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This article  presents  a new  creative  supervision  model  that integrates  Landy’s  theory  of roles  into  arts-
based  supervision.  It defines  the  arts  therapist  in  terms  of  theatrical  roles,  and  suggests  how  best  to
choose  the  therapist’s  role  and  stance  accordingly.  This  new  approach  provides  the  arts  therapist  and
supervisor  with  another  perspective  to explore  complexities  and  resistance  in  therapy,  as  well  as  ways  to
eywords:
upervision
rama therapy
ole

work through  them.  The  model  can  underpin  arts  therapy  supervision  processes  in general  and  the  work
of drama  therapists  in  particular,  and  contribute  to  therapists  who  combine  different  art  forms.  Examples
illustrate  the  implementation  of  the  model,  while  highlighting  the  potential  of creative  supervision.  It is
argued  that  creative  supervision  can increase  therapists’  awareness,  provide  valuable  supervisory  tools,
cultivate  belief,  and  prompt  inspiration.

©  2017  Elsevier  Ltd.  All  rights  reserved.
he importance of arts-based supervision

As a teacher and supervisor of arts therapists, I am aware of the
eed for special theories to assist professionals in understanding
nd constructing the therapeutic process from a creative perspec-
ive. This perspective is oriented around artistic form rather than
ontent linked to psychological approaches, and stems from the
iew that arts-based therapy differs from other methods of therapy.
t consists of two parallel and interrelated processes: it advances
he therapeutic process from a formal-esthetic perspective through
reative techniques, as well as from the perspective of narrative-
sychological content and insight that are primarily verbal (Berger,
014, 2015). These two approaches need to be combined in both
orm and content, to ensure effective, holistic treatment.

Most supervision in Israel is based on observations of issues aris-
ng from a psychological perspective that focuses on narrative and
ts meaning, rather than an artistic perspective. Despite the alter-
ative of using creative and dramatic methods in supervision such
s Jenning’s EPR or the Mandala method (Jennings, 1999), Landy’s
ole model (Landy, 1999) or Lahad’s Myth of the Savior and Cre-
tive Supervision approach (Lahad, 1999, 2002), most supervision
perates through verbal and cognitive rather than creative means
Berger, 2015). This tendency, which is apparently worldwide and

s associated with the growing academic turn in the field, tends to
educe the uniqueness of the arts therapy profession and deprive
t of its prime strength (Jones & Dokter, 2009). It departs from the
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development of the artist within the therapist in favor of the devel-
opment of cognitive insight processes and verbal ways of working.
It weakens the belief of professionals in their tools and unique lan-
guage, and distances them from the creative act itself, which is
the heart and soul of the profession (Berger, 2014, 2015). Here it
is argued that the supervision of arts therapists need to be pro-
vided from an arts-based perspective. This type of supervision can
strengthen the artist within the therapist, expand their creative
toolboxes and give them faith in their tools and inspiration to use
them.

The model presented in this article entitled “Shifting Roles” is
one of two developed in the course of my  work as a supervisor and
therapist.1 Shifting roles relates to the position and role of the ther-
apist and is applicable to all arts therapists and to those integrating
the arts, and can be used for the supervision of students as well as
professionals and in the supervision of both group and individual
work and therapies that incorporate creative work within drama.
This new model strengthens both the supervision processes and
the development of the internal supervisor and can be seen as a
complement to other theoretical approaches to make supervision
more effective.

Shifting roles
The “Shifting Roles” model is based on Landy’s Role Theory
(Landy, 1999) for drama therapy. It focuses on the meaning and

1 The second model, T̈alking in a Variety of Creative Languages,̈ Dramatherapy,
2015, Vol. 37, Nos. 2–3, 89–99, http://dx.doi.org/10.1080/02630672.2016.1207931
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mplications of the therapist’s role, stance and work, and not on
he client. The model associates and organizes existing concepts
n a way that integrates and ideates an additional theoretical axis

ith which the supervisor can appraise the arts therapist’s role on
ssues related to theater roles. The model creates a “role map” that
llows the therapist to make a more accurate choice of the role and
osition suited to the therapy situation, and which will advance it.

aking a role— basic assumptions

The concept of role is basic to drama therapy. Robert Landy, one
f the pioneers of drama therapy, relates to life as drama and perfor-
ance. He suggests that people are role players and that they take

n and play roles routinely throughout their lives. Landy claims
hat in the course of life and through role play people experiment
ith embodying a variety of roles, which they use to create a clas-

ification and a set of roles for themselves. Through the interaction
f these roles people can define themselves, as well as the array
f emotions, thoughts and feelings they have about themselves
nd those around them. According to Role Theory, the person is

 complex of roles which are in constant and confusing interaction
mong themselves in the person’s inner world as well as in inter-
ctions with the characters and roles of other people (Landy, 1993,
996, 1999, 2009). Comparable to the prevailing approach in group
ork in which the group is a microcosm of life and a laboratory

or examining relationships, the characters, and the roles embod-
ed in the relationships among the participants, drama therapy and
sychodrama enable the participants to examine these roles via
ctivity and play in a safe drama-play space. This laboratorial, play
xperiment allows individuals to consider and examine the quality,
unctionality and meaning of a specific role, and even expand the
ange of roles they can embody. This process of becoming famil-
ar with, moderating and expanding one’s personal repertoire of
oles can constitute a therapeutic goal in and of itself, since mod-
rating and expanding it will contribute to a parallel process in
he group and in the individual (Fehr, 2003; Rutan & Stone, 2001;
iv & Baharav, 2001). With reference to role theory developed by
oreno, the father of psychodrama, Landy also claims that these

oles are not separate from one another, and are in constant con-
act. Each role exists as a separate entity within the person and
eed to dialogue and cooperate. He also posits that every role has

 counter-role and that character and background relations exist
etween them. This counter-role might be a shadow aspect of role
r a corresponding (not opposing) role; for example, mother and
hild. It can also be underdeveloped within the person, and need to
e developed and further expressed.

In the Shifting Roles model presented here, when a particu-
ar role becomes dominant, another one becomes the background,
nd vice-versa. This is not a question of a good or bad charac-
er, but rather another facet that the person overlooks or ignores.
espite a person’s attempt to achieve a balanced set of roles, and

n light of the complexity of this relationship, disputes and con-
icts between characters are liable to create tension, confusion and
nxiety. Because the role patterns and their repertoire are shaped
hroughout a person’s development, moderating and expanding
hem is not easy.

To help these characters communicate and achieve equilibrium
mong themselves, Landy defines another character termed the
uide. The guide bridges and balances the role and the counter-
ole, and has a greater ability to observe the situation, the process,
nd the person. The guide helps individuals integrate and find their

uthentic path. Work on dialogue and assigning a place to char-
cters expands the repertoire and range of roles, develops their
obility and flexibility and exposes additional facets of the person-

lity. Role Theory’s ability to allow opposing characters to engage in
rapy 55 (2017) 158–163 159

dialogue whether victim and perpetrator, masculine and feminine,
mother and child, etc. − can help the individual develop tolerance
and empathy towards ambivalence in life, and is of therapeutic
value in and of itself (Landy, 1993, 1996, 1999, 2009).

This idea of dialogue and mobility between characters is also
present in the concept of the character and its background. It is
rooted in the idea of the polarity of the Gestalt, whose conceptual
crux is the contacts, dialogue and the connection between the two
(Zinker, 1977). This concept is also present the idea of the dominant
story and the background story in the narrative approach developed
by White and Apstone (McLeod, 2003), as well and in psychodrama
(Garcia & Buchanan, 2009). It is also part of all therapeutic methods
that recognize a multiplicity of voices, including the initial psycho-
analytic debate between the superego and the id, the conscious and
the subconscious, the good breast and the bad breast, in Freud and
in Klein (McLeod, 2003).

Conceptual basis

The concept behind the Shifting Roles model is related to Landy’s
Role Theory but extends it for the purpose of supervision to focus
on its implications for the role and stance of the therapist, and
not those of the client. It posits that the role of the arts thera-
pist is actually a multi-role, including many characters and roles
and counter-roles, each of which has different features, needs and
expressions. Some of the characters like to be stage front, whereas
other prefer to remain behind the curtains, or perhaps not to enter
the theater at all. Some characters/roles never leave the stage and
others never set foot on it. As in the theater, sometimes there are
conflicts, rivalries and clashes between the characters and their
desire to function or cease functioning, to go on stage or to exit.
However, to present a complete play, all are needed. Landy con-
tends that flexibility in adopting and exchanging roles can help a
person deal with various social functions in life, such as transitions
between situations and between roles. He claims that the process of
expanding roles and the ability to move between them in a flexible
way is a key aim of drama therapy (Landy, 2009).

In order for therapists to work effectively, they need to iden-
tify the role that will be most effective for a particular therapeutic
intervention. In many cases complications and difficulties arise in
therapy when the therapeutic situation requires therapists to take
on a role that is not in their repertoire, and/or when the therapist is
confused and puts a character on stage that is unsuited to the partic-
ular therapeutic situation. This case would be similar to a situation
in which, at the theater, a character from one play comes on stage
when another play is being performed, or when a character from
the first act accidently goes on stage during the third act. Thus, in
many cases in which the therapist has the feeling the therapy was
stuck and/or feels there has been an empathic failure, there may
be a confusion or an inappropriate embodiment of a role. To deal
with this issue, the “role map” below presents the four main types
of theatrical roles critical to supervision. In practice there should
be mobility and a mixing of roles, since integration and flexibil-
ity are basic to the concept, but for the purpose of presenting the
theoretical model they are discussed separately.

The four theater roles

There are four “super roles” embodied by the therapist. They
cover the functional roles that define the therapist’s stance in rela-

tion to the client and the space, as well as qualities and curative
elements that the therapist takes on for the client and the process.
Thus, the four roles constitute an internal function of the thera-
pist and are an essential part of the therapist’s engagement in the
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rama. Each role is uniquely significant. They need to merge and
atch to create a complete arts therapy expressive space.

he audience

This role listens, contains and bears witness to the client and the
rocess. It permits the experience of non-judgmental containment,
mpathy and acceptance that enables clients to express themselves
nd present their story and experiences with confidence. In this
ole it is important for therapists to maintain a certain physical
nd emotional distance from the scene and from the art/drama
hat is unfolding so that they can get a broader view. This distance
llows them to see the wider setting, the depth of the stage and
he relations between the characters and with the environment;
.e., the scenery. This is more of a “being” role, for which a passive,
ttentive presence is required that involves seeing and containing
rom a non-judgmental and accepting standpoint. This role is taken
n when the client plays a dramatic role, uses materials (draws,
culpts) plays an instrument, dances or writes while the therapist
emains outside or on the margins of the play space or in the lan-
uage of theater, on the other side of the fourth wall, as a member
f the audience. From this standpoint the therapist holds part of
he potential play space for the client, while witnessing the client
nd the process.

Actor. This role enables the therapist to create a meaningful dia-
ogue in a symbolic language with and for the client. It allows the
herapist-actor to work with and for the clients while the clients
an observe the scene (and themselves) from other perspectives,
y playing the roles themselves or from a more distant stand-
oint, for instance when watching the play as the audience. This
ole can be taken on when the therapist chooses to make a thera-
eutic intervention such as reflecting, echoing, confrontation from
ithin the play space and through the character, and by play-

ng a role him or herself. For example, this can be the case when
lients let the therapist embody a particular role, such as a fairy
r a witch and the therapist agrees and plays it for them, or with
he clients. Here the therapeutic interaction takes place within the
antasy-dramatic space, by the playing of roles between the thera-
ist and the client (or the clients and the therapist) as in Johnson’s
evelopmental transformation method (Johnson, 2009), based on

mprovised dramatic acting in which the client acts with the ther-
pist. Another option for working within the role of actor is when
he client remains in the position of the audience while the ther-
pist becomes a character in the dramatic space and presents the
cene and/or the story to the client. Playback Theater and its use
n therapy is based along similar lines, where the therapist and/or
he actors present the client/narrator with their story while giv-
ng their interpretation and perspective (Lubrani-Rolnik, 2009). In

ost cases the playback is performed by members of the group;
amely, players who present (replay) the storyteller’s story. These
rinciples can be applied in individual therapy as well, where the
herapist presents the story or elements of the story to the client.
he actor’s role can also be used in cases where the therapist models
nd shows-explains-teaches to the client by means of an artistic-
ramatic presentation of the exercise/technique/character.

Although it is easy to see how the role of the actor is applied to
rama therapy, it can also be used in all forms of arts therapy; for

nstance, when the therapists draw, sculpt, play instruments, write
r dance with their clients, or when they play, sing, dance or draw a
icture while the clients observe and listen. In this role the therapist
akes a more active, dynamic stance than in a role as the audience.
herapists need to be sure that they are assuming a character that is

atched in form and quality to the particular therapeutic situation,

nd that they are not using role-play, creativity and/or the stage in
 way that is not suitable to their role as a therapist. They also need
o be aware of inappropriate processing or expression of their own
rapy 55 (2017) 158–163

(unconscious) feelings and needs, including their need for creative
expression and/or for a stage. Particular attention must be paid to
identification processes and their implications, otherwise a situa-
tion is likely to arise in which therapists assume a character they are
not comfortable with, and in fact need to assume a different role,
or act in a different way. At the same time, therapists must allow
themselves to act authentically, be influenced by and be connected
to their identification processes, so that their acting is credible and
touches the client. Here therapists are required to develop the abil-
ity to act and to observe simultaneously during their acting, to
examine and to confirm that their acting is adapted to and advances
the therapeutic situation, the client and the process.

Director

This role enables the therapist to construct and organize the cre-
ative space in which the process of exploration and transformation
of the client in a symbolic-artistic language takes place. As in the
role of audience, in this role the director is located outside the play
space and on the other side of the fourth wall (but close to it). He
or she does not play or embody characters in the story, but rather
gives the clients-participants directorial instructions that they can
use to express, present and examine the subjects they brought to
the therapy in a removed and esthetic way. In the role of director
the therapist chooses to direct the process through instructions for
executing a particular creative action (in drama, movement, draw-
ing, playing an instrument, etc.), by giving staging instructions and
sometimes instructions for designing the stage as well. Here too, the
performance of this role can be seen as the work of the drama thera-
pist, but it can also be seen in the work of all types of arts therapists.
For instance, this can involve giving instructions for choosing the
size, color and type of paper or instructions for the type of mate-
rial to be used in creative visual art. The same applies when the
therapist gives instructions for using a musical instrument, say at a
particular rhythm, or refers to a particular text or dance/movement.

The director role combines the two previous roles and alternates
between an active and a passive role, from “being” to “doing”. Here
too, one needs to be careful not to controls the process, since the
client’s own  staging of the play of his/her life has enhancement
as well as therapeutic-transformative value (Doron-Harari, 2014;
Lubrani-Rolnik, 2009). Clearly the therapist-director must use his
or her own creative images and ideas because they can help clients
to express themselves in a symbolic way and create an opening for
expanding the perspective and the meaning that they attach to the
story and the experience.

Roles behind the curtain

This type of role may  appear be less important or less respectable
than other roles. Nevertheless, it is essential, for without it the
play cannot take place and neither can arts-based therapy. Behind-
the-curtain roles create a framework for important issues such as
maintaining the therapeutic setting, caring for and attending to
minor needs and details (for instance, ensuring the right type, qual-
ity and quantity of artistic materials). They provide the foundation
for therapy and the basis for creating a safe experience, visibil-
ity, continuity and order. They are essential for the enactment of
therapy and are an integral part of the role of the arts therapist.
Roles behind the curtain can include secondary roles such as: pro-
ducer, house father/mother and usher (takes care of purchasing and
arranging the required art materials), cleaning the studio, the light-
ing, cushions for seating, accessories, and so forth. The Marketing

and public relations person takes care of recruitment and ensur-
ing the participants attend the group. This applies to all groups and
for groups that operate privately, particularly when the therapist
recruits the participants. The Usher takes the money, sees to setting
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 budget for the therapy program, and in the case of a private group
lso the payment schedules and charging the participants. Because
his role requires skills, some of which are technical-managerial,
are needs to be taken to ensure that in practice they uphold ther-
py standards such empathy, containment and visibility.

igilance in choosing the role, consistency and flexibility
ersonifying it

In order for the therapeutic intervention to enable clients to
ndergo a significant developmental process, the therapist should
hoose only one stance and role, in accordance with the situation
nd the type of intervention demanded by the situation. By being
onsistent and clear in the execution of the role, the therapist will
id the client in understanding what is happening and the rules
f the game. It will help clients orientate properly during their
ontact time, define a clear character, develop and expand it, its
dentity and its role in the social world. Because this is a case of

 shared journey in which one character develops, challenges and
xpands the other character, the repertoire of roles embodied by
he therapist should ideally also develop, expand and change in
ccordance with the expansion process of the client’s characters.
he significance of this process lies in the fact that the therapist
llows her or himself to move and change location and role dur-
ng the stages of the process, by moving between roles of audience,
ctor and director, sometimes even in a behind-the-curtain role.
he process and the movement are subtle. The movement and tran-
ition between roles is essential for the development of the drama
herapy process, in conjunction with the expansion and deepen-
ng of the roles. By contrast, uncoordinated movement and shifts
re liable to lead to confusion, uncertainty and even abandonment,
iolation the therapeutic contract and/or empathic failure.

xamples – implementing the model in supervision

To illustrate the implementation of the model in supervision
nd how the supervisor and the therapist (supervisee) can decide
hat role is suited to embodying a particular situation, and then

hoose the role s/he needs to take on, a few examples are provided
elow. The examples show what can happen in cases when the
herapist chooses to remain in an unsuitable role and the effect this
an have on the process. They demonstrate the use of the model in
upervision as well as what can be learned from it in therapy. All
xamples are taken from supervision delivered privately and in art
herapy training programs and supervision courses.

n unsuitable choice of a functional role

This example relates to supervision of a therapist who  was
orking with a group of adults and felt she was  “stuck”. She

aid that during the therapy sessions she remained in the role of
udience and used only verbal language. She said that the group
xperienced her as “being stuck,ẗo the point that they revolted
nd threatened to stop coming. She added that members of the
roup claimed they chose to come to drama therapy in which act-
ng and drama were central, but in practice discovered that most of
he group work was conducted by verbally and from a psycholog-
cal perspective. According to them the process was  stuck and the
herapist was doing nothing to get it moving. This situation arose
ecause the group experienced repetitions of the same dynamic
nd roles without their being able to expand or change it. The ther-

pist remained in the audience role and allowed the situation to
tagnate despite the mounting frustration. As a result, the group
sked the therapist to take a more active role, since doing so would
elp them break free, expand the dynamic and the repertoire of
rapy 55 (2017) 158–163 161

roles embodied in it. In terms of the concepts discussed above, the
group asked the therapist to move into the role of director or the
role of actor, and to attempt to channel the process in other direc-
tions through one of these roles. During the supervision it became
clear that the therapist felt insecure about taking on the role of
director or the role of actor and therefore remained in the role of
audience. Thus a vicious circle was  created in which by remaining
in the role of the audience the therapist confirmed that the group
was stuck.

The supervision examined the supervisee/therapist’s difficulty
to take on the role of director and/or actor and revealed that it
originated in painful childhood experiences connected to her dif-
ficulty in taking her rightful place of center stage as a little girl in
her family, in nursery school and at school, but also her lack of
experience in the fields of acting and directing. Once the source of
the difficulty was pinpointed, work was done exclusively on this
issue in supervision. At this stage the supervision focused on pro-
viding tools and developing the supervisee’s capabilities as director
and actor, as well as boosting her self-confidence and willingness to
claim space. The supervision sessions involved role play, construct-
ing and achieving dramatic scenes around relevant images from the
supervisee’s childhood. In the course of the role play the difficulty
of being center stage arose, as well as the difficulty of asking and/or
fighting for the right to be the center of attention. Through role play
it became possible for the supervisee to deal with these issues and
with the unfinished business they involved, all the while develop-
ing and expanding her repertoire of roles. The fact that she could
see the therapist working with her in supervision from the stand-
point of an actor while participating in the role play with her, as
well as taking the director position, giving stage instructions while
understanding the scene “from the outside,c̈onstituted a type of
modelling that gave her tools and made her aware of the potential
of using these ideas and techniques in therapy.

This is an example of the way supervision integrated with the
arts provided the supervisee with practical tools for continuing her
creative work, and also, no less importantly, gave her inspiration
and faith in the language of arts-based therapy. By looking at the
group processes and similar dynamics that existed between her
and the group, she acquired a better grasp of why the group was
stuck and was  able to focus on ways to advance it. Since the super-
visee preferred to work with an existing text and in a way  that was
comprehensible (and not improvised), a text from George Orwell’s
Animal Farm was selected as a framework for the ongoing work
with the group. The therapist now used dramatic tools and moved
between the roles of audience and director. Because it became
apparent that a considerable part of the difficulty in the group
was linked to a hidden agenda about place and role, and to con-
cealed aggression that existed in it, it was decided that the therapist
would give the participants roles defined in the play (book), with
occasional exchanges. It was also decided, at least during warm-
up, to use masks to help the participants get into the character
and express taboo components in a freer, more distanced way. This
choice was designed to make it possible to deepen the exploration
and expansion of characters. At the same time, the exchange of roles
changed the dynamic and reinforced the group process. Because the
therapist did not feel comfortable working in the role as actor or
engaging in a physical-symbolic interaction with the participants
at this stage because she feared excessive closeness and the threat
to her position, it was decided to work from the position of direc-
tor, with the possibility of expanding it to the role of actor in the
future. It is important to note that given the limits of supervision,
it was suggested that the supervisee should participate in a class

of Playback Theater or other forms of theater to expand her act-
ing and directing skills. She was  also referred to the literature on
theater and directing, that includes ideas for playing roles that she
could use, as well as simple directorial ideas and techniques.
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This example illustrates how the Shifting Roles model can be
sed in supervision relating to group work issues. It also shows
ow observation of the group process and, in parallel, the thera-
ist’s work, can be used not only to understand the therapeutic
ituation and the reason for being stuck, but also to give the ther-
pist inspiration and creative tools for continuing work with the
roup. It is important to note that unsuitable choices of a func-
ional role can take place in any form of art therapy and not only in
orms that use drama. For example, a therapist can refuse to draw-
ng or play music with a client despite requests from the client to
o so (and stay in the audience position) and thus miss an oppor-
unity to join and work with the client within the dramatic reality.
herapists may  also refuse to give the client artistic guidance (in
rt therapy for example), such as providing a specific kind of paint
r technique (refusing the role of the director) and thus miss out
n the quality of such a directive intervention in symbolic language
ecause he or she remains outside the dramatic reality.

hoosing an unsuitable quality within the chosen role

In each of the four theater roles available to the therapist, mis-
akes can be made in the choice of standpoint the therapist adopts
nd/or the way it is adopted. This is not a case of a wrong choice
f the role itself, but rather the way it is personified and its qual-

ty. Most mistakes tend to occur in choices made in the position of
ctor. Although it is important to note that in the role of director,
ith the authority and the power that this role confers, mistakes

an occur, as well as in the role of behind the curtains. Inaccura-
ies in personifying the role of actor can be connected to processes
f over-identification when the therapist enters the dramatic role.
ituations like this, in which the therapist personifies a character
n a way that does not correspond to the therapeutic situation, are
iable to delay or impede the development of the dramatic scene
n a direction that will enhance the therapeutic process. In certain
ases, it may  even lead to being stuck and may  cause an empathic
ailure or regression.

These cases can stem, for example, from the fact that the thera-
ist believes that she is not allowed to play a “bad” character, and
eeds to play only good or enriching characters. Some therapists
hink that playing bad, aggressive or cruel characters is immoral or
nethical. The refusal of the therapist to take on the role assigned
o her, or in the way the client needs or requests, can occur because
f an over-identification experience with the client or with the
haracter the therapist asks the client to personify. This can cause
he client to feel emotionally overwhelmed, leading to discomfort
hen personifying it. The client’s avoidance of personifying this

ole is liable to stop him or her from expressing troubling issues
including taboo subjects) thus preventing him or her from express-
ng and processing them. This restraint can prevent clients from
ealing with unfinished business and makes it more difficult for
hem to find a different possible and more enhancing ending. In
ddition, it can send clients a negative message or one critical of
heir experience, which may  also not be supportive of therapy. It is
iable to prevent the client from creating a dialogue between oppo-
itional aspects, such as the victim and the aggressor, the good and
he bad, which in many cases is the most highly needed process for
reating integration, breakthroughs and a resolution of the conflict
aking place in the client’s story and life. Thus, the identification
f an essential process like this, in which the therapist does not
gree to take on and personify a role given by the client, or does not
gree to play the role at a suitable standard, is crucial to explore in

upervision.

An example of a case like this comes from supervision of a drama
herapist who was working with a young boy who  had suffered
buse. In the supervision she described a situation in which the boy
rapy 55 (2017) 158–163

asked her again and again to play the role of the cruel aggressor,
which involved creeping up on him quietly while he was sleeping
and to carrying out his evil intent violently. Despite her repeated
explanations that games like this were not permitted, the boy con-
tinued asking her to play the part. When she finally agreed to this
role play, she acted the aggressor too delicately and considerately,
in a way that annoyed and frustrated the boy. Although the boy
repeatedly asked the therapist to act violently, she did not agree
or succeed. After a number of meetings like this, the level of the
boy’s cooperation in the therapy dropped and he later expressed
dissatisfaction with coming to therapy, claiming that it was boring.

In supervision, it emerged that the supervisee-therapist had
experienced sexual abuse by a family member as a child. She felt
uncomfortably close to the story, was  flooded with feelings and also
felt guilty and immoral about dealing with them in therapy with the
young boy, particularly in the role of the violent perpetrator. Once
the parallel process taking place as well as the supervisee’s need to
protect herself was understood, the subject was dealt with using
more detached methods and not with concrete role play as the
boy had requested. Acting with lesser characters gave her a greater
sense of security and control, which was, at this stage, more sup-
portive. The supervision first consisted of making characters from a
story related to her life which were placed in a puppet theater. For
the next supervision meeting, the supervisee-therapist brought a
dollhouse that she had kept from childhood, and it served as a stage
for this play. It turned out that the choice of a dollhouse reflected
her experience as a puppet in the house she grew up in. This also
explained her difficulty in agreeing to taking on roles that various
clients gave her generally and, in particular, to accept stage instruc-
tions from them, a situation she also experienced in other therapies,
and not only in the case of this boy. This creative process helped to
understand the issues hindering the therapist in her work with the
boy and the transference taking place. Based on the work in super-
vision a similar intervention with the boy was  devised. However,
unlike the supervisee, the boy chose to create the characters as ani-
mals in play dough and put them in a zoo. His choice of animals was
connected to the sounds and the physicality he remembered from
the dreadful events he had experienced. It also connected to the
experience of visitors to the zoo who hear but do not understand
the animals’ language. The distanced drama work achieved through
role play with the therapist allowed the boy to tell his story while
trying out a range of roles and practicing various ways to respond,
all while maintaining a sufficient degree of separation and distance
that allowed the therapist to feel secure. After a short time the boy
regained interest in therapy and attended regularly. However, it
is important to stress that it is not appropriate in every case of a
traumatic experience based on an assault for the therapist to take
on the role of perpetrator. In many cases, it is more appropriate to
remain in a position that signifies a safe place, and operate within
it. Otherwise, there might be reactivation of the trauma and a crisis
of trust. Cases such as this must be considered carefully and dealt
with cautiously.

The Shifting Roles model in conjunction with supervision
allowed the supervisee-therapist to consider and understand the
therapeutic situation and certain parallel processes within it. In
addition supervision through the model provided her with creative
tools and helped her to construct the rest of the therapy using them.
However, an inappropriate choice of the manner and quality of the
embodiment of the character of the therapist-actor can also occur
in the opposite way from the one presented in this example. This
can occur when the therapist plays the role given to her in too
extreme a way  for the client’s frame of mind such as when she

personifies the character of the aggressor too cruelly or too aggres-
sively. Cases like this can create a situation of over-proximity to
the subject, which can cause fright, abstention or withdrawal (or,
alternatively, a hostile response) on the part of the client. Although
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t is likely that the therapists’ reasons for their inappropriate choice
re similar (over-identification, a set of beliefs about what is “good
herapy,ëtc.) their direct and indirect effects on their choices in
he field can be different; hence, every case needs to be examined
ndividually.

Inappropriate choices of ways and qualities of embodying a role
re also related to playing the roles of director and audience. The
ole of director can be embodied in a way that is too controlling,
hereby withholding important differentiation and independence
rocesses from the group or client. Alternatively it can be embodied

n a way that is too anemic and fluid, which does not give the group
r client the feeling of having sufficient momentum for creating a
ense of safety. The role of the audience can be played inappropri-
tely, for instance as an audience that is too critical and castrating
r a mute audience that does not transmit an adequate sense of
isibility and echoing. The role of behind the curtains can also be
layed in an inappropriate way, for example, when the therapist
oes not look after her clients’ creative work sufficiently well, or if
he presentation of the materials is either not organized or skimpy.
hese factors can initiate processes such as reduced motivation in
he therapy, empathic failure and even a crisis of faith.

Thus overall, situations of choosing an unsuitable quality within
he chosen role can take place in any artistic medium and not only in
rama. For example, in music therapy a therapist can play a suitable
elody but too loudly or too fast and make clients feel that the

herapist is not with them or the therapist can play or sing too well
r accurately in a way that might cause clients to retreat or feel

nferior.

iscussion and conclusion

This article presented the Shifting Roles model which is aimed
t assisting arts-based supervision processes. It gives supervisors
n art based perspective to explore group and individual art based
herapy. It can be used while supervising students and professionals
ver the course of their development and also for self-supervision
ia personal reflection. This article presented the theoretical frame-
ork for the model and highlighted its possible implementations

ia examples. It showed the value of providing supervision with
reative tools and perspectives, and the way in which this type of
upervision contributes not only to the development of awareness
nd understanding of processes, but also shows the therapist-
upervisee possible ways of implementing this way  of thinking
nd these tools in therapy. The very fact of integrating creative
xperimentation and the use of artistic tools in supervision enables
herapists-supervisees to experience the therapeutic power of the
rt itself, thus expanding their belief in the tool and inspiring them.

hus arts-based thinking and techniques can be integrated into
sychological perspectives and the art-as-therapy approach can
xist in combination with and in parallel to other psychological
pproaches.
rapy 55 (2017) 158–163 163

Clearly, the issues of the characters are relevant both to the work
of the individual and to the group therapist. However, because in
a group the participants embody many characters, with a variety
of features and needs and with a wide range of creative languages,
the work of the group therapist is likely to be more complicated
than that of a one-to-one therapist. It is likely that the former will
have to find within herself and give expression to a wider range of
characters, including the need to arrange and choose who will take
the stage and when, as well as find the common denominator of
creative language in the whole group and to work within it. Work-
ing cooperatively with another facilitator has many advantages, as
well as complications. The development of the roles and the flex-
ible transition and integration between them takes time and this
can be part of the aim and process of supervision.
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