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Psychodrama and eudaimonic well-being: 
potentials in playful and aesthetic 

experiences 

Siri Skar1 & Wenche Torrissen2 

Abstract 
This article explores how psychodrama might contribute to promote well-being and 

thus support goal nr. 3 in UN’s 2030 Agenda for Sustainable Development. The study 

utilises a case-study design, examining the individual case study of “Fiona” who was 

a participant in a non-clinical psychodrama group. Fiona’s experiences from 

participating in this group are investigated through a thematic based analysis to 

address the following question: How might engagement in psychodrama practice 

promote eudaimonic well-being? In this study we broadly define eudaimonic well-

being as human flourishing and as a movement towards growth, self-realization, 

development of one’s best self and meaningful purpose in one’s life. Our inquiry uses 

the theory-guided dimensions of eudaimonic well-being developed by Carol Ryff as 

an analytical lens. The results reveal that participating in the psychodrama group 

supported Fiona’s eudaimonic well-being mostly according to the following 

dimensions: autonomy, personal growth, positive relations with others, and self-

acceptance. When analysing how dimensions of eudaimonic well-being were 

promoted, we found three main themes: playfulness, visual symbolism and 
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psychodramatic role-playing techniques. The study thus shows that engagement in 

psychodrama is well suited to nurture human growth and development as an element 

of promoting good health and well-being. 

Keywords: psychodrama, eudaimonic well-being, embodied role-playing, surplus 
reality, playfulness, aesthetic doubling, arts and health 
 

Introduction 
In this article we will explore how psychodrama might contribute to the promotion of 

health and well-being and support goal nr. 3 in UN’s 2030 Agenda for Sustainable 

Development (UN, 2015). Globally there is growing research evidence to suggest 

that engagement with psychodrama has a positive effect on mental health and well-

being (Katmer et al., 2020; Kaya & Deniz, 2020: Testoni et al., 2015). The research 

field has been dominated by attempts to produce a robust evidence base for the 

health effects of this practice (Orkibi & Feniger-Schaal, 2019). Conceptional 

frameworks for understanding how aesthetic experiences and engagement in the arts 

are linked to well-being are being developed, but there is, as we see it, a need for 

more empirical studies that can explicate and clarify the relationship between 

psychodrama and well-being both with reference to theory and lived experience. The 

need for a more process-oriented focus and more empirical studies is also addressed 

by other psychodrama researchers (de Witte et al., 2021; Giacomucci, 2021a). This 

article attempts to respond to these needs by exploring the following question: How 

might engagement in psychodrama practice promote eudaimonic well-being? In this 

context we broadly define eudaimonic well-being as human flourishing and as a 

movement towards growth, self-realization, development of one’s best self and 

meaningful purpose in one’s life (Ryan & Deci, 2001; Ryff, 2017). We will draw on a 

single case study where a non-clinical psychodrama group was studied to explore 

what one participant’s story and experiences can reveal about the potential for 

eudaimonic growth in psychodrama engagement. The article revolves around the 

story of “Fiona”. The case of Fiona will be described in detail, following a presentation 

of the dimensions of well-being as an analytical lens. We then present the methods, 

analysis and results, followed by a discussion of how the story of Fiona can enhance 

our understanding of how engagement in psychodrama practice might promote 

eudaimonic well-being. 
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Eudaimonic well-being  

In this article we will focus on eudaimonic well-being, which is related to optimal 

human functioning, self-knowledge, realization of human potential and growth in all 

human capacities (Ryan & Deci, 2001; Ryff, 2017). Aristotle’s philosophical works 

have been central to the conceptual understanding of eudaimonia as a scientific field 

of study (Ryff & Singer, 2008; Ryff, 2017). Aristotle stated in his Nichomachean 

Ethics that “the highest of all goods achievable by human action was ‘eudaimonia’” 

(Ryff & Singer, 2008, p. 14). According to Aristotle, well-being was linked to virtue 

and to the activities involved in achieving the best that is within us. As such, the 

essence of eudaimonic well-being is well captured in the two epitaphs on the Temple 

of Apollo at Delphi: “Know thyself” and “become who you are” (Ryff & Singer, 2008). 

Eudaimonia is thus fundamentally about self-knowledge and growth in all human 

capacities. 

Over the last three decades, eudaimonic well-being has been subject to rigorous 

development and research. Carol Ryff was one of the first scientists to create a 

model of psychological well-being or eudaimonic well-being (both terms are 

alternately used (Ryff, 1989, 2016)). Today this model is perceived as one of the 

most important instruments for studying and understanding human well-being all over 

the world (Ryff, 2019). This model is based on the philosophical foundations of 

Aristotle’s eudaimonia, and theories advanced by clinicians and researchers in the 

field of psychology. Through a systematic analysis of these sources, Ryff identified 

the recurrence and convergence of themes across the theories and found that these 

intersections comprised six core dimensions of well-being, namely: (1) autonomy, 

which includes self-determination, self-regulation and independence; (2) 

environmental mastery, which relates to an ability to master and manage the contexts 

of one’s life; (3) personal growth, which is concerned with the realisation of one’s full 

potential and openness to new ideas, experiences and contexts; (4) positive relations 

with others, which relates to having capacity for love, having warm and trusting 

relations, and an ability to identify with others; (5) purpose in life, relating to feelings 

of meaningfulness and a sense of directedness; and (6) self-acceptance, which 

involves having a positive attitude towards the self and an ability to accept and be 

aware of both personal strengths and weaknesses (Ryff, 1989, 2017). As this model 

shows, optimal functioning depends on multiple aspects of human existence, 

psychological needs and includes growth across both individual and relational 
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dimensions (Ryff, 1989, 2016, 2017). We will return to these dimensions in the 

analysis. 

Eudaimonic well-being, good health and psychodrama 

Eudaimonic well-being is associated with better mental health, indicating that self-

knowledge and self-realisation has important implications for numerous health 

outcomes (Ryff & Singer, 2008; Ryff, 2019). Ryff calls for more research, bringing 

“greater scientific attention to the role of the arts and humanities in nurturing 

experiences of purposeful engagement, meaning [sic] living, and self-realization” 

(2017, p. 174). We will contribute to this by investigating how psychodrama might 

promote eudaimonic well-being.  

The work of Jacob Levy Moreno (1889-1974), the founder of psychodrama, has been 

associated with developments in positive psychology, and it can be argued that the 

overall aim of his work was to promote eudaimonic well-being and to support people 

to the highest possible levels of autonomy, vitality, spontaneity, and creativity 

(Moreno, 1953/1993; Moreno, 1972/1994; Orkibi, 2019). In Moreno’s words, this 

development is linked to individual strengths and personal growth: “The patient-actor 

is like a refugee who suddenly shows new strengths because he has set foot into a 

freer and broader world” (Moreno, 1972/1994, p. 16). Moreno also wrote about the 

necessity of action-based engagements for personal growth and development: “It 

(the psychodrama) produces a healing effect – not in the spectator (secondary 

catharsis) but in the producer-actors who produce the drama and, at the same time, 

liberate themselves from it” (Moreno, 1972/1994, p. xiv).  

Engagements and co-creation of events in a psychodrama group have aesthetic, 

psychological and social potential on both individual and interpersonal levels related 

to eudaimonic well-being, human development and good health. Psychodramatic 

engagements and the making of psychodrama events can be identified as 

performative events by the fact that this practice evolved from radical theatrical 

experiments (Baim, 2017; Moreno, 1972/1994) and historically was an expressionist 

theatre genre (Rasmussen & Kristoffersen, 2011). These historical facts and theories 

contribute, as we see it, to frame the events from the psychodrama as performative 

and relational events and highlight the aesthetic and social potential in 

psychodramatic engagements related to eudaimonic well-being. Processes and 

techniques facilitated in a psychodrama practice are founded in Morenos theory and 
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philosophy. Role-playing is essential in this; “Playing a role is the personification of 

other forms of existence through the medium of play. It is a specialized form of play 

…” (Moreno & Moreno, 1959/1975, p. 140, emphasis in original). J.L. Moreno and 

Z.T. Moreno have described role reversal as “a two-way role-playing” (1959/1975, p. 

142), and showed how the inspirations for this activity came from children’s role-

playing. Psychodrama can be understood as an embodied and aesthetic role-playing 

practice. A central aim of participating in such an embodied role-playing is the 

possibility to expand an individual’s ability to embody and use the inherent creativity 

and spontaneity in actions and responses in their everyday life.  

Both the production and reception aspects of aesthetic experiences are potentially 

included in engagements in psychodrama practice when a participant in the co-

production of a psychodrama inhabits the role as a producer-actor in the surplus 

reality on the psychodrama stage. This creates an embodied and relational space 

where a participant can dialectally change between actor and spectator positions 

related to a personal theme during the creative co-production process. Surplus reality 

is the dramatic reality where events, persons and objects can appear ‘as-if’ and 

where the boundary between reality and fiction dissolve. The psychodrama stage 

and psychodramatic techniques apply ‘as-if’ as a tool and provide the actor “a living 

space which is multi-dimensional and flexible to the maximum. … Reality and 

fantasy are not in conflict, but both are functions within a wider sphere – the 

psychodramatic world of objects, persons and events” (Moreno, 1953/1993, p. 53-

54). Reality and fiction are functions in a wider sphere in the surplus reality where 

events, persons and objects can appear ‘as-if’ in an imagined and dramatic reality on 

the psychodrama stage (Nolte, 2020; Moreno, 1953/1993, p. 54). 

Nolte (2020, p. 3) refers to Socrates and the Greek aphorism “Know thyself”, and 

claims that psychodrama “which involves the whole person physically, mentally, and 

socially, is the most powerful approach to the task of greater self-understanding” 

(Nolte, 2020, p. 4-5). Developing interpersonal relations and roles is by Moreno and 

psychodramatists understood as a central part of human development and good 

(psychological and social) health, which in Morenos writings are described in his role 

theory and theory on spontaneity and creativity (Moreno, 1953/1993, 1972/1994; 

Orkibi, 2019). This resonates with positive relations with others and personal growth, 

which are two dimensions of eudaimonic well-being. Despite these associations, 



Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 6 

 

 

psychodrama has never, to our knowledge, been systematically investigated in terms 

of the potential it holds for promoting eudaimonic well-being.  

Methods  
This study utilises a case-study design because this approach is particularly suited to 

capture the complexity of a real-life event within a contemporary setting, at the same 

time as it maintains a holistic understanding of the event (Yin, 2014). The exploratory 

and explanatory nature of our research also made the case-study approach apt (Yin, 

2014). Since the primary intent of the case study was to understand how participating 

in processes in a psychodrama practice might promote eudaimonic well-being, it can 

be classified as an “instrumental case” (Stake, 1995). At the same time, we have a 

particular interest in the case, focusing on one unique psychodrama experience, so 

the approach also has qualities that can be identified as “intrinsic” in relation to case 

study design (Stake, 1995). This combination of an “instrumental” and “intrinsic” 

approach is appropriate when the aim of the study is to understand a case in-depth 

at the same time as the case investigates a particular issue.  

For the purpose of this article, we focus on Fiona’s story and her experiences 

participating in a psychodrama group in 2021. She participated in a group led and 

planned by a certified psychodrama director who runs a private practice in Norway3, 

which was part of a collaboration with the first author´s research project4. 

Fiona’s story: Contextualisation  

The case studied was a psychodrama group that lasted for two full days and 

consisted of three participants, a psychodrama director, a psychodrama assistant, 

and a researcher-participant (first author). All the participants had minimum 50 hours 

 
 

3 The group focused on working on life themes in a concrete way through group based therapeutic 

methods such as psychodrama, sociometry and group psychotherapy. It was emphasised by the two 

psychodrama directors in the announcement of the group, that these methods are action-oriented and 

resource-oriented and emphasizes the possibility of change and greater freedom in one’s life. One 

psychodrama director took the role of psychodrama assistant before the group commenced due to 

unforeseen events. 

4  The first author’s Ph.D. project at University of Agder.  
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of experience from psychodrama groups, and all were women over 40 years old. A 

psychodrama group that focuses on protagonist-centred psychodramas normally 

includes phases such as warm-up, action and sharing from the different participants 

(Cruz et al., 2018). The dramaturgy of the group process described here also had 

these different phases. In the beginning of the group on day 1 all participants made a 

visual and concrete tableau about how they experienced living with Covid-19 in 

society. The tableaux were made individually with different combinations of textiles, 

postcards, figures, stones, and drawings, and then afterwards talked about in the 

group. Fiona described in the group that her tableau evolved around: relief, calm, 

sadness, joy, a good loneliness (solitude) and a negative loneliness, from living with 

Covid-19 in society and related to other events that occurred during this period. 

Towards the end of the psychodrama group on day 2 all the participants were asked 

to make a tableau of a «Dream flock», representing a group of people that they felt 

that they had needed, either in the past or in the present. This was followed by an 

explanation of the tableau and a short improvisation in the group based on elements 

from the tableau. In Fiona´s case, she improvised that she was standing outside a 

group of people and then joined this group, pretending to sit around a bonfire small 

talking, laughing, and telling stories.  

Between the first and last tableau activity on day 1, Fiona carried out a psychodrama 

which was co-created together with others in the group. This occurred after warm-ups 

and after another participant had carried out a psychodrama. Fiona had a minor role 

as an auxiliary ego in that psychodrama. On day 2 the last psychodrama was co-

created where Fiona played the role as an auxiliary ego named “the hammer”5 and 

then the last tableau activity related to the “Dream flock” was done. 

Moreno identified five basic elements for a psychodrama and the action phase: the 

stage, the actor/ the protagonist, the psychodrama director, the auxiliary egos, and 

the audience/group (Moreno, 1953/1993, p. 53). Through a co-creational process 

between the protagonist, the psychodrama director and the group, different scenes in 

the psychodrama are created and enacted. Different psychodramatic techniques, for 

example role reversal and mirroring are applied (Cruz et al., 2018; Moreno & Moreno, 

 
 

5 Described and analysed in Skar (2022). 
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1959/1975). Role-playing is actively used in role reversal which is an essential part of 

psychodramatic role-playing techniques. This technique is described as a method 

where “the protagonist is invited by the director to reverse with the other with whom 

s/he interacts, namely the complementary role (hereby referred to as auxiliary ego)” 

(Cruz et al., 2018, p. 7). The aim of this reversal is that the protagonist should put 

“him/herself psychologically in the place of this other person” (Cruz et al., 2018, p. 7). 

Slettemark (2004) describes a role reversal of inner parts or states, including 

emotions, as intrapsychic role reversals.  

Fiona´s psychodrama lasted for 1 hour and 15 minutes and consisted of different 

scenes where Fiona explored being in relationships and co-created a staging of a 

coastal rock slope and relationship balloons as part of this. She also depicted and 

staged loneliness, sadness, and longing. Different moments from Fiona´s 

engagement in the psychodrama practice is further described, analysed, and 

discussed in the following sections. 

 

Figure 1: Visualization of a scene from Fiona´s psychodrama. This is a dynamic image as it 

is a part of the explorations through the psychodramatic engagements through techniques 

such as staging, role reversals and mirroring. 
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Ethical considerations 

The research project was assessed and approved by the Norwegian Centre for 

Research Data (NSD)6, and all the participants gave informed consent to participate 

in the research project. Fiona read the article and had the opportunity to comment 

before submission. The name of the participant is fictional, and the material 

presented is anonymized.  

Data generation 

The first author conducted in-depth data generation, including observations, 

interviews, questionnaires, audio-visual material, and artefacts, such as drawings and 

poetry. The first author´s researcher position in the observation of the psychodrama 

group lands between partially participating and fully participating (Fangen, 2004). The 

psychodrama session was observed in situ and video recorded. Just before the end 

of the psychodrama group, all the participants were asked to answer a questionnaire 

where they, among other things, were asked to describe how they had experienced 

the group, why they had chosen to participate and what they had found most 

significant in the group process. Participants were also asked to write a poem and 

draw a picture that illustrated the most significant moment of their experiences. A 

week after the group, all the participants were interviewed on Zoom, and the 

interviews were conducted using a semi-structured interview guide where the 

rationale was to gain in-depth and rich descriptions of the experiential and embodied 

dimensions of participating in a psychodrama group (Kvale & Brinkmann, 2015; van 

Manen, 1990). In addition, a follow-up interview was carried out with Fiona 

approximately four and a half months after the group. All the material was transcribed 

verbatim by the first author.  

Analytic strategy  

The analytical strategy is based on Braun and Clarke’s (2006) structured approach to 

thematic analysis. This comprised a six-phase process including familiarization with 

data through an iterative cycle of engagement with the various sources 

(questionnaire, interviews, and video data), coding, thematic search, naming and 

 
 

6 After 1.1.2022 changed to the new name «Sikt – Norwegian Agency for Shared Services in 

Education and Research». 
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identifying themes, and writing up. During the initial phases of the analytical process, 

we discovered that it could be productive to introduce eudaimonic well-being as a 

theoretical frame, and to analyse her experiences through this lens to enhance our 

understanding of what happened in the case. Fiona’s case gave an opportunity to 

explore eudaimonic well-being, but this was not a theory presented for the 

participants in the data generation phase. Our inquiry used the theory-guided 

dimensions of eudaimonic well-being developed by Ryff as an analytical lens (1989, 

2016). This meant that we were reading the transcribed data to investigate how 

Fiona’s engagement in the psychodrama group might promote well-being according 

to the following dimensions: autonomy, environmental mastery, personal growth, 

positive relations with others, purpose in life and self-acceptance (Ryff, 2017). More 

specifically, we were identifying moments of eudaimonic growth, seeking to 

understand how this growth came about in the specific context that we were studying.  

We also analysed the data inductively to make sure that we were able to identify 

potential negative associations between participating in a psychodrama group and 

well-being. After a process of coding and thematic search done by the two authors 

separately, the authors discussed their analysis in detail and agreed on themes. 

These themes were developed further in the writing phase, where the analysis was 

refined and presented as stories. Here we follow Braun and Clarke in their 

conceptualisation of qualitative analysis and research as “storytelling”, where the 

researchers are the authors of their “analytic story” (Braun & Clarke, 2022, p. 11). We 

will thus present the thematic findings as analytic stories.  

Results: Analytic stories 
After a thorough analysis of all the material we found that Fiona’s participation in the 

psychodrama group promoted eudaimonic well-being mainly along the following 

dimensions: autonomy, personal growth, positive relations with others, and self-

acceptance. The two other dimensions, environmental mastery and purpose in life 

were less obvious in the case of Fiona, although we can see elements of these 

dimensions in Fiona’s narratives. In the case studied we did not find any negative 

associations between participating in a psychodrama group and well-being, so we 

agreed that four analytic stories would represent the overall material well. In these 

stories we aim to capture how psychodrama can nurture eudaimonic well-being with 

reference to empirical examples from the questionnaire, observations, interviews, 
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and artefacts. The separate analytic stories overlap, and it is not always possible (or 

desirable) to separate them in the process of understanding how Fiona’s 

engagement in the psychodrama practice promoted well-being. The different 

analytical stories can, however, yield in depth knowledge about how psychodrama 

might promote eudaimonic well-being across the different dimensions and thus give 

us rich insights into the psychodrama process as it is experienced by one person. 

Analytic story 1: Autonomy  

As Fiona explains it, both in her psychodrama and the interview, she is very 

concerned about how other people perceive and evaluate her. In encounters with 

other people she, therefore, often experiences that she is losing herself. According to 

her, this is a recurring pattern in her life: “I think I often do, that I get completely lost. 

Or it feels like I'm annihilated in the relationship”. Much of Fiona’s psychodrama is 

dedicated to working through this problem. In this process, it becomes very important 

for her to explore how she can visualise her autonomous self and how she can 

become this self. In this process, she creates a symbolic and embodied image of this 

self, represented by a coastal rock slope, a place where she argues “I am wholly me”. 

In her drawing, reproduced below, we can see this autonomous self as “me who is 

sitting steadily on the coastal rock slope”. It is this “me” that Fiona wants to harness 

in her life, and she feels like the psychodrama process is useful in this regard 

because it helps her to develop and maintain her autonomy. In the follow-up 

interview she stresses that she has used insights developed during the psychodrama 

group as a supportive and self-regulating tool in interpersonal relationships outside of 

the group. As an example, Fiona says in the follow up interview that the image of the 

coastal rock slope and the “relationship balloons” [symbols of her relationships], has 

supported her in maintaining her autonomy in relationships. She says it like this: “I 

am more at home in myself and feel that I can support myself more”. This can also be 

interpreted as an expression of environmental mastery.  

Fiona argues that the playful, embodied approach in the psychodrama group enables 

her to develop more autonomously because it provides an explorative space where 

she is less critical of herself and less preoccupied with what others might think of her. 

This space can be understood as the as-if space in play and as “surplus reality” in 

psychodrama. In her everyday life and when she engages in traditional talk 

therapies, she claims that she often thinks “about how things will be received. Is it 
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stupid? Not stupid? Can I say it like that? And I am very focused on who I talk to”. By 

comparison, “all that disappears” when she is working through psychodrama 

methods such as role-playing and tableaux. Working in this way she adamantly 

stresses that “I become more spontaneous, I don’t think so carefully about things in 

advance, and I don’t have the same vigilance as I usually have when it comes to how 

things might be received”.  

The main reason why Fiona finds psychodrama so rewarding, is that it enables her to 

express herself and her feelings in ways that words don’t allow. According to her, “I 

can easily get lost in words, or try to hide myself in words”. Working through 

psychodrama, she has, however, “felt such a relief […] just being able to make 

something visually, something symbolic, and let that be a type of language”. The 

relief, as Fiona expresses it, is associated with the fact that she can reveal her 

authentic self through the “new” theatre language. By creating the image of the 

coastal rock slope, she feels that she has become more visible to herself, and she 

argues that it makes her feel more autonomous as it helps her to feel “that I exist”.  

Analytic story 2: Personal growth  

Reflecting on her psychodrama experience, (first a week after and then four and a 

half months after the session), Fiona is convinced that it has aided her in developing 

more self-knowledge and positive change in her life. This development is clearly 

expressed when Fiona reflects on her drawing and poem in the interview, which were 

made as part of the research questionnaire, before the end of the psychodrama 

group: 



Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 13 

 

 

A place 

Where I am not 

There is warmth, friendship, careful 

meetings. 

Where I am exists 

the cramped, the silent and the tears. 

But there are also 

– a  coastal rock slope to be found on 

– a heart that is completely mine 

own 

And when I dare it 

– hands and words that support 

And maybe there are 

– balloons that do not disappear 

If I let go 

– a bonfire with friends around 

A place 

 

Reflecting on this drawing in the interview a week after the group, she says that the 

intention was to illustrate the poem. What she sees in hindsight, however, is “a dream 

image” that comprises all the good things she wants her life to be filled with: “It is me 

on the coastal rock slope, and there is a distinct heart, and there are balloons, which 

are there without me holding them, and there is a fireplace with friends around”. Even 

though Fiona describes this as a “dream image”, she is also emphasising how the 

psychodrama experience, has enabled her to move towards this image in a 

continuous process of becoming. This can be understood as processes which 

promotes eudaimonic well-being because it supports her in her self-realization, 

developing her potential and her functioning. This change is evident in the first 

interview, but it becomes even stronger in the second interview, where she argues 

Figure 2: Fiona´s drawing from the questionnaire 



Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 14 

 

 

that she has used the concrete symbols she created and embodied in the 

psychodrama group to regulate her feelings in ways that has enabled her to see 

improvements in herself and her behaviour over time. Re-counting this strategy, she, 

for instance, relates that she asks herself questions like “but where is the coastal rock 

slope?” when she feels that she disappears. Finding the rock within herself, she 

describes that she often has a physiological reaction, relieving her of stress and 

tension.  

For Fiona, re-enacting the image of the coastal rock slope is thus aiding her to 

become the person she wants to become. One of the clearest signs of this, according 

to Fiona, is that she now manages to let go of relationships that in the past has 

tended to annihilate her. Speaking about this process in relation to a special 

friendship relation, she describes it like this: “There she is, she is a balloon (laughter), 

and now she is drifting over there and that is fine, and maybe she will float back to 

me again, and then I am right here”. Fiona thus feels that she has developed into a 

stronger and more confident person as a result of psychodramatic engagements. In 

her words, this person can focus on “what is important for [her], rather than always 

thinking about what [she] needs to do in order to avoid losing the friendship with the 

other”.  

On many occasions she says that she is experiencing that life is “changing in a good 

way”. She feels more open to experience, more open to her own feelings, and more 

open in relational encounters. Another significant development that Fiona highlights 

is the fact that she has become more positive after the group. She explains this by 

the fact that “I have begun to concentrate a little more on the experiences where I 

feel that I belong; where I feel wanted, in groups and relationships”. And the result, 

she argues, is that she “believes more in it”; she believes that she is coming closer to 

her “dream image”.    

Throughout the interviews, Fiona repeats that the experiences she has had in the 

group, are very good for her. Literally translated, she says that the process “does me 

very good”. When she tries to articulate precisely what it is about the process that 

“does good”, she finds it difficult to grasp what this is, but she is convinced that it has 

something to do with “Play. Yes, play and what it is”. Fiona argues that play “moves 

rocks that are in the way and enables things to grow”. In Fiona’s narratives, the 

playful approach she experiences in the psychodrama sessions, offers a unique 
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opportunity for growth and development because it provides room for 

experimentation and exploration in a safe and relational context. For her “play, it is 

something safe. It is something I can feel my way in. It is something I can meet other 

people in, something pleasurable, playful, and creative”. The great thing about play, 

according to Fiona is that it is so open ended and full of possibilities. It is particularly 

two things that she appreciates about play. Firstly, there are no right and wrong 

answers, which allows her to explore things without being confined to a particular 

reality. Secondly, “play takes us on its own journey”, where everything is possible and 

“no one really knows where we are heading”. In this space, she feels free and 

uninhibited and daring. As she explains, in play “I dare to be who I am and be where I 

am”. Moreover, she “dare to feel how it is to be me [in play], instead of trying to figure 

out what I need to do to act correctly in a given situation”.  

Analytic story 3: Positive relations with others 

Loneliness is a strong theme in Fiona’s story, and she expresses that she often feels 

that her need for rewarding social contact and relationships are unmet. She also 

reveals that she struggles to maintain satisfying and trusting relationships with people 

around her, even though she really wants this in her life. This is a source of deep 

sadness in Fiona’s life and as a central part of her psychodrama she co-creates 

performative events exploring this theme with the other group members and the 

psychodrama director. In Fiona’s words, “it is a lot in relationships that are difficult, 

and being able to work in a group, where the relational is everywhere, […] I have 

experienced that this is useful”. Reflecting on her experiences a week after the 

psychodrama group, Fiona maintains that working through challenging scenarios and 

feelings with the support of the psychodrama director and the group, has contributed 

to improve her positive relations with others. She describes it like this: “be in a group, 

be in a relationship and get help to be with myself at the same time […] be in contact 

with me and others and I don´t have to be alone with it”.  

Through the scenarios and the interpersonal relations in the psychodrama group, 

performative and relational events are produced that Fiona can be bodily and 

affectively present in. This makes her feel good because it provides immediate 

support: “Being in the challenge and getting support there and then, is something that 

makes me feel good”. The importance of being embodied in challenging performative 

and relational events, and to be seen and supported from the psychodrama director 
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there and then is shown here. This is also reflected in the “dream flock image” 

represented in her drawing, which she in the interview says symbolises both the 

“concrete psychodrama group during the weekend” and “the friends I long to have”.  

In the follow up interview Fiona explains that she has experienced positive change in 

relation to how she experiences her relations with others. Her feelings of sadness 

and loneliness has by no means disappeared, but Fiona argues that she feels more 

positive about her social relations because of her experiences in the psychodrama 

group. That other participants experienced and recognized her feelings and 

struggles, was significant for Fiona. The participant that played her auxiliary role, for 

instance, said that she felt very “stiff in her body” when the “relationship balloons” 

[symbols of her relationships, symbolized by a blue shawl] flew around. Fiona 

showed how these relationships come and go as a part of her psychodrama. The 

feeling of being “stiff in the body” that the other participant talked about, says 

something about freezing (both bodily, emotionally and socially), feeling less free and 

spontaneous when the relationships come and go. This was a feeling Fiona 

recognized, stressing that “it was very familiar and good […] she felt the same as I 

did”. Fiona explained that she could feel “stiff in what is me, or a bit stiff in the body” 

when she experienced that it was too many relationships she got confused or 

touched by.  

Fiona also acted as an auxiliary role in the psychodrama of another participant. In 

this psychodrama she was playing the role of a hammer, representing the inner critic 

of the protagonist Anna7. In this role, as the drama proceeded, she was placed on the 

outside of the stage, symbolizing that the protagonist wanted to remove this 

destructive and self-critical element from her life. Playing this role and having to stand 

on the outside of the group towards the end of the psychodrama made a very strong 

emotional and bodily impact on Fiona, resulting in tears, difficulties in breathing, and 

a feeling that she needed physical support. Fiona describes this situation in the 

interview as both “difficult good and useful” and “difficult uncomfortable”. Importantly, 

this deeply emotional experience promotes action and Fiona argues that she created 

the last improvisational exercise, the “Dream flock” activity, as a direct response to 

 
 

7 This event is described and analysed in Skar (2022). 



Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 17 

 

 

the experiences she had as the hammer. In this activity she created a setting where 

all the members of the group were sitting around the bonfire. Placing herself on the 

outside, aiming to relive the painful experience, she asked the assistant to support 

her and help her to enter the group. Recalling the event, she says that it was less 

painful to stand on the outside with this support, knowing that others were aware of 

her presence. After a while Fiona joined the group sitting around the bonfire and 

improvised small-talk, storytelling, and laughter around the bonfire with all the other 

participants. This felt like a relief for her, and she felt this physiologically in her body 

as a “warm, light and good feeling”. She described that the improvised situation with 

the Dream flock was “in a way like a way out of it [her current situation]”. She 

interpreted it as having been given “another opportunity, an opportunity for something 

else”.  

Analytic story 4: Self-acceptance  

According to Fiona, she has had a long history of “self-loathing”. In her words, “angry 

thoughts” have often tended to overshadow other aspects of her life, giving other 

emotions less space. When she participated in the psychodrama group, she 

experienced a prolonged period of sadness, but she did not accept this sadness. 

“There has been a pattern, for example, becoming very angry with myself, 

immediately after such feelings emerged”. As a result, sadness has been given very 

little space in her life before she made it into a central part of her psychodrama. 

According to Fiona, this process enabled her to get to terms with her feelings and 

accept them as a natural part of life, which again prompted greater self-acceptance 

and more positive and accepting attitudes towards herself.   

In her psychodrama, Fiona impersonates loneliness and sadness as two central 

feelings in her life. This was both observed by the first author in the group where 

Fiona expressed this while co-creating her psychodrama with the director, and Fiona 

talked about this in the interviews. Fiona has the following to say about the role-

playing and role reversals of the sadness:  

I remember movements very well …. I remember the sadness, where I 

made a movement with a scarf which…, which sailed around and covered 

things. One of the participants also came up and, as an auxiliary role, also 

did it so strong and nice. …. Painful and strong to look at, because there 

were so clear, clear sad waves in it, I think.  
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Seeing this enacted by another participant made Fiona feel that “that´s exactly how it 

is”. Reflecting on the situation a week after the group, Fiona is surprised by her 

reaction. In her reasoning, she expected that playing out such dark and difficult 

emotional states might have propelled her into a dark hole of depression. Instead, 

she experiences that the feeling of sadness wants something from her, something 

that might stimulate change: It is “like something is working in me, [….] then it is 

perhaps something that can change. […]. The sadness will open for something”. 

Reflecting on the event more than four months later, she claims that she understood 

something significant during the group, and that was that the feeling of sadness 

needed to be accepted and acknowledged in her life. In other words, the enactment 

of the sadness through psychodramatic techniques such as role-playing, and role 

reversals enabled self-acceptance and self-understanding. 

Co-creating the image of the coastal rock slope, where another group-member 

played the rock, also enabled her to see and feel herself clearer. In this scene, 

another person impersonates her authentic self on the coastal rock slope both in role 

reversal sequences and through mirroring. In this way, she could explore issues of 

relationships coming and going as balloons, loneliness, sadness, and longing, whilst 

always having a physical, embodied space to return to where she is “totally me”. She 

argues that seeing herself from the outside strengthens the feeling “that I exist”, 

because her authentic self becomes visible and acknowledged, both by others and 

by herself. 

Discussion  
As the analytic stories show, Fiona experiences eudaimonic growth through her 

engagement in psychodrama practice. Significantly, this case demonstrate that the 

immersive, co-creative theatre experience provides the foundation for this growth by 

enabling playful explorations of life stories, relationships, and dreams. In Fiona’s 

stories, playfulness, psychodramatic role-playing techniques, and visual symbolism 

were particularly important for her experience of change and growth, and we will 

therefore discuss how these elements can be understood in relation to eudaimonic 

well-being in the following.  

Playfulness is a particularly strong theme in Fiona’s stories. As we have seen, play, 

playing and playfulness are themes that Fiona returns to throughout the interviews, 

and it can be argued that it is when Fiona “lets go” through play and playing in the 
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psychodrama group, that she experiences the most profound eudaimonic growth. 

According to Fiona, play enables her to see things anew because “play takes us on 

its own journey”, and “no one really knows where we are heading”. Describing how 

this materializes in the concrete psychodrama group, she says: “I could have planned 

something, and then suddenly I see something else, and then it talks to me, and then 

it goes in, then I am in a […] creative process”. According to Fiona this creative 

process “feels good” and “does good” for a number og reasons: Firstly, it feels good 

because it helps her to understand herself and her needs better, secondly it feels 

good because she can develop new insights without external restraint, and thirdly it 

feels good because she dares to be who she is without pretending to be someone 

she is not.  

When Fiona articulates that it is “something about play” that supports well-being, she 

expresses lived experience that is supported in research and theory. Like Fiona, 

many scholars have argued that play holds a potential for well-being precisely 

because it does not have external goals and because it takes the player on a journey 

with unforeseeable results (Gadamer, 1986; Schechner, 1993). Schechner describes 

the play process as “the ongoing, underlying process of off-balancing, loosening, 

bending, twisting, reconfiguring, and transforming” (Schechner, 1993, p. 43). This 

process has been linked to health, well-being and change processes. Heine 

Steinkopf, argues that “[p]lay, or playfulness, is […] crucial for adults' ability to 

change” (Steinkopf n.d., p. 1, our translation). What happens when we play or are in 

the state that is characterized as play or playfulness, is that we become less self-

conscious and critical, that it is easier to be absorbed in the moment, get in touch 

with others and be engaged in an experience or task. The condition of play has been 

shown to include the experience of well-being and a desire to do unexpected or new 

things. Several health researchers claim that play and playfulness should be 

strengthened in people if the goal is positive change (Fredrickson, 2001; Tonkin & 

Whitaker, 2019). Applied to Fiona’s case we can argue that Fiona experiences 

positive change because playing in the psychodrama context makes her less self-

conscious and critical. As we have seen, being bodily in these playful, creative and 

explorative processes also enables her to get in touch with others and herself in new 

ways. In short, Fiona expresses that play enables her to move towards knowing 

herself and becoming who she is, the essence of eudaimonic well-being. Fiona´s 
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case thus supports that playfulness in psychodrama practice supports the promotion 

of eudaimonic well-being.  

Playing and playfulness is seen as an important factor in psychodrama, as in other 

creative art therapies (de Witte et al., 2021). In Fiona’s stories, playfulness cannot be 

separated from the overall psychodrama event, where she is allowed to explore her 

stories and identities in what Moreno termed surplus reality, where the “as-if” state 

allow for exploration, experimentation, and concretization (symbolic or realistic) of the 

inner drama (Orkibi, 2019; Kushnir & Orkibi, 2021). As we have seen, Fiona’s 

psychodrama and other psychodramatic engagements is co-created between the 

protagonist (Fiona), the psychodrama director, and the auxiliary egos in surplus 

reality. It can thus be argued that Fiona is the actor-producer of her drama that 

evolves in a continuous process where those involved are mutually and emotionally 

exposed to each other’s actions and where everyone act as both subjects and 

objects at various times. In other words, Fiona oscillates between playing herself and 

observing herself in the continuous role-reversals, through the mirroring technique 

and role-playing in her psychodrama.  

The significance of role-playing and role-reversal in surplus reality is that it opens for 

a different expressive space with other “rules” where anything is possible. This also 

opens the space to act out and show how things could have been in the past or how 

things might be in the future. In the process of role reversals between Fiona as 

herself and her inner states, she is able to explore both how things are at the moment 

and how things can become in the future. As the case of Fiona shows, these 

“fictitious” explorations of inner states and future scenarios through role-reversal have 

real significance for her because they contribute to reconstruct how she sees herself 

and the world she lives in. As an example, she is able to come to terms with and 

accept the sadness in her life by playing it out through role reversal with herself 

(played by an auxiliary ego). Moreover, she feels that she is moving towards healthier 

relationships by playing out scenarios in the group and by improvising how she wants 

her relationships with others to be in the future. As these examples show, role-play 

and role reversal in surplus reality has the potential to support eudaimonic growth 

both because it enables Fiona to connect with others in positive ways and because it 

helps her to develop kinder and more accepting attitudes towards herself. It can thus 

be argued that Fiona’s explorations in surplus reality is performative in that it 

produces realities that were not there before. This blending of reality and fiction, (and 
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the ensuing production of new realities), is often perceived to be the reason why 

drama is so well suited to develop insight both in relation to self and society 

(Szatkowski, 1985; Sæbø, 1998). Szatkowski calls this process “aesthetic doubling”, 

and he argues that it is the fact that we simultaneously have an experience in fiction 

as the character, and an experience of the fiction as a spectator, that creates the 

possibility for insight and new understanding (Szatkowski, 1985). In the case of 

Fiona, she has an experience in fiction, as she plays herself and an experience of the 

fiction, as a spectator of herself, at the same time. As Fiona’s stories demonstrate, 

the significance of this for eudaimonic growth is that she is able to explore who she is 

and who she can become within the safety of surplus reality. Paradoxically, she even 

experiences that she can be more “real” in surplus reality than in real life because 

here she does not have to pretend to be someone she is not. The potential that 

surplus reality and aesthetic doubling has for eudaimonia is therefore the realisation 

that fiction and drama can open spaces where it is possible to explore who we are 

and who we might become as a means of developing our inner potentials and best 

selves.  

Finally, the analytic stories suggest that the ability to work through visual symbolism 

supports eudaimonic well-being. By utilising visual symbolism in the tableaux, role-

playing and improvisations Fiona feels that she can express herself in creative and 

spontaneous ways, freeing herself from what she perceives as the constraints of 

words. In the psychodrama practice, Fiona has an opportunity for communicating and 

expressing herself through drama as a symbolic medium, which includes symbolic 

and dramatic actions in the surplus reality (Kushnir & Orkibi, 2021; Sæbø, 1998). As 

the analytic stories show, Fiona uses several symbols to express herself and to 

explain her inner world. The two most important symbols in her stories are the 

coastal rock slope, which is the symbol of her authentic self, and the (relationship) 

balloons, which is the symbol of her relationships. Fiona returns to these symbols 

throughout her psychodrama, and it can be argued that she uses them to produce a 

bridge between the inner world of herself and the surrounding, external world. This 

bridge enables her to communicate complex states and feelings to the others in the 

group and to herself in ways that support her well-being. In terms of promoting 

eudaimonic growth we can identify two different functions of the symbols in Fiona’s 

stories. First, conjuring up the symbol of the coastal rock slope, as she goes about in 

her day-to-day life, enables her to return to herself when she feels that she is losing 
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herself. As such it protects her autonomy. Secondly, the symbol of the coastal rock 

slope enables her to develop new and more positive perspectives on relationships 

and the function of relationships in her life. Significantly, seeing her symbolic self 

being played by an auxiliary ego strengthens her feeling of belonging to a group 

because she feels acknowledged by the others. This sense of acknowledgement and 

support from the group is important in Fiona’s narrative and she expresses that 

seeing others impersonate her inner self through symbols make her feel less lonely 

and more included in the community. In this way we see that role reversal enables 

the development of inter-personal understanding and community in ways that support 

eudaimonic growth.  

Overall, it can be argued that Fiona’s eudaimonic growth is supported by the 

performative immersion in the psychodrama event. This eudaimonic growth can be 

explained as a form of action-insight developed through playfulness, visual 

symbolism and psychodramatic role-playing techniques.  Action-insight is understood 

as an important aspect for change in psychodrama and is described as “the results of 

various kinds of action learning” that results in “the process of self-discovery” 

(Kellermann, 1992, p. 86). As we have seen in Fiona’s case, engagement in surplus 

reality results in this process of self-discovery. Based on the analytic stories it can be 

argued that the psychodrama stage here function as a place for destabilization where 

aesthetic doubling provides possibilities for new perspectives and new meaning-

making. In Moreno’s theory, catharsis is associated with personal growth and a 

person’s ability to transcend reality in order to “set foot into a freer and broader world” 

(Moreno, 1972/1994, p. 16). As we have seen, Fiona shows that she is moving 

towards a broader and freer world through her psychodrama experience. The analytic 

stories show that Fiona’s experiences during the psychodrama group have an 

important impact on Fiona´s eudaimonic well-being over time, and we can see that 

Fiona identifies improvements in eudaimonic well-being over four months after the 

psychodrama group commenced. This is an important finding because it shows how 

engagement in psychodrama practice can promote eudaimonic well-being that 

reverberates long after the experience takes place. As the case shows, the 

psychodrama experience enables Fiona to understand herself, her relationships, and 

her experiences more clearly after four months. In short, this demonstrates how 

psychodrama can promote insight, growth, and change. 
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Conclusion 
As the case study of Fiona shows, the immersive and highly performative 

psychodrama experience can contribute to promote well-being. In this case we have 

captured the rich potential that lies in psychodrama practice for promoting 

eudaimonic well-being. The strength of this approach lies precisely in the in-depth 

insights we get into Fiona’s perspectives and the ways in which she describes her 

eudaimonic growth. Significantly, the case of Fiona suggests that it is in play, surplus 

reality, role-play and role-reversal that the potential of eudaimonic growth is greatest. 

This is perhaps not surprising given that Moreno himself stressed the inherent 

relationship between spontaneity, creativity, play and surplus reality on the one hand, 

and a self-actualised and healthy self on the other (Moreno, 1953/1993). Despite this 

connection, Moreno is rarely mentioned in discussions of how eudaimonic well-being 

can be promoted. By using eudaimonic well-being as a theoretical framework in this 

article we thus hope to contribute to make the connection between psychodrama and 

eudaimonia more visible so that the potentials that lie in this practice can be utilised 

on a greater scale. Because, as the case of Fiona has shown, the immersive 

psychodrama experience can provide people with tools to reach the pivotal goal of 

“knowing thyself” and “becoming who you are” (Ryff & Singer, 2008). As such, the 

study supports the growing evidence that arts engagement and aesthetic 

experiences are well suited to nurture human growth, self-realisation, and 

development, which is the essence of eudaimonia (Ryff, 2019; Torrissen & Løvoll, 

2022). In this way, Fiona’s case can be framed as an example of how active and 

creative engagement in drama and theatre processes and activities can support good 

health and well-being by building on people’s strengths in ways that produce hope, 

meaning, connection, belonging, self-efficacy and empowerment (Fancourt & Finn, 

2019; Torrissen & Stickley, 2018). In a world where the mental health problems of the 

population are growing fast on a global scale and loneliness is one of the greatest 

public health challenges, psychodrama thus holds a valuable potential in supporting 

goal nr. 3 in UN’s 2030 Agenda for Sustainable Development: Good health & well-

being. 

About the authors 
Siri Skar is a drama educator and psychodramatist (Moreno Institute Oslo) and has a 

master's degree in aesthetic subjects in drama and theater communication from 

OsloMet. She is currently a Ph.D. student at the cross-aesthetic Ph.D. program ‘Art in 



Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 24 

 

 

context’ specialization theater at University of Agder. Her main research interests are 

arts and health, psychodrama and aesthetic learning processes in different contexts 

related to learning and development. 

Wenche Torrissen currently works as a professor in drama and theatre at Volda 

University College and the Norwegian Resource Centre for Arts and Health. 

Torrissen has a Ph.D. from Royal Holloway, University of London. Her main research 

interests are applied theatre, arts & health and theatre history. She is the founding 

editor-in-chief of Nordic Journal of arts, culture and health, published by the 

Scandinavian university press.     

 

References 

Baim, C. (2017). The drama spiral: A decision-making model for safe, ethical, and 

flexible practice when incorporating personal stories in applied theatre and 

performance. In A. O’Grady (Ed.), Risk, participation, and performance 

practice: Critical vulnerabilities in a precarious world (p. 79-109). Palgrave 

Macmillan. 

Braun, V., & Clarke, V. (2006). Using thematic analysis in psychology. Qualitative 

Research in Psychology, 3(2), 77-101.  

https://doi.org/10.1191/1478088706qp063oa  

Braun, V. & Clarke, V. (2022).  Thematic analysis: A practical guide. Sage. 

Cruz, A., Sales, C. M. D., Alves, P., & Moita, G. (2018). The core techniques of 

Morenian psychodrama: A systematic review of literature. Frontiers in 

Psychology, 9(1263). https://doi.org/10.3389/fpsyg.2018.01263  

de Witte, M., Orkibi, H., Zarate, R., Karkou, V., Sajnani, N., Malhotra, B., Ho, R. T. H., 

Kaimal, G., Baker, F. A. & Koch, S. C. (2021). From therapeutic factors to 

mechanisms of change in the creative arts therapies: A scoping review. 

Frontiers in Psychology, 12(2525). https://doi.org/10.3389/fpsyg.2021.678397  

Fancourt, D. & Finn, S. (2019). What is the evidence on the role of the arts in 

improving health and well-being? A scoping review. World Health 

Organization. 

https://apps.who.int/iris/bitstream/handle/10665/329834/9789289054553-

eng.pdf  

https://doi.org/10.1191/1478088706qp063oa
https://doi.org/10.3389/fpsyg.2018.01263
https://doi.org/10.3389/fpsyg.2021.678397
https://apps.who.int/iris/bitstream/handle/10665/329834/9789289054553-eng.pdf
https://apps.who.int/iris/bitstream/handle/10665/329834/9789289054553-eng.pdf


Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 25 

 

 

Fangen, K. (2004). Deltakende observasjon Participant observation. 

Fagbokforlaget. 

Fredrickson, B. L. (2001). The role of positive emotions in positive psychology. The 

broaden-and-build theory of positive emotions. American Psychologist, 56(3), 

218–226. https://doi.org/10.1037//0003-066x.56.3.218  

Gadamer, H.-G. (1986). The relevance of the beautiful and other essays (N. Walker, 

Trans.), R. Bernasconi (Ed.). Cambridge University Press. 

Giacomucci, S. (2021a). Creating an evidence base for social work, group work, and 

psychodrama. In S. Giacomucci (Ed.), Social work, sociometry, and 

psychodrama. Psychodrama in counselling, coaching and education, vol.1 (pp. 

187-210). Springer Singapore. https://doi.org/10.1007/978-981-33-6342-7_10  

Giacomucci, S. (2021b). Warming-up, sociometric selection, and therapeutic factors. 

In S. Giacomucci (Ed.), Social work, sociometry, and psychodrama. 

Psychodrama in counselling, coaching and education, vol.1 (pp. 237-251). 

Springer Singapore. https://doi.org/10.1007/978-981-33-6342-7_12 

Katmer, A. N., Demir, R., Çekiç, A., & Hamamcı, Z. (2020). The effect of 

psychodrama on subjective well-being and trait anxiety. Journal of Educational 

Issues (Macrothink Institute), 6(2), 269-286. 

https://doi.org/10.5296/jei.v6i2.17600  

Kaya, F., & Deniz, H. (2020). The effects of using psychodrama on the psychological 

wellbeing of university students. Perspectives in Psychiatric Care, 56(4), 905-

912. https://doi.org/10.1111/ppc.12510  

Kellermann, P. F. (1992). Focus on psychodrama. Jessica Kingsley. 

Kushnir, A., & Orkibi, H. (2021). Concretization as a mechanism of change in 

psychodrama: Procedures and benefits. Frontiers in Psychology, 12(176). 

https://doi.org/10.3389/fpsyg.2021.633069 

Kvale, S. & Brinkman, S. (2015). Det kvalitative forskningsintervju InterView: 

Learning the Craft of Qualitative Research Interviewing (T.  M. Anderssen & 

J. Rygge, Trans., 3.ed.). Gyldendal Akademisk. 

Moreno, J. L. (1993). Who shall survive? Foundations of sociometry, group 

psychotherapy and sociodrama (Based on second edition). American Society 

of Group Psychotherapy & Psychodrama. (Originally published 1953) 

Moreno, J. L. (1994). Psychodrama, first volume (4.ed.). American Society of Group 

Psychotherapy and Psychodrama. (Originally published 1972) 

https://doi.org/10.1037/0003-066x.56.3.218
https://doi.org/10.1007/978-981-33-6342-7_10
https://doi.org/10.5296/jei.v6i2.17600
https://doi.org/10.1111/ppc.12510
https://doi.org/10.3389/fpsyg.2021.633069


Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 26 

 

 

Moreno, J. L. & Moreno, Z. T. (1975). Psychodrama, second volume: Foundations of 

psychotherapy. Beacon House. (Originally published 1959)  

Nolte, J. (2020). J. L.Moreno and the psychodramatic method: On the practice of 

psychodrama. Routledge.  

Orkibi, H. (2019). Positive psychodrama: A framework for practice and research. The 

Arts in Psychotherapy, 66, Article 101603. https://doi.org/10.1016/j.aip. 

2019.101603 

Orkibi, H., & Feniger-Schaal, R. (2019). Integrative systematic review of 

psychodrama psychotherapy research: Trends and methodological 

implications. PLoS ONE, 14(2): e0212575, 1-26. Retrieved from 

https://doi.org/10.1371/journal.pone.0212575 

Rasmussen, B. & Kristoffersen, B. (2011). Handling og forestilling – forestilling om 

handling: Jacob Levy Morenos teaterekspresjonisme og sosiatri Action and 

performance – imagination of action: Jacob Levy Moreno´s theatrical 

expressionism and sociometry. Tapir Akademisk. 

Ryan, R. M., & Deci, E. L. (2001). On happiness and human potentials: A review of 

research on hedonic and eudaimonic well-being. Annual Review of 

Psychology, 52(1), 141-166. https://doi.org/10.1146/annurev.psych.52.1.141   

Ryff, C. D. (1989). Happiness is everything, or is it? Explorations on the meaning of 

psychological well-being. Journal of Personality and Social Psychology, 57, 

1069-1081. https://doi.org/10.1037/0022-3514.57.6.1069   

Ryff, C. D. & Singer, B. (2008). Know thyself and become what you are: A 

eudaimonic approach to psychological well-being. Journal of Happiness 

Studies, 9(1), 1339, doi: https://doi.org/10.1007/s10902-006-9019-0  

Ryff, C. D. (2016). Beautiful ideas and the scientific enterprise: Sources of intellectual 

vitality in research on eudaimonic well-being. In: Vittersø, J. (Ed.) Handbook of 

eudaimonic well-being. International Handbooks of Quality-of-Life. Springer, 

Cham. https://doi.org/10.1007/978-3-319-42445-3_6  

Ryff, C. D. (2017). Eudaimonic well-being, inequality, and health: Recent findings and 

future directions. International Review of Economics, 64(2), 159-178. 

https://doi.org/10.1007/s12232-017-0277-4  

Ryff, C. D. (2019). Linking education in the arts and humanities to life-long well-being 

and health. The Andrew W. Mellon Foundation. 

https://midus.wisc.edu/findings/pdfs/1928.pdf 

https://doi.org/10.1016/j.aip.2019.101603
https://doi.org/10.1016/j.aip.2019.101603
https://doi.org/10.1371/journal.pone.0212575
https://doi.org/10.1146/annurev.psych.52.1.141
https://psycnet.apa.org/doi/10.1037/0022-3514.57.6.1069
https://doi.org/10.1007/s10902-006-9019-0
https://doi.org/10.1007/978-3-319-42445-3_6
https://doi.org/10.1007/s12232-017-0277-4
https://midus.wisc.edu/findings/pdfs/1928.pdf


Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 27 

 

 

Schechner, R. (1993). The future of ritual: Writings on culture and performance. 

Routledge.  

Skar, S. (2022). Hammeren utfordrer: Felles lytting og undersøkelse av stoppøyeblikk 

fra en psykodramagruppe The hammer challenges: Joint listening and 

investigation of stop moments from a psychodrama group. DRAMA – Nordisk 

dramapedagogisk tidsskrift, 59(1), 66-76. 

https://doi.org/10.18261/drama.59.1.16   

Slettemark, G. (2004). Psykodrama og sosiometri i praksis: Personlig frihet, par i 

samspill, den skapende gruppe Psychodrama and sociometry in practice: 

Personal freedom, couples in interaction, the creative group. Fagspesialisten.  

Stake, R. (1995). The art of case study research. Sage. 

Steinkopf, H. (n.d). Lek er veien til endring: Forskningens blikk på leken Play is the 

path to change: Research’s view of play 

https://rvtssor.no/filer/dokumentarkiv/31032017_lekerveientilendring2.pdf 

Szatkowski, J. (1985). Når kunst kan bruges. In Szatkowski. J. & Jensen, C.B.M. 

(Eds.) Dramapædagogikk i nordisk perspektiv Drama pedagogy in a Nordic 

perspective (artikkelsamling 2). Forlaget Drama. 

Sæbø, A. B. (1998). Drama – et kunstfag: Den kunstfaglige dramaprosessen i 

undervisning, læring og erkjennelse Drama – an art subject: The artistic 

process in teaching, learning and cognition. Tano Aschehaug.  

Testoni, I., Armenti, A., Ronconi, L., Verdi, S., Wieser, M., Bucuta, M., Moita, G., & 

Tarashoeva, G. (2015). Developing spontaneity and well-being in women 

victims of domestic violence. La Camera Blu. Rivista Di Studi Di Genere, (11). 

https://doi.org/10.6092/1827-9198/2824   

Tonkin, A. & Whitaker, J. (Eds.) (2019). Play and playfulness for public health and 

wellbeing. Routledge. 

Torrissen, W. & Stickley, T. (2018). Participatory theatre and mental health recovery: 

A narrative inquiry. Perspectives in Public Health, 138(1), 47–54. 

https://doi.org/10.1177/1757913917723944  

Torrissen, W., & Løvoll, H. S. (2022). Å skape noe nytt som har verdi: Betydningen 

av kreativitet for økt livskvalitet. In G. P. Hjorthol, H. S. Løvoll, E. Oltedal, & J. 

I. Sørbø (Eds.), Stemma og stilla i musikk og litteratur. Festskrift til Magnar Åm 

Voice and silence in music and literature. Commemoration to Magnar Åm 

(pp. 255-284). Cappelen Damm Akademisk. 

https://doi.org/10.18261/drama.59.1.16
https://rvtssor.no/filer/dokumentarkiv/31032017_lekerveientilendring2.pdf
https://doi.org/10.6092/1827-9198/2824
https://doi.org/10.1177/1757913917723944


Siri Skar & Wenche Torrissen.  

Psychodrama and eudaimonic well-being 

 

Nordic Journal of Art and Research, Volume 12, Nr 2 (2023) 28 

 

 

United Nations (2015). Transforming our World: The 2030 Agenda for Sustainable 

Development. SD goal nr. 3, Health and population. 

https://sdgs.un.org/topics/health-and-population  

van Manen, M. (1990). Researching lived experience: Human science for an action 

sensitive pedagogy. Althouse press.  

Yin, R. K. (2014). Case study research: Design and method (5.ed.). Sage. 

https://sdgs.un.org/topics/health-and-population

	Psychodrama and eudaimonic well-being: potentials in playful and aesthetic experiences
	Abstract
	Introduction
	Eudaimonic well-being
	Eudaimonic well-being, good health and psychodrama

	Methods
	Fiona’s story: Contextualisation
	Ethical considerations
	Data generation
	Analytic strategy

	Results: Analytic stories
	Analytic story 1: Autonomy
	Analytic story 2: Personal growth
	Analytic story 3: Positive relations with others
	Analytic story 4: Self-acceptance

	Discussion
	Conclusion
	About the authors


