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Summary

The central question of my research is how certain therapeutic, self-reflective, or
transformative procedures - such as psychodrama, narrative approaches, body-centered
practices, or systemic constellations - become instruments of directorial work. The focus of
the investigation is not to demonstrate a therapeutic effect, but rather to analyze the
dramaturgical, performative, and processual consequences these methods generate within

theatrical creation.

The dissertation proceeds from the assumption that partial functional and structural parallels
can be observed between theatrical and therapeutic processes, and that these may enable a
more precise and nuanced description of certain contemporary artistic practices. My point of
departure is not that theatre functions as therapy, but that, through specific methodological,
relational, and performative similarities, a comparison of the two domains may offer a

productive analytical framework.

The choice of this topic was also motivated by personal artistic experience. Before beginning
my directing studies, I underwent training in the therapeutic field, and later incorporated
certain elements of structural systemic constellations into my own directorial practice as
dramaturgical and methodological tools of creation. This experiential background led me to
formulate the question of how models originating in therapeutic contexts may be reinterpreted

within the framework of contemporary theatrical creation.



My theoretical point of departure is that theatre is not merely a medium of representation, but
also an event, an experiential field, and a relational space. I interpret the relationship between
theatrical and therapeutic processes not as one of identity, but as one of partial structural
affinity. Both fields may be described as temporally unfolding, interpersonal, and framed
processes in which role, participation, reflection, and transformation acquire particular

significance.

In my analysis, the concept of role occupies a central place. Role is not only the basic unit of
theatrical representation, but also a defining category in the description of therapeutic and
social functioning. From the perspectives of psychodrama, dramatherapy, and the sociological
theory of roles alike, identity may be understood not as a unified and closed entity, but as the
interplay of roles activated in different situations. From this viewpoint, theatre and therapy
each create a framework in which roles not only appear, but also become open to

examination, rearrangement, and re-enactment.

Another key conceptual reference point of my work is the notion of transitional, or liminal,
space. Psychodramatic, ritual, and performative practices all generate situations that partially
suspend the order of everyday action, thereby enabling a different experience of relationships,
emotions, and identity patterns. In this context, I understand liminality not as a promise of
healing, but as a form of displacement capable of altering one’s relation to one’s own

position, to the other, or to shared experience.

The concept of transformation is likewise given particular emphasis. I use this term not in the
sense of a therapeutic outcome or a stable change of state, but as a processual shift taking
place at the level of perception, self-interpretation, and relationships. Drawing on Erika
Fischer-Lichte’s theory of performativity, I interpret the theatrical event as a transitional space
in which participants’ habitual structures of role and meaning may be partially suspended,

allowing new perceptual and relational configurations to emerge.

I adopt an interdisciplinary approach. Alongside the framework of theatre studies, I draw on
concepts from psychotherapy and anthropology, since the dynamics of the rehearsal process,
the transformation of group relations, and the changing modalities of presence cannot, in my
view, be adequately described solely through aesthetic categories. My research is structured
as a qualitative, case-study-based inquiry, examining the work of four contemporary directors
- Yael Ronen, Luk Perceval, Tomi Janezi¢, and Milo Rau - as well as two creative processes

of my own.



I describe contemporary theatre as a performative space in which the primacy of dramatic text
is weakened, while bodily presence, interaction, improvisation, autobiographical and
documentary material, and open dramaturgical structures come to the fore. The emphasis
shifts from linear storytelling to the theatrical event understood as process and state. Scenes

do not merely convey a story; they generate emotions, atmospheres, and relations.

Within this framework, the body and presence become decisive. Physical presence, gesture,
movement, and spatial relations do not merely represent, but generate experience. Meaning
does not appear in a closed form; rather, it is constituted in the course of the process, through

interactions, sensory effects, and the organization of shared attention.

I devote particular attention to autobiographical and documentary methods. In contemporary
theatre, personal experience is not merely an illustrative element, but may serve as one
possible point of departure for dramaturgical construction. The actors’ personal stories,
confessions, or conflicts do not appear as closed narratives, but as fragmentary, tension-filled,
and present-tense utterances. Documentary and verbatim procedures likewise demonstrate
that the stage appearance of the “real” is always a construction, brought into being through

acts of selection, repetition, and framing.

One important insight of my analysis is that fragmentation, openness, and inconclusiveness
function not as deficiencies, but as deliberate methods. Such dramaturgies do not seek the
resolution of conflict, but rather the maintenance of process, transition, repetition, and
uncertainty. This mode of operation is especially suited to the representation of creative and,
by analogy, therapeutic processes whose meaning lies not in solution, but in the dynamics of

experience and reconfiguration.

One of the key dimensions of contemporary theatrical practice is the performativity of
identity. I argue that identity should not be understood as a stable given, but as a phenomenon
constituted through action, representation, and interaction. The theatrical space is therefore
capable of rendering perceptible the fragility of roles and self-images, their capacity for

reorganization, and their relational determination.

In a separate chapter, I review therapeutic approaches that display conceptual or structural
affinities with contemporary directorial work. In my analysis, these methods do not appear as
therapeutic techniques applied as such, but rather as analytical perspectives and, in some

cases, as creatively reinterpreted instruments.



Psychodrama offers a model in which role, spontaneity, action, and re-enactment occupy a
central place. According to the psychodramatic approach, psychic processes become
accessible not exclusively through verbal interpretation, but through action in present-tense
situations. This logic also proves fruitful in the context of rehearsal, since it allows for the

dramatic exploration of conflicts, relationships, and emotional patterns.

Family and systemic therapy, as well as structural systemic constellations, draw attention to
the spatial and dynamic organization of relational structures. These approaches are significant
for directorial practice because theatrical processes are themselves shaped by positions,
relations of force, relationships, and conflicts. I consider systemic constellations particularly
apt for making visible, in bodily and spatial configurations, the relations between characters

or among members of a group.

Narrative therapies emphasize the possibility of restructuring life stories and reconfiguring the
meaning of experience. This perspective is especially relevant in theatrical forms that work
with personal or documentary material. Here, personal history does not appear as a closed

past, but as material that may be reframed and invested with new meanings.

Body-centered practices point to the fact that experience is not exclusively linguistic or
psychological, but also bodily. The body as a sensing, responsive, and present medium is of
fundamental importance in both contemporary theatre and therapeutic models. In my view,
bodily regulation, attention, breathing, rhythm, and the quality of presence are among the

points at which significant structural parallels can be observed between the two fields.

The core of the dissertation consists of analyses of contemporary directorial practices. The
aim of the case studies is to demonstrate, through concrete creative praxes, how therapeutic
methods or methods akin to them operate both in the rehearsal process and in the dramaturgy

of performances.

In Yael Ronen’s work, autobiographical material, collective self-disclosure, identity-political
conflict, and group improvisation play a prominent role. The actors’ personal stories do not
appear as supplementary material, but as a constitutive layer of the dramaturgy. The rehearsal
process functions as a collective space in which individual experiences confront one another,
are reframed, and are transformed into a shared scenic form. Humor, irony, and polyphony
render personal utterance mobile, preventing painful or conflictual material from solidifying

into a single truth.



In Luk Perceval’s directorial practice, bodily regulation, the focusing of attention, and the
quality of actorly presence come to the foreground. In his method, yoga and other
psychophysical practices serve not a therapeutic purpose, but the transformation of the actor’s
sensitivity, concentration, and presence. The emphasis falls on dismantling automatisms, on
reduction, on the creation of shared attention, and on allowing meaning to emerge from the

intensity of actorly presence and the relation between partners.

Tomi Janezi¢’s work offers a more direct example of the relationship between psychodrama
and theatre. In his directorial practice, long, process-oriented rehearsals, deep improvisation,
self-reflective processes, and group dynamics play a decisive role. In his case, rehearsal is not
merely a preparatory phase, but an autonomous space of knowledge production and
reconfiguration. My analysis shows that the boundaries between role and selthood remain in
motion, while scenes gradually condense into performance text out of the participants’

personal and collective experiences.

In Milo Rau’s case, collective trauma, political testimony, documentary procedures, and
strategies of reenactment come into focus. In his work, trauma rarely appears merely as
narrative content; rather, it becomes visible as a relational, ethical, and present-tense situation
in which the structures of testimony, replaying, and participation are activated. In his practice,
theatrical form does not present a finished document, but creates a performative situation in

which the spectator, too, is placed in the position of witness.

In addition, the dissertation analyzes two creative processes of my own: Double Bind and
Kalandfilm. In these works, systemic constellations are directly connected to the rehearsal
process and to dramaturgical thinking. My investigation indicates that systemic constellations
function not merely as an analytical technique, but also as a relational and conflict-generating
tool that enables significant insights at the level of group dynamics, personal experience, and

dramaturgical composition.

My research also places particular emphasis on the ethical and methodological questions
raised by theatrical modes of working that bear affinities with therapy. The more personal
experience, autobiographical material, trauma, and intra-group relational dynamics become
the material of the rehearsal process, the more urgent it becomes to clarify the frameworks,
relations of responsibility, and conditions of voluntariness within which all this takes place.
One crucial insight of my analysis is that openness and self-disclosure do not entail the same

degree of risk for every participant.



I consistently emphasize that theatrical and therapeutic spaces are not identical. The director
is not a therapist, the rehearsal room is not a therapeutic setting, and the incorporation of
personal material guarantees neither psychic healing nor integration. Theatre organizes
personal material into aesthetic, dramaturgical, and communal form, and this is what may
render it significant; yet this does not exempt the process from an intensified ethical

responsibility.

Particular attention is given to systemic constellations as a sensitive methodological domain.
In my view, this method proves productive precisely because it can make difficult-to-
verbalize conflict patterns accessible at the bodily and relational levels. At the same time, this
is also the source of its vulnerability: such processes may have intense affective consequences
and, in the absence of sufficient time, reflective space, and a secure closure, may become

overwhelming.

Another key concept in the dissertation is the rehearsal process understood as a performative
field of research. Based on my analysis of Double Bind and Kalandfilm, rehearsal functions
not merely as a technical preparatory phase, but as a space in which the social conflicts,
historical traumas, and relational patterns under investigation are not only thematized, but also
emerge within the working process itself. Knowledge is thus generated not exclusively
through reflection or theoretical interpretation, but through action, mutual influence, silences,

utterances, spatial arrangements, and turning points in group dynamics.

An important finding of my research is that the affinity between therapeutic models and
theatrical working processes may be described primarily in terms of presentness, the relational
field, the awareness of group dynamics, narrative reframing, and the creation of liminal states.
At the same time, the differences are just as significant: theatre is a public, aesthetic, and
form-generating space, whereas therapy is primarily a setting for psychic processing and

individual or collective support.

Based on my research, I conclude that certain therapeutic methods and contemporary
theatrical working processes do indeed share a structural affinity, yet this does not justify
conflating the two domains. This affinity is graspable not primarily at the level of content, but
at the level of mode of operation: through presentness, the relational field, bodily-affective
perception, the reorganization of roles, narrative reframing, and the creation of transitional,

liminal states.



The directorial praxes examined - those of Yael Ronen, Luk Perceval, Tomi Janezi¢, and Milo
Rau, as well as Double Bind and Kalandfilm - demonstrate that therapeutic methods, or
methods akin to them, appear not merely as supplementary techniques, but in many cases as
organizing principles of both the rehearsal process and the performance itself. These methods
contribute to making it possible to understand theatre not only as representation, but also as a

shared space of experience, reflection, and transformation.

One of the most important insights of my research is that these modes of working offer not
only new tools, but also embody a different conception of creation. They render visible
process-centered, ensemble-based, and relational models in which, alongside the artistic
product, shared attention, trust, the distribution of risk, and the sustainable conditions of

creation are regarded as integral parts of artistic labor.

At the same time, I stress that these methods should not be romanticized. Rehearsal processes
that work with personal and conflictual material entail heightened vulnerability; their real
significance can emerge only where artistic courage is coupled with ethical sensitivity,
reflexive framing, and responsible organization of work. The significance of therapeutic-
affinity modes of working thus extends beyond the question of theatrical techniques: it also
raises the possibility of a different work culture, one in which artistic form is not placed above

shared experience, but emerges from it.



