DEEP ACTS (Developing Emotional Education Pa-
thways and Art Centered Therapy Services against
gender violence) is a project funded by the European
program “Rights, Equality and Citizenship” carried out
in the biennium 2020-2022 in Italy, Portugal and Spain
with meetings, workshops, conferences, shows, videos,
exhibitions and events.

The main objective was to offer innovative methods
and specific working tools that involve the use of Art
Therapy and Emotional Education to professionals and
organizations working in the prevention of gender-ba-
sed violence.

This publication contains the essential elements of the
project.

Anyone who wants to deepen and adopt tools and
methodologies can download the outputs made by the
research team from the site www.deepacts.eu.
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INTRODUCTION

Gender-based violence represents a
complex and increasingly topical emer-
gency in our society. As reported by the
European Union Agency for Fundamen-
tal Rights (FRA) in the report "Violence
against women. an EU-wide survey" of
2014?, 33% of European women have ex-
perienced male violence after the age
of 15,

The same research reports that in a sig-
nificant number of women, after an abu-
sive relationship, a seemingly irreduci-
ble vulnerability to abuse remains; this
explains the need to offer them protec-
tion and help in diverse forms.

It often happens that the presupposi-
tions of violence are not recognized or
are denied, that the story that the wom-
an tries to make of the violence suf-
fered is filtered and judged through her
life choices. Often hasty judgments are
made about past behaviours and, just
as easily, the woman is shown how she
will have to behave in the future, taking
measures that impose choices made
by others. Control mechanisms and
prescriptions are developed that make
women a subject to be protected, try-
ing to prevent them from making au-
tonomous and free choices, thus condi-
tioning their lives and their future. When
this does not happen, there is also the

risk of producing what is now com-
monly called “secondary victimization’,
which can have the result of inducing
the woman to re-enter the relationship
with the abuser, as soon as she verifies
how painful and complicated it is to re-
ally get out of it. Women who have ex-
perienced a cycle of violence generate
their own idiosyncrasies that condition
their way of seeing life, relationships
with family, friends and the community
in general, experiencing an impotence
that creates a spiral of guilt, low self-es-
teem, loss of hope, and symptoms and
emotional disorders that prevent them
from rebuilding themselves in a healthy
way.

Judges, law enforcement, lawyers, psy-
chologists, doctors, social workers not
prepared on the cycle of violence often
question the womens' stories also be-
cause of the absence of specific tools to
extricate themselves from the traumatic
complexity they are facing.

Providing an extra tool to the profes-
sionals who work with these victims is
what we have tried to do and what we
propose with this publication.

The work summarized here aims to pro-
vide methodological suggestions for
intervention, (whose complete and de-

1. https.//fra.europa.eu/sites/default/files/fra-2014-vaw-survey-factsheet _it. pdf
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tailed documents can be downloaded
from the www.deepacts.eu website), re-
porting the results that emerged from
the DEEP ACTS project and providing
therapeutic approaches that can be of
help and possibly adopted by profes-
sionals who in various ways work in the
care and treatment of these victims.
The DEEP ACTS (Developing Emotion-
al Education Pathways and Art Centred
Therapy Services against gender vio-
lence) project, stems from the previ-
ous experience in the field of the lead
organization Fermata dAutobus and
from the collaboration with other as-
sociations, primarily the Spanish asso-
ciation Rumbos; the optimization and
systematization of data available from
previous results and those derived from
the shared path of research and exper-
imentation are an attempt to provide a
concrete helping response.

Trauma causes deep wounds that are
not always curable through words and,
for this reason, often remain inaccessi-
ble: the methodological proposals that
we present to you offer the possibility
for these women to express their suffer-
ing on a non-verbal but bodily, artistic
and creative level through participation
in experiential workshops.

After a first part that aims to provide
a general description of the genesis,
structure and path of the project, we will
expand on a treatment proposal based
on Emotional Therapy, a mode of inter-

vention characteristic of Rumbos, and
then move on to an approach based on
clinical art therapy, which has always
been characteristic of the type of treat-
ment proposed by Fermata DAutobus.
(We invite you to download and view
the complete manuals from the site in-
dicated above).

These insights will finally be followed
by the description with respect to the
awareness-raising interventions, char-
acterized in particular by Outsider Art
events (with the precious collabora-
tion of the Nobel Committee for the
Disabled), by the theatrical tour of the
show "Maquina de Encarnar’, realized
by the Portuguese Theatre Company
ASTA, and by the production of audio-
visuals made by the Association Nuovi
Linguaggi, that testify through images
the long shared path to get here (also
for this component it is possible to view
detailed information and products by
connecting to the website mentioned
above).

The final intent of this publication is to
be able to disseminate in the most com-
plete but at the same time synthetic way
possible the experience shared with the
project partners, in the hope that it can
be useful to other professional figures
and that it can represent a starting point
for innovative techniques capable of
promoting a new well-being for the vic-
tims of gender violence.




GENESIS, STRUCTURE AND PATH
OF THE PROJECT

Nazzareno Vasapollo

INTRODUCTION

‘DEEP ACTS - Developing Emotional
Education Pathways and Art Centered
Therapy Services against gender vio-
lence” was nominated in June 2019 un-
der the Call of the European Union Pro-
gram “Rights, Equality and Citizenship"
(REC) which provided for a “Call for pro-
posals to prevent and combat all forms
of violence against children, young
people and women".

22 projects across Europe were eligible
for funding, including DEEP ACTS which
received an evaluation of 83/100.

CONTEXT, BACKGROUND
AND DESIGN LOGIC

In 2019 the Piedmont association Fer-
mata dAutobus (FDA), leader of the
DEEP ACTS project, assessed that the
time was ripe to identify and pursue an
internationalization strategy with a view
to increasing the quality of its services.
This has led to the acquisition of new
resources and technical skills for Euro-
pean planning in order to face the inter-

national scenarios in order, on the one
hand, to return to The European level
the experience and skills gained in over
twenty years of operation and, on the
other, to update the knowledge of its
operators by participating in training ac-
tivities abroad. The results achieved by
this new line of action seem more than
flattering considering that to date three
EU projects have been funded (one
REC and two Erasmus+) and that the
Erasmus+ National Agency has recently
awarded FDA an accreditation that will
favour annual funding until 2027.

When within the association we began
to discuss the priorities on which to fo-
cus our efforts for access to EU funding,
we started, sic et simpliciter, from the
two pillars of more consistent skills we
possessed: therapeutic intervention in
general and Art Therapy in particular.
Considering the specific opportunity
made available by the REC 2019 call,
aimed at preventing and combating all
forms of violence with the priority* “Pro-
tection and support to victims of gen-
der-based violence among particularly
vulnerable groups’, it seemed to us a
formidable tool for an action hinged on
the expertise of FDA in favour of a tar-

1. The Programme of the European Union "Rights, Equality and Citizenship" (REC) represents the pro-
gramming tool fielded by the European Union to promote, protect and implement equality and rights of

persons
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get group such as that of its users who
have an added degree of vulnerability.
These are comorbid victims of violence;
women diagnosed with both psychiat-
ric pathologies, certified by the sending
health services, and addiction pathol-
ogies with or without the use of sub-
stances.

The target has been identified both be-
cause it is historically extremely rele-
vant to FDA's actions, and also because
it presents problems related to exclu-
sively clinical criteria that require inno-
vative, composite and multidisciplinary
approaches. The collaboration of our
association with the Spanish cooper-
ative RUMBOS has focused attention
on the possibility of basing the design
intervention on the respective special-
izations Art Therapy and Emotional Ed-
ucation, as privileged guidelines for the
development of tools and methodolo-
gies with which to equip professionals
with therapeutic interventions to max-
imize their levels of success and en-
hance the affected systems. To this end,
starting from the optimization and sys-
tematization of the results of the com-
mon practices and specific projects of
FDA and RUMBOS, with DEEP ACTS
new research and experimentation
paths have been created and refer-
ence methodologies have been estab-
lished that represent the response to
the needs detected in the initial analy-
sis phase.

\With the contribution of partner organ-
izations from ltaly, Portugal and Spain,
chosen for their characteristics and di-
versified skills and functionality related
to objectives and activities, the project
action has deployed two other comple-
mentary and integrative lines of action
to the “methodological” one (mainly in-
tended for professionals in the sector):

one line an agreement to pursue strate-
gies to raise awareness towards a gen-
eralist audience, and the other aimed at
communication and networking, aimed
at a mixed target. As we will see below,
the awareness-raising action has been
developed on three pillars: Outsider Art,
Theatre and audiovisuals, while that of
communication and networking has put
in place more diversified activities.

Both in the elaboration phase and in the
start-up phase of the project, the aegis
of an important European programme
and a partnership composed of spe-
cialized organizations of more than ap-
preciable profile, have rightly repre-
sented advantageous starting points
to constitute a complete methodolog-
ical proposal, composed of various in-
tegrated elements and which could as-
pire to represent a high-level European
reference standard, great visibility and
strong impact.

STRUCTURE AND TIMING
OF THE PROJECT

The structure of the project activities
designed to pursue the identified ob-
jectives has been modeled in the fol-
lowing five Work Packages, which can
be downloaded from the project web-
site: www.deepacts.eu.

WP1. Project management and

coordination

Objectives

= Manage and coordinate the project
in all its phases.

=  Monitor activities and evaluate pro-
cesses and products.

= Liaise with the Commission's steer-
ing and control bodies.

Genesis, structure and path of the project |13



The first Work Package has organised
the management of time, resources,
tools and methods necessary for a cor-
rect performance of the activities. Co-
ordination between the partners was
ensured through specific tools such as
a Partners' Agreement, a Management
Manual, a cloud, ad hoc forms...

A special Quality Plan, with the provision
of half-yearly reports, served to monitor
and evaluate the progress of the project
in its parts and as a whole.

WP2. Emotional Education Paths
Objectives
= Systematize and disseminate specif-
ic tools and methods for therapeutic
interventions aimed at victims of vi-
olence based on Emotional Educa-
tion.
= Increase the skills of profession-
als and organisations working with
these groups in the use of tools and
methods implemented.
=  Strengthen cooperation between
professionals and organisations.
The objectives were pursued under the
responsibility and coordination of RUM-
BOS (Spain) through the structuring of
an appropriate research-experimenta-
tion-production path that led to the cre-
ation of various deliverables (D2 .X).
We started from preliminary research
(D2.1) on the best practices and meth-
odologies used in other contexts by
crossing these experiences with the
specific reference literature and the
previous experience of the partners.
It was discussed in a first internal Work-
shop (D2.2) by a research team com-
posed of operators made available by
the partner organisations.
D21 and the training activity have
served to direct the creation of a spe-
cial methodology based on the pro-

14

duction of a Curriculum (D2.4) for the
structuring of Emotional Education
courses for victims of violence and the
related Guidelines (D2.3) for operators
who are interested in using the thera-
peutic intervention proposals of DEEP
ACTS.

Before the final release of the Curric-
ulum and Guidelines, the two deliv-
erables were tested in a special Pilot
Course (D2.5) attended by women vic-
tims of abuse and violence and were
again discussed in a last internal Work-
shop (D2.6).

For the mainstreaming of DEEP ACTS
tools and methodologies, a specific
Curriculum (D2.7) has been structured
to organise training events aimed at
therapeutic operators and some specif-
ic Workshops (D2.8) have been carried
out in Italy and Spain in which to trans-
fer the knowledge established to pro-
fessionals and organisations of the two
partner countries.

WP3. Therapeutic services centred

on art

Objectives

= Systematize and disseminate specif-
ic tools and methods for therapeutic
interventions aimed at victims of vio-
lence based on Art Therapy.

= Increase the skills of profession-
als and organisations working with
these groups in the use of tools and
methods implemented.

= Strengthen cooperation between
professionals and organisations.

The objectives were pursued under the

responsibility and coordination of Fer-

mata dAutobus (ltaly) structuring an

identical path for Art Therapy to the one

indicated above for WP2 and carrying

out the same types of activities and De-

liverables (D3.x).

WP4. Awareness-Raising
Objectives
= Inform operators, organisations and
stakeholders about the results of the
projectand promote itsenhancement
and sustainability;
= Raise awareness among the general
public.
WP4 was mainly based on three artistic
pillars: Outsider Art, Theatre and
audiovisuals (for the various products
see Part IV and website).
Outsider Art was chosen for its link with
Art Therapy, one of the guidelines of the
project. It represents a spontaneous art,
without cultural pretensions and often
without any reflection expressed by
non-professionals who operate outside
the conventional aesthetic norms (self-
taught, subjects with psychic and / or
social discomfort, people completely
fasting of artistic culture ...).
The Nobel Committee for the Disabled
has a long tradition in this field having
already organised severaleditions of the
Outsider Art Festival. For these reasons
they were responsible, together with
Fermata dAutobus, for a special OA
Virtual Gallery and for the realization
of the 2021 edition with a focus on
women and victims of gender violence
held in Turin from 24 September to 14
October 2021 with various exhibitions
and events.
The Portuguese theatre company ASTA
produced a special play (Maquina de
Encarnar) which toured Italy, Portugal
and Spain in the three languages of the
partner countries.
The Association Nuovi Linguaggi, based
in Ancona, has created a Docufilm that
told the story of the project in poetic
form and also a video of the play. Both
audiovisuals have been subtitled in
English, Italian, Portuguese and Spanish.

WP5. Information, communication,
dissemination and enhancement
Objectives
= Inform, communicate, disseminate,
enhance the project and its outputs
and outcomes towards profession-
als and organisations that deal with
victims of violence, stakeholders
and a generalist public.
= Networking between professionals
and organisations that deal with vic-
tims of violence.
Methods and tools used to pursue the
first objective were above all. a specif-
ic website, social networks, web cam-
paigns, press releases and newsletters.
For the second objective we signed
twinning protocols with six other Eu-
ropean projects and participated in as
many conference activities in which we
presented DEEP ACTS. This activity has
allowed us to implement our network
and create new partnerships of Europe-
an design.

PAPERS

Management products: Management

manual in Italian and Spanish, 5 Periodic

Reports, Quality Plan, Communication

Plan, Database.

Publications in English, Italian, Spanish

and Portuguese.

= Art Therapy Research

= Art Therapy curriculum for courses
aimed at users

= Art Therapy guidelines for courses
aimed at users

= Art Therapy Curriculum for work-
shops aimed at operators

=  Emotional Education Research

= Emotional Education Curriculum for
courses aimed at users

=  Emotional Education Guidelines for
courses aimed at users

Genesis, structure and path of the project |15



= Emotional Education Curriculum for
workshops aimed at operators
= End-of-project booklet

TRAINING ACTIVITIES

The following have been organised:

= 4 workshops for the research group,
2 Art Therapy and 2 Emotional Edu-
cation

= 4 workshops for external operators,
2 Art Therapy and 2 Emotional Edu-
cation

= 2 pilot courses with final report, 1 Art
Therapy and 1 Emotional Education

AWARENESS RAISING

= Qutsider Art: Festival 2020 and 2021,
Exhibition and Virtual Gallery

= Audiovisuals: Docufilm and Video
of theatrical piece in English, Italian,
Portuguese and Spanish.

= Theatre: Theatrical piece "Maquina
de encarnar” and tours in Italy, Por-

tugal and Spain
=  Show-Conference in ltaly, Portugal
and Spain

WEB

= \WWebsite

= Facebook and Instagram pages
= Virtual Gallery

= E-learning Platform

= Cloud

COMMUNICATION & NETWORKING

- Communication and Information:
newsletters, press releases and web
campaigns
Networking: twinning with 6 other
projects in Italy, Portugal and Spain
Conferences: interventions in webi-
nars, seminars, conferences and con-
gresses in ltaly, Portugal and Spain

TIMING

WP2 - Emotional Education Pathways

L = =l ==

WP3 - Art Centered Therapy Services
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EMOTIONAL EDUCATION

Irene Rodriguez Garcia, Maria del Mar Garcia Candau,
Lilian de Martino (coordinator)

INTRODUCTION

In this chapter we want to describe the
experience derived from the therapeu-
tic intervention of Emotional Education
with a group of women at the RUMBOS
headquarters.

RUMBOS - Recursos Educativos Espe-
cializados, Sociedad Cooperativa An-
daluza de Interés Social is a compa-
ny specialized in the training, research
and implementation of Intelligence and
Emotional Education programs in the
educational, health, business and fam-
ily fields. With an experience of g years
and with more than 18 trainers in this
area, we face our task in the different
areas of work through the most inno-
vative techniques for the development
of Emotional Education. In recent years,
Rumbos has become a cutting-edge
benchmark in emotional management,
conflict resolution and prevention, in-
novation in educational models and
teacher training, all without abandon-
ing daily work in the classroom, to al-
ways be aware of the reality of educa-
tional communities and the issues that
require greater support.

Rumbos has a long history of Emotional
Education.

Since 2013 they have been carrying out
a program with different age groups
with the aim of creating a space where
children can recognize their emotions,
learn the function of each of them, and
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relate to these emotions in a healthy
way. Based on our experience with
groups of both girls and boys, we de-
cided to implement this Emotional Ed-
ucation space with a group of women.
The group generates the development
of a support network where everyone
feels heard, seen and respected for
what they are.

When the person is in a protected
space, where there is control and ac-
ceptance of what he or she manifests,
they feel welcomed, heard and seen;
this facilitates the expression of one's
feelings and, ultimately, self-accept-
ance.

Our work with these women is based
on the process of psychoeducation,
which allows a knowledge of oneself
and the understanding of themselves
and their ways of thinking, feeling and
acting. With this process of Emotional
Education the idea is to gain in person-
al coherence, thanks to which one can
live more in accordance with what they
want, feel and think.

EMOTIONAL EDUCATION

By Emotional Education we mean all
those aspects related to the under-
standing of emotions in the human be-
ing, as well as the management or reg-
ulation of them.

We could compare the set of emotions
to a palette of colours. The greater the
diversity of tones, the greater the range
of possibilities when it comes to repre-
senting reality on the canvas. Each of
the colours contained in that palette
will be a different shade that will enrich
the final painting. In the same way, dif-
ferent emotions enrich our existence:
joy, curiosity, sadness, anger, fear, dis-
gust... All of them are equally necessary
because they inform us of the different

Emotions

needs. Joy invites us to celebrate what
we desire and have. Sadness makes it
easier for us to say goodbye to what is
no longer there or what we have lost,
predisposing ourselves to the new. An-
ger or rage pushes us to put limits on
what we dont want or dont like. Fear
informs us of danger and pushes us to
protect ourselves.

All emotions have a function in us.
However, some of these emotions have
a bad reputation and so we tend to re-
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ject certain states related, for example,
to sadness and anger. Often, the man-
agement of emotions is confused with
their repression.

Not giving ourselves permission to be
sad when we have lost something, or
getting angry when something has
bothered us, over time often leads us to
not understand what is happening to us
or what we really need. We frequent-
ly receive implicit messages from the
outside that invite us not to experience
those emotions that put us in touch
with pain or the unpleasant. However,
true emotion management involves the
ability to recognize what | feel, to un-
derstand that what | feel makes sense
or has reason to be there, and ultimate-
ly to allow me to feel it. When I'm able
to treat myself with respect for what |
feel (even if | dont like it), 'm adjusting
myself emotionally.

When we work with people who have
experienced difficult events, emotional
regulation becomes an indispensable
prerequisite for dealing with these per-
sonal stories. Learning to manage what
we feel and understand its function
places us in a different place, a place

Mind and body

that gives us a more understanding
view of ourselves and what has hap-
pened to us.

NERVOUS SYSTEM AND EMOTIONS

Our organism is an integrated whole.
Nothing that happens on a mental level
in our thoughts goes unnoticed by the
body and vice versa.

Everything that happens at the body
level is transmitted to the brain. We can
therefore distinguish two directions in
terms of information: “top-down" (from
the brain to the body) and “bottom-up”
(from the body to the brain).

Numerous studies show that 80% of in-
formation travels from the body to the
brain, compared to 20% that goes from
the brain to the body.

This has a big impact on our lives. Our
psycho-emotional state will be largely
marked by our bodily state.

The well-known beneficial effects on
our minds of practices such as yoga,
breathing, meditation, walking, and
dancing, reveal this continuous interac-
tion between body and brain.
Responsible for this brain-body con-
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nection is the so-called autonomic
nervous system (ANS). This system has
the responsibility to detect the level of
safety or danger that surrounds us and
to be able to respond accordingly and
lead us to a higher level of safety.

Knowing our nervous system

In 1995, Stephen Porges, an Ameri-
can neuroscientist, developed the so-
called Polyvagal Theory. Knowledge of
this theory revolutionized the field of
psychological therapy, as well as other
help-oriented approaches.

Polyvagal Theory helps us understand
the intimate relationship between mind
and body, and how the body acts as a
regulator of our mental states. Prior to
this theory, the existence of the auto-
nomic nervous system (ANS) and its
two divisions was known: sympathetic
autonomic nervous system (SNS) and
parasympathetic autonomic nervous
system (PSNS).

The first, the SNS, is activated in dan-
gerous situations; it is the “fight or flight”
response to stimuli that call into ques-
tion our survival. PSNS, on the oth-
er hand, comes into operation in the
states of “rest and digestion”.

In this context, polyvagal theory ex-
pands the scope of the ANS. To un-
derstand this extension, we must talk
about the main protagonist of this sys-
tem - the vagus nerve.

The vagus nerve is one of the 12 cra-
nial nerves, specifically the tenth crani-
al nerve. This nerve has two branches
that, leaving the base of the brain (brain
stem), reach different organic struc-
tures. On the one hand, the so-called
ventral branch of the vagus nerve in-
nervates the muscles of the face and
heart. On the other, the dorsal branch of
the vagus nerve descends into the pel-

vic area innervating most of the organs
of the abdomino-pelvic cavity. The ac-
tivation of one branch or another will
depend on the level of safety/danger
captured by our nervous system.

So, if we are in safe conditions, it will be
the ventral vagal branch that acts, al-
lowing us the feeling of calm, security
and, therefore, the connection with oth-
ers and the environment. If our system
captures a certain degree of insecuri-
ty or danger to our survival, the sympa-
thetic branch is activated, allowing the
activation of a fight or flight response.
If the situation of insecurity becomes
to some extent threatening to the life
of the person, the dorsal vagal branch
will be activated leading the organism
to a state of paralysis, isolation and, fi-
nally, collapse. The goal of activating
these three branches is the same: to
safeguard the body from dangers or vi-
tal threats by bringing it into a safe sit-
uation.

The activation of each of these branch-
es of the ANS generates different bodi-
ly sensations. When the system detects
a high level of security in the environ-
ment, we can enjoy the feelings of
calm, tranquillity and connection. Acti-
vation of the ventral vagal branch acts
on the heart and striated muscles of
the face and throat, allowing for friend-
ly expression, a calm and warm tone of
voice, and a heart rate in accordance
with these states.

Being in this area of the autonomous
scale, as Deb Dana calls it, allows us
to exercise a regulation on the people
with whom we interact, that is, our ANS
communicates this state of calm with-
out us realizing it.

Here is the key to bodily communica-
tion that goes beyond words and, in
most cases, our consciousness.
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When our body detects a certain level
of insecurity or danger, even if we can-
not consciously recognize it, the ANS
responds through the activation of the
sympathetic branch.

This neural network sets in motion the
mobilization response, which results in
an increase in metabolism, as well as
the elevation of the heart and respira-
tory rate, with the aim of providing the
striated musculature with the nutrition-
al contributions necessary for muscle
activity, which will allow us movement
to “fight or flee”

When we are in this region of the scale
we feel stressed, even reaching irrita-
bility if these states of mobilization are
maintained over time. If the organism
has not been able to reach the level of
security it needs, the activation of the
dorsal vagal branch leads the system
to enter “energy saving" mode, which
results in feelings of isolation, apathy,
disinterest and, finally, in a depressive
state and collapse.

Nervous system and trauma

By virtue of our experiences, especially
the early ones, our autonomic nervous
system will configure itself to respond
to different stimuli and conditions based
on previous experience.

In this sense, the experiences that
caused a strong emotional impact and
that could not be integrated when they
occurred, dispose the nervous system
to fight, flee or isolate itself.

These experiences leave an imprint
on the neural network in the people
concerned. Women victims of gen-
der-based violence will perceive or feel
the world and, especially, relationships,
as dangerous, so they will activate de-
fensive responses to seemingly neutral
stimuli.
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In this sense, the intervention from a
bodily perspective takes on a new di-
mension under the neuroscientific re-
sults, becoming the ideal approach for
reparative intervention in cases of trau-
ma.

Those who have suffered traumatic ep-
isodes usually present high levels of
stress, anxiety, isolating behaviours,
amplified alertness, insomnia, depres-
sion; in short, all of this speaks of a
strong change in the regulation of the
autonomic nervous system. Given this
reduced quality of life in traumatized
people, the development of resources
and useful tools for their stabilization
and symptomatic relief on a daily basis
becomes vital.

CARDIAC COHERENCE AND EMOTIONAL
REGULATION

Throughout history, many cultures and
peoples have spoken of the heart as a
source of inner knowledge and guid-
ance. Currently, scientific studies shed
light on what was already known in the
past intuitively.

Today we know that the heart is an in-
formation processing centre in the
body that continuously sends signals to
the brain and the rest of the body. The
heart has a complex nervous system
that allows connection with the brain.
The heart sends signals to the amygda-
la, an emotional processing centre lo-
cated in the brain, and to the thalamus,
a structure that synchronizes our corti-
cal functions and from where we make
decisions and plan. Therefore, brain
function will depend on the information
that comes from the heart.

The heart produces a powerful electro-
magnetic field that is modified by our
emotions. The intelligence of our heart

underpins some of the highest human
values, including appreciation, com-
passion, unconditional love, positive af-
fection, and patience.

Heart intelligence is also the basis of
intuitive wisdom and knowledge that
goes beyond logical thinking or linear
reasoning patterns.

One of the most striking aspects of this
heart-brain connection is that the heart
sends much more information to the
brain than the brain sends to the heart.
The anatomical-physiological basis of
this fact is once again found in the au-
tonomic nervous system. The vagus
nerve has 80% of the connections that
go from the organs to the brain (bot-
tom-up), compared to 20% that goes
down (top-down).

Cardiac coherence refers to that psy-
chophysiological state in which the
nervous, cardiovascular, hormonal and
immune systems are coordinated effi-
ciently and harmoniously. The research-
ers found that the heart rhythm pattern
reflects the emotional state. Coherence
refers to the cooperative alignment be-
tween heart, mind, and emotions. Co-
herence is associated with emotional
balance, stability and access to intui-
tion, as well as the optimization of high-
er cognitive faculties, such as attention,
perception, mental clarity, memory and
problem solving.

Consistency can be measured using
technology that measures changes in
heart rate, that is, the time that elapses
between beats. We know this variable
as heart rate variability (HRV). Research
in this regard has shown that different
cardiac patterns have different effects
on cognitive and emotional functions.
Stressful states and difficult emotions
generate a chaotic pattern of heart rate
variability.

As a result, neural information reaching
the brain from the heart inhibits higher
cognitive functions: how to remember,
reason, learn and make effective deci-
sions.
In contrast, regenerative emotions gen-
erate a smooth and orderly heart pat-
tern, indicating greater cardiac coher-
ence, which in turn facilitates cognitive
functions and strengthens emotional
stability.
Consistent heart rhythms send signals
to the brain that predispose it to func-
tion mentally more clearly. Therefore,
greater consistency affects the way we
perceive, think, feel and act.
Practicing cardiac coherence for a few
minutes a day benefits the body and
improves the natural intuitive ability,
which will help us make better deci-
sions for ourselves.
Some of the effects of a continued
practice of cardiac coherence include:
= maintain greater mental and emo-
tional stability,
= restore emotional balance in situa-
tions of stress or overload,
= balancing affectivity,
= improve organic regeneration pro-
cesses.

Our emotional world colours our dai-
ly lives. Some emotional states can be
very painful and difficult to sustain, es-
pecially when we talk about trauma. In
this sense, the practice of cardiac co-
herence becomes fundamental as a
regulator of our internal states.

Being able to regulate these emotion-
al states gives us a new perspective on
the possibility of choosing our emotion-
al state and not being a victim of our
emotions.

From the approach of the polyvagal
theory previously exposed, some of
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these people may be trapped in a per-
manent “fight or flight" response style,
or at the other extreme, be frozen and
paralyzed in their daily lives.

From neuro-cardiology we know that
the heart is directly connected to the
amygdala, the structure of the limbic
system involved in emotional experi-
ence. Learning to self-regulate the au-
tonomic nervous system is an empow-
ering experience for people, especially
for those who have lost confidence in
their ability to calm down and experi-
ence pleasurable states.

Although there are several techniques
for the development of the state of car-
diac coherence, the basis is the same
and is described below.

It is about focusing attention on the
central area of the chest, where the
heart is located.

Next, imagine that the air we inhale
enters directly into the heart through
the centre of the chest and that it also
comes out of there when we exhale.
It is important to breathe more deeply
and calmly than usual. After a while, as
we breathe, we can evoke a positive or
regenerating feeling such as gratitude,
appreciation, love, or compassion for
something or someone. If we can get
into this feeling we try to keep it for a
few minutes with the intention of ampli-
fying this sense of well-being.

BODY MOVEMENT FROM
BIODANZA

As trauma psychotherapy profession-
als, we know that traumatic experienc-
es are recorded in the body, not just the
brain. In fact, many times, it is not re-
membered in the form of images but at
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the level of bodily sensations. We have
a nervous system that begins to take
shape while we are children, and even
earlier.

Our nervous system lived in the same
house as us and attended the same
school as us. For this reason, we decid-
ed to include in the work with women
a psycho-corporal approach that com-
bined the most conscious or cognitive
aspects with the more corporal or so-
matic ones.

Among all the bodily approaches, we
have chosen Biodanza for several rea-
sons. On the one hand, it consolidates
as a system of organic and affective
integration, which means that it helps
regulate people's nervous system
through a sequence of exercises and
movements in line with music.
Biodanza helps to recover or strength-
en the potential inherent in the human
being: the ability to feel alive (vitality),
the ability to feel positive affection to-
wards oneself and other people (af-
fectivity), the ability to enjoy and feel
pleasure (sexuality), the ability to cre-
ate (creativity) and the ability to feel an
integral part of something greater than
oneself (transcendence). The develop-
ment of these skills leads us to a more
satisfying life experience and in ac-
cordance with our needs.

In a Biodanza session, music plays a
central role. It is music that allows peo-
ple to access certain emotional states
during the session.

The musical repertoire in Biodanza is
extensive and is intentionally select-
ed according to the quality we want to
work on.

For example, there is music that facili-
tates the state of joy, calmness of oth-
ers, personal power, lightness, strength,

affection towards other people, reflec-
tion on oneself, etc.

In the Biodanza session only the facilita-
tor of the session speaks. It is important
to access the somatic or bodily experi-
ence to enable the full experience. Ver-
bal expression leads us to thinking and
makes us lose ourselves in the cogni-
tive paths in which we usually move
daily. For their part, the person facilitat-
ing the session will use language only
to clearly indicate the exercise. Getting
into redundant digressions or explana-
tions again facilitates cognitive activa-
tion by diverting the body's attention.

The Biodanza integration system was
created by Rolando Toro as a method
to improve the expression and integra-
tion of identity.

Biodanza is not free dance, it is a pro-
cess of personal transformation from
the group context, where there is in-
clusion and the feeling of belonging
and acceptance of each person in the
group.

A Biodanza session is an experience of
personal transformation and as such
requires an adequate space, where
calm is ensured and not the interrup-
tion of the dynamic. It is important to
create a warm and welcoming environ-
ment, where participants can express
and develop their vital and human po-
tential.

THE IMPORTANGE OF PROGRESSIVITY

At an early stage, the goal is that the
participants feel welcomed, respect-
ed for what they are and for what they
bring, as well as being able to develop
the feeling of belonging to the group in
formation.

In the first lessons, the session aims to

connect with the joy of living, to return

to the body, to feel alive through body

movement, rhythm, fluidity and games.

In these first lessons, participants learn

to let go of movements, to develop

their rhythmicity and to dissolve their

tensions. The goal is for participants to

connect with their ability to feel alive,

more relaxed, to breathe better, and to

connect with inner feelings of well-be-

ing. Some exercises suitable for the de-

velopment of these aspects are:

= Experience different rhythms: accel-
erated, slow, cadenced, medium.

=  Group tour: through these tours the
participants have the opportunity to
enter the group meeting through
the rhythm that marks the music.
The laps are characterized by being
conducted by group movement and
not individual.

= Walking: There is a wide range of
types of walking. From a walk that
connects with joy, to calm and
peaceful walking, to rhythmic and
melodic walking.

= Playful exercises: the game comes
from spontaneity. The game in-
volves the relationship with other
people and participation in joy and
relaxation. The goal is to have fun
without the expectation of learning.
In the beginning, it is important that
the games involve a minimum of ex-
posure and motor challenge, as well
as minimal contact. All these fac-
tors will be progressively incorpo-
rated organically and naturally with
the group's journey through the ses-
sions.

=  Fluidity: Fluidity in movement is the
intermediate point between tension
and relaxation. In Biodanza there
are multiple dances of fluidity since
they help regulate muscle tone and,
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therefore, on a deeper level, emo-
tional tone.

In a second stage, the dissolution of in-
hibitions and blockages is stimulated,
allowing the connection with emotions
and affectivity.

The dissolution of chronic blockag-
es and tensions occurs in Biodanza
through the movement of the so-called
segments (neck, shoulders, chest /
arms and waist).

At the physiological level, this phase
allows  parasympathetic  activation
through vagus nerve stimulation, ace-
tylcholine production, rest promotion
and organic repair.

At a more advanced stage, we will work
on expressive-motor integration. The
so-called Biodanza generating posi-
tions are included here.

They are gestures that together with

music evoke universal experiences, ac-

cumulated in the history of humanity.

Some of which are:

= Intimacy: meeting and connecting
with oneself. Research and experi-
ence of our centre/axis.

» Value: Experience the sense of val-
ue of self as a creature that is part of
the universe.

» Protecting life: connection with the
ability to care, preserve and protect
life as it is presented.

» Giving, asking and receiving: de-
veloping essential feelings for the
affective flow to be given in coex-
istence. The experience of these po-
sitions helps to generate balanced
and pleasant social relationships.

» Limitations: It is essential to devel-
op the ability to listen to our needs,
as well as to inform other people of
those needs. Through this move-
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ment, we learn to break off any type
of contact or unpleasant or invasive
approach for the person. We work
on the ability to communicate the
desire to approach, to listen to the
limits of the other person and to
communicate one's own limits.

THE LINES OF EXPERIENCE IN
BIODANZA

In Biodanza we distinguish five lines of
experience or potentiality: vitality, af-
fectivity, creativity, sexuality and tran-
scendence. These potentialities are in
our DNA as a human species, that is,
they have a biological anchor.

Lets now look at the fundamentals of
these lines of experience.

Vitality

This line of experience is about increas-
ing the level of health, the ability to rest,
organic and biological harmony, moti-
vation and strength to live and the im-
pulse to action. Vitality pushes us to be
aware of our needs (nutrition, pleasure,
rest, space..), giving us the energy to
satisfy them.

The effect of vitality occurs at the cel-
lular level.

Revitalizing experiences directly affect
the nervous, endocrine and immune
systems. There is a natural secretion of
hormones, enzymes and neurotrans-
mitters, which lead to the restoration of
homeostasis and self-regulation of ba-
sic biological functions.

Vitality is linked to joie de vivre and en-
thusiasm. Vitality guides and gives
strength to life.

The effects of increased vitality in dai-
ly life are better quality of sleep, relax-

ation, organic well-being, increased en-
ergy and increased life.

Sexuality

Sexuality is much more than sex and
genitality, it is the pleasure of living. All
dynamics and dances related to the
line of sexuality aim to dissolve ten-
sions and savour the pleasure of walk-
ing, communicating, feeling oneself
and feeling other people. It is a relearn-
ing the enjoyment of living and enjoy-
ing everyday life, of deconstructing the
cultural armour that associates sexuali-
ty with dirtiness, in order to allow a sex-
uality with beauty, innocence and sa-
credness.

It is important to keep in mind the pro-
file and history of the people we work
with, since it will be essential to re-
spect the progressivity in the proposals
we make in this line of experience. Al-
though most people like to be stroked,
not all of them are ready to supplement
this experience. It will be essential to
explain the proposals of the line of sex-
uality so that they are contextualized
and we assume a pleasant and not dis-
tressing experience. In this sense, it will
also be important to keep in mind the
ability to set limits and respect them,
with the aim of creating a comfortable
space for everyone.

One aspect that incorporates this line of
experience is the sinuosity in the move-
ment. Music with Latin rhythms, samba,
salsa, jazz, invite you to enjoy the pleas-
ure of moving.

Attention is paid to the pelvic and scap-
ular waist.

One of the key exercises is the exer-
cise of the pelvic segments. The dai-
ly effect of the experience of sexuality
in Biodanza is the connection with the
pleasure of everyday things, such as

sunbathing, tasting food, the smell of
fruits and aromas, a bath etc. In short, it
is about redefining pleasure, being able
to open up to it from enjoyment and not
from guilt.

Creativity

In this sense, creativity is the force that
allows us to transcend the standard-
ized and automatic patterns in our lives.
Connecting with creativity means em-
bracing chaos, allowing oneself to go
beyond conventional and established
margins.

In the line of creativity, it facilitates play,
experimentation, trying new things and
even making mistakes without moralism.
The evolution of life involves trial and
error, and the same is true for the hu-
man being. Who does not make mis-
takes does not create.

The exploratory instinct is what leads
us to be creative, to get out of the pack
and to be able to find our uniqueness.
Kierkegaard said that “venturing is risky,
but to stop daring is to lose oneself’ The
line of creativity pushes us to be more
than we are.

In Biodanza sessions, creativity aims
to evoke experiences of permission of
expression, both corporal and vocal. It
is @ question of overcoming repressive
mandates, of getting out of stereotyped
and mechanical movements.

Affectivity

Affectivity we understand as “the world
of feelings’, as Rolando Toro described
it. The line of experience of affectivity is
implicit in all Biodanza sessions, from
the initial to the most advanced phas-
es. Affectivity implies a bond, and in this
sense, it will be necessary to respect
the rhythm of each person in the group.
Setting boundaries is part of integrating
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affective potential. Setting limits and re-
specting them is an act of love for one-
self and for the other person.

As happens outside of a Biodanza
group, the continuum of affectivity im-
plies desires, expectations, fears, frus-
trations, jealousy, envy, pain, happiness,
joy, compassion, friendship.. It is be-
cause of this breadth included in affec-
tivity that our society fears the affective
encounter with the other person. With-
out a doubt, it carries a risk to the struc-
ture or mask of our personality. There-
fore, opening ourselves up to affectivity
implies learning to reject it.

The line of affectivity begins in Bio-
danza from the look. In the encoun-
ter through the gaze we learn again to
look without having to act or add words.
With this new contemplative gaze that
we develop in Biodanza, we become
aware of the uniqueness of each per-
son, so similar and different from us at
the same time.

The musical domain in the line of affec-
tivity focuses on melody. Rhythm is the
bond through joy; melody is the bond
through affection and intimacy:.

Some of the feelings evoked in this line
are tenderness, compassion, solidarity,
a sense of belonging and community
love. At the physiological level, the ex-
perience of affectivity involves the pro-
duction of binding neurotransmitters
such as oxytocin and vasopressin.

The integration of affectivity into our
lives leads us to a greater capacity for
intimacy, to the balance between giving
and receiving, to an increase in self-es-
teem and to overcoming the fear of re-
jection.

Some of the aspects that indicate the
evolution in the line of affectivity are:

= Learning to set limits;

= Meeting of nutritious relationships;
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= Balance between giving and receiv-
ing:

= Facilitating self-well-being and com-
munity.

Transcendence

Transcendence is understood as the
ability to go beyond self-perception, our
individual reality. We are part of a whole
and it is through the development of the
line of transcendence that we accept to
feel an integral part of that whole. On a
physical level we are connected to oth-
er beings through breathing. We take
the air that other beings have previously
taken. We are inevitably connected.
The line of experience of transcend-
ence stimulates the expansion of con-
sciousness.

Transcendence begins with vitality, with
intensified self-awareness. On a deeper
level, from feeling so alive, we come to
experience life overflowing beyond our
being: from intensified self-conscious-
ness to self-dissolution.

At that point its no longer just me, I've
expanded my boundaries. Even though
| see my bodily limit, | feel wider, the
senses open more and consciousness
expands.

OUR PROPOSAL: A COURSE ON
EMOTIONAL EDUCATION AND
MOVEMENT

From this theoretical framework, we
found interesting the proposal to carry
out a therapeutic intervention program
with women based on Emotional Edu-
cation and body movement.

The main aspect on which we carry out
work with women is based on self-care.

Given the complexity of the person-
al stories of women who have suf-
fered gender-based violence, we rely
on the concept of self-care devel-
oped by Gonzalez and Mosquera in the
field of complex trauma (Mosquera,
2004; Gonzalez 2007; Mosquera and
Gonzalez, 2011, Gonzalez and Mos-
quera, 2012).

People who grow up in an abusive en-
vironment do not internalize a healthy
model of self-care (Chu, 1998; Ryle,
2002), and are more likely to contract
abusive relationships in adulthood.
Attitudes of self-care and self-esteem
will not develop in those people who
lived in environments where their ref-
erence adults did not appreciate them
or did not take care of them. Many of
these people have learned from their
experience that need is dangerous or
selfish and therefore not allowed. Many
others have even learned to punish
themselves instead of curing them-
selves, so after a while these people
look at themselves as their reference
figures did with them.

Our aim with this course is to restore
the model of positive and healthy self-
care. We want to develop the loving
gaze that every human being can give
to themselves.

So, we investigate how the person is
treated, how they speak to themselves
internally, whether or not they seek
help when they feel bad and wheth-
er they let themselves be helped. It is
important to know how we take care
of ourselves in general, to come to un-
derstand that if we do not protect our-
selves from what hurts us and / or do
not ask for what we need, it is easier for
us to feel bad.

Emotional Psychoeducation in this as-
pect will be in line with the under-

standing that what we do as adults
we learned to do as children, imitat-
ing what they did with us. In this sense,
many of the people who do not take
care of themselves as adults do so as
a reflection of how they were cared for
as children.

On an emotional level, we also learn to
disconnect from what we feel if when
what we have expressed has been
censored or not taken into account. Our
work in these first sessions with women
is be to understand, without judging,
what led them to enter into patterns of
abusive relationships.

Throughout the process, we place
special emphasis on differentiating
between what each of them is from
what happened to them. Our goal is
not to get into the memories or spe-
cific scenes of their story, but into the
abilities and potential they have to re-
direct their lives. These potentialities
are those that develop bodily through
movement with Biodanza.

THE STRUCTURE OF THE EXPERIMENTAL
PILOT COURSE

The course included 12 meetings at the
headquarters of Rumbos, in Mairena del
Aljarafe (Seville).

The sessions had a weekly frequency,
lasting 3 hours each. Each session in-
cluded two parts. In the first half there
was a space of psychoeducation, and in
the second part we carried out a body
movement session.

The arrival at the course: the reunion

Arriving at the course is the moment
of transition between an outer space,
where often their needs are not prior-
itized, and a secure space where they
can connect with what they feel and
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need. In this first moment, we invited
the participants to express how they
came that day and to share what they
wanted from what happened during
that week.

Psychoeducation: learning and
experimenting together

An essential part of our proposal with
women in this course was psychoedu-
cation, understanding with it everything
that leads us to know ourselves and
understand how we work in our daily
lives. From our way of seeing person-
alaccompaniment, we understand that
it is necessary to enter into self-know!-
edge to really know our needs.

These needs, once recognized, will
lead us to know how to occupy the
spaces that take care of us, as well as
to connect with those people who do
us good.

Group sharing
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After the initial welcome, we laid out
the topic under discussion that day
and, after a brief explanation of the
concepts, we continued to propose
some exercises or dynamics in which
participants could bring to their per-
sonal experience what was working in
that session. It is the time of the word,
of the expression of intimacy and vul-
nerability.

Although every day we had a trace of
the theme to be treated, we adapted
from time to time to what the group of
women expressed as relevant, in or-
der to respond to the needs of the mo-
ment. Therefore, this initial welcome,
in which each woman laid out how
she felt and the relevant events of the
week, served as an orientation to the
present moment.

Sharing in a group the reflections and
elaborations made by each of the

women, involves a process of self-rec-
ognition and personal empowerment.
Empathetic listening by women has
strengthened the participation of all of
them. In this sense, as we progressed in
the sessions, the need to express our-
selves and share with each other grew.
For us, as facilitators, the level of par-
ticipation is an index of self-reaffirma-
tion and trust.

Rest

After this first part, we granted a rest
time of about 15 minutes. The idea
here was not only to offer a snack, but
also to provide women with a meet-
ing space outside the course structure,
where they could establish contact
with whoever they wanted outside the
group context, facilitating the genera-
tion of a support network. In addition,
this pause helped to differentiate the

Bodies in motion

time of psychoeducation (more cogni-
tive) from the time of movement (cor-
poral).

Body in motion

In the second part of the sessions,
movement and music took over the
space. We chose Biodanza as a psy-
cho-corporeal approach for the power
it exerts on both physiological and af-
fective integration.

With this approach we intended to fa-
cilitate the anchoring or embodiment
of those skills that these women have
less developed, such as empower-
ment, fluidity, the ability to set limits,
the balance between giving and re-
ceiving, freedom of expression and
positive affection towards themselves
and others.

The movement of the body through Bi-
odanza opens a space that goes be-
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yond the word, allowing the expression
of what cannot be said. The body exer-
cises in Biodanza are intended to ac-
tivate natural movement patterns that
have often been blocked by difficult
life experiences and/or limiting cultur-
al patterns.

Goodbye

The farewell moment of each session
we consider just as important as the in-
itial reception.

At the end of the Biodanza session, we
join in a circle by hands or with arms
around the waist as a sign of support
and the group bond. At this point we
open the space for a short word or ex-
pression before saying goodbye until
the next session.

THE CONTEXT

One of the aspects we take care of in
our centre when working with people
is the physical space. For this course,
we have chosen one of the most spa-
cious rooms available in our centre.
This room has both natural light and
adjustable warm lights for the planned
activities.

The adjustable lamps are suitable to
match the different moments, creat-
ing specific environments depend-
ing on each activity or situation. For
us as facilitators of the course it is im-
portant to take care of these aspects,
since far from a solely aesthetic vision,
these factors help the nervous system
to lower the level of alertness and par-
ticipants can feel that the environment
generates calm and security.

For this same reason, we decided to do
the session on Friday afternoon as the
centre is usually particularly quiet.

We also decided to arrange the cush-
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ions where we sat forming a circle in the
centre of the room. Sitting on the floor
instead of on the chairs facilitates spon-
taneity and, therefore, shows us in a
more natural way. We also have blankets
in the room in case they are needed.

Facilitators

If we had to choose a determining factor

in the creation of a therapeutic space, it

would undoubtedly be the accompani-

ment of the people leading the course.

These facilitators will create a safe en-

vironment where participants can feel

welcomed and empowered to share

and express everything they need. The

best way to achieve the development of

good emotional management is to keep

this in mind in a transversal way, that is,

to know how to accompany the emo-

tional states of the people with whom

we work during the same session.

This "way of being" could be translated

into some of the following aspects:

= calm and quiet attitude,

= active listening,

= intervene without judgment or cor-
rection,

= emotional support,

= promote repair through the accom-
paniment of bodily sensations and
emotions,

= transmit confidence in one's ability to
heal.

THE COURSE: RESULTS AND
CONCLUSIONS

PARTICIPANTS

The course was aimed at women who
have experienced or are experienc-
ing situations of abuse of power in the
family context, with the aim of facilitat-

ing the development of self-care and
awareness of their potential.

Of the 8 women who were initially in-
terested in the course, 5 completed all
the sessions.

One of the most important factors that
influenced the regular participation in
the course by the women was the dif-
ficulty of finding childcare during the
session period. In anticipation of this
situation, in Rumbos we gave the op-
portunity to children to stay in one of
the rooms of the centre accompanied
by volunteers from the scout group.
After the experience of the pilot course,
we consider it very important to have
this resource in order to facilitate the
regular attendance of women to the
group on a weekly basis.

THE CONTENT

Below are the themes and the main dy-
namics that we carry out during the ses-
sions.

Self-care: the relationship with myself
One of the main topics we addressed
in the course sessions was self-care.
Usually, with this concept we evoke
aspects related to physical care, such
as the use of cosmetic products, the
maintenance of aesthetics or the reali-
zation of a physical exercise that keeps
us in shape. However, behind the con-
cept of self-care opens a huge field of
self-exploration.

Most of the women in our group re-
ported feeling guilty about not being
able to spend more time caring for
their children or parents, feeling guilty
about what happened in their relation-
ships, being exhausted all the time or
not having time for what they would
like, as well as a long list of situations

that talk about the difficulty of finding a
way to be kinder.

One of the central and most present
themes throughout the course was the
need to seek support in order to have
time to take care of themselves and
their needs.

Most of these women have a caregiv-
er profile, so they are used to doing
everything themselves, following the
mandate “you have to look after your-
self; asking for help is weak. In this
sense, some of these women have
generated a change in this pattern of
daily action, getting help from relatives
or acquaintances to have what they
need.

The self-care that we propose in the
group starts from knowing what | say
to myself about what happens to me
and what | feel.

“This will never end”, ‘I can't take it any-
more”, ‘| cant stand it", “the same thing
always happens to me’, “I'm stupid’, ‘I
deserve it", “| should have predicted it"
‘I should do it differently”, are some ex-
pressions that appear internally, usual-
ly automatically, that are usually not in
line with helping us in the situation we
are experiencing.

Starting to maintain the relationship
with themselves was a great discovery
for these women.

Often, critical and demanding voices
appear in every step we take in life.
The awareness of this part of them was
a turning point in the way they man-
aged their reality.

Understanding the function of this in-
stance and where they learned to treat
themselves in this way helped them
develop a more compassionate and
conciliatory view of themselves.
Examining what cures them and what
harms them has allowed them to take
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Self-medication

targeted actions at a higher level of
well-being and health.

Know your nervous system

When we access knowledge of our in-
ner workings, we facilitate the devel-
opment of our capacity for self-regu-
lation. With this basic idea, we believe
it is important that these women can
deepen the functioning of their nerv-
ous system.

Based on this idea, we thought it ap-
propriate that these women could ex-
plore the functioning of their nervous
system.

According to the polyvagal theory dis-
cussed above, finding the triggers of
the activation of the fight or flight sys-
tem, the disengagement system or
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the social commitment system allows
people to become aware of what it
does and does not do for them. In addi-
tion, this knowledge of their own inner
workings endows them with a greater
capacity for self-management of their
own states.

After explaining the theoretical basis of
the nervous system, we proposed as
an exercise the elaboration of the per-
sonal autonomous map based on the
therapeutic work of Deb Dana.

Using the symbolism of a scale, we rep-
resented the different physical-emo-
tional states that are activated depend-
ing on the stimuli present.

The first steps of the staircase corre-
spond to states related to safety, such
as calm, tranquillity, connection, fun...

All these states become accessible
when the nervous system perceives an
adequate level of internal and external
security.

However, when the perceived level of
safety drops (because some factor ap-
pears that represents a certain danger
or insecurity for the system), the sym-
pathetic system will begin to activate
with the consequent physiological and
emotional responses (increased heart
rate, increased respiratory rate, rest-
lessness, anxiety ...

All these responses go in the direction
of facilitating the “fight or flight’, which
will help me solve the danger that
my system recognizes, and therefore
stimulates it to return to a higher lev-
el of security. If the level of danger be-
comes even more intense, becoming
life threatening, we will descend a few
more steps on the autonomous stair-
case to enter the ground of the discon-
nection system (dorsal vagal branch),
where states related to apathy, fatigue,
devitalization, immobilization, isolation
and, finally, collapse will be activated.
This disconnection system involves the
conservation of energy; it is an ener-
gy saving system when the demands
compromise our survival.

In the group, each participant devel-
oped their own staircase, being able
to identify and recognize which stimuli
activate each of the security systems.
The most relevant thing was to identi-
fy which actions, places, people, mo-
ments, made it easier for them to climb
the staircase to a state of greater secu-
rity and, therefore, greater well-being.

Calm resources

With calm resources we include all
those tools that facilitate entry into a
state of greater serenity.

Having strategies that help us regulate
our physiological state gives us a great-
er ability to manage our emotions. Be-
low are the two stellar resources that
we put into practice during the course.

Cardiac coherence

e have explained in the previous sec-

tions the basics of cardiac coherence.

We recall here the three points to be

taken into account in the practice of this

technique:

= Breathe slower and deeper than
usual

= Focus attention on the centre of the
chest by visualizing the air entering
and leaving directly from here

= Evoke/activate regenerating feel-
ings, such as gratitude, tranquillity,
compassion, etc.

Most women said that this breathing

exercise helped them lower the level

of arousal they were experiencing a few

moments earlier.

Place of calm

Another resource that we put into prac-
tice with women was the design of the
calm place.

To access this place, we invited them to
bring to mind the image of a landscape
that for them generated tranquillity, a
real or imaginary place that, just rec-
reating it in their thoughts would lead
them to feel calmer.

After some time spent mentally recre-
ating this scene, the women depicted
it with colours on cardboard, with the
aim of capturing the nuances of these
landscapes that generate calm.

This method was especially valuable
to most of them, as they observed that
after visualization they felt particularly
calm and in a state of well-being that
was not usual for them.
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Place of calm

The family system: being part of
something greater than ourselves

We are not alone in this world. Our life
is full of legacies that have been passed
down in many cases from generation to
generation. Today,

Bert Hellinger's Family Constellations
provide us with an expanded view of
the family system to which we belong.
Although in our direct intervention with
women we will not delve into transgen-
erational issues, our gaze as facilitators
includes each of the family systems of
the women we will work with.

We understand that much of what they
have experienced is rooted in stories
that go beyond their life stories and that
concern people they probably did not
know. However, what has not been rec-
ognized, liberated or expressed seeks
reparation in future generations.

Often, the difficulties that recur in peo-
ple's lives respond to invisible bonds
with the people of their family system.
In addition to this inclusive and re-
spectful look from the facilitators of the
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group, we proposed the genogram to
help the integration of what has not yet
been recognized or seen. After each of
the women completed the genogram,
we offered healing phrases to orient
them toward the family system they
came from.

The idea of this proposal is to generate
greater peace and personal freedom
to the extent that we can let go of what
happened at that moment with those
people and take our life as it comes
here and now.

After the course, we observed the need
to spend more time reflecting on the
family of origin and the influence it has
on our behaviour in adulthood. Shed-
ding light on these aspects gives us a
greater degree of freedom to be able
to choose what we want in life. Partici-
pants showed a lot of interest and sur-
prise at the idea of learning about the
impact on their lives of what they incor-
porated from their parents or family an-
cestors.

One of the innovative proposals we

made in the pilot group was the work
with family constellations.

In this sense, the dynamics of the cre-
ation of the genogram, as well as the
healing phrases that they could address
to the family system in a guided form,
was particularly reconciling for women.
Often, women involved in abusive rela-
tionships have a history of abuse, which
is passed down from generation to gen-
eration. Being able to “see” this and un-
derstand it is deeply healing for them
and therefore for the family system
from which they come.

We move as we live, we live as we
move

During the Biodanza sessions, we ob-
served how the group evolved in re-
lation to the ability to tolerate positive
feelings. In Biodanza, a large part of the
session is dedicated to the experience
of feelings. We observed how the way
of looking at each other and the phys-
ical proximity increased, always re-
specting the individual rhythm of each
participant. This is particularly valuable
given the complexity that occurs at the
social level in relation to the expression
of affectivity.

The experience that some women had
in the Biodanza sessions was revealing.
Many of them referred to the embar-
rassment they felt at certain propos-
als in which they were invited to look
at each other or walk hand in hand with
another partner.

The difference in some of the dances
proposed in the sessions was also re-
markable.

The generative position of identity im-
plies the connection with the most in-
timate part of oneself. In the first ses-
sions, it was difficult to immerse oneself
in the memory to maintain this identity.

At the end of the course, most of the
women came into intimate contact with
themselves from a more natural place.
We observe something similar in the
generative position of value, in which
one is invited through bodily position
and music to connect with one's own
power and internal value.

THE GROUP

One of the main pillars of this course
was the creation of the group space
where participants could talk and share
their experience with other women.
For most of them, this was something
completely new. Feeling heard and un-
derstood in what they expressed was
undoubtedly an experience that com-
forted them in their pain. In addition, the
fact of concretising in words what they
feel or think has helped them to be-
come more aware of their reality and
their needs in the face of this reality. This
awareness gives them a greater degree
of freedom in their choices and, there-
fore, greater self-responsibility.

Without a doubt, feeling heard with-
out judgment is restorative for anyone.
When what we express involves con-
tact with pain, attentive, non-judgmen-
tal listening becomes a crucial experi-
ence.

One of the consequences of trauma
in people’s lives is the loss of the feel-
ing of belonging. In this sense, the cre-
ation of a group space where, session
after session, they opened their hearts
to each other, created a support net-
work that continued beyond the course
at the Rumbos headquarters. The fact
that they can feel an integral part of this
group has generated in them a feeling
of unity and support.

The women took home their creations
at the end of the course. It was interest-
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ing and revealing for them to see where
they were when they started the course
and where they are now after this expe-
rience.

All the women who finished the course
showed their gratitude for the work
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ART THERAPY

Stefania Abbenante, Raffaella Bortino,
Tommaso Calore, Raffaela Carola Lorio

INTRODUCTION

Fermata dAutobus is an Association
founded in 1998 on the initiative of Raf-
faella Bortino, which defines as its field of
intervention the double diagnosis (ie the
treatment and treatment of psychic dis-
orders related to various forms of patho-
logical addiction such as drug addiction,
alcoholism, addiction to gambling, the
internet, affective addiction) and repre-
sents one of the first attempts to inte-
grate the behaviourist model with the
psychoanalytic one in the treatment of
addictions.

In 2013, a new structure was added to
the existing therapeutic communities in
the circuit, called Fragole Celesti, specif-
ically intended to treat double diagno-
sis in women victims of abuse, mistreat-
ment and violence.

In our long clinical experience, we have
understood how in the care of human
frailties, and in particular in the treatment
of women victims of violence, combining
traditional care with the possibility of car-
rying out expressive activities is a funda-
mental and indispensable element.

The expressive workshops represent
structured activities that assume a spe-
cific rehabilitative function and aim to
verify, promote and support the resourc-
es of the residents, promoting and ex-
panding the relational dimension, ex-
panding their boundaries of movement,
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helping to bring out potential and re-
sources that would barely be expressi-
ble exclusively through the verbal chan-
nel.

In particular, the meetings of clinical art
therapy and photo-art therapy allow the
expression and communication of ana-
logue, non-verbal language, which gives
space and frees the unconscious mind.
The function of protection and contain-
ment of the group then generates a
carefuland flexible company of help and
support for the reconstruction of the self.
In addition to the opportunity to express
emotions, object realisations become a
means of supporting the Ego and help
the development of a new identity.

Art therapy, thanks to the relationship
that is established between the patient
and the art therapist through the medi-
ation of the visual product, becomes the
tool to reach the unconscious contents
otherwise difficult to access, to fight
blocks and stereotypes and to free the
imagination.

Women who have suffered mistreat-
ment and / or abuse, carry heavy ex-
periences within them. They have deep
wounds that go deep into the soul and
that remain below the surface because
the voice is not able to tell and explain
them:; it is in the face of this impossibility
of speech that clinical art therapy comes
to the rescue. In silence, photographs,

colours and stories can take a tangible
and concrete form and communicate
what the voice is not able to express.

In this chapter, starting from the previous
experience of our association, we will ex-
pose the historical and theoretical as-
sumptions of art therapy and photo-art
therapy, and then look at how this type
of experience can be useful in the treat-
ment of victims of violence, bringing im-
provements in the capacity for emotion-
al expression and processing of previous
trauma.

Subsequently, we will move on to the
sharing of the laboratory path designed
in collaboration with the project partner
and carried out within the pilot groups
with women victims of mistreatment and
/ or abuse.

Finally, we will present the results of
these pilot groups, also through the
self-assessment questionnaires com-
pleted by the patients participating in
the project. The final goal is to share a
methodological proposal, based on an
art-therapeutic and photo-art-therapeu-
tic intervention, in order to allow other
professionals in the sector to use it in the
future, adapting it to best fit the context
and their purposes.

As already mentioned, the complete and
detailed documents for those who want
to adopt our methodological proposal
can be downloaded from the www.dee-
pacts.eu project website.

HISTORICAL NOTES ON ART
THERAPY

Although art therapy is generally con-
sidered a contemporary practice, in re-
ality since the beginning of human his-
tory art has been used as a privileged

means of communicating thoughts
and ideas.

We can trace the origins of art therapy
back to the first half of the nineteenth
century, when artistic activity began to
be used in psychiatric hospitals as oc-
cupational therapy and also as a means
of investigation in the study of psycho-
pathological situations.

It was thanks to the work and the sig-
nificant contribution of Sigmund Freud
(1856-1939), however, that artistic ac-
tivity began to be considered not only
for its aesthetic result or for the patho-
logical traces present in it, but also for
the therapeutic effect inherent in this
activity.

From this moment on, the expressive
activities of psychotic subjects are
seen with different eyes by psychia-
trists and psychologists, and used for
their therapeutic value and for their in-
trinsic communicative possibilities.
Around the 1940s the therapeutic use
of art is defined and develops in a dis-
tinct discipline, called art therapy.
Gradually, the figure of the art therapist
emerges and evolves, as a subject able
to help and allow the patient to analyse
and interpret the artistic creation pro-
duced.

In 1969, the American Art Therapy As-
sociation (AATA) was founded, whose
main goal was to provide adequate ac-
ademic and alternative education to
art therapists.

Currently, in various countries around
the world, art therapy is widely used
both in the clinical and hospital fields,
as well as a wide use in prevention and
in situations of discomfort.

From asylums and prisons, Art Brut
was also born, the art of fools, promot-
ed by men and women segregated by
society whose interiority, for contingent
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reasons, was the only world they had
available.

Surely a fundamental figure for the es-
tablishing of art therapy as a new meth-
od of treatment was Edith Kramer who,
coming from the art world, emphasized
and highlighted artistic expression in a
particular way, considering it the ful-
crum of art therapy and arguing that
its healing virtues depended on those
psychological procedures that are ac-
tivated in the creative process.

It was precisely these convictions that
led her in 1976, to draw up a program
for the teaching of art therapy, which
she held at New York University, and
to make several publications, including
multiple articles in psychology journals
and three books in which she summa-
rized all her work experiences.

At the heart of the theory was the con-
ception of art therapy as a third hand,
which had the task of facilitating the
patient to overcome their blockages.

“The third hand can be summarized as
the ability of the art therapist to facilitate
a person’s artistic process.”

In Italy it is only from the second half of
the twentieth century that art therapy
will begin to spread more in particular
with subjects with psychic disorders.

In the field of psychopathological and
clinical research connected with ar-
tistic activity, there are several works,
such as that of Morselli, who focused
on the study of artistic works in schiz-
ophrenia patients and that of Maccag-
nani, who began his studies around
1957 interested in the relationships
between the surreal in art and schizo-
phrenia, based on an experience car-
ried out in a workshop in the psychi-
atric hospital of Imola. This was one of
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the first works that highlighted, in addi-
tion to the psychopathological and di-
agnostic interest, the psychotherapeu-
tic value of art therapy.

Dr. Raffaella Bortino proposes and re-
works in Italy, in her four-year training
school in Art Therapy “Il Porto Adeg" in
Turin, the method “Art as therapy” de-
veloped by Edith Kramer in her courses
at N.Y. University, thus creating a bridge
between the Anglo-Saxon world and
the Italian and French clinical realities.
Her technique puts the patient's body
at the centre of the sessions: what it
says to the therapist in their relation-
ship with the environment, the group
and the art-therapeutic materials.
Starting from the definition of the
American Art Therapy Association, art
therapy is defined as:

‘an integrative profession of mental
health and humanistic services, which
enriches the lives of individuals, fam-
ilies and communities through active
creation, the creative process, applied
psychological theory and human expe-
rience within a psychotherapeutic rela-
tionship".

Within this discipline, there are differ-
ent ways of being able to express one-
self creatively; through painting, draw-
ing, sculpture, dance, theatre, music,
etc.

The constant of all these approaches
lies in the process of creation and ex-
pression of the self.

Art therapy should therefore be con-
sidered as a technique with multiple
application tools, ranging from therapy,
to rehabilitation, to the improvement of
the quality of life; drawing from a va-
riety of theoretical approaches, such

as psychoanalytical, psychodynamic,
cognitive, gestalt and, in general, from
all those therapeutic approaches that
aim to connect and reconcile emotion-
al conflicts, to promote self-awareness
and self-acceptance, developing rela-
tional and communication skills.

At the heart of this discipline is the ar-
tistic object, which represents the con-
crete expression of the inner expe-
rience of the subject created. In this
perspective, the “form” of the artistic ar-
tifact becomes essential and of prima-
ry importance as it gives the possibility
to recognize, bring out and master the
unconscious inner life, otherwise likely
not accessible.

This artistic production is protected
within a relationship with the art thera-
pist who has the task of establishing an
empathic relationship and establish-
ing a solid relationship with the patient,
developing the ability to welcome, ab-
sorb and evolve the instinctive, impul-
sive or affective conflicting tensions
that can be expressed during artistic
creation.

The artistic object is characterized as
an instrument of symbolic communi-
cation related to conflicts, emotions
and inner states that become inter-
pretable within a therapeutic setting;
through the discussion and interpre-
tation of the work done, that is, the
communicative content of artistic ex-
pressions, you have the opportunity to
allow the patient to communicate their
thoughts and deep feelings®.

HISTORICAL EXPERIENCES OF
ART THERAPY AT FERMATA
D’AUTOBUS

To understand the importance that art
therapy plays in our clinical proposal it
is necessary to dwell in more depth on
the theoretical and practical roots from
which our approach was derived, which
were then further developed with the
creation of the art therapy school the
Porto A.D.E.G. (Association of Existential
Youth Discomfort) in 1983 in collabora-
tion with New York University.

In 1068 Raffaella Bortino joined the
movement to open psychiatric hospi-
tals and in Collegno she collaborated
with the first painting atelier managed
by Professor Gamna and the artist Gigl-
iola Carretti. Part of this movement were
a population of young students, intel-
lectuals and artists, including Piero Gi-
lardi, a well-known exponent of Arte Po-
vera,

Gilardi and Bortino went to Paris to visit
the collection of the Saint-Anne psychi-
atric hospital; it was here that through
meeting with Dr. Claude Wiart, at that
time director of research on the artis-
tic expression of the mentally ill, Borti-
no shaped his thoughts and reflections
on artistic expression trying to develop
it on three levels: therapedutic, scientific
and artistic communication.

Wiarts studies on pictorial analysis
made it possible to establish a mech-
anistic documentation of drawings and
clinical cases, a working tool for the re-
searcher, a code of analysis that em-

1. For insights with respect to historical references, we invite you to download on the site www.deepacts.
eu, Art Therapy section, the D3.1 deliverable related to research
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phasized the existence of intersubjec-
tive criteria so as to allow a creative
triangular entity of work and spectator
with a dynamic function.

Like language, Wiart explained, the im-
age, the plastic work, is the sign of an
object or an idea and is the expression
of an individual, as an affirmation of their
existence and their need for commu-
nication. It is therefore a set of com-
pressed data that cannot be reduced to
isolated expressions with the risk of mu-
tilating them.

Over the years the evolution of this con-
ception, through psychoanalytic tools
and concepts and the dynamic notion of
illness, will lead psychiatrists to consid-
er the creative productions of patients
as tools to be used for therapeutic pur-
poses, playing a role as a medium be-
tween patient and doctor.

The other important meeting that marks
a point of reflection and conceptualiza-
tion to found the foundations of the his-
tory of Turin art therapy is the meeting
with Anne Denner, psychologist linked
to the session of pathological neuropsy-
chology at the Henrie Rousselle Hospi-
tal, head of visual art expressive tech-
niques and professor of psychology at
the school of architecture, famous for
having written a text entitled Lexpres-
sion plastique, in which she concretely
analysed the methods of visual art ex-
pression to be applied in psychiatry.
Her daily practice in the hospital did
not seek to psychiatrize painting, nor
block its action in a theoretical con-
struction. Instead she undertook to im-
agine methods capable of establish-
ing bridges between psychotherapy
and the pedagogical and cultural tools
present within a city, in an architectur-
aland sociological discourse: rethinking
the therapeutic field in a dimension that
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is not the traditional one, giving rise to
complex problems endowed with as-
pects that are simultaneously medical,
cultural and socio-economic.

Dr. Bortino continued her work and
seminars, learning to work with chil-
dren, motor and psychologically dis-
abled, finding correlations between
styles and forms of disease, different
diagnoses and different types of evolu-
tionary interventions of therapy, observ-
ing the way in which the drawings were
transformed through graphic-motor ex-
ercises that allowed a little dismantling
of the rules of pictorial knowledge, but
that they could evoke something re-
lated to the dependence on the moth-
er and the expression of an affective
warmth.

When artists have produced works and
have taken charge of their own pictori-
al writing, we understand that they have
realized what even the sick person finds
when they are in a state of spontane-
ous creativity - where they do not try to
overcome the obstacles they encoun-
ter and they do not try to do their very
best because from the beginning they
had not given themselves a purpose to
achieve - but they paint, draw, sculpt
only to allow themselves to establish a
new relationship with the world.

After putting together the notions
learned, Dr. Bortino decided to under-
take, on the advice of Dr. Denner, the
technique of analytical relaxation adapt-
ed to children with Dr. Jean Bergés and
later with Dr. Michel Sapir for adults.
From the combination of this technique
and art therapy, Dr. Bortino developed
her own method of art therapy and re-
laxation.

Frequenting the Parisian environment
and following the art publisher George
Fall, she met several characters: one

day she went to visit Jean Dubuffett in
Venice with friends; a little uncomfort-
able and much admired in front of the
father of art brut, she began to talk with
enthusiasm about her experience in a
painting atelier at the Psychiatric Hospi-
tal of Collegno with the mentally ill.

He immediately curbed the enthusiasm
of working with the mentally ill and told
her:

‘go to work with children and work with
the Montessori method’,

making her understand the importance
of working in the pedagogical field.
Meanwhile, at that time in the United
States art therapy began to be widely
used, especially after it had been spon-
taneously used in concentration camps
with considerable benefits.

This intrigued Dr. Bortino, who left for
New York.

In the meantime, however, in Turin she
had already set up art therapy and re-
laxation groups in schools, offices, in her
private practice and had noticed the ex-
traordinary changes that these made to
the subjects who attended them, espe-
cially in the childhood group and with a
group of women.

In the United States she met her col-
league Edith Kramer, who at that time
directed the school of art therapy at
New York University.

Edith was a pupil of Friedl Dicker
Brandeis, one of the main figures of art
therapy, whose story also needs to be
told.

Friedl Dicker Brandeis was born in Vi-
enna in 1898 to a Jewish family of hum-
ble origins. In the course of her artistic
studies she met exceptional masters of
art such as Franz Cizek, creator of an art
teaching program aimed at childhood,

the first form of pedagogy through art.
Friedl also strongly feels the influence
of Johannes Itten who, in his art lessons,
proposes first of all the spiritual growth
of his students, involving them not only
in an artistic research but also on the
level of breathing, movement, vocality,
and the relationship between peers.
From lItten, Friedl learns that art can
weave a link with the word, the sound,
the form, the colour, the gesture, all to
participate in a more general harmony.
The impact that Itten has on Friedlis so
strong that she decides to follow the
master to Germany where she is called
to teach at the Bauhaus, a school of
great innovation in the field of art, archi-
tecture and design, but which also pro-
motes democratic ideals and social jus-
tice.

Friedl specializes in the field of textile
art and photography and meets excep-
tional teachers who will become lead-
ing figures in the European culture of
those times, Klee, Kandinsky, Gropius.
After completing her studies, she
opened a fine arts shop in which she be-
gan a brilliant artistic career, but at the
same time, being very sensitive to the
ideals of social equality, she engaged in
a strenuous opposition to the spread of
growing Nazism in Europe.

She returned to Vienna and began to
collaborate with the Communist Party,
devoting herself to a clandestine polit-
ical activity that led her to be arrested
and to undergo violent interrogations
and several months of imprisonment.

In 1934 she emigrated to Prague, at that
time a rare democratic stronghold in a
Europe invaded by Nazism.

Here, from 1934 to 1938, she became
an art teacher for the children of the
Prague ghetto, where she observed
how her young students used art to
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cope with the discrimination and abuse
experienced every day and to process
traumas, bereavements and violence
that some of them are subjected to.
Edith Kramer, her student, accompanies
her in this activity that will remain for her
a formative experience of great impor-
tance.

After a period of harsh restrictions due
to the increasingly strict racial laws that
limit her, in 1942 Friedl was deported
to the Terezin transit camp, where she
became an art teacher for hundreds of
children removed from their families
and hospitalized in the camp's kinder-
gartens. In Terezin, with her artistic col-
laborators, Friedl aims to rebalance the
emotional world of children, devastated
by events.

She uses all the teachings learned from
her teachers to facilitate in them the de-
velopment of concentration and rebal-
ance breathing, compensating for their
confusion of space and time.

For the deprived children of Terezin
the art lesson becomes something in-
dispensable, which puts them in touch
with their most vital parts. Friedl realiz-
es the effect that the artistic experience
has on children and begins to write ob-
servations about the therapeutic value
of artistic work in childhood, proposing
to publish her studies as soon as the
war is over.

Friedl also does an important job of cat-
aloguing the drawings, noting on each
one the name and age of the author.
She then keeps the drawings in suitcas-
es that she hides so accurately that they
will be found only long after her death.
Friedl Dicker Brandeis was transferred
to Auschwitz and killed in the gas cham-
bers on October 9, 1944.

The children's drawings made in Terez-
in are currently kept at the Jewish Mu-
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seum in Prague and are now famous all
over the world.

Not so recognized is the work of Friedl
Dicker Brandeis and her intervention,
the first example of support and help
through art for children subjected to
traumatic situations.

To carry out this project, to which she
had dedicated she whole life, was her
student Edith Kramer. Born in Vien-
na in 1916, of Jewish origin, at the age
of 13 Kramer took private art lessons
with Friedl Dicker Brandeis and, later,
followed the teacher to Prague, where
she remained from 1934 to 1938, to sup-
port her in the management of art work-
shops that welcome children who es-
caped Nazi persecution.

In 1938, to escape the racial laws, Edith
Kramer emigrated to New York where
she worked as an art teacher with chil-
dren and adolescents in the most dis-
advantaged neighbourhoods and, later,
at institutes and centres of child neu-
ropsychiatry, where she had the op-
portunity to better structure her “artistic
workshops” with therapeutic values.

It is precisely in the United States, start-
ing from the 1950s, that the most impor-
tant experience takes place for the pur-
poses of the methodological definition
of art therapy, with the birth of the two
most important orientations in art thera-
py linked to the names of Edith Kramer
and Margareth Naumburg.

Margareth Naumburg, psychiatrist and
psychoanalyst, helped in her work by
her sister Florence Cane, art teach-
er, develops a specific approach to art
therapy.

Starting from the assumption that un-
conscious feelings are more easily
recognizable in images than in words,
Naumburg stimulates symbolic com-
munication between patient and art

therapist by referring to the images pro-
duced by the patient, on which emo-
tions and personal experiences are in-
evitably projected.

The images themselves are, therefore,
analyzed through the theoretical frame-
work of Freudian thought.

Naumburg thus elaborates the meth-
od of dynamically oriented art therapy,
with which art is used as a tool to reveal
unconscious meanings that are then
described and made understandable
thanks to the use of verbal communica-
tion, normally used in the psychothera-
py session.

Different is the approach of Edith Kram-
er, who, coming from the art world, con-
secrates a particular value to artistic ex-
pression.

Kramer considers art therapy distinct
from psychotherapy and argues that “its
healing virtues depend on those psy-
chological processes that are activated
in creative work” thus turning all her at-
tention to the creative process, consid-
ered in and of itself to be a therapeutic
tool.

Through her experience in the field,
Kramer became aware of the great help
of art both in psychic discomfort and in
the existential suffering of those who
live in extreme conditions.

It is starting from her experience as an
art therapist with children and adoles-
cents and from her in-depth psycho-
logical studies that the elaboration of
a precise methodological line is born,
which sees the centrality of the creative
and artistic process in the therapeutic
path and which falls under the name of
Art as therapy.

Art becomes therapy, the artistic prod-
uct remains subordinate to the process
and the therapeutic technique does
not seek so much to reveal and inter-

pret the unconscious material but be-
comes a significant and symbolic path
in which skills, resources and processes
are activated, becoming a real means of
support for the Ego, favouring the de-
velopment of the sense of identity and
promoting a general maturation.
Kramer emphasizes the fact that the
art therapist must have a deep know!-
edge of both the artistic processes and
the characteristics and possibilities of
the proposed materials, an indispen-
sable condition for the artistic intuition
that must support the therapeutic re-
lationship.

And it is precisely Edith Kramer who
realizes and gives full meaning to the
project of Friedl Dicker Brandeis, help-
ing to found in 1976 a program for the
teaching of Art Therapy at New York
University.

She also made several publications, in-
cluding multiple articles in psychology
journals and three books, including “Art
as therapy in childhood’, published in
1971, which summarizes all her experi-
ences and is translated into many lan-
guages.

Lecturer at New York University until the
age of ninety, she died on February 22,
2014, leaving a legacy of various works
of art and her great experience in art
therapy.

The Art as Therapy method developed
by Edith Kramer comes to life from the
experience of Friedl Dicker Brandeis and
is further integrated by new research in
the field of psychology. Transmitted by
the Department of Art Therapy of New
York University, at the same time the
School of Art Therapy il Porto AD.EG. in
Turin is created.

The relationship between Raffaella Bor-
tino and Edith Kramer intensified in the
years '79-'83.
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Bortino herself recounts her first meet-
ing with Edith Kramer:

“l was very shy, very scared and very
anxious to meet her. | had recently ar-
rived in Manhattan, | knew little English
and therefore | had been accompanied
by my friend George, who instead knew
the language perfectly and had many
artistic contacts in the city. Edith gave us
an appointment at 7am on the Bowery.
At that time the Bowery was frequented
by clochard, crazy artists, drug addicts,
in short, a not-so-great place. She lived
on the third floor in two bedrooms, zen,
dividing the bedrooms with a white blan-
ket. She presented herself with a very
long braid and a very welcoming smile.
She offered us a cup of green tea, which
I, although I did not love it, welcomed
willingly because the temperature in Ed-
ith's house was lower than outside. From
there | learned that she never kept the
temperature higher than 9 degrees in the
house, she drank green tea to warm up
and in the bathroom she had five tooth-
brushes with five glasses and baking
soda, to disinfect them every day and get
rid of infections. We started by meeting
on weekends, because during the week
we all worked.

She had as her studio a large loft on
Vandam Street in Soho.

In that loft we did the most stimulating
experiments, readings, dinners of my
life. Always strictly in the cold, but the
heating took place with the words of the
readings of philosophical texts, it took
place through the movement of clay,
sculptures and various materials, also
because the increasingly frequent Lou-
ise Nevelson, the great American sculp-
tor who collected wood on the Hudson,
and Dorothea Tanning, the widow of
Max Ernst, who carried with her very re-
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fined canvas kept in a suitcase with all
the equipment, and Vera Zilzer, another
art therapist at New York University who
lived for many years with me in Italy and
worked with a magnificent relationship
with patients in the Il Porto and Fermata
dAutobus communities.

| will not dwell on this because | could
write several pages, but rather | would
make a summary of how through the
new director of the School of Art Thera-
py of New York University, Dr. Laurie Wil-
son, we started the school in Turin where
for years art therapists from all over the
world converged, bringing the most di-
verse experiences, the most specific
methods.

In addition, we inserted within the school,
which was at that point in collaboration
with New York University, Dr. Denner, who
came from Paris to bring her European
voice. So, the School was born, but after
a few years it became difficult for me to
manage the School and the Community,
so, having very good students who had
been trained over the years, the school
moved to Milan becoming VITT3 and
then currently Lyceum”

In ltaly in the meantime there were
changes: asylums had opened, art ther-
apy schools began to be born and prolif-
erated, books flourished, and everyone
found his point on which to articulate
research, because art therapy had an
importance not only in the field with
abused women, but also in other fields,
starting from childhood to application
with terminal patients.

With these theoretical premises, art
therapy within our facilities has been
used both in the treatment of psychic
discomfort and in therapy with women
victims of abuse and / or violence. Fo-
cusing on abused women, we can't help

SCHROEDER-SONNENSTERN
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but talk about perversion. Speaking of
perversion, we cannot overlook the
three essays on Freud's sexual theory, in
which he reviews, expands and formu-
lates new hypotheses on female sexual
development.

For work with women with art therapy it
is necessary to connect to the writings
of Masud R. Khan on cumulative trau-
ma, in which it is understood how for
the abused woman something did not
work within the Freudian hypotheses. In
particular she talks about the incorrect
establishment of the Oedipal complex
in the child as the result of two com-
plementary processes: the acceptance
of castration with all its consequences
and the fulfilment of the biological drive
with the transformation of the male el-
ements into female elements, in the re-
course to passivity and positive psycho-
sexual tendencies.

When Freud made this statement, he
knew well that he would be accused of
being a victim of the masculinity com-
plex and having an innate inclination to
despise and repress women.

Now, if we start from the assumption
that a great impetus and a great cred-
it to art therapy is given by what hap-
pened in the concentration camps, as
well as by the illuminating precurso-
ry text Art versus lllness by Adrian Hill
in which the author theorized how ar-
tistic activity directly influenced physi-
cal healing, up to the very recent stud-
ies conducted at the University of Turin
by a group of neuroscientists who deal
with beauty and art as medicine which
highlighted? the presence of a strong
link between beauty and learning, it is

possible to rethink the setting of edu-
cational and rehabilitation paths, taking
into account the specificity of individu-
al people and exploiting the power of
beauty in attracting attention to the vital
tasks that await the patient.

Finally, it is interesting to examine the
differences between what is art therapy
and what is called art brut. In art ther-
apy Arno Stern teaches that through
order and strict respect for materials
a creativity and absolute freedom of
thought is activated, while we know
that art brut, or outsider art, or irregular
art, however you want to call it, is naive
art, it is art that comes from the depths,
but that expresses the maximum of hu-
man depth.

According to the magazine Panderma,
Friedrich Schroeder-Sonnenstern was
the greatest painter of Germany in the
1970s, with a dedicated special edition
of the magazine and described as one
of the greatest representatives of art
brut.

He is an artist of extreme solitude, of ab-
solute originality, whether he engraves
drawings with the hard sign of story-
tellers or unleashes his dreamlike inspi-
ration in large coloured canvases like
postcards. He chases his hallucinations,
to the slightest whimper and carefully
reproduces Bosch's monsters, filtered
through Freud.

Fetishist, as can only be an old Ger-
man who grew up in the era of Magnus
Hirchfeld, he exasperates female de-
tails in an abnormal world, reminiscent
of certain drawings of maniacs collect-
ed in the institutes of Vienna and Berlin.

2. Art Versus Illness: A Study of Art Therapy Adrian Hill, George Allen and Unwin Ltd, 1945
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In his world full of sneers and maca-
bre grins, an angry polemic is stirred: he
does not hate generals like Grosz, he
ignores social battles, his obsession is
the woman, his nightmare is the sexual
question, his enemy is himself.

His poetry is born from his irreducible
faith in the unconscious and from his
constant desire for a dream.

It is interesting to observe how in these
deformations there are similarities with
those created, in an obsessive and
painstaking way by one of our patients,
in an artistic work carried out a few
months before their suicide, of which
we share the image below.

This parallel between these two works
makes us understand how the de-
mons that harbour the souls of men
and women of different generations,
different countries, different societies,
in different historical moments are still
similar to each other and how the rep-
resentation of deep trauma has intrinsic
characteristics that are repeated and
handed down unconsciously for gen-
erations.

METHODOLOGICAL PROPOSAL FOR
THE USE OF ART THERAPY IN THE
TREATMENT OF WOMEN VICTIMS
OF VIOLENCE AND/OR ABUSE

The methodology used within our Asso-
ciation, Fermata DAutobus, conceived
by our art therapist Raffaela Carola Lo-
rio, applies the principles of Art Thera-
py following some theoretical bases of
several important pioneers.

Over the years, an art therapeutic set-
ting model has been developed based
on some principles of the "Open Studio”
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method, over time developing method-
ologies learned from training with the
American Art Therapy Association, of
which Dr. Lorio is a member.

During groups or individual sessions,
we use strategies that refer to mind-
fulness techniques, useful to focus on
your body and your breath, with listen-
ing against the background of relaxing
sounds, and then move on to hints of
ecotherapy with sensory body awaken-
ing.

Taking care of the patients helps them
to carry out, within the group and the
session, a creative and expressive work
of deep traumatic elements, which
is taken care of both within the group
sharing in the laboratory and subse-
quently thanks to the containment of
the care team.

The method by which the photo-art
therapy laboratories are structured is
mainly based on the five techniques
described by Dr. Judy Weiser, in par-
ticular the one that refers to projective
photos, to which the collage technique
is added.

Starting from these assumptions, our
Association, in collaboration with the
other partners belonging to the work-
ing group, has defined a research pro-
ject based on art therapy focused on
the target of women victims of violence
and / or abuse, which would deepen
the best practices with the specific lit-
erature of reference.

The first step was to develop a ques-
tionnaire that aimed to investigate
the degree of direct knowledge of an
art-therapeutic approach with women
victims of violence by various profes-
sional figures working in the field at na-
tional and European level.

This questionnaire was disseminat-
ed online and was structured as nine

closed-ended items with the possibility
to choose only one useful answer per
question3.

Following the qualitative analysis of
the data, it emerged that although the
art-therapeutic approach is slowly and
gradually spreading as a methodology,
there are still few professionals in the
help sector who know this approach in
depth, thus demonstrating how much
the work of dissemination and promo-
tion of this tool is still necessary.

Art therapy is however considered a
useful and complementary therapy to
traditional therapeutic approaches, as
it is able to stimulate creativity, to pro-
mote awareness and greater integra-
tion of unconscious trauma. Through
art-therapeutic work it is possible, in
this way, to promote the individual
well-being of the patient by improving
the quality of life; at the same time it al-
lows professionals to acquire a global
and more integrated knowledge about
the personality, resources and fragility
of individuals, thus increasing in them
the possibility of the healing process.
At the same time we administered a
questionnaire with six open questions
to some patients who have had expe-
rience of art therapy laboratories at our
Association?.

From the subsequent analysis of the
data it was significant to note that most
of the interviewees did not know about
art therapy before entering our thera-
peutic facilities.

However, following the artistic “discov-
ery"emerged the ability to feel pleasure

in carrying out such creative activities,
favouring above all the communication
of those contents that are not accessi-
ble verbally through alternative expres-
sive channels such as art, music and
writing, making improvements in the
quality of life, performing the function
not only of treatment but also of trans-
formation, evolution and growth of the
individual.

Following this field survey and after
carrying out focus-groups with the pro-
ject partners, an internal experiential
workshop was held in which there was
a practical use of art therapy and pho-
to-art therapy techniques with the aim
of providing operators with a direct ex-
perience of this methodology and pro-
viding the possibility to evaluate the
results of the research in view of the
drafting of the guidelines and the cur-
riculum.

GUIDELINES FOR THE USE OF
ART THERAPY

The main objective of the guidelines
was to build a reference path of art ther-
apy and photo-art therapy to be used as
a treatment in interventions in favour of
victims of violence and / or abuse. This
path was then tested and validated in
the pilot laboratories carried out, which
we will talk about later.

In collaboration with the partners of the
project we thought that in the treatment
of abused women it was useful to pro-

3. For further information on the research described, we invite you to download from the site www.dee-
pacts.eu, art therapy section, the deliverable 3.1 related to art therapy research.
4. For further information on the research described, we invite you to download from the site www.dee-
pacts.eu, art therapy section, the deliverable 3.1 related to art therapy research.
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pose a path that included a first cycle of
meetings based on photo-art therapy,
followed by one based on art therapy
(Open Studio).

Photo-art therapy is a particular type
of intervention that puts photography
at the centre of the field; in our type of
approach the Photo-Art Therapy Atelier
is characterized by a specific technique
borrowed from the experience of Judy
Weiser, undisputed pioneer and found-
er of the Vancouver Phototherapy Cen-
tre in 1982.

Through the use of photographs taken
or created by the patient, photographs
taken by others, self-portraits, fami-
ly albums and so on, and thanks to the
technique of projective photo (based
on the meaning attributed to any im-
age, own or of others, that attracts the
attention of the patient or the art thera-
pist), a reaction to what they see is stim-
ulated in the patient and the deep and
personal experiences that arise from it
are processed together. The patients,
equipped with all the necessary equip-
ment, shoot, print, cut, process and
stimulate each other in a favourable
setting and adequately commensurate
with the needs of the group.

Using photographs to arouse emotions
allows you to create a bridge in your
personal unconscious, allowing the
creation of new content that can be ad-
dressed within the therapeutic setting.
Photographs are imprints of meaning
of our lives, as they show our past, the
places and people that have charac-
terized our existence, at various levels
more or less conscious and vary their
emotional impact depending on the
moment in which they are looked at.
Being able to use, within a broader
therapeutic approach, significant pho-
tographs for the patient is a method-
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ology that allows access to an incred-
ible amount of information necessary
to work with important “personal con-
structs”, difficult to identify through oth-
er techniques, allowing to find a more
tangible meaning only to the verbal nar-
ratives that patients make of their lives.

In the pilot workshops the techniques
used were that of projective photos and
that of collage.
The projective photo is a technique
based on the fact that the meaning of
each photo is created by the observer
and therefore the meaning of it is al-
ways projected by the observer, conse-
quently giving indications with respect
to their way of perceiving their individ-
ual reality.
The collage consists in pasting on paper
of different sizes and colours, personal
images or images found in magazines
or elsewhere with possible integration
of materials produced in art therapy
laboratories, allowing the expression of
deep parts of oneself, with very imagi-
native and creative shapes.
Compared to the more traditional art
therapy meetings, these are proposed
within the Atelier based on the indi-
cations provided by the American Art
Therapy Association. This particular type
of setting has been called “Open Studio”
and is based on the concept of care.
The Open Study, according to our clin-
ical model, is characterized by some
phases that follow one another accord-
ing to the scheme presented below:
= listening to musical sounds;
= notes on mindfulness, breathing and
stimuli from the art therapist;
= invitation in the garden of the 4 sea-
sons with bodily awakening;
= creation and concentration at the
work table;

= second breakfast with break;

= conclusion of the workgroup with
sharing of work created,;

= tidying up;

= reproduction and cataloguing of the
work.

Below, we propose a brief explanation
of such moments®.

Listening to musical sounds

The glockenspiel is played, an idio-
phonic instrument, which uses sticks to
produce a melodic, rhythmic, pleasant
and delicate sound, allowing the crea-
tion of a diatonic and chromatic scale;
played by the therapist it invites quiet
and tranquillity, favouring relaxation.

Notes on mindfulness, breathing and
the stimuli of the art therapist

Before proceeding with the visualiza-
tion techniques, the patient is invited
to focus on their body for five minutes,
to facilitate listening to themselves and
their breath.

This exercise helps patients focus on
the "here and now", limiting distractions
and intrusive and confusing thoughts by
achieving a feeling of calm and clarity.
Subsequently, attention is paid to the
body position and in particular to the
feet which, following the principles of
rooting and grounding, serve to create
a physical and energetic connection of
the body with the earth so that the en-
ergy of the body is oriented downwards.
With a preferably upright body posture,
we proceed with the technique of visu-
alizations.

Patients are invited to visualize an im-
age of pleasure which makes them feel
good.

Later, if the weather permits, patients
are invited to continue their emotion-
al and bodily journey in an open place,
namely the “garden of the four seasons”.

Invitation in the garden of the four sea-
sons with bodily awakening

Patients are invited to stand in a circle
in the outdoor garden and are asked to
listen to their body.

We continue with the attentive listening
of the five senses, often taken for grant-
ed: observing who and what surrounds
us, where we are, observing nature that
transmits peace and quiet, listening to
natural sounds, smelling the scent of air,
touching the grass, the earth, the leaves,
the bark of a tree to feel with one's body
and with one's skin the surfaces that be-
long to us as living beings, children of
the earth and therefore of the nature.
Finally, with taste, we ask ourselves to
fantasize and imagine what that mo-
ment tastes like: the funny and bizarre
answers are often linked to the tastes of
childhood, adolescence, or to the new
sensations perceived in the "here and
now" of that precise moment.

This exercise is unusual, it often surpris-
es and opens the imagination, thus fa-
cilitating free associations.

Before returning to the studio, each
participant is asked to collect an ele-
ment of nature from which they can
draw inspiration based on its form and
essence.

The branch, leaf, grass or small stone

5. For further information and a better understanding of the proposed methodology, please download
on site www.deepacts.eu, Art Therapy section,the deliverable D3.3 relating to the guidelines.
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collected, therefore, can be integrated
later into the work created.

Creation and concentration at the
work table

In this phase we begin to work on the
realization of the artistic object, re-
specting the freedom of individual ex-
pression and without obligations to fol-
low any preordained path.

At this moment the attention and con-
centration of the patients are at the
highest levels.

For the realization, various materials are
made available.

Second breakfast or snack with break
After the moment of high concentration
linked to the creative gesture there is a
15-minute break, where food and drink
are administered.

It is a pleasant time, but for patients with

eating disorders it can instead be a mo-
ment that presents difficulties, prob-
lems, and obstacles. The focus is on
taste and flavours, on rediscovering the
beauty of food and what and how you
can feed yourself in a healthy way.

Conclusion of work with sharing of
work created

Without any obligation, those who wish
can hang their creation on a wall so that
it is visible to the group.

Talking about oneself through a drawing,
sharing it with the group present, helps
the patient to have more confidence in
them self and to acquire greater self-es-
teem, improving their relationship with
the group and with each individual par-
ticipant, including the art therapist.

In the careful dialogue between the art
therapist and the patient, the work will
be read together through the analysis of

Fermata D'Autobus lavori nei gruppi pilota per Deep Acts Ill Parte ©
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the shape, lines, strokes, colour, position
in the sheet, composition and even the
position of the latter on the wall.
Empathy is the necessary ingredient to
get in tune with what the patient wants
to transmit and communicate.

It is an important and delicate moment
for the sharing of thoughts and reflec-
tions that are created, with the identi-
fication of some difficulties and critical
issues to which we always try to pro-
pose some solutions for a possible fu-
ture change; in all this the group has the
important function of help, actualisation,
and support.

The reorganization
After each group it is important to take
care of the materials and the workplace.

The materials must therefore be san-
itized and stored in the appropriate
containers; the workplace, on the oth-
er hand, must be kept in order. For pa-
tients, sanitizing and creating a pleasant
atmosphere is reassuring, while the or-
der of space is not only the care of an
external environment but also symboli-
cally becomes the care of one's internal
private space.

The creations of the patients are placed
in special individual folders, which are
always created in each group and re-
turned at the end of the course.

Reproduction and cataloguing of the
work

On the back of each creation are report-
ed the name of the patient, date of ex-

Art Therapy | 59



ecution and a possible title of the work
done. A careful archiving of the crea-
tions is synonymous with the fatigue
and difficult work that lies behind the
therapeutic path of each patient.
Drawing, collage, sculpture, photos,
etc.. everything that has been creat-
ed along the way is photographed and
saved in HD.

In addition, each participant signs a pri-
vacy release.

CURRICULUM FOR ART THERAPY
AND PHOTO-ART THERAPY
LABORATORIES

Starting from the guidelines men-
tioned above, reference curricula have
been structured, i.e. a list of the activi-
ties necessary to structure an art thera-
py intervention, including the contents,
methods and materials needed.

In structuring group interventions in art
therapy and photo-art therapy within
an “Open Studio” it is necessary to start
from the place and space in which it
takes place, known as the atelier.

In addition to the description of how the
work is structured under normal condi-
tions, some changes will be specified
as a result of the limitations due to the
state of health emergency resulting
from COVID-190.

Basic requirements of the Atelier
Number of patients: for these types
of group you can work in a space with
twelve patients, although generally
for a better clinical and organizational
work it is advisable not to exceed the
maximum Llimit of eight participants.

As a result of the pandemic, the num-
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ber of patients had to be reduced to
five, to ensure adequate social distanc-
ing.

Bathroom: inside you need a soap dis-
penser, a roll of toilet paper, a trash
can, and a basket with tea towels and
sponges for washing art materials.
Brightness and colour: a place that
has good brightness is required.
Natural light is as important as artificial
light, preferring warm tones, possibly
adjustable to create different atmos-
pheres according to the different mo-
ments of work proposed: working time,
listening to music, presentation, relax-
ation, break, sharing work in groups.
The presence of a panelled wall that
can allow you to draw, paint or create
standing and that gives the opportu-
nity to display your creations during
group sharing is indispensable.

Atelier furniture: the essential com-
ponent of the furniture is the presence
of a large table according to the pref-
erences of the art therapists mode
of intervention. The wooden table or
dashboard is suitable for 8, 10 patients
maximum, distributed in a balanced
way on both sides.

This table must be studied and created
in a specific format so that each partic-
ipant can work on a creative sheet of
size 70X100cm optimal for all the tech-
niques proposed.

In addition, it is important the presence
of single tables that can allow partici-
pants to create independently.

In the Covid-19 era, the solution is
needed that involves working in indi-
vidual tables arranged in a circle, in or-
der to guarantee sufficient social dis-
tance.

An area of the atelier must be equipped
with one or more cabinets where to
store the material.

Itis also necessary to carve out a space
in which to store the creations of the
laboratory that over time will be con-
tained in individual folders for each pa-
tient.

Inside the atelier it is required to pre-
pare a comfortable zone, character-
ized by the presence of one or more
sofas and / or armchairs with cushions
and blankets. This allows patients who
have difficulty during work to remain
inside the session in a more caring and
protective way.

Compared to the furnishing of the walls,
it is important to have a clock and a
calendar that allow the patient to re-
main oriented within the spatial-tem-
poral dimension.

Compared with decoration it is prefer-
able not to overfill the walls with paint-
ings, drawings and photographs so as
not to affect the patient's creations.

In addition to the physical and struc-
tural requirements of the Atelier, the
structuring of a work project is funda-
mental, a logical scheme of the labo-
ratory interventions that can define mi-
cro and macro-objectives on which to
work without precluding the free ex-
pression of patients.

During the meetings it is advisable to
create a playlist with natural sounds
and relaxing music, to create a pleas-
ant sound background to listen to and
that can promote individual and group
relaxation.

Organizing work in a harmonious and
functional way is the key to creating a
good base on which to work, even in
anticipation of very difficult situations
that can be created during the conduct
of groups and that can represent mo-
ments of stress for art therapists.

The art therapist at the beginning of
the cycle of workshops has the task of
communicating to patients the calen-
dar of meetings.

In each workshop the art therapist
will propose to the group a particular
theme as a starting point for their crea-
tive works, always leaving the possibil-
ity of working freely.

During the patient's creative work, it is
essential to carefully observe the dy-
namics that are created within the
group, thinking in advance of any ther-
apeutic interventions to be carried out
at the end of the work.

At the end of the work, after a short
break, a moment is prepared in which
the patients share their works on a ver-
bal level and elaborate the contents
expressed artistically and the emotion-
al experiences connected to them.

At the end of each laboratory, it is im-
portant to archive both materially and
digitally all the works made by the pa-
tients so that they can be reused in the
future.

In addition, it is important that the art
therapist mentally analyses the pro-
gress of the laboratory by compiling a
clinical diary and briefly reporting their
impressions to the colleagues with
whom they collaborate.

The goal is to provide a structured
place, which is contained, but which
allows patients an expressive and cre-
ative space; a safe setting in which pa-
tients can feel welcomed and can be
legitimized to share their internal trau-
mas.

The principles of this setting are based
on the reparatory function of a new
care, able to favour over time the
emergence of previous trauma, first in
a non-verbal way through artistic crea-
tion and only later, following the shar-
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ing in groups, in verbal mode.

Through this mechanism, art thera-
py groups become facilitating tools,
bridges of passage that allow the treat-
ment of deep wounds.

The Atelier thus becomes an expres-
sive space, a safe place where you can
express and deposit your emotions.
Over time a climate of trust and support
will be created, focused on encourag-
ing creative expression and developing
and increasing patients' self-esteem.
In this path particular attention is also
paid to the bodily dimension, with the
solicitation of the sensory organs, to al-
low you to discover and rediscover the
dimension of pleasure, essential to lov-
ing yourself and others, towards the re-
construction of a new healthier every-
day life.

It is therefore desirable to have a set-
ting that allows the patient to feel an
affective containment, which facilitates
artistic expression and the consequent
elaboration in therapy.

Finally, it is necessary to equip oneself
with all the artistic and creative materi-
als essential for artistic production®.

PILOT LABORATORIES OF
ART THERAPY AND
PHOTO-ART THERAPY

Starting from the theoretical premis-
es and thanks to the collaboration with
the project partners, we have created a
particular laboratory path of art therapy

and photo-art therapy on the basis of
the guidelines and curriculum created
in order to test the proposed method-
ology.
The workshops were aimed at women
victims of violence and / or abuse who
live within a protected context, with the
aim of:
= make contact with the experience
of previous trauma in a protected
group context and through the me-
diation of creative production;
= process pain, benefiting from the
protection and containment func-
tion given by the group;
= concretely express the trauma
through the creation of the artistic
object;
= through artistic realization create a
new support of the ego and a new
identity development.
The creative workshops, to perform a
therapeutic function, must necessar-
ily be conducted by professional art
therapists in the field and the experien-
tial and productive participation of pa-
tients must be supported and shared
with a multidisciplinary team of psy-
chologists, psychiatrists, educators, to
ensure as much as possible psychic
safety and facilitate an individual path
of expressive emancipation. In this way
the painful experiences and the inner
dramas can be conveyed to the out-
side through the realization of creative
works in a context that must be ade-
quately organized and protected.
The art therapist has the task, within
the laboratories, to provide emotional
containment, creating a safe setting in

6. For insights and a better understanding of the proposed methodology, we invite you to download on
the website www.deepacts.eu the Art Therapy section the deliverable D3.4 relating to the Curriculum.
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which patients can feel welcomed and
can be legitimized to share their inter-
nal traumas, first in a non-verbal way
through artistic creation and only later,
following group sharing and process-
ing within the setting, in verbal mode.

Specifically, for the DEEP ACTS pro-
ject against gender violence, within
the “Fragole Celesti” community that is
part of the care circuit of Fermata DAu-
tobus located in Oglianico (TO), a cycle
of 21 meetings were activated that had
as participants five women victims of
abuse and violence with both psychi-
atric and addiction problems.

These meetings took place starting
from 1 December 2020 and ended on
11 May 2021, on a weekly basis and with
a duration of 3 hours for the 10 pho-
to-art therapy meetings and 2 hours
and 30 minutes for the 11 “Open Studio”
meetings for art therapy.

Before the start of the project, a letter
of introduction was sent to all the par-
ticipants asking them to obtain photos
that had an emotional and emotion-
al value, such as self-portraits, family
photos or any photos kept throughout
their lives.

The photographs chosen did not have
to be in original format, but all be print-
ed in order to be processed during the
groups.

During the 21 groups carried out, an ob-
servational scheme was drawn up and
compiled for each participant to inves-
tigate the following areas: self-aware-
ness, relationship with the other, partic-
ipation, respect for the rules, creativity
and use of the body, in order to be able
to draw up observation statistics.

In addition, both at the end of the 10
photo-art therapy groups and after the

11 art therapy groups, a satisfaction
questionnaire was delivered to the par-
ticipants, in order to attribute a quality
index in the final phase of the research.
At the end of each group, the works
created by the participants were repro-
duced and preserved.
The Photo-Art Therapy groups were
carried out partly with the collage
technique, partly with the Projective
Photos technique.
In each group a theme was recom-
mended, which we list below:
The self-portrait
My safe place
Christmas
My Family
I would like to express my desires
from the simplest to those | know
that by working on myself | will try
to make possible
6. My collage
7. Relationships
8
9

OR N e

. Love and love
. Reflections on the body
10. Self-care.

The themes of the Open Studio group
were:

11. Colours

12. Happiness

13. Slowness

14. The woman

15. The father

16. The senses “The touch”

17. The senses “The taste”

18. The senses “The sense of smell’
19. The senses “The sight”
20.The senses “The hearing”

21. The earth and the ecosystem.

These themes have been identified to

provide a framework in which patients
could express some profound aspects
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of themselves (related to bodily, sen-
sory, relational, family aspects ...)".
From the observations made during
the groups carried out, it can be high-
lighted that although the work pro-
posed in the laboratories invited the
search for positive and vital desires, in
some circumstances the patients were
not able to express them.

On the contrary they expressed deadly
desires, linked in particular to the use
of substances, a theme that has re-
turned on some occasions leading to
some absences due to psychological
illness and somatizations.

The photo-art therapy groups, divid-
ed into photo-projective and collage,
have been highly appreciated, despite
the limitations resulting from the Coro-
navirus which allowed the participation
of only five patients.

The technique of projective photos
had a good emotional impact on the
patients who collected their work in a
notebook in which the chosen images
were printed and pasted.

The patients showed enthusiasm and
attention during this technique, which
allowed them to deepen in particular
the family and intimate issues (such as
the experiences related to the body).
A new way of living the group emerged
during the workshops, in some cases
with appreciation, in others expressing
the desire for solitude and the conse-
quent need to isolate oneself through
listening to music in headphones.
Overall, there was a greater attention
to self-care and a greater ability to look

at oneself and to be looked at with re-
spect and dignity.

The collage technique allowed the
patients to research and focus their at-
tention on personal images with par-
ticular emotional connotations.

The issues most addressed, also be-
cause of the stimuli given, were inter-
personal relationships and affections
represented by one's parents, family
and friends.

Later it was possible to work on the
problem of affective addictions and
couple relationships.

Some patients have had the ability to
do a work of introspection and aware-
ness, admitting their distorted and in-
adequate behaviours of the past, when
approaching life in a destructive way.
For some, therefore, the desire to cor-
rect the mistakes made and try to live a
present and a future with more stability,
tranquillity and pleasure has emerged.
Compared to art therapy meetings, the
techniques proposed and described
above such as mindfulness, muscle
awakening and ecotherapy have al-
lowed greater attention to one's own
body size, nature, and relationship with
others.

Some patients have said that they also
use some relaxation techniques pro-
posed outside the groups, such as in
the evening before falling asleep, to
reduce their anxiety.

Ecotherapy was much appreciated,
with the use of natural metaphori-
cal symbols (stones, walnut and snail
shells, twigs, leaves, flowers, blades
of grass and feathers), through which

7. Forinsights and a better understanding of the topics proposed in the groups, we invite you to visit the
detailed description of these meetings on the website www.deepacts.eu in the E-learning platform.
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the patients represented themes such
as traumas, protections, defensive
shields, and issues concerning regen-
eration, family, motherhood and child-
hood.

As described above, however, as re-
gards a more quantitative analysis, the
identified areas to be observed in the
observational grids and the satisfaction
questionnaires completed by the par-
ticipants respectively at the end of the
two cycles were analysed in detail.
Let's see them described below, start-
ing from the observational grids:
Self-awareness. During the conduct
of the pilot workshops it was one of
the most monitored and evaluated as-
pects. In general, it emerged that as a
result of the proposed laboratories the
patients have reached a greater aware-
ness of themselves and of their poten-
tial and limits, both within the creative
task required and for what concerns
the relationships and group dynamics
that have been created.

As for more complex issues (more in-
trinsically emotional) such as the body,
self-care, food and affective relation-
ships, it was evident that there was a
difficulty in expressing one's malaise in
words, which instead was then possi-
ble through creative work; group shar-
ing has then favoured even more the
reappropriation of positive parts of the
self, thanks to getting rid of these suf-
fering internal contents.

Relationship with the other. It emerged
that from the beginning there was a
good group atmosphere, where the pa-
tients collaborated with each other and
helped each other even during the cre-
ation of the artistic work with sugges-
tions of techniques and comparisons.
Compared to the art therapist and adult
figures in general, they have always

shown themselves to be respectful.
During the moment of the final sharing
they were all able to respect the times
and rules of communication, also ac-
cepting the opinions of others with
the exception of one of the five partici-
pants, who in fact is the one who inter-
rupted the pilot workshops abruptly. At
each group there was more and more
a greater cohesion between the partic-
ipants, coming to create in conclusion
‘a group mind".

Participation. Participation in general
was high and constant, except for a girl
who failed to have a continuous partic-
ipation by skipping several meetings in
the first two months, and then aban-
doning the project definitively in the
middle of February 2021.

Another patient, however, towards the
end of the laboratories was forced to
skip some meetings due to a flare-up
of her psychiatric pathology.

Instead, from a qualitative point of
view, a clear division emerged at the
beginning of the workshops between
those who were able to easily verbal-
ize their own experiences and those of
others and those who were in greater
difficulty.

With the progress of the meetings,
however, it was possible to create a ho-
mogenization of this aspect, thanks to
the fact that those who were most in
difficulty felt welcomed and cared for
not only by the art-therapist but also
and above all by her companions.
Respect for the rules. Excellent re-
spect for the material and structured
and unstructured moments by all par-
ticipants.

Creativity and use of the body. All the
participants were at ease in carrying
out the creative work and the material
and themes proposed each time.
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For them it was a time when they could
express themselves freely and when
they could relax and focus on what
made them feel good. With the body
and its use in space, on the other hand,
they were a little less comfortable, es-
pecially at the beginning of the cycle
of laboratories. Over time, thanks to
mindfulness and ecotherapy they have
all managed to have a greater aware-
ness, using it more freely and being
able to feel it and to stay in the sus-
pended time characteristic of the pro-
posed technique.

Finally, with respect to the satisfaction
and individual evaluation question-
naires concerning the photo-art ther-
apy meetings, it emerged that all the
participants found usefulness in ad-
dressing their internal problems, bene-
fiting from them. Positive opinions were
also expressed regarding the emotion-
al climate of the group and the work of
the art-therapist.

Finally, it emerged how the work has
allowed them to go deep into them-
selves, allowing them to grasp un-
known aspects and bring out emo-
tions within a climate perceived as
non-judgmental.

Also with regard to the pilot groups
of art therapy, a positive evaluation
emerged both for what concerns the
group and for the conduction by the
art-therapist.

The meetings were evaluated engag-
ing and “repairing”, exciting, useful to
express their emotions and to make
them “feel good".

Talking about the proposed methodol-

ogy, both techniques were appreciated
in the same way because, despite their
differences and peculiarities, they fa-
voured the expression of internal emo-
tional experiences and states®.

CONCLUSIONS

The pilot groups carried out in the pro-
ject were useful to listen, reflect and
verbalize internal parts of oneself and
even very intimate family stories. Some
women, through the work in the groups,
have become aware of the importance
of abandoning some objects of their
past related to violent and abusive situ-
ations to rebuild a new image of them-
selves.

The expressive activities allowed the
thawing of parts that before being able
to have access to the word in psycho-
therapy needed images, symbolic ac-
tions and the use of external materials
that could mediate the transit of deep
experiences and access a figuration of
psychic reality, giving the possibility of
communicating contents not accessi-
ble at the verbal level.

Through non-verbal expression, it was
possible to access the unspeakable.
The results obtained in the pilot groups
show how this methodology can be an
important resource for all those oper-
ators who in various ways, in the var-
ious associations, deal with the care
and treatment of women victims of vio-
lence, with all the problems inherent in
this user, first being able to rework the

8. For insights and a better understanding of the proposed methodology, we invite you to download on the
website www.deepacts.eu the Art Therapy section in addition to the deliverable relating to the Guidelines
(D3.3) and that relating to the Curriculum (D3.4) also the Report on the Pilot Course (D3.5).
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deep trauma that the relationship with
the abuser has caused. The long tradi-
tion with respect to this methodology
allows our association to propose it-
self as a reference for those who want
to use this practice in their own context.
Within the site www.deepacts.eu with-
in the section dedicated to art therapy
it is possible to download the theoreti-
cal and practical insights expressed in a
synthetic way within this writing, in order
to have a trace to follow for those who
want to take a new path in approaching
and understanding the traumatic reality
present in victims of violence.

The intense work developed by DEEP
ACTS is an extraordinary macroscopic
and microscopic research to scour the
most complex paths that remain root-
ed within a wounded female structure;
the collaboration and the rich compari-
son with the colleagues of the other as-
sociations involved in the project has
also allowed to expand and enrich the
topics covered, condensing the poet-
ic parts with the theatrical, artistic and
bodily ones.

The aim is not only to “cure” and to pay
attention to the claim to cure, but also
to take care, in addition to patients, also
of the operators who take care of them.
This is one of the fundamentals of the
project: to use therapeutic tools useful
to patients, which can become extraor-
dinary work tools also for operators, so
that the perverse process called pro-
jective identification is hindered by re-
ducing the risks inherent in the per-
verse symbiotic dynamics related to the
abuse that traumatized patients put into

playin the relationship, often uncon-
sciously. But as we have seen from the
historical introduction, as well as in the
treatment of women victims of violence,
art therapy can be useful in the most
varied fields of intervention; with psy-
chiatric patients, with the handicapped,
both physically and psychically, in the
educational field until, following the
teachings of Anne Denner, psycho-ur-
ban relapses.

All the theory expressed in these pag-
es can be used in many other sectors:
collage, clay, open study, paint, symbol-
ic group interaction, interactive-analyti-
cal group.. all these techniques can be
applied in communities, banks, compa-
nies, in any human context, as they have
the effect of safeguarding the activity of
thought because they channel in motor
skills, perception and sensoriality, a pain-
ful psychic tension, which would other-
wise end up overloading the reflective
capacity and the habitual thinking.

For example, this practice, in situations
of great collective hardship such as in
refugee camps, becomes an instru-
ment of sharing that brings together
and unites the population, allows shar-
ing large and small, creating geome-
tries suppressed by their vanished ge-
ographies.

The swaying lines of Munch's paintings
refer to an attempt to channel an un-
manageable passionate and desperate
anguish, in an attempt, as well theorized
by Claude Smadja, to use self-warming
methods; an attempt, a bit like the sem-
icircles of Anne Denner's graphology, to
offer a way of outflow to internal excite-

9. Claude Smadja, “The psychosomatic way and Psychoanalysis', 2010, Franco Angeli
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ment characterized by anguish.

Let's not forget the Covid period and the
situation in which we find ourselves; the
post-trauma in which often the word
fails to exhume the intensity of the pain
linked to loneliness, to the impossibili-
ty of touching and consequently of us-
ing the bodies that are deeply torment-
ed and mortified. In this case, clay and
playdough, are substances that can re-
place living matter and, despite their not
being alive, when forged by the hands
of creatures who have experienced ab-
sence, become living, lively and often
even ironic.

Then there is all of that aspect related to
looking at oneself, to living the eyes as a
projection of the other.

All that remained to the eye was, at the
time of the lockdowns, the possibili-
ty of existing; therefore, even creativity
through video, the so-called mirror neu-
ron, during the virus becomes an appli-
cation of art therapy in time of Covid-19.
In a historical moment in which great
tensions between states are once again
emerging, both in Europe and in the rest
of the world, it is essential to continue
to invest in projects such as DEEP ACTS,
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ARTAS A TOOL FOR
AWARENESS RAISING AND CARE

Raffaella Bortino, Egle Demaria, Tea Taramino

In 2015, about two years after starting
the experiment of the Community for
abused women “Celestial Strawberries",
we felt the desire to share technically
and theoretically some dynamics that
were being created: the structure was
born to protect these women from diffi-
culties related to their sexual modalities
that prevented the therapeutic path and
that created relapses with the compan-
ions of the adjacent mixed community.

We went to Venice to ask Prof. Salomon
Resnik, an Argentine psychiatrist and
psychoanalyst, for advice.

The professor received us amiably in his
studio where we explained our history,
how we had come up with this idea and
the criticality of the fact that the struc-
ture of Fragole Celesti was architectur-
ally located in a beautiful garden com-
municating with another, but mainly
male, community.

Our intention of the consultation was to
better understand how to protect and
help these women and thus prevent
them from having sexual relations with
male patients, alternatively encour-
aging their participation in expressive
activities (workshops, speech groups,
psychotherapy sessions) with which to

keep busy during the day. The profes-
sor listened to us for a long time then
told us about theatre, paediatrician and
psychoanalyst Donald Winnicott, and
psychoanalyst Anna Freud, experts he
had followed for a long time but with-
out ever elaborating himself on the re-
quired topic.

He then told us to read an illuminating
text by art historian Erwin Panofsky on
Galileo critic of the arts*. ‘| bought the
book immediately, even though | had
come out a little unhappy, because
the professor had not given us indica-
tions and suggestions for our problems.
I read the book very carefully.>"

We deepened how the great physicist
and astronomer Galileo Galilei was also
an artist because his interests had ma-
tured in a humanistic rather than sci-
entific environment; he was also an ex-
cellent draftsman who preferred and
understood with “perfect taste” all the
arts derived from drawing.

He became close friends with the paint-
er Ludovico Cigoli who remained faith-
ful to him throughout his life, especially
in the difficult years following the publi-
cation of “Sidereus Nuncius".

In 1610 Cigoli made independent and
accurate observations of sunspots to

1. Erwin Panofsky, a cura di Maria Cecilia Mazzi, Galileo critico delle arti (1954), 2008, Abscondita, Milano

2. Raffaella Bortino personally
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prove that the spots were not the whims
of a telescope, nor a disturbance of the
local atmosphere.

In his very late work, “The Assumption
of the Virgin", frescoed on the dome of
the Paolina Chapel in Santa Maria Mag-
giore, the painter paid tribute to his
friend the great scientist by represent-
ing the Moon under the feet of the Vir-
gin exactly as it had turned out to Gal-
ileo's telescope - this to prove that the
celestial bodies do not differ essentially
from the Our Land.

Ludovico Cigoli, Lassunzione della Vergine, Cap-
pella Paolina in Santa Maria Maggiore

“When, after a few days, tormented, |
called the Professor saying that | had
read the book carefully and all in one
go but that | could not understand what
it had to do with the question | had
asked him, he quoted to me what | have
just described about the Virgin. He ex-
plained to me that there in that image,
there are all the things we want to do

with women and that is to try to make
them live in another planet and may-
be make them virgins, since the planets
are all more or less the same and what
matters is the creative capacity.

He told us that first it is necessary to
work with art, music, theatre, the body,
and to be able to speak with the word
will come only later.

| believe that this illuminating exam-
ple has been very useful with respect
to the understanding that beauty is
ethical, necessary and fundamental
in every type of life, especially when
it comes to psychic suffering, tortured
bodies, minds devoured by obsession
with abandonment, the loss of all the
senses that man possesses.

The last thing he said was: “leave them
alone, make them vibrate through the
activities they produce, sublimative pro-
Jections of their self".

That is why it is now established - also
from recent university scientific stud-
ies - that the search for beauty through
creativity is a fundamental part of the
complex therapeutic work for the re-
conquest of health.

The artistic production that is carried
out in our laboratories does not give it-
self another purpose, itis simply the ac-
tivity that allows us to establish a new
relationship with the world.

The meeting of pictorial expression
and the movement of the body leave
a trace on the sheet and on gestures,
thanks to muscle decontraction, the
choice of posture, head, arms, and ki-
naesthetic coordination that can de-
crease suffering.

The works created are projective; ar-
tistic expression is a language through
which the present that conceals, tries
to reveal something. For some patients
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who have nothing, neither personal life
nor a home, paintings are often all they
own. The search for beauty gives art
therapy or other creative techniques a
cathartic function.

The possibility of having a space where
the artworks are valued, perhaps even
sold, gives a possibility of a not indiffer-
ent increase in self-esteem.

In that context Prof. Resnik empha-
sized the undoubtable importance of
the law and the rules that are authen-
tically chosen and adopted by each
institution. This is because it is neces-
sary to delineate the terrain in which
one finds oneself working, so that it is
possible to clarify on what the daily life
and life of an institution is based. At the
same time, he told us that psychoanal-
ysis consists in all respects of an artistic
work and that personal qualities of the
analyst such as intuition and honesty
are fundamental.

It is still essential to explore and deep-
en the phenomenon of the personifica-
tion of the law in a superegoic function.
On the other hand, he was convinced
that there are other personifications of
the Super ego which are not defined
exclusively as despotic and critical, but
which can take on the characteristics of
a father or mother that they encourage.
In support of this thesis there is all the
research work carried out by the psy-
choanalyst Melanie Klein, which au-
thorizes us to speak today of paternal
and maternal superegoic functions.
It is implicit that the superegoic func-

tion acts in various ways in normal life
and also in psychosocial pathology, in
its typical manifestations of this time in
history, a phenomenon that is inevita-
bly the object of the intervention put in
place by the therapeutic communities.

As an “archaeologist of the mind" Prof.
Resnik was convinced that analytical
work in different fields, such as individ-
ual, group and institutional ones, imply
a psychoanalytic look applied to the
concepts of Chaos and Cosmos. That is,
to all the creative forces and drives that
constantly change into disorder and or-
der and vice versa.

The field of psychoanalytic investiga-
tion consists of a complex confronta-
tion between living beings in a particu-
lar context that we call setting. Some of
our psychotic patients are quite disor-
ganized and live in a kind of confusional
state and in a chaotic condition.

Plato in his Timaeus suggests that all
human matter and reality require a con-
tainer and a “body"..

The contribution that Francis Macdon-
ald Cornford, historian of philosophy,
makes to the understanding of the Ti-
maeus explains how Kora means room
but also cradle, and that according to
Plato it also had the meaning of the one
who cares. The primordial container
therefore corresponds to the idea of a
vessel that has the function of maternal
containment, but the form of an object
or a living being, its structural order, so
we must name it paternal.

In some people art is also an important

3. The summary report of the Health Evidence Network Evidence Network - HEN) on art and health, pre-
sented on November 11, 2019, reviewed the world's academic literature, both in English and Russian, on this
topic. The literature includes over 900 publications, which include 200 reviews covering in turn more than
3000 further studies. As such, the report represents the most comprehensive review of art and health ev-

idence to date.

The Italian translation is available on the CWC blog www.culturalwelfarecenterwordpress.com,
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mode of survival, of self-care, both as
an individual search for balance and
anxiety management and as a privi-
leged vehicle of expression.

In fact, within the spaces structured by
artistic activities, there are people who
- regardless of the proposals of the
communities - develop original ways of
expressing ideas, emotions, obsessions
or desires giving them a relevant aes-
thetic form that makes them acquire
the added value of work.

For uniqueness some of them can be
compared, in a certain way, to the most
independent and irreducible produc-
tions of Outsider Art.

The effectiveness of the art used in
personal care is recently confirmed by
the results of over 3000 studies (from
World Health Organization reports?),

which have highlighted the decisive
role of the arts with regard to the pre-
vention of diseases, health promotion
and the treatment and management of
diseases that occur during life.

The beneficial impact of art can be pro-
moted through its recognition and the
promotion of artistic engagement at
the individual and social level. This can
help address some complex challeng-
es for which there are no solutions in
current healthcare.

All of the above makes it clear why
Outsider Art (Festival, Exhibition, Virtu-
al Gallery ..) was chosen, together with
Theatre and audiovisuals, as one of the
pillars of the work of awareness pur-
sued towards societies and systems by
the DEEP ACTS project.
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MAQUINA DE ENCARNAR, THE SHOW:
HISTORY AND CONTENT

Marco Antonio Caronho Ferreira, Vera Alexandra Gomes Pereira,
Sérgio Manuel Pereira Novo

CONTEXTUALIZATION

Having originated in the Greek word
theatron, whose meaning was ‘the
place from which one sees”, for Aristot-
le the theatre allowed to see beyond
speech, to perceive ..; it had the par-
ticularity of teaching people to reach
what was behind things, to see beyond
the surface, to relate the signifier with
the meaning.

Moreover, in a very particular way, in
a dimension of communication be-
tween actor and public and vice ver-
sa in a sort of dialogue that is creat-
ed, it works as an intuitive process on
the perception of the reality that sur-
rounds us, intervening in the relation-
ship between man and society and in
the means that surround him, both in
the emotional and cognitive, motor
and social aspects.

The function of theatre is to show so-
cial and moral behaviours through the
learning of values and the interperson-
al and intrapersonal relationship with
the human being. It has the function
of alerting, sensitizing, training, criti-
cizing.

It is in this context that "Maquina de
Encarnar’, a theatrical and performa-
tive performance, appears in the con-
text of "DEEP ACTS" It emerges as a
way of using performance art, in this
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case theatre, as a warning cry. It is like
a ‘punch in the stomach’, a form of
awareness of a social problem strong-
ly rooted in today's society: gender vi-
olence.

‘Maquina de Encarnar” also serves as
a dissemination vehicle for the project.

THE CREATIVE PROCESS

This creation began in a first phase, on-
line, with the definition of the work team
and with the communication of the en-
tire DEEP ACTS project.

We started with the search for concepts
and debate on ideas regarding the
“themes” of gender violence. For each
idea that gradually emerged we tried
to identify the artistic potential, some-
thing that could be staged, in the body,
in the music, supported by references
to artists and concepts of art as a tool of
transgression and intervention against
violence.

Discussion meetings were also held
with the other project partners about
what they wanted to see on the scene,
so that our creative process and the fi-
nal result of creation would satisfy the
work they were doing and be a reflec-
tion of the goals of DEEP ACTS.

In a second phase of the process, more

P doares

1& conum 'gg) o

Poster of the show "Maquina de Encarnar”

Encenacao
MARCO FERREIRA

Awareness raising | 75



creative and already face to face, we
drew on all the research carried out
and, through improvisations, we began
to put all the elements and concepts in
the scenic space.

From this, new ideas emerged and new
theoretical and practical research took
place.

We have been inspired by the field-
work of national and international net-
works, the campaigns of associations
and organizations against violence, in-
ternational feminist movements such as
Guerrilla Girls, Pussy Riot, Colectivo Las
Tesis, #8M, and various others...

e were inspired by artists whose work
and life were also dedicated to alert-
ing, provoking feelings, discovering in
the beauty of art a new form of strug-

gle. In music, for example, the Riot Grrrl
movement, the Pussy Riot, but also, on
the opposite side, the sexist contents of
romantic and popular songs.

In a last phase of this intense process,
we collected all these ideas gradual-
ly identified by concretizing them in
scenes that we have lived and breathed,
day after day, composing and testing
this theatrical performance collabora-
tively; like a rock concert, a continuous
metaphor within various metaphors, in a
joint breath with the viewer.

A continuous “machine’, society, pulsat-
ing, vibrating, in the flesh, in us, red as
the blood flowing in our veins, red (in
Portuguese: “encarnado”), which feeds
us constantly and daily; who “embod-
ies" and reincarnates.. life.
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Synopsis

Dear spectator, the show will begin in a few moments.

We hope that you are seated comfortably and that the catharsis that follows is to
your liking. In theatre, as in life, we are potential spectators of untold stories. Sitting
on numbered chairs we watch what happens to others.

We live hungry for good stories, to be surprised by tragedies, comedies, with some-
one shouting of desire or suffering enough to keep us in our chair. We are willing to
believe that sitting comfortably and watching is the great privilege of being specta-
tors. It is the theatrical act in all its splendour!

MAQUINA DE ENCARNAR is a single-act performative show that explores the par-
adox and violence of relationships between human beings. It is a MACHINE that
wants to transform a passive theatrical act into an artistic manifestation of vigilance
and alarm! A struggle in a closed space, dishonest, where the victims are already
chosen.

We take charge of this artistic proposal aware that the theatre must play an active
role in the fight against violence, whatever it may be. We claim to add your sensitive
gaze and your amplified voice to this struggle. We think that it is possible through
theatre and art to create new forms of reflection, of action, alternatives to patriarchal
discourses.

Art must embody new possibilities of gender representation, which act as resist-
ance and empowerment, which allow all people to build a new story. Theirs!

Four actors and two musicians take one side of the story. On the other side, rows of
numbered chairs await the spectators, for a theatrical act that makes them vibrate.
The MAQUINA DE ENCARNAR is ready, but the deepest acts of action and resist-
ance begin when the show ends.

Happy viewing.
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Technical and artistic sheet

Production: ASTA

Director: Marco Antonio Caronho Ferreira

Assistant Director: Adriana Pais

Stage support: Marta Marques

Texts: collective

Actors: Carmo Teixeira, Edmilson Gomes, Marina Schneider, Sérgio Manuel Pereira Novo

Musicians: Renato Goncalves e Telmo Moura

Musical composition: Ritmo Estudio

Lights: Marco Ferreira

Technical intervention: Bruno Esteves

Technical assistance: Joao Cantador

Costumes: Inés Santos

Graphics: Joana Mundana

Executive Production and Communication: Rui Pires

Production and Communication Assistant: Helena Ribeiro

Age classification: M/16

Duration: 70m
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DEEP AGTS THE DOCUFILM

Andrea Anconetani

INTRODUCTION

The docufilm DEEP ACTS was con-
ceived at the design level as an impor-
tant dissemination tool that could allow
the reach to a wide audience of viewers
through, above all, the diffusion on the
network. It is therefore not a product in-
tended for the cinema (if not in a com-
pletely accidental way) but has been
created so that it can be disseminated
through the most common online dis-
tribution channels, hence the choice to
shoot with digital formats that best lend
themselves to this purpose.

The docufilm has the task of showing
the process of the project without en-
tering directly into the methodological
discourse but instead describing par-
ticular moments, the type of research
carried out and the difficulties encoun-
tered during its development.

The choice of the docufilm as a dissem-
ination tool was made in the considera-
tion that the vast public now possesses
a great familiarity with the use of audio-
visual content due to the now almost
total absorption of the language of im-
ages that allows them to act effectively
at a popular level.

On the other hand, the audiovisual in-
strument does not lend itself to becom-
ing a vehicle for information that is too
complete, scientific and specific.
Through the docufilm the public will
be able to get to know the protago-
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nists of the project, hear their voices,
have a cross-section of their work and
the activities they have implement-
ed in its context but also have aware-
ness of their history, of the passion that
moves them. It is therefore a privileged
glimpse that will provide further con-
sistency to the scientific documentation
produced in the context of the design
activities allowing a direct human ap-
proach and a communication with an
emotional channel, of an otherwise im-
possible warmth.

THE FORM

The docufilm was made by choosing
a peculiar mode of expression linked
to the story, a choice that was realised
through the collection and interpolation
during the assembly phase of narratives
made by the direct protagonists of the
project. Those who materially direct-
ed it as managers, who conceived the
methodologies, who worked in the pilot
courses and in the realization of the ac-
tivities, were the direct protagonists of
the activities as end users.

The narrative thread was then woven in
through the comparison with the narra-
tives of the protagonists by ordering a
sort of remote dialogue, in order to re-
connect the various souls of the pro-
ject and to create a harmonious synthe-
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sis. This dialogue ultimately allows the
spirit of the project to come out, shining
through the stories, descriptions, looks
of the protagonists and communicat-
ing it directly to the viewers who will be
able to see ‘beyond” the purely meth-
odological and scientific aspect that
constitutes the main product of the en-
tire activity.

Behind the words are also the places
that hosted the research, the structures,
the factual realities that can be tested
through images.

THE REALISATION

The film was made with the use of ex-
tremely light sets in various shooting
sessions carried out on location in Italy
and abroad.

The filming in Italy concerned the ac-
tivity carried out within the project in
the structures of the lead institution
Fermata d'Autobus, in Oglianico, in the
Canavese area and in Moncalieri (Turin)

also with interviews (appropriately mis-
represented) of some users of the ser-
vices who have experimented with the
methodology developed in DEEP ACTS
which includes the use of art-therapeu-
tic tools.

Other filming was carried out in Bologna
and Turin as part of the 2020 and 2021
editions of the Outsiders Arts Festival.
The filming in Spain, on the other hand,
was carried out in Seville and con-
cerned the activity conducted in the
psychotherapeutic field by the partner
Rumbos. This activity is particularly fo-
cused on the management of emotions
by women, also making use of methods
that see the involvement of the body
such as Biodanza.

The original music of the film was com-
missioned to maestro Davide Euse-
bi who wrote and recorded it using for
the most part percussive and melodic
acoustic instruments (such as the vibra-
phone) and synthetic electronic instru-
ments.

The final editing was performed at the
video studio of Nuovi Linguaggi.




Egle De Maria e Raffaella Bortino

Giulia, Paola, Stefania, Maura, Cristina,
Viviana, Laura, Enrica, Daniela, Graziel-
la.. These are just some of the names of
the many women we met and shared a
piece of our work with. We have tried to
give them a voice.

Since 1983, the year in which the com-
munity for drug addicts “Porto” was
born, thanks to the courage and expe-
rience of Raffaella and a group of pro-
fessionals; then since 1998, the year of
opening of the structure for double di-
agnosis "Fermata d'Autobus”; and since
2013 the first year of life of “Fragole Ce-
lesti” (@ unique community of its kind in
ltaly for women victims of abuse and
mistreatment with personality disorders
and addiction), there has been a contin-
uous search for tools that would help
patients to delve into the labyrinths of
their psychic suffering and to find the
words for an elaboration in spaces ded-
icated to this.

Creativity and the contexts where it can
be expressed, this was the direct way.
As Professor Claude Olievestein, our su-
pervisor for many years, has taught us,
‘saying the unspeakable” is the main
task of art, faithful in this to the founding
paradox of language which is to find the
word for the thing.

But to say the unspoken means to
find the word for the word, the audible
speech from what must be silenced,
that intimate soliloquy that everyone
experiences every day, and thanks to
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which one endures the compromises
with existence that alone allow one to
live.

An unknown world that extends its do-
minion between the removed and the
manifest.

The unsaid is what is unconscious, and,
at the same time, what cannot be said,
the removed.

It is by its nature ambiguous, elusive,
unspeakable.

It escapes the determinations of sci-
ence, it hides itself from the reading of
the psychoanalyst.

It is unspeakable and at the same time
fundamental, an inner core that acts in
all aspects of life and unfolds in our indi-
vidual and collective behaviours.

There is a world of emotions, of unspo-
ken ones that as therapists we have the
duty to try to access to give our patients
the opportunity to gain awareness and
find ways of relationships with them-
selves and others that are less destruc-
tive than those learned.

Clinical experience and daily work have
meant that Fermata d'Autobus has al-
ways believed in the therapeutic value
of creativity and laboratory activities.

In particular, the women of ‘Fragole
Celesti" have managed, thanks to art
therapy, to represent their pain, to give
shape to their primary trauma, to the
abuse they have suffered and to verbal-
ize it.

Painful experiences, inner dramas and

social hardships have been able to be
conveyed to the outside world through
the creation of true works of contempo-
rary art.

As for the Spanish cooperative Rumbos,
DEEP ACTS has given the opportunity
to “Fermata d'Autobus” to give back on
the European level the experience and
skills gained and to update the knowl-
edge of its operators by participating in
training activities abroad.

The meeting / comparison with Rum-
bos has favoured the identification of
methodologies and tools for profes-

sionals aimed at facilitating therapeutic
intervention.

To complete this integration, aware-
ness-raising strategies were born: Out-
sider art, Theatre and Audio-visuals.
We can conclude that the interactions
between the organizations involved
have given rise to a complete high-lev-
el methodological proposal that will un-
doubtedly help people who will rely on
them for a period of care.

We wish you the best.
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'I' “AN Ks = Cooperativa Sociale Esserci, Turin
= Cooperativa Sociale PG. Frassati, Turin
= Social Cooperative Il Sogno di una cosa, Collegno
= Disability Film Festival, Volonwrite Association, Turin
= DRIM - Contemporary Art Ground, Turin
= Fitzcarraldo Foundation, Turin
= Fondazione Dario Fo and Franca Rame, Gubbio
= Fondazione Medicina a Misura di Donna Onlus, Turin
= Gliacrobati Gallery, Turin
= Galleria Maroncelli 12, Milan

Firstly, we thank all the residents and operators of Fermata d’Autobus, without » |AAP- International Association for Art and Psychology, Piedmont Section, Turin
whom all this would not have been possible. = Social enterprise Coabitare - Housing Giulia, Turin
= La Nuova Tinaia Onlus, Florence
ITALY = LAO - Laboratorio pro Artisti Outsider, Verona
= Albertina Academy of Fine Arts, Turin = MACC - Museum of Contemporary Art, Caltagirone
= Brera Academy of Fine Arts, Milan = MUFANT - Museolab del Fantastico e della Fantascienza, Turin
=  ANMC - Associazione Nazionale Museo del Cinema, Turin =  Opera Barolo, Turin
= Artenne Cultural Association, Turin = Outsider Art Observatory, Palermo
= Cultural Association Diblu Arte aps, Melegnano = Piedmont Region
=  Forme in Bilico Association, Turin = University Museum System of the University of Turin
= Association Fuori Serie, Piacenza = SOS SMA 2, Florence
= Associazione Inclusione Graffio e Parola, Volterra = Local Health Unit Tuscany Center, Florence
= Association LAlfiere in Campoverde, Turin = Local Health Unit Umbria 1, Perugia
= Association Lapsus Different Creativity, Senigallia
» Azienda Sanitaria Locale Citta di Torino, Turin SPAIN
= Local Health Authority TO3, Collegno and Pinerolo = Ayuntamiento de Espartinas
» |ocal Health Authority TO4 Cirie, Chivasso, Ivrea = Ayuntamiento de San Juan de Aznalfarache
» | ocal Health Authority TO5, Chieri, Carmagnola, Moncalieri and Nichelino = Ayuntamiento de Mairena del Aljarafe
= Local Health Unit Authority, Bologna = Asociacion Claver SJM. Seville
= Local Health Unit Authority, Piacenza
=  Camel Blue, Livorno PORTUGAL
= Casa dellArt Brut di Casteggio, Pavia .

Camara Municipal da Covilha
= |nstituto Portugués do Desporto e Juventude, Lisbon
= Torfal, Belmonte

= CCW - Cultural Welfare Center, Turin
= City of Turin - Cultural Activities Area - Youth and Equal Opportunities Area -

GXT Giovani per Torino - Social Policies Area, Disability Service - Centro Arte = Unidos Futebol Clube do Tortosendo
Singolare e Plurale InGenio, Turin
= Azara Family Collection, Milan GERMANY

= Silvana Crescini Collection, Goito

=  Committee of women against gender-based violence - If not now when?, Turin
Section

*  Municipality of Favria :

»  Town of Moncalieri

= CSAPSA2 Cooperative, Bologna

= Social Cooperative Giuliano Accomazzi, Turin

= Coopeerativa Sociale Chronos, Rivoli

=  The Elmar R. Gruber Collection of Mediumistic Art, MUnchen

Thanks to Sara Conforti
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