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Abstract
With ever increasing international cross-fertilization among the members of the psychodrama community, more and more training is being done with participants who require interpretation. In particular, conducting psychodramas with an interpreter are done. These situations offer special challenges and possibilities. Interestingly, the psychodrama process is uniquely equipped to address and capitalize on these opportunities. In this article we look at the interface between the dynamical systems processes of human communication and Morenean spontaneity theory (the Canon of Creativity) for explanations and guidance. Beyond the theoretical perspectives, concrete observations and suggestions are made for promoting an optimal psychodrama process using interpretation based on the authors’ experiences together as director/trainer and interpreter.
Psychodrama with an Interpreter

As the world continues to “shrink,” more and more cross fertilization of ideas takes place. Understanding each other has become a sine qua non, and an ever increasing challenge of which we are more and more aware. In any situation this challenge is present, regardless of the language being spoken. However, when the languages involved are different, so are the challenges; when the situations are different, so are the challenges.


Therapy is one situation where the demands for understanding go beyond what is usually acknowledged as the basic minimum for interpretation/translation. Here, simply converting words from one language to another is not sufficient. Even capturing the surface meaning—a deeper level of translation—is not enough. Truly understanding, empathizing, is the goal. Attaining that goal requires not just the meaning of words, but more an appreciation for and grasp of various levels of  and interactions of dynamical phenomenological systems—culture, society, family, personal.

When doing therapy using psychodrama (and other sociometric, Morenean approaches and techniques), an interesting paradox occurs. On one hand the need for accurate understanding leading to tele (i.e., two way empathy) is even more demanding than in other therapeutic modalities because of the multi-leveled communication involved (the juxtaposition of words, actions, and input from all sensory modalities); on the other hand communication can be facilitated by just such juxtapositions and the employment of universal gestures, signs, symbols, and human reactions. 

The purpose of this article is focus on the process of conducting psychodramatic therapy and training in the multilingual, multicultural milieu. In particular, the interaction between interpretation/translation by an interpreter and the conduct of psychodramatic enactment are examined for the challenges presented, the possibilities attendant, and the mechanics of collaboration between and among participants operating with different languages. 

The observations made are from the experiences of native English speaker working with interpreters who speak Asian tongues primarily. After looking at the keys to successful interpretation in general, the guidelines are applied to and adapted for doing psychodrama specifically. The experiences are examined from both sides for insights into the successful interface of the interpretation and psychodramatic processes. Attempts to generalize beyond the specific languages and persons involved are made to suggest areas to which to attend and guidelines to enhance any interpreted psychodrama session, and perhaps other interpreted interactions as well.
Context


The idea for this manuscript originated in the experiences of the authors during a 10 month visit of the first author to Taiwan and Korea in 2002-2003 and in two other similar, less extended periods since. For much of the Psychodrama training done, the second author served as one of the interpreters—the primary interpreter—for the first. The second author is also a Psychodramatist. The confluence of these, and other circumstances, provided the opportunity to analyze and process the interpretation nuances and challenges. Much of what you read here is product of those interactions.


Originally, this article was going to be only practically oriented, concentrating on how to engender the best interpretation process possible for the production of a bilingual (and multicultural) Psychodrama. However, when the second author entered the writing, she immediate informed the manuscript by making a distinction between translation (i.e., taking a written product and rendering it in another language) and interpretation (i.e., hearing a statement in one language and capturing and conveying the meaning in another language). While these are similar processes—both focused on creating a common semantic space—they are somewhat different in the dynamical nature of the interactions they require (Remer, 2001). Some of these differences can be examined not only from the dynamical systems (i.e., chaos theory) perspective, but also by applying Moreno’s conceptualization of the Canon of Creativity (Moreno, 1953/1993). This realization lead to the bifurcation of the manuscript into a theoretical discussion and a practical portion, obviously related but with different aims.

General Challenges 

The primary and most obvious challenge is the maintenance of meaning in communication from one language to another. As many anecdotes and jokes accurately convey, word meanings are not isomorphic. In addition, syntax and grammatical structures are not equivalent either (e.g., Ho, 1997). Simply inputting a message to a mechanical process will not work.


Similarly, veridicality is an issue. Not to imply that an interpreter would purposely change the sense of a message—although that circumstance has been known to occur—but in how the interpreter understands the message slippage occurs as a result of such factors as differences in life experiences, vocabulary volume, and so forth (although this problem is not unique to cross-language interpretation). Translation, to some degree, is less open to such difficulties because a written text or recording can be subjected to multiple conversions and processing of differences. The sent message in interpretation is ephemeral.

The temporary nature of the message leads to another challenge, time-lag. Interpretation is faster moving than translation. In the give and take of interaction pressure occurs to speed the process up as much as possible to approximate the “natural” flow of communication. Time-lag degrades the message both because the actual words may be lost from memory and because the unnatural flow of conversation can be disconcerting. Those sending messages can often forget their messages are being translated and carry on the interaction without allowing for interpretation to occur adequately.

Assumptions are another major problem area. The more second nature the use of language (e.g., native tongue) the more the accurate meaning of the words is tacitly assumed, even if not so. Words are also understood in contexts—grammatical, syntactical, cultural—which give clues to the meaning (e.g., choosing the right homonym). Meanings are also modified by messages from other parallel modes (e.g., non-verbal cues such as facial expressions and voice intonation), many of which are culturally dependent and often unconscious. The link between and/or interaction of language and culture cannot be understated (i.e., some meanings can simply not be conveyed from one language/cultural to another).

What these challenges mean is that all involved in the interpretation process must be aware of and work to overcome the barriers to accurate communication. Although the difficulties can never be totally over come, since some are innate to communication in general and to language, better results are more likely if the effort is inclusive of all participants and collaborative. 

Theoretical Underpinnings and their Utility


The impact of these challenges to making meaning (i.e., generating an effective common semantic space) can be more readily recognized and addressed applying some theoretical structures for guidance. Two such structures that operate synergistically, particularly for psychodramatists, are dynamical systems theory (Remer, 2005, 2006, 2007) and Moreno’s Canon of Creativity (Moreno, 1953/1993).  The parallels and interfaces between the dynamical nature of human communication and the Canon of Creativity can be seen most readily in comparing how they are portrayed in Figures 1 and 2 (as explained more extensively, Remer, 1996). Figure 1 portrays the human dynamical system. Figure 2 is the diagram of Moreno’s Canon.
Dynamical Systems

The human dynamical system interaction shows the recursive nature of communication at both the personal and interpersonal levels. The pattern of communication is affected by these non-linear/non-independent influences to produce a shared understanding. (Remer [2001] supplies a detailed explanation.)
Insert Figure 1 here


As if the dyadic interaction were not complicated enough, the introduction of the interpreter to the process increases the complexity geometrically (see Figure 2).  In this case three subsystems (i.e., two people and an interpreter) of subsystems (i.e., personal thoughts, feelings, and behaviors) and supra-systems (i.e., culture, society, family) are involved.

Insert Figure 2 here


More complex yet is psychodramatic enactment. While Figure 2 could represent the communication between a director and protagonist (or any other individual such as an auxiliary) aided by an interpreter, it does not include the audience members and their interplay with the interpreter. Thus the situation demands the maximizing of the spontaneity of everyone present to produce the optimal outcome. Fortunately, psychodrama is just the type of dynamical process that can affect one—as long as the natural dynamics are not inhibited (Remer, 1998).

Canon of Creativity

As has been noted elsewhere (e.g., Remer, 1996, 2005, 2006), the Canon of Creativity portrays a dynamical process. How these facts apply in the present situation relates to the modification of a cultural conserve—either a manuscript or a statement—to create a new conserve in another language. This process, again both non-linear and non-independent by virtue of its interactive nature, epitomizes the complexity of the challenge of capturing and conveying meaning. It also provides direction in both permission given for fluidity and flexibility and in the application of criteria for producing and recognizing spontaneous outcomes (i.e., the product must be parametric, adequate, novel, immediate, and creative [Remer, 2006]). 
Insert Figure 3 here

The Role and Impact of the Interpreter: Training and Expectations


Most people may have the misconception that good language ability is the only requirement to be an effective interpreter. However, as you can read in this paper, interpreting is much more than just speaking a language well. An interpreter is “the voice of the interpretee/speaker.” The audience understands the interpretee’s thoughts, opinions, and even emotions with the help of the interpreter. For adequate performance skills other than language ability are needed.


To grasp some of the complex challenges for interpreters, information on their training and development should prove useful. In particular, we believe those working with an interpreter will be helped by knowing about different types of interpretation, types of training courses, and necessary abilities an interpreter needs to have.

Types of Interpretation


Interpretation can be categorized into two forms: consecutive and simultaneous interpretation. 

In consecutive interpretation the interpreter waits for the speaker’s talk to pause before interpreting what was expressed. Usually the speaker breaks every sentence or two to allow the interpreter to speak. This type is called short consecutive interpretation. In this case taking many notes is not necessary since memory allows for retention of the message. However, sometimes the speakers will forget to stop for minutes before interpretation can take place. The interpretation then becomes long consecutive interpretation where the interpreter needs to take notes and may interpret the content in a form of summary.


With simultaneous interpretation an interpreter starts to interpret after hearing the first few words and the speaker does not wait for the interpreter. The interpreter listens, understands, and produces words almost at the same time as the speaker. This process requires a great deal of concentration. The biggest advantage of this type is time-saving, since interpretation does not take extra time during a session. The downside is that it can only be done with special equipment—usually what is seen in an international or formal speech. The interpreter works from an equipped booth at the back of the room and the audience receives interpretation by earphones. In addition, because this type is so energy-consuming, most times at least two interpreters take turns for one session. Because of the way psychodrama is conducted, simultaneous interpretation is not appropriate. In psychodrama many people may speak at the same time, or various other things (e.g., actions) may happen simultaneously. The interpreter needs to be close to the director so that confusion can be dealt with immediately when necessary.

Training Setting 


In most cases interpreters receive training in one or more of three ways: community learning center, university or college, and/or interpretation school . 

Community learning center interpretation courses are presented by institutes or organizations that offer various learning courses for people in community. An example is a 120-hour interpretation course offered by China Productivity Center at Taipei, Taiwan. Anyone who is interested in learning Chinese-English interpretation and has a basic level of English ability can attend the class. Most attendants have a formal job and take the class after work.

University or college interpretation training is done by departments within the universities or colleges. Participants are mostly formal students. In Taiwan these courses are usually graduate level, and many departments require students to go abroad for a period of time to obtain first hand experience before graduation.

Interpretation schools, the third way, specifically train students to be professional interpreters. Some of these schools are internationally famous (e.g., Monterey Institute of International Studies in California in the USA). These full-time attendants may come from different countries and have to meet a high standard to receive their diplomas.

Required Abilities


Capable interpreters need to have the following background and skills. Most well-established interpretation course contains these elements. 

Theory of interpretation. An interpreter needs to have basic knowledge of the mechanisms involved in interpretation, for example the shifts of concentration and multitasking. This knowledge helps interpreters know how to continue improving their skills.


Public speaking skills. Although an interpreter does not make a speech, knowing how to express oneself effectively attracts audience and helps them maintain concentration. An interpreter needs to learn the effect of different tones of voice, facial expression, and body language.


Active listening. Interpretation, especially simultaneous interpretation, is only possible with this skill. The interpreter does not just “hear” and understand messages but is able to analyze the context and even predict its direction. 


Sight translation. The speaker referring to a written document for explanation is not unusual. The interpreter needs to have enough vocabulary to be able to convert different language and grammar structures as quickly and accurately as possible. Although, for the most part, an interpreter does not translate, this skill still needs to be present. 


Shadowing. Repeating the content of a speech or a tape in the same language of the speaker as quickly as possible is known as “shadowing.” Its purpose is to improve an interpreter’s attention and listening agility. 


Note-taking skills. As previously mentioned, note-taking is necessary in doing long consecutive interpretation. Because of very limited time, which words are noted and in which manner they are written down must be carefully chosen so notes have the best potential to remind the interpreter of the content later. 

Attitudes and rules of interpretation.  One of the most important “skill areas” for an interpreter to have may be a correct attitude and adherence to rules for interpretation. Several rules and attitudes are essential for an interpretation to be accurate. The most basic one is to be on time so the session will not be delayed, since interpretation is time consuming. Another example is that interpreters need to remain neutral and loyally convert messages no matter whether they agree with them. However, as this article presents, the role of interpreters in psychodrama is much more active since they interact with directors more intensively than in any other situations. Before a session, ways can be discussed and negotiated with the director to allow the interpreter to express different opinions if necessary.

Other considerations. Besides basic demands, for each case an interpreter needs to have unique preparation. First, the interpreter must understand and memorize jargon related to the theme of the speaker and have basic knowledge of what is going to be discussed. Reading books, obtaining information on internet, and/or counseling with experts in that special area can move toward that goal. Take the example of psychodrama, an interpreter needs to know the translation of terms like “protagonist,” “projective identification,” and special concepts of psychodrama. 
Also important, and related to adapting to the specific demands of a particular interpretation, is getting acquainted with speaker’s accustomed way of talking, such as accent or special lines. The interpreter is helped greatly by have time with the speaker before interpretation, not just for being familiar with each other, but also for assuring ways to work together—for example, working out how to take turns, where the interpreter stands or how to clarify confusions. Important is, after the first round of interpretation, both speaker and interpreter offering feedback about how to go on to improve the quality of interpretation.

Assessing Interpreter Viability

Currently only a limited number of countries, such as Australia, have set a national standard and hold qualification examinations for interpreters. This situation does not mean that good interpreters are unavailable in other countries. Other ways to determine, at least with a degree of confidence, whether an interpreter will do the job well exist. In countries without an official pathway to certify capable interpreters, such as in Taiwan, besides the information of the interpreter’s previous training, hours of experiences are one of the most important factors to consider. One reason is obvious: experience helps to cultivate ability. Another reason is that interpreters with bad performance usually will not be recommended or hired again. This circumstance results lessening their job opportunities.

Interpreted Psychodrama 

The most obvious questions about interpreted psychodrama focus on the roles and functions of the interpreter. Since roles and functions are involved they are best understood from an interactive perspective—since roles are interactive and reciprocal (Remer, 2006). However, as suggested by the discussion of challenges, these roles and functions must take into account the unique demands of the situation to optimize the spontaneity. Both roles and context will be addressed.
Roles


The two primary roles viz. the interpreter to be included are the director and the protagonist. The auxiliaries and the audience are important to consider as well, if not as extensively.


The director (and/or trainer). Given that the director and the protagonist do not speak the same language, whether the audience and auxiliaries speak the same language as the director creates slightly different demands on the interpreter. In either case, the multiple responsibilities of the director for the effective management of the session involving all the other roles make the interaction between the director and the interpreter pivotal. 


Best case scenario is if both are aware of the challenges and work together to meet them. This situation is most likely when the director has worked with an interpreter before and the interpreter has been a psychodrama director. This confluence produces a “type” of co-director collaboration. However, role boundaries need to be clear so that the interpreter does not usurp the director’s prerogatives and so that the interpreter is not overburdened with the conduct of the session to the point of not being able to perform the interpreter’s functions effectively. 

Communication and collaboration between the two is key. At times the two must be able to step briefly outside the psychodrama enactment process to examine and adjust their interaction, for example, the interpreter asking the director to slow down or “chunk” statements in smaller pieces or the director asking for clarification of a statement or interpretation of a statement from an auxiliary. 

This additional level of interaction often increases the time-lag between the enactment interaction and the director’s reacting to it. While many people worry about this occurrence, thinking it might be problematic, in fact the opposite is usually the case. First, the director is inhibited from acting precipitously (over controlling). Second, the process tends to move ahead better on its own, producing a more protagonist directed/oriented drama. Third, other resources (i.e., auxiliaries and audience) are allowed to enter and develop. Fourth, the director is forced to step back and take more of the whole process in as all this is happening. Fifth, the interpreter can help the director better understand the cultural/linguistic nuances (e.g., a gesture or the possible impact of a particular direction) before the director makes an inappropriate move. And finally, if something requires the director’s attention, it will be more obvious because it will not resolve itself.


If the interpreter is not familiar with psychodrama, the director’s communication with him or her will have to take that education and monitoring the interpreter’s into account. If the director has never worked with an interpreter before, the interpreter will have the addition responsibility of educating and monitoring the director’s communication both with the interpreter and all others present. If the two have not worked together before the negotiation of the working relationship is more difficult.

The protagonist.  While the interpreter’s involvement with the protagonist is less complicated, and less demanding, than that with the director, it is still complex, involving multiple levels. The interpreter is pivotal in maintaining the connection and collaboration between the director and the protagonist. Although the director has more responsibility for the collaboration, the interpreter is the essential conduit for the collaboration and co-creation of the drama being successful. Since more in going on than either the usual therapy interaction and/or the typical interpretation interaction, the more the interpreter is aware of the demands and the more experience dealing with them, the better chance for the protagonist to be able to totally immerse in that role.

The auxiliaries. Here again the level of complexity is less than in the case of the interpreter’s functioning with the director and the protagonist. Mostly, the interpreter ensures the optimal communication from the director to the auxiliaries. However, the amount and type of that communication is greatly influenced by the director’s style as the multiple functions of auxiliaries are considered. The more the drama is viewed by all concerned—but particularly the director—as a co-creative endeavor representing more than “just” the protagonist’s issue, the more the functions of the interpreter approach those of the director-protagonist interaction. Whether the moderation of auxiliaries’ input by the director makes the demands on the interpreter greater or less is difficult to say. Since the protagonist will have direct access to the input of the auxiliaries (i.e., assuming that it is only the director who does not speak the protagonist’s language and not a protagonist being directed in a foreign speaking group), even before the director, the interpreter need not translate for them. However, the interpreter’s demands increase when the input has to be adjusted and/or directed, because the interpreter must provide the conduit for the director to negotiate with the auxiliaries as well as the protagonist.

The audience. Similar to the situation with the auxiliaries, the job of the interpreter in relation to the audience will generally be less complicated than with either the protagonist or the auxiliaries. Until the end of the drama where the audience shares, most of the interpreter’s work will be “voicing” the director for the audience to follow and stay involved. But again that characterization can be greatly changed by the way the director and the group understand their roles in the psychodrama process—something needing to be negotiated and agreed upon even when interpretation is not involved. Since the audience is not passive in the process, their input and reactions must be monitored and understood by the director, hence the importance of the interpreter being able to co-direct to some degree. Most likely the direct need will be obviated by audience members input coming from their being elevated into auxiliary roles—but not necessarily. Again, the more the drama belongs to the group, the greater the responsibilities of everyone, but particularly on the director to serve multiple, simultaneous (and sometimes conflicting) functions. Obviously, this responsibility is shared and transmitted to the interpreter, likely exacerbating the interpretive load. The situation can be best grasped if, looking at figure 2, you imagine that one of the persons depicted is actually a sub-system of individuals somewhat acting in the role of one of the individuals shown, kind of like the multi-headed hydra (but even worse with all the heads talking to each other as well).
The Gestalt of the Experience for the Interpreter
 
The interpreter in psychodrama is a very unique, even mysterious role, because psychodrama has so much about psyche and interpreter is still a human being.  As Ms. Chen conveys so well in her own words:

Sometimes, especially while interpreting a psychodrama, I feel I am an alter (i.e., I share a part of psyche of the interpretee). One of my interpretation teachers said that it is almost like you can get under the skin of the interpretee and predict what’s next to be said so that you can do a good and quick interpretation. At the same time, as the interpreter I could experience what the director is experiencing. For this reason, Kate Hudgins (I have interpreted for her for several years) said that I was like her double, and she believed that I contained part of her feelings, such as frustration or tiredness, and supported her indirectly. I remember one time I was interpreting a drama for her. The protagonist was a difficult one and would not take her direction sometimes. Once she ignored Kate’s direction again and continued on in her own way. I remember as an interpreter I became more and more frustrated after repeating the instructions many times. The next thing I could remember was I kneeled on the floor (the protagonist was sitting on the floor and the director was standing) and had my hand touching her elbow trying to get her attention. For some reason I cannot forget that scene. Maybe because I was doing more or different as an interpreter, but I believe that interpreting a psychodrama is very different from interpreting a speech, even a psychology-related speech. There are times that I had tears in my eyes and was still trying to keep the role of an interpreter. So, sometimes an interpreter needs some special kind of care or protection. 
The process of interpreter in a drama or group can reflect the dynamic of the group. I remember one time Kate was directing a workshop learning projection identification. I could see the group was pretty nervous and careful, because the members knew maybe at some point they needed to face their own projection--usually something we are afraid of about ourselves. In that workshop interpretation became very difficult. People were chatting with each other, even missed the director’s instructions many times. Members kept asking me to interpret the instructions again and again because they didn’t “hear” it. Kate and I guessed it was because of the topic of the workshop. 

These observations raises the question of what kind of role an interpreter should or will be able to develop in a long-term psychodrama team. The interpreter may be the most “mind-emotion unbalanced” person in a psychodrama group. Because interpretation takes very complicated cognitive process, interpreter needs to be always rational, objective. Sometimes I even think interpreter holds some sort of psychological function for a drama or a group. (Personal Communication, January 16, 2008)

Practical Observations and Suggestions


Given all that has been described and discussed so far, meeting the challenges presented by doing psychodrama involving interpretation to produce a coherent, let alone effective, result might seem overwhelming, if not impossible. Actually, in most instances far better results are obtained than might be expected, and often even better than in situations without interpretation. This surprising outcome is a testament to both the psychodrama process and the (sometimes amazing) ability of human beings to understand each other. 
From a more theoretical perspective, the results are explained by the dynamical systems characteristics of the processes of human communication and the psychodramatic creativity. Dynamical systems self-organize into coherent, although not readily predictable, patterns.  Through the inputs and interactions of the psychodrama participants, including the interpreter, a new meaningful pattern, incorporating the inputs, will emerge spontaneously. Still, a number of steps can and should be taken to optimize the chances of such fruitful outcomes, especially if certain components are desired to be part of the new patterns of meaning.
Preparation. The more prepared the better. First and foremost is recognizing the challenges that will be present, so awareness is maximized. Experiences with multiple interpreters, information on the training of interpreters and the interpretation process, and input from others who have worked through interpretation are helpful. This article is intended to promote, provoke, and supply preparation.
Communication/relationship with the interpreter. Whether or not the interpreter and director/trainer have worked together before, establishing the parameters and expectations for the relationship should be negotiated. In and of itself, that process is a preparation and practice for the parallel process involved in producing the session. Particularly the additional benefits and challenges of the interpreter’s familiarity with the psychodrama process should be addressed to produce a spontaneous, collaborative interaction.
If time allows, use as much of it as possible to include input regarding previous interpretation experiences both with psychodrama and not. Freely exchange questions, suggestions, and other facilitative input. 

“Chunking.” Essential to the working relationship is the agreement on how the need to “chunk” (break messages down into workable units) will be communicated. I have a tendency to long statements. My interpreter would cue me—at times, physically –to stop so the interpretation could take place. Both the interpreter and the participants, who do not speak the director’s language, need time to integrate the pieces of the messages they are receiving. This difference in the usual, expected cadence of exchange demands accommodation and adaptation. The flow, being very different will influence the way messages are heard, and consequently the meaning derived from them. Experience and practice tend to emphasize just how much this production is a learned skill (and one that can actually be beneficial beyond interpreted discourse).
Time-lag. Like “chunking” time-lag is an inherent characteristic of the interpreted exchange; like “chunking” it produces a different flow to the communication. Generally, an interpreted session will be two to three times the length of a non-interpreted session. So expectations must be adjusted and approaches altered to accommodate the situational demands. 
In psychodrama where the process is non-verbal as well as spoken and the product of the interaction of participants--other than the director--with each other, the time-lag may mean that director will have to catch up with the drama—action continues even when the director is not “directing/controlling” it. This condition may be an extreme challenge to a director with a high need for control and/or a controlling style, or participants who need specific directions and/or are used to a highly modulated pattern of interaction. However (as I can attest to from personal experience), interpretation proves that the psychodramatic process can be trusted. In most instances, while the director is catching up, the process takes care of itself (as dynamical systems theory says it will) and, if direction is needed, the flow will slow up or stop until the director can manage the necessary adjustments and interventions. (Frankly, I became a much better director after learning to cope with interpretation. I was forced to face my need to make things happen according to my vision and my tendency to over-direct.)
One other aspect of time-lag (or “chunking”) worth noting has to do with expectation of flow, which can be counter to the general assumption of longer time needed to convey longer messages.  Sometimes a long statement may take little time to convert and convey, while short statements make actually take much longer than the number of words originally expressed. This phenomenon can be due to ideas not easily being captured from one language to another (or even expressed from one language to another). A single term in one language may need to be explained or describe as part of the interpretation process; a complex concept rendered in one language may be capture in a single word in translation. 

Use of humor. Humor can make a presentation livelier, provide a break in flow, and also convey information is a different way—subtler and less defensiveness-provoking. It is usually an excellent tool. It also is a very difficult one to manage in a foreign language, since much of what is humorous is context (e.g., culture, situation) related. Many times, at least in English, humor is a play on words that simply does not translate well, if at all. Be cautious in such use. In particular, discuss the possibilities with together. (although I usually find doing so hard, except in planned presentations, since I tend to ad lib).

For example, Ms. Chen recalls:

Once you were directing a spectrogram in the group. One end of the line was “I have a lot of experience with psychodrama,” and another end was “I have none of it.” You were explaining the two ends. At the end of explanation, you made a joke. You said that for many reason you would not put yourself at the end of no experience, but the most important onewais that “you (the attending members) will be mad at me.” If I interpreted what you said word for word, it would not be funny. So, I interpreted it as “you would think , ‘how come I need to be here’,” with a specific tone of voice. The members then got the funny part. This story is evidence that jokes are the most difficult aspect of interpretation. Usually jokes lose their funny essence when they are or need to be explained. This account shows how much common background we need to have to understand a joke—and how challenging  using an interpreter is. (Personal Communication, January 16, 2008)

Knowledgeable and experienced interpreters. Interpreters who are experienced generally (i.e., trained as interpreters and practiced in interpreting with many different interpretees) will be able to adapt both to the situation and to the person being interpreted. An interpreter who has worked with a particular director/trainer before will be ahead because of the already established relationship between the two. An interpreter who has interpreted a specific content area will have and advanced grasp of the concepts to be conveyed and some of the difficulties in doing so (e.g., I had an interpreter with whom I had done many psychodrama trainings who agreed to interpret for a training on chaos theory. Despite our productive history together, she had great difficulty in interpreting for me in the latter instance.) 
Particularly in interpreting psychodrama, even beyond other therapeutic modalities, an interpreter with psychodrama experience is a blessing (although, as already noted, at times a mixed blessing). Such an interpreter will not only allow collaboration, co-creativity, and co-directing, but help the director learn the best ways to adapt to and benefit from the interpretation of the psychodrama process.
Practice. Practice for both the director/trainer and the interpreter with the particular pairing and other pairings will be beneficial, if possible. The more the actual interpretation of a drama or training can be approximated the better, but any practice, no matter how brief, is informative and, hence, productive. Practice can be a way of introducing an interpreter to the psychodrama process, in general, and to the style of the director/trainer specifically. It also can provide a training ground for other psychodrama participants who may find themselves drafted into the interpreter role.
Continual evaluation/negotiation. Between sessions, during breaks, and even as an aside to the drama proper, continual examination and adjustment of the interface between the drama and interpretation processes must be done. Neither the director/trainer nor the interpreter should shy away from stepping back to see how the meta-level process is proceeding, including soliciting input from the other participants. Contrary to the assumption that doing so will be disruptive, it actually tends to be reassuring, inclusive, and instructive, informing the both the interpretation and the enactment.
Time resource. Remember to leave and take time for the drama, the processing, and the debriefing to allow the processes to eventuate and interact synergistically. Know that more time will be required than usual; take more time necessary. Try not to allow the pressure of expectations to force the flow. In a sense, these issues are easier to deal with in the interpretation situation because they are obvious to everyone where, although they are present in all enactments, most people tend not to be conscious of them (even the director may lose tract). Creative and co-creative adjustments will be required.
Final Thoughts and Comments


Writing this article has been, in and of itself, an epiphany. In looking back over all the experiences to cull useful information and insights, I now have a much greater appreciation for all aspects of the processes involved. For example, I never fully recognized the extent of collaboration between my main interpreter and me, much of which contributed to mutually enriching and continuing relationships extending far beyond the interpretation of a single drama or training session—or even a mixed series of each. I suspect she too now sees how much more was involved than we consciously labeled or addressed.


Keep in mind that the information conveyed has an inherent slant. In generalizing, specific factors should be considered. 
One aspect to be immediately acknowledged and addressed is the “privilege” of being a native English speaker. My experience has been that English, more than any other language, is an accepted default. That is, finding someone who understands some English, and has even studied English, is more likely in almost any country. Consequently, English speakers may tend to radiate a sense of entitlement—an assumption or expectation, most likely unconscious, that they will be understood. English speakers and those working with them need to recognize this circumstance as both problematic and facilitative, and address it up front. For example, many more English language manuscripts are published in foreign journals—either in translation or directly—than foreign language manuscripts in English language journals (this article being an example). If, or when, this latter publication occurs, the submitter is expected to provide the translation. So too with psychodrama interpretation, the English speaker is rarely struggling to operate in two languages by him or herself. Instead the focus of the interpretation is helping the English speaker operate in English. Whether what has been discussed holds for other language combinations, I will have to leave to others input, although I suspect and believe much is generic.
Related is the direction of the interpretation. I have had the privilege of having Chinese speaking psychodramatists visit and conduct sessions using interpreters to interact with English speaking audiences. On one hand I suspect that they have more difficult times because few, if any, of the participants speak much Chinese. On the other hand, they tend to understand and speak English far better than I speak Chinese (one of my interpreter friends used to comment translating my English to Chinese was easier than translating my Chinese to Chinese). Familiarity, comfort, experience, and facility with the second language have a great deal to do with effectiveness, if for no other reason than they impact the confidence of the director/trainer.
Since I am not bi-lingual, I have little idea the effectiveness of “internal interpretation.” Given what I have heard from those who are bilingual and what I know about the interface of language and culture, I would expect it to facilitate the process, if only by having the flow of interaction more typical. However, as already indicated, the effects of time-lag and “chunking” can be positive. 

However, the effect of being bi-lingual can have its downside in some cases. A Chinese trainer/director with whom I have spoken says she has difficulty at times following her own train of thought through the drama when it is in English. Since she can speak English, she finds herself comparing her understanding of the statements made in English with those produced by the interpreter, at times, becoming more intrigued by the interpretation and less involved with her directorial role. She has to consciously refocus. (Personal Communication, Dr. Lai Nien-Hwa, January 29, 2008.)
Certainly the challenges are present. They can actually offer possibilities not present in any other situation. When acknowledged and addressed the opportunities are rich to learn more about psychodrama, culture, each other, and ourselves.
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