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CHAPTER 13 Patterns of relating
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SECTION  2 



Figure 89. Participation in the studio 

This section reviews three significant aspects of our co-created    

research, where firstly, our dynamic interactions in the studio space 

are visually presented (Figure 89). Secondly, the ‘ we-ness’  of  our 

experience is presented in a condensed account of beginnings,   

middles and endings (Table 24). Lastly, I bring together a table of                  

complementary forms of expressive modalities that combine our 

experience as a ‘multidimensional evaluation’ for relational under-

standing (Table 25). 
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MOVEMENT IN THE STUDIO 



285 



“...the line’s relationship to itself will form an adventure,  
    a history, a meaning of the line.” 
       – Merleau-Ponty (1994, p. 293) 
 

 

Inviting an interplay of dialogue, movement and creativity, Figure 89 depicts     

multiple paths overlapping during our interactive participation for portraiture.   

According to Powell, the map as a research method offers “...the opportunity for 

depicting multisensory, lived experiences of space, time, and place in non-linear 

ways” (p. 540). Our created pathways indicate direction and intention, showing 

energetic movement within a creative space. What seems significant, is the       

connective energy with which we navigate in and around my studio space —     

moving considerably more so than a traditional portrait study that proposes an 

active artist and sitter passive. As Lisa confirms in her participation, “I felt more 

interesting than just sitting still” (p. 100). 

 

This colourful re-enactment looks like a free-form dance; a network of neural    

connections; a moving current; an amorphous living organism extending and 

reaching out to feel the space it inhabits; a fun place to collectively create. 

 

Crossley’s (1996) refers to Merleau Ponty’s theory of an interworld, where  

“...society is the culmination of intersubjective praxes, of action and                        

interaction...of shared praxial and material resources which are mobilised in this 

process” (p. 74). He adds we are interwoven in the fabric of society to which we 

belong and that our most fundamental need comes through interaction that     

unfolds in time “...in the intersubjective space between human beings” (p. 74). 

 

The following question lingers, “If we interact more, do we enhance our sense of 

belonging in our portraits?” For it seems our emotionally moving moments and 

physical engagement with materials, tools and applications offered new               

modalities for co-creating our sense of self in our world of knowing. 

 

Shaun McNiff (1998a) explores the notion of expressive energies transmitting 

our stories and asks us, “how can we access this energy” (p. 70). McNiff adds, 

that just looking at an image or artwork becomes an active dynamic and inter-

pretive process in itself, concluding that multiplicities and possibilities reside 

within both the vitality of the artwork and the perceptual ways of the viewer. 

Roald (2008) confirms McNiff’s  notion of this active interplay. I see how we 

moved fluidly and freely within my studio showing natural, flexible, and             

spontaneous ways to inhabit a space. Even though we were in a contained 

space, we resource this area freely. 

 

Our spontaneous dialogues verbalised our expressions, transforming our         

presence into the space of verbal, visual and kinetic experience during             

responsive collaborations. Movement of our bodies in response to materials and 

objects seemed to enliven the therapeutic experience, where our inter-

connections became amplified in sense and emotion during significant            

moments between us and our environment. To clarify this idea further, Lisa’s 

inquiry allowed us to move out of our ‘thinking’ heads and into our sensory   

perception while co-drawing her story. With sensitivity and embodied knowing, 

Jean, Natalie and I touched on new ways of holding found objects, while 

Melissa’s faith was grounded deep into the sand, echoed in her portrait.         

Graham’s reluctance to engage with the art materials (drawing/line making) 

offered us an opportunity to approach with caution: to not force the situation, 

but to allow it to come naturally. Sharon loved the art-making of chatting and 

painting simultaneously, while making a mess yet enjoying the process. I           

enjoyed watching her engage with the materials for the first time, moving past 

the worry of making a mess, into making significant meaning of her worldview. 

 

Studies carried out by Wolfe & Collins-Wolfe (1983) found that learning is            

correlated significantly with interactive dynamic therapy – that is, more inter-

active movement equals more interactive learning. In each portrait meeting, 

when we physically shifted our position and utilised different media for unique 

ways of self-expression, we heightened our sense of understanding as a result.  
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Our movements were jointly interactive, and reciprocal as Crossley suggests 

(1996). To honour our place in therapeutic portraiture I consider McNiff (1998a) 

words, “the freedom of the studio allows the creative imagination to move     

according to its purpose” (p. 23). Accordingly, our creative intersubjective       

presence confirmed and reaffirmed our  identities for portraiture. Thus, Figure  

89 is a portrait of our inter-actions: an interplay of flowing energies and creative 

routes. It shows movement in finding ourselves in the process. 

 
Considering the emergence of my research, I discovered how relevant our       
interactivity is when seen in this visible way. With all portraits close to             
completion and the visual and verbal data processed, Jan and I realise the overall 
shape of the vitality of movement in my studio could offer a group portrait of our 

search for identity in portraiture.  
 
Unique in direction, intention and meaning, these lines reveal common paths 
crossed. In the exchange of meaning, Lett (2011) says our “…feelings and ideas 

flow inextricably together” (p. 157), where we aesthetically find new ways of 
interactive knowing. Seen as a visual metaphor for our creative encounter, it 
signifies connections and separations that flow between beginnings and endings
– of going back and forth, coming and going. 
 
In our information driven society,  Lima (2011) reports how networks occur in all 
areas of human existence. Scientifically and aesthetically, Lima studied the 
‘Visualisations of complexity’ or ‘Visualcomplexities’ (p. 11) of our creative         
impulses and discoveries, presenting graphic accounts of how organic growth, 
dynamism and instability are combined into a network of interrelated           
movements. Similarly, by defining our movements in my studio space, I have 
attempted to retrace our steps, including entries, exits and movement in flow, 
to record the phenomena of activity over time.  
 
How we network or travel in this studio space according to Lima, becomes a 
“...topological model of meme activity” (p. 15) — of learning quickly through 
social interaction. Looking beyond the typical scatter plot, this unique visual 
representation of data shows co-relations within a physical and contextual     

setting. It identifies the individual and collective nature of participation, where 
scientific, artistic and design elements confirm connections, patterns, originality 
and structure. 
 
One of the main purposes or goals of this research is to establish dynamic relations 
in experiential portraiture. The relevance for including this networked image     
confirms Lima’s (2011) principles  of the ‘Law of proximity’ — in how we stay close 
throughout these encounters, and the ‘Law of common fate’ — in how we move 
closely together on a similar path (p. 91). Lima says the law of proximity occurs 
when “...elements that are close together are perceived as being more related 

than elements that are further apart”, and that “...the law of common fate          

proclaims that elements that move simultaneously in the same direction and at 
the same speed are perceived as being more related than elements that are       
stationary or that move in different directions” (p. 91).  
 
Interestingly, the only times we separated (in the interview stage) occurred when I 
gathered art materials required for artmaking, or moments during the photo 
shoots. Occasionally, brief moments of dissonance felt more distancing, yet we 
generally stayed in close proximity. 
 

While not practical (due to word limits for my research), it would be  interesting to 
see this image blown up in micro-view to expand on the patterns of idiosyncratic 
moments, verbal text, and other meaningful insights that occur during our          
interviews, artmaking, collaborations and the final viewing of the  artwork.  
 
 
 

Lima proposes we “...efficiently dismantle  
the system and discover the interconnections between the parts”  
(p. 92), thus applying micro-views of  significant clusters or groupings,  
to invigorate creative participatory research that magnifies present moment  
experiences.  
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After all, we collectively participate in “... the new age of infinite interconnectedness”  
(Lima, p. 97). 



Not wanting to make this an exhaustive inquiry by expanding analysis of each       

moment during participation, instead, I invite the reader to consider the possibilities 

and future applications for research regarding how we collaboratively interact in our 

creative therapeutic space. Each pivot point (represented by small circles in Figure 

89) carry many meaningful moments, that while intricate and complex, could be          

expanded upon. For those interested in viewing the individual patterns of                 

participation for each interactive portrait, see Attachment B.  

 

HOW ARE WE ALL IN THIS TOGETHER? 

I realise my own familiar patterns of firstly attending to the dissonant (negative)    

aspects we encounter in dialogue, and creatively search for balance.  

 

Interestingly, three more questions arise for me at this stage of inquiry 

 

 “What is presented during the beginnings of each portrait?”  

 “What is presented in the final moments to finish each portrait?” 

 “What happens in between, where we come together in this space?” 
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To explore the ‘We-ness’ of experience, I have indicated 

what is felt first and last, and what is felt in between (in  

Table 24). The green ‘in between’ stage locates our  middle 

ground of empathically identifying and acknowledging our 

relational experience. From this table, the we-ness of our 

experience is elaborated further in the findings. 



Beginnings: what we experience first  Inbetween: what moves between us Endings: what we experience last  

 
Lost in great sadness and grief, we desire protection 

from this meaningless space (R) 
 
 

Moving at a fast pace we feel the fear and  
vulnerability in this messy, murky, murderous  

place (L) 
 
 

In the darker spaces of shame, we sit detached, in 
tension between two conflicting forces (N) 

 
 

Torn between opposing worlds we notice the great 
sadness of loss (S)  

 
 
The shame holds us under, where we feel fragile and 

vulnerable (J) 
 
 
 

This turbulent messy chaotic place makes us  feel 
restless  (M) 

 
 

Silenced in this unspeakable place, we hide in fear, 
isolated and unseen (G) 

 
Moving from this self-protected, meaninglessness space, we shift  

out of the sadness, loss and grief, holding possibilities of connections (R) 
 
 

 Noticing our anxiety, fear and vulnerability, we intentionally move out  
of this messy murderous place, into a space that radiates  

love and forgiveness in the giving and receiving (L) 
 
 

Maintaining a balance between the conflicting forces, we  see, hear and  
feel  past the shame, and draw the line that connects us in loving  

detachment (N) 
 

We release tears from our torn heart, and acknowledge the heartfelt      
moments where our love hangs beautifully in the balance (S) 

 
 

 With creative hands, authentically we move up and out of the fragile 
place of shame and vulnerability, and intimately nurture our  

individual creative abilities tending to our needs (J) 
 
 

 From this restless energy we discover the depth of our faith, our values  
and beliefs, where we trust and honour what is held deeply within (M) 

 
 

Waiting silently in this unspeakable place of not knowing the outcome,  
we trust an opportunity for relief exists when we find what’s missing (G) 

 

Searching for possibilities, we find a new place of confidence 
and self-efficacy by connecting with others (R) 

 
 

We experience hope in all the love and 
 forgiveness, bursting with delight (L) 

 
 
 

We see, hear and feel the other, and maintain our 
 balance by connecting our opposites (N) 

 
 

We find objects of affection and beauty that are heartfelt, 
bringing us closer together (S) 

 
 

We honour and tend to our self-nurturance through     
authentic intimate connections with creative hands (J)  

 
 
 

We place trust in our faith that resides deep within (M) 
 

 
 

We find the silence of allowing moves us into  
self- confidence to seek what’s missing (G) 

Table 24.  ‘We-ness’ of experience - corresponding the beginnings, moments inbetween, and endings 

*NOTE: The capital letter (in parenthesis) indicate the first initial of each subject -  i.e., (R) Raelean; (N) Natalie; (L) Lisa 
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A MULTIDIMENSIONAL EVALUATION ... 
 

Viewing everything as relational, the following section (Table 25) displays an 

evaluation of experiential and phenomenological aspects of each portrait to 

make sense and meaning of our interactions. Multidimensionally, I have         

gathered the expressive data to see an overall view of each portrait.  

 

Table 25 presents an image of each finished portrait alongside a basic tonal    

image that emphasises particular rhythms and patterns of line, shape and form 

in the image. Removed of colour, these tonal images reduce and simplify         

elements such as rhythm, pattern, and relational space in the picture. These    

elements signify unique qualities of each portrait that may be co-related to the 

text. In our process of engagement, our expressive rhythm carries our emotions 

through rhythmic markings (Rawson, 1987). Phenomenological and inter-

subjective descriptions follow, offering complementary understandings of      

expressed intent. Our I-poems, poetic statements from each inquiry, and a sense 

of what moves between us (taken from the middle column in Table 24),           

completes this multidimensional  perspective. 

 

The complex task according to Gray and Malins (2004) of trying to comprehend 

all aspects of creative research as a whole “...may be understandable by analogy 

in parts” (p. 154). Not exhaustive, this juxtaposition of related data cannot         

possibly show all aspects of our experience. Gray and Malins remind us that 

“analysis is an eclectic activity” (p. 133), where we need to curiously yet carefully 

pare “...away to essentials, to essence — to sense” (p. 155).  

 

For coherence, I chose these particular expressions for analysis due to their     

generative metaphoric qualities.  Gray and Malins add, “a metaphor is a figure of 

rhetoric — an implied comparison between two things of unlike nature that yet 

have something in common” (p. 155). It is the multiple discourse of meaning    

presented by Anstey and Bull (2000), often found in the visual and written text of 

children’s picture books where a practical balance of illustration and literature 

offers intertextual meanings.   

 

Ultimately, this intertextual display verifies our resonance and shared         

meanings, whilst staying integral to emergence of research where the whole is 

measured by the many parts.  

 

Some theorists would see this as a deconstruction in showing parallels between 

image and constructs, between the experiential and the phenomenological. As    

Roald (2008) maintains, descriptive characteristics can be seen to embody the     

artwork. Holistically, I show salience in these connections, yet they should not 

be regarded as ‘The Whole’.  

 

The reader may carry their own sense of resonance to the raw data (interviews 

and artworks). I hope the significance of this multifaceted evaluation may be 

transferable to other contexts and situations — yet not to be concluded as         

the-way of presenting participatory research. I hope the reader sees the value 

of many possibilities and alternatives over and beyond what I have presented. 

 

After all, we are unique individuals who hold alternative views for synthesising 

meaning.  
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Table 25 — A multimodal evaluation : Viewing multimodal forms for relational understanding  

 
Participant’s name and portrait image 

 
Tonal image: patterns in rhythm, line and shape 

 
Description of image 

 

      
 
      RAELEAN 

  

Phenomenological description of the  
tonal image: 
A large white solid mass covers  
the top left quadrant and tapers  
down, thinning out. Thin & thick  
lines link  & disperse, separating  
from the mass. Some lines are on  
their own and not connected to  
the larger white mass. Dark irregular 
patches cover 2/3rds of the image.  
 
Bulging and swelling, chasing,  
breaking away through the top area.  
Many arcing concave lines are seen in  
the lower area of the image, with one  
larger concave shape breaking out of  
the white mass at the top. Small white  
vertical shapes are aligned just under  
this larger concave shape at the top.  
All these markings feel very circular. 
 
Intersubjective response:  
It looks like great power and  
movement comes from this large 
white mass. Like a cumulus cloud  
building up its presence. A stormy  
quality,  releasing, wild winds uplifting  
things. Drifting and floating away 
from the main source. My position  
suggests I can see past the storm and 
bring communications forward. 
 
A message being delivered out of  
this messy place. The white parts feel  
lighter and playful to hold. 
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I-Poem  
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
(statement sourced from Table 24)  

 
‘I’ 
I forgot all about it 
I was invited to return 
I saw how lost I was in it 
I felt the grief once heavy - now lifted - gone 
I wondered how I could be found in all this mess and  
despair. 
I’m glad I didn’t slip off the edge and not return. 
 
I sit with it, quietly  
I feel the soft breeze coming through the work, and it 
sounds like it is calling me. 
I see differently now. 
I want to say or add something more in this space. 
I feel my spirit is lifted 
I want to arrive – not leave. 
 
I notice how the floating white marks catch my attention 
I become aware of possible connections 
I paint myself in again...larger...stronger. 
 
I paint the leaves... leaving... letting go 
I’m ok with not-quite-knowing  where they are going. 
 
I sense the fortitude in my new position.  

 
 

PRESENT 
While meeting each other something touches the  
foundations of who I am.  
 
In the receptivity of being seen by another, I feel  
understood and liberated. This lighter environment  
is open, joyful and inspiring – for life to flow through.  
 
In this gentle acceptance I feel care-fully affirmed  
and positively found.  

 
 

Moving from this self-protected,  
meaninglessness space, we shift out  
of the sadness, loss and grief, holding  
possibilities of connections.  
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Participant’s name and portrait  
 

Tonal image: patterns in rhythm, line and shape 
 

Description of image 

      
 
 
 
      LISA 

 

 

 

 

 

 
 
Phenomenological description of the  
tonal image: 
2/3rd of this image is shaded to the left. The  
darkest mass is seen in the centre right. It has  
a group of dark lines radiating outwards, in the 
lighter area - splaying away into the lighter  
space. Slightly staggered, these spreading lines  
vary in length but are similar in thickness. These  
lines are the only ones that are straight  
compared to the irregularity of the rest of the  
markings. The other 1/3rd of the image is lighter  
and has radiating  lines going upwards.  
 
Intersubjective response:  
I notice the yellow part of the work first. Then  
I see how lines direct me to the dark red  
bloodied hand markings. Not quite centred,  
these  bloodied hand prints mark the surface  
indicating a harmful presence. They touch into  
the darker area of the work, and drag down- 
wards with a messy finish.  
 
Maybe these lines try to order things. I wonder,  
are the lines radiating outwards, or are they  
targeting inwards? The way I read the image 
from right to left, I feel they are drawing me in 
to the bloodied space—to draw my attention  
to Lisa who is willing to be in this space. I like  
how the bloodied hands touch into this space  
but do not touch Lisa.  
 
They could represent hands of evil or  
hands of the harmed. The friendship bands  
look like targets at the bloodied hands. 
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I-Poem 
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
(statement sourced from Table 24)  

 
´I´ 
I felt positive, interesting and intriguing 
I felt nervous and I felt exposed 
I felt uncomfortable 
I was not sure 
I relaxed 
I imagined 
I was comfortable chatting  
 
I felt factual information seemed easier to discuss 
I realised I was not clear whether I was scared, fearful or  
purposely blocking. 
I questioned myself and my depth 
I felt a bit disconcerting about this. 
I believe chatting to me was like skipping rope 
I felt perhaps I talk at others or maybe not listen properly - 
I worry about this. 
 
I have not had this opportunity before 
I saw the painting 
I was blown away, amazed, and emotional. 
I felt very small, then 
 
I felt central 
I loved the colours, textures, lines and positioning 
I was excited and pleased 
I felt joy 
I felt hope. 
 
I found it difficult to describe the painting 
I felt that I let her down, yet 
I enjoyed the whole experience 
I clarified my thoughts and feelings  
I valued the meaning and depth, and 
 
I felt more interesting than just sitting still. 

 

MEETING 
The face is a resting place where our eyes 
meet. Direct with intention – interwoven,  
full-bodied and ever-present we naturally  
share the gift of giving. 
 
In a single beat of the drum, we can be  
seen, heard and felt. 

 

Noticing our anxiety, fear  
and vulnerability, we  
intentionally move out of  
this messy murderous place, 
into a space that radiates  
love and forgiveness in the  
giving and receiving.  
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Participant’s name and portrait  

 
Tonal image: patterns in rhythm, line and shape 

 
Description of image 

        
 
 
       NATALIE 

  
 
 

Phenomenological description of the  
tonal image: 
Sweeping, swirling, curling, 
convoluting. Twisting, spiral- 
ling, entwining.  Rough &  
scratchy. Thick & thin lines.  
A small opening is found in the  
middle. Oscillating, between  
two forces. A balance or hint of one  
in the other. Shades of grey inbetween. 
Interconnecting and linking. 
 
Intersubjective response:  
It looks like something is boiling and  
bubbling to the  surface. An osmotic  
space that seems to be taking over the 
whole area.  
 
Something is really brewing up 
here in all the vitality and  
motion. It looks like a dynamic  
movement of two forces or entities  
entwined. Cork screwing, I can  
imagine feeling caught up in all  
the force and liveliness. There is  
an equalised presence. Inter- 
connected, looping & twisting. 
A faint line is present between  
two sides... held equally. 
 
Red sits strong in the centre, with  
burning flames coming from below. 
 
Natalie is not panicking about holding  
the flame. She looks like she has got it 
all under control. 
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I-Poem 
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
((statement sourced from Table 24)  

 
‘I’ 
I felt I struggled with the inner 
I felt guided 
I felt freedom and structure 
I felt positive in the process 
I felt natural 
I found myself. 
 
I felt… confusion, turmoil, polarity and regret. 
I felt tangible 
I saw myself. 
I felt vulnerable yet 
I was in awe of my power. 
 
I felt balanced 
I felt centred 
I felt untouched by chaos 
I felt distilled. 
 
I felt two sides. 

 
 

BALANCE 
Symmetrically balanced, inbetween movement  
and energy both forces converge and interact in  
a symphony duet.  
 
Like the Yin-Yang of passion and intellect, the  
balance of opposites sits equidistant to explore  
both sides... meeting in the middle. 

 
 

Maintaining a balance between the  
conflicting forces, we  see, hear and feel  
past the shame, and draw the line that  
connects us in loving detachment.  
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Participant’s name and portrait  
 

Tonal image: patterns in rhythm, line and shape 
 

Description of image 

      
 
 
       SHARON 
 
 

 

 

 

 

 

Phenomenological description of the  
tonal image: 
Many small dots gather together and link  
in an irregular shape in the upper left area.  
Some grey is seen within this irregular shape. 
Another smaller dark shape sits on its own, 
positioned in the centre of the image with a  
line dropping downwards. Subtle light  
radiating lines project downwards just  
touching the edges of the dark area below.   
There is more light than dark in this work.  
A dark irregular mass covers 1/3rd of the  
image below with odd lighter shapes within. 

 
Intersubjective response:  
Firstly the eye draws me in, demanding my 
attention. It is surrounded by blue—perhaps  
feeling blue. It feels someone is watching me 
-intensely, to consider what is at stake. The  
heart is strong in colour and seems to be  
reinforced by the beads that surround its  
shape. The diagonal tear beckons healing.  
The top area offers a burst of coloured  
energy that splays downwards and gives a  
Bit of colour into the darker realms. Coloured  
light beam onto the darkened morbid  
space below. The heart is held higher than  
the eye. The graveyard with skulls  
and crosses below suggest a difficult place  
to be, however, there is a figure making  a 
safe exit  (or entry??? ) in this space. 
 
A vertical presence is noticed with all these  
downward lines, including the line from the  
corner of the eye, and shorter vertical lines  
seen in the coloured space below. It looks  
like teardrops fall into the chaotic realm below.  
Perhaps as a tear for the departed. Is it a tear  
for a torn heart or a tear for those who are  
gone? Maybe both. 
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I-Poem 
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
(statement sourced from Table 24)  

 
‘I’ 
I was given an opportunity 
I was invited to speak freely 
I felt decadent 
I felt the freedom of expression. 
 
I felt liberated 
I was amazed. 
 
I shared my emotions 
I plunged into a depth of emotion 
I felt natural 
I talked through my scribbles 
I felt revealed 
I felt release and relief 
I talked about the hidden within 
I didn’t count on the portrait to capture what passed   
between us. 
 
I felt a flood of joy at the recognition  
I felt the glitzy, sparkly details 
I sank deeper and deeper into recognition. 
 
I felt belonging 
I felt ownership 
I gazed at the details - loaded with meaning 
I felt privilege 
I felt reflected 
I felt grateful. 
 
I felt heard.  

 
 
UNITING 
In the glory of receiving incredible gifts  
from the grave, intense warmth fills me  
with pride and purpose. 

 
 

We release tears from our torn  
heart, and acknowledge the  
heartfelt moments where our  
love hangs beautifully in the  
balance. 

298 



 

Participant’s name and finished portrait  
 

Tonal image: patterns in rhythm, line and shape 
 

Description of image 

      
 
 
       JEAN       

  
Phenomenological description of the  
tonal image: 
Lighter in the top of the image, more  
solid markings seen in the centre and  
also randomly in parts below. Fine upright 
uniform lines align along the lower edge.  
They are close and similar in size, shape  
and form. Linked with dark zigzag lines.  
The markings above are all irregular and  
organic in shape and form. Dark odd  
shaped oval shapes can be seen in the  
lower space, as if following each other.  
A sprinkle of lighter shapes are seen in the  
upper area, with a slightly larger mass to  
the centre middle. 
 
 Intersubjective response:  
The space below is different to what  
appears above. There is strong horizontal  
presence in the middle and lower areas.  
This image seems very loose and shifting,  
like a fluvial space, or a current flowing 
 and releasing, things being uplifted. The  
top looks light and loose, as if breaking up.  
 
Jean seems submerged in the water space  
with the grounds surrounding her. This  
space seems unfamiliar yet nurturing. It  
looks like nature is taking its course. This  
ground seems to be shifting quickly with  
a hint of something at the surface – her  
hands are grounding something. The  
vertical lines below could be a fence that  
seems flimsy to the strength of what  
surrounds it. It seems it wont be able to  
support the movement of the land above.  
The yarn seems to let things pass through. 
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I-Poem 
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
(statement sourced from Table 24)  

 
‘I’ 
I felt caught in the loop 
I wondered how I appeared 
I felt split 
I felt disembodied 
I felt the presence of the gaze then 
I felt attended to. 
 
I felt the faithfulness 
I felt energetic 
I felt substantiated 
I felt substantial. 
 
I felt relief 
I was seen. 
 
I enjoyed the challenge 
I was gentle and soft on my beliefs 
I felt the holding space. 
 
I felt blind yet 
I felt sane 
I felt validated 
I felt received. 

 
 

FERTILE (between us) 
Accessible and easy to enter this fertile ground 
bears gifts of replenishment and renewal...  
delicate new beginnings. Alternating, shifting  
and interlinking, we harmoniously run at once.  
 
We yarn with connections and feel the  
individual nature of the other reverberate  
naturally... harmoniously.  

 
 
With creative hands, authentically 
we move up and out of the fragile  
place of shame and vulnerability, and  
intimately nurture our individual  
creative abilities tending to our needs. 
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Participant’s name and portrait  
 

Tonal image: patterns in rhythm, line and shape 
 

Description of image 

      
 
 
 
      MELISSA 
 

  

Phenomenological description of the  
tonal image: 
Half the image is empty or missing.  
The lower triangular mass to the  
bottom right contains a darkened  
mass of random markings along the  
bottom edge that gradually becomes 
lighter as it rises. Darkish squares are  
positioned in this dark mass, while an 
incomplete empty square floats in the  
space above. The upper area seems  
open & brighter. It looks entangled  
at the bottom, and becomes more  
open as the darkness lifts. 
 
Intersubjective response:  
This dark area below looks like a  
battle ground with a subtle mark of 
a hand in protest in the box that is  
caught in all the mess — it could hint  
that someone is trapped? The half  
empty box above is similar in size yet  
does not have a  hand mark. Rather it 
hovers or carries higher and lighter  
without the burden—above it all. It  
has its own space and not caught up 
in the mayhem below. 
 
It looks like the hand is pressing up  
against the surface? Does this hand  
suggest the need to escape? Why is  
the upper square marking only half  
there? There are two ways Melissa  
Is seen here. One in attending to the  
blue messy area below, and the  
other looking up and out of this 
space. 

301 



 

I-Poem 
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
(statement sourced from Table 24)  

 
‘I’ 
I am sorry about your lost message 
I have a patient with a similar name  
 
I said "No" – to be involved   
I really do not have the time at present  
I have lots of stress 
I forgot all about you and the portrait  
I guess as it has been so long 
I am happy for you to use anything you like 
 
I was perhaps expecting more of a painted portrait  
of me rather than just the lines 
I feel so empty at present 
 
[I feel] it is appropriate... 

 
 

TOGETHER (between) 
Available, we meet one another in the middle  
of this shifting space for greater transparency,  
allowance and availability. This ground between  
offers us points of entry or exit, going back and 
 forth, in and around to blend in company on  
multiple levels. 

 
 

From this restless energy we  
discover the depth of our faith,  
our values and beliefs, where we  
trust and honour what is held  
deeply within. 
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Participant’s name and portrait  

 
Tonal image: patterns in rhythm, line and shape 

 

Description of image 

      
 
 
      GRAHAM 
 

 

 

 

 

Phenomenological description of the  
tonal image: 
There is a darker space in the top right  
corner of the image. Many diagonal  
arcing lines converge into this darker  
area, bending, in an angular and circular 
way. One main diagonal line comes from  
this dark space to the bottom edge of the  
lighter space.  
 
One group of parallel lines are almost  
horizontal. They seem directional  
and converging. Other parallel lines arc  
out in different directions. On its own,  
one vertical white line drops down into a  
circular shape to the right. Other lines  
appear behind this to the side. Two lines  
cross this path on the horizontal plane.  
The image looks very outlined, with lines  
and shapes going in mixed directions. 
Dark at the top with one dark thick line  
leading out at the bottom under all the  
white boxed lines. 
 
Intersubjective response:  
It looks like a place not of this world. The  
momentum, whirling, and spinning makes  
me feel dizzy. Like a vortex to be sucked  
in, words come as messages telling of  
entanglement. There seems to be a  
distancing effect when I see Graham back 
there, coming out of a ‘worm hole’ which  
offensively depicts Graham trying to crawl 
out of this terrible harrowing predicament. 
Letters fill all the squares except one  
line of 6 boxes which remain empty. 
— for a missing message to fill in.  
 
Lines converge as if heading for a target.  
It seems Graham has become the target. 
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I-Poem 
(created from participant responses)  

 

Poetic statement 
(from SHF the artwork - in between)  

 

We-ness (in-between) 
(statement sourced from Table 24)  

 
‘I’ 
I first read the invitation to pose for a painting  
I was taken aback 
I didn’t know why I was picked  
I certainly didn’t feel I was some kind of celebrity 
I wasn’t sure if it was in my best interests, but 
I thought it was the least I could do. 
 
I was a little apprehensive  
I may have been hard to stop once I started opening up 
about my experiences.  
 
I remember relating to her ‘cause 
I survived my ordeal through my acute sense of humour  
I was pleased that she chose to incorporate that into her  
painting. 
 
I was blown away with the end result, and how powerful  
with its use of words  
[I think] she captured my likeness too well for my own  
liking. 
 
[I am] reminded of just how fickle life can be  
I spent many wasted years locked up for a crime  
I didn’t commit. 
 
I am honoured that I was asked to participate.  

 
 

MERGING BETWEEN 
Transparency opens doors for new  
possibilities.  
 
Converging merging 
Outwards – searching new ground. 

 

 
Waiting silently in this unspeakable 
 place of not knowing the outcome,  
we trust an opportunity for relief  
exists when we find what’s missing.  
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Belonging in our work ...  

 

 

 

 

 

 

 
 
 

Brought together as a whole, we acknowledge our intersubjective presence. Our 
interconnections identifies the ever changing and dynamic way of our interwoven 
worlds. While we acknowledge our similarities, we also feel our differences, as we 
SHF ourselves in each other’s stories, in similar experiences and expressions. Our   
sense of we-ness expands our relational understanding, moving into higher 
grounds of empathic knowing as we receptively and sensitively give and receive  
notions of identity for social becoming.  
 
Relational understanding is essential for personal and interpersonal development  
(Allen, 2004; Arnold, 2005; Crossley, 2011; Finlay, 2005; Hyland Moon, 2009; Lett, 
2011; McNiff, 2003; Thompson, 1999). Greene  (1995) offers her thoughts whereby, 
“we listen to their stories; we find ourselves actually entering into their realities by 
means not solely of our reasoning power but of our imagination” (p. 3). She adds, 
empathy depends “...on our ability to make poetic use of our imagination...” for 
“...it is the poetic imagination that enables us to enter into the social fabric” (p. 4). 
 
We may sink deeper into our imagination ——  into belonging.  
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CHAPTER 14 — Findings 
 

A brief view of the findings... 
 
Our emergent layered portraits are a result of participation to make 
meaning. With close proximity and direct involvement, we have shown 
intimate accounts of how our identities can be revealed through a        
relational aesthetic. The multimodal participatory methodology I have 
applied to my research affirms our interactive exchange whilst             
identifying meaningfulness as the valued aesthetic for representing     
ourselves in portraiture. With a strong focus on the shared exchange for 
portraiture, I begin this chapter of the findings in the growing field of     
intersubjectivity and the ‘we-ness’ of our experiencing, which will be     
described under the following headings : participatory inquiry, inclusion, 
relational aesthetics, the gaze and recognition, art and imagination, 
multi-layered selves, multimodality, and the sensory ways of seeing, 
hearing and feeling (SHF).  
 
Considering the four ways of knowing (Heron and Reason, 1997) were  
embedded in my research, an opportunity came forth for our layered 
identities to be revealed, where we discovered our sense of self surfaced 
through social connections. With embodied presence we empathically 
grasped emergent understandings through expressive presentational 
forming to illuminate our propositional knowing. By purposely applying 
our knowledge, experience, and creative abilities for representation, our 
resourceful practical knowing consummated all four ways of experiential, 
presentational, propositional and practical knowing. 
 
The act of inclusion was important for our research, as we searched for 
shared understandings to secure authentic recognition. Presenting our 
work to the public took the act of inclusion a step further, where I invited 
viewers to empathically respond to the participants portrait, drawing us 
into the interactive process of SHF the sitter in their story, meanwhile 
discovering ourselves mirrored in the process of receiving the work. 
 
I explore how my therapeutic gaze carried empathic receptivity. I note 
how our mutual co-constructions held by this therapeutic gaze              
widened recognition, where we creatively and thoughtfully were          

received by one another. The passive gaze of formal portraiture was   
substituted for an affirming gaze that validated our understandings and 
our worldview. In effect, the therapeutic gaze became a meaningful and 
transformative tool for experiential portraiture, declaring our inter-
subjective position by valuing identity as a socially constructed notion. 
Through therapeutic gazing, we received different levels of recognition, 
substantiating co-agency and co-authorship in our multilayered             
representations. Inclusion and receptivity by the public sustained the 
notion of recognition. From our inquiries, it is understood that deep 
seated recognition in portraiture carries a genuine sense of belonging in 
the place of representation. 
 
Applying a multimodal approach for inquiry, our portraits-in-process 
took us on a multisensory journey through spontaneous artmaking that 
felt right in the moment of experiencing. Meaningful moments were  
expanded to search for the vitality of multimodal forming—of expanding 
our resonance to make meaning. Our paintings were created from  
emergent understandings of self-in-process. We met each other in the 
verbal and visual texts that communicated our imaginative ways of 
knowing ourselves in the picture. I give examples of significant moments 
that capture the intertextual meanings that resulted in our research. I 
also   describe   how   a   reflexive   arts-based   research   is   an   aesthetic 
performance—a relational interplay of multimodal forming for meaning 
making, to authentically connect with and affirm our multilayered      
identities. 
 
The unfolding nature of each portrait can be seen in the layers. Our 
imaginative search for meaning was carried by a relational aesthetic 
where we identified the intersubjective exchange as crucial when         
representing ourselves to the world. We discovered the overlapping of 
shared meanings that shifted our views of who we thought we were, yet 
this became tangible evidence of our multileveled existence. Our sense 
of existence came from our ability to allow the unfolding nature of    
creative expression to grasp meaning yet to be acted upon (Merleau-
Ponty  in  Madison,  1981). Thus  new  meanings  and  perspectives  were  
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grasped via unfolding-ourselves-in-the-process which brought about our 
visualised-layers-in-process. In a time-valued process, we acknowledged 
ourselves through the embodied presence of another.  The verbal and 
visual intertextuality revealed our multidimensional being. 
 
Spontaneity, imagination and playfully toing and froing guided me in my 
creative practice as artist, therapist and researcher. Through creative 
interaction, we acknowledged significant moments in our verbalised   
exchange, and sought imaginative variations to locate us in our ever-
shifting stories that carry our identity into being. The time involved for 
creating intimate and sensitive representations seems quite relevant to 
discuss. We discovered how productivity relies on the shifting grounds of 
process, which cannot be pushed within a specific timeframe. In our 
case, the artmaking becomes a time-valued process to arrive at              
approximations to meaning for new ways of knowing.  
 
Given that my art practice is at the core for this research, I also include in 
the findings, some of the current perspectives on portraiture from the 
field of the arts and art therapy. We are guided by the relational            
aesthetic of imaginative connections to our stories, embodied sensing 
and thoughtful presence. We discover how the many layers of aesthetic 
forming offer a rich account of our shared experience. I make a            
comparison between traditional and experiential portraiture, and I also 
suggest how my research has scope for the field of arts therapy, by     
encouraging therapists to progressively adopt a more spontaneous and 
creative arts practice during their therapeutic work.  
 
The implications, limitations and ethics for experiential portraiture are 
addressed in a brief note at the end of the writing, along with reflections 
on our artwork being presented to the public to sustain our interactions. I 
seek to inform and change social expectations of what portraiture may 
represent to the community. For a final creative synthesis I have come to 
realise how we hold the space together for a genuine relational             
connection.  

The WE-NESS of intersubjectivity... 
In the relational dynamics of intersubjectivity and our co-constructions 
towards meaningfulness in portraiture, our search for personal identity 
has arrived in the ‘we-ness’ of our experience. We have found similar   
patterns of being that unite us in our worldviews and take shape in      
poetic form on the following page (page 309), 
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“We” 

We sit in the void, vulnerable and guarded 

We stay lost in the sadness and grief 

We hide in fear and shame 

We wait silently in this messy, restless and chaotic space 

 

We listen to the conflict and feel the tension in the extremes 

We feel restless 

We seek relief  

We look for an opportunity    

 

We see past the suffering   

We accept forgiveness     

We notice a change 

We sense equilibrium and balance  

 

We feel authentic 

We hold deeply our values and beliefs in these difficult places  

We declare our intentions  

We arrive in trust and faith        

We give and receive something heartfelt 
We honour self-love and self-nurturance  
We value deep seated connections 
We delight in the possibilities 
 
We see, hear and feel what’s been missing. 

      R. Hall (2012) 
 

Discovering the ‘we-ness’ of experience for all portrait inquiries (from 
Table 24, p. 289), I conclude we are in this together. Shifting from a     
personal subjective ontology of I-Poems, into a combined experience of 
‘We-ness’, I have created a We-Poem that acknowledges our relational 
position. This We-Poem shows the shifting nature of our being, and      

reaffirms our sense of identity over time. This transformative shift       
according to Gergen (2009a) presents a joining narrative, where “the ‘I’ 
as the centre of the story must gradually be replaced by the ‘we’” (p. 
177). 
 
While Edwards and Weller (2012) suggest that the participant’s “I-Poems 
are one way of tracing changes and continuities over time in a research 
subject’s sense of self” (p. 215), the opportunity of drawing attention to 
the interrelatedness in how we experience our beingness ultimately 
brings a unified dimension to our presences in the research. Our self   
orientations have become we orientations (Brenner, 2003). 
 

We sit, stay, hide and wait.  
We listen, feel, seek and look.  
We see, accept, notice and sense.  
We feel, hold, declare and arrive.  
We give, honour, value and delight. 
We see, hear and feel ourselves in our world. 

 
Crossley (1996) believes we already co-exist in the intersubjective space, 
however he says we gradually increase our sense of we-ness as we      
become more aware of what shifts between what is me (or mine), and 
what is ours (or us). In creating our We-Poem, I hoped to orientate the 
reader to the relational aspect of our portrait experience and to the over-
arching theme of intersubjectivity and inclusivity for portraiture. Thus, 
our experiential portraits have revealed a receptive and collective notion 
of identity. This perspective is supported by Harry Stack Sullivan (in 
Mitchell, 1993), where “we operate...in ‘me-you patterns’, never              
singularly, always in relation” (p. 106). 
 
In our mutual search for meaning, our unfolding dialogues enliven our 
imaginations, and precipitate a sense of belonging. Our felt presence 
became apparent through multimodal forms of me relating to, and     
representing   the  participant  in  their  story.   My  attempt  to  capture  a 
sense of the participant may at times seem singular and intentional, or 
sometimes uncertain and overlapping. For transparency in this research, 
I  tried  to clarify  my  own content  in process during  the  making of each    
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portrait — to genuinely meet the participant in their worldview.  
 
Our ‘I’ mode of identity was just the starting point of our social             
presentations, as our self-awareness is inherently wrapped in our socially 
constructed worldview (Coole, 2005; Crossley, 1996; Gergen, 2009a; 
Moustakas, 1995; Schwalbe, 1997; Spinelli, 2005). These authors say we 
are not singular, rather we gather personal meaning in and through our 
social exchange. Thus, we integrally, continuously and co-operatively 
emerge (Haskell, Linds & Ippolito, 2002; Mitchell, 1993). This constant 
multi-perspectival way of knowing was presented in our unfolding layers 
of personal meaning making, collaboratively identifying ourselves in the              
interviews, artmaking and portrait painting process. Moustakas (1995) 
reminds us, we “...participate in rhythms of self and world” (p. 44).  
 
In the co-relating rhythms of self in the world, I highlight specific           
moments when we sought meaning to shift perspectives. Examples to 
illustrate this include the time when Lisa and I simultaneously drew on 
the same artwork to make meaning (p. 85); when Graham and I searched 
for ways to incorporate his sense of humour in his portrait—where he 
returned for a second time wearing one of his favourite T-shirts that   
reflected humour with purpose (p. 251); and in Jean’s inquiry we explored 
many ways of nurturing our self in the relationship, acknowledging our 
own self-care in the process of relational caring (pp. 199, 201).  
 
Allen (2004) describes this shift from I—to—We as a particular state of 
awareness that occurs when we are in flow with one another, which    
requires active imagination to make such connections. Allen notes the 
experience of we-ness as a complementary space of autonomy,            
consisting of imaginative and inclusive temporal moments that shift in 
and out of our consciousness. Just as we discovered the many layers of 
our self in the work, Allen conceptualises her intersubjective research 
through the emergence of understandings, that at times, overlaps,      
encompasses or shifts though various imaginative phases that move in 
and between our shared experience with others as well as our                  
experience of self. While there is a chance for meaningful intersubjective 
exchange, she concludes, that we don’t always sense this we-ness.  

I am sure there were many moments when I did not pick up on the subtle 
tones of experiential knowing during our collaborative exchange, yet 
knowing and revealing all that passed between us was not my aim or 
intention. Rather I searched in the realms of felt sensing, of emotional, 
intellectual and embodied cues that seemed significant at the time, as 
these new ways of knowing could be carried through the artwork.        
Additionally, there were many times during my research where I become 
so focused on the participant that I forgot myself and my own embodied 
presence. I have also come to realise that attending to my own sense of 
resonance while considering the participants requires co-commitment 
through attentive sensitive co-presence. I have accepted that the          
direction of each work was significant to my resonance at the time, and 
that there were many different courses for understandings that could 
have been mined (mind) for meaning.  
 
I also discovered in our collaborations, that dissonance comes in the      
we-ness of experience. Melissa and I felt an odd presence or dissonance 
during the first interview that was unstated till the end, where finally our 
restlessness was revealed in a disclosure by Melissa as she left. Two 
more striking examples of my own dissonance occurred when I tried to 
remain non-judgemental towards Sharon’s extreme views (p. 146)   
bracketing out the love—hate scenario that I found quite perplexing – yet 
it does visually appear in the portrait. The other example occurred when 
my peers responded to Sharon’s portrait and how I saw myself              
differently in the work. At times, it seemed difficult to separate our    
content, especially when we were intersubjectively present to each 
other—to the unfolding nature of the story—and to the emergence of 
the artwork. Ultimately, we were constantly trying to make meaning 
from the perspective of the other.  
 
Our shifting awareness from I—to—We occurred in the relational toing 
and froing of our conversations and co-creating, and also evident in my 
emergent artmaking process for creating each portrait. Csikszentmihalyi 
and Robinson (1990), Scott-Hoy and Ellis (2004), Hyland Moon (2009) and 
McNiff  (2003)  also  talk  about  this  flow experience, of the spontaneous           
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back and forth manner of the creative therapeutic encounter. In the ebb 
and flow of our portrait inquiries, we found ourselves in the timely       
experience of sensing and being sensed by another.  
 
Co-agency and co-authorship grounded us in our collaborative portraits, 
where we transformatively shifted from our personal stories into a        
collective understanding, revealing how we move in time from the       
difficult places of experience into the lighter and more joyful and trusting 
ways of finding connection and belonging. This liberation was reinforced 
in our we-poem. Seeing all ways as relevant, our unique stories were    
collectively seen, heard, and felt as a joint ontology of intersubjective 
resonance.   
 
Highlighting the noble struggle for liberation, Moon (2009) reminds us to 
co-creatively explore the provocatively disturbing aspects of lived        
experience and thereafter seek balance and equilibrium. With great      
curiosity I was pulled in by the emotional cues felt in our exchange where 
we found interesting connections, not quite evident beforehand. John 
Muir (1911) once said, "when we try to pick out anything by itself, we find 
it hitched to everything else in the Universe" (p. 110). These little tugs 
that caught my interest helped us identify relational connections, while 
reiterating how our patterns of being are inexplicably connected.  
 
My interest in exploring the polarities of our lived experience can be     
understood through Moon’s (2009) account, where “the polarities for art 
and therapy are endless: temporal to infinite, specific to universal,      
shallows to depths, profane to sacred, and so on” (p. 4). Sometimes, the 
differences matter says Ellingson (2009). It seems that by attending to 
the differences, I have opened new views or perspectives for us both to 
consider, and that sometimes, we may find therapeutic value in             
exploring extremes. I also would like to add Moon’s positive approach to 
dispel the schools of doubt, burden and despair that see Existentialism as 
a morbid inclination towards isolation and death. In his writings on       
existential emptiness and art, Moon (2009) says, “people often find   
themselves so burdened by existentialists’ doubt and rejection of          
traditional values that they fail to hear the subtle, yet constant, under-

tones of hope” (p. 5).  
 
I took great care and respect in sharing the joys and pains that came 
through our collaborative inquiries, teasing out our tenors of doubt, 
angst or suffering, yet complimenting these with moments of hope and 
joy. This, Moon says, is a necessary “...artistic dimension of our              
professional identity...” (p. 245). Ellingson (2009) remind us to record the 
good and bad, because “...making art is what humanity does when     
confronted with suffering” (p. 165) — to rise up from adversity. To        
balance the stakes, she reminds us to not forget to add the passion, the 
love, the moments of excitement that pass between us.  
 
Our identity for portraiture has a holistic process of mind and body    
communications. In this union, our improvised portraits-in-process      
offered personal relevance in pre-reflective, reflective and reflexive 
knowing. Not only did my participants feel valued from my attentive 
presence, they discovered inherent value in the process of exploring 
their lived experience. However formed, Lett (2011) suggests that the 
intersubjective encounter delivers “…a felt resonance to the form of the 
interaction that lies between the participants” (p. 278), which                 
substantiates meaningfulness in our valued way of being. Through 
shared collaborations, Lett describes how reciprocity and responsibility 
allow us to access and build meaning through emergent intersubjective 
dialogues and artmaking, which underpinned our search for connections 
between thinking and feeling, and between process and product in       
experiential portraiture.  
 
In the making of each portrait, I became aware of the emergence of    
myself and other—of our collaborations and co-constructions which 
were expressed in a multisensory way as I handled the mediums and    
materials for articulation. I chose to express my sense of Graham’s story 
for example, through an imagined space that carried a sense of intensity 
and urgency, along with the overwhelming burden that I imagined he 
may  have  experienced  when  being  wrongly charged  with murder, and 
understandably, the need to hide (p. 255). My intention to gradually form 
Graham’s   identity  parallels   his   disappearing  self   and  thereafter,  his   
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emergence for recovery from such a long and harrowing ordeal. New to 
my way of painting, I literally spelt out some of our dialogue on the      
canvas, playing with cryptic clues to appeal for justice, where the overly 
stated words undoubtedly catch the attention of the viewer for what has 
been said, and what is yet to be declared on Graham’s behalf (p. 263). 
Transparency for righting the wrongs seemed important for Graham, 
and therefore for me as I represented him in this way. Complementing 
our collaborative path, my writing on the wall reinforced our joint         
understandings.  
 
When we had a chance to notice particular ways of art making, for       
example using a paint brush, we experience our expressive qualities 
through the tools and mediums. We expressed different qualities of line 
on the canvas, in particular directions, to mark or carry our embodied 
knowings. As we blended, mixed, dabbed, or scraped the paint on the 
paper or canvas, we noticed how our bodies and minds had the final say 
in what and how we painted. Selecting two coloured pastels, Melissa 
drew uplifting lines on paper, where she started from the lower left      
corner and motioned diagonally upwards to the top right corner (p. 219). 
She said this flowing sensation felt diffusing for her, like the floating 
sense of diffusion she often felt when swimming in ocean waves. While 
she desired diffusion from a busy world, we couldn’t ignore the pressures 
that seemed evident in the restlessness between us—of the restlessness 
she tried to avoid and all that appeared in her sand box for seeking       
diffusion (p. 220).  
 
In Jean’s portrait, the lines that I drew under her hands (p. 188) mimicked 
the motion she made at the time when exploring what it felt like for her 
to go under—in the underside of shame that tended to push her down-
wards while lessening her sense of value and worth. My desire to extend 
these lines into the empty space of the canvas (p. 190) shifted us into a 
new space for (co)discovery—to value Jean’s ability to self-nurture. 
These lines became less noticeable in the portrait as we emergently 
found new meaning in our co-constructions. To voice autonomy and    
authority, I invited Jean to create organic nets to fill most of these open 
spaces (p. 193).  Each net had a different feel and undertone. For           

example when she felt the enclosed maroon net positioned to the far 
right, she let out a faint whimper, and whispered gently that this            
scar-like net had a wounded presence compared to the other ones —            
appropriately taking place, and compassionately felt. 
 
In these examples, we enter what Crossley (1996) calls ‘Egological’ (p. 71) 
modes of intersubjectivity, which espouses mutual recognition within a 
“communicative interworld” (p. 101). Along with Lett’s understanding of 
felt embodied resonance that comes with reflexive and reflective      
knowing, Rothwell (2013) joins this view of relational connectivity, saying 
our socially constructed “meeting of minds” (p. 16) is also a meeting of 
bodies, where approximations to meaning are shared through            
communicative expressions. He maintains that “meaning is shared when 
there are overlapping interpretations between individuals” (p. 16, author’s 
emphasis). He also defines the ‘We-Orientation’ (p. 18) as a we-first not 
me-first attitude to relationship success, which notably requires            
receptive sensitivity for mutual understanding.  
 
Our experiential process was valued in the ways of thinking, feeling,     
sensing and intuiting, where we made connections in our felt sensing and 
embodied responding for authentic ways of knowing (see Gendlin, 1996). 
The moment Melissa pushed the replica bible deeper into the sand    
compared to all the other objects she had laid gently on top, we both   
realised how important her faith was to her. A deeper sense of Melissa’s 
core values came out of this moment of creative companioning. Another 
example of a moment of significance occurred for Sharon when she 
genuinely expressed forgiveness for her father’s brutality on her then 
pregnant mother, where Sharon immersed in the “specialness” of her 
mother’s ways (p. 146). I represented Sharon’s blissful presence with 
100’s of coloured beads in the upper area of her portrait—acknowledging 
and ‘blinging up’ this special moment that felt honouring (see p. 161). 
 
On many occasions, our joint explorations took us to a place of creative 
therapeutic holding. For instance, Juliette’s intersubjective presence 
while  companioning  me  with  my  two plaster  cast  hands  opened  new         
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awareness for understanding the nature of my therapeutic holding  (p. 
200). More intersubjective understandings came to me during another 
meeting with my peers and supervisor where I discovered how we hold 
together (pp. 203, 213). McNiff (2003) suggests, the genesis of creativity 
rests in the “…reciprocal world of inspirations and collaborations” (p. 3). 
Thus, to stay authentic to our artistic ‘Sense-Ability’ (Brenner, 2003, p. 
101), we search for ways of staying creatively in and with the experience 
to find what matters most (Scott-Hoy, 2003: Welwood, 2001). 
 
My work revolved around the phenomenological experience to present 
our collaborative worlds. For example, my experience in holding the 
creative therapeutic space for Jean in her inquiry, sensitively informed 
me of my own need for self-nurturance and self-holding, while attending 
to nurture others. We both realised carrying the responsibility for others 
unnecessarily instils co-dependence, and delimits or disempowers our 
agency for valuing our presence in the world. Therapeutically, we agreed 
to hold this space with mutual regard and respect. 
 
During our collaborations, I was constantly reminded of the therapeutic 
effect of co-creating, where participants had a chance to explore and 
express themselves to reveal or conceal who they are. While some        
participants were surprisingly open about their experiences, holding 
back during difficult emotional moments naturally occurred. Natalie, 
Jean and Sharon all touched moments of sadness that if not prompted 
by me, may have remained hidden from the therapeutic gaze. While 
Melissa was happy to explore her story with me, she was silent about her 
sense of restlessness, worrying that our explorations might uncover    
aspects that could tilt her world from peace and diffusion into a place of 
upheaval. With respect, while I did not pry into what these aspects might 
be for her, I captured something about the resonance of our exchange. In 
Sharon’s response, she admitted she was a little sceptical about speaking 
so freely, yet she found our conversation was based not on an official 
‘back and forth’ exchange in the conventional sense, rather she found 
our co-creating liberating, flowing and surprisingly less confronting (see 
Appendix A4).  Far from the notion of celebrity status, Graham realised 
participating in this form of relational inquiry offered a powerful and 

celebratory element that honoured authentic connections for his valued 
way of being (Appendix A7). 
 
By encouraging the liberty of shared expressions and connections, the 
participant’s voice and authorship validated their lived experience, 
where participants found new ways of knowing themselves in their     
stories.  It seemed we were identified by what we were prepared to show 
and tell, and that this showing and telling continually expanded as we 
sat more comfortably in places trusting and empathic (Allen, 2004).     
Ultimately, it was the care-full empathic process of inclusion and mutual 
regard that underscored a positive effect in how we attended to           
ourselves and others in our relational world (Sturken & Cartwright, 2009).  
 
We discovered how our story or worldview somehow overlaps or is vastly 
different to one another. To this Spinelli (2005) adds, that we play in 
knowing, sensing, and trusting what we are prepared to expose in our 
‘worldview’ (p. 145). As we allowed the unfolding nature of our inquiries 
to take us to places not-quite-known, we were given an opportunity to 
challenge our understandings, our identities, and our worldviews by   
deconstructing and reconstructing our intersubjective realities. We 
shifted away from the idea of just painting the surface of things (of skin, 
cloth and material surroundings), and moved into a place that valued 
process for capturing inner worlds of our knowing and being.  
 
Highlighting the importance of process, Allen (2004) describes the        
relational dynamic as a radical intersubjective space between, or a place 
of ‘...Optimal intersubjectivity’ (p. 48) where we discover the core values 
of “...openness, iterative reflexivity, process orientation, and emotional 
efficacy” (p. 48). On a similar note, we enter this space of mutual          
recognition as the ‘interbeing’ as described by Hanh (1987). Thompson 
(1999) also borrows this term from Hanh, whereas Crossley (1996) calls 
this space the ‘interworld’ (pp. 15-16), and Buber (1958) “the between”.  
All these authors encourage the notion of co-agency, intersubjectivity 
and presence for recognition. 
 
I want to clarify that this in between space is not exclusive to the fields of  
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art and psychology. It can be found in the ancient philosophies of Zen 
Buddhism and other Eastern religious practices noting how all things are 
connected. It is present in the mystical and metaphysical writings of   
oneness, and also in the more recent paradigms of anthropology 
(including archaeology, cultural, structural, linguistics and ethnography). 
Creative anthropologists, Schneider and Wright (2010) have presented a 
generous volume of artistic inquiries for promoting creative practice and                 
co-construction in social research.  
 
Anthropological methods of representation for self and other are also 
explored by Zeitlyn (2010), in which the portrait is considered a social 
convention that requires great sensitivity regarding the relationship     
between the image, the person represented, and society who receive it. 
Zeitlyn calls for a new way of accounting for and representing other    
people and cultures through a grounded discipline of uniting image and 
text for “....visual and narrative sensitivity” (p. 400). Zeitlyn identifies this 
research practice as ‘ekphrasis’ where “verbal evocation of imagery” is 
carried out, so that the “...gap between representation and the subject 
represented...” (p. 400) can be bridged. He says “similitude is not 
enough...[as] there are social conventions at play” (p. 400). Both Zeitlyn 
and Brilliant (1991) say portraiture needs to be justified of purpose and 
not pretention when portraying the sitter.  
 
The portrait according to Zeitlyn, is a social interplay between artist,  
sitter and audience, where as artistic researchers, we should be            
challenged to make clear “...the purpose of the representation, the          
intentions of the creator and... the uses to which the representation is 
put by its audience” (p. 401). This requires a textural account alongside 
the image or artwork to illuminate the complex discourse between the 
visual and verbal relationship of experiential portraiture. We have        
consolidated our experiential search for meaning through our inter-
connectedness that appears in our unfolding layers portraits-in-process. 
The text I wrote on the wall alongside the portraits-in-process captured 
yet another element of our ekphrastic understandings.  
 
Our relational exchange guided us to reflexively loop, where we             

dialogued with our self-aware mode (Crossley, 1996, p. 56). I presented 
this self reflexive looping throughout my research under the                     
sub-headings of Ponderings found in each inquiry. However, for the     
relational aspect of my research, I am interested in Crossley’s definition 
of ‘egological intersubjectivity’ in which we share our co-creations and    
understandings for emergently presenting aspects of ourselves (and our 
worldviews) during affiliated presence. I have learned that being           
intersubjectively connected in dialogue and art-making practice brings 
us closer together for felt understanding. 
 
Carrying this idea further, Crossley describes our perception as temporal 
in the way we unfold thoughts, feelings and emotional content, which 
requires mutual responding for greater understanding. He calls this     
impetus ‘radical intersubjectivity’ (p. 82) defining our  predisposition to 
overlap or intertwine our ways of being—to be geared for empathic    
activity. When Graham sent me his response (Appendix A7), I felt           
confirmed that he experienced my sensitivity to his world of knowing.  
Graham’s unsureness and apprehension gradually vanished as we          
appreciated the benefits of his good humour to keep him sane and his 
spirits high. Graham felt substantially validated in his position to wear 
one of his favourite T-shirts that signified this. 
 
On a different note, Melissa dissonance for her portrait seemed fitting, 
where she apologised for having lost connection with me, and that she 
was experiencing great stress in her world at the time. She also              
expressed that her expectations of how I would represent her felt      
somewhat empty, however, somehow appropriate.  While I could have 
offered her the perfect portrait that captured what she hoped for, I could 
not ignore what was really present between us, and more importantly 
what was held by her in our first interview. Regardless of the dissonance, 
we certainly felt Melissa’s faith was held deep within her, and that our 
collaborative meeting offered greater transparency in acknowledging 
her values and beliefs.  
 
From these examples, I am drawn to Hyland Moon’s (2009) thoughts on 
how  “…the significance of the products of our imaginations….  [is  found  
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in]  relationship  with  the  artwork...”  (p. 186,   [my  emphasis]).  To  signify      
relational bonding, each portrait explored a unique path for creative 
knowing, where our reflected accounts and reflexive embodying felt 
sensing reinforced the importance of emergent understandings. While 
we were in relationship with each other through dialogue and artmaking, 
we were also in relationship with the process, of selecting materials and 
feeling our extended bodies represent a sense of our experiential world 
of knowing and being. It seemed that reflectivity and reflexivity were   
interconnected with process and product, where each informed,       
transferred, and transformed the other.  
 
Reviewing all our I-Poems (from each portrait inquiry) I reflect on how 
my participants acknowledged their own presence in their portrait               
experience, centralising their sense of self in the process rather than     
centralising and signifying the final image. Most importantly, in varying 
degrees, they all thought our exchange felt meaningful for representing 
their identity in portraiture. As an example of meaningfulness in            
experiential portraiture, Sharon words, “I didn’t count on the portrait to 
capture what passed between us”, and how she gazed at the details 
“...loaded with meaning” (p. 165). Her response validated her sense of 
belonging and ownership within her story, as empathically represented 
by me.   
 
While I endeavoured to be sensitively connected with my participants, I 
was also in search of deeper knowledge for my own practice. Group    
supervision for my Doctoral studies provided many opportunities for    
revealing me in my process. To ensure a highly reflective and reflexive 
stance, I emergently explored my sense perceptions to see if my frame of 
reference felt right for the moment of inquiry, and importantly, fitted 
well for my co-inquirer (sitter). Every portrait presented an opportunity 
for self reflection and self reflexivity, where for example, Stacey my      
colleague, prompted an unmet need of mine to finalise Natalie’s portrait 
(pp. 125-127). Another similar incident occurred with Juliette (a peer) who 
curiously inquired into my stuckness with Melissa’s portrait (p. 223).     
Similarly, Jan Allen my supervisor, reminded me of how co-creation is         
essentially a matter of we-ness, of my relationship with the participant, 

with the materials, my choice and placement (p. 160).  
Enhancing the relational space, Leary, Minichiello and Kottler (2009) use 
Taylor’s term “radical reflexivity” (p. 53), to imply more responsiveness is 
required for self-awareness. They say this radical reflexivity occurs when 
we become more receptive of the complexities of our emotions during 
creative research, enhancing thoughtfulness in our “...own contributions 
to the process of experience” (p. 54), by undertaking “...purposeful      
conversations with academic mentors, colleagues, and peers” (p. 54). To 
create rigor in such fertile and emotional rich material (as these authors 
recommend), on many occasions I identified my own experience while 
being sensitively companioned by my peers. My interaction with           
significant others in my field of research helped me clarify and scrutinise 
my research practice, and consequently, increased transparency for my 
methodology.  
 
As Minichiello and Kottler note, we need to embrace collaborative     
radical reflexivity to truly see what we are doing, and how we are doing 
it. This kind of radical reflexivity is exemplified by Allen (2004), Elkins 
(1996), Findlay (2005), Finlay and Gough (2003), Hyland Moon (2009, 
2010), Lett (2011); Moon (2009), McNiff (2003, 2004) and Scott-Hoy (2003) 
in their approach to emergent creative research, where they encourage       
openness, and the empathic attunement towards self and other so as to 
bring together expanded views.  
 
On the note of transparency and reflexivity, Allen (2004) talks about the 
multi-faceted exchange that occurred in the relational dynamic of inter-
subjective research, recalling the difficulty tracking or defining her own 
subjective accounts during shifts in her perspective.  She resolved this 
with an engaging dialogue of different orientations to see what was    
happening in these shifts, yet she also tuned into the ‘we-ness’ while   
being with others (p. 41), noting a mutual presence of trust, shared      
interest and energy that was carried into presentational forming. Jean’s 
portrait in process certainly presented a multifaceted exchange for us 
both, where we endeavoured to share our interest and energy in the   
presentational forming.  
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Similar to Allen’s report on noting shifts in perspective, I also believe I 
could have pressed for more reflexive intersubjective exchange with my 
participants during the creation of each portrait (as I did in Jean’s          
inquiry), as this would have enhanced the collaborative authorship for all 
portraits in process. Knowing how my receptive presence and creative 
holding was heightened in our intersubjective exchange, and under-
scoring the notion of we-ness, I now introduce intersubjectivity as an 
epistemology. 
 
Intersubjectivity as an epistemology   
 
Epistemologically and ontologically, we positioned ourselves as the 
maker-in-process while we responsively became aware of our process-in-
the-making.  
 
As we knowingly and engagingly drew imaginative attention to our      
visual, tactile, kinetic and sensory modes of inquiry, we identified our-
selves in the making and creating. Through embodied gestures, we 
found alternate ways of knowing our identity in portraiture. By                
presenting a video recording of our hands actively creating (see DVD – 
back cover) we realise how unique our creative movements were as we 
held different ways of expressive intent while engaging with the            
materials. All four ways of knowing come together in our practice as    
artists, where our knowing takes centre stage for creative intent. The 
pace at which we drew, painted, cut and arranged the materials to        
express our creative thoughts was unique for each participant. How we 
communicated with materials, how our hands touched the portrait   
paintings, and how we engaged with each other in co-creative ways,   
enhanced our epistemological position. By combining our sensory 
modes of sight, audition and touch, Powell (2012) confirms we enter a 
space that intertwines our embodied knowing, through multi-complex 
synesthetic qualities for social knowing. 
 
Captured on video, we can be seen opening, tugging, rubbing, sliding 
and entering parts removed, as a kinaesthetic engagement for meaning 
making. With inquisitive embodied presence, we hand felt the portraits 

and noticed the textures and our embodied relationship with the surface 
of the work, which says something about our relationship in how we    
intersubjectively examine our world. Examples of our handiness such as 
completely filling an area with colour, makes a firm statement for        
emphasising something sure and known. Cutting parts away may        
emphasise something missing, less known, or less important. It all      
depends on how we made our presentational mark, and how we            
propositionally received it. Painting to the edges, overlaying, smudging, 
gently pulling away materials or swiftly attaching pieces onto our work           
revealed the nature of our artistic expression and epistemology.  
 
When viewing the ten minute video, you will see a variety of ways in 
which we handle the materials. We may show a sureness or quickness in 
the making, or show tentative, gentle, or repetitive movements, as we 
search for expressive ways that fit with our experience. Our hesitations 
and overzealous attempts when making our mark signified something 
about our creative selves in process. Sturken and Cartwright (2009)     
describe the drips and splashes in a painting as “a record of the actual 
performance of the painter as he or she actively made the work of 
art” (p. 170).  Hyland Moon (2009) reminds us, that we give form to our 
intentions and sense perceptions.  
 
Incidentally, the vitality seen early in Graham’s portrait evocatively     
expressed a frightful intensity that felt similar to my application of the 
first layer of my own self-portrait (expressing my grief). Also the sense of 
being overwhelmed was suggested in my force of application, to the 
messiness I expressed, and to the erratic colour mixing as I smeared 
paint across the extra large canvas. Without due care or tender thought, 
the chaos was presented meanwhile our need to exit this harmful place 
was felt. This distressing affect was also shown in Lisa’s, Natalie’s and 
Melissa’s portraits, capturing restlessness in the opposing forces. 
 
Hyland Moon (2009) discusses at length her understanding of the          
aesthetics of ‘sensory perception’ (p. 133), where we embrace meaning 
from the selection, use and handling of materials in therapeutic process. 
She states emphatically,  the  relationship  between  us and the materials  
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is an important component of our communicative and creative              
encounter, illuminating our epistemological stance. A significant moment 
with Jean occurred in our first meeting when she chose a figurine from 
the sandplay shelves that for her, identified the gaze she desired which 
was a place of being met... where something’s moving between them—a     
middle ground of shared interests, congruence and reciprocity—a bond 
that nurtures the two (see the poem ‘The gaze between’ p. 202) 
 
Relationally involved in the artmaking encounter, Hyland Moon says our 
need to make sense of things comes through the intellectual and          
embodied sensing, “…by what we see, smell, feel, and hear” (p. 190). She 
says we need to consider “…what belongs… and what does not               
belong” (p. 191), when bringing expressive qualities into the artwork. She 
adds the more sensitive and open we become to a variety of materials, 
methods and expressions, the more likely we are to capture expressive 
intent that matches the occasion and our epistemological position.  
 
Our experiential, presentational, propositional and practical knowings 
for artmaking are activated in cyclic motion when we open to the artistic 
encounter. According to Stern (2010) vitality forms are multimodal and 
informing— where we interactively rely on our five sensory modes, and 
perhaps a sixth, in which the vitality of all these senses can be related to 
the form of speed, duration, force and the shape time takes (or is          
perceived). Stern says, the dynamics of vitality as a new way of knowing 
can be measured by how long an action occurs, the sequence it takes, 
the stops and starts, and the flow or collisions that occur.  
 
To explore the notion of multisensory responding, I refer to Melissa’s 
inquiry (during our second meeting), where she showed hesitancy in 
moving closer to her portrait. She seemed surprised by the unsettling 
quality of the surface of the work as she recalled our conversation          
revolved around the desire for diffusion. Instead, the messy textured   
effect had captured our restlessness, her busy life, and the limited space 
for diffusion. Melissa’s reluctance for entering this messy space shifts to 
acceptance, where she agreed to sit down on a studio chair for the live 
sitting necessary to complete her portrait. After I drew her into the       

diffused space with watercolour pencils, Melissa inspected my efforts, 
and while she was not quite sure about her ephemeral appearance of her 
self in the portrait, she did acknowledge it looked like her. I quietly held 
my own reservations about how I had drawn her in… perhaps too faint to 
be noticed... or too thin in application... or too dispersed...? We both   
carried reservations about the result.  
 
A year later, Melissa sends me a response that connects us in the         
relational place of epistemological knowing, of connecting to an           
embodied knowing as ‘content in process’…   
 
               My only comment is perhaps I was expecting more of a  

painted portrait of me rather than just the lines. Perhaps  
I feel so empty at present, it is appropriate... 
        Melissa White (personal correspondence) - 14/03/2012 
 

Without going into personal details from our interview and dialogue, 
Melissa’s acknowledgement of this emptiness perhaps hinted on what 
she may have been struggling with at the time of our first meeting. The 
lack of solidness is noted by us both, and ironically serves the purpose of 
placing her artistically in her work, in a ‘diffused’ and blended way, while 
touching on the understated restlessness. We both learnt that the power 
of feeling underlies, and at time, overrules our anticipations.                  
Juliette’s companioning kept me interested in completing Melissa’s     
portrait helping me creatively stay with the inherent meaning of our 
restlessness and to attend authentically to the understated yet strongly 
felt moments that held us together, in new ways of knowing. 

 
While epistemology invites multiple perspectives, we are somewhat    
limited in our attention, and cannot be fully observant or present to all of 
our senses all the time (Rothwell, 2013). Lash, Quick and Roberts (1998) 
regard our ability to represent a moment passed, as dependent on our 
interactions with it in the present moment. They say, it all depends on 
how we track and intervene collaboratively in our search for meaning. 
My attempts to emphasise Melissa’s emptiness felt challenging and 
risky,  as  I certainly  didn’t want  to offend her.  I wanted  to  stay  true  to  
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what had passed between us, to my resistance in trying to capture her in 
this diffusion, and to her resistance for naming her sense of restlessness. 
Acknowledging the unstated brings new ways of knowing. 

 
Lash et al. (1998) echoes Tim Etchell’s notion that the process of paying 
attention is fragile because “…you always knew you could’ve seen    
something else, heard another line, caught another gesture” (p. 70). It is 
not so much about our lack of presence, but rather meaning is a             
precarious edge where senses and knowings may fall away quickly from 
our attention for many different reasons. Lett (2011) describes our ability 
to connect and respond empathically requires that we unforcedly seek 
“...goodness of fit” (p. 144). Others describe artistic presence as “...its 
fitness to the occasion and to the situation” (Dewey, 2005, p. 51); it’s 
‘best fit’ (Moon, 2009, pp. 123-124); and “…just right response” (Stern, 
2010, p. 154). 

 
How we engaged in the multiple tellings, co-constructions and                   
co-creations became an epistemological issue. My personal response to 
the 3-headed dog was held back from Natalie’s inquiry, as I decided to 
run with her resonance to it. While I perceived it as an angry guarded  
figure, I wondered what it could be protecting. Meanwhile, Natalie’s 
sense of it was different, seeing it as needy, egotistic, attention seeking, 
a manipulator of feminine gifts and a principal of darkness. Her view of 
this dog offered many avenues to explore personal experience. However 
we decided to attend to its presence, we discovered something new in 
our own epistemological presence during the process.  

 
Our intersubjective presence was geared for meaning making and was 
nurtured within our intimate exchange without thinking too much about 
public approval of what we have come to know and represent. My        
intention to be genuinely present to the work, steered away from public 
expectations. Instead, I searched for an intimate empathic connection 
with my participants. On face value, these portraits may or may not   
resonate with the viewer. Unexpected empathies offered by the public 
did offer internal validation towards our co-created portraits, however, 
the audience remained in the peripheral of my vision and this research. 

Overall, I hoped that my choice of tools, mediums and materials          
captured a close approximation of what we sensed during our                 
explorations, to validate the participant in our exchange, and that the 
possibility of the viewer understanding my selection and use of materials 
may create a ripple effect, for reverberating our intersubjectivities.  

 
Lastly, on a note of artistic knowing, Heidegger initially minimised the 
role of the art maker, often regarding “…the work as the product of an 
impersonal force” (Inwood, 1997, p. 120). Yet in his later view on art,    
Heidegger noted the thinginess of the artwork or painting, of its texture, 
colour, form, or surface, that offered something new in the way of      
seeing properties, sensations, forms, or matter of the artwork itself that 
clarified deeper knowing (Inwood). It is not a self-contained act, but an 
act of intended purpose for being received by an audience to interpret it 
(Inwood). It is the involvement Inwood says, of the context, the            
spatiality, the relationship with people and things, and the equipment 
and skills used to produce it, that allows the artwork to reveal the innate 
quality of the maker and the ability to be received by the viewer. These 
are the intricacies of social knowing. 

 
Intersubjectivity as participatory inquiry  
 
Our participation was dependent on the four spontaneous and            
compatible ways of knowing that I referred to in my methodology. The 
interrelatedness and aesthetic forming of experiential, presentational, 
propositional and practical ways provided a good flexible framework for 
our active participation (Heron & Reason, 1997). In participation, we are 
in search of what Koren (2010) describes as the “...aesthetics, in its         
totality of meanings...where your mind goes – analytically, conceptually, 
imaginatively” and engagingly (pp. 11-12). We move away from the 
decorative aesthetics of beauty at the surface, and look deeper into 
knowing, and deeper into the subterranean levels of substantialness. 
Aesthetic qualities of our felt presence are substantiated as we met in        
recognition and belonging.  
 
During my research, I became familiar with Van Manen’s (2008) notion of  
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practical active knowledge’ (p. 17), where I considered my knowledge of 
practice gathered over time has been stored well and can be utilised   
confidently when needed, yet this resourcefulness occurs not so much 
out of intellect but rather in an almost ‘self-forgetful ease’ (p. 17). This 
self-forgetful ease allowed me to slip out of my own preconceptions, 
sourcing authentic moments of recognition with my participants. While I 
agree we both collaboratively reside in the participant’s portrait, I am 
orientated by my experiential, presentational, propositional and practical 
creative resourcefulness for capturing a felt sense, even if it is not-quite-
known. This can be explained by Polanyi’s (1969) notion that we embody 
the ontological way of tacit knowing. With hands-on knowing, Van      
Manen (2008) quotes Michael Polanyi’s concept of tacit knowing, which 
carries a pre-reflective embodied knack or sensitive touch that comes 
with practical experience over time. Lacy’s (1995) understanding of the 
relational aesthetic reinforces how participatory models for artmaking 
cultivate recognition and social validation through this tacit dimension. 
 
The aesthetic perspective is not exclusive to the arts as it crosses           
significantly into therapeutic realms for aesthetic intersubjective       
forming. The relational aesthetic and rightness of fit comes from a     
combination of the four ways of knowing where our experience opens 
the gates for presentational knowing by offering voice or visual               
expression to confirm our involvement. As we did this, we also acted on 
our practical knowing, choosing expressive intent with various skills, 
abilities and competencies. We shaped our understandings by further 
propositions, thus fine tuning our creative understandings and               
aesthetically consummating all four ways of knowing that held                
relational significance, for being identified in portraiture. 
 
To heighten perceptivity, I embraced the relational aesthetic. As we 
clarified meaning, I put trust in my capacity and resourcefulness to       
perceptively handle the art materials to support our collaborations. I 
trusted my creative abilities (practical knowing) to effectively and        
aesthetically capture what I thought or felt had passed between us – to 
responsively stretch our imaginations in a valued way that employed and 
assimilated the four ways of knowing.   

The following sub-sections reveal the participatory element of our       
research, where the ethics of inclusion, the materials and collaborators 
who participate in our exchange for meaning, and the inclusion of our 
process, the dialogues, and the places or experiences that occur            
between artist, participant and viewer add significant findings to our   
research.  
 
The ethics of inclusion 
 
I quickly realised how important inclusion was to our participatory       
research and how we needed to accept and encourage differences for 
greater social understanding. In order for me to come closer to my      
participants I needed to make the relational encounter feel trusting, 
open and accessible. If not, I created a place of inaccessibility and         
exclusion (similar to some traditional portrait settings and clinical     
therapeutic settings). To promote a sense of accessibility and inter-
subjective presence, we searched for notions of identity through an open 
dialogical exchange that placed my participants (sitters) in a receptive 
expressive mode of agency for creatively dwelling in places known and 
not-quite-known.  
 
Through our communications, we gained meaning according to             
Ellingson (2009) “...not in any one person, but between people who     
continually (re)negotiate it” (p. 32). Making meaning in our                          
co-constructions validated our active presence, however as researcher 
and artist, I had to be diligent and take good ethical care when              
appropriating the participants voice and vision (Ellingson). She cautions 
researchers that even informed consent may still allow breaches for    
unethical research to occur, and that I should address this with a humble 
note that I am entrusted to express their stories and experiences in a 
way that voices this back with great sensitivity and empathic regard. 
This is not done by theorising the participants words—rather by offering 
a collaborative co-created understanding—of being transparent and      
responsible for my creative response.  
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By approaching my participants openly about my concerns for how I 
have represented them, I maintained responsibility and transparency in 
my methods, and invited my participants to make decisions on what or 
how they think they should be represented. Each portrait inquiry raised 
problems and opportunities, so I checked in with the participant to seek 
understanding and approval of what could or could not be included.      
Additionally, my participants experienced the not so perfect ways of    
creating, and how the “...messy, imperfect, and exciting process of      
constructing, reconstructing, and co-constructing meaning” (Ellingson, 
p. 42) comes in emergence of knowing (also see Gibson & Hayes, 2009). 
 
Perhaps the most beneficial aspect that confirms my ability to carry out 
active participation in portraiture, is expressed by each participant in 
their written response (Appendix A1-7), by describing a sense of feeling    
included, feeling authentically met, and sensitively represented through 
my creative efforts for mutual understanding. While all of the                   
participants portraits are included in the exhibition (for public viewing), 
feeling met by the public during exhibition is another matter beyond the 
scope of our research, although I do offer a couple of accounts later in 
the writing that confirm a sense of feeling seen, heard and felt by         
public visitors (next section 14.42).  
 
It was necessary for each participant to have authority on what was      
offered to the public. To feel confidently included, all participants had 
the ability to wholly or partly reveal or conceal their identity, or their 
story. During recruitment, I expressed my desire and intention to exhibit 
publically our portraits-in-process. All participants were given a full       
descriptive account of their portrait inquiries (to be approved for           
submission), and given an opportunity to decline from participation at 
any time, if they felt uncomfortable about what was presented visually or 
verbally.  
 
To the best of my ability, I tried to meet initial expectations for creating 
each portrait within a certain timeframe, however this aspect of having a               
reasonably quick result was put aside when I realised how emergent our 
work is. As I realised the process required an unhurried approach, I also 

grappled with the uncertainty that surrounds such a flexible process, 
where the work seemed to run its own course, beyond what the            
participant or I could expect. To align this thought to the ethics of         
inclusion, I informed my participants that I would base their portrait on 
our collaborations: on our co-constructions, and our co-created under-
standings that come from the interviews. They were all informed of the 
experiential aspect of my participatory inquiry, and that significant      
aspects of this would be included in the portraits and in the writing.   
 
As an example of what to expect, participants were shown my self-
portrait (in process of unfolding layers) to consider my style and                  
therapeutic approach. However, as my story differs from theirs, we had 
a brief discussion about the flexible nature of experiential portraits,         
corroborating that we needed to trust the artistic process in our search 
for identity in portraiture. Detailed information about my creative      
therapeutic process was provided to each participant; my intentions to 
publically display the artwork was outlined; ethical considerations were 
set in place; and the opportunity to withdraw from consent at any time 
was provided. All participants actively and generously agreed to be     
revealed, risking the chance of being exposed to the world of curious 
onlookers. However daunting this appeared for my participants and me, 
we agreed to sit in the not-quite-known, hoping to glimpse new ways of 
seeing, hearing and feeling our identity in portraiture. 
 
On the issue of public representation and ethics, Hirsch (1994) believes 
art is both “...a moral and aesthetic one” (p. 341), where we may convey 
some known aspects of our experience with the other, yet cannot fully 
express all meanings for deliberation. Selectivity in what we chose to 
stay with, what we collaborated and expanded on in our dialogues and 
artmaking, or even what we revealed or kept hidden, forged empathic 
understandings from imaginative co-constructions. I was also aware that 
managing such large quantities of data required considerable bracketed 
out of a lot of material that would be just as rewarding for exploration. 
Conversely, I also notice that I have bracketed in what I thought seemed 
most aesthetically or experientially relevant to report and represent for 
us  in  our  collaborations. This  is  inevitable  when dealing  with such rich  
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data, however as Ellingson (2009) warns, immersing into research for a 
long time tends to draw out our own familiar patterns of being,         
therefore I needed to be transparent in my ‘selectivity for connectivity’ 
while weaving our worlds together for representation. 
 
Throughout the interviews, recording of dialogues, collaborative art-
making, and the creation of each portrait-in-process, I was aware of   
ethical standards required of me during our creative therapeutic         
companioning, where I included my participants worldviews, values and 
beliefs with sensitivity and respect. The debate on personal disclosure for 
public representation is necessary for protecting those who may feel   
vulnerable (Liamputtong, 2007; Moon, 2006). Ethically, I maintained a 
high level of regard and compassion for each portrait sitter, sensitively 
attending to the vulnerable aspects of their stories, which at times, 
needed to be concealed. What I included in our representations needed 
to be validating — not intimidating. 
 
Hyland Moon (2009) proposes an inclusive position regarding the ethics 
and aesthetics of postmodern practice and research, reporting that       
aesthetics for art making (in therapeutic contexts) must emerge from an 
intrinsic place between the client and the therapist. She offers us a     
valuable list of ethical considerations (too long to name here) proposing 
concerns about delivering integrity in a healing or life transforming way 
(pp. 140-142). Of the many suggestions in her list, I concentrated on 
building trust in the relationship and in the process, of balancing skill 
with uncertainty, of providing a resourceful studio environment,            
producing a moving, comforting yet challenging presence in the work, 
and encouraged reflection and response for new ways of knowing.  
 
I am satisfied I have adequately addressed Hyland Moon’s ethical          
concerns for inclusivity for my portrait research. My ability to foster and 
nurture a deeper intersubjective bond between us is captured on the   
canvas. Examples of this occurred for Natalie when she tried to name her 
inner struggles, yet reported feeling guided with both freedom and 
structure, of feeling positive in the process and naturally found through 
this powerfully engaging process (p. 117). At first, Graham didn’t think it 

was in his best interests to participate, however with curiosity and        
appreciation, he discovered the importance of capturing the seriousness 
of his story without forgetting how his humour kept him sane (p. 271). 
Rather than just sitting still to be painted from life, Lisa felt central to the 
process, and even in the uncomfortable and disconcerting places, she 
noted how her clarity of expression made the experience all the more 
interesting and intriguing (p. 100). Conversely, Melissa felt empty and 
not-quite-there in the live sitting, with ambiguity of attending to the 
messiness yet desiring diffusion (p. 233). Sharon experienced the       
decadence through the freedom of expression, which felt surprisingly 
liberating while confirming her own sense of belonging (p. 150).  
 
These responses validate my ability to offer sensitive, creative, and     
professional therapeutic interactions with quality of care. I am relieved 
and inspired to know that my research covered significant aspects of 
engaging and deepening the relational bond with my participants, my 
own art and therapeutic practice, and at times, my relationship with the 
wider community. When the audience did not connect to the portraits or 
to the greater understanding of my exhibition (or context of my           
dissertation), healthy discussions came forth to clarify my intentions and 
to inform the public of what an aesthetic encounter means in this multi-
modal approach to portraiture. To integrate with others, Mitchell (1993) 
suggests we step outside of our own set frameworks to find the other in 
theirs – to search for what “...fits or misfits” (p. 186) the occasion. 
 
By extending the value of creative-therapeutic-relations to the public, I 
have attended to the vital and contributing discourse for education with 
those outside the field of arts therapy. By inviting the public to                
participate in workshops, I have articulated the role of therapeutic       
portraiture to a wider audience. In the future, I envisage promoting my 
research forward in the community (via travelling exhibitions and       
community interactions), to convey the experience of meaningfulness of 
the ‘art-infused’ therapeutic perspective (Hyland Moon, 2009, p. 143).  
 
To broaden inclusion and to expand my teaching practice, I arranged 
professional development workshops, floor talks, and school education 
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tours for the public during the exhibition (October-November 2012). On 
one occasion, year 9 students toured the gallery for a meeting and one 
occasion, year 9 students toured the gallery for a meeting and interactive 
floor talk with me. During this meeting I invited the students to touch the 
paintings, to appreciate different perspectives and textures along with 
the depth of the layered process for experiential portraiture. Mr Michael 
Newberry, the class teacher, said this interaction enhanced student     
understandings for what a portrait may constitute, and that the ‘hands 
on’ approach was very visceral (see Appendix C). More rewarding        
connections were fostered during my professional development work-
shop (see Appendix D). I also include a visual account of how I installed 
the portraits for exhibition, the opening night, public interaction, and the 
‘hands-on’ creative artmaking that occurred during the professional    
development workshop (see DVD).   
 

Inclusion of who and what we participate with or in  
 
Schwalbe (1997) says “our identities – the meanings we give to ourselves 
and announce to others – locate us relative to others” (p. 83) and that our 
identities are not so private due to our interaction with others. This 
grounding in relatedness acknowledged our intersubjective presence, 
through the four ways of knowing (Heron & Reason, 1997), thus              
delivering meaning to our existence, and meaning to our portraits. Our 
portraits are lasting reminders of deep-seated knowings, brought into 
being over time through visually telling layers that substantiate our     
multidimensional presence of the four ways of knowing. As we                
participated with the artwork socially, we had an opportunity as Mooney 
(2006) suggests to be transformed, “...through our encounter with 
art...extending our understanding of ourselves in the process” (p. 136).  
 
We agreed to partake in a participatory inquiry to enhance our ability to 
be reflective and reflexive, to become empathically aware of ourselves 
and the other through expressed intent (Finlay, 2005; Freedberg & 
Gallese, 2007; Spinelli, 2007; Zahavi, 2001). Our portrait research was   
participatory in terms of working interactively, as we aesthetically      
connected with each other and with chosen materials for expression.  
 

With whom... 
On many occasions we discovered we are inextricably linked in particular 
patterns of being, where at times, we touched on the universal nature of 
our ways. At times, we seemed worlds apart in our abilities, values and 
beliefs. While I’m not a follower of religion, I regarded Melissa’s and 
Sharon’s religious beliefs, honouring their faith in some way that 
matched their expressions for conviction. I had never completed a     
cryptic crossword in my life, yet I was drawn to the idea of somehow   
including this aspect into Graham’s portrait—whilst entertaining a     
cryptic clue for the viewer to solve. I couldn’t crochet the nets Jean 
brought to the work, yet it seemed important to include them as a      
declaration of our work together in process.  
 
Originally (and quite naively), I held the position that for each portrait 
inquiry I would simply follow the participant and their story for artistic 
inspiration. Over the years of collecting, immersing and consolidating 
each portrait in process, my supervisor constantly emphasised the        
importance of the evolving relational nature of our work. Following    
Graham’s (2006) appreciation of embodying aesthetics I discovered with 
delight and enthusiasm “…that aesthetic experience is a meeting of 
minds [and bodies] – and not the activity of a single mind ‘playing’ upon 
an object” (p. 19, [my emphasis]).  
 
Our portraits have gone beyond the visual and have moved into the     
interactive element to accommodate voice and dialogue (Chapman, 
2005; Gilligan, Spencer, Weinberg & Bertsch, 2006; Hanrahan, 2006; 
Hertz, 1997; Hill, 2005; Schneider & Wright, 2010). Additionally, I included 
aspects of our understandings by hand writing key words on the gallery 
walls around the layered portraits-in-process. This ensured the image 
and words were carried together. In this way, I have demonstrated   
Chapman’s (2007) understandings of how portraiture offers “…multiple        
contexts and interactions that surround participants” (p. 157). 
 
With what...  
Kinaesthetically, each brush mark or paint splatter I have placed on our 
portraits offer experiential, representational, propositional and practical 
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knowings.  Each rubbing, scraping or blending that I have made on the 
canvas has transported a variety of rich textures to voice reflective and 
pre-reflective expressions that support our understandings. Even my 
own self-portrait carries different levels of sadness, grief, and despair 
within the darks spaces of the artwork, and alternatively a hint of          
positivity is introduced in the white flickering lines, red floating leaves 
around my solid presence. From a sense of retreat and withdrawal to 
outward modes of courage and resilience, I met myself in these            
contrasting spaces through my choice of tools, mediums and                   
applications. Through thoughtful engagement with materials, Hyland 
Moon (2010) suggests this sensory-based appreciation of art materials 
harnesses meaningful connections in therapy. Each mark becomes an 
intentional expression to illuminate resonance for meaning, to feel       
recognised, and to share this with others (Crossley, 1996). Crossley       
reminds us that our imaginations collide in the “...shared spaces with 
shared materials” (p. 70).  
 
My ability to connect to the participant’s world through the use of          
materials and tools comes from a place of practical knowing (as             
discussed earlier, and in the methodology, pp. 26, 29), but also comes 
from my ability to trust in the process of my own intuitive embodied               
responding with materials, mediums, and tools, so that I can make      
connections with my participants. Hand sewing Jean’s nets in place     
honoured her work with the yarn, compared to my previous attempts 
in trying to glue artificial nets in place from the back. From a quick-fix      
approach (where old habits die hard), I managed to shift my creative   
direction into one of embracing co-agency for mutual response-ability. 
As content in process, I hoped Jean recognised my shift out of this 
space as this paralleled her own struggles to jump out this same pat-
tern, and hand responsibility over to others for better co-agency and 
care.  
 
For meaningfulness, our world becomes more vivid and imaginatively 
known through the phenomenological creative act of engagement and 
encounter with materials and with others (Kieran, 2006; Lett, 2011; 
McNiff, 2003; Hyland Moon, 2009 & 2010). The way that I raised the       

texture for the leaves in Jean’s portrait was different to the application 
and approach I made in my self-portrait with red leaves. Jean’s were 
more roughly felt, more uplifting and shifting between her mirrored     
image, whereas my red leaves are smooth and flat, and are carried 
through the space in a downward direction. Fundamentally, the size, 
shape, colour, texture, position, and application offer different qualities 
to amplify our resonance.  
 
An interesting pattern of relating to the texture of our portraits occurred 
when visitors (mostly adults) felt comfortable touching most of the     
textured spaces of the portraits, especially the raised areas, cut away 
areas and fabric or man-made objects, however, they tended to avoid 
touching the area of the participants face. This seemed to be a sacred 
untouchable place—a place more intimate and perhaps too personal, 
compared to the sitter’s experiential surroundings. On the other hand, 
students and children were happy to venture closer, by feeling the whole 
portrait including the sitter’s features, where perhaps social boundaries 
for touching others is not quite established. As I watched the mother and 
daughter touch Jean’s work, the mother seemed to show more restraint 
compared to her daughter’s exploratory nature of moving all over the 
canvas and touching inside the nets Jean had created (see Figure 91). 
 
Finally, my resourceful bricoleur approach to painting is complex and 
unpredictable, and certainly impossible and impractical to show a step-
by-step process as a guide for technique and practicalities of how to 
paint a portrait. Most importantly, McNiff (1998a; 2004) and Hyland 
Moon (2009) warns the studio art therapist not to provide a detailed 
structured account in this way, as this only reinforces pre-conceived    
notions (or by-the-book attitudes) that go against the experiential       
nature of therapeutic art making.  
 
Ultimately, our impromptu approach with the materials, offers a rich and 
rewarding encounter that encourages belonging in spontaneous and 
trusting ways. As we explore our identity in this multimodal way, we   
invite authentic innovation for arts practice and therapeutic process.  
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Public response: Intersubjectivity, portraits, conversation and 
the places between artist, participant and viewer 
 
My research is designed to inform an intersubjective, flexible and inter-
changeable model, to affirm our identities and our sense of belonging. 
This sense of belonging is imparted through our conversational              
dialogues, our co-created art-making, and our portraits-in-process.  
 
On several occasions during the exhibition and public interactions (floor 
talks and PD workshop), I was asked why the conversational dialogue 
and art-making were important to my portrait research. I explained that 
there is inherent value in the active creative space of shared stories and 
shared art-making—more so than the flattery of capturing the likeness of 
the sitter. We entertain the liberty of shared expressions, highlighting 
significant moments known or not-quite-known for identity affirm ways.  
 
We played in the reciprocal world of interrelatedness, to cooperate with 
imaginative insights for relevance and congruity through social              
interactions (Crossley, 1996). Crossley maintains the importance of    
community engagement, where we discover that our “sense of self is 
bound to a sense of the group” (p. 93).  
 
In determining the intersubjective nature of relational portraiture, and to 
offer a significant contribution to the field, I value the position proposed 
by Hyland Moon (2009) who sees art therapy as an integrative approach 
whereby we bring the aesthetic and therapeutic principles together as 
“…common ground...” making our stand “…inclusive rather than           
elitist...” (p. 139). Lett (2011), Allen (2004), Allen (1995), McNiff (2004, 
2003), and May (1975) also supports this integrative approach.  
 
Our role in the multimodal approach for inquiry was not geared towards 
apprehending clearly defined articulations for literal representation, 
rather we immersed in the various modalities of seeing, hearing and     
feeling what passed between us (Hyland Moon, 2009; Lett, 2011). The 
intersubjective place between artist, participant and viewer was based 
upon our conversations, our embodied perspectives, and our ability to 

see how inclusive the artmaking process was for representing our      
identity.  
 
I hoped to capture the artistic language that not only identified each    
participant, but also identified my expression for relational under-
standing. This according to Hyland Moon (2009) is done with an         
openness and a ‘multilingual’ approach (p. 242), which is not a ‘foreign 
language’ but rather a ‘bilingual’ one (p. 243). Ultimately, my sensitivity 
for receiving information and returning it creatively is a valued tool in the 
therapeutic context (especially in combining the four ways of knowing), 
which “…distinguishes our practices from those of art education or the 
art world” (Hyland Moon, p. 246). Hence, there is deeper meaning to our 
creative relational exchange than just verbal discussions of labelling and 
judging the artwork.  
 
While my research does not venture into the engagement and analysis 
of public viewing (due to restricted word count), I take the opportunity 
here to present two responses made by visitors to my portrait exhibition, 
which document rich interactions and social empathies.  
 
By exhibiting the portraits-in-process, these two responses (below)     
offered feelings of being met by the public. Unexpected, yet highly     
appreciated, these examples show the nature of relational engagement, 
of discovering the self through another person’s perspective or response 
to the work. The first example shows the importance of feeling             
sensitively received through the physical response of touch (of the desire 
to feel and be felt). The second example validated the presence of 
things, whereby the viewer took interest in the positioning of particular 
symbolic aspects seen in Sharon’s portrait, which touched on the ability 
of the viewer to connect to Sharon’s story for her to be seen and heard 
through this unexpected engagement. 
 
A response by mother and daughter 
The first response was made by a mother and daughter who were  enjoy-
ing all the portraits exhibited, and in particular Jean’s textured  artwork. 
While I was taking photographs of the exhibition on display, I noticed 
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their interest in my work and invited them to touch the portraits so that 
they could relate to the texture and sensations on the surface of the work. 
To my enjoyment I watched them interact with each other in the process of    
gently and carefully brushing their hands across the surface, searching for 
noticeable details, lingering, skipping parts, playfully tugging, and  entering 
into some inner areas of the work. There even seemed to be a shifting 
dance of following and leading during their interaction (see Figure 91). 

Figure 91 — Mother and daughter exploring Jean’s portrait   
                        (Photographs – October 2012) 
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I now offer Jean’s response to these images... 

 

 
The significance of touch was made clear, where we have been touched 
emotionally by Jean’s story. In our hands-on experience, Jean has been 
touched by her inclusion made for the work. She has been acknowledged 
in the sensitive physical touch made by these unknown visitors who 
wanting to know Jean in her story. Additionally, I am touched by the  
connecting experience of mother and daughter entering the work        
together. In respectful ways, we have invited intimate connections of 
being in a safe place where warmth and trust was brought forward. We 
rest in the warmth of these inviting nets for further exploration. 

A response from Dylan 
Another heartfelt account occurred for Sharon with her portrait. While 
visiting the gallery under the watchful supervision of Sandie (a school 
teacher and a gallery guide), a Year 3 student named Dylan (aged 8), 
astonishingly transformed from a hyperactive and troubling child into a 
sensitive, empathic, attending one. Initially, Sandie was informed by   
Dylan’s teacher that Dylan can be very difficult to manage during school 
outings, however on this occasion they were both pleasantly surprised 
that my exhibition not only captivated Dylan’s attention, it calmed his 
restless soul.  
 
Dylan’s interest was directed towards Sharon’s portrait (with the heart, 
eye, sun and skulls). Dylan’s attention to detail, his empathic resonance 
for the beads surrounding the heart, the watchful eye and the glistening 
sun apparently took Dylan to a place of connection. It was not just the 
distinctive characteristics that Dylan became aware of reported Sandie, 
but also his placement of what seems important such as lining up the 
things that matter most to him. Sandie was thrilled to see how Dylan 
could transform from a difficult and aggressive child into a social active 
and responsive one, inviting connections with other students to            
empathise with the artwork, towards his environment, and towards his 
peers. To everyone’s surprise, Dylan gained an opportunity to connect 
with his fellow students by letting them see a different side to him.  
 
While we did not know the full extent of Dylan’s behavioural change, one 
thing was certain: Sandie and his teacher discovered there was a place 
for Dylan to settle and find connections with his peers in creatively       
orientated spaces. They all left the gallery wearing big smiles, with Dylan 
repeatedly saying - “I'll be back. I will be back. I'm definitely coming 
back. I'll get my mother to bring me back!” Dylan’s intention to return, to 
reconnect with the work and the art environment was very confirming. 
 
Enjoying the positive feelings through this exchange, I sent a copy of 
Dylan’s verbal and visual response (Figure 92) to Sharon the next day 
(including a short note about Sandie’s experience). I included the         
following  line  of  text  interpreting Dylan’s hand written message, which  
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says, “Thank you art gallery for have us. Them painting were amazing   
and Sandie you were the best. My favourite was the one with the  
skulls. From Dylan”.  

In return, I offer Sharon’s response of joyful validation... 
 

Hi Raelean, what a fantastic response from such a little kid! It delighted me 
immensely to read his response which you so kindly sent. What struck me the 
most was that he seemed to understand on some level that the two opposing 
aspects were necessary to each other: i.e., no love, light, knowledge and sparkle 
without suffering, death of some sort, and degradation (placing the skulls and 
crosses at the very bottom of the page). Also, the fact that he subjugated the 
negative to the positive by his positioning on the page, although being drawn 
more to the skulls, which, by his conscious state should have won the day. This 
seemed to indicate to me that this child although experiencing lots of negative     
impact in his life can and does rise very quickly to a state of joy, beauty, and 
peace, given the right tools. What a gifted little soul with such unlimited   
potential. I pray that he has the opportunity to follow his inner light and    
discover what lies within, in spite of the challenges he faces. I feel extremely 
honoured that he responded in such a way because I feel validated by his      
response as though he “heard” me in that painting.                                      
Thank you for this experience.                       - Sharon (7th November, 2012) 

 
These examples of public interaction provided a glimpse into the          
dynamics of communication and validation between artist, sitter and 
viewer — of receiving and being received by the community. As              
Dufrenne (1973/1989) claims, “...it is through the spectator that the work 
finds its own full reality” (p. 46, authors emphasis).  

 
Intersubjectivity & collaborative recognition 
 
Intersubjectivity and the gaze  
 
The act of giving and receiving is met by the gaze. In tender moments 
that touched on our sadness I noticed my gaze lingered, and my voice 
softened and I slowed down the pace of our inquiry. As I extended these 
moments for empathic presence, I allowed the space to become a       
sensitive ground for holding difficult moments. While this space felt 

Figures 92 — Dylan’s response                                (pencil & crayon on green paper) 
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empty and challenging to be present, I delicately pushed the inquiry to 
see what was under these touching moments. I also hoped to convey       
compassion in my curiosity to be with the difficult stages without losing 
the participant’s trust. My gaze seemed important in these instances, 
where for example, in Jean’s inquiry, her gurgling voice carrying the 
shame evoked empathic receptivity by me to tenderly invite her into the 
difficult space and see what it was and how it felt. The right approach 
was not prescriptive, rather it came from the multisensory cues that    
resided in our communications—almost an intuitive sense in deciding if 
we should go there or not.  
 
Out of respect, my gaze needed to be delivered with great care not to 
frighten, intimidate or unhinge Jean’s position. Hyland Moon (2010)      
cautions us that the gaze should not be one where the other feels like 
hiding in shame. I felt my empathic gaze was needed during each         
portrait inquiry. Even my own empathic self-gaze assisted me in creating 
my own portrait, along with being met empathically by my peers, my 
supervisor, and the public. Crossley (2006) confirms Foucault’s under-
standings that reflexive embodiment comes from an inspecting gaze in 
which, our gazing self-awareness attunes into our internal way of feeling 
in relation to our external environment.  
 
How we see ourselves being seen by others was important as we entered 
a relationship of trust and declaration. Moving beyond the traditional 
gaze in portraiture, our reflexive gaze was seen for example; in Jean’s 
mirrored self-gaze as she identified her need to self-nurture for relational 
care (p. 186); in Natalie’s detached gaze projected her desire to let go of 
the tension occurring between two forces (pp. 118, 121); in Lisa’s gaze on 
the viewer was partially blocked on one side by her smaller perceived 
self, walking past (p. 89); in Grahams questioning gaze was directed at 
the viewer appealing the events that held him in this position (p. 259); in 
Sharon’s gaze between the opposing forces was so strong and powerful 
it could not be ignored (p. 151); in Melissa’s gaze was turned away for       
diffusion (p. 232); and finally, my gaze turned from a downcast position 
to a direct encounter with the viewer (p. 67).Watson (2009) says our self-

portraits express how we inhabit our world where we double gaze at our-
selves, dissecting and revealing ourselves, to see our self as the other.  
 
Our conversational dialogues and artmaking brought us to the point of 
affirming our experience, and valuing the gaze that brought us into view. 
On the flip side of the valued gaze, Watson cautions us of the legitimacy 
or inappropriateness of the gaze, where we must be careful not to erase, 
efface, open up, slice and dissect our participants (sitters). She says we 
must not draw on our authoritarian status as researcher to present      
others as we so desire without considering how we do this and how it 
may impact them. Trusting I have made the right mark of expression 
came from my experience in the four ways of knowing. Trusting I have 
represented the participant in their story accordingly, required a flexible, 
intuitive, embodied presence to fit with our collaborations. 
 
For positive development Mitchell (1993) notes how ‘self-forming’ and 
‘self-articulating’ (p. 108) comes from collaborative co-constructions, 
allowing impasses to move into new beginnings. Gergen (2009a) also 
confirms our ability and desire to move from “...sadness to                     
consolidation, from conflict to reconciliation, and from failure to          
success” (p. 111). As we acknowledged and gradually worked through 
difficulties such as vulnerability, sadness, shame, fear, conflict and        
disconnection, we had an opportunity to creatively shift into a more    
balanced and freer mode of being through authentic connections,        
resolved conflicts, ownership of our material and belonging in our world.  
 
Moon (2009) addresses the relational aesthetic encounter and how we 
need to embrace the full range of emotions that occur in our therapeutic 
exchange. My therapeutic gaze called for a genuine response by            
allowing all aspects of the participants story to be rightfully there, re-
gardless of how ugly, jarring or painful the searching became. While we 
hoped to experience comforting moments that brought stability and joy, 
we could not dismiss the negative that comes with this line of inquiry 
and profession (Hyland Moon, 2009; Knill, Levine & Levine, 2005; Lett, 
2011; McNiff, 1998a & 2004; Moon, 2009). Hyland Moon (2009) states,  
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When we are moved to tears by tender expressions of pain,  
in awe of the courage required for a client to transform internal  
experiences into tangible forms, or witness a client giving artistic  
expression to something that could be articulated in no other  
way, we comprehend the beauty in forms that deviate from  
conventional aesthetic standards (p. 137). 

 
Considering a broad gaze for therapeutic effect, Moon (2009) endorses a 
flexibility of knowing where we may see ending while others see            
beginnings, or “...one sees tragedy, another sees opportunity...one sees 
pathology, another sees pathos” (pp. 3-4). Often when we restore a 
sense of balance we heighten our sense of belonging (Roald, 2008). 
 
The gaze according to Foucault (1994) is not stable, rather it carries the 
notion of being active and visible to others and occurs in a locus of        
reciprocity that “...embraces a whole complex network of uncertainties, 
exchanges, and feints” (p. 444). Our portraits-in-process invited the     
variable gaze as we receptively invited change in the forming of our     
identity—to be revealed in the various experiential layers of interrelated-
ness. We lost the ‘disembodied eye’ as reported by Gablik (in Lacy, 1995, 
p. 85), and challenged our vision of the gaze, in what was held together in 
our moment of seeking an authentic meeting.  
 
Through receptive presence, Jean became aware of how the gaze         
between mother and daughter was felt, beyond just being seen 
(observed). It felt rewarding to see each participant return their              
inspecting gaze, seeing themselves in their co-constructions and co-
creations. When our gaze was returned we felt empathically regarded. 
These moments felt warm and accepting, like the extended moment of 
silence we experienced in Graham’s inquiry, with his allowing smiling 
gaze. Even our gaze upon an inanimate object, such as the 3-headed dog 
in Natalie’s inquiry, received different qualities of our gaze—from          
suspicious beady eyes—back to gentle, open and accepting eyes. With 
the ability to reunite differences, acceptance transpired for Natalie 
where our extended gaze and curiosity allowed us to view this creature in 
a different way. This moment of holding redefined Natalie’s experience. 

In the moment of meeting the other, Sturken & Cartwright (2009)         
explored how we can be caught intersubjectively in a gaze that is not 
exactly performed, rather it “…is a relation in which one is caught up” (p. 
442). In our intersubjective inquiry, I dropped the objectifying passive 
gaze of traditional portraiture, by offering an empathic gaze that            
required vital interactions not counting on vision alone. Additionally, I 
extended the multisensory gaze of alternative visions in the form of 
hearing and feeling the participant in their story. Elkins (1996) asks us to 
see beyond the attached, efficient mode of rational thinking, by looking 
more deeply into the emotional threads of our intersubjectivities, to   
notice our way of noticing, and thus transform the experience for both 
the seer and the seen. For a more quantitative view of the gaze, Bayliss, 
Bartlett, Naughtin, and Kritikos (2010) researched the importance of 
shared attention in how the gaze grounds us in our relatedness. 
 
Depending on how we were held in the gaze, we embodied our            
multisensory notion of how we were being received—or perhaps judged. 
Gergen (2009a) considers our relational position is multifaceted not only 
to what is said, “...but the tone of voice, the gesture, the gaze, and the 
posture that accompany it” (p. 103). Our gaze was returned for deeper 
recognition of our lived experience, and as we explored the deeper 
meaning of things, we realised how close we were to the felt sense. Our 
empathic gaze seemed to capture our attention, held our focus where 
needed, and slowed down our pace to sensitively attend to the              
intricate tacit moments. We were caught up as Sturken and Cartwright 
(2009) say, in the moment realising the depth of feeling involved, where 
we became centred and ready for a macro view of our emotional        
holding. 
 
Sharon’s inquiry presented extended moments of gazing at her mother’s 
Rosary. The felt quality of joyfully owning such a precious gift deserved a 
longer than normal gaze compared to the other Rosaries. My decision to 
stay with this particular Rosary gently yet reverently probed into 
Sharon’s relationship with it. The relational significance of the gaze,    
according to Heron (1970), is a phenomenological social encounter of 
meeting another for new points of perspective in our lived experience. 
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Heron exemplifies “...three striking features of the gaze...its luminosity, 
its streaming quality and its meaning” (p. 252). We enter our relations 
through the qualities of the gaze, experiencing mutual respect, regard 
and a sense of value or self-worth, which all play a role in feeling           
intimately connected through conscious relations (Heron). Combining 
the gaze with verbal inference heightened our sense of being seen, heard 
and felt (Heron). 
 
On the topic of seeing and being seen, Smith (2008) talks about how the 
gaze in therapy affirms and validates the client. Smith’s understanding of 
the self-portrait in therapy (regarding mirroring and the gaze), touches 
on my own research findings, in that we agree there is a profoundly 
meaningful and transformative relationship happening between the    
artist (therapist), the participant (client) and the portrait (image). While I 
agree with Smith on this note, I differ in how she sees the self-portrait as 
a stronger, more unmediated, empowering and confrontational creation 
than that of a co-created portrait. Inclusively, I have attempted to show 
how an empathic, sensitive, yet thought provoking model of relational 
portraiture can be possible, demonstrating how creative interaction and 
co-created meaning can be obtained through the therapeutic gaze. 
 
Building on Smith’s notion of the self-portrait, our participation in        
portraiture allowed us to “re-build” and “re-structure” (p. 10) our self-
identity through our highly interactive and intersubjective inquiry. In the 
deeper gaze of being sensed by one another, we embraced the changes 
that came with our relational encounter and felt recognised in the      
process. This brings me to the notion of being recognised in the         
therapeutic gaze. 
 
Intersubjectivity and recognition  
 
Recognition is a significant tool for participatory research as it supports 
the notion of acknowledgement and inclusion. Recognition comes not by 
external observations, rather as an active exchange of meaning making 
that result from our intersubjective perspective. As we delved into the 
deeper spaces of values and beliefs, we entered the interior of our    

worldview, valuing that which is not easily seen by the skilled artist 
alone. Thus recognition in our portrait research came from a mutually 
composed understanding—not a one-minded affair. We entered a            
co-inhabited space that enhanced co-agency, inclusion and imaginative 
participation for reciprocal regard. This granted a sense of co-ownership 
for recognition.  
 
Perhaps the most beneficial element of my research for the participant is 
that each person reported feeling genuinely met and sensitively           
regarded by me through recognition of their evocative stories re-created 
on canvas. This was substantiated in their participatory response. 
Whether they felt met by the viewer (or public) is another matter         
beyond this research, although I have offered a couple of unexpected 
accounts earlier in the writing that confirmed a sense of feeling seen, 
heard and felt by the public. 
 
For deeper recognition, each portrait carries significant holdings, in     
revealing and concealing our identity. Through active receptivity, our 
portraits have become re-visions of what had passed between us. I did 
not want to rely on static familiarity (of a particular style) that excludes 
the possibility of change in my sitter’s world. I did not want to carry out a 
traditional portrait study that relied on structured practices, ignoring our 
embodied presence and co-recognition. Rather I sought to blend our 
senses and honour our presence, to faithfully recognise alternate views 
for affirming our ever present identities.  
 
Our spontaneous creative approach was geared for recognition for a 
deeper sense of personal identification in portraiture. Beyond the single-
minded view of the traditional portraitist, I endeavoured to include my 
sitter’s voice, their values and beliefs which validated their presence in    
experiential portraiture. This form of recognition required collaborated, 
co-constructed and co-created meanderings that tentatively revealed 
interesting and evocative twists and turns for identifying the participant 
in their world. I wanted the sitter to influence me with their stories, their 
expressions and their emotional holding and worldviews. These points of 
authority came from a place of mutual respect and regard.  
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One example of mutual recognition occurred when I asked Graham how 
he felt about my writing the word ‘murder’ over his hand. Graham felt 
this was appropriate, given the stigma of being accused of first degree 
murder, and that the word ‘incongruent’ runs through this, countering 
the notion of such a terrible mark of unthinkable blame and shame. “It is 
apt”, he said, because of the difficulty of removing such a disgraceful 
mark (p. 164). I felt relieved he wasn’t offended and that he wanted this 
to be transparent. Another example came from Sharon’s portrait            
experience, where she “...sank deeper into recognition” (Appendix A4) as 
she scanned her eyes across the painting (p. 165). Each little discovery we 
made as we surveyed all the details I had included in her portrait, seemed 
to lift her spirit reminding her of what had passed between us.                
Incidentally, by attaching beads from my own necklace that I had worn 
to my mother’s funeral I had surprisingly triggered a very sentimental 
moment between us. Sharon recognised this as a precious gift to be   
included in her work, and a gift to be shared together through our         
empathic intersubjective exchange.  
  
In the position of being attended to creatively by another, art facilitates 
being seen, thus creating meaning through recognition (Roald, 2008). 
There are many authors interested in the co-creating ways of artmaking 
(see Allen, 2004; Ellis & Scott-Hoy, 2004; Hyland Moon, 2009; McNiff, 
2003; Scott-Hoy, 2003). They don’t assume that they are in a position to 
uncover or reveal the person’s world, rather they position themselves as 
co-creators who meet the other in ways that challenge the                       
deconstruction and reconstruction of worldviews. This is carried easily 
when empathic understanding and trust is present. They say we        
sometimes overlap our understandings, and this feels validating in the 
deeper spaces of recognition. 
 
Merleau-Ponty (1994) sees the act of recognition as our bodies               
simultaneously seeing and being seen—where we see our self seeing;    
we touch our self touching; and we become visible and sensitive for   
identifying our self in this process. Moreover, Foster (2007) reminds us 
that if we immerse ourselves in the stories offered by others, we have an 
opportunity to understand different viewpoints at different levels of   

social meaning, to open and diversify our experience of beingness, thus 
increasing the chance of co-creating realities and social empathy. 
 
Our identities are multi-layered dimensions, epistemologically,              
ontologically, and axiologically recognised. To recognise our joint        
efforts, I held trust that our portraits would unfold in time in various    
layers of personal meaning. That is, not through deadpan portraits, 
rather through our co-created visions that carried experiential properties 
that moved us beyond the field of ocular vision. We sink deeper into    
recognition through personal revelations of our worldview that were 
visually imagined. This grounded us in our social exchange. Franklin 
(2012) says, “we literally excavate hidden and obvious content, distil it in 
artworks, and explore the emerging narratives through the response art 
process” (para. 4). Franklin also reminds us that our creative social                      
interactions are fervently alive “...within the interstices of culture and 
communities” (para. 16). 
 
It seemed, that recognition included something about the preparedness 
of the participant to disclose, that was bound in the relational process 
and not necessarily dependant on my artistic skill or ability to see. This 
required good therapeutic positioning too. On the note of preparing to 
disclose, Crossley’s (2011) says, that “from infancy onwards we learn to 
be discrete, to edit and filter what we say in public about ourselves, and 
thus render ever more aspects of our experience private” (p. 99). When 
we become too private, he says our minimum disclosure reduces our 
ability to be really seen, heard and felt due to our protective                     
presentational self. Of course it is a matter of managing how we present 
ourselves and how we present others for portraiture, in our choice to 
protect, hide, hint or reveal. It does seem important to care-fully control, 
maintain and construct our identities for good empathic measures, yet 
bringing our ‘backstage’ identities occasionally forward might be     
beneficial on many levels (Crossley). Brenner (2003) reminds us we are in 
there somewhere by trusting the inner truths that acknowledge and    
validate our way of being.  
 
As ‘social actors’, Crossley (1996, p. 21) discusses the nature of swinging 
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between acts of hiding and revealing, in how we want to be recognised 
or seen by others, and also in how we would like to hide or conceal who 
we are. In my combined practice as an artist, therapist and researcher, I 
made sure I protected my participant’s best interests, especially when 
revealing their identity to the public. In seeking relatedness and a deep 
sense of recognition, I am informed by Spinelli (2005) and McNiff (2003) 
to lessen my imposing or influential worldview. As Lett (2011) suggests, I 
tried not to amend, alter or distort what the other experienced. Rather I 
wanted to be with and for the client, staying open to my participant’s 
worldview, clarifying and embracing what seemed valid, realised, felt or 
comprehended (Spinelli, 2005; Moustakas, 1995).  
 
My participants carried a certain level of trust in me representing them in 
their worldview. They offered personal accounts that guided a deeper 
sense of recognition for arts’ sake—beyond general appearances. While 
Jean already knew something about her overly helpful ways, she            
discovered a deeper sense of why she dismissed her own voice when     
dutifully tending to another’s. The strength she found in holding her own 
nurturing, touched deeply on my own world of co-dependent                  
relationships, and in our collaborative world we discovered new             
possibilities in how we held and recognised our ways of self-nurturing. In 
finding our own voice, Brenner (2003) suggests we develop our ‘Sense-
Ability’ (p. 101), to intuitively locate wisdom in embodied knowing.  
 
With empathic regard and ethical considerations, I embraced Stern’s 
(2010) idea of “mutual recognition” (p. 140) where people share a          
common experience through affective attunement, fused attention, and 
shared confirmations, in a way that is considerate, sensitive and              
affiliating. I tried to align my understanding of the participants                
experience to capture familiarity of what they valued in their world, and I 
felt successful when they acknowledged my ability to recognise them 
emotionally, spiritually and intellectually. One instance where I thought I 
had crossed the line on Graham’s portrait, was the addition of my cryptic 
crossword with yellow crime scene tape stating the words ‘POLICE LINE 
– DO NOT CROSS’ (p. 267). I worried this statement was too political, 
and perhaps created more problems for Graham as he appeals to have 

the police on his side to solve the case. However, he felt it was fitting 
since the police were not prepared to admit the bungled investigation 
for his wrongful sentence.  
 
We discuss in detail how this disclosure is risky yet truthful, and how 
Graham won’t back down from seeking justice. He wanted this aspect of 
his story to be transparent for the police to acknowledge and recognise 
the misleading conviction that robbed him of a good life. Graham felt 
recognised in the fickle layers of meaning that are told in the unfolding 
of his portrait.  
 
In the what or how aspect of being revealed, Spinelli’s (2005) suggests 
relatedness is an engaging process – of being more verb like than noun 
like where we attempt to communicate or grasp our ontological ways. 
Rather than being something more concrete, Spinelli, and Van Manen 
(1990) note the value of emergence and becoming, which underpins     
existential phenomenology for researching lived experience. Crossley 
(1996) says that our ability to see the inner world of the other, to view 
emotions, requires attention to the way the other person embodies their 
experience in the moment of inquiry. Crossley adds, while we may       
possibly glimpse the inner angst of the other, there is a possibility that 
others may hide well their emotions or pains. That is, we either reveal or 
conceal ourselves in what we want to disclose, and this aspect of finding 
trust in the co-created encounter is essential for sincere recognition.  
 
While traditional portraiture tends to show the what (or who), our        
phenomenological experiential portraiture tends to search for the how – 
emergently and experientially. This can be understood by Stern’s (2010) 
‘vitality of forms’ (p. 3), and how for example, I soften my withdrawing 
figure in the first layer of my self-portrait to denote the weathering of 
grief, and thereafter, moved into a more sound presence that                   
consolidated my new position of courage and determination. The         
upward dancing motion of bright yellow and orange paint in Lisa’s      
portrait showed spontaneity for the joy she experienced in the ceremony 
with others, compared to the initial muddy splatters and blood-like 
smearing that took place in the irrational and haphazard layers of her 
upcoming travels to Uganda.  

332 



Our emergent understandings came from our open conversations, our 
spontaneous artmaking, and our recognition of embodied sensing.          
Graham’s initial reluctance for drawing shifted to an engagement for 
making his mark (p. 250). This transition from the tentative and cautious 
to an assured sense of self, validated him in his story. We discuss how his 
lightly coloured boxes felt separated, thus fitting well with his story of 
hardship and separation from his family and loved ones. The split and 
fractured crosswords spiralling outwards in Graham’s portrait (p. 263) 
appear broken up to echo Graham’s drawing of separation and from the 
truth of things. There is also my need to write in the boxes rather than 
mark them with a solid colour. By exploring feelings of being entangled, 
blocked, cornered and spinning out of control, we verbally explore his 
world of being rubbed out of mainstream society, and placed in the 
wringer. I re-tell his experience visually, in how he felt overwhelmed, how 
the extent of these distressing experiences alienated and depersonalised 
his sense of self, and how his vulnerability and the disturbing moments of 
unimaginable suffering finally made way for seeking a stronger sense of 
identity.  
 
Recognition in the what and how can be understood in the Husserlian 
terms of ‘noema’ (what) and ‘noesis’ (how) (Ashworth & Greasley, 2009, p. 
564; Spinelli, 2005, p. 101). These two authors say the noema and noesis 
are inseparable, that is, we need the ‘raw data’ (or noema) as Spinelli 
says (p. 101), yet we also need to understand the how of felt, embodied, 
reflexive ways (or noesis) where we can depict and express our noetic 
and noematic existence.  Both authors would agree that we were in    
constant flux between these two ways when trying to interpret our lived 
experience. We were also in constant flux in hiding and revealing our-
selves to others. Ultimately, our research was based on a relationship 
that looks at both surface (noema) and depth (noesis). This depth was 
seen in the layers for voicing our imaginations, as seen in Graham’s     
account, along with all the portraits. It seemed appropriate that in order 
to get to know my participants, we needed to express and hear our 
voices in reflective (noematic) ways, while we creatively engaged in our 
responsive reflexive (noetic) ways to further our understanding of         
personal identity.  

I attempted to recognise my participant through my practical knowing 
as suggested by Heron and Reason’s (1997). My confidence in applying 
paint was achieved through years of practice in understanding and     
utilising techniques, tools and mediums for artmaking. It was not a    
question of applied ‘know-how’; rather it was a question of how I            
reflexively articulated my expressed intent to show greater under-
standing and recognition of what had passed between us.  
 
My decision to cut, glue and chain the two figurines in Natalie’s portrait 
occurred through my growing recognition of the building of layers of 
meaning in her work (p. 128) which resonated with my own struggles and 
tensions when dealing with the inner critic. This chain reminded us of the 
tensions and the balance we both sought. Leaving the white space for 
Lisa’s return (pp. 91-93); staying with the black hole in Graham’s portrait 
(pp. 64-65); and placing and removing the artificial nets in Jean’s portrait 
with her own nurtured nets (pp. 195-196),  are examples of how I             
maintained connections in the creative space for representation. My 
ability to implicitly attend to the multiple tacit cues came from the       
deconstruction and reconstruction of our expressive conversations, art-
making, and the unfolding portrait. Reframing my sense of our imagined 
collaborations was fundamental to my way of recognising and               
representing my participant in their story. It was also quite playful. 
 
Throughout our upbringing being recognised in play like in games of 
hide and seek, is fascinating and fun says Roald (2008) as we gain a sense 
of belonging in being identified and validated. The direct qualities of 
wonder and fascination enhanced our relations, where, as Roald notes, 
the pleasure principle of an artistic imaginative endeavour can offer 
“...what appears as a ‘good Gestalt’...” (p. 208) that leads to enchanting, 
motivational and transformative experiences to promote happiness and 
contentment. We all felt something transformative in our collaborations. 
Roald also offers this thoughtful note, that “art fascinates through the 
experiential forms that it realizes: the congenial experiences of beauty, 
the challenges of understanding, and the inter-subjective, bodily            
alterations of emotionality” (p. 210). Dimensionally fused, we had an     
opportunity to see and accept emergent understandings, or reject and 
conceal new visions of our identity in the creative process.  
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We also risked being deeply recognised in experiential therapeutic      
portraiture. Heidegger (in Inwood, 1997) believed art embodied a ‘rift’ or 
tension between revealing and concealing that which is known, bearing 
“…the scars of its production...” where “...the rift needs a creator to     
contain it” (p. 121). To contain the rift, Inwood suggests we acknowledge 
our tensions through the epistemological value of knowing through     
recognition. The tension of Lisa preparing for an unfamiliar and possibly 
dangerous journey to Uganda felt risky, and our need to contain our    
concerns was emphasised in our conversation (p. 90), our artmaking and 
the unfolding portrait. Recognising the rift in Lisa’s story prompted me 
to leave an empty space for her return...to see if this trip was worth the 
risk to has such an experience. Recognising how the rift of unhealthy                  
relationships such as Jean experienced, orientated us towards the      
valuing of self-nurturing ways. 
 
Recognition through public viewing… 
 
Sturken and Cartwright (2009) raise the question of what gives a portrait 
image social value, suggesting integrity and authenticity are highly      
valued ways for recognising one another. While our cultural ways, values, 
beliefs, experiences, abilities and level of attention entered our              
exchange, we searched with a trusting, intuitive and pre-reflexive way, 
acknowledging our expressive modes through voice, position and         
embodied knowing. How we are perceived or recognised by others was a 
complex yet important aspect of social response-ability — in our ability 
to respond. To deepen the exchange with the community I need to heed 
the words offered by Leavy (2009) where I reject the “…public-private 
dichotomy” (p. 37) and promote a deeper social exchange for meaning.  
 
On the debate of personal disclosure and public representation, I would 
like to express my motivation and intention for showing our work to the 
public, which I hoped would inform people about the relational              
aesthetics of portraiture as another avenue for social engagement. How I 
did this was important as I sensitively present my participants in a way 
that valued their input through their voice, articulations and art-making, 
for authentically collaborating a personalised view of their identity.  

Publicly representing my participants in their evocative stories instilled 
core values of appreciation and recognition of our intersubjective worlds 
of knowing and being — especially in a therapeutic context. While there 
was risk involved — there was also reward. It seemed curious to some 
that something so intimately shared could become publically shared, 
which was a point brought up by visitors, and one I would like to expand 
on here. As portraiture centres around the idea of recognition and       
reward (for both artist and sitter), I hoped to balance the stakes by       
shifting the passive traditions of the artist being the sole creator of an 
artwork, by moving into a more active relational engagement of       
meaning making.  
 
Even at the risk of being revealed, my participants felt rewarded by their 
contribution to imaginatively co-construct their portraits. They spoke of 
feeling met, of being seen, heard and felt in this exchange, and of feeling 
central, honoured and substantiated in their own sense of authority for 
co-creating. Sharon felt ownership, and felt this experience was            
reflected in return when received by an outsider’s response. Jean felt 
validated and received by me in the process, and was equally touched by 
the notion of being touched and seen by the visiting mother and         
daughter. Many deeply touching examples occurred during the PD work-
shop, like how I represented my sitters in a way that resonated closely 
with others, yet my word count prevents further illumination here. 
 
As I passed this work forward to the public, I held Conwill Májozo’s (1995) 
view that, 

         …the artist’s creation is not the end of the  process, 
as it is often thought to be. The process continues as 
members of the community experience the release, 
the inspiration that allows them to enflesh the     
message and begin activating change in their own 
terrains (p. 91).  

 
She advises artists to step into the visionary mode of creating, to be 
deeply involved in the work we do, to engage, to confront our fears and 
limitations, and expel prejudices that reduce our being. She adds that 
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the notion of being exposed becomes a positive tool in the vision of     
engagement, so that duality is lessened, and we empathically enflesh the 
relational world of art in and with the community. 
 
I sought to inform and change the social expectations of what portraiture 
represents to the community. Conwill Májozo directs us to “…the inner 
territory of the soul….of the….connectedness between what we see in 
the world and who we are, between who we are and what we do” (pp. 88-
89). She declares “…the artist is the activist” (p. 89) where we perform, 
transform, extend and sustain imaginative connections with our world, 
adding, our path should embrace collective recognition and dismantle 
elitisms pervasive in the arts. Due to the participatory nature of our     
inquiries, our portraits conveyed many layers of meaning that capture 
the relational aesthetic of our felt sensing. To extend this felt exchange, 
visitors had an opportunity to physically touch the artwork, which         
enhanced their understanding of the relational aesthetics of form,            
texture, space, depth and surface, so that the context of the story is felt 
through the materials and mediums. This is an exception to the rule. 
 
There are several examples of the public interacting with the portraits 
(see DVD at the back cover). These interactions curiously explored the 
feeling of things, the tension and play of the chain in Natalie’s portrait 
for example; the openings in Jean’s and Graham’s portraits; the textured 
surface of the beads in Sharon’s portrait. Close proximity to the portrait 
offered interesting ways for connecting with the sitter. In one instance 
shown on the DVD, onlookers viewed the interactions of how other     
people physically responded to portraits, which espoused their own    
engagements with the work. These moments of hesitation and distance 
turned into permission—to move closer, inviting the shyer visitors to   
actively participate. I believe this invitation for gallery visitors to come 
close to my participant’s experiential portraits opened new avenues for 
social exchange—to appreciate how intimacy may be shared at a public 
level and that the textures of the artwork carried importance for      
knowing and feeling my participant in their story. 
 
The need to relate feels rewarding, and comes from an inherent need to 

feel positively affirmed and respectfully recognised in all aspects of our 
lived experience. When we fear rejection and hide in shame we keep   
ourselves hidden from view. Yet being seen in our stories even in the 
negative sense, highlighted our lived experience and felt liberating when 
shown in the public sphere. It was not that we wanted to portray our 
sense of shame—to feel even more shameful, rather it was more that we 
sat empathically with the shame, by sensing, feeling and recognising it 
for something other than what it first appeared to be. We felt more       
liberated from it which diminished its hold on us, thus we demystified 
the disempowering effect shame plays in our world of the inner critic 
(Brenner, 2003).  
 
Every portrait in our research holds an element of mystery, which          
according to Crossley (2011) helps us stay interested in the other, though 
withholding information can often create tension by “…not letting the 
other in” (p. 101). Crossley informs us that not only does disclosure    
benefit social interactions, it facilitates ‘…greater empathy… [and] …
greater closeness between actors and forms part of a trust building      
exchange” (pp. 101-102). By writing descriptions in pencil of my thoughts 
and experiences around the unfolding layers for each portrait, I revealed 
a discourse in meaning or another level of intersubjectivity for visitors to 
connect to the work. I was also informed by the gallery personnel that 
some patrons felt privileged to see and read these layers together, by 
glimpsing further into the relationship between artist and sitter—a place 
often romanticised or thought of as the no-go-zone. 
 
Describing the public’s receptivity to an artwork, Dufrenne (1973/1989) 
says “an unexhibited painting, an unpublished manuscript, and an       
unperformed play are objects which do not yet have standing in the     
cultural world” (p. 46). He adds, “…the primary task of the public is to 
fulfil this being” (p. 47) to be contemplated by an audience that pluralises 
the aesthetic meaning—in a multifarious and inexhaustible way.  
 
According to West (2004), portraiture is a subjective encounter for all. 
While she briefly mentions that portraiture is relational, she does not 
extend this notion in the sense of intersubjectivity. West covers nearly 
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every conceivable aspect and function of what portraiture can offer, yet 
she concentrates on the notion of representation rather than seeing it as 
an act of interconnection. While she briefly mentions how artist have 
therapeutically used portraiture as a means of working through physical 
and psychological issues (of body and mind), the social role of portraiture 
that delves into the relationship between the artist, sitter, and viewer, in 
her opinion is still an enigma.  
 
West also considers how the ambiguous social mask prevails in              
portraiture, and wonders how portraits can be truly seen and under-
stood. Moving with the postmodern times, West concludes we must     
address this so-called indifference to bring portraiture into a world of 
affinity for otherness, to remove prejudice and superiority, and see how 
we are all human under our masks. She questions how the sensitive     
contemporary artist can be empathically connected with their sitter, and 
that this connection should occur without being tied to or constrained by 
what they think the public expects.  
 
Intersubjectivity in art and imagination  
 
While May (1975) says “…imagination gives vitality to form” (p. 122),     
Vygotsky (1994) says, “art is based upon the union of feeling and       
imagination” (p. 523). We become intensely connected to our story when 
we explore analogies of our own experience with that of myths, fairy 
tales, dreams and metaphors, where greater imaginings take place in our 
mind and bodies (Fesmire, 1999; Lett, 2011; McNiff, 2003; Moon, 2007). In 
our search for identity, we have imaginatively participated in resonant 
stories through dialogue and art-making, giving vitality to form while 
discovering something new about ourselves in our world. In our union of 
feeling embodied in our imaginations, Jean offered connections through 
myth, fairytale and metaphor to expand on the notion of being handless, 
passive and lonely (p. 202). In the unfolding nature of her inquiry, Jean 
discovered her inability to receive, and explored how to put her self      
forward to be sensitively met by another. In our union of understanding 
we discovered her connection to will, her handiness, dexterity, and her 
own give (p. 196). Natalie offered her sense of being blinded in the dark 

via a meditational dream, where she named her instability, insecurity, 
and trepidation that felt disempowering (p. 116). In her unfolding under-
standings, Natalie reclaimed her sense of autonomy and power while 
feeling the balance of two sides (p. 117).  
 
In this intersubjective space of fantasy (imaginings) and reality, we      
explored the emotional interior of our imaginative minds to connect to 
an immediate sense of embodied mindful presence. Our art according to 
Gablik (1995) became a “…social purpose rather than a visual style…” 
with “…a high priority on openness to what is Other” (p. 76).  
 
As a stimulus for expanding or condensing meaning, the activity of art-
making is always in process, encountering our world of meaning through 
imaginative participation (May, 1975). Unlike the art of imitation, the art 
of expression has an experiential focus, serving the purpose of capturing 
something close to our emotional embodied experience (Sparshott, 
1990). Sparshott, uses the word ‘fancy’ to describe the conjuring of 
imagination, to see “...vivid and novel imagery, or to exploit the more 
recondite resources of the powers of communications...” in which 
“...creativity, vitality, unity, and otherness...” (p. 2) steps in to play. He 
makes a note that imagination has an elusive quality, one that arises 
without too much thought (or objective) and meanders in and out, to 
and fro, making “... it up as I go along” (p. 8).  Lett (2011) refers to this as 
“...the celebratory improvisation of being” (p. 277) that guides us         
beyond rational modes into aesthetic responding “...to free us up from 
the stuck realities that bind us...” (p. 277).  
 

Imagination and relational aesthetics  
 

The relational aesthetics for our research was based on the unfolding 
process of our imaginative understandings. The resulting product or    
portrait did not stand alone; rather it was seen as an interactive             
revelatory process of verbal and visual forming between the layers. 
There were no recipes for the production of these works, and upon 
closer inspection, each portrait invited the viewer to see the flexible    
inherent relationship between the image and text as an emergent       
aesthetic  process in forming or ‘unfolding’ an identity for representation. 
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Our multimodal way of being present according to Lett (2011), comes 
from the “...relational interactive qualities...” (p. 271) through an            
experiential phenomenological inquiry. It offers a flexible and osmotic 
affect where we inquired into a significant moment, and allowed it to 
takes us somewhere we haven’t been before. Lash, Quick and Roberts 
(1998) say that we are in “…a point of departure and return” (p. 69) where 
something interesting is noticed so we remain present to this intuitive 
pre-reflective knowing, waiting for confirmation – for recognition – for 
affirmations that match our experience. 
 
These affirmations sometimes came in the form of repeated patterns of 
being that were noticed during our creative inquiries. Heightening our 
level of attention to the patterns of our being is essential in our practice 
as reflexive arts-based researchers and art practitioners according to 
Schwalbe (1997), “…to be aware of and disrupt patterns in our own 
thoughts and behaviours” (p. 125). Schwalbe considers how patterns   
exist within patterns, which reminds me of our collective identity for our 
movements in portraiture (Chapter 13). As a map or portrait of our       
participation in my studio space, we revealed the commonality of a      
larger pattern of social interactions, enhanced through the expansion 
and resourcefulness when utilising the creative environment for            
expressive means and aesthetic forming (Chapter 13, pp. 284-285). 
 
The relationship I formed with my participants was inclusive, or              
aesthetically responsive (Hyland Moon, 2009, p. 135). Falling short of    
romantic notions in which beautiful art pleases the senses, Hyland Moon 
reminds us to not limit our senses with superficial gratification, rather we 
must move towards the more invigorating aspects that “…challenge, 
provoke, unsettle, or disturb” (p. 136). According to Johnson & Johnson 
(2009), controversy leads to creativity where divergent novel ideas       
increase imagination and resolution. They suggest that the greater the 
conceptual conflict or controversy of lived experience, the more we     
experience internal conflict, disequilibrium and uncertainty, and that 
“hearing opposing views being advocated…stimulates new cognitive 
analysis and frees individuals to create alternative and original              
conclusions” (p. 344).  

As we moved towards unchallenged areas of our life, in the places ‘not-
quite-known’ as Lett (2011, p. 280) says, we found that our uncertainties 
could be accessed through aesthetic multimodal ways of representation. 
We formed substantial meaning through different art forms or               
mediums, where we brought the “...not-known into something now 
known and owned” (p. 280). Similarly, May (1975) advises us to “…seek a 
new foundation, the existence of which I [we] as yet don’t know” (p. 60, 
[my emphasis]). 
 
Art is an act of imagination, participation and inclusion, where our          
impressions are physically and aesthetically formed through material 
expression (Bishop, 2006; Dewey, 2005). As we enhanced our ability to 
use art as an aesthetic form of representation, we learned skills in    
knowing how to use a brush, such as how much paint we needed to load 
on our tools, on the brush, hand, or palette knife; how we dragged the 
paint lightly or strenuously across the surface to suggest our intent; and 
how we lifted it off at the right moment to cause a deliberate effect. 
However, not all creative marks were intentional, and in many instances, 
I was excited by the opportune marks that came without reason. The 
reward in creating and allowing marks to exist on paper or canvas        
reminded us of the spur-of-the-moment effects that snuck into the work 
for aesthetic appeal, on visual and haptic levels. The translucent playful 
marks that I introduced in Natalie’s portrait (in the first layers) showed 
immediacy and surety of placement, and on some occasions, the marks 
offloaded a thick residue of paint followed by the chase of a dry brush 
mark that disappeared. Aesthetically, I liked the chase feeling of these 
lines—almost like a catch-me-if-you-can sense of playfulness that could 
be seen in my charcoal drawing (p. 118). This was the aesthetic relation-
ship I engaged in, to secure a relationship with my materials and my   
understandings of Natalie’s story.  
  
Art as an imaginative experience plays a vital role in how these portraits 
came into being. Trusting the work would unfold naturally required an 
openness and presence to our collaborative understandings, channelled 
through the creative encounter of practical knowing. The raised image 

337 



attached in the murky area of Sharon’s portrait happened by chance 
when I was drawn to the t-shirt image that I thought captured something 
unsaid about this menacing space for her inquiry (p. 161). She responded 
with a hearty laugh when she first laid eyes on this part, rejoicing in great 
delight for the relief (raised) area that slipped into the darker realms of 
her portrait (p. 164). Although we thought it was finished, Sharon was 
even more delighted after I attached cha-cha beads to this part. It is    
interesting that the end product or finished portrait became a temporary 
approximation to meaning that changed as we continue to re-construct 
our realities. 
 
Expanding on the aesthetics of art making, Deleuze and Guattari suggest 
we are in search of connectivity between experiences, situations or    
practice, and objects (in O’Sullivan, 2006). There is more fluidity and   
flexibility to our relational engagement, and our final destination or end 
product became less important compared to our exchange for               
connectivity (O’Sullivan). O’Sullivan states, “...this turn to participatory 
practices involves precisely a paradigm of relationality and                      
connectivity” (p. 17), and that in this relational bond, we have an           
opportunity to become deeply involved to see what art brings in 
‘effectivity’ (p. 18). O’Sullivan says Nicolas Bourriaud was the first to coin 
the phrase relational aesthetics in 1998 for the arts (see Bourriaud, 2002) 
 
For my research, I was primarily concerned with the relational aesthetics 
of our multimodal participatory inquiry, where our imaginations           
convened to enhance the level of emotional engagement for greater 
therapeutic effect. Enjoyment in experiencing and viewing the process of 
relational aesthetic rated high compared to that of being with the end      
product. It seemed the emergence of the painting in process reinforced 
the many different points of view I had illuminated in my sense of     
knowing my participants in their lived experience. This accounts for our 
ability to aesthetically relate to one another. Relational aesthetics is    
different to the traditional chronological methods and approaches for art 
making, and for positivist research and clinical therapy. It is more like a 
patchwork or ‘bricolage’ of meaningful moments that require deep en-
gagement to see, hear and feel the relevance of things (Gray & Malin, 

2004, p. 74;  Kincheloe, 2005, p. 323; Leavy, 2009, p. 254).  
 
Gablik (1995) says relational aesthetics in the arts is bounded by            
connectivity, and our ability for empathic listening by reinforcing how 
our artwork becomes a healing metaphor for the relationship. Gablik 
says, we have entered an ontological and epistemological interactivity 
and receptivity for including other voices and not just our own, where 
“art that is rooted in a ‘listening’ self, that cultivates the intertwining of 
self and Other, suggests a flow-through experience which is not            
delimited by the self but extends into the community through modes of 
reciprocal empathy” (p. 82).  
 
Relational aesthetics was fundamental to our reflective presence in the 
multimodal inquiry. Lett (2011) informs us about the impromptu and    
often pre-reflective basis of multimodal explorations, noting how many 
levels of perception may enter the space between co-inquirers. In line 
with the Miecat approach for aesthetic forming (presented by Lett),   
improvisation of choices and responses were invited and explored for 
deeper authentic connections, where we found the “...rightness of the     
feeling...”(p. 189), to experience how “…feelings and ideas flow                 
inextricably together” (p. 157).  
 
The highly textured autumn leaves seen in Jean’s portrait, resulted with 
the use of thick buttery oil paint lavishly applied with a palette knife to 
conjure an uplifting sense of movement (p. 194). The rough crinkly      
feeling of drying leaves shifting into higher spaces of this work, echoes 
Jean’s suggestion of being up-in-the-air, yet her desire to find ground 
and to hold the seed of self-nurturing needed to be tended to in the 
deeper levels of her work. The additional layers instilled deeper              
reflection as she crocheted nets to fill some of the openings or voids.  
 
Lett says our embodied gestures carry our responses through thoughts, 
feelings, emotions and intuition, into an expressive aesthetic via            
representational forming. Meaningful information is transported 
through the more subtle indicators such as a sigh or bodily shift (Lett). 
At times, I noticed a nod, a frown, a shift of the hands or head, or            
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sometimes the narrowing or widening of my participants eyes. Even my 
own holdings, my inclination to lean forwards, my urge to help or         
avoid, all carried intersubjective presence felt within our relationship. 
How we held our body in the presence of each other was aesthetically 
represented when we draw, scribble, rubbed, smudged, or scraped our 
felt qualities of expression on the surface of an artwork. Hyland Moon 
(2009) says our “…glances, shrieks, grasps, gasps, mumbles, embraces, 
shudders, chuckles” (p. 240), offer modes of knowing and being, that I 
have multimodally felt and returned expressively into the artwork. 
 
According to Lett, a multimodal discourse for meaning kinaesthetically 
felt, allows us to consider how our text can be experienced through the 
body to form new aesthetic representations. Lett says “...the                  
embodiment of sensed and felt knowings can, through movement or     
re-enactment, release feelings into emotions from within the body, 
bringing their felt understandings into connection...” (p. 13). In fact, the 
more we could access the different possibilities for recognising our felt 
experience, the greater the material to form or express our portrait       
representations.  As stated earlier, this notion of felt sensing can be    
attributed to Gendlin’s (1981, 1996) methods for focusing. 
 
To take this idea further, Jean’s fondness for the pod was only one part 
of her story – she just happened to be interested in collecting them at 
the time. However, how she gently held it, and how it felt for her to     
nestle (cradle) it in her cupped hands close to her belly (or core of being) 
told us something more about her need to support her own nurturing. 
Aesthetically and experientially, we accessed deeper understandings for 
Jean holding the pod, which clarified her inherent desire and longing to 
hold gently and lovingly, and to be held gently and lovingly in return. She 
appreciated this gesture carried throughout her portrait. 
 
In the act of transformation, Dewey (2005) tells us, when materials 
“...enter into the formation of a work of art... they must undergo 
change” (p. 77). As a progressive re-forming act, each creative action we 
made initiated further artistic response for resolution—until we found a 
place of arrival. For example, when I cut the holes in Jean’s portrait, I 

opened another world or dimension to her work that called for              
collaborative attendance (p. 192). In the moment of uncertainty, I found 
myself trying to fill-fix-feed the void, which I needed to address. Open 
and empty, I realised that absence requires presence and that Jean’s 
creative nurturing presence needed to be in her work. Reflectively and 
reflexively I stayed in process and dutifully noticed my over-zealous     
attempt to hold Jean in her nurturing. I purposefully removed my             
so-called ‘co-dependent’ safety nets and invited Jean into the space of     
feeling and filling the missing ways of self nurturing. I was pleased I 
caught myself out, letting Jean resourcefully attend to what felt missing. 
 
For a relational aesthetic appeal, Crossley (2006) says “...perception and 
action work together, each informing and shaping the other” (p. 79). 
With instinct and intention I followed the sensate qualities that came 
with the materials, mediums and tools, where I chose a brush that 
shapes my mood—to be flexible and giving, soft and translucent, hard 
and edgy, prickly and tight. My resonance could be expressed by the 
sensuous, immediate and poetic nature of allowing my body to convey 
what I felt, to call upon the brush, paint, needle, thread, wood or glue to 
weld meaning through my use of materials and mediums. I tried not to 
isolate my creative skills to one way of art-making (or mark-making). 
Instead, I searched for tangible resonant qualities in my experiencing, 
taking into account aspects of space, texture, movement, rhythm,       
pattern, quantity and direction, while also considering the elements of 
colour, line, shape, tone. It was an aesthetic performance—a relational 
interplay—a multimodal phenomenological exploration into meaning 
making where each mark called for another to relationally and               
aesthetically occupy our experiential world. 
 
For vitality in embodying aesthetic forming, I had sewn hundreds of 
small coloured beads securely onto Sharon’s portrait, affirming Sharon’s 
love for beads while capturing the motion of ‘going in and coming out’ to 
echo her words during her sand-play explorations (p. 148). Stern (2010) 
says, “experience is multisensory because the qualitative aspects of      
modalities are not yet fully discriminated” (p. 111). I considered how I 
wanted to continue to cover her whole portrait with beads, how this   
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feeling of coming in and going out felt eternal. Stern notes how we can 
become aware or discern our experience when we take notice of our    
vitality of forms, or the vitality of our actions and intentions, by noticing 
the phenomenal reality of a “…dynamic flow of movement, contoured in 
time, imbued with force, and with an intentional direction” (p. 112).     
Similar to Stern’s notion of vitality, Dewey (2005) reminds us that paint 
from a tube or pot is static and contained—yet ready for movement into         
expression. Open to possibility, we transformed our paper or canvas with 
materials, expressive methods and emergent understandings to capture 
something in the quality of our felt presence that arose through our     
relational exchange. 
 
Allen (2004), Lett (2011) and Stern (2010) remind us to feel the vitality of 
our multi-modal explorations in our actions and response, our emotions 
and  feelings, and our attitudes and beliefs that carry our forms of         
vitality. Our growing awareness of being sensitive to the materials and 
sensitive to what we have created was essential for our creative growth. 
How we evoked, reinforced or affectively represented our multimodal                 
sensibilities informed our practice to secure resonance and meaning 
through the relational aesthetic.  
 
Intersubjectivity and becoming layered selves  
 
Being collaboratively involved, invites multiple perspectives and multiple 
tellings through the body (Benthall & Polhemus, 1975; Hyland Moon, 
2010; Lett, 1993, 2011; Todres 2005). We  collaborate in a shared reality of 
shifting perspectives when we attend to the multimodal possibilities for 
meaning making. My portrait research revealed how our social               
constructions of identity were continually in process: a continuity of    
intersubjective presence that delved into multi-sensory experiencing to 
express and process our embodied feelings. Our unfolding layers have a 
quality of transcendence in going beyond what we thought we knew. 
Thus we entered into new realms of self-awareness through our             
participation in experiential portraiture, via body and mind.  
 
By documenting the layering of our portrait process, we realised that 

through the unfolding timely nature of relating, we have concrete 
‘evidence’ of the relational ways of being — developed and constructed 
through the process of painting. This accords with the notion that we 
were and still are in process of becoming and the ‘final’ portrait is only at 
best an approximation. Transformatively, our portraits are not quite 
complete, as Goodman (1994) would suggest, for they hinge on our      
intrinsic worlds of what we have explored which will change in time as 
we extend our representations and worldviews. Most  importantly,      
mutually informed, we have a recording of our layered selves that       
Ellingson (2009) describes as temporal accounts of various identities, 
found in dialogue, performance, and artmaking, to present a multi-
dimensional self that was in-flux, as “...not false or artificial but rather 
constructed, maintained, and transformed through communication” (p. 
33). It is our ‘Dasein’ or being in time (Heidegger & Stambaugh, 1996). 
 
Significantly so, our group portrait (p. 284) and our We-Poem attribute to 
the layering found in our portraits. Our personalised movements 
brought together as a whole show the overlapping and shifting nature of 
our work in the studio. The We-Poem parallels the multidimensional    
layers of our experience (as shown in our portraits inquiries), which I 
would like to expand on further below. 
 
Tellingly, the first layer of each portrait carried a degree of                       
apprehension, turmoil, or great loss. This was the elusive, perplexing 
stage that posed the question “What is this place of unrest, and how do 
we attend to this?” Our intuitive responding to these moments of         
upheaval grabbed our attention – tugging at something yet to be         
discovered. Unsure of revealing who we are or where we are going, this 
first layer often felt risky, doubtful and exposing.  
 
In the middle layers, we waited for a moment that felt safe, trusting and 
timely to come out and meet the other. We searched with an embodied 
presence to see what moved us, to make courageous choices for         
reaching into spaces not-quite-known. In this shift, we noticed the         
one-sidedness of our story and searched for equilibrium. These middle 
layers presented a risk in our choice to stay open to what was presented,  
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yet we yearned to tilt forward rather than tilt back.   
 
In the final layers we acknowledged our intention to find meaning as we 
searched for aspects missing. We delighted in moving from the not-quite
-known ways of being into new ways of personal relevance. In the very 
last moments of completion, we sought resolve, adding a concluding 
piece to our portraits. In a positive turn for identifying ourselves in the 
stories, this final addition offers a temporary approximation of meaning 
that synthesised what we now know. We declared new ways of relational 
knowing.   
 
Temporal in nature, the last layer of our portraits seemed to be a good 
resting place for the time being. While we felt consolidated in this        
relational encounter, we know that our story or the images we attach 
meaning to, may change in time, where something may be added or    
removed due to changes in our developing awareness. Mitchell (1993) 
says, while we may hold a continuous sense of self, of feeling substantial, 
present, integral and full, our “...selves change and are transformed     
continually over time; no version of self is fully present at any instant, 
and a single life is composed of many selves” (p. 102). She says our       
unfolding perceptions correspond our unfolding actions.  
 
Considering the vignette of our We-Poem, our perceptions are never 
stagnant. How we creatively recognised, reflected, represented, and   
recovered from negative to positive ways was important in our           
therapeutic portraiture. As our work tended to follow an emergent path 
of self discovery (or recovery), we embraced the benefits of art-making 
as a valued form of self knowing—in all levels of lived experience. The 
substantial moment of our temporary arrival felt similar to that of a 
“We’re home” moment.  
Multimodality and our layered selves  
 
While I have already noted multimodality in the methodology and     
methods section (see pp. 29, 38), I want to focus on the way multimodal 
forming is evident in our inquiries and artmaking.  

As suggested earlier, multimodality can be understood through Dewey’s 
(2005) notion of embodying the materials and tools when we create, so 
we may notice and become present to, the multisensory experience with 
sensitivity, affinity and connection. Meaningfulness is carried through a 
line, just as meaningfulness is carried through a string of words (Dewey), 
or in our case, a string of images to complete the ever-changing vision, 
or a string of verses to make the poem. The relevance of meaning came 
from our valued intention and the associations we made to form        
resonant aesthetic visions that emanated from our collaborations. In our 
co-constructions, we discovered there are many affective qualities in the 
layers of our felt presence. Importantly, the visual and verbal expressions 
apparent in the many layers of our portrait-in-process have shown    
emergence for understanding. These layers have signified the inherent 
value of a multimodal relational exchange.  
 
According to Rose & Kincheloe (2004), a multimodal inquiry considers 
the sensory effect of synaesthesia, which is “the blending of senses, 
[that] invigorates our thoughts as well as our emotions” (p. 137). Lash, 
Quick and Roberts (1998) hints on the [inter]subjective modalities that 
occur in the ‘temporization of space’ and the ‘spatialization of time’ (p. 
66), by way of bodily presence where the “…eyes sees, the ear hears and 
the body feels” (p. 67). Merleau Ponty says (in Madison, 1981), that the 
body is a naturally sensing organism, that touches, feels, hears, sees, 
smells, in sensitive ways, and in effect, responds from these sensations – 
as a ‘…flesh of the sensible” (p. 99). Ellingson (2009) and Madison (2001)
also reinforces the need to embody ourselves in our work, viscerally. 
 
To embody what passed between us, I tried to be true to the nature of 
what unfolded in our dialogue and artmaking, so that I could carry        
genuine resonance in the deconstructing of meaning and the                   
reconstructing of visual re-telling. As Jean held the pod for nurturing, I 
realised my position in wanting to ‘net’ or catch the pod suggested my 
inclination to catch what might fall—in the sometimes difficult act of self
-nurturing (Figure 93). However, I realised quickly that this was not the 
position I wanted to take or convey.  
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Recognising that my willingness to help seemed too accommodating, I 
took the opportunity to break away from old patterns—to break old     
cycles by handing agency over to Jean. I regret now that I did not allocate 
more interactive collaborations for each participant in the making of 
their portraits, knowing that I could have encouraged participant’s to 
extend their dialogues and artmaking throughout the whole journey for 
collaboratively building the layers for each portrait. While our work is still 
considered collaborative and rich in content, interactivity could have 
continued. 
 
Temporally and spatially, we can see how our personal identities are held 
in many layers of textured meanings, which methodologically may be 
likened to what Rolling (2010) calls “...ephemeral constructs of validity” (p. 
109, his emphasis) to define our unfolding collaborative understandings, 
or to what Mitchell (1993) describes as a continuous manifold of over-
lapping multiple states “...embedded in relational contexts” (p. 96). 
Crossley (2011) calls these textured layers ‘multi-identities’ (p. 94) that 
come from our reflexive, adaptive multi-selves that overlap in our social 
world of ideas and imaginings. Crossley (1996) refers to these as our 
“...multiple overlapping communities and identities” (p. 57). Presented 
yet another way, Gergen (2009a) calls this our “‘multi-being’ [in] ...the 
flowing of   relationships...” of flourishing when “...being known and   
accepted” (p. 156). 

The unfolding layers of Melissa’s portrait tell firstly of a restless space, of 
needing to contain disorder where square boxes controls the messiness, 
and thereafter recesses were built into the work to show depth of        
something below the surface of our knowings. The final image of Melissa 
presents her in diffusion... a suggestion of transparency made by me, or 
as Melissa says, a sense of emptiness — with just the lines (p. 233).      
Merleau-Ponty (1994) describes expressive sensorial embodiment as a 
“...texture of Being” (pp. 286-287), of “...inspiration and expiration of   
Being” (p. 288) to amplify our multisensory multilayered knowings.  He 
says sensitive reflexivity exists as “every technique is a ‘technique of the 
body’” (p. 288) played through the mind and body of the painter.         
Merleau-Ponty’s understandings make clear the translation of our         
embodied knowings that are presented in the layers of our portraits. 

Figure 93 — detail of artificial net  

Multi-identities — multiple ways of being in our world 
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Multimodality has a changing quality to it. On the notion of change       
present within the layers, we only have to consider the previous mark or 
brushstroke placed on the canvas, to see how much we were guided by 
this mark to successively make another. Over time, alterations were at 
play, as we discovered new meaning each step of the way when we 
added more words to our dialogue, more embodied responding, more 
reflexive understandings, more marks on paper, or more paint on the 
canvas. This was the shifting nature of our conversational dialogues,  art-
making, and portraits-in-process. With genuine interest, our frames of 
reference and multiple perspectives let our layered selves emerge 
(Mitchell, 1993). 
 
The overlapping of shared meaning proposed by Rothwell (2013) is      
captured well in our layered portraits-in-process. These layers offered 
tangible evidence of the experiential space we inhabited, transitioning 
from dialogical modes, into embodied imaginings, taking new form in 
textured visual representations. Moustakas (1995) reminds us that this 
discovery process requires a timely encounter that unfolds naturally in 
reflective and reflexive participation “...in rhythms of self and world” (p. 
44). The vitality I have presented in each layer, shows referential,       
evocative, and exemplified expressions that have captured a sense of 
things known and not-quite-known (Goodman, 1994). Our emergent   
layers have signified the perceptual, emotional, intellectual, and           
relational spaces that were fluid and flexible in our exchange—and        
similarly, can be    likened  to  Gergen’s  (2009a)   account  of  “...shifting  
tides  of  meaning” (p. 175). 
 
Realising the value of multimodal forms of inquiry for meaning making, I 
propose that art therapists need to creatively accommodate the shifting 
tides of meaning, by being open to the possibilities as I had done with 
Jean and her contributions to the unfolding nature of her portrait. This 
unhurried act of shifting, and moving in-and-out, was similar to the toing 
and froing I described in our multimodal inquiries, and also the emergent 
nature of my own artmaking process for each portrait. Allen (2004),   
Csikszentmihalyi and Robinson (1990), Scott-Hoy and Ellis (2004), Lett 
(2011) and McNiff (2003) also talk about this flow experience, the back 

and forthing, and spontaneity in therapeutic creative pursuits. In the ebb 
and flow of the creative inquiry, Hyland Moon (2009) reminds us that 
“our relationship to our art-making process is not a static entity”, rather 
it  occurs in “…dips and surges, fits and states, epiphanies and grinding-
to-a-dead-stop creative blocks” (p. 183). However described, our layers 
have captured a continuous stream of our experiential understandings. 
 
Our collaborations became a performance as we embodied our             
expressions into our art-making and portrait painting, even in the darker 
places of experience. Our intimate connections of mind and body can be 
seen in the many examples I made throughout these inquiries that show 
a reduction to essence – of visual poetic depictions that carried our    
multimodal resonance (right - Figure 94).   
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Figure 94 —  A selection of visual 
                          poetic depictions taken  
                          from portrait inquiries.  
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Instrumental to our emergent co-constructions, I have selected particular 
sections of the finished portraits to acknowledge our growing under-
standings. These visual poetic depictions of the verbal and visual, have 
affinitive associations with Scott-Hoy’s term “...‘pleated texts’ to             
conceptualize the multiple layers of meaning that can emerge in           
between what is there and what is absent” (in Leavy, 2009, p. 66).  
 
Similarly, my writing on the walls between the visual layers of my       
process touched into the empty spaces for multiple meanings to be     
present—to present relative intertextual perspectives (Figure 95). 
 

Figure 95 — Examples of hand writing on the wall next to the layers and artwork  
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Timeliness of our layers in process... 
 

While I originally supposed our portraits would be created over a short 
period of time (possibly months), the unfolding nature of our                 
collaborative dialogues, artmaking and portrait painting took much 
longer than I expected. Our interactions became temporal and timely.      
I follow Allen’s (2004) notion of honouring time and temporality, where 
“temporality is embedded in meaning making” (p. 22). I took time to 
gather imaginative points of view throughout the artmaking process a to 
arrive at a new way of knowing the participant in their story. Allowing 
time to take its course according to Allen, sometimes prevents us from 
being too intrusive or premature in our response. I take the time to     
consider care-fully, my art-making response so that I may sensitively 
share our collaborations.  
 
Merleau-Ponty (in Madison, 1981) believes “painting is not a succession 
of events in time but a series of advents—of Being” (p. 104). In              
timeliness, our artworks moved in transitional stages where the depth of 
meaning provides new imaginings (Merleau-Ponty, 1994). If we consider 
Gadamer’s (1994) words that the “...contemporaneity and presentness of  
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aesthetic being is called, in general, its timeliness” (p. 361), we not only 
discover the temporality of time that occurred in creating each artwork, 
we may also discover the temporality of existential being in relation to 
the artwork.  
 
The temporality of a work of art according to Gadamer (1994) is an act of 
aesthetic awareness, or an ontological notion of understanding existence 
(in the self and in the artwork), where our identity and unity is seen and 
emerges naturally in character, structure and form. We celebrated the 
evolving temporal character of our work in process, and in this mode of 
becoming, additional experiences occurred that took us on tangents, 
meanwhile we returned to see if these changes aligned with our notion 
of self. Postmodern, emergent, creative inquiries are no stranger to 
change (Allen, 2004; Crossley, 2011, 1996; Scott-Hoy & Ellis , 2004; Hyland 
Moon 2009; Leavy, 2009; Lett, 2011; McNiff, 2003, 1998; Moon, 2009). 
 
Regarding the timeliness of change, I refer back to my description of how 
I automatically started with the messy, contentious and conflicting      
aspects of each story, depositing the negative in the under layers, and 
thereafter, capturing the vitality of forms to take us from the tentative 
ways of knowing into more assured ways of voicing and creating our new 
found presence. Multimodally, we felt the energetic space of the canvas 
became loaded with meaning.  Pearmain (2001) talks of the attentional 
qualities where “time is related to the ‘when’ aspects of duration,           
decision making and intuition. It relates to the how of responsiveness 
and aliveness, which can shift or stay the same” (pp. 66-67), operating on 
the vertical ‘sagittal’ plane—of coming forwards. Layered by experience, 
we (be)come forward, unfolding ourselves in the process. 
 
Over time our layers build upon personal meaning. Our experiential     
portraits are an attempt to minimise the detached ways of traditional 
portraiture, by opening the emotional channel of authentic exchange. 
Being in such close range, our expressive dialogues and embodied      
resonance slowly unravelled our patterns of being to form closer          
connections. The timing of artwork made in each session according to 
Hanes (2001) helps support and identify significant aspects of the clients 

lived experience in a spontaneous unfolding way—thus offering a 
“...lasting reminder of each session...” (p. 159). To support the close     
encounter, Bullough (1994) reminds his readers to consider how we may 
under-distance ourselves from the other which is often a common failing 
of art. Rather, we should seek “...an intensely personal experience” (p. 
463) that embraces temporality (lapse in time), yet not to the detriment 
of perhaps over-distancing ourselves from our subjects.  
 
Over time, each portrait materialised with greater meaning and purpose, 
coming together through pre-reflective awareness; an openness to     
receiving insights that complemented the participants story (and my 
sense of it); and the time allowed for incubation of material to settle into 
place for greater possibilities. Allen notes, that sometimes the over-
whelming experience of an in depth inquiry requires time-out, or 
“...taking time, having time, and time as a narrative structure for the 
constructions of meaning” (p. 20). Unlike the traditional methods I have 
applied to portraiture in the past, I realised that this experiential and 
phenomenological approach cannot be rushed, yet random moments of 
creative intervention sneak in when I least expected.  
 
Time also influenced how I approached the creation of each artwork. At 
different times, I carried resonance of another person’s story and shared 
insights, trusting my felt connections would be imaginatively recounted. 
Meanwhile, I did not claim to know what the other felt – just my sense of 
it. Mitchell (1993) reminds us that there is a privacy of self that cannot 
possibly be fully grasped and that not-fully-knowing is due to the multi-
plicity and timeliness of lived experience. I cannot exhaust every           
possibility for what could be known or felt about my participants and 
they reserve the right to withhold information about themselves. Each 
conversational dialogue offered so many avenues for collaborative      
understandings, yet I had to narrow the breadth of our search to have 
the time to complete the work. It was not my intention to reveal all or 
know all – just a curiosity for significant moments that were offered 
through our relational exchange to appreciate my participant’s world-
view. 
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My imaginative understandings were held temporally, in short and long 
durations, ready to be liberated through my creative energy in the most 
fitting form, style and timing for good visual effect. All this took time in 
preparing, applying and naturally ‘growing’ or unfolding the artwork. 
Sharon’s portrait came to a standstill when my self-doubt questioned the 
direction of her work (p. 15). Months later, I unexpectedly jumped back 
into the work, feeling promise and connections of what had passed      
between us. Similarly, Graham’s portrait also came to a halt when I 
struggled with the unforseen black hole which dominated the image (p. 
264). Melissa’s portrait dragged on due to my stuckness, and Natalie’s   
portrait had a long gap before it felt finished. Time was needed to      
process these meddlesome aspects, to allow and trust my path may   
deviate from what I think I know, to arrive at new ways of knowing. This 
can be understood through Busch’s (in Busch & Gallagher, 1992) words,  
 

time doesn’t only ‘move ahead’ in its flow. It circles 
back. This flow is a risk of time, its play with itself that is 
a gamble as well as a gambol. In going back, time will 
surely lose itself and become something else (p. 67). 

 
In line with Merleau-Ponty’s understanding of the temporality of time (in 
Busch & Gallagher), I did not grasp time in the sense of definitive           
moments, rather I experienced it as an interplay of sensing and being in 
time, of shifting in the ebb and flow (or toing and froing) of what arises in 
my presence while attending to the unfolding nature of the artwork.                
I attempted to jump into the flow of perception in the search of meaning, 
knowing that these fleeting, ephemeral moments leave many gaps un-
said. Grasping for what was said (or known) through artistic means, I at-
tempted to bring together understandings that unravelled underlying 
aspects not-quite-known. Often, I experienced this as a creative-leap-of-
faith, of not-quite-knowing yet trusting intuitive resonance. Creative 
emergent revelations occurred in this cyclic and sometimes unpredict-
able manner of meaning making. As Merleau- Ponty once said, it is a 
“...circularity of becoming...” in the influential “…vortices of                     
significance” (in Busch & Gallagher, p. 65). 
 

Hence, flexibility and flow is needed when creating. Interference or              
distractions were common and my creative process did not always run to 
plan. Often the effortless stages of my artmaking and portrait painting 
occurred when I felt open and present to the material, and as soon as I 
tried to manipulate the effect (towards a pre-described notion), I found 
myself jolting out of time and attention to what mattered most. I lost 
the essence (expression), and mechanically took control. I humbly       
realised that either acceptance or moving on can have an advantageous 
and transformative affect especially when trying too hard to find        
resonance.  
 
Allen (2004) reported that her participants seemed to benefit from 
lengthy moments of “time-out” when they moved away from the         
experience of ‘I-you encounters’ (p. 23), to reflect and process their      
experiences alone. Similarly, I found this time-out necessary for the     
unfolding of each portrait, to allow layers to dry in between the stages, 
and to intuitively respond to the emergence of visual forming which     
orientated my next move. Allen (2004) says new insights for constructing 
meaning occur throughout the inquiry process, and that early                
beginnings tend to somehow honour the later stages of our inquiries. 
Likewise, I also noted how our early multimodal representations in our 
drawings, paintings, sand-play, and embodied responding, paralleled       
expressions in the unfolding visual layers.  
 
In time, the emergent nature of our portraits became orderly visual 
frameworks to represent our running dialogue of phenomenological  
experience. The relational element of our research became profoundly 
clear to me as the artworks established over time. Lash, Quick and    
Roberts (1998) say, “…the operations of space and time  appear to work 
synergetically: producing an effect greater than their attempted          
synthesis” (p. 66). Lash et al. call for a mindful approach of ‘floating     
attention’ (p. 67), which requires relinquishing what we think we know 
for a moving dynamic encounter. As I attempted to retrace my thoughts, 
feelings and intuitive embodied resonances, time had passed and things 
changed (subtly or dramatically).  Some things linger... 
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The complexity of trying to return back ‘in’ (to revisit my immediate 
sensing) somehow diminished, making way for a revised account of what 
was experienced. This is the nature and reality of art-in-process, and 
similar to that of therapy-in-process. Even seconds after a significant 
experiential moment occurred, we may be distracted by other factors 
that affect our presence and response (Lash et al.). As artist, researcher 
and therapist, I understand I could not stay fully present in each moment 
as moments passed and thereafter mixed with more moments of          
experiencing. Not all elements of my understandings could re-enter this 
complex space. It seemed impossible to replay a moment from the past 
without considering the multiplicity of the shifting nature of our inter-
subjective realities. Rather I sought an evocative revisit via a sentimental 
mark on paper, or even an erasure of what was not wanted. Ultimately, I 
hoped to embody an artistic response that complimented the gestures 
seen, heard or felt between us. 

When residuals and traces were left behind from our experience, Lash et 
al. propose that we were placed in a position to revisit moments in a 
‘textual encounter’ (p. 67), which does not propose that we could         
replicate the exact previous moment of experience, but rather hopes we 
can re-encounter it in a new moment—as a discourse for understanding 
recent happenings. In the course of creating, my awareness evolved with 
the portraits as they informed new meanings for me and my                    
participants. Time became the transporter of our understandings. Dewey 
(2005) informs us that “there are beginnings and cessations, but no   
genuine initiations and concludings” (p. 41). In the we-ness of our                 
experiencing, we became aware of how time took its own course. 
 
I want to end this section on our layered selves with Inwood’s (1997)   
notion of the nature of ‘temporal flow’ (p. 34) where our original             
presence with an object may change over time due to the varied           
perspectives and presentations. Upon her third visit, Jean viewed her 
portrait from the inside. She was delighted in this different point of view 
—of the internal workings of our co-constructions that were highlighted 
by external light into internal spaces (Figure 96). 

Figure 96 — Internal workings - Jean’s portrait  
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We marvelled at the newly discovered space of this underlying structure, 
where remnants of my prefabricate fish-nets (previously attached and 
then cut away), gave way for Jean’s organic nets to appear below the    
surface. We noticed the play of light—how the lean paint allowed a hint 
of light to come through—and how the lightest places were areas that 
were left open, revealed, or accessible. We marvel at how these open 
spaces were indicative of revealing the self—lightening our load. This 
inverted view certainly captured our inquisitive minds and incidentally, 
could be the start of yet another inquiry. 
 
In fact each time we visit our work we see, hear and feel something new 
in our way of being. It seems our stories were emergently at play calling 
us back to discover something new, or something missed temporally 
waiting to be received, differently. 
 
A summary of what I have come to know in this inquiry 
 
As a summary of the above, I have discovered how an inclusive relational 
approach to experiential portraiture substantiated our belonging. In the 
we-ness of experience we discovered how open, accessible and             
receptive we can be in this exchange, and that our portraits-in-process 
are loaded with imaginative meaning that have carried our embodied    
understandings into creative fruition. We acknowledged our active         
contributions as being vital for sustaining our sense of selves—while not         
immortalising us. I am pleased to extend the premise that the forming of 
identity occurs in the socially constructed world where our values and 
beliefs have been nurtured in active relational engagements.  

Using a unique set of creative procedures to inquire into the lived         
experience of my participants, I have discovered how emergence and 
intuitive resonance were necessary to naturally unfold the process. 
Through creative-leaps-of-faith, trusting in not-quite-knowing, and 
trusting the artistic process, we engaged in a playful performance for 
social recognition. We embrace the notion that art offered an active         
experience through the vitality of forms, the vitality of our embodied 
actions and our intentions, where the resulting layers have informed us 
of representational knowing.  
 
Humbled by our authentic exchange, our layered selves uphold our     
conversations, co-creations, and collaborations to be seen, heard and 
felt on various levels. Our layered selves presented in the exhibition 
show a unfolding synthesis of our relational knowing. Our ability to      
recognise the multisensory nature of our experience became profoundly 
meaningful when we acknowledged change in ourselves, and saw how 
complimentary and transformative the changing layers of our portraits 
became—we clarified our beingness in and with the work. 
 
Through our shared experience, we have located mutual understandings 
that were creatively documented for new ways of discovering inter-
subjectivity in portraiture. Through deconstructions and reconstructions, 
we have seen how our dialogues naturally revealed our layered selves for 
new ways of knowing. Through a flexible, spontaneous and innovative 
approach, we traced changes over time and noticed the timeliness of our 
unhurried process. Even in our struggles to present our multiple           
perspectives, we have captured a genuine presence of our being to      
affirm our lived experience. We also understand that the final image is 
just a sense of temporary approximations to meaning—yet to be built 
upon, where returning is always an option in the emergent creative      
inquiry.   
 
I now realise how my sustained attention carried through a multimodal      
reflective and reflexive stance, significantly validated our presence       
ontologically, epistemologically and axiologically. Sustaining the gaze 
through empathic presence seemed to have heightened our receptivity 
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as we discovered multisensory cues that confirmed our kinaesthetic 
presence. My ability to receive information and return it creatively 
through a quality of care became a valued tool for my art therapy        
practice. I trusted that the meaningfulness of the multimodal approach I 
have presented in this research offers vital contributions to the                
therapeutic world and to the public in general.   
 
Our dialogues served the purpose of a genuine experience that           
transferred into the many visual layers of our portraits-in-process. As we 
receptively participated in and with the materials and our handling of the 
tools, mediums and applications, we sought a playful performance for 
new ways of seeing ourselves in our work. Collaboratively, we noticed 
acts of hiding and revealing in the materials, in our applications, and our 
multimodal approach for meaning making, where we located aspects of 
ourselves missing (or not-quite-known), yet ready to be revealed for     
further validation. We have embraced uncertainty throughout the     
emergence of our portrait inquiries, which I hope informs and changes 
expectations of what portraiture represents to the general community.  
 
I have also imparted as much empathic sensitivity as possible, to ensure 
good moral and ethical considerations were made prior to me                 
presenting these portraits to my participants, and thereafter,                   
representing the works publically. We agreed that our intimate               
encounters may be shared publically if I practiced sensitive handling of 
the participant’s experiences, and that informed consent for being         
revealed publically was carried forward for further social enrichment, to 
encourage suspended judgement, and to enhance empathic understand-
ing on the grounds of relational aesthetics. We enjoyed our stories being 
carried through dialogue and into material form — to be ‘sustained’ 
rather than  immortalised by the paint and materials on canvas.  
 
While we enjoyed the allowance and momentum of creative                     
interactions, we have offered ourselves to the wider community to      
continue this relational engagement. By including the public in our       
private exchange, we deepen our commitment for valuing this sharing.      
 

SECTION  2 
 

Chapter 15 — What are the implications of the  
         findings..? 
 
Applying the findings to the practice of the arts  
 
My research illuminates the complexities of the relational dynamic for 
portraiture, which supports a reflexivity generative framework for        
representation. ‘Generativity’ according to Barone and Eisner (2006, p. 
102), sets the research into question without assuming to know, yet all 
the while promoting new questions that lead us on a path of knowing 
differently. I have made the most of my extended knowledge and         
experience in the arts through a therapeutic perspective, and while I do 
not claim that our portraits carry authentic truthful representations of 
our dialogues, I do make the claim that they are close to capturing an 
intersubjective imaginative authenticity between us.  
 
In this section, I hope to communicate a balance between the two—to 
complement art and science as Ellingson (2009) suggests where we may 
juxtapose “...social science with artistic representations” (p. 188). I call 
for a holistic approach, not a dualistic one.  
 
To view a broader framework of what a portrait might entail, I now draw 
on both traditional and experiential forms of portrait painting, hoping to 
bridge the wide continuum. Many famous portraits created over the   
centuries are well known for the master who painted them rather than 
the person they painted. This disjuncture between the artist and sitter 
reinforces skill and technique (or reductive logic for representation)—
over and above the experiential and emotional level of meaning in being. 
I believe a formal portrait is less likely to connect to the sitter compared 
to that of one created through an active dialogue of co-created         
meanings that has validated the sitter’s lived experience. By responding 
in an affective rather than cognitive mode, we opened ourselves to the 
aesthetic encounter (Hickman, 2010).  
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Generally, a traditional portrait signifies the sitter’s social standing for 
greater recognition. West (2004) explores how the “...focus on the       
identity of the sitter, independent of questions of aesthetic value, is a 
leitmotif in the history of portrait collections” (p. 45). Portraits also 
“...take a number of physical forms and serve a multiplicity of aesthetic, 
political, and social functions” (West, p. 43). While West observes how 
modern artists attempt to bring together the verbal and visual modes to 
reinforce the sitter account (i.e., biographical accounts with mottos,     
emblems and clues), she also notes how representing the sitter’s actions 
or behaviours is not an easily achievable or desirable task.  However, she 
does add that a “...portrait reminds us of the encounter between the      
artist and sitter” (p. 41), and backs this up with, “any definition of          
portraiture needs to take into account of the unique interrelationship of 
artists, sitters, patrons, and viewers that characterizes this genre” (p. 37).  
 
While conventional portraiture has reserved a long-standing tradition of 
dualistic constructions (Brilliant, 1991; Feldman, 1995; Woodall, 1997), a 
shift in attitude and receptivity for the collaborative exchange of           
representation necessitates a spirited relational encounter between     
artist, subject and viewer (Anderson & Gehart, 2007; Crossley, 1996, 2006, 
2011; Hyland Moon, 2009; Hesse-Biber & Leavy, 2008; Jones, 2012,        
Lawrence Lightfoot, 2005; Leavy, 2009; Rothwell, 1995; Scott-Hoy, 2003; 
Sullivan, 2010). Feldman (1995) challenges the world of postmodern    
portraiture where two subjectivities meet to portray and be portrayed, 
where we must not let authority take over the representation in the 
search for meaning. Crossley (2006) cautions us to not fixate on our     
identity (in the physical/material sense) as we may stagnant in a place of 
predictability and certainty. Instead, we need to embrace an                    
embodied presence that values our way of being. To value our identity in 
the collective sense, Crossley says the power of portraiture (be it painted 
or written) should be directed towards an intersubjective relational      
exchange that identifies our social agency (Crossley, 1996, 2011). 
 
There is long history of tradition in portraiture where royalty and elite 
high government or military ranking overshadowed subject selection for 
portraiture (Woodall, 1997). Very few women were acknowledged to be 

worthy of presentation, and those who were, usually did so on the basis 
of raising their profiles to announce their bloodline, and most peculiarly, 
their keen availability for courtship (Woodall). Less discriminatory       
contemporary artists broke away from these rules, substituting elitism 
for a more humanistic portrayal (Woodall). The spirited and compassion-
ate artists sought to capture the deeper realms of human existence,   
providing more insight into history and social mores.   
 
In Biennale di Venezia (1995), Günter Metken reports how portraits 
throughout history have been viewed generally as unreceptive and      
reactionary in nature, noting how “…the face is less an expression of the 
sitter than of art itself” (p. 33), and that we now see how the inner state 
of the individual is not as familiar as we would like to think or know.     
Beyond phenology and physiology, we need to look further than just a 
fixed expression of the other and search into the deeper realms of       
beingness. He also poses the question that if we cannot grasp ourselves, 
then how can another grasp us. Furthermore, Metken confirms this    
unreceptive polished appearance with little or no interlocution              
supposedly gives the sitter their identity. In this matter-of-fact way, he 
says we are more dismembered and lost in unity than ever before,        
because, the difficulty in trying to peel back to the under layers of       
identity for a clear representation nowadays is almost impossible due to 
“...the growing number of contradictions within us all” (p. 43).  
 
We searched for this contradiction through an experiential ‘haptic’ mode 
of inquiry. The difference between traditional portraiture and my         
relational approach can be understood through Hickman’s (2010) notion 
of two kinds of artists: that of the visual and the haptic (p. 19). Hickman 
notes that the haptic learner relates to and draws directly out of            
experience, expressing details and resonance to amplify evocative       
moments that carry felt meaning. The visual artist is more of a spectator 
at a scene, concerned about technicalities and analytical referencing, 
rather than responsive haptic ways. Hickman presents the well rounded 
artist as being aware and fluctuate between these two ways.  While I 
have a strong visual sense for representation, I show integrated haptic 
ways in each portrait to carry felt understandings throughout the layers 
of our relational exchange.  
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As we attempt to redefine the notion of identity and representation,    
beyond the aesthetics of beauty, perfect proportions and desired         
appearances, Metken (along with many other relational authors) advises 
us of a more embodied language to locate our grounding or belonging 
(in Hickman). In this way, the emphasis on skewed power relations is     
reduced significantly in our experiential portraits as we offer our           
expressive intent to embrace authorship in co-representation.  
 
While Feldman (1995) explores the postmodernism turn in portraiture, 
she considers how artists have rejected and replaced the likes of            
abstractism, expressionism, materialism, minimalism, anti-formal art, 
hyperrealism, for yet another form of inconsequential and inaccessible                            
representation—that of the deadpan frontal headshots with neutral and 
shadowless backgrounds. In an act of banality, and one-sided                
conceptualising, the artist consistently removes all possibilities of              
expression, all the while fraudulently claiming to capture the soul or      
essence of the sitter. Feldman says “such portraits evidence the fact that 
no matter how faithful the likeness, the individual is unknowable,          
inaccessible, merely a prisoner of representation” (p. 27).  
 
Describing the inability to gain openness to the portrait encounter, 
Feldman highlights such objectification as “…a reaction to human         
inaccessibility” (p. 33) for capturing the living force of another person. 
Rosenthal (1997) concurs, saying that the traditional portrait tends to 
lack an intersubjective multimodal narrative as “…the image constructs a      
visual dialogue, founded almost exclusively upon ocular exchange” (pp. 
161-162). This ocular leaning tends to exclude the feeling element for the 
work, and directed me to open my vision to a multimodal approach      
following my supervisor’s guidance where “we see, think and know only 
what we strongly feel” (see Acknowledgements, page v). 
 
Representation according to Woodall (1997) meets our desire to         
overcome separation in order to be rendered closer, in time, space, spirit, 
and eternal presence. We need to attend to the lack of relationship that 
separates us when trying to achieve social inclusion. She says a good 
likeness does not  always attend to the necessary recognition or bonding 

we desire, therefore she asks artists to rethink the body as a form of    
expression and presence – not just physically seen, but felt in our ideas 
and beliefs, whereby we may encompass a new framework of                
representation through relationship.  
 
Beyond the elite ideals of portraiture, Woodall presents several essays 
that express a passionate call for identity to be understood through      
relationship. Reinforcing the nature of our relational portrait research, 
she recommends the search, such as the one I have presented to the 
reader, be an authentic encounter between the artist and their sitter. On 
many accounts, she points out a new active presence by moving past the      
passive penetrating gaze of visual resemblance, into a more dynamic 
genuine encounter of two embodied beings – being ‘subject-in-
process’ (p. 23). While there is no denying that a genuine interaction can 
occur between the artist and sitter in the conventional sense, this often 
dualist approach is more or less viewed as being preoccupied with       
authority and monocratic ways for representation (Woodall).  
 
Finally, Rosenthal (1997) sees the portrait as a process rather than an end       
product, where the relationship between artist and sitter shifts the static 
event (of the finished artwork) into one of an active intersubjective      
therapeutic encounter that emerges from our interactions.   
 

Applying the findings to the practice of art therapy  
 
While I have the skill and ability to make my participant or sitter look 
real, my main objective was to relate to them on phenomenological,             
experiential and creative levels for them to feel real in their portrait.      
Co-authorship was important, where the portrait became a vehicle for 
communicating what we saw, felt, and knew about ourselves in the 
world. I am highly creative and that is why I have orientated my research 
in this way. However, for therapists who claim they do not have a       
creative bone in their body, and this goes for prospective sitters or       
clients too, I hope to dispel the notion that ‘high art’ is the best way to 
tap into the rich material available in the therapeutic setting.                   
Unfortunately, the debilitating thought that creativity only comes to a 
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select few is a pervasive and erroneous thought, that I hope shifts out of 
the judgment of ‘inability’ into a more generative ‘response-ability’.  
 
I trust readers will be inspired by the quality of experiential                       
engagements, above and beyond the quality of workmanship. In doing 
so, the reader may search autonomously for materials, methods and   
expressions to operate through a creative lens, which may be applied 
collaboratively when it feels right. I would like those who feel inspired by 
what I have presented here in my research, to dispel the myth of art as 
unexplainable, by embracing artmaking as a lifetime journey and          
introduce one or two creative mediums at a time that are of interest into 
their work ethic. Perhaps take an art lesson or two on the applications 
and resourceful nature of these mediums for greater dexterity in the 
making. When the moment feels right, having these mediums and tools 
for application ready at hand is one step closer to moving into the world 
of creative art therapy.   
 
In good time, and not to be weighed down by expectations, I would like 
therapists to loosen high expectations that hinder the creative process, 
to confidently embrace the notion of not-quite-knowing, and use art as a 
way of building authentic connections above and beyond showmanship. 
It is very humbling to note keen interest in our client’s creative abilities 
(regardless of level) as this validates their inherent being. It is also      
humbling to show unskilled clients how to work with materials even at a 
basic level to creatively express their lived experience. We seem to forget 
the so-called lost arts, such as embroidery, découpage, cake decorating, 
sewing, rug making, basket weaving, whittling wood, silver smithing, 
gardening, or playing with doh gets the creative juices running. Even 
renovating furniture, cars, or houses are artistic endeavours. Creativity 
can be found in many pursuits, and the therapist who shows interest in 
their client’s creative interests and abilities has rich material to cover. 
Again, I prompt the reader to source Hyland Moon’s (2010) book for    
creative  connections with clients and their materials.  
 
At this point, I would also like to encourage therapists to tap into          
embodied understandings, reading relevant literature WHILE embracing 

the act of artmaking. I recommend avid readers Google artist Lyne     
Marshall to absorb her creative philosophies, join her blog, or read her 
books on the struggle to create. Or tap into the flourishing art world for 
inspiration. Read or explore anything on the creative process that        
resources hidden creative abilities (i.e., Smith Siegel, 2007) and consider 
literature by Bruce Moon, Shaun McNiff, Catherine Hyland Moon and 
Warren Lett for gaining a deeper sense of empathic regard for creative 
therapeutic work. For those who fear art, please read Bayles and           
Orland’s (2011) book ‘Art & Fear: Observations On The Perils (and           
Rewards) of ARTMAKING’ – to chase away those unnecessary fears.     
Ultimately, any lesson in artmaking needs to be geared towards            
expressing the emotional or connective ways of lived experience. It 
seems hard enough that we may be affected by moments of anxiety in 
our life (that require therapy), let alone the anxiety of being caught up in 
the perceived inability to create. The goal of the art therapist is to        
successfully connect to their client, not prove their artistic worth.  
 
As art is a way of knowing (Allen, 1995), don’t forget that the therapist 
has an opportunity to reflectively and reflexively work on their own lived 
experience. We all feel moments of vulnerability, sadness, glee,          
freedom, which benefit through some kind of creative expression. Art 
making offers rich material to support the therapist in the emotional  
demands of therapeutic work, especially if used in supervision as I have 
shown in my research.   
 
Culture offers diversity AND creativity. Providing a basket of wool,     
knitting needles and crochet hooks could be a start in fostering creative 
relationships with clients who love to create or talk about their                   
experiences around knitting. A selection of CDs and musical instruments 
may also spark conversations for the love of music. In my experience, 
clients enjoy being acknowledged in their creative skills, for instance, in 
journaling, poetry, gardening, cooking, drawing, painting as a form of 
self-expression. We may resist the notion of the extra-ordinary, to      
embrace the ordinary or seemingly mundane, to find presence and 
meaning of our client’s lived experience. Often an invitation for making 
art opens a more accessible dialogue with those who are difficult to 
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reach. I have found this to be true in my private practice working with 
clients with eating disorders. With a gentle approach, we hope to gain 
trust and allowing in the emergent arts inquiry—to secure a sense of   
belonging.  
 

Evidence from the field of mental health 
 
Current research by Van Lith, Fenner and Schofield (2011), support the 
arts in therapy to guide a positive effect for mental health recovery,    
general wellbeing, and a sense of belonging in the co-created                 
relationship. While not specific to portraiture, Van Lith et al. present 
something in common to my research which acknowledges the positive 
identity affirming ways we discover during our creative engagements. 
 
Van Lith et al. examined the role of the recovery process where art-
making offered a transformative holistic form of rehabilitation from the 
darker spaces of lived experience into a more positive model for health. 
From various studies outside of their own research, Van Lith et al. found 
overall, that mental health “...involves the development of hope,         
personal responsibility, transformation, and growth in order to develop a 
renewed identity” (p. 652). They also highlighted a number of                  
researchers exploring the lived experience of people in rehabilitation 
within a creative context and found that by companioning the client with 
artmaking, a sense of social agency occurred in the emergence of         
understanding personal issues of illness and disorder. Substantiating the 
arts inquiry as a valid form of rehabilitation, Van Lith et al. confirmed 
artmaking assisted in the journey of recovery rather than offer a final 
destination. They found that art making fostered “...a sense of purpose 
and meaning taking innovative approaches to address everyday            
issues” (p. 653). Their approach towards everyday issues acknowledges 
the broad spectrum of emotional experience that may be revealed and 
exchanged in creative ways, which is a thought maintained by Lett (1993, 

2011) where art therapy may benefit our ordinary living circumstances. 
 
Another noteworthy review on connections between art, healing, and 
public health (within the medical field), is by Stuckey and Nobel (2010) 

who evaluated many arts-based therapeutic interventions to establish 
and confirm that a relationship between creative arts engagement and 
health outcomes have significant effect in reducing the physiological 
and psychological aspects of disease and disorder. As a valuable tool for 
rehabilitation, they substantiated the ease of engagement and healing 
effect that art-making had in therapeutic contexts. Furthermore, they 
found artmaking helped clients reconstruct a positive identity physically, 
socially and mentally, to embrace continuity, challenge and             
achievement. They concluded, an increase in the quality of life with a 
positive view of identity, were significant factors when measuring         
improvement in health and wellbeing.   
 
By exploring and sharing a deeper purpose for identity in portraiture 
(even in our everyday lives), we cover emotionally charged moments 
that took us deep into our values and beliefs. While our research was not 
orientated towards mental illness, disorder and dysfunction, we         
managed to uncover and face everyday challenging issues, and  there-
after found meaningfulness and appreciation of who we are and how our 
identity could be reciprocally validated through expressive means.  
 
It seems a high level of validation can be achieved when the client feels 
met in co-creative ways. Van Lith, Fenner and Schofield (2011)               
discovered a “...reciprocal relationship between the individual and the 
image... [where]...the image gives insights about emotions, feelings, 
and wellness” (p. 656) for greater validation. They found that renewed 
hope, belonging, empowerment, self-efficacy and self-acceptance were 
clearly evident in their creative therapeutic studies. Additionally, they 
found that the transformative actions of art making assisted in a positive 
effect where the highly skilled creative facilitator, utilised various          
abilities and empathic qualities while guiding recovery, and thereafter 
introduced the clients to a broader social context of sensing self and 
other for good health and wellbeing.  
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How could the findings be applied for the practice of arts therapy? 
 
The position I have undertaken for our portrait research is somewhat   
different to the art therapy session.  
 
My aims and intentions were not necessarily guided for therapeutic    
effect or applications, however in the interest of collaboratively              
exploring lived experience, we discovered our sense of identity and      
belonging in portraiture could also offer a therapeutic encounter. As my 
artistic practice often channels beneficial effects in the therapy room, I 
explore how my research may be of interest to the field of arts therapy.  
 
In a bulleted list, I present my aims, the practicalities and limitations of 
my research to be considered in the field of arts therapy.  
 
My aims centred on: 
 

Presenting a thorough view of how relational aesthetic work in 
the context of de-constructing and re-constructing a sense of 
belonging in portraiture.   
Illuminating the importance of emergence and the natural flow 
of creativity for identity forming and affirming ways.   
Challenging the passive modes of traditional portraiture by     
introducing an active, dynamic and vital approach that dispels 
the fear of seeing and being seen in deep and meaningful ways. 
Inspiring others to see how flexible and engaging the art making 
process can be, and that even skilled able artists like myself, 
struggle with uncertainty, self-doubt and creative angst when 
searching for authentic connections.  
Showing how intimacy and integrity for collaborative                 
portraiture is a timely honouring process. 
That the final image of the finished portrait is a product of the 
experiential and phenomenological process of understandings 
ourselves over time, and that this is a multilayered and multi-
faceted experience that is encompassing. 

 

The practicalities could be:  
 

To consider how the layers of understanding that came through 
emergent creative inquiries can offer rich material to apply in a 
therapeutic context. 
That the dialogue is a synergy of multisensory understandings that 
may reverberate in the multilayered artwork or portrait. 
To employ a co-constructed and co-created relationship to        
therapeutically support our sense of identity and belonging. 
To encourage a sustained co-created practice in therapeutic      
endeavours, thus sustaining recognition and acknowledgement 
for the client, while enhancing and valuing co-authorship in a     
social setting. 
To realise how creative fear and doubt may offer a catalyst for new 
ways of knowing ourselves in the process.  
Promoting transformation and the many points of view or          
possibilities of the creative inquiry. 
 How to be present to the phenomenological aspects in and 
around art making and receiving artwork. To lessen the                 
interpretive act of making and viewing portraiture, and instead, 
embody the work on a kinaesthetic gestural level for greater 
therapeutic effect.  
Learning how our early perceptions shift naturally towards new 
ways of knowing and being.  
Learning to see how integrative and connecting our imaginations 
can be while embracing the relational aesthetic. 
Discovering how to stay open to the creative act by embracing a 
full range of emotions in:  

How we sense, hide and wait in the difficult spaces 
How we linger in the not-quite-known searching                  
for a deeper sense of belonging 
How we shift, rebalance and accommodate the                
difficult spaces in order to move forward 
How we find the missing parts to our story for a          
deeper sense of belonging 
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The limitations may be:  

The art therapist may lack confidence in their artistic skill and in 
their knowledge of materials, which may thwart creative           
engagement. 
The lack of time to carry out such an extensive inquiry into the 
clients lived experience may seem impractical.  
Complicated or vulnerable situations prevent such an in-depth 
approach, where exposure places the client at risk.  
The co-created portrait may open up sensitive issues that         
requires further processing, in which case, support must be      
available to cope with the unexpected.  
That more than 3 sittings would be required to unfold the             
artmaking and meaning making for greater co-construction and 
co-creation when applied in the therapy setting.  
Protection of privacy is necessary in the therapeutic setting. 

  
Implications of the study for future research... 
 
 ...for therapy 
Applying relevant methods from my portrait research, I propose that      
future research attempts to integrate higher levels of artistic practice 
within the fields of therapy, education and/or the medical sector. I believe 
the loose creative framework I have applied to my practice as artist and 
art therapist may fit somehow in the more structured frameworks of           
education and medical sectors. In doing so, we may cultivate positive    
interdisciplinary models, where as McNiff (2003) suggests, we may 
“...build a culture that supports the creative process” (p. 214), to build    
future leaders who have a good working knowledge of their own practice, 
creatively and intellectually, to be interactively applied in various settings. 
Ultimately, a sense of creative curiosity and flexibility needs to be married 
with structured conventional environments (McNiff; and Lett, 2011).  
 
In line with research carried out by Hanes (2001), Martin (2008), Stuckey 
and Nobel (2010), and Van Lith, Fenner and Schofield (2011), I would like 
to consider how we might apply the notion of ‘searching for our identity’ 

in a wider context than what I have presented here in our research. 
Stuckey and Nobel (2010) raised an important issue about the location of 
the therapeutic setting, acknowledging most of their reviews occurred in 
the clinical hospital setting, yet they proposed that traditional settings 
need to be partnered with informal settings such as art-based studios in 
the community. This they assured would “...form an effective triad of 
experts” (p. 261), for better methodology and consistency of                   
assessment, treatment and outcomes. They end their discussion saying,  
 

Through creativity and imagination, we find our identity and 
our reservoir of healing. The more we understand the       
relationship between creative expression and healing, the 
more we will discover the healing power of the arts (p. 261). 

 
On the topic of flexible applications, Hyland Moon (p. 2009) says we 
should apply our work comprehensively in theory and practice, within 
clinical and studio settings, and in public and private domains. She also 
talks about the activist ‘relational’ approach (p. 298) for integrating art 
therapy in the home base, where liberation and social change can       
happen in the home front too. 
 
While mental health services are modelled for recovery, it is important 
to note that the creative search for identity can be a life enhancing         
experience that may be usefully applied to the general population, well 
before early stages of intervention, or well before mental health services 
becomes necessary. Perhaps future research might be geared towards a 
creative therapeutic model for early intervention, where students       
struggling with their sense of identity can be screened to help those    
already experiencing difficulties or poor mental health. As identity is 
such an important issue in the development years of a childhood and 
teenager life, this could be part of a school guidance approach for       
nurturing good mental health and wellbeing. 
 
....for public engagement 
I envisaged that our collaborative research would inform the public, to 
show how portraiture is not a solitary act but rather affected by the     
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relational dynamic that has potential therapeutic value. During the        
exhibition, I promoted our work to the wider community, and as an     
artist who frequently engages with the public, I was surprised by how 
many people have not heard of art therapy and what it may offer the 
community. While I endeavour to spread the message of arts therapy, I 
also hope that my research invigorates a positive response for future   
research to be artistically driven and therapeutically valuable and       
available—to ensure it becomes more accessible to the public to           
appreciate and resource (Shulman, 2000).  
 
To reach the community, I believe we need to see more interactive      
research that guides multiple perspectives. Bringing our work into the 
public arena, to a variety of people of different sympathies, guides the 
general public to experience something new in the way of ‘...empathic 
perspectives” (Hyland Moon, 2009, p. 299). Lacy (1995), and Letherby 
and Bywaters (2007) report that art presented to the public must          
consciously serve in the collaborative, to reach into humanity for       
transformation and empowerment.  
 
To enhance public inclusion at my exhibition, I invited visitors to make 
written or drawn responses to the exhibition artwork. Originally I wanted 
the public to write on the wall as I had done, however the curator 
thought this offering might get out-of-hand, with writing possibly         
appearing in areas uninvited. These responses written on paper were 
diverse in approach from a wide audience (Figure 97). 
 
 
 
 
 
 
 
 
 
 
 

 
 

How future researchers engage with the public is important for              
validating the art therapy process. My socially responsible role for public 
presentation is garnered on thoughtful considerations as to what might 
personally or politically affect others. Similar to my invitation of the year 
9 students to engage in a search for personal meaning in portraiture, 
future researchers may offer a compelling interactive engagement that 
validates a co-creative and co-constructed exchange for deeper             
recognition in affirming identity. 
 
I also believe if we practice more we have an opportunity to discover 
more. As a prerequisite, McNiff (2003) reminds us to cultivate our artistic 
practice to ensure we maintain vitality in our unique form of creative 
therapeutic work, both publically and privately, and to consider           

Figure 97 — Wall of public responses  
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mentoring our creative understandings, not in the one-sidedness of skill 
and ability, but rather in relationship with others while in relationship 
with materials.  
 
I want to make one last note on the implications for ownership. I am 
aware of the ethical dilemma that surrounds the ownership of artworks 
made through collaborative means, where for example, Moon (2006) and 
McNiff (1992) prompt the artist to consider who owns the artwork. I take 
the stance that we both own the work (emotionally, mentally, spiritually 
and materially). Our world does not revolve around us singularly says 
Moon, rather it is relational involved and continuously revolving. In this 
way, collaborative ownership takes a shared exchange to benefit the 
wider community, where even the viewer may be considered a partial 
owner with an interest in the work (as Cathy Hyland Moon suggests in 
her personal communications to Moon, p. 84).  
 
It seems fair to say that the most appropriate resolution for ownership of 
our portraits-in-process is to maintain the portraits as a collective for   
social-therapeutic records, to continue promoting public awareness: to 
inform the merger of artmaking in therapeutic practice. Rather than see 
our work as a commodity in the private sector, I have greater visions for 
our portraiture research that serves the fields of arts therapy, pedagogy, 
mental health, disabilities, welfare agencies and the like. As an ongoing 
commitment beyond showing our work at a local level, I have intentions 
to show the work nationally and possibly on a global stage so that we can 
inform the public about therapeutic portraiture. 
 

Limitations of the study 
 
Vigor of my research comes from our intersubjective explorations that 
show collaborative understandings, where our phenomenological and 
experiential orientations within a multimodal methodology, support   
uncertainty in the creative process, transparency, emergence, and           
innovation for originality and discovery. However, some researchers may 
see limitations in my overly flexible research design, of a loosened    
methodology (a bricoleur kind), as too probing, delicate and/or intimate 

for a research project that reveals the participants identity, and that    
perhaps my selection process of willing volunteers (people I already 
knew) included people from the normal population, suggesting possible 
exclusion and complicity.  
 
Perhaps the lack of diversity in recruiting only seven participants 
(including myself) is considered a limitation here. As my objective was to 
show a high level of transparency for collaborative portraiture, my             
selection process was restricted intentionally to avoid complications 
usually brought about when dealing with marginal and/or vulnerable 
participants. I acknowledged that the risk of potential exposure was    
inherent in my research, and that this needed to be carefully considered 
for public presentation. I wanted freedom to explore my new model of 
portrait research and to make it open and transparent, knowing that 
others may take something from my creative methods and apply it in a 
more cautious way if dealing with those at risk or vulnerable. With      
careful attention to ethical considerations, this limitation may be        
mitigated by experienced trained art therapists, who, having seen my 
methodology and approach to experiential portraiture, may apply        
similar practices or principles to their own arts-based research, maintain-
ing a closed door approach, from prying eyes. Ultimately, my decision to 
select ‘general’ participants allowed me to have greater flexibility and 
transparency for documenting intimate portraits-in-process. While my 
participants were not seeking therapy, they found our portraits-in-
process therapeutic, validating and beneficial on many levels. 
 
Far from being a fixed practice, my artistic research involved a way of 
praxiography or as Law (2004) suggests, the multiplicity of attending “…
to the craftwork implied in practice” (p. 59). According to Law, some      
researchers see this perspectival approach as problematic because of 
intersubjective bias, vicarious embodied understandings and elusive or 
hidden collaborations emanating through this form of qualitative        
inquiry. Taking note of Law’s account, when we attempted to undertake 
complex, messy and indefinite experiential phenomena, we let go of   
systematic organisations and rules, concluding we are in a shifting space 
— a space of possibility and potential. I believe qualified practitioners 
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need to combine their knowledge and experience for greater unified   
understanding.  
 
While I endeavoured to make this an all-inclusive study, there was a              
possibility of exclusion as I retreated in a quiet space to paint (or con-
struct) each portrait through my own experiential account. This could be                
rectified through higher levels of active participation throughout the  
inquiry (as mentioned earlier). 
 
Our co-constructions established and substantiated relatedness in our 
phenomenological experience. Each portrait offered an in-depth multi-
modal exploration with an innovative approach to working with                
individuals, however the rich description and visual representations 
could be viewed as circumstantial regarding the subjective or covert    
nature of intersubjectivity, creating participant or experimenter effect 
(subjectively obtaining, gathering, sorting and analysing data). Our inter-
subjective responses (and representations) shaped the way we               
embodied experience, and revealed how we viewed through different 
coloured lenses of culturally held values and beliefs. In defence, I strongly 
believe that rigor, value and verification of our experiential research    
provide a new lens for social understanding in creative methodologies.  
 
As my research was restricted in word count (being an exegesis), I missed 
the opportunity to follow up a deeper understanding of the participants 
experience, which may have offered more valuable insights into how 
they evaluated their experience overall. With fewer restrictions, I would 
extend our experiential inquiries to the public for external confirmation. 
Experiences such as being hung in a public gallery, receiving public      
responses to our portraits, the possibly feeling exposed and how we 
managed this, would also be of interest. 
 
I do acknowledge there are risks in identifying participants for social     
research, however in some cases participants actually want to be          
identified according to Silverman (2006). It all depends on the research 
topic, context and the participants. Interestingly, Silverman says some 
participants feel let down if they are not acknowledged as co-authors.      

I believe it is a matter of screening this issue, and taking a flexible           
approach for concealing participants who decide to not be revealed. 
Once again, I take the opportunity here to thank my generous                
participants for their candour and willingness to engage in this creative 
research for portraiture. By participating and allowing their identities to 
be revealed, they have provided a very rich platform for others to spring 
from.  
 
Pressuring, coercing or paying participants was not an option for           
recruiting my participants. I was aware that delicate issues may arise 
during our interviews, and that I could respectfully offer empathic       
regard and mutual trust, alignment of any misunderstandings, additional 
therapy if issues did arise. Any concerns were approached openly to   
ensure I was not stepping over the line when reporting or representing 
my participants. For example, when I received Lisa’s response (p. 100)          
concerning her doubts about how she might not listen enough, I clarified 
that this moment was attributed to other factors, such as how my timing 
seemed out for jumping into the fast stream of dialogue, and that our 
speedy conversation was more about the heighten anticipation of the 
big event coming up for her, rather than her inability to slow down or 
listen. Clarification was essential so as to not leave my participants in 
limbo, feeling misunderstood, with self-doubt or angst about what we 
explored and how I represented it.  
 
Future researchers who intend to carry out research similar to mine 
(especially for public viewing), should carefully consider how they        
represent their participants and have a good understanding of ethical 
considerations. Risk should be minimised and the researcher must take 
caution in how they present their participants. More importantly, the 
researcher must be professional when dealing with difficult issues as 
they arise, or have support in place thereafter. Researchers must offer 
censorship for private issues, especially when feelings of vulnerability 
have surfaced. What is included and how it is included must be approved 
by the participants, and changed or omitted if necessary. 
 
For those who might consider researching vulnerable participants while 
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creating portraits-in-process, I would strongly recommend they read    
Liamputtong’s (2007) book ‘Researching the vulnerable’ as it offers an in 
depth view of what is required for hypersensitive research conditions. 
The likes of coercion, influence, disclosure, and the ability to understand 
the researcher’s motivations, are all valid concerns that need to be      
addressed. Additionally, high levels of support, accountability and         
responsibility for the client’s or participant’s needs must be addressed 
when dealing with the vulnerable (Liamputtong; Hyland Moon, 2009). 
How we creatively belong in our world has great scope in a variety of    
therapeutic settings, however this must be done with special care         
regardless of intentions to present the work publically. 
 
We also embraced the flipside of hiding in our vulnerability as we          
explored meaningfulness in the experience of shame and adversity.     
Liamputtong (2007) informs us “people feel that at last someone is       
listening to their vulnerable stories” (p. 29). Being held sensitively in very      
difficult situations can have a profoundly beneficial effect on the client’s            
progress, as we share the complex and distressing aspects that seem too 
difficult for the client to work alone. Gunzenhauser (2006), Lett (2011), 
Hyland Moon (2009), McNiff (2003, 2004), Moon (2006, 2009) and               
Liamputtong (2007) consider staying with the difficult parts of experience 
a moral imperative in our therapeutic work.   
 
Because I cannot possibly know the true account of my participant’s    
experience, I understand I carry sensory limitations to what I can follow 
and comprehend when trying to understand the participants’ expressed 
intent. Along with sensory limitations, Rothwell (2013) reminds us of our 
limitation of selective attention—that is, while trying to take it all in, I 
noticed how I could be bombarded by stimuli that overload my senses. 
Rothwell says “...attention is unavoidably selective” (p. 39), and that 
while I have potential to invite a wide range of senses into question, I can 
also be overstimulated and become blind to other possibilities. In the 
world of information overload Rothwell says motivation wanes and 
meaninglessness results, adding, what we take in and what we do with it 
are pivotal to “…competent critical listening” (p. 170) and “...competent 
empathic listening” (p. 179).  

I must confess that as an artist, I am sometimes hyperviligent to            
incoming stimuli—I like to notice things differently—to see patterns in 
work and patterns in our being. The aspects of intensity, contrast,      
novelty, surprise, movement, and repetition all catch our reflexive        
attention (Rothwell). The limitation here I believe, is that I may             
have overemphasised too many aspects from our encounter, instead of 
focusing on only one for immersion and understanding. I hope I have 
counteracted this perceived limitation by offering layers to the work that 
captured various dimensions of our embodied resonance, yet still        
holding a strong sense of recognition for my participant in their lived 
experience. The phenomenological notion of trying to see all things as 
equal in the start of an inquiry is necessary, to be followed by reduction 
for better manageability. 
 
Another limitation of our selective process may be our tendency for ‘bias 
impressions’ as noted by Rothwell (p. 53), where I tended to paint the   
negative first, following through with the positive. While Rothwell        
suggests the negative tends to outweigh the positive (due to survival 
mechanisms), he recommends offering a balanced perspective of both 
for greater stability. In a way of reducing tension and anxiety that comes 
from our negatively tilted views, I believe I have a tendency to liberate 
contradictions through creative representation. I like to ruffle things up 
and then reconnect things in a more positive light. Ruffling things up 
sometimes creates enigmas—of problems to solve in the way of tracing 
patterns or felt sensing that may have gone unnoticed. I enjoyed the        
rewards of co-discovery in this process of spontaneity and liberation.  
 
Perhaps another improvement for my research would be to take more 
images of the artwork throughout developing the image. I needed to be 
more mindful of how I could be caught up in the creative process and      
forget to record events. At times, I forgot to visually document the        
subtle changes that have occurred in the development of the work. This 
was certainly a challenge for me when I was lost in the creative process,    
forgetting time, and that ideally, progress needs to be systematically 
marked. Being deeply absorbed in the creative process may inhibit    
practical structures necessary for recording significant events and visual 
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moments that are essential for data collection. Additionally, good visual 
documentation is sometimes difficult for the artist to achieve if a          
permanent light consistent space to record the emergent work is         
unavailable. A work of art can change considerably and so too can the 
natural light source as the day passes. Capturing good photographs in 
process should be rigorous and consistent—and handed with care like all 
data collection.  
 

Personal learning  
 
Taking another look at the portrait I painted of the Mayor which I initially 
thought was a product lacking relational processes, I now see after 10 

years something present that I had missed due to my dismissive           
appraisal. I now notice an expressed intent seen in the soft brushed areas 
of the Mayor’s face and hands, contrasts with the bold palette knife 
markings for his jacket, tie, and the large padded leather chair on which 
he sits (Figure 98).  While I am slightly amused (and somewhat                
embarrassed) by the way I have set him up in the customary fashion of 
man-in-business-suit-sitting-on-office-chair-holding-important-paperwork-
in-hand, I realise his portrait captures the bold and manly presence that 
carries his passion and commitment for his work, while contrasting his 
accommodating and respectful ways. 

Figure 98 — Portrait of Mayor                                                                          oil on canvas/2003 
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Over time, I now feel a hint of empathy towards my efforts in trying to 
capture his nature, through the selected medium and different              
applications. It is interesting how my style in portraiture has changed 
from classically presenting my subject in the foreground (with an           
unremarkable background), to a more experiential approach where the 
participant is seen in and around their emotional, mental and physical 
surroundings. Just as the Mayor is seen holding papers of importance, I 
consider how I also hold significant papers in my own self-portrait (Figure 
99), yet it seems my holding is about catching the emotional                   
connections—of capturing and therapeutically holding the evocative   
moments that could slip past if unnoticed. While my holding seems      
different to the Mayor’s holding, I also realise we are both accountable 
for what we hold, how we hold it, and ultimately what we will do with it.  

In my case, I am ready to catch what comes my way, to locate our lost or 
missing communications that may give us a deeper sense of belonging in 
the place of being. 
 
Personal statement & final synthesis 
 
With flexibility and allowance in my role as artist, researcher and     
therapist, I have learnt to let go of grasping solid constructs and adjust 
to the temporal creative modes of knowing and being. While I am         
interested in knowing the other I acknowledge the possibilities of not 
knowing, and humbly accept there are many possible ways to represent 
visually our aesthetic relational experience. My experience in becoming 
more mindful while allowing and encouraging uncertainty in the      
emergence of discovery for meaning, has been personally rewarding for 
my career, searching for competency within a multi-disciplined              
profession. While I already embrace and value many perspectives in the 
fields of arts and art therapy, I now recognise and value our inter-
connectedness as a sustaining one—sustained in attentive sensitive       
co-constructions for therapeutic practice.  
 
My experience has also afforded me new ways in forming                         
approximations to meaning artistically, from fuzzy vague concepts to 
more substantial knowings, and that the inherent value of creating our 
portraits-in-process has been multifaceted and inclusive, appreciating 
how we carry layers of our experience for a meaningful exchange. I also 
consider now how the final addition or last brush stroke that I applied to 
each portrait brought forth a valid declaration of how we sat                   
experientially in our story. As such, it is not a conclusion, rather a point 
of arrival, or as Lett (2011) emphasises an ‘approximation of               
meaning’ (p. 14), that settles our therapeutic journey at a particular 
point of time, yet to be continued...  
 
My personal statement is a consequence of the relational aesthetic, 
where we purposefully identified something significant that could be 
easily grasped. 

Figure 99 — Detail of self portrait  
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Final Synthesis: creatively and therapeutically holding together 
 
Art making is an embodied conversation with our hands communicating 
what we think we know in our imaginative worldviews. We welcomed 
our  layered understandings, unfolded over time for greater clarity. We    
generously cared for and attended to the multiple ways of holding in our 
reflective (mechanical) modes and our reflexive (organic) modes. Our 
skilled hand met with our untrained hand to find something new in how 
we held together (Figure 100). 
 

 

Holding what is felt between us,  

between knowing and being 

– every thing’s at hand. 

 

We unite our differences  

when we hold together. 

Figure 100 — Hands holding together  (installation at exhibition)   

                        (Plaster/wool/synthetic netting/paper)  
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True to the evolving nature of our research, we held an open, flexible and 
unstructured approach through co-related practice. I now realise how 
reciprocity is sometimes a risk-taking adventure that needs to be         
handled with care. Our portraits showed favour in borrowing and                
returning—or handing back imaginative insights to positively identify 
ourselves in experiential and phenomological ways. In our relational    
exchange we embraced the bricoleur approach, by offering, giving,      
receiving, and borrowing knowledge, abilities and resources from others 
to explore our interrelated worlds. It is here that I sum up our portrait 
encounters by borrowing a thoughtful statement made by Linnell, Perry, 
Pretorius and Westwood (2007), “where knowing and not knowing 
touch” (p. 1). 
 
Their research submission statement perfectly encapsulates everything 
that touched the recesses of our experiential portraiture...  
 

We are primarily concerned with a relational aesthetics…
with the [inter]subjective, relational and resonances of art. 
…we aim to open up a critical…aesthetic experience, that 
connect and resonate in surprising and moving ways. We 
bring spaces that are generally experienced as private and 
interior into a social and cultural domain, connecting and 
blurring our [stories, imagination, and art making]…that 
are somehow more resonant and ‘true’ than the story of any 
one of us alone. We create a play of ambiguities… of figures 
and shadows that play across a suggestive emotional land-
scape. We touch upon unspeakable moments of love and 
connectedness, of fear and loss. We work on the boarders of 
knowing and unknowing, attempting to make visible that 
which is hidden or inaccessible. While our work as artists is 
inevitably associated with the discourse of the confession, 
we also seek to move beyond a simply confessional mode. 
Our audiences are invited to ‘return the gaze’. They become 
our  co-researchers through artist facilitated sessions and 
performances that engage them in arts based responses to 
the work (p.1) 

   

Linnell et al’s. words summarise my own sense of what relational         
portraiture means for me. In a dynamic interplay, we connected,         
resonated and conferred meaning. Inclusively and emergently, we joined 
in union with ideas and viewpoints while oscillating between the          
possibilities of knowing and not-knowing. We played hide and seek in 
our emotional landscapes, and were met by the empathic gaze of        
seeing, hearing and feeling ourselves in our work—to be seen and        
empathically recognised by ourselves and others.  

 
In this substantial, sustainable and validating way, we identify our            
ontological, epistemological and axiological position.   
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