and silence. We all have our own “rhythm of suffering” (Barthes, 2010, p. 162) and this can be seen in the work. The glass is seeking to be the poetry, allowing a larger audience to seek their own interpretations. The unspoken emotions in the glass convey deep pain without telling the complete narrative. Although, the poetry has an important role in tackling the feelings evoked in trauma therapy, it is the physical objects that result from the unconscious that make the work. The somatic memories, no longer able to be held back, needed a new language and this was found through textiles. Bachelard says there is “a formal imagination and a material imagination” (Gao, 2019, p. 73). The process could have ended there as the textile pieces are representative of trauma, but it is the processes of turning the fabric into glass that gives them the battered, tortured look. The hands-on experience is particularly useful for neurodiverse practitioners as they can easily become overwhelmed by the world around them, let alone the emotions left by trauma, so it is a way to cope with these intense feelings.
Whilst writing this report the word unconscious was constantly misspelt as ‘unscious’ [sic]. This shows the significance of trying to deny the unconscious, by controlling the narrative in places, when it needs to be acknowledged. Facts are much easier to deal with than the subliminal, that are in turn, misinterpreted due to alexithymia. When writing the poetry section, the word unconscious was spelt correctly. When exploring the poetry, the language flows in a poetic way, as it is written from a different personality, a part that is engaged with the unconscious. “People will do anything, no matter how absurd, to avoid facing their own soul”(Jung, 2007, p. 126) and this is evident in the poetry and  therapy sessions. No matter how much one part of the mind wants the unconscious to be visible and face the pain and suffering, another part of the mind splits off to prevent this from happening, as it is too traumatic. The childlike, ‘emotional, survival brain’ takes over. Throughout this body of work Malchiodi’s theory of ‘sensorimotor expressive arts therapy’ and ‘bottom-up processing’ are resolute. She describes how exteroceptive experiences in expressive art can be “visual, kinesthetic, tactile, auditory, proprioceptive, vestibular” (Malchiodi, 2020, p. 67), all of which are present in the making of the Bodily Memories collection. This is combined with Csikszentmihalyi’s ‘flow state’ of the unconscious making process.
This work has been challenging from start to finish due to the long processes, the numerous hours of testing and failures (explained in sketchbooks), and memories evoked. Often child abuse, domestic abuse, sexual abuse goes hidden for years, leaving many survivors struggling to make sense of their lives. Statistics in this report show, it is more common than people would like to believe. Survivors should not feel that they must hide away in shame and guilt. They should be allowed to express their pain through any means of creativity to help them heal. Elisabeth Kubler-Ross says “People are like stained-glass windows. They sparkle and shine when the sun is out, but when the darkness sets in, their true beauty is revealed only if there is a light from within” (Big Think, 2014).  All trauma survivors have an inner light, brought about by their resilience to survive, but it is deeply buried. This is where using art as a therapeutic healing process, alongside trauma therapy, can be very successful. This outlet allows the unconscious, traumatic feelings to be safely disclosed, and find a positive coping strategy.
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