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TOWARDS A POOR DRAMA THERAPY
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- MILLER JAMES, BFA AND GRETA SCHNEE, MA RDT* T

_ “,VJ'e'r'zy Grotowski’s proposal for'a “Poor Theatre®”

Grotowski, 1968; Richards, 1995) serves-as an apt-

metaphor for a model of drama therapy that relies on
the unobstructed encounter -between therapist and cli-
ent in the therapeutic playspace. This ‘paper will elu-

cidate Grotowski’s influence on the theatrical basis of
our approach to drama- therapy, known as Develop-

mental Transformations' (Dintino & Johnson, 1996;
Forrester & Johnson, 1996; James & Johnson, 1996,
in press; Johnson, 1982, 1984, 1986, 1991, 1992;
Schinee; 1996). F .

The theoretical basis of Developmental Transfor-
mations has been informed in a progressive fashion by
the psychoanalytic object relations theories of Jacob-
son (1964) and Mahler (Mahler, Pine & ‘Bergman,
1975), developmental theories of Piaget (1951) and
Wemer (Werner & Kaplan, 1963), the existential phi-

losophy of Sartre (1943) and Derrida’s (1978) phi-

losophy of deconstruction.* The application of these
psychological and philosophical.theories has perthaps

obscured the-theatrical foundations of Developmental -

Transformations. From: its beginnings, the approach

was based-on the theatrical ideas “of Grotowski, in
what Fink (1990) has characterized as a physio- -

affective approach to emotion.: °
_ - Grotowski’s Vision -
Deﬁﬁition of Theatre »

- ‘Grotowski (1968) asked; ““What is the ‘essence of
theatre?’” He found that by removing the sets, cos-

- L N e
tiumes, makeup, ‘masks, lighting, stylized actions, and
even text, theatre still remained in' the form. of the’
encounter between the actor and the spectator. “We

.can thus define the theatre as ‘what takes place be-.

tween spectator and actor.’ Aﬂthe other things are
supplementary . . . in the ascetic theatre all the visual -
elements are constructed by means of the actor’s

‘body, the acoustic and musical effects by his voice’”-

(pp- 32-33). To achieve this pure theatre, Grotowski
(1968) proposed a process he termed the via negativa,
in which both actor and director work to eliminate
obstructions ‘to the pure encounter of the actor with'
the spectator, rather than the usual theatrical training -

~ practice of gradually accumulating skills. The actor

must let go of stereotyped ‘societal masks, working
diréctly with his or her body to remove any psycho-
logical and physiological blocks to authentic expres-
sion. ““We fight then to discover thé truth about our-
selves: to tear away the masks behind which we hide.
daily. We see theatre as a place of provocation . ..
Theatre only has a mieaning if it allows us to transcend

our stereotyped vision, our converitional feelings and’

‘customs, so that we may experience what is real ...

(pp. 256-257). Grotowski, borrowing from Artaud’s

(1958) earlier vision of the actor as a heroic, sacrifi-
cial figure, called fot the fioly actor, who lets go of his
or her self in the service of the artistic process of .
creation. Actors become holy when they “‘transgress’’ .
the bounds of normal social intercourse, reaching far ~
beyond what the audiencé is aware of in order to
confront them with life’s essences. In this way, the,

*The authors are members of the New Haven Drama Therapy ;Institute, New Haven, CT.

'Also known as the Developmental Method.

zTechnicgl aspects of the method have also been influenced by Viola Spolin, Sanford Meisner, Carl Rogers and dance therapists Marian Cliace
and Mary Whitehouse, among others {(Johnson, 1993; James & Johnson, 1996). .
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actor is required to participate in an ascetic discipline
of great physical and psychological demand. Only
through such discipline can the revelations of truth
emerge through the actor.

Grotowski’s (1968) definition of theatre also
places the audience in a heightened role, for they miust
be actively engaged in the actor’s Jjourney for an en-
counter to occur. ““We are concerned with the spec-
~ tator who has genuine spiritual needs and who really
wishes through confrontation with the performance to
analyze himself. ... who is willing to undergo an
endless process of self-development’” (p. 40). The
centrality of encounter places much greater attention
on the relationship between actor and spectator: ‘It is
therefore necessary to abolish the distance between
actor and audience by eliminating the stage, removing
all frontiers. Let the most drastic scenes happen face
to face with the spectator so that he is within arin’s
- reach of the actor, can feel his breathing and smell the
perspiration’ (pp. 41-42). , :

ﬂze Aim of Theatre

i Grotowski (1968) redefined the pdtentialities of

theatre for his generation, grasping the psychological
. dimensions of theatre in a startling way. He thought
theatre can *‘provide an opportunity for what could be

called integration: the discarding of masks, the reveal-

ing of the real substance: a totality of physical and

mental reactions. . . . The actors’ act—discarding half

measures,“revealing_,_ opening up, emerging from him-
self as opposed to closing up—is: an invitation to the

spectator. This act could be compared to an act of the

most deeply rooted geniiine love between two human

beings. ... This act we call a total act” (pp. 255-

256). Grotowski thought of theatre as a psychological

cleansing and therefore very much like psycho-
therapy. His perspective was consistent with the “‘en-
‘counter’’ movement in psychotherapy during the
same' period and humanistic  methods in general,
though he always remained within the theatrical para-
“digm. Though his work later evolved through Parathe-
atre, Theatre of Sources, and finally Art as Vehicle
(Richards, 1995), in which he stretched the bound-
aries of theatre even further, his vision continued to be
psychological, his method physical. In Art as Vehicle,
for example, in which formal presentation was abar.
doned, the encounter between spectator and actor was

now located within the doer; the total act now became’

the Main Action; the goal still revelation of spirit.

The Role of the Body

Grotowski (1968) valued the role of the body in
this process of revelation: ““We propose to the actor
that he should transform himself before the specta-
tor’s eyes using only his inner impulses, his body, .
when we state that the magic of theatre consists in this
transformation as it comes to birth’’ (p. 119). His

-Aactors_spent..much. time..on._physical _exercises.

Grotowski appeared to be reacting to the loss of faith
in modern society and, like Artaud, felt the only way - .
to reach for solid ground was through radical and ,
cextreme measures. The body in particular, given its

immutable presence, seemed to be a reliable path. Yet
Grotowski’s (1968) notion of the body remained as-

cetic, even platonic: truth does not .arise’ from: the' .
body, only through it. The body was a vehicle that.-
needed to.be clearised: ““The actor who undertakes an:
act of self-penetration, who reveals himself and sac-
rifices the innermost part-of himself—must be able: to-
manifest the least impulse. He must be able to express
through sound and movement those impulses which
waver on the borderline between dream-and reality-
- . The body must be freed from all resistance.- It .
must virtually cease to exist™ (pp. 35-36). Therefore
the body is a vehicle for revelation of spirit, not grati--
fication of desire; the actor works to negate his or her .-
body, not to indulge it. The body is always the servant -
to the pure expression of the human spirit. o

Vfgw of the Self

Grotowski’s (1968) model of the human self wasa. .
two-fold structute: a false: self constructed of social
convention and compliance, covering a deeply hidden-. -
true self, which is accessible only through a painful ..
self-exploration. He speaks often of truth, genuine- -
ness, sincerity and teality that lie behind or below the:
masks, appearances and unreality of conventional life.
This inner self is whole: ““The etymological meaning
of “individuality’ is ‘indivisibility’ which means com- .
plete existence in something: individuality is the very
opposite of half-heartedness’’ (p. 261). This unitary
ground of experience can be reached only through a -
process of exploration: ‘“We feel that an actor reaches
the essence of his vocation whenever he commits an
act of sincerity, when he unveils himself, opens and
gives himself in an extreme, solemn gesture ..."” _
(1968, p. 124). The true inner self needs to be re-
vealed in order for authentic encounter, and therefore |
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absolutely sincere™ ( 1968, p- 210).

~ Grotowski’s frequent use of words such as sacred,
solemn and sincere vdcc'nip.hasizes, the ironical, satiri-
cal, contradictory aspects of the self. Even when
Gro”tdw}vskj' indiCat¢d'his awareness of the .dynamic,
undefinable or contradictory nature of the here-and-
'hqw"'éncbu_ntet,' he framed it within the modernist

theatre, to occur. “The actor must be prepared to be

paradigm of his times that portrayed society as stifling -

'b_en:fouﬁdg’Af(:kr',lq‘{Vl’édg'ing the vtréméndvou:s.ﬂu.x in
" modermn sociéty,’ he still reached for truth: ““Even with

the loss of ‘a ‘common sky of belief and the loss of

impregnable botndaries, the perceptivity. of the hu-

man organization remains. _The violation of the living -
) or‘ga'nism Teturns us toa concrete mythical. situation,

an experience of common human truth’’ (1968, p. 23).
Thougha deconstruction; | analysis of Grotowski's
thought ‘might begin here, with the apparent contra-
diction in his proposal for a ‘‘concrete’’ yet “mythi-

cal’” situation, for Grotowski the ac,t'ogf:s_ imaginative .

structure and focus, even though he sought these

through the bodily gestures of the actor, not- the text.
““One cannot work on ‘oneself (to use the. term of
Stanislavski) if one is not inside something which is
structured and ‘can be repeated, which has a _begin-

ning, @ middle and an end, somehing in which oy

eleméent has jts logical, place, technically necessary. ,
' of View of that.

Al this is deiérmined from the pojit

structure is missing, all dissolves”’ (p. 130). Later
Grotowski prescribed prolo
“‘mantta songs’’ t‘O_:pI‘OVidé structure for the Action.
Verticality was Grotowski’s -concept for the actor’s
movement downward into “the depths. By using the

“‘plumbline,” ‘the actor can keep trie to his or her.

descent and ‘thereby reveal the heavens. Grotowski

contrasted the vertical path with the horizontal: the

impulsive, easily distracted enthusiasm of a first time

Improvisation, always moving ““to the side; to the

side.”” What he sought to avoid was dilettantism: ““So

we work on our opus: the Action. The work takes at
least eight hours a day (often much more), six days a

ged repetitions of ancient -

week, and lasts for years'in a systematic way: it jp-
cludes the songs, the score of reactions, archajc mod-

‘thing concrete, 2 structure comparable to that of a

performance’’ (1995, p..130).

. Grotowski’s stark yet powerful vision of the the-

atrical moment has inspired many theatre artists, who.

.._.h’ave._deyﬁ[opad_his_.methods;.m,;diuerse.aways.' -For -

those of us in training during those times, Grotowski’s

work shone a bright light on the path from theatre to -

therapy, which we have been traversing ever since.
- From-a Poor Theaire to a Poor Drama Theiapy

Thoughparallels between theatre and therapy have:
been widely noted’ (Cole, 1975; -Courtney, 1968;-

- Grainger, .1990; Johnsen, 1989; Landy, 1993:

Moreno, 1945), detailed, specific comparison raises
many difficulties due to differences in goals, structure -
and social context. For example, how .do the roles of:
playwright, director,. actor and audience map onto the
roles of therapist and client? In Grotowski’s terms, -
who in the therapy session is the Spectator and -who is’
the actor? Perhaps the client is the actor in training:
with the therapist_(d_irector), preparing for the perfor-

or work. A drama therapy based on this view might
utilize structured physical exercises or hi ghly specific
scene work. On the other hand, perhaps the psycho- -

- therapy session. is comparable to-a performarnce ™in’

client (actor). In such cases, drama therapy may rely -
on silent ‘Witnessing or . self-revelatory performance <
(Emunah, 1994, Pp- 289-294).. Yet even another pos--

sibility, '¢xists, implied by Grotowski’s notion:that the -
spectator is the one who is undergoing the process of * -
self-development, in which case the client is the spec- .
tator and the therapist is the actor! After- all, ‘both - _
client and spectator pay the therapist/actor for their S
services. Here, Grotowski’s methods of actor training -
would be applied to training the therapist who, like -

the shaman, enters the playspace/spirit world for the

- client (Harner, 1982).

Thus, depending upon how one answers these
questions, the forms of drama therapy built on

Grotowski’s principles can be widely divergent..De-
velopmental Transfqnnations is therefore only one of
many possible forms of drama therapy derivable from-

Grotowski.
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Developmental Transformations as a Poor
Drama Therapy

‘We will now link the specific elements of

Grotowski’s work to Developmental Transforma- .
tions, a form of both individual and group psycho-

therapy. It is important to note, however, that not all
aspects of Developmental Transformations are con-
sistent with Grotowski’s concepts, and an attempt will
be ‘made to- identify -these-areas:—Developmental
Transformations engages clients in spontanéous play,
- ‘beginning with simple, repetitive movements and
- sounds and then developing images and more struc-
tured role-plays and improvisations. Various task,
space and role structures are used (according to de-
velopmental principles beyond the scope of this ar-

ticle—see Johnson, 1982) to maintain the holding ca-.

pacity of the playspace, that is, to provide the external
support for the clients’ ability to play. Thus, sessions
usually begin in a structured manner and thén move
toward improvisation and free play. By maintaining a
free-flowing, . physicalized playspace, images  arise,

«_ are defined, played with and then let go as.new varia-
tions  and associations press for expression. This ap- .

proach allows clients to play with rather than define or
. understand their problems. ‘“The result is a greater
tolerance of one’s self and relief from anxieties gern-
erated by rigid interpersonal stances,’” (Johnson,
- 1986, p.-18). o _
Practitioners of Developmental Transformations
+ Iust have a strong theatrical background in order to
be able to effectively guide the client into the play-

- Space, ‘and -then to improvise freely with the client,

taking on and then shedding numerous roles and im-

ages. They must be comfortable ‘with physicalizing”

- emotional states and images, as well as being the ob--

ject of observation; judgment and projection by their

clients. Overall, they ‘must be capable of tolerating

high levels of intimacy. _
’ Developmental Transformations strives toward a

vision of a poor.drama therapy by embracing the fol-

lowing principles: (a) healing occurs as a result of the
encounter in the playspace between the client and the
therapist, (b) the body is the essential source of
thought and feeling, (c) the therapeutic process fol-
lows the via negativa, a process of removal or trans-
formation and (d) the goal of therapy is for client and
therapist to play together with depth and intimacy.

The Encounter Is the Basis of Healing

Developmental Transformations emphasizes the
encounter between the therapist and client(s) in the

moment because its thefapeutic aim is to help clients
feel less existential discomfort and achieve greater
intimacy. Grotowski’s roles of Actor and S,p‘_ectatot
are not assigned to client or therapist, but rather are
viewed as potential states ‘alternating between- and
within both people. ' o L
Few experiences are more profound thin the
simple presence of another person. Sartre (1943) has
written beautifully about the power of another per-.
son’s gaze on-our consciousness. He described ““The
Look’’ of the Other, who is knowr by 611_{ own f.e}elin'g
of “‘being-seen:”’ We worry not only about what the

-~ “other thinks about us, but also about being turned into

an object-by them, threatening our very survival, as a
consciousness. Our own sense of pure subjective free-
dom seems to be captured and possessed by the Other,
as we try to possess the Other by viewing them as an
object of our petception. Given this aspect of human
becoming, it is difficult for two people to be aware of
each other in a room, in’stasis: there is always a dy-
namic, dialectical process—a movement between—

that defines’ this being-with. '
Therapy is certainly a place where the gaze of the
therapist has a profound impact, though it can be eas-
ily minimized. Psychoanalytic method—shifting from
face-to-face interaction to the couch—was shaped by
the power of the Look to disrupt the analyst’s and.
client’s attention to the inner world (Freud, 1920/ .
1966). Developmental Transformations on the other
hand focuses on the client’s existential discomfort in .
the presence of others, the shame disguised by so-.
cially-approved roles and, ultimately, the gap in Being
we try to fill or escape. Therefore, Developmental
Transformations highlights ‘whatever allows this en-
counter to occur and"deeemphasizesr‘whgté’ver inter-
feres with it. We will now describe five aspects of this..

~ principle.

L. The therapist intervenes within_the playspace.-
For Grotowski, the arena of encounter is the theatre,
specifically the boundary between the stage and the
audience. In Developmental Transformations, the. -
arena for encounter is the playspace. This playspace is. .

‘astate of play, not a spatial demarcation: Itis a mutual __

understanding among all parties of the pretend nature .
of their interactions. The goal of Developmental ..

Transformations is to expand the client’s inner play-
space, that is, their ability to symbolize their-experi- -
ence in dramatic form. In order for an encounter to _

.occur, the therapist must join the client in the play-
- space, rather than taking a more distant perspective as

a sidecoach or observer of the play (Johnson, 1992).
Consistent with a poor drama therapy, all that there is,
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is the therapist and the client(s) in the playspace; all
the rest is what happens between them. The therapist
 has no plan and instead is trained to place attention on
the client as thc:source of the therapist’s interventions.
The work is therefore conducted in free play: both in
the sense of improvisation and in the sense of a play-
ful attitude of irony and humor, - .. e T

2. The clientiis the therapist’s text. What gives the

therapist a structure upon which to_guide the work js

the client. Whereas Grotowski sought to reveal a tran-
scendent Action, the Developmental Transformations

therapist attempts to revedl the Client. Ttie therapist -

attempts o reveal aspécts of the client’s inner expe-
tience through complete involvement with emergent
-patterns in the client’s play,.not. unlike Grotowski’s

(perceived) void of -interaction ‘with. the client(s) to
_-generate movements, images, roles and.stories during

the session: Energized nuances- and variations in the -
~ client’s actions give- the therapist clues about emerg- -

ing feeling states-and ‘imagery ‘and, by constantly
“transforming the dramatic stxuc}ﬂ;rcs to’match these

- variations, the session develops an emibodicd flow _

that matches the client’s stream 6f ‘consciousness. By
focusing the therapist’s attention ontd the clienf as
text, Developmental Transformations shares the
methodology of Sanford Meisner (Meisner & Long-
well, 1987), who directs the.actor’s attention to the
.other actor as.the source of inspiration. _

3. The therapist is the client’s Dlayobject. In De-
velopmental Transformations, the therapist. is not
comparable to the director who trains the client/actor.

The therapist does not: guide the client’s work; rather .

the therapist beconies the arena for the client’s work,

“serv the: client’s playobject, ‘toy or property.
Like any projective object, ‘the, therapist is the recipi-
_ ent of projected material from the clierit, as well as an
“independent influence on these. projections due to his
or her unique personality, gender, body and behavior.
Unlike a puppet or mask, however, the therapist can
spontaneously communicate to the client about these
.evoked feelings, providing the therapy encounter with
a sense of immediacy and reality. Metaphorically, the
client arrives in'the drama therapy roomto find the
therapist, like a-child’s marionette, waiting; and then
the client-approaches, picks up the strings and begins
to play. This marionette however is capable of com-
municating back to the client about-how she or he is
‘being treated. Therefore, the drama therapy session is
best conceived as the client’s playroom, not the thera-
pist’s space. : :

4. The therapist sacrifices his or her privileged
position. In a poor drama therapy where the therapist
has no intermediary devices, she or he becomeés far
more exposed to the client and cannot maintain an
illusion of objectivity (Johnson, 1992). The client,
like Grotowski’s spectator, smells the perspiration
and; therefore, sees’the flaws of the therapist. By~
opening oneself to the-play of the client, one sacrifices

privilege, control .and ‘even self-definition. ‘As the’
- work progresses, the therapist must allow"his or her

own layers of personality and role to fall by the side,
becoming in a sense possessed by the client. The clj-

‘ent in turn becomes confronted with the ‘thérapist’s
- mere presence: This presence, of both client and
therapist, will increasingly define the play during later

use of text or the mantra song. The therapist enters the - Stages of treatmerit.

5. Projective objects.and prédeter'rriiziéd exercises
are. avoided. The -puré encounter between therapist

- . and.client can be intimidating to both. parties and can -

lead to self-protection and Inhibition in play. Both
structured exercises .and objects can be effectively
used to.free up self-expression -by diminishing the
focus on the interpersonal encounter in ‘the moiment.
They serve as-intermediary devices that circumvent
defenses .erected around the uncertain and all-too-
fluid interaction. In Developmental ‘Transformations,

- however, these methods are generally not used be-

cause they may distract both client -and thérapist from
their personal encounter. For example, ‘predétermined

‘exercises can be expériericed as ““things” in them-

selves, outside of the interaction between client(s) and.

therapist. They can be attributed with' responisibility
* for how the .session progréssed, as appropriate for a .

certain population; group or issue, and, theérefore, can
be “‘collected’” in lieu of the acquisition of an integrated
therapeutic methodology. Likewise, objects such as pup-

- pets, masks, video or costumes can serve gg potent ve-

hicles for projected imagery that otherwise ‘might be

- . Suppressed (Irwin, 1977; Jennings, 1994; Johnson,
.- 1981; Landy, 1994). However, by viewing the roles

played out with these materials as projections .of the

 client’s inner word or historical past, the therapist can

be tempted to minimize the process of the here-and-now
relationship between client and therapist. Developmen-

- tal Transformations attempts to maintain the client’s and

therapist’s focus-on the uncertain, ungraspable encoun-
ter between consciousnesses, without reliance on the re-

" assuring world of “thingness.””"

The Body Is the Source of Thought and Feéling

A tension has always existed between theatre art-
ists who are more attached to language and those who
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rely on the body. Developmental Transformations
embraces the body perspective, viewing language as a
secondary phenomenon, emanating from bodily ex-

pression, as developmental psychologists Wemner and -

Kaplan (1963) have aptly demonstrated. Jennings
““EPR’’ model of drama therapy is also based on this
developmental view, that embodiment precedes pro-
Jjection and role (Jennings, 1994). Developmental
Transformations emphasizes bodily expression over
language precisely because the body contains much
that has been hidden from the influence of the social
order, whereas language is inherently a social con-

struction containing the prejudices, definitions and di-.

rectives of the dominant culture (including racist, eth-
" nic and sexist stereotypes). Developmental Transfor-
mations attempts to avoid the influences- of what
Moreno (1945) called the cultural conserve, embrac-
.ing instead the spontaneity of the bodily impulse.
Consistent . with Grotowski’s emphasis, Develop-

mental Transformations sessions usually begin with

pure bodlly movements and then sounds. Placing the
clients in touch ‘with their bodlly-felt sensations, not
prematurely defining or naming feeling states or seek-
ing images to work. with, the method attempts to tap
into and remain in-contact with the inner. flow of the

~ physical body, similar in aim to Gendlin’s focusing

method’ (Gendlin, 1978) and dance therapy ap-
proaches. Out of this continuous body movement, im-
ages and then roles are evoked and allowed to trans-
form. Clients are rarely asked to “‘pick’ a role, rather
their roles are revealed through the play and then

developed in the mtelpersonal dialogue between cli-

~ent and theraplst The session-has a receptlve quality,
as the participants engage their bodles waxtmg for the
'unknown to emerge .

- Ihe,Thér"a,’oeuiig {’r,ocess" Follows the. Via Négativa

-In Developmental Transformatiors, thé therapist’s
‘attention is placed on the client’s energy, ‘impulse and
desire, rather than on the specific roles that crystallize
from them. Therefore, rather than building a character
and a scene during the session and then deroling at the
end, Developmental Transformations relies on derol-
- ing as the modus operandi of the entire session, al-
lowing new roles to rise up on their own from within.
In this "sense, Developmental - Transformations is a
method. of deroling or, in postmodern parlance, de-
construction of role. Characters are viewed as encrus-
tations of self, stories as crystallizations of the group’s
identity. In this way, Developmental Transformations

shares the existentialist position that experierice of our
own consciousness precedes an awareness of what we
experience: that is, we are aware that we are, prior to
knowing what we are. Existence precedes essence
(Friedman, 1964). In terms of drama therapy, this
means that consciousness precedes role, ‘that is, roles
emerge out of the flow of bodily sensation and mental -
imagery . stimulated by the interpersonal encounter.

Consistent with the via ncgatlva, the therapxst at-

--tempts to match the flow .in the client’s stream of

consciousness and, therefore, to respond to. -new ele-
ments in roles or story portrayals, prov1dmg constant
shifting of roles and i images during the session. Con-
flicts and contradictory elements within role portmy—

als are highlighted and played with, not resolved. Cli-

énts are encouraged to' find ways-of “leiting-go -and
emptymg out, rather than gathering up. The therapist
remains alert to the client’s attachment to ‘a role that
no longer matches their inner state (usually-signaled
by a loss of energy) and then may intervene. in the
play to facilitate its transformation, As_this. process
occurs, deeper, more pnmordlal images rise, as
Grotowski found and, like his holy actor, the theraplst
and client become more receptive to what they sense
from the deep

The Goal Is io Play With Depth and In:tiirzéqy

In Developmental Transformations, client and
therapist continue to play as their intimacy -and- per-
sonal openness increase. They travel first through the

. stages of Surface Play, in which they play with issues .

outside of the realm of their personal concerns; Per-"

.*.sona Play, in which they play with aspects of the_
_client’s self-images and role relatxonshlps with' sig-

nificant others; and then Intimate Play, in Wthh they

'play with their relationship with each other in the

moment (Johnson, 1991). Finally, in Deep Play, they
no longer play with each other on the basis of their
personalities or roles, but ifi terms of their _simple
presence as sensate beings. Deep Play is a state of
profound being-together, not unlike the state of love

" Grotowski mentioned, or moments- of Zen-like medi-

tation: Here the therapist and client experience the »
constantly moving dialectic of their relationship and
each one’s constant redefinition of the -other’s pres-

- ence. A feeling of intense embodiment is coupled

with an appreciation of multiplicity in the meanings of
the play. The flow of play is often meditative, ap-
proaching stillness, as if time has been discarded. In-

_stead of defensiveness, client and therapist experience
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a profound feeling of being taken; of acquiescing to
the other, to the imagery, to something. We believe
this is what Grotowski meant by sacrifice: one throws
one’s freedom to the Other and lets go of the little
platform one has constructed over Being. Indescrib-
able and unique feelings occur at this existential ful-
-crum, where a free consciousness encounters its teth-
ers to the world: bodily.sensation from within and the
- Look of the Other from without. At this point, the
distinction between the roles of therapist and client

fades while, paradoxically, their uniqueness as indi- -

- viduals becomes highlighted. : .
.Deep Play is a state of encounter between two or

more people: it cannot be achieved by oneself. Nor is .
it a stable plateau of achievement: it is a momentary’
state that continuously transforms. However, perhaps-
one could say that it is toward this that we aim: a .
poorness in all but what matters. As explorers who -

have to leave their equipment behind as'they climb the

peak, reaching it with nothing on their:backs, only.to

savor the moment and then return, gathering up their

belongings; so too is.the journey with our clierits;-
".. moving inward toward Deep Play with its simplicity
of Presence, and then returning once again, gathering -

up our ideas and Troles, histories-and narratives. We
. would like to provide an example of Deep Play from
an individual therapy session.

How Quietly the Snow Came Down: ‘An Example
- of Deep Play ‘ '

- Tanya is a professional woman in her thirties. She

is in her third year of psychotherapy. The therapist is

the senior author, a .male in:his early-forties. Tanya
has. been.working: on:the quality:of. her interpersonal
relationships, the:meaning of her career path and self-
image. She adapted to childhood disappointments by
becoming a.competent, hard-working person, through
- which she hoped to earn the love she was seeking.
This is her ,8Qﬁl_Developmcntal Transformations ses-
sion, nearing her termination. As is often the case in
Deep Play' sessions, much time is spent in silence,
with client and therapist holding their bodies in evoca-
tive poses. Many of the overt images in the session are
references to past sessions or well-explored themes,
resulting in many double entendres shared by the cli-
ent and therapist. Thus, the text that you will read
cannot. fully communicate the: sense of embodiment
and silent meditation that actually reflects the encoun-
ter between therapist and client. In earlier stages of
therapy the enceunter occurs within the textual, dra-

matic structure; in Deep Play, the ericounter occurs in -
the silence. Here, the text follows the encounter, as if
it were the wake of the session. To aid the reader,
some of the therapist’s and client’s silently-held feel-

" ings and -associations are provided in brackets [1; the

identity of the-““I’*- and “‘you” is purposefully left.
ambiguous to-better communicate’ the ‘sense of their -
encounter. t o T

 (Both are lyirig on the carpeted 657,

Tanya:
' looking' up through the skylight. It is
early spring. Tany4 breathes loudly.). . -
Therapist:  It’s cold. = G B
Tanya:. " Yeah, it’s ‘¢old in here. (pause)
Therapist: It’s been a cold Winter. @ :
Tanya: Yeah, it’s going fo be an early, late . -

spring, it’s going to be a late spring. ..
Therapist: I think"it’s going (o snow. ' .

Tanya: ‘Think s0? ~ -~
Therapist:  Oh yeah, the clouds are white.
Tanya: - Yeah white. .- -
Therapist:  Look, those clouds, they are full, white
- - snow is going to fall and cover all the
: mud. ) L
Tanya: It will freeze though. (yawns)
Therapist:  Freeze over, that’s right.
Tanya: Cold in here, in this room:
Therapist; We will look better in white. o
Tanya: (laughs) It will pile up ... it’s really
interesting, it reminds mé when I wasa
kid how they didn’t plow the streets,
 the snow would pile up, we had a big
snow storm o “Easter, it was a long
- time'dgo. .
Therapist: I remember that, -~ =
- Tamya:-  ° Yeah. (pause) -
_ Therapist: Could be a lot of snow.
Tanya: - Could:snow in here, )
Therapist: . Yeah, it could ‘snow in here and the = .
heat will come down:’ will condense ini
‘thé cold and will ‘make it very cold in”
here. L
" [Our room is cold; we are close to ter- -
minating; I want him to warmh me; you
blanmie me for not warming you; you
are warm and 16ving; we are going to
get stuck in here; how comforting to
- think ‘there is no way out; we are fo-
gether; I am all alone] _ .
Therapist: ~ (Pause, they both yawn.) I felt some

 heat. (He gets up and begins to look for -~
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Therapist:
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Tanya:

Therapist:

Tanya:
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the heat coming out of the vents )

(Followmg him) It is soon going to be
very hot in here. (She moves to the
wall and spreads her arms out in a
Christlike pose.) I pairited a picture of

‘_ St. Joan. Everyone liked it until I

added ‘the fire. and flames.

'(Kneels down and looks up at her.)-
~ People didn’t much like her.

No, she said what was on her'mmd
She didn’t hedge her bets. She wasn’t

- very kind. That bothers me.

She was the kind of person you would

. want to lead you into .battle because

you knew that she was. going to get
killed first.

(Laughs) You know it.

But you wouldn’t want to have a din-
ner conversation with her.

She didn’t have much to say. She prob- '_
ably wondered how people could talk.
.at dinner, how they -could just say

things, she didn’t have much patience
for people.

- She was a saint though.

If Christ had come down she probably
Would ‘have had a conversation with
him.’

She. wasv devoted .to Chnst

(Laughs) She was devoted to Christ and
if Christ is the self, then she was very
selfish wasn’t she? If she was devoted

--to Christ, and Christ was the ultimate,

she was obsessed w1th consuming
Christ, right? -

“That’s good, all. eodsumed by Christ ‘

Yeah you' go to communion and you

consume Christ right?
Just a small piece of him. -

. She took it further, She took it to full
) consummatlon

{Not Joan, but you; not Chnst but you;
T'am too outspoken, but my intentions
are good; you should be punished for

- your selfishness; I am afraid I have lost

myself in you; I am afraid that you

~ want to consume all of me; we are hav-

ing a good time.]
I think she cares about people. :
No, I think, it is as 1f she was raised by

Therapist:

" Tanya:
Therapist:

Tanya:

Therapist: ”

Tanye:

Therapist:

Tanya:

Therapist: .

Tanya:

Therapist:.

Tatiya: :

Therapist: -

Tanya: |

Therapist:

Tanya:

Therapist:

Tanya: .

~ Therapist:

Tanya: -

Therapist:

wolves and she had no understanding
of people. (She moves away.)
(Following her) I wish I met you in-

- your Joan of Arc days.

What is the point of this conversatlon" =
Well you are supposed to be having’
those exciting Joan of Arc days and
instead you settled down, got married,”
and wound up living in the country."
What happens if your life becomes just™
normal?
Normal? (Laughs. She. tums and looks:
at the therapist.) What do you mean" '
My life doesn’t go that way. o
(He moves very close ‘to her.) You
mean it didn’t go that way. S
It hasn’t gone that way!-

.You-go to work for a couple of hours
NO! ke

‘Paint for a couple of hours

NO! .
Take care > of the house for a couplei
hours . - :

NO! :
And you _]ust do that for the rest of your '
life .
That won’t be! It will never be.

You think something is going to get
screwed up. '
Everything gets screwed up.

No. Maybe things don’t have to get

'screwed up.

(She describes a recent incident m-

- volving a friend, then moves away o
from the therapist, goes to a-corer of *
.the room, facing away.) You know - -
what I want? I want everyone to dis- -
appear .

. failure, failure, death go K
up in ﬂames destruction! o
But what if that doesn’t happen? What -

if you resolve your issues enough and '+

you live a gray, monotenous life? I

think everything is going to be OK..

(He lies down on the floor in a relaxed

- posture.)
. God. I am so stirred up inside.

Yes, but you are able to control it.
Your impulses used to be, well—our. -
You gave them free reign. You-used to

be able to do stuff, to make a fool of

yourself, without thinking. Now -you
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Therapist:

. Tanya:

Therapist:  (In a disinterested ta
 lint off the carpet.) Y,

Tanya:

Therapist:

Tanya:

Therapist:

Ta'n}{a:

Therapist:

Tanya:

Therapist:

Tanya:
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Tanya:
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know enough not to be blatant. Do you
know what I mean?.

No, I certainly-don’t. Yes, I do. (She
walks around the. room.)

[You are doing well but miss the ex-
citement of your neurosis; I am not do-
ing well and you do ;not recognize it;
this session is so tame compared to
earlier ones; this session is momen-
tous; you have done. nothing; T deseive
a prize for helping you.]

Your rough edges are being polished

(off. (pause) Your time is almost up

here. L
That’s what I think is happening now.

You are trying to: get me all nicely tied

up because you are terminating. I

- mean, / am terminating.

Yes, smooth and nice.

-Tanya is going to be smooth and nice

and round. L ‘
You are not dumping on others as
much as you used to. You just feel

. shitty all by yourself.

I feel shitty! I feel hotrible! (She col-
lapses on the floor, furning over.and
ovor) o r.al

But you are not making other people
feel shitty, that’s the beauty of it. That

is what we all try to achieve . . ,

(Screaming over him) I feel horrible!
(In a disinterested tone. while he picks

polished it here, Nothing more to do.
(Laughs) I have plans.
Plans? What dQ‘ybﬁ mean?

I was thinking analysis, -

April 10th T end here. April 11th I am
going into analysis four times a week!
That will be great, You.can continue to. -

work on this stuff.’

Inside it feels terrible. I can’t stand it.
- I wish someone would come along .-
- with explosives.

That’s what you want.

I realize I can hold a whcjle _conversa_-l_b '

tion. I can think a little deeper.
- Not enough’ to feel better, but just

enough to know better. |
It just makes me depressed.

, and you have . .

Therapist:

Tanya:.

Théfapist:

_ Taﬁya: |

Théfapist: |

Tanya:
Therapist:

Tanya:

Therapist:

Tanya:

Therapist:
" Tanya:

Therapist:

Tényé:

That’s" great. Feeling bad and doing
good. That is what the rest of your life

- is going to be about!

[Outside you are smooth and round;
inside I am shitty; you care only about

- my outside; I am deep inside you;

I'll get revenge by going into a real
therapy; .transformations is a Tot: of

fun; if my life becomes plain, you"

won’t be interésted in' iiie: T hold the v

. explosives.] : :

“(Gets -up .and.yells) FUCK YOU. ,

.- That’s ‘what the rest of my life is .
-, about? Fuck:You! Is ‘your life like

(Ina very patronizing tone) Now

we are going backwards now, you are

- falling. ~bagk-ﬁprojecting——falling to
. projection—- .- .., . :

pause) Or I could die tomorrow. .
Or you could kill yourself tornorrow.
Yeah, I know. . . - e

(Laughs) Remembér_:._that? (Long

-Yeali, you are muéh;_ﬁore likely:* t0»--. -

comumit suicide, but-that's the prob- -
lem,-nothing that -dramatic is going to. -

happen. -
(She sits-down facing: the therapist.)

- No, I have thought about it. Today. But

I didn’t do:it, instead I Tushed here.
(He moves over to. her .and sits facing’

her.) That’s what I:mean. You think-:.

about it, but there:is no longer an edge. -

You are old now. There is not an edge.

The problem is you are old.

I will die; you: are: making yoxjr 'l‘ifé -

over; you are leaving me; our therapy

is old; I am weak; you are powerful; .

now what?]
(Quietly) I could seduce people.

B .You could seduce people.
- Irdon’t think about it when I’'m alone.

Only here! It's something about the in-
timacy here. - v
Here. Nice of you to acknowledge that

- with so much self-control.

Yeah, really nice. That part of myself I
had put away, that part of myself has
not gotten stirred up for a really long

~time. That was part of the fire in my

heart; my whole life on fire. T didn’t
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Therapist:
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Therapist:
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Therapist:
Tanya:
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3The Wltnessmg Circle is a cu'cular carpet placed in a corner where the thera
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- have many people be kind to me in my

childhood. I don’t think I had anyone
be supportive or treat me nicely. I
don’t know how to accept it when
_people are nice to me, or how to give it
back. I.give my commitment to people
‘and I work for them.

You werk for them. -

Yeah, I work for them. I don’t know
how to be nice. I'Vebeen a part of this
place. Here. -You have always been

" nice to'me. You haven’t punished me.
You were nice and I can‘count on that. .

(I have sexual fantasies about you; you
wish I had seduced you; you have se-

" duced me; I am yours; we have not
- done anythmg]

(Pause. Then shé tells about a recent
event in which colleagues were nice to

her.- She notices ‘the therapist’s -si-
‘~lence.) Where did you go? Were you
‘bored by my story? - ’

No, I just went. :
You just take off hke that‘7
Ijust did.

- I noticed. (Pause.. They borh lie down

on the floor very close to each other,
looking up.) So-what would you do if I
killed ‘myself, I mean, really "did it?

Like, you would know that was the -

only option, right?
Yes, right.

~You' would- explam lt to everyone
© right?

-Maybe. - e '

- You-have my permission. If T d1e

T would be very upset. -

Would you?
Yes.
Why, I know why 1In a general way

- you would be upset. But it would be
- OK. I mean you are my therapist. But -
on the existential side, it’s really OK

No.
Why?
Speak for yourself (He then rolls over

“into the Wltnessmg Circle.)®

u‘ansfonnatlons {see Johnson, 1991, 1992).

Tanya: .

Therapist:

Tanya:

Therapist:

Tanya:'

Therapist:

Tanya:

Therapist:

Tanya: _

Therapist:

Tanya:

Therapist:

Tanya:

Therapist:

Kill herself. That would be terribe.
This weekend I read a whole book of
existential short stories. There’s a story
about a man with a gun who plans to
kill everyone. He goes to kill but not
the right amount of people go by, only
a couple of people, so he continues to

- walk. Then he is on the wrong street..

(She gets up and walks toward a closet
in the room.) Finally, he begins to-
shoot people and then runs into a cafe

- and locks ‘himself in the bathroom.

Customers of the’ cafe bang on the
door They shout, ‘‘Give yourself up,. .
give yourself up, he has a gun!’’

“(Banging on the closet door) He has

only one bullet left. He has planned to .
cominit suicide, but he just can’t puli.
the trigger. Why didn’t he kill himself?" .

- ‘Why didn’t he kill himself? He has to

live the rest of his fucking life knowing . -
that he could have killed himself at that
moment! He could have gone out in

- flames, he could have died! (Very ex- .

cited, yelling) He could have done it!
(Entering from the Wxtnessmg Circle)
And that is the way it’s going to be for .
you, swéetie. '

He could have done it, been in flames.
‘That is always the way, missed oppor-.

tunities. It feels that way, missed op-

* portunities. I could have killed myself.
‘vBut now it’s too late, missed
" opportunities.

Now I've got what?
You’ve got me. .-
(They face each other.) I’ve got you. I _‘_
can’t believe that he didn’t do it! o
He didn’t do it because he didn’t want
to, or .

He just couldn t do It
He didn’t do-it.

‘He just didn’t do it.

The difference between one life and
another: he didn’t do 1t

He didn’t do it.

He didn’t do it.

pist periodically sits, witnessing the client continue the
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Therapist: '

Tanya:

Therapis’;i

Tanya: " -
Therapist:

Tanya: -
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~ You know, "killing yﬁiirsé
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" He didn’t didn’t didn’t do it! -

(I didn’t kill myself: I didn’t seduce

you; I gave ‘myself to you and you
didn’t abuseé ine; T don’t love you; you

love me too much to seduce me;{ am
- imnocent] - A

: lf, ::i:t’s not
your burden. P s I

~T1fs not ﬁi}i"liurden,:'i't’s*‘my ‘father's
: 'burden;-cmyfmqmgr’s burden. Why:do I --
- haveto cairy it for them. Why?, Why -

do I carry it for them? = -+

. So they'sent you out wheri you were
“* two yéars old, hoping, hoping-that you

woild-get'killed. -
For’cigaréttes: *

 Hoping your would-get killed.
" Yeah, send me away, - - -

" You would get run over, get killed. A -
© ‘tree-could fall oti you. Your death
‘would ‘tiké away’ your grandmother’s
Cdeaths o T T
‘Yeah, why did"“God: take’ away ‘my -
mother ‘and givé me - this” burden?
- Grandma was dead in April, and Mom

waiited me dead? Six months-in uteriné

and I was already cursed! (Sighs. She -
leans against the wall in-the sameé place
~‘where she portrayed Joan'of Arc})
So if you killed yourself; your grand-
. mother would be resurrected and you -
colild ‘give hier back o your miother,
Right! (pause) - T - ¢ o
“Exceptit wo'thappen. .
" - Lotig, dong; miissed opportunities. -
“Yeah, three moriths short, three months -

* I would have been boin’ : :
- Three ‘months: (pause) I'll bet she died
Coon’ Apﬁ.l lOth. N S
- I'll 'bet she: died on"April 10th, Apiil -
10th! (She begins walking around the
[My parents-arid my therapist; your
childhood and your therapy; every-
thing is a repetition; I am sacrificing -
myself because I'feel responsible for

my mother’s depressiori; ‘we will ter-

minate and you will be left to deal with™ -
your parents alone; I need to be sacri-

Therapist:

Tanya:’ R

Therapist:
Tanya:

Tanya:

Therapist:
Tanya:

Therapist:

Tanya:.

Therapist: -

Tanya:

Therapist:
Tanya:

Therapist:

- gazes: at her.)

ficed; your. ["nother-want_e'd you dead;
you want to terminate with me; now
you know everything.]

-(Walking with her around the room ini
‘a circle) Enlightenment. -

But I still’ want to be SOmCthingﬁelse;é‘v

‘anything other than what I.am! -

Right. . SRR
Anything! I drive by other people’s -

houses; T desire them, T desire to be in..

a house, anything other than what I.

~have . .. anything! I want to be other-
.t than'what I am. o
Therapist: - e

=D¢sire; . R S A R
I taste it, I feel it, I embody it, in my;: :

* dreams (sighs) (pause) I- think I.am .
- ~tired. (She sits down.) - ' T
- (Enters the Witnessing Circle)

(Cries for a long time) Insight is worth: -

- shit. (silénce) I thought it was time t6+* -

end. (Takes tissue and blows her nose" .

- loudly) It’s sad*to end. I am going. to..

. miss you so. much..(Cries for a long: -
time) I'can’t just be. There is always'a .
“flood of -other - things. Distractions,
- other things, come in like aits. Coniing . -

to’ take .my mind- away. Judging, and -

the pain comes back. It never stops, it
- never stops.-Never stops. T guess that’s

why I've kept up with it, my saving

- grace. | just keep going. Going; going.
(Long pause) 1 guess I've.made ‘a. -

choice to live. (silence) (sighs)

[Ihave. lea‘medj*muchl about«my_se;fa-but
T am still-who I.am; transformaticns i -

pointless; you have made a choice to: -

- live and so’ everything has changed; "

you are saying goodbye to me; I feel
love and am loved; I care for you]. =
(The therapist re-enters the space and.

1 .

In the heat. It didn’t snow.

‘Some ice perhaps.

Metaphorically, I think you tried to
SNOW me: ' :

- Anything is possible. :
- Yeah. (sighs) That is a very decon-

structionist point of view. (sighs) Ev-'
erything is possible. (Long silence as-

“they both look at each other)

(The therapist leaves the room.)
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This session illustrates the multi-leveled, intimate
play between client and therapist as they free associ-
ate together in the playspace. The therapist, as always,

attends to the flow of energy in their encounter, not:

the meanings of the images or possible interpreta-
tions. These are felt and then let go. We tuin next to

the implications of such a process for understandmg

the nature of the Self.

Imaging the Self

Every .therapéutic‘ approach embraces assumptions
.about the human being and the self. The modernist

‘perspective taken by Grotowski is that the surface is
false and that only through disciplined action can the

depths be plumbed and the real, core truths be dis-
covered. Therefore, he called for the discarding of
masks and achieving a total act through an authentic

* confrontation with reality. There is fundamental

ground, even though it has been hidden. Developmen-

tal Transformations theory departs somewhat from

Grotowski's ascetic quest.for the true self, allowing
for playfulness rather than smcenty to lie at the core.
Grotowski is unabashedly serious; -Developmental
‘Transformations is playful. Whereas Grotowski might
be accused of a-tragic view of life, Developmental
-Transformations clearly embraces a comic view.
"Grotowski’s asceticism sets the boundaries of a moral
. imperative, whereas Developmental Transformations
- adopts a more forgiving: attitude, accepting both the
- authentic and the superficial, truth and nonsense, sac-
rifice and gratlﬁcatlon of desire, as playable human
quahtles
A post-modermst perspectwe persuasxvely argued
by Landy (1990; 1993) and others, is that there is only
sucface:  just masks and.no real self.- Health is
achieved not through'-heroic, travel to the interior, but
in a flexible, expansive ability to move on the surface,
through many roles, without one dominating another.

““The -conception of self, in the light of a more dra- -

matic conception of role, seems misplaced and unnec-

essary If the dramatic vision is one of flux, of move-
ment in and out of role, and if drama therapy is con-

cerned with ‘helping people achieve a fluidity, a

capacity for excellence in playing a single role com-
plexly and integrating that role within a well- -

developed repertory of roles, why, then, impose on it
a nondramatic, ‘metapsychological,’ overly-used con-
cept implying stasis? The myth of the self as prime

mover has been exhausted” (Landy, 1990, p. 229).

Landy (1993) replaces the concept of a unified self

with that of ‘‘role system.” ““A role system contains
the substance of one’s identity—all the pieces that,
once assembled, represent a personality’” (p. 44).
Such a post-modern perspective offers the possxbxlxty

. that through .conscious awareness of all one’s roles,

one can more adeptly choose among them, similar to
narrative therapy techniques that help the client will-
fully re-story their ‘‘problem- saturated’’ lives

(Dunne 1992).

“Devélopmental’ Transformauons rests on an inter-
mediary perspectwe between these modernist and
post-modernist views. Perhaps there is no unitary, un-
changing, authentic self hidden by our compliance -

with the social order, but perhaps there is a source out

of which .our bemg emerges, .a ground contained in
our body, and i in our awareness. of -being conscious,
that provides the phenomenologxcal sense of continu- -
ity we call a self. A Zen story comes to mind: A monk -
had been medltatmg for years in the monastery when -
he received enlightenment. He mlmedlately went to .
the Master and, bowmg deeply,. said,. *“I have been
enlightened. There is no possession. No world. No
self. All that is, is a reflection of nothingness.”” The
Master. plcked up a wooden stick and sharply struck
the monk -over the head as hard as he could. The
monk, in severe pain, shouted, ‘“What did you do that
for!”’ The Master replied, “If nothing exists, then
where does this anger come from?”” (Reps, 1971, pp.
69-70). We need not be forced to choose between a
self that is a static and solid edifice and one that is:
nonexistent. Like the monk in this story, post-modern
theorists seem reassured by the certainty with which

they. proclaun the death of the self. An alarming al-

ternative is a self that is present, but. incomprehen-.
sible; a dynamic yet coherent multiplicity. The, path :
by which such a self is revealed is our body, this

" presence-in-the-world ‘from which our self emerges. -

and descends: Sartre (1943) wrote, ‘“The body is. -

+ lived, and not known’’ (p. 324). At its heart, bodily

experience may be so fluid and unformed as to defy

) descnptlon just as the earth is merely a thin crust

covering formless lava. The self may be likened to the
earth’s tectoni¢ plates, risifig up out of the interior,
solidifying, moving slowly across the surface of the
liquid core and then falling back into the trough.
Characteristics of 'such a self would be flow, multi-
plicity and irony.

Why: 1r0ny‘7 Exactly because when one contem-
plates the inner regions of the self, underneath per-
sona and role, conflicting and contradictory images
and ideas seem to co-exist, magically appearing and
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disappearing. Harries (1968) beautifully captured this
feeling as he described the experierice of looking at an
all-black abstract painting: “‘Our restless eye refuses
it and endows the black surface with mysterious life.
Like wind breaking the deadly calm of the mirror-like
surface of a lake, our eye creates fleeting shadows,
images, hallucinations. It refuses to rémain steady but
assumes immediate life of its own, unencumbered by
ideals and intentions™ (p. 108).

Fink, S. (1990). Approaches to. emotion in psychotherapy and
- theatre: Implications for drama therapy. The Arts in
Psychotherapy, 17, 5-18. S

Forrester, A., & Johnson, D. (1996). Drama therapy on an ex:-
tremely short term inpatient wnit. In A. Gersie (Ed.), Brief
drama therapy. Lordon: Jessica Kingsley. - o

Freud, S. (1920/1966). Introductory lectures on psychoanalysis. . -
New York: Norton. o o

Friedman, M. (1964). The worlds of existentialism. New York:
Random House. :

It is such an ironic, human thing‘ to peer into the Qendlin, E.(1978): Focusing: New-York: Bantam.

darkness and see the self in our own terms. Thus,
psychiatrists see neuronal pathways; computer scien-
tists see hardware and software; theatre artists see
roles and literary experts image the self as a text or
narrative. These ‘‘fundamental things®’ are ‘but the
fleeting shadows of our restless eye. Yes, the self .
. exists, but is restless: a play of form and formlessness,
that is, an improvisation. In fact, we believe the self is

the process by which form emerges, continuously, like

a fountain or spring. No fancy equations of organic
chemistry, no combination of archetypes or runes, no
complex of roles, can ever add up to the Source, since
*-all of these categorizations are emanations from the
Source. ' ' '

Conclusion

We have described how the principles of Develop-
mental Transformations have been derived from
- Grotowski’s views of theatre. A poor drama therapy
'such -as Developmental Transformations values the
possibilities of the unadorned encounter between a-
therapist and a client in the playspace, where the
world of imagination with all its contradictions and
mysteries can be revealed through the embodied play
of two free consciousnesses. g :
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