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Introdcution

Methodological context

A Poetic Act (acto poético) is a deliberate, symbolic,
real-world action designed to disrupt habitual perception,
bypass rational language, trigger unconscious
transformation, and collapse the boundary between art
and life.

The Poetic Act is inseparable from the Panic Movement,
founded in 1962 by Alejandro Jodorowsky, Fernando
Arrabal, and Roland Topor. The movement rejected both
Surrealist dogma and the political instrumentalization of art.
Panic embraced chaos, excess, terror, humor, contradiction,
and ritual.

Poetic Acts were central to Panic events—often shocking,
absurd, or transgressive—but always intended

to short-circuit rational interpretation.

Panic art was meant to be lived, not understood.

Unlike traditional performance art, the Poetic Act

is not representational and is not staged for aesthetic
contemplation. It is an intervention into reality meant
to produce psychic, emotional, or existential effects
— for the participant, witnesses, or both.



The Poetic Act emerged from a convergence of Surrealism
(especially André Breton'’s idea of lived poetry), Dadaist
anti-art gestures, Situationist détournement, Happenings
and Fluxus, and Artaud’s Theatre of Cruelty.

However, Jodorowsky radicalized these traditions

by insisting that the act must transform the psyche,

not merely critique art institutions. While Surrealism sought
poetic revelation through art, Jodorowsky sought
transformation through action.

The most important rule of the Poetic Act is that it must
have a constructive ending. It should never end

in depression, even if it goes through it along the way.

A Poetic Act must lead to light, awakening, new life,

and the creation of something good.

What is also crucial is that a Poetic Act cannot be done
with an artistic purpose, as an attempt at “high art,

or with an audience in mind. It needs to be an act that moves
from within the body, like a silent scream that needs to

get out—to be released, to be experienced, to be lived.

Only in this way can it bring transformation to the individual.

A common trap for people who are afraid of being seen

is turning to something easy—something they are already
used to. E.g., a guitar player may sing a song they composed,
or adancer may express themselves through dance.
However, the Poetic Act must go at least one step deeper
—it must be challenging, exciting, and even frightening.



Power of art therapy
and therapeutic performance

Art therapy uses creative processes (visual art, movement,
sound, storytelling, and performance) as therapeutic tools,
enabling individuals to express experiences that are
difficult or impossible to articulate verbally.

Its power lies in the fact that symbolic expression precedes
rational language. Trauma, identity conflict, grief, and deeply
embodied experiences are often stored preverbally

—art accesses those layers directly.

Art therapy is not about artistic skill;
itis about the process over the product.

Contemporary research supports
what artists intuited long ago:

o Creative activity engages sensorimotor,
emotional, and cognitive systems simultaneously.

e Art-making can reduce cortisol levels, regulate
affect, and increase emotional coherence.

« Nonverbal expression is particularly effective
for trauma survivors, as language can retraumatize.



Therapeutic performance uses embodied, performative
actions—movement, ritual, role-play, and symbolic gesture
—as ameans of psychological and emotional transformation.

Performance is powerful because it:

e activates the body, not just cognition;
« allows individuals to rehearse new identities or narratives;

« transforms passive memory into active agency.

Richard Schechner describes performance as “restored behavior”
—actions that can be repeated, modified, and re-authored.
Therapeutically, this allows people to rewrite internal scripts.
Victor Turner introduced the concept of liminality: transitional
states in which identity becomes fluid. Therapeutic performance
creates liminal spaces where normal rules are suspended,
allowing transformation.

In these spaces:
« symbolic acts can replace verbal explanation,
e meaning is felt rather than explained,

e participants encounter themselves differently.



Guide for Developing
a Poetic Act with Adults



Reconnection with the Body
A Poetic Act must be lived through, not thought through.

It needs to come from a connection with subconscious urges, symbolism that is only
half understood and processed, and a ritual that is experienced but not formalized.

For this purpose, it is crucial that artists first reconnect with their bodies.

Drawing from various mindfulness, meditative, and somatic practices, one needs

to feel sensations within their body without attempting to translate them into words,
in order to bring forth a self-transformative act.

To dive into the self, the following exercises can be used:



Collective Body

Refocus on yourself.
Walk around the space.

How is your body feeling?
What sensations arise as your feet step on the ground?
How are you breathing?

Keep your focus on yourself while
also becoming aware of the group.

See yourself as part of a larger organism.

Be aware of yourself—return your attention inward.
Be aware of the space and your presence within it.
Focus on both yourself and others, perceiving each
person as part of the collective body.

Tapping

For a few seconds, gently tap on several areas
of the body:

» the space between the eyes (third-eye area),
 the temples,

e the cheekbones,

o the space between the nose and mouth,

e the chin,

e the chest/thyroid area,

o the front of the diaphragm,

o the side ribs,

 the upper gluteal area.
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Body Lines

Irmgard Bartenieff, a pioneer in somatic education, identified six “Patterns of Total
Body Connectivity.” These are often referred to as lines or pathways of organization
that humans develop from infancy:

e Breath:
The first line of movement, expanding from the center out to the periphery.

e Core-Distal (Navel Radiation):
Lines of connection from the center (the navel) to the six distal points
(the head, tail, two hands, and two feet).

e Spinal (Head-Tail):
The vertical line of the spine, focusing on the relationship between
the head and the coccyx (tailbone).

e Homologous (Upper-Lower):
Horizontal lines that divide and connect the upper body (reach/manipula-
tion)
and the lower body (support/locomotion).

e Homolateral (Body-Half):
The vertical line that divides the left and right sides, allowing one side
to stabilize while the other moves.

e Contralateral (Diagonal):
Complex diagonal lines connecting opposite limbs (e.g., right hand to left
foot).
This is the most “evolved” line, used in walking and spiraling.
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Body Lines Discovery |

At your own pace, stand up and take your lines for a walk.
Bring awareness to how you walk. Walk from the hips, not from the
feet, as if an extraline is pulling your body outward from the center.

Move through the space with this sensation. Become aware

of the other bodies around you. Introduce playfulness—gently
pulling each other’s clothes, with the idea of influencing or “pulling”
each other’s body lines.

I Support Systems

Begin with one minute of stillness in pairs,
standing back-to-back.

Then, Partner A provides a support system with
their hands, while Partner B uses this support
to create new shapes and discover new
movements. Partner B can lean back and forth,
allowing their weight to be released

and supported.

Switch roles.
Flocking

Using peripheral vision, explore collaboration and connection
while moving as a group without words.

In this activity, the whole group forms a “flock” and moves
through the space like birds in the sky. The group moves
organically together, slowly changing direction while maintaining

awareness through peripheral vision.

At any point, anyone can guide the group, and the others follow.
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B Elastic Bands Impro

In pairs, participants are connected by an elastic band
and explore different movement possibilities
without losing the connection through the band.

The Stand, or the “Small Dance”

First, find a standing position.

Second, scan your body for excess tension

and inefficient ways of holding yourself, and allow
the body to become more easily aligned

with less unnecessary muscular effort.

From here, with just a little attention, it becomes
apparent that the body is still in motion—the
small dance of reflexes below the level

of consciousness that keeps the body standing,
as if moving within a personal “bubble’”

Minimal Contact Duet I
Work in pairs, fingertip to fingertip, with no weight sharing.

Keep 90% of your attention on your own micro-movements and 10% on the point
of contact. If the contact pulls you away from sensing yourself, reduce or release it.

Safety: No pulling or pushing; remain within a subtle layer of contact.
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Partnering in Creating and Exploring

Formtrios. Find a place in the space, create a triangular
formation, and take a moment to connect with your group.

Begin moving, embodying changes of direction,
and exploring how it feels to stay connected by perceiving
the other bodies in your trio as they move through space.

Maintain awareness of the peripheral space of others,
as well as the space occupied by your own body.

What is in front of you, and what is happening behind you?
Allow the back space to open.

Bring awareness to gravity and the roundness of your body.
Work with your eyes closed or with a lowered gaze.

Try to perceive your trio in space without relying on sight.
What strategies are you using?

Play with mass and space in relation to your partners:

e 10% mass, 90% space
e 30% mass, 70% space
* 50%-50%

e 70% mass, 30% space
e 90% mass, 10% space

Continue moving freely with your trio,
then gently bring the exercise to a close.
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Symbolistic World

We live in a world of stories, and stories are composed
of symbols—shared or not.

Since childhood, we have carried basic associations related
to concepts such as day and night, motherhood, stars,
and love.

Heart, blood, tree, sword, red, book—any word is a symbol,
with an agreed-upon meaning (depending on the lexicon),
as well as a range of associative meanings that may be
shared, but are rarely identical (as having exactly the same
association is nearly impossible).

The Poetic Act calls for embracing symbolism without
attempting a lexical explanation of its meaning.

On the contrary, it invites an individual (non-)understanding
of symbolic value, allowing symbols to speak more

to the subconscious than to the rational mind.

Trauma stored in the subconscious is also difficult

to understand through rational frameworks. Simple causal
logic may exist, but it can be hard to fully uncover
(especially in cases such as complex PTSD).

And still, trauma is lived through the body—through behavior
and subconscious reactions. Where it cannot be grasped
through rational language, it may become accessible

through symbolic artistic expression: something only
partially understood, yet fully lived. Through this expression,
arelease may emerge.

The following activities may help awaken the imagination:
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The Three Bodies & Body Mapping

You will need one large sheet of paper per person, markers
or colours, tape, and soft background music (played at a low
volume). If you cannot trace bodies, draw a simple stick

or contour figure.

Find a comfortable seated or standing position.
Close your eyes or soften your gaze.

The Individual Body: Grounding & Gravity

Feel the weight of your pelvis sinking into the chair

or your feet pressing into the floor. Now imagine a fine
golden thread pulling the crown of your head toward the sky.
Visualize your spine as a central pillar of light. With every
exhale, roots grow from your base into the earth (grounding).
With every inhale, the light travels upward, lengthening

your vertebrae (levity). You are a bridge between earth

and sky, occupying your own physical space.

The Social Body: Relation & Expansion

Bring your awareness to the width of your shoulders

and the outer edges of your hips. Gently breathe

into your ribs, feeling them expand sideways like bellows.
Imagine that your skin is not a boundary, but a breathable
membrane. Visualize a soft light radiating outward from your
sides, reaching toward the people and space around you.

Find your “relation.” This is the dimension of the social

body—where you “expand” to meet others and “contract”
to protect your heart.
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The Body Politic: History & Intent

Notice the space behind your back (your history,

your ancestors, your support) and the space in front

of your chest (your future, your actions, your impact).
Imagine a vector of momentum passing through your center.
Behind you is a solid wall of support; in front of you is a clear
path. Find your “agency!”

This is the political body—the dimension of moving into

the world, taking a stand, and advancing toward your goals.

Integration: The Sphere

Take one final breath and feel all three dimensions
simultaneously. You are deep (vertical), you are wide
(horizontal), and you are moving (sagittal).

You are a “three-body” being: physical, social, and political.

Body Cartographies

Draw the outline of your body. Each person creates a full-
body drawing—a simple silhouette that uses the entire length
of the paper. Fill the outline with colour. Draw feelings,
sensations, shapes, or even words that are present in your
body at this moment, based on the input of the three bodies.
Map and mark current sensations—what is present right
now—and identify physical areas of your body that hold
specific meaning for you.

Map and mark the body parts connected to your social body
image: how you use your body to describe your world
(relationships, roles, etc.), and how your body expresses
values. Map where systems and norms impact your body—
agency, protection, constraint, risk, and access.
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3 bodies

There are three bodies: physical, social, and political.

L]

Physical

This is the “lived experience” of the body-self—how we
feel, inhabit our skin, and perceive our physical
existence. In Western medicine, this body is often
treated as a biological machine, but in somatics

and anthropology, it is understood as the seat

of consciousness and emotion.

« Social

L]

The social body refers to the way the physical body

is used as a symbol to represent nature, society,

and culture. Our understanding of the body is “filtered”
through social metaphors. The social body shapes
expectations of how we should look, dress,

and behave in order to fit into a collective identity.

Political

The body politic refers to the regulation, surveillance,
and control of bodies—both individual and collective.
This includes how states and institutions (such

as hospitals, schools, and governments) manage
populations through laws, reproductive rights,

and “biopower” (a term coined by Michel Foucault).
Itis the body as a site of political struggle and control.
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Poetry writing

Alejandro Jodorowsky views the daily writing of poetry
not as a literary exercise, but as a vital therapeutic act—a way
to “heal” the soul by bypassing the rational mind.

For Jodorowsky, the conscious, intellectual side of the mind
is often a “‘cage” shaped by family and societal prohibitions,
whereas poetry belongs to the realm of the unconscious.
He recommends daily writing because it creates a constant
state of “creative emergency, ensuring that the practitioner
remains open to the “river” of the unconscious rather than
falling back into rigid, habitual patterns of thought.

As he explains in his philosophy of Psychomagic:

“l am an artist, you understand? For me, a picture

is like poetry. When you make art, this is not coming
from an intellectual place. It's coming from the deep
side of your unconscious, your soul.”

From an art therapy perspective, writing daily becomes
aform of “poetic act” that translates internal experience
into symbolic language. This is powerful because symbols
and metaphors are the “native tongue” of the unconscious.
While conventional language can reinforce intellectual
defenses, poetry has the capacity to move beyond them.
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This daily practice can function as a self-directed ritual

of transformation—what Jodorowsky describes as turning
‘excrement into gold.” It allows individuals to externalize
psychological wounds and reshape them into meaning,
beauty, or insight, ultimately supporting a deeper sense

of having fully lived.

When developing a Poetic Act with others, invite
participants to write a poem daily for at least one month.

Itis important to dedicate specific time to writing
—preferably at least 30 minutes per day, though one hour
may be even more beneficial. This helps create a sense

of spaciousness, allowing participants to enter the process
without rush and with an emphasis on self-care.

After some time, participants can be encouraged

to experiment with different poetic forms—visual poetry
(or even painting), Dadaist approaches, Surrealist writing,
and more. This broadens perspective and supports)
reconnection with less conscious or dormant aspects

of the psyche.

Here are a few ideas to begin:

20



Words as Shapes

Begin by choosing a word that feels alive for you right now—
perhaps a feeling, an object, a colour, or a dream.

Write it in the centre of the page. Now rewrite the same word
several times, treating it as a drawing each time.

Stretchit, shrink it, curve it, scatter it. Explore different sizes,
directions, and rhythms.

Write it as if it is whispering.
Write it as if it is shouting.
Write it as if it is melting, floating, or dancing.

Do not think—play.

Imagery Flow

Choose one of your word sketches that feels most interesting.
For the next few minutes, write freely—no rules, no editing.
Let the word become a gateway. Write sensations, images,
memories, or associations. Allow the writing to be messy,
fragmented, poetic, or surprising.

After five minutes, circle or underline any phrases, images,

or lines that feel strong, unusual, or meaningful.

Creating the Visual Poem

Now shape the poem visually. Begin by placing your chosen
words or lines on the page.

Then consider how the layout can express emotion

or movement. Think about empty space, clusters, curves,
and diagonals. Words can float, spiral, fall like rain,

or grow like vines.

Ask yourself:

Does the poem want to be quiet or bold?

Does it move across the page or stay centred?

Are there colours or shapes that support its feeling?
Would collage or simple symbols add texture?

Focus on the relationship between text and space.

The page is your stage.
Trust your intuition—there is no wrong direction.
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Lying in my bed,

peace in my mind, no need to fake.

Be myself as the weight of pretense falls away,
with indie rock running through my veins.

Is this some lucid dream that comes?
Or am | now a wanderer above the sea of clouds?

When the chains are torn apart,

you're free to go, a billion ways to start.
You can be anyone, whoever you choose,
nothing to prove and nothing to lose.

This is what comes when you finally let go,
the fear of what others think doesn'’t rule you anymore.

Zuzana Bartakova,
participant of Magic of Art
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Is nothing enough?

Can | be happy with nothing?

Can | fallin love with zero? Oh yes... | can

If nothing becomes two and then three... what will happen
if it becomes nothing again?

Every change has a flow with its ups and downs.

I’'m glad to be here

| watch myself and laugh at how and how often

| analyze the ups and downs

| wonder... why am | not afraid of nothing?

And why did | only just now decide to stand courageously
beside nothing?

Does unconditional love mean giving whatever you want
from your heart and receiving what?

Is my love unconditional when | consider what | receive
to be something less, or even nothing?

AWWW..Every nothing is worth it because through it | learn
so much.

Christina Papadopoulou,
participant of Magic of Art
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Chaos Assembly (dadaistic poem)

Welcome to Dada. We step into a space where logic
dissolves, patterns become playful, and meaning is optional.
Dadais chaos with a grin. Anything you create is perfect
—especially if it makes no sense at all.

Shake out your bodies, loosen expectations, and breathe.

Chaos formation

Gather random linguistic material: newspapers, magazines,
old books, random printed text, scissors.

Flip through these pages without reading. Cut out words,
fragments, or images that attract you for no reason at all.
Trust your hand more than your mind. Let chance choose
for you.

Collect a small pile (20-40 fragments).

Chaos spreading

Scatter your fragments in front of you. Don't organize them.
Let the page become a small universe of nonsense.

Pick 5 fragments with eyes closed.

Arrange theminaline.

Read them aloud.

This is your poem'’s spine — the first accident.

Option A: The Cut-Up Poem
Pick 10-15 fragments blindly.

Glue or tape them in the order drawn.
Only add connecting words if absolutely necessary.
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Option B: The Collage Poem

Place fragments on the page based on instinct.

Add drawn shapes, arrows, or scribbles.

Let the poem become visual art.

Let your poem be an organism made of chaos.

Follow mistakes. Follow impulses. Let the poem surprise you.

Surreal Expansion Ritual

Add one word that doesn't belong.

Insert a private joke.

Add a symbol (triangle, cloud, spiral) repeated unexpectedly.
Replace one noun with an animal.

Add a line written with your non-dominant hand.

Whisper a line to yourself and rewrite it incorrectly.

Make your poem stranger. Make it absurd, unbalanced,
beautifully impossible.

Read your poems aloud

Explain nothing. Read with theatrical exaggeration
(through whispers, shouts, monotone, opera, robotic voice).
The audience responds with non-verbal gestures only.

In Dada, your voice is a paintbrush. Perform your poem
with absolute nonsense and total sincerity.

Dada reminds us that meaning is optional, play is essential,
and creativity thrives in chaos. Take your poem with you

as areminder to laugh at your own seriousness.
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Giving back the burden

| feel heavy

My swollen belly

my tight breath

the pressure in my chest

my migraine and my dizziness

my tired throat

my numb fingertips

my red eyes holding back my tears

my weary feet dragging...

is it pain or fear? or perhaps both?

As | walk and wander completely lost, | find a branch with pepper blossoms
it is battered and slightly withered,

but it remains so beautiful

| touch it tenderly, I smell it, | caress it, | taste its heat in my mouth
my body recognizes it

my body needs it

itis me...| am earth and water

Suddenly, inside me, the weight becomes life and knowledge

it is wisdom, it is beauty, and | am finally ready to give birth

let the seed become the flower of change within me and without

Christina Papadopoulou,
participant of Magic of Art
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Entering the field of subconscious

The following exercise was introduced to me
by Emilio Milano. It is a psychodramatic exploration
based on the myth of Orpheus.

Orpheus was the greatest musician in ancient Greece.
When he played, animals would calm down, enchanted
by his music. He fell deeply in love with Eurydice,

but she was bitten by a snake and died.

Desperate with grief, Orpheus descended into the
Underworld, pleading with Hades, the god of death,

to allow her to return to the world of the living.

Moved by his music, Hades agreed—on one condition:
Orpheus must not look back until he had fully returned
to the surface.

“Eurydice will follow you,” he promised.

As Orpheus made his way back, he could not hear
or sense anything behind him.

“Is she really following me?” he wondered.

“Has Hades deceived me?”

Just as he was about to reach the surface, he could

no longer bear the uncertainty. He turned to look.

In that moment, he saw Eurydice’s spirit smiling at him
one last time—before she faded forever into the darkness.
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Orpheus Journey
The Orpheus Journey is conducted in trios.

A embodies Orpheus, slowly ascending from

the Underworld.

B embodies Eurydice, following her beloved (how quickly
or slowly—or even whether she follows at all—is entirely

up to her).

C embodies Hades, an observer who witnesses the process.

At the beginning, establish a clear starting point

and endpoint. Orpheus is invited to walk slowly, focusing

on bodily sensations, physical feelings, and any emerging
thoughts. It is entirely up to him whether he chooses to look
back before reaching the end.

Upon reaching the endpoint, A, B, and C come together.

First, Orpheus shares his experience—what was happening
within him.

Then, Eurydice shares her experience—what was happening
within her.

Finally, Hades shares observations. Here, it is important

to stay with concrete descriptions rather than
interpretations, simply describing what was seen.

After this, the journey is repeated—possibly at a different
pace. The second round of sharing may be shorter or omitted

entirely.

Then, the roles rotate.
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Embodying Notes

When entering a role, it can be helpful to say aloud:

“Iam Orpheus” or “I am Eurydice.” (Hades, as the observer,
does not need to formally enter arole.) After completing
the walk, participants can draw a circle around their body,
step out of it, shake off the experience, and say aloud:
“lam [name]”

Symbolical meaning

The loss of Eurydice represents a profound trauma

in Orpheus’s life—one that is crippling and influences
everything he does. His descent into the Underworld
can be understood as a journey into the subconscious.
The Orpheus Journey invites participants to attempt
to bring this hidden trauma (Eurydice) to the surface
and face it directly. To do so, Orpheus must confront
the anxiety of the unknown and the uncertainty

of not knowing. He must resist the urge to look back
—so that, later, he may encounter the trauma in the light
of awareness.

Facilitators notes

It may be beneficial not to explain the methodological
background of this exercise to participants, but instead

to invite them into the experience without overthinking.
Participants do not need to know what they are searching

for, what their pain is about, or who—or what—their Eurydice

represents.

What is essential is to connect with the emotional experience
of Orpheus—the depth of his longing and loss. This emotional

connection can subconsciously guide participants toward
the unknown sources of their own pain, which may emerge
through the exercise.

Through this experience, participants may come into contact

with themes or inner material (even if not fully formed
in rational terms) that seek expression through the Poetic

Act.
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A King, Queen, Ace
Aliving pattern
Just break it through til adieu

A Queen, King, Ace
A Broken pattern
now dive in deep, ah, mon dieu

An Ace, then Queen, and barely Jack
and not damn Jack given

only lack

of compassionate wisdom

So embrace scream

And dive in deeper,
Dive and dream

of a beauty in your shadow
of a multicolored gray

of an embrace striking elbow
of amercy under clay

and dirt

if restis coming

only six feet under

then you must dive truly deep

if you want to fly in the sky

because most of those screaming “only good vibes”
are poisoned in bones

and one day they will shatter

So dive deep into your cry
to wake up a bit lighter

Thus Jack, Queen, and a King again
til you play an Ace
and offer another farewell

Complete the spiral to the origin of the Fool
so you can dig again

S0 you can fly again

So you can walk again

So you can

Dance.

Vojta Zdk
trainer of Magic of Art
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Act of witnessing, act of being

In contrast to Psychomagic (a later concept developed

by Alejandro Jodorowsky), the Poetic Act requires a witness.
Not an audience, but a witness—someone who is present

to the act, who sees the person undergoing the experience
while remaining grounded in their own awareness.

For transformation to occur, one must step into

the vulnerability of being seen, sharing their inner world
outwardly. This can feel challenging, even threatening,

yet it may also bring a sense of gratitude—for being given space,
for stepping into it, and for fully inhabiting it.

Those holding the space must remain present. The “act
of witnessing” is the practice of maintaining non-judgmental,
present-moment awareness of another person’s internal state.

Unlike passive observation, witnessing is a relational act—it
provides a “relational container” in which another person’s truth
canemerge and be integrated. Witnessing can be understood
as “experiencing what is” without interference from the ego’s
impulse to fix, change, or judge.

Susan Campbell, Ph.D., a foundational figure in this field,
describes it in her work Getting Real:

“By noticing and feeling what is... you learn to distinguish
between what you actually experience in your body

and emotions from what your mind thinks, judges,
expects, or believes should be happening.”

From an academic perspective, this aligns with Phenomenology,
in which the witness brackets their own assumptions and biases
(a process known as epoché) to allow the phenomenon

—the other person’s lived experience—to reveal itself as it is.

32



Witnessing is the core of relational presence.
It involves three distinct perspectives
that must be balanced simultaneously:

1. Sovereignty:
Staying present with one’s own body and emotions.

2. Curiosity:
Getting the “other’s world” without projection.

3. The Space Between:
Noticing the energetic quality of the connection itself.

From a clinical and therapeutic standpoint, witnessing
is the mechanism of healing. In trauma-informed care,
“bearing witness” is the act of acknowledging a narrative
that was previously silenced.

“To witness, one is ‘in and out of the game,’ part
of the social enterprise, but willing to stand alone
to declare a ‘Me myself’.” (Grotstein, 2003).

Following exercise might help with practice of witnessing:
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Authentic Movement

Find a partner. Stand facing each other and make eye
contact. Without speaking, decide who will be the mover
and who will be the witness.

All witnesses form a circle. In silence, they observe and hold
space for the movers.

The mover enters the circle with their eyes closed, inhabiting
the space for 10 minutes through movement and expression.

When the time is complete, the mover returns to their
partner and rejoins the circle.

Both the mover and the witness take five minutes to write
down their individual reflections and insights.

The mover then shares their experience. The witness
listens—without asking questions, offering interpretations,

or making comments.

Afterward, switch roles while remaining with
the same partner.
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ID

[t's elusive, it blurs and bends,

it cringes, it screams, it never ends.

[t claws, it calls, it hides, it burns,

in crooked ways, it twists and turns.
It's deep, decayed, yet wild and grand,
unknowable, vast, beyond command.
It's foul, divine, both dark and bright,
the secret pulse beneath the night.

Repress it — and you'll lose your spark.
Endure it — and you'll face the dark.
Integrate — and you'll be whole.
Embody it — and free your soul.

Veronika Slavikova
participant of Magic of Art
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Poetic Act Practice

Itis, of course, almost impossible to ask for true witnessing
from a general audience attending a public performance.
For this reason, a Poetic Act with educational or therapeutic
intentions is best held within a closed group, where
participants are properly introduced to the principles

of holding space for one another.

Once a Poetic Act has taken place, there should be

no applause. Applause, even when positive, carries

an element of judgment. It can shift the experience

into a semi-conscious social comparison—such as whose
applause was stronger—which ultimately works against
the purpose of the act.

Instead, the facilitator or moderator may invite the group
to share. However, the performer should choose from whom
they wish to hear.

Selected participants do not offer feedback or evaluation.
Rather, they share their personal experience—sensations,
feelings, and, if relevant, thoughts that arose while witness-
ing the act. They should avoid judgment or interpretation
of what they observed.

Sharing in this way becomes both a personal reflective
practice and a contribution to the collective process.

It may support the integration and transformation

of the performer, as well as the group as a whole.

36



Adapting to the
Target Groups

Whatever we do, we must adapt to the specific groups
we are working with.

When working with participants under 18, it may be
necessary to reduce the depth of certain explorations
and focus instead on creating a strong sense of safety.
It can be challenging—if not unrealistic—to reach the full
depth of a Poetic Act when engaging with deeply painful
material at this age.

However, even reaching a simple form of performance
(which may not carry the full depth of a Poetic Act)

is already a meaningful success. The act of being seen,
initself, can initiate psychological shifts, create personal
experiences, and support growth.

For this reason, it is important to allow expectations
to adjust. Aiming for less depth does not mean less value
—the impact can still be significant.

As Ondamind often works with visually impaired youth,
the following section offers an adaptation of the Poetic Act
process for this group—serving as an example of how

the method can be adjusted to meet specific needs.
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Adapting the practices to the needs of visually impaired
youth requires shifting the focus from visual shock and
spectacle to multisensory symbolism and somatic awareness.

1. Shift from Visual to Haptic Symbolism

The Poetic Act is designed to “collapse the boundary
between art and life” through symbolic action. For visually
impaired youngsters, the “symbol” should be felt or heard
rather than seen.

Tactile Metaphors: Instead of a visual “transgressive” image,
use textures that represent psychological states.

For example, a Poetic Act involving “releasing a burden”
could involve burying a heavy, rough stone in soft, damp clay.

Somatic Anchoring: Use the body itself as the primary
canvas. The visually impaired youth often have high
sensitivity to gradual cognition and object characters.

A Poetic Act could involve a “Walking Meditation” into paint
to create a textured path, focusing on the sensation

of the material underfoot rather than the visual result.

2. Emphasize “Sound-Scapes” as Poetic Intervention

Jodorowsky’s Panic Movement embraced “chaos and humor”
to disrupt the rational mind.

Auditory Disruption: Use sound as the “disruptive” element.
A Poetic Act could involve the participant standing in a busy
public square (the “Body Politic”) and ringing a bell every
time they feel a specific emotion, or listening to the “flow

of sounds” without trying to categorize them, as suggested
in mindful listening practices.
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The Voice as a Tool: Poetry writing, as Jodorowsky suggests,
can be adapted into spoken-word rituals. The daily act

of writing poetry can be recorded as audio journals to bypass
the visual barrier of text while maintaining the “creative
emergency” of the unconscious.

3. Creating a “Safe Container” for the Panic

While the Poetic Act can be “shocking or absurd”,
the CSI:MART e-book highlights the need for a “comfortable
and safe place” to ensure emotional regulation.

Relational Witnessing: Because visually impaired youth
may face higher levels of social isolation, the role

of the “witness” is crucial. The facilitator should act

as a “secure base,” providing verbal descriptions

of the environment to help the participant feel grounded
before they engage in a “Panic” gesture.

Structured Ritual: starting with a “Breath Practice” to find
individual sovereignty (the Vertical line) before moving
into the expressive, often chaotic, Poetic Act.

4. Materials and Accessibility

Texture-Rich Media: Use materials like styrofoam balls,
clay, or loom bands which allow for “concentration
and configuration” through touch alone.

Braille and Audio Support: Ensure that the instructions

for the “Toolbox” are provided in audiobook format or Braille,
as established by previous good practices like those

from the Lighthouse for the Blind.
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Magic of Art

Magic of Art (no. 2025-1-1TO3-KA153-YOU-000297612) was a training
course organised by Ondamind, on trauma-release through art. It took
place in between 22 to 30 of November, 2025, in Torri Superiori, Italy.

In Magic of Art, we journeyed alongside Jodorowsky’s idea of living
poetically: engaging with the unpredictable, embracing the metaphorical
and archetypical, and creating space for transformation.

One of such methods is Arteterapy and conducting the so-called Poetic
Act - a deep personal performance (which always have to have creative,
never destructive, outcome) allowing people to express their deep self,
passing a threshold that was holding their minds back, allowing them

to enter anew chapter of their lives.

Project partners:

INspire, z.s. - Czechia

Centrum rodiny - Slovakia

Rise Over Mindset - Romania
Forward for Future — Ukraine

The Beehive Community - Greece

The project was co-funded by the European Union.



Magic of Art

Toolbox for developing a Poetic act

“The Poetic act is the soul speaking in its own language —
‘ where the truth is not argued, but revealed in the rhythm of
R feeling and form.”

Poetic Act is a deep personal performance
(which always have to have creative, never destructive,
outcome) allowing people to express their deep self,
passing a threshold that was holding their minds back,
allowing them to enter a new chapter of their lives.

This toolbox will guide you in its creation.

Co-funded by
the European Union




