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T'would like all of us to live as fully as we can. The only time I really
Jeel awful is when people have not lived a life that expressed them-
selves. They lived with all their “shoulds” and “oughts” and their
blaming and placating and all the rest of it, and I think, “How sad.”

——VIRGINIA SATIR (1989)

{ once was with somebody I liked very much—an older person, when
I'was considerably younger than I am now. That person said, “Spend
at least fifteen minutes a day weaving dreams. And if you weave a
hundred, at least two of them will have a life.” So continue with a
dream and don't worry whether it can happen or not; weave it first.
Many people have killed their dreams by figuring out whether they
could do them or not before they dream them. So, if you re a first-rate
dreamer, dream it out—several of them—and then see what realities
can come {0 make them happen, instead of saying, “Oh, my God.
With this reality, what can I dream?”

—VIRGINIA SATIR (1984)




To
Richard Bandler

Without your brilliant and persistent demonstrations
and teaching over the past dozen years, I would have
noticed very little of what is written here.

XV

41

133

139

153

161

165

173

175

179

Contents

Foreword by Richard Bandler
Introduction

The Major Patterns of Satir’s Work
The Transcript: “Forgiving Parents”
Summary

Appendix I: Presuppositions

Appendix II: Physical Contact (from “Of Rocks and
Flowers™)

Appendix III: Eye Accessing Cues
Appendix [V: A Satir Meditation
Selected Bibliography

Index

About the Author



Foreword

During the past fifteen years, it has been a rare pleasure
and an honor to have built models of some of the best communicators
of the last generation, including people such as Moshe Feldenkrais
and Milton H. Erickson. But most of all, it has been a pleasure to
have started out by modeling Virginia Satir, the originator of con-
joint family therapy, master therapist, master teacher, and most of all,
master communicator.

I remember many, many years ago, sitting in my driveway in
Soquel, California, working on a car. Looking up from the frustration
of difficulty with the engine, I saw a very unusual person. She walked
down my driveway and up to me, unlike most of the people I have met
in my life, who were unsure of themselves, uncertain, or nervous,
especially when they were in unfamiliar surroundings. Virginia Satir
possessed none of these qualities. She was equally at home on a stage,
with a family, with a schizophrenic, or in just about any context in
which she had the ability to communicate, something she did so
exquisitely.

Virginia also demonstrated the difference between caring about
the work one does and caring about the prestige that one gets from
such work. During the past fifteen years, I have met many other ther-
apists who were famous—famous for intellectual work, or famous
for things that they may or may not have done in years past. In con-
trast, Virginia was a worker, I never knew her to have a bad day, to be
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“off,” to do anything but give a nundred percent—all the time. Some
people criticized her for her lifestyle, but I'm not one of them. |
envied her energy and her willingness to commit fully to everything
she did. As long as I knew her, she persevered and demonstrated an
abundance of both heart and skill.

What Steve Andreas has set out to do in this book is something
like what I attempted to do over fifteen years ago. When I set about
writing The Structure of Magic, 1 had just spent a month with Virginia
in a place called Cold Mountain Institute. I was struck by how pow-
erful a communicator she was, and how successful she was in her
own work. I was also impressed with how little other people were
able to learn to do what she did. They would imitate her tonality or her
jargon, but rarely did they take the time to learn and to imitate her
skill. This isn’t because people are bad, or because—as Virginia put
it—“we are all slow learners,” but because they did not realize how
precise she was in her communication. Although Virginia communi-
cated—as she said, “highly intuitively”—that did not change the fact
that she was precise about every word she chose, every gesture and
movement she made. Virginia understood that communication came
from the full range of experience, and that it was linked to people’s
pasts, from before they were born. And that it set a course and a
direction for the future of not just individuals, but for entire families.

There was a time when Virginia had to hide the fact that she
did family therapy. She said she was just “interviewing” families
before she did therapy. Fortunately for all of us, those days are gone.
Virginia created an opportunity for us all to explore and grow and
change in new and exciting ways. Those freedoms are available to
all of us as professional communicators, for some of us as psycho-
therapists, and for some of us just as people who want to learn to be
able to do more in life at every opportunity. Virginia serves as a pow-
erful model of someone who lived her life to the fullest. Yet at the
same time that she did things for herself, she also did things for an
abundance of others. Hundreds of thousands—perhaps millions—of
people’s lives will be changed because this woman gave her all to
every piece of work she did.

In the transcript that Steve Andreas has analyzed here, he has
taken to heart not only Virginia's caring attitude toward people, but the
specific ways in which she achieves the outcome she seeks. The most
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powerful thing you can learn from this transeript 1s that Virginia never
wavers from what she sets out to do. And what she sets out to do is
w}_lat the client asks her to do. She tries everything she can, and every-
thing she does relates directly to the client’s desired state.

The .terminology and the way in which Steve studies Virginia are
perhaps different from how most people would, and perhaps similar to
thg way in which I would approach a study of her. But I think what
this b(_)ok offers the sincere student of Virginia Satir is more than just
an attitude. It offers a profound example of how tenacious, persis-
tent, and resourceful Virginia was, and at the same time, how pre-
cise and methodical. If Virginia was one of the people you ever envied
in your life, or would ever want to emulate, rather than emulating her
tpnahty, style, and jargon, or the kinds of things she said, I think it is
time we got serious enough to emulate her skill. And that requires that
we sit down and break it into pieces, and find out what this genius was
domg_, so that we can do the same kind of work with the same kind of
tenacity and heart.

Steve, 1 think you have done a beautiful job. For those of you
abqut to read this book, read on and learn. The wisdom of Virginia
Satir will be worthy of study for centuries to come. I think this book
stands as a real tribute to what she did and what she cared about. And
al‘ghough this is different from her own teaching style, as Virginia
said, “We are all slow learners, but we are all educable.”

—Richard Bandler



Introduction

Virginia Satir is almost universally acknowledged as
one of the most powerful and effective therapists of this century.
Throughout a career spanning some forty-five years, she developed
systematic ways of helping people grow and change. Her remarkable
warmth and precision in working with people was developed by her
fine ability to observe what worked—and what didn’t—to move
people closer to their desired outcomes.

When learning from experts, it is usually much more important
to observe what they actually do than it is to listen to what they say
about what they do. Our descriptions of our own behavior are often
biased and myopic, and we all know how to do much more than we
can explain to someone else. This was particularly true of Virginia,*
who was continually moving away from her psychiatric-based training
of the 1940s, and intuitively pioneering new ways of helping people
learn how to deal with life’s inevitable problems.

Most therapists’ descriptions of their therapy tend to be global
and unspecific. Virginia, for instance, would talk about “gaining

*1 have wrestled with the question of using Virginia Satir’s first name or last name in this
bock. Using the last is often considered more respectful, but it is also more formal and dis-
tancing. Some might consider using her first name to be demeaning or patronizing. However, it
is also more direct and personal, something Virginia was always working toward. | never heard
anyone call her “Dr. Satir” in workshops; it was always “Virginia™” Finally, | asked a number of
people who knew her far better than I, and they all voted for “Virginia.”
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trust,” “making contact,” “building positive self-worth,” and the
importance of the “human connection” and an «[-thou relationship.”
Although she demonstrated these skills exquisitely, she was much
Jess able to specify exactly how she accomplished them, either ver-
bally or nonverbally. To learn how she actually achieved these things,
we have to study her work itself.

Although few therapists are willing to demonstrate publicly
what they do—they prefer to practice privately—Virginia was a happy
exception. Not only did she conduct thousands of public demonstra-
tions during her long career, she also freely allowed videotape record-
ing. Probably as many videotaped hours of Virginia's work exist as of
all other prominent therapists combined. Used with a verbatim tran-
script, a videotape makes it possible to analyze the fine details of
verbal communication, the accompanying nonverbal communica-
tion—which is even richer and more complex, the ongoing interplay
between the verbal and nonverbal communication, and the flow and
sequence of the session as a whole. Repeated review brings an ever-
deepening understanding of the process of change.

The heart of this book is a verbatim transcript of a seventy-
three-minute videotaped session of Virginia working with a woman,
Linda, in a weekend workshop held in 1986 at the peak of Virginia’s
power and skill, only two years before her death in September 1988.
In this particularly moving individual session, Linda moves from
great anger at and resentment of her mother to feeling compassion and
love for her. A followup interview with Linda over three years later
verifies the lasting positive impact that this session had on Linda life
and her relationship with her mother.

This session is particularly interesting for at least two reasons.
Virginia was known primarily as a family therapist, and in family
sessions she alternately focused her attention on different family
members. In contrast, this session focused only on Linda, so it is
much easier to follow the patterns and sequence of her work.

The second reason is that Linda was not an easy client. Although
very expressive and willing to share her feelings, she also had what
Virginia described during the session as “a highly developed ability to
stand firm on things.” Since Virginia had to work very hard to change
certain understandings in Linda, we are treated to a particularly rich
display of her versatility and persistence.

xvii

Commentary and descriptions have been added to t i
trapscript to clarify and characterize what Virginia was dgfn;ez:tb ::;E
point as she patiently leads Linda step by step toward forgiveness
;1:1:( ifrllrst.;:hapt_er describes the important themes of Virginia’s work.

g it easier to und ir signifi ,
hrouamont he oo erstand their significance as they appear

Many therapists have the warmth and compassion that Virgini
demonstrated so abundantly, yet they are largel;) ineffecti\?; Xéi:%:lr;slz
thc?y don’t know what to do. Others have technical communication
s!qlls; but without the nonverbal human qualities Virginia empha-
s1_zeq 50 r_nuch, their work is much less effective than it could be
Virginia is a part_icula’rly worthy teacher because she possesseci
;vlili'rtr;tcl'nﬁnc;g?e;fssmn, finely honed perceptions, and specific skills

To make sure his students had a little humility in usin

tagght (something many might say he lacked himsejlff), my olgdﬁ:i:thlg
Fritz P§rls used to say, “Just because you’ve got a chisel doesn’t make
you Michelangelo.” On the other hand, how much could Michelangelo
ha\fe accomplished without any chisels at all? magine Michelangelo
tr.y%ng to carve a marble block with only his fingernails to release the
vision imprisoned within the stone. Great work needs both the tools of
the‘trade and the vision and humanity to direct those tools. Virginia
Satir demonstrgted an extraordinary measure of both. If we want to
honor her genius, T know of no better way than to study her work
carefully and learn how to do what she did so beautifully.



And I suppose that before I leave this world, one
thing that I would wish for all the world to know, is
that human contact is made by the connection of
skin, eyes, and voice fone. These are the things
that taught us before we had words. How our par-
ents touched us, how they looked at us, what their
voices sounded like, were all recorded in us.

—VIRGINIA SATIR (1989)

The Major Patterns
of Satir’'s Work

Certain attitudes pervaded everything Virginia Satir
did. Knowing some of these essential elements of her work provides
a useful orientation for understanding the verbatim transcript that
appears in the next chapter. However, some readers may prefer to go
through the transcript first without preconceptions and then return to
consider the views presented here.

This chapter briefly describes sixteen major patterns of Vir-
ginia’s work. Specific examples are provided, to avoid the ambiguities
that pervade most descriptions of therapy. All examples or quotations
are taken either from the transcript of a family session published in
Satir Step by Step (Satir and Baldwin, 1983) or from the Satir video-
tape set “Family Relationships™ (1989). The sequence in which the

major elements appear is arbitrary and does not indicate relative
importance.

This chapter is an expanded and revised version of the article “The True Genius of
Virginia Satir,” which appeared in Fumily Therapy Networker (Jan./Feb. 1989).
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A Solution-oriented Focus on the Present and Future (in Contrast
to a Problem-oriented Focus on the Past)

Although Virginia would listen to blaming and complamts d%ilbtmllt
the past in order to maintain rapport with the speaker, shc_a immediate 3;
turned the person’s attention to solutions or outcomes In the presen
and future.

T just want to find out right now for you, fron} you, Whé.lt
at this moment—never mind the past—what ri ght at tl}ls
moment would make life better for you if it could happen, liv-
ing in this family? (1983, p. 68)

That’s what you don *t like. Could you say what you do?
(1983, p.98)

When people tell me what they don’t w.ant, 1 say, “Well,
that’s interesting; what do you want?” And it’s very hard for
people to form what they want. (1989)

1 want you to look at me now, and I want you’to listen
really carefully. There’s a lot of history—I know there’s a lot of
history and I don’t know what it is, and I have a hunch that
oftentimes you don’t see what’s right in front of your nose,
because it is all covered up with what you expect, be_cause
you almost did it right now. Are you with me? (Margfe: Uh
huh.) OK, now I'd like you to look at Casey and feel his skin
through your hands at this moment and tell me what you feel.
(Casey explodes into a smile.) (1983, pp. 112-114)

I once was with somebody I liked very much—an older
person, when | was considerably younger than I am now. Tpat
person said, “Spend at least fifteen minutes a day weaving
dreams. And if you weave a hundred, at least two of them will
have a life” So continue with a dream and don’t worry
whether it can happen or not; weave it first. Many people have
killed their dreams by figuring out whether they cc?uld do
them or not before they dream them. So, if you're a first-rate
dreamer, dream it out—several of them—and then see what

realities can come to make them happen, instead of saying,
“Oh, my God. With this reality, what can I dream?” (1984)

Virginia’s work was guided by the basic outcome questions:
“What do you want?”

“How will you know when you'’ve got it?”

“What stops you now?”

“What do you need in order to get it?”

She also understood that the answers to these questions have to

be specified in sensory-based terms, not in vague generalizations or
abstractions. '

VIRGINIA: T like you, if you would, Casey, to say to Margie

something you'd like from her—for her to change, some way, what-
ever it is.

CASEY: Stop attacking me. I mean you come on—it’s an adver-
sary relationship, babe, when you want attention, which turns me off.

VIRGINIA: [ know you’re talking from a whole lot of experi-
ences. It’s not very specific, but could you be specific? In a specific
way, what would you like Margie to change dealing with you?

CASEY: Sure. Like when you and the kids want to go to the
park, or when you want to go to the park with the kids. (1983, p. 120)

Virginia also knew that when someone wants others to change—
no matter how reasonable the request might be—that automatically
puts the person in a position of being helpless, dependent on others’
willingness to oblige. To be useful and empowering, an outcome
needs to direct the person toward what is in his own power to do.
Questions such as, “What can you do that would get that response
from him/her?” can refocus the person’s attention on what ke can do
to make things better.

As one of the first people brave enough to see the whole family
at once, Virginia also knew that each individual’s outcome had to be
specified in ways that made it desirable, or at least acceptable, to
other family members. Once the client gave Virginia a positive out-
come, she went after it tenaciously. When one intervention didn’t

work, she would try variations on that one, or different ones, until
she got the desired results.



When Virginia did focus on the past, she usually utilized it 10
provide a vivid demonstration of patterns of interaction that continued
into the present. At other times she focused on the past so that she
could redescribe past events to give them a more positive and empow-
ering meaning in the present.

Positive Intentions

One of the most powerful aspects of Virginia’s work was her
assumption that everyone’s intentions were positive, no matter how
horrible the behavior was, and her use of these positive intentions as
a firm foundation of agreement from which to search for more pos-
itive feelings, communication, and behavior. On at least one occasion
she facilitated a group that included both a Nazi death-camp sur-
vivor and an ex-guard from the same camp, successfully helping
them to understand each other, and find their common humanity.
Even when she did not verbalize it, Virginia always presupposed
positive intentions and distinguished between intentions and behav-
jor. She believed that, at the core, people mean well—even when

they do mean things.

I heard you say that this (yelling at the kids) started out
with you trying to please Margie. (1983, p- 72)

One of the things I’m discovering is a tremendous feel-
ing of concern and caring from your father to all of you chil-
dren, and from your mother to all of you children. But I don’t
think that always comes through as much as it could. (1983,
p. 116)

Perceiving that someone has good intentions changes our re-
sponse when the person is exhibiting problem behavior. It means we
can agree with the person’s intention and validate his humanity, even
though we still don’t like the behavior. Instead of bickering or fight-
ing, we can join in a search for alternative behaviors that satisfy and
validate both of us.

No Blame

Virginia never blamed anyone. She presupposed that hurtful or

destructive behavior was simply a result of limited opportunities to
learn how to respond more positively.

... We learn from whatever our experiences are. OK?

It’s not because it is bad, it’s j o
Just that we learn cert
(1983, p. 82) ertain things.

You were mad. Well, those things ha i
T en
(1983, p. 26) g5 happen sometimes.

OK. Now .what if it would happen that none of this
could happen without everybody’s help? (1983, p. 62)

erginia perceived the therapist’s role as that of an educator:
teaching and demonstrating how people could learn to perceive,
respond, and act in ways that were more effective and satisfying.

Problems will always be with us. The problem is not
the problem; the problem is in the way people cope. This is
what destroys people, not the “problem.” Then when we learn

to cope differently, we deal with the problems differently, and
they become different. (1989) ’

As one way of communicating to people that their own experi-
ences, whatever they were, were valid, Virginia often asked them to

visualize a medallion made of somethi
ing wonderful to th
around their necks: em, to hang

On cy . ” . ,
one side is written “No.” And under “No” it says,

Tha.nk you for noticing me, but what you ask doesn’t fit for
me right now, so the answer is no.”

And you turn it over, and on the other side it says “Yes.”
And then 1.t says, “Thank you for noticing me. What you
asked me fits wonderfully well, and the answer is yes.”



And then when you get timid at a certain point in time,
you take out your medallion, and you put the one [side] out
that really fits. And then you look underneath, and you know
what to say. (1989)

Teaching people simply to notice whether a request OF invitation
fits is self-validating. Responding with a simple yes or no avoids all
the shoulds and oughts, incongruity, confusion, defensiveness, and
biaming that so often occur when people try to appear to be different
from what they are.

Equality

Virginia often used role-plays to demonstrate the destructive
results of typical and traditional family patterns of dominance and
submission. She also used role-plays to teach family members an
alternative; communicating as equals. As a therapist, Virginia delib-
erately operated from a position of equality, both verbally and non-
verbally. She would bend down so that she could speak to children eye
to eye, and she ofien stood children and shorter people on chairs so
that they could be on the same level as taller grownups. She continu-
ally demonstrated how much more satisfying it is to relate to others as
equals.

Virginia often included herself as an equal in the family’s strug-
gles by using the pronoun «“we” “] think we all have to struggle with
that [controlling anger}.” (1983, p. 38) “You know that whenever we
get mad, it’s hard to see anyhow.” (1983, p. 22) Often she would men-
tion an experience of her own that was similar to something that
someone in the family was experiencing. By including herself in these
ways, she provided powerful experiences of what some have called
normalization: seeing difficulties simply as normal problems to be
solved. When we have difficulties we often blow them out of pro-
portion, and this makes them much more difficult to solve. Perceiving
them as normal is often a major step toward resolution.

Another aspect of Virginia’s teaching equality was her flexibil-
ity with roles: “Any on¢ of us can be a teacher or a student to the
other”” (1989) This carried through all her work, and was particularly
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z\tr.l:ifgt in the way she a‘ske:d.the family to correct her understanding
Ir Interactions. Virginia was very direct, yet tentative, often

restating what she had heard and asking the family to correct her.

Let me see now if I hear i i
' r you. That if your father—if I’'m
hearing this—some way that he brings out his thoughts . . . .

He gets over- _—
iy Si) er-angry, you feel, or something like that? (1983,

L OK. Let me show youa picture that I see at the moment.
just \yant to get the picture out, and then you help me to
checkit. .. - And this is my picture in my head from what I
learned, and it may not fit at all, but it could. (She then goes on

to create a “family sculpture” that illustrat
ing.) (1983, p. 54) ates her understand-

Let me play back, just so [ know if T
o . understand. Part of
this piece of support for you would be if your children did

more of what you asked them to d : .
(1983, p. 70) 0. Is that a piece of it?

This is what I heard you say b .
rectly? (1983, p. 72) you say before. Did I hear you cor-

Woul(;?Vhen famil;,r m.embers disagreed with each other, Virginia
p say‘fgorpethlng like, “Everybody’ got their own picture™ (1983
gh l)lor It. is all right; these are human problems™ (1983, p. 20),
et us v,::llu.iated everyone’s experience and avoided taking sides ir;
the fam'lly s right/wrong battle,
ver Y(l)rgl,r,ua’s fivoritg phrases for filling time as she paused to think
by e " K and “All right,” which literally means “Everyone/eve
ing is right.” i
e WZ\Ifll]lgr:l :orrllfone disagreed with her description of an experience
ually say simply, “Oh, so I was wrong,” and ask ,
. A . , the per-
son to clarify. Or she would acknowledge the statement and mpo
right on to something else, "
Working from a position of equali i
' ' ) quality as a therapist accomplishe
:leee important things simultaneously. First, it shows how to sirzleste;
one-up/one-down, dominance/submission struggles that often dis-
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turb and complicate family communication. Second, it ensures that the
therapist doesn’t get caught in the family hierarchy and become part
of the problem instead of part of the solution.

Finally, Virginia’s emphasis on equality also has a m}xch deeper
significance. Fighting and disputes are always based on incomplete
information and noticing differences. When conflicts are extreme,
each side perceives the other as so different as to be inhurpan. In con-
trast, understanding and compassion are built on fuller information
and seeing the similarities between people. Virginia focused on com-
monalities among people to create an appreciation of how we are all
similar in many ways. Virginia believed that with a brpad enough base
of common experience and understanding, any dispute cquld be
resolved. In the next example, she first draws out the father’s childhood
experiences and then draws a parallel with his own son:

VIRGINIA: What did your father do, in your opinion, when you
couldn’t meet your idea of what he wanted?

cAaSEY: He insisted that I be responsible for my younger s.ister,
and he insisted that I act like a man although he treated me like a
child.

VIRGINIA:  So that was kind of two messages. Be a man, but
don’t be a man.

CcASEY: Yeah. What really turned him on was when I st.arted
racing motorcycles at twelve, and he thought_ that was machls.mo.
He’d run around town introducing me to all his buddies, especially
when I'd win a race. If I fell off or something, I was the bad guy. I had
to take care of my sister.

VIRGINIA:  That would be like Coby having to take care of Lisa
and Lucy. That kind of thing? (1983, p. 80)

Providing Positive Alternative Choices

Despite centuries of the technique’s failure, many peqple still try
to stop problem behavior directly with some kinfi of punishment. If
billions of rat hours have proven anything in experimental psychology,

9

it is that punishment doesn’t extinguish learned behavior. Punishment
only suppresses behavior by creating conflict between opposing moti-
vations. Most people have enough conflicts already; they don’t need
more. In contrast, Virginia knew that if you teach people satisfying
ways to interact, they will simply not want to go back to painful and
destructive ones. As Mammy Yokum said many years ago, “Good is
better than evil, because it is nicer”” Most therapists attempt to subtract
problem behaviors. Virginia, instead asked herself, “What can I add

to this person’s life so he won’t want to do the problem behaviors
anymore?”

I spend no time stopping behavior. I say, “That’s a skill

you’ve got. Now let’s see if we can have some other ones.”
(1984)

Instead of these being bad things, they only tell us what
we had an opportunity to learn, that’s all. And anything that’s
learned, we can leave it there, and we can learn something
else. We don’t have to unlearn one thing in order to learn
another. It doesn’t have to work that way. So we don’t even
have to bother about getting rid of the things we learned.
What we have to do is learn what we learned, and then out of

those things choose the things we want to learn better, or new
things. (1984)

After Virginia helps the husband, Casey, elicit a positive re-
sponse from his wife, Margie, by reaching out to her, Virginia says:

Is that a new idea? That you could be that impactful to
somebody? (Casey: Yeah.) So maybe there’s a piece here for
you to learn about what your impact really is. You've heard an
awful lot about when you yell. You know that impact. But

there’s lots of other things. Here’s one of them, so to know
that piece, too. (1983, p. 120)
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Reframing Behaviors and Perceptions

g QS
Virginia was justly famous for her ability to change I;EOI;}&S
perceptions of events so that they saw things more_posmve y.e i
made problems easier to resolve. A mother?s nagging beli:f{nw i
dence of how much she cared; a father’s punishment for curie
i came loving protectiveness.
1auon(s)22e she worked with a woman who had been abuspd b){) hﬁl:
father when she was young. He had beaten her sevgrely wstl;l ar :nd
i dparents’ house, dumped ner, ai
whip, then took her to her gran iped het, &
irginia’ that abandoning her in
never came back. Virginia's reframe was . In e
s ulti f love. He realized that he
was the father’s ultimate gesture O ,
‘:33 of control, so he left her at the grandpa?ents hguMSﬁ a;nd never
saw her again to avoid any possibil;]ty (:f k}n\_lrtlonsnge ;};;maﬁoz ;)fblame
irginia® i en ) s
Virginia's presumption of good d Dame,
i also powerful and perva :
and focus on desired outcomes are : sive 1=
ing of behavior and percep
frames. They change the meaning 0% © tions 11
i itive feelings and more cons i
avs that result in more positive nd;
‘l;velfavior. There are two basic types of reframing: context reframing
ing reframing. ) o .
o mgzﬁieft reframing places a “problem1 bet}lllavmrF g; ?nscl:gecr:n;
i having value there. ce,
context, so that it can be seen as e B e
i i hter’s “stubbornness” as ba
father may think of his daug : . . .
iti th bad intentions trying
thinks of it in the context of a man wi ) take
i be valuable in some con
antage of her. Every behavior can . - .
;{f‘;n kiigling someone may be necessary and .u'seful in selffdetr';r;sjs
Context reframing depends on the therapist’s ab},hty to tl.'lmk 0 C(l)uab]e
in which the client is likely to see a “prob_len} behavior ?slva nteXt.S
A next step is to validate the behavior in those useiu c}g oS
and then search for alternative behaviors in the contexts in whic
havior causes problems. _ _
e g:‘ten Virginia described a problem behe.xwor asa perfectcliyl}mglterd
standable response to a past context in which a person had limite

information and understanding.

VIRGINIA:  OK, now what you told me was that you had e;l blel?;;
tiful experience in being parented by your father, and a pretty he
one in being parented by your mother.

MARGIE: Right.
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VIRGINIA:  Now [ want to tell you, Margie, what that says to me

.. . and maybe we can fill in the pieces. That you did not have a
model for how a woman could mother.

MARGIE: Right.

VIRGINIA:  Okay, and that would say to me something else, that
there are some pieces left out in your self feeling good as a woman.

MARGIE: True, true. (1983, p. 78)

After establishing that someone’s responses belong to an ear-
lier context, Virginia would go on to change and add to the person’s
perceptions and understandings, so that the person could have more
positive and useful responses in the present context.

Meaning reframing changes the meaning of a behavior while
keeping it in the same context. When a father yells at his son, the
son may think that the father sees him as bad or unlovable. Perceiving
that the father’s intention is to make the son’s life better, but that he is
limited in his ability to communicate because his own father was abu-
sive, transforms the meaning of the yelling into something more pos-
itive. This will change the son’s response to it, which in turn will

change the father’s response. It is easy to yell at someone who is
sneering and looking away; it is much harder to vell at someone who
is smiling with appreciation.

Often Virginia would reframe simply by using different words to
redescribe a problem behavior. The connotations of the new descrip-
tion would result in more positive perceptions. Virginia redescribed

the father’s angry behavior as “some way that he brings out his
thoughts (1983, p. 34) When Casey’s wife reaches out to touch him,
and he describes his feeling as “strange,” Virginia redescribes it as “a
new thing.” (1983, p. 110) Later in the session she redescribes criti-
cism as an opportunity for learning: “So, when I ask you if you're crit-
icizable, all [ mean is, are you teachable?” (1983, p- 150)

I've heard that Virginia once said to a teenager who had gotten
two of his classmates pregnant, “Well, at least we know you’ve got
good seed.” Saying this didn’t condone his behavior; rather it made it
easier for her to bypass the blame, outrage, and attacks, and begin to

ally herself with the teenager so they could begin to work together
toward solutions.
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Most of Bandler and Grinder's book, Reframing (1982), is a dis-

tillation of the reframing and negotiation patterns that Virginia used to
bring family members into a shared and workable world. Reframing
also describes procedures that make it easy 10 learn these essential

therapeutic skills.

Action

Another powerful element of Virginia’s effectiveness was her
insistence on action. She understood that people change only if they
fully experience the events or perceptions that words can only point to.

Words don’t have any energy unless they spark or trig-
ger an image. The word, in and of itself, has nothing, nothing.
One of the things T keep in touch with is, “What are the words
that trigger images for people?” Then people follow the feel-

ing of the image. (1989)

Virginia frequently pointed out that people tend to stay in, or
return to, behavior that is familiar. Actively trying out a new behavior
is one way to make it familiar; Virginia often suggested to people
what to say and how to say it. She would sometimes even say it
for them, demonstrating nonverbally exactly what she wanted them

to do.

As you move into new behavior and allow yourself to do
it, it becomes familiar, so that a step toward change is to act
“gs if* Now it used to be a long time ago that to act “as if”
meant that you were a fraud. Actually, what it’s doing is giv-
ing our systems a new set of things to respond to. . . . When-
ever ] want to help people to do what’s comfortable for them,
instead of what they’ve been used to doing, then I help them
plan some ways so that they can enact in front of me that

new possibility. (1989)

After ten-year-old Lisa responds to her mother’s crying by say-
ing, “Everything was sO sad and everything,” (1983, p. 84) and that
people in the family were feeling unwanted, the dialogue goes:
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" VIII{GINIA: I'd like to make a suggestion to you, because maybe
! 1sdc0u dbe helpful._ I am going to find out if everybody in the fam-
ily does know Yvhat it feels like to be unwanted, but I wonder what
I\;VOO;I:E haprle.n if you felt that way and you said, *“You know, right
. m feeling nobody loves me.” What do i ’

if you put words to that? youthiniwould happen

LisA: Then
love me. my mom would probably say to me that she does

VIRGINIA: Then maybe your mother would
come to yo
say she does love you? Would that help some things? yousend

LISA (nodding): It would just make me happy again.

VIRGINIA: It would make you happ i re sitti
; y again. OK. You're sittin
down here, but I wonder if you could, just for practice, just so everyg-

body could hear and you could hear: “Ri
loves me.” Would you say those words? eeling nobody

L1sA:  Right now I feel like nobody loves me. (1983, p. 88)

' _/’-&s fa.mily members tried out new ways of communicatin
Virginia paid close attention to the nonverbal behavior to see if thefe;
was congruence. If she noticed incongruence, she would ask about
their perceptions and feelings in order to make their experience and
communication more complete and understandable. She especiall
asked about the feelings and yearnings that lay unspoken beneath thz
harsh words or the cold silence. Virginia assumed that such yearni
could be fulfilled through clearer communication YR

. I\’Iow let me be sure. You have a look on your face which
oesn’t—I[ am not sure what you are feeling right now,

Susie—whether you really feel this i i )
(1983, p. 48) ’ is Is a serious bargain?

VIRGINIA:  How did you feel, b i '
, by the way, Mar;
came to you when you were crying? ¢ i when His
MARGIE: Good.
VIRGINIA:  Could you tell her?

MARGIE (looking at Lisa): I felt good. I felt secure. (1983, p. 100)
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After helping one or more family members make changes, she
would ask them to re-engage in a live interaction, SO that she could
evaluate and test what she had done. Whenever Virginia noticed vet-
bal or nonverbal behavior that could interfere with clear communica-
tion, she would stop to clarify it, showing people how to gather
information and resolve objections. In this way, she taught how to
“fine-tune” communication so that it elicited appropriate positive
responses in other family members.

After checking with family members to confirm that they all
feel unloved at times, Virginia asks the whole family:

What would happen if, when you were feeling it, you were to put
words to it like Lisa just did? What do you suppose would happen
with you, Casey, if you put words to that? “Right now I'm feeling
nobody loves me.”

casey: 1have. I've put words to it before.

VIRGINIA:  Those words?
CASEY: Well, “Nobody gives a shit about me.”

VIRGINIA: Oh, that’s a whole different thing. (Getting up and
pointing a finger at Casey) Because you know what that means—
«You should give a shit about me,” and that doesn’t say, “I'm feeling,
at this point, unioved.” (Sitting down, she still maintains eye contact
with Casey.) (1983, pp. 90-92)

Virginia used action to translate hopes and yearnings into behav-
iors that satisfied them, making sure that the communication was
clear and unambiguous, both verbally and nonverbally. As other
family members responded, she would clarify their communication
as well. After Margie expresses a wish to be closer to her husband,
Virginia says:

So, if you acted on your wish—do it and see what happens.
(Margie leans over and touches Casey’s knee.) Now what you're
doing—you could make that a lot easier if you moved over here.

MARGIE: OK. Instead of reaching out. (Margie is now sitting
across from Casey, close to him, touching his knee, smiling at him.)

VIRGINIA: Now, I noticed something, Notice what happened
when you did this. What happened?
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MARGIE: He kind of shifted back a little.
VIRGINIA:  Is that what you saw?

MARGIE: Maybe he didn’t quite know how to feel.

VIRGINIA: | saw a couple of movement:
s and I don’t know.
E;hrf:rlaysu c('clm ;Sk C:lisey what he thinks he did. I saw him first move
rd and then a little back. (Looki
wore doing? (Looking at Casey) Is that what you
CASEy: Uh huh.

! 1a:  OK. How did you feel about Margi i .
; argie tak
of moving under her own wishes toward you? gle taking the risk

CASEY: Strange.

VIRGINIA: OK. That’s a new thing,
CASEY: Uhhuh,

o VIRGINIA; Nm'a/ that you’ve gotten over the feeling of
geness, how does it feel to have her here?

caSEY: Like it used to.
VIRGINIA: And that means. . . ?

CASEY: Well, it’s nice.

VIRGINIA:  I'd like you to tell her that.

c ) . .

. 110!181?; It was nice. Like a warm, fuzzy. . .. (1983,
Family sculpture was one of Virginias well-known wa
garss(;ff(?gl]:;ng v.vords into actiqn. It helped her depict the family’g :y(;f
tom o I Ez'actlolr(l1 SO t}'u%t famlly members could see themselves more
clear }i‘t e ul/ou y po;mon famﬂy members in a still tableau or sculp-
e ! playe their t}fplcza'l ways of interacting—their supporting

ging, blaming, placating, including, excluding, their distance an(i
closeness, power and contact relationships, etc. (1983, pp. 54-62 and
96-98). Sometimes she added props, such as ropes, t(,) dramatize the

ways in which members restri
cted each other with rigi
roles, fears, “shoulds,” and “oughts.” eid rules
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At other times the initial sculpture became a moving sculpture or
«gtress ballet,” demonstrating a sequence of interactions between
family members (1983, pp- 136-150). These simplified dramatiza-
tions provided family members with insight into the repetitive pro-
cesses that characterized their interaction, regardless of content. When
Virginia taught them new ways to interact, these changes would typ-
ically occur in a wide range of settings.

Virginia also moved around a lot herself in order to make phys-
ical contact with different family members in turn. She often inter-
rupted unproductive interactions by getting between the participants
and blocking their views of each other. (When I first saw Virginia in
the early 1960s, three-inch heels and several inches of bouffant hairdo
augmented her six-foot frame—truly a giant among therapists.)

By forcing family members to respond to her, instead of each
other, it was easier for her to elicit more positive responses. After
getting a better response, she would get out of the way and allow
family members to interact again. When the couple in Satir Step by
Step reaches an impasse in which they are each reacting badly to how
the other looks, and Virginia wants to interrupt and work with the
wife alone, she gets between the husband and wife, facing the wife:

VIRGINIA:  OK. Now wait a minute. (Casey shakes his head,
laughing with a disbelieving expression.) I am going to do this, right
now (Virginia moves her chair in front of Margie, blocking Casey
from Margie’s view. At the same time Virginia moves her right hand
in back of her in such a way that she touches Casey’s knee.) because
I want us to connect. You have a wish and your wish is. ... . I’m doing
this on purpose, you know that (referring whimsically to the fact that
she is hiding Casey). Uh, your wish is that you'd like to be in touch-
ing contact with him. (1983, p. 106)

After working with the wife to clarify what she wants, and deal-
ing with her objections, Virginia moves aside and allows them to
communicate with each other again, while she monitors their inter-

action.
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Association/Dissociation

When a person recall ituati
- s a problem situation, he can expeti i
m one of two very different ways. perience
il Lr; _afq tassoczated mfemory,_the person re-experiences the event
! g, X 1h'1 were happening again now. He sees what happened again
u% is own eyes, and hears and feels what he felt at the time
iews gi:;?n;ra?;, ];a person can also recall a memory from a dissociated
, as 1f he were an impartial observer watchi i
. tching a m
videotape of someone else experienci From 3 dissocinted
] [ xperiencing the event. From a dissoci
viewpoint the person sees and he ing oo, bt
! _ ars everything that h
his feelings are the m i i ; e
: uch milder feel
bt e elings that a detached observer
- Expenencipg an associated memory of a problem evokes strong
HO]; :3:;11: feellmgi;:. thgt provide powerful motivation for change
, people often become stuck in these i .
] _ ] : . strong feelings and the
;1:51113, gss?lglated .v.1ewpomt; this makes it difficult for them to change
and];] eint lis position are also usually oblivious to their own behavim:
kodthls e1'1c1ts responses in others that contribute to the problem
foclines alssssgslite(;i pp;lnt of view frees people from the unpleasani
iated with a problem. This makes it easi
dwi . easier to observe a
gficit;l]emFmore OI‘J_]CCFIVEI)’ and to respond more reasonably and cre-
whj]e);'eeg); éhls v1ewbplc1)mt you can also review the same events
your own behavior and how other i
] *Ing . people are respondin
;ﬁ f]t. Thl.S literally provides a broader perspective with mucr:)h mori
niormation about what a person can do to improve the communi
tion or interaction. e
moﬁvTS sur;lmarize: assoc_iaﬁon evokes strong feelings that provide
mot ;mn. (;r change, while dissociation provides less intense feel-
gs, more information, and better access to creative resources that ¢
help resolve problems. aIl
moﬁvzftl_rglma was qdept at using association and dissociation to build
ion and achieve change. When she wants the family to expe-

rience fully the pattern th :
father—she Says: at she perceives—that everyone blames the

“Bad guy” feels like inti

_ . people are always pointing the

f(l)nger. Let me give you my picture of what it might feelgiike
asey, OK? Would you all stand up and point your fin-
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gers at your father? No. Stand up and do it. Allof you stand
up and point at your father. (Everyone stands, pointing a fin-
ger at Casey.) If he would feel that in his insides, he could feel
that, “Everybody thinks 1 am a bad guy.” Is that what you
feel?

CASEY: Yes.

When Virginia wants Casey to experience this even more fully,
she asks the family members to continue for a while and asks Coby,
the son, to “put it a little stronger.”

VIRGINIA: Now look at these fingers for a minute. Point all
those fingers at your dad. Putita Jittle stronger, Coby. Look at these
fingers. And could you tell any one of these people how you feel
about having those fingers pointed, Casey?

cASEY: Yeah, Idon't like it. (1983, pp. 96-98)

By contrast, Virginia’s reframing nearly always implicitly cre-
ated a dissociated viewpoint, a new perspective on problems. By
asking people to act out a family sculpture or ballet, family mem-
bers associated into familiar roles. However, because Virginia rela-
beled behaviors and asked them to do them deliberately, they
occurred in a new and broader context.

Each family member also sees himself participating in the bal-
let of family interactions. Although people tend to dissociate sponta-
neously, Virginia gave people explicit verbal instruction to be sure
they made pictures. After setting up a sculpture depicting the pecking
order of the kids in the family, Virginia says, “Just make a picture of
jt—that’s right. OK, keep that [hand] down. We're just going to make
jike we're showing pictures.” (1983, p. 56)

Talking about the sculptures as “pictures” makes them some-
thing to look at from the outside, giving family members a new dis-
sociated viewpoint. When she finishes this process she turns to the
mother and says, “Is this any sight you've seen, Margie?”

MARGIE: Very definitely. Yes.
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VIRGINIA: I this a sight you’
(1983, p. 58) ght you’ve seen, Casey? (Casey nods.)

woul;?\{he.never a fami]y'/ {nember said anything positive, Virginia
insist that he say it in a way that connected him directly with

someone else in a feeling way, to associ .
- . s ociate both people i B}
itive feelings of the experience. people into the pos

VIRGINIA:  OK, now I'd like you to look at Ca :
skin through your hands at this mom sey and fee: his
ent and tell
(Casey explodes into a smile.) me what you feel.

MARGIE: Warm.

VIRGINIA: it to hi ;
already, OK. Tell it to him, because he’s there. I know all this

MARGIE (looking into Casey’s eyes): ) ,
soft. It feels good. y’s eyes):  You’re warm and you’re

VIRGINIA: N i i
. ow how do you feel, telling that to Casey? Right

MARGIE: Good and whole.
VIRGINIA:  And how do you feel, hearing it?
CASEY: It feels pretty good. (1983, p. 114)

VIRGINIA:  Now when this happened, when C.
to you, like this, how did it feel? asey reached out

MARGIE: A tingly sensation.
VIRGINIA:  Tingly. Tell it to him. “You tingle me.”

MARGIE (looking at Casey):  You tingl e
sensation there. (1983, p. 118) gle me. There’ a tingling

- A“tmgly. sensation” seems to hang in space, unconnected to
baylczqe. You tmg}e me”—despite sounding awkward—puts Margie
ck into an associated, positive interaction with her husband. Notice

that Margie spontaneou i
nat ! sly goes back to dissociation with, k
tingling sensation there.” Theresa
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Expressiveness

Virginia didn’t just wait for people to respond positively; she
actively elicited responses from family members by asking questions
about feelings and perceptions that were not being expressed clearly,
and by asking family members to shift positions and enact roles. Her
nonverbal behavior was even more important in eliciting responses.
Her legendary congruence and touching, her shifting voice tone,
tempo and volume, and her facial and hand gestures were powerful
nonverbal elements that created responsiveness in family members. As
videotapes of Virginia demonstrate, few people could be in her pres-
ence and not be moved strongly in some way.

Whenever Virginia elicited positive responses, she immediately
used them to reconnect family members with each other. This shared
connection became a basis for resolving their difficulties. The ex-
cerpts in the previous section contain two examples of this, and oth-
ers appear in the sections on «Action” and “Amplifying Positive

Feelings and Behaviors.”

Humor

One of the responses that Virginia elicited and used most fre-
quently was humor. Her sessions were punctuated by laughter, even
when the family was wrestling with issues that had caused them a
great deal of unhappiness.

Humor is valuable for two closely related reasons: it is enjoyable
and it lightens a person’s feeling state. In a lighter state, people are
more flexible and creative, with more personal resources available to
resolve problems of living and relating. Even a very serious problem
is easier to solve if you don’t take it too seriously. (This is not to be
confused with defensive humor that dismisses and ignores problems.)

When people have problems, they typically feel stuck in the
problem, fully associated into it, with one unpleasant point of view,
strong feelings, and no alternatives. When they can sec the same sit-
uation in a humorous way—~even briefly—it involves seeing your-
self—dissociated—in the situation rather than being in the situation.

Humor literally provides at least one alternative way to view a
problem. Even if this viewpoint is not useful, it is a much better place
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from \fvhich to start trying out other possible viewpoints (than being
stt{ck in the situation). Humor can make it easier to experience other
.pomts of view and learn from them. The viewpoints of others involved
in the problem are also useful, since those people probably have dif:
ferent perceptions and responses. -
. Virginia was a master at taking sensitive and painful subjects and
treating them with humor. By contrast, most therapists—includin
many pf her students—get too serious, too fast—and get stuckg
Vlrgm'la took people through serious issues, but usually afier treatin :
t?xese issues with humor. This allowed her to go back to the humorg
11ghten1qg the seriousness and helping people experiment with nev;
perspectives. By doing this repeatedly, Virginia taught people first
how tf) acknowledge and express their feelings fully, and then to move
to a lighter state in which it is easier to find solutions to problems.

“I find that the things that have th
found.” (1984) e most fun are the most pro-

Shifting Referential Index

. Association and dissociation can be used together to make it eas-
ier fqr a person to step inside someone else’ experience and “walk a
mile in his rpoccasins” in order to understand that person’s perspective
’_I'he flmt step is to dissociate from our own perspective and ther;
associate into another person’s point of view. Seeing events from
§ome9nf: ¢lse’s perspective provides powerful information for resolv-
ing dlﬁ‘lculties. This information can be especially useful when it is
combined with a third, more objective perspective that shows you
and the. other person together interacting and responding to each other.
Below is an exercise titled “Accessing Your Own Parenting Wisdom’;
that teaches people how to do this with children. This is excerpted
from the “Parenting Positively™ chapter in Heart of the Mind (1989).

' First find a comfortable, quiet place where you won’t be
disturbed for a few minutes. Take a moment to relax and get

cquortable, so that it’s even easier for you to benefit from
this process.
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Step 1. Think of a difficult situation with your child.
Perhaps your child has been doing something that you haven’t
known how to handle, or that drives you up the wall. Are you
worried or concerned about some aspect of your child? Perhaps
you will select something your child does, or it might be some-
thing about your child’s feelings. You will get the most value
from doing this if you pick something that happens repeatedly.

Step 2. Run your movie of this situation from your own
point of view. Re-experience the episode. Imagine you ar¢
going through this situation with your child again. Start at
the beginning, looking out through your own €yes, re-experi-
encing what actually happened. Notice what information is
available to you, how you feel, and what you see and hear. If
you are someone who doesn’t “visualize,” that’s fine. You
can just “sense” that you are re-experiencing this from your
own point of view, and this method will work just as well. You
may want to go through several examples of this situation.

Step 3. Re-experience this same situation again, but as
your child. Run your movies of this situation from your child s
position. Go back to the beginning of the same situation you
re-experienced in Step 2. Stop your “movie” right before the
situation started. Before you play the movie, this time 100k
over at your child. Notice your child’s posture, the way your
child is moving, breathing, etc. Listen to the sound of your
child’s voice. Now step into your child. Take a moment to
become your child. You are now moving like your child, see-
ing out of your child’s eyes, and having your child’s feelings.
Let yourself take on this experience as you now let the movie
of this situation go forward. If you're not sure you're “really”
being your child, that’s OK. Just let yourself do it, and notice

what you can learn.

Take as much time as you need to go through this situ-
ation as your child, and notice what new information is avail-
able to you. Do you become aware of feelings your child may
be having that you weren’t aware of from your adult point of
view? As your child, do you notice something your child
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wants or needs that you hadn’t been aware of? What else do
you learn by being your child? What sense do you get about

what your child is experiencing in his or her own world, and
how he or she is dealing with it?

What do you notice about your own behavior as you
?vatch and listen from your child’ position? Does your behav-
ior seem different to you from this vantage point? For now,
Just take note of what you learn from doing this. If you notice;
that pm of your own behavior seems very inappropriate from
your child’s position, you can be pleased that you got new
and use'ful information. If you learn something about what
your child may be feeling, you can be similarly pleased.

Step 4. Re-experience this situation as an “observer.”
Rm? .the same movies again, but this time from an outside
ppsmon. Watch and listen to that experience from a point of
view that is off to the side, allowing you to see both yourself
and your child at the same time. Observe the experience as if
you were watching a movie of someone else.

Nf)tlce what you learn from this position. Do you notice
something about the way you and your child respond to each
other? How do things lock and sound to you as an outside
observer? What do you see more clearly about yourself and
about your child? (1989, pp. 85-87)

- 1Ilrz thc? transcript in Satir Step by Step, just after the son has said
1 € his father to be able to control his temper, Virginia asks the
SO]]'L Do you‘}mow what it feels like to be angry?” (1983, p. 36), and
?e elltzlﬁliater, I was “i(,)ndering if you know anything about wl;at it
o i te to geF angry. (1983, p. %8) Both these interventions invite
son to step into his father’s feelings in order to gain understandin
of !‘IOW-J the twg of them are similar. Although this was typically i
gllzjo; (;nterventlon of Vil.'ginia’s, there are only a few examples of it in
older (1974)- transcript in Satir Step by Step. However, there are
many examples in the more recent (1986) transcript in this book.
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Amplifying Positive Feelings and Behaviors, and Interrupting
Destructive Communication

Virginia seized every opportunity to get family members to
notice and express feelings and behaviors that would bring the family
closer—carefully and patiently knitting the unraveled family back
together with loving hands. Several of the excerpts provided in the
sections “Action” (p. 12) and “Association/Dissociation” (p. 17) are
excellent examples of this.

Virginia also took every opportunity to interrupt any communi-
cation that would tend to tear the family apart, usually with the direct
command “Wait a minute” often drawn out or repeated. Then she
would transform the disruptive communication into a positive con-
nection. “Action” (p. 12) contains one example; here is another. Right
after Casey says, “It was nice. Like a warm, fuzzy. . .” Virginia turns
to Margie and asks, “How do you feel about that?”

MARGIE: I disagree with him.
VIRGINIA: What do you disagree about?
MARGIE: Whenever I approach him—~

VIRGINIA (interrupting): Wait a minute, we’re right here, right
now. (MARGIE: Yeah, I agree.) I want you to look at me now, and 1
want you to listen very carefully. There’s a lot of history—I know
there’s a lot of history and I don’t know what it is, and L have a hunch
that oftentimes you don’t see what's right in front of your nose, because
it is all covered up with what you expect, because you almost did it
right now. Are you with me? (MARGIE: Uh huh.)

OK, now I'd like you to look at Casey and feel his skin through
your hands at this moment and tell me what you feel. (Casey explodes
into a smile.)

MARGIE: Warm.

VIRGINIA: OK. Tell it to him, because he’s there. I know all this
already.

MARGIE {looking into Casey’s eyes): You’re warm and you’re
soft. It feels good.
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VIRGINIA:  Now how do you feel, telling that to Casey? Right
now.

MARGIE: Good and whole.
VIRGINIA:  And how do you (Casey) feel, hearing it?

CASEY: It feels pretty good. (1983, pp. 112-114)

Whenever anyone in the family expressed feelings that brought
the family closer, Virginia would resonate with them. Her voice
became softer, lower, quavery, and the d’ tended to drop out of her
§peech. Later, when she wanted people to be in touch with their feel-
ings, her voice would become soft and quavery again—a nonverbal
invitation to become sensitive to feelings and express them.

Identifying Limiting Beliefs and Challenging Them

People in difficulties frequently see things in “black and white,”
and often express this in statements that are overgeneralizations. OI;C
c'lue to such limiting beliefs is the use of universal quantifiers—words
l¥ke‘ all,” “always,” “whenever,” “every,” “totally,” and their nega-
tions—*“none,” “never,” etc.

One way to challenge an overgeneralization is to scale it down to

a specific example. At one point in the Step by Step session, the dia-
logue goes:

VIRGINIA (to the wife):  You just share with Casey at this point
what you were feeling when he started to talk about this specific inci-
dent just now.

MARGIE: Hurt.

VIRGINIA: Hurt. OK. All right. Now, could you say what that
hurt is about?

MARGIE:  The family.
VIRGINIA:  No, I mean right here. This is in here.
MARGIE: I hurt. Emotionally, I hurt.

VIRGINIA:  And what made you hurt?
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MARGIE (accusingly): Because we don’t have a father.

VIRGINIA: Now wait a minute. (Drawing out the words) Wait a
minute. You’re back into, if you’ll forgive me, into a museum for the
moment. I want to come back to something else. Just now I asl::ed
Casey to ask you for something, OK? And he went in.to something
very abstract and I asked him to be specific. Now, was 1t the fact that
Casey found something to criticize in you that made you feel hurt?

MARGIE:  Yes. (1983, pp. 122-124)

In this segment, Virginia scaled back the overgeneralizations
“hurt” about “the family,” and *“we don’t have a father” to .th.e
mother’s feeling bad about being criticized. In the process, Virginia
also transforms Margie’s general complaints about her husband into a
statement about her own difficulty in dealing with criticism. .

Virginia frequently asked other family members to give the}r
views of an overgeneralization, inviting them to provide _spec1f1c
exceptions or counter-examples. And sometimes she wm%ld interrupt
and bring the person back to the here and now without directly chal-
lenging the overgeneralization:

vIRGINIA: How do you feel about that?

MARGIE: [ disagree with him.

VIRGINIA: What do you disagree about?

MARGIE: Whenever I approach him—

VIRGINIA: Wait a minute, we’re right here, right now.
MARGIE: Yeah, I agree.

VIRGINIA: | want you to look at me now, and I want you to
listen really carefully. There's a lot of history—I know there’s a lf)t of
history and I don’t know what it is, and [ have a hunch thaF qﬂennmes
you don’t see what’s right in front of your nose, because it 1§ all cov-
ered up with what you expect, because you almost did it right now.
Are you with me?

MARGIE:  Uh huh.
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VIRGINIA!  OK, now I'd like you to look at Casey and feel his
skin through your hands at this moment and tell me what you feel.
(Casey explodes into a smile.) (1983, pp. 112-114)

Virginia frequently used exaggeration to challenge overgeneral-
izations by making them appear ridiculous, and there are many exam-
ples in the transcript in this book.

There’s a certain kind of thing that happens when you
can bring things to the level of absurdity. Have you noticed
that? It bypasses defenses, when you do it in a kind and lov-
ing way. (1984)

At other times she was more direct, saying skeptically, “Do you
really believe that?” or “I don’t believe it.” She knew when overgen-
eralizations that interfered with family communication had to be chal-
lenged, and she did whatever was necessary to do it.

Specific Verbal Patterns for Gathering Information Gracefully

Virginia consistently talked in ways that allowed her to gather
specific information about the interaction among family members.
Although each verbal pattern in itself made a relatively small differ-
ence, taken together they had a powerful impact.

Virginia would often begin by speaking to the children about
something seemingly inconsequential. In the transcript in Satir Step by
Step she asks where everyone sits at the dinner table; this makes it eas-
ier to elicit the family’s patterns of interaction innocuously. (1983,
pp. 16-18) As she did this, she used specific questions to pinpoint
what occurs in the family, asking “who, what, when, where, how,
specifically?” and noticing any nonverbal responses that indicated
communication patterns. Often she would go on to request a demon-
stration, 50 she could see and hear the behavior itself and know exactly
what she had to work with.

After creating a sculpture depicting the pecking order among
the children and verifying with both parents that it is accurate,
Virginia turns to the mother and asks her to demonstrate how she

deals with the children’s fighting when her husband isn’t there:
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Now Margie, I'd like you to come and do what you do at
home when this is happening. What do you try to do? (1983,
p. 58)

After Margie describes and demonstrates what she does,
Virginia asks the mother to sit down and turns to the father:

When you see this happen, would you come and show
me what you do when this is going on? (1983, p. 62)

After the father shows what he does when the mother isn’t there,
Virginia asks how they respond when they are both present:

Now, when this happens and the two of you are here,
Casey and Margie, I'd like to know what happens. When
you're both present with the kids. (1983, p. 64)

Now Virginia has specific information about what each parent
does separately and how this changes when they are both present,
which also provides information about the marital relationship.

Virginia would also gather information by using a form of indi-
rect question described by linguists as a conversational postulate.
“Now, would you like to change anything about that?” (1983, p. 38) or
“Is there something special you'd like to talk about, for you?” (1983,
p. 40) The literal answer to such questions is yes or no. However,
most people do not just answer such a question with a simple “yes,”
but spontaneously go on to provide the information indicated.

Virginia also used gentle statements that actually functioned as
questions and are called embedded questions. “] was wondering if
you knew anything about what it feels like to get angry.” (1983, p. 38)
«I wonder how you feel, Margie, about Casey’s . . . at least his feeling
that he’s the bad guy?” (1983, p. 66) Since these statements don’t
require an answer, there is no demand for a response. However, most
people respond by providing the information requested.

These and other easily learned linguistic patterns in Virginia’s
work are described in detail in her book Changing with Families,
(1976) coauthored with Richard Bandler and John Grinder.

Although Virginia thought of herself as nurturing and support-
ive of family growth, she was persistent and direct (some would say
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confrontational) when going after information and feelings that she
Enew v_vould be useful to the family. After the father, Casey, says,
Well it makes me the bad guy,” the dialogue goes as follows:

VIRGINIA: Yeah, I wonder. Let’s sit down for a minute, and I
want to find out something else. That’s what happens, but that’s not
what you like to happen, I gather. Now, I wonder how you feel
Margie, about Casey’s . . . at least his feeling that he’s the bad guy‘.;

MARGIE: [ don’t think so. If he speak iscipli
children, peaks up. I do discipline the

_ VIRGINIA; No, that’s not what I’m asking you right now. I'm
asking you how you feel about Casey feeling he’ the bad guy.

MARGIE: Well, he does, very definitely.

VIRGINIA:  And I'd like to know how you feel about his feeling
that, dear.

MARGIE: [ feel sad for Casey. (1983, p.66)

In this example, Virginia had to ask her question three times
before she got an appropriate answer from Margie,

Specific Verbal Patterns for Helping People Change

Presuppositions

One way that Virginia brought about change was to state what
she_\jvanted a person to experience as a presupposition. Presup-
positions include everything that is assumed to be true in a sentence
In contrast to what is directly stated. ,

Ope way to identify presuppositions in a sentence is to negate it
and ’nothe .what is still true. Take this simple sentence: “It’s good tha';
you’re willing to express yourself.” When we negate this sentence, we
get: .“It’s not good that you’re willing to express yourself.” Despite; the
negation, “youre willing to express yourself” remains as true as it
was in the first sentence.

- l?eoplc'e typically focus on what they can agree or disagree about,
while ignoring what is presupposed. When listeners do not notice pre-
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suppositions, they are accepted, and the listener teqd§ to act as 1f they
are true. When someone accepts a new presupposition, he begins to
respond to it, often without becoming consciously aware 0£ having
made a shift, If we make the statement above into a question— Po you
think it’s good or bad that you're willing to express yourself?”—this
focuses the listener’s attention more strongly on whethexj the whole
sentence is true, making the presuppositions even less not}ceable.

Here are examples of Virginia delivering empowenng presup-
positions to the family within questions. The important presupposi-
tions are noted in parentheses.

What is there for you, at this moment, Margie, that is
some vulnerability in you that you know about, that you'd
like your family to honor, maybe particularly Cas,ey? (There
is some vulnerability, you know about it, and you d like your
family to honor it.) (1983, p. 84)

Are you aware that the bad feelings come, and then
comes the anger? (You have bad feelings that come before
anger.) (1983, p. 100)

What can you do about that? (You can do something.)
(1983, p. 128)

What was it you saw and heard right now that.mad_e
you not believe? (Not believing was a result of perceptions in
the present.) (1983, p. 130)

After delivering one or more instructions in the form of pre’-,
suppositions, Virginia often asked, “How do you feel about that?
When asked about their feelings, most people have tp pause to check
and then search for words to describe them. This typlcally takes more
concentration than answering other questions, which distracts peo-
ple from noticing the presuppositions.

How willing are you to act on your wish right now a_nd
take the risk that one of you might get hurt? (You are willing
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10 act on your wish right now, and take the risk that one of
you might get hurt.) (1983, p. 106)

Now that you’ve gotten over the feeling of strangeness,
how does it feel to have her here? (You have gotten over the
Jeeling of strangeness.) (1983, p. 112)

Virginia hated manipulating people, but she used presupposi-
tions systematically to empower people and to propel them into mak-
ing their lives better. For more examples and more detailed discussion
of how presuppositions work, see Appendix L

Embedded Commands

Traditional hypnosis uses many direct commands, such as *“feel
relaxed” “sleep deeply,” etc. Since direct commands are recognized
consciously, the person may consciously resist responding to them.

In contrast, Milton Erickson used embedded commands, com-
mands that were placed in a longer sentence, with the embedded com-
mand marked out nonverbally by a shift in voice tone or volume, a
gesture, a glance, a tilt of the head, etc.

It’s possible for a person to feel relaxed.

How enjoyable it is to sleep deeply and dream pleasant
dreams.

These are examples of “mixed state™ communication. The lis-
tener consciously responds to the entire sentence, while not recog-
nizing but unconsciously responding to the embedded command.
Such commands can be especially effective when the whole sentence
seems to be directed toward someone else.

Although embedded commands were an explicit part of Erick-
son’s work, few therapists use them systematically, particularly in the
absence of a formal trance induction. Virginia, however, used them fully,
and such commands contributed significantly to her effectiveness.

While discussing the father’s getting angry and yelling, Virginia
says to the son, “Some way—and you’re saying that if he could find
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some way 1o treat that differently—is that what you hope for?” (1983,
p. 34) The italicized words are an embedded command directed at
the father and marked by an increase in volume.

A couple of minutes later Virginia repeats this command. “OK,
well, what I’'m trying to get at here is that you’re tatking about how
you think maybe your daddy could do differently with his temper, and
1 think we all have to struggle with that” (1983, p. 38) Virginia signals
the command by facing down with her eyes closed while gesturing
toward the father.

Soon after that, Virginia says, “You'd like to somehow have your
dad look at this a little differently—what about you, for yourself?”
(1983, p. 38) Virginia looks and gestures toward the father.

After hearing about a time when the mother was absent for two
months and the father got on well with the kids, and after determining
that the mother is comparing her husband’s fathering to that of the
mother’s own idealized father, Virginia says to the mother

“OK. What are the chances now, Margie, for firding out, for
you really finding out, how Casey would feel comfortable fathering his
children? . . . and seeing how far you could Jet that happen ?” Virginia
is looking intently at Margie, with her right hand on the side of her
head and nodding her head.

MARGIE: 1 don’t know how far. Children upset Casey.

VIRGINIA: We’ll get into it some more, but, what 1 need to
find out is, if you are willing to go on a search to find out how Casey
really wants to do his fathering. You may not know it. (14, p. 76)
(Virginia looks down with eyes closed; her voice becomes softer.)

Linkage

To make it easier for people to do what she asked, and to avoid
objections, Virginia would sometimes begin by asking the person to
do something that most people find simple and completely acceptable,
such as “Look at me.” “Close your eyes,” or “Step closer.” This sim-
ple instruction was followed by “and.” and then by the task that
Virginia wanted them to do. Starting with a simple task implied that
the next task would be just as easy to do.
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I want you to look at me now, and I want you to listen
really carefully. (1983, p.112)

OK, now I'd like you to look at Casey and feel his skin
through your hands at this moment and tell me what you feel.
(Casey explodes into a smile.) (1983, p. 114)

' A“ right. Now. Will you look at Casey and will you say
it to him, because this is a new step, I gather, if at this mo-
ment you feel you’re criticizable. (1983, p. 130)

Althqugh implications are weaker than presuppositions, they
filso m_akc_e it easier for people to try out new perceptions and behav-
iors. Virginia used implications as widely as she used presuppositions.
When Coby says, “I wish [ was older,” Virginia replies, “You wish you
were older. Well, I can’t do much about that!” and laughs. (1983
pp. 38-40) The implication is that she can do a lot about other thingsj

Specific Use of Generalities

Many_therapists are just vague. Virginia, however, used general
statements- ina directed way to bring about change. Right at the start
of the session in Safir Step by Step Virginia says:

How about Casey and Margie and Lucy and Lisa and
Coby and Betty . . . . I remembered! Susie .. . . Oh, I missed
one. Come on up—any chair you like—and we can move it
around. Nothings in concrete. (1983, p.16)

. Virginia’s statement that “nothing’s in concrete” means “any-
thing can be changed,” and clearly refers to the seating arrangement.
waever, begause she says it as a generalization—what linguists call
a non-l.'efemng noun phrase”—it also functions as a statement about
the family and its communication. Statements like this prepare family
n}embers to think that change is possible and that they can have the
kind of lives they want.

After she identified some of the family’s sensitive issues, Virginia
would talk about them in general terms, using pronouns like “peo-
Ple,” the universal “we,” “those things,” “something,” etc. An example
is her response to the family’s concerns about anger. Virginia says:
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You know that whenever we get mad it’s hard to see
anyhow. (1983, p. 22) You were mad. Well, those things hap-
pen sometimes. (1983, p. 26) 1 think we all have to struggle
with that. (1983, p. 38) We learn from whatever our experi-
ences are. OK? It’s not because it is bad, it’s just that we leam
certain things. (1983, p. 82)

And in a funny way I have a hunch that when people
don’t know how to say what they want, and don’t know what
to do to get it, fighting is the easiest way. See, 1 think if we
don’t know how to do what we really want and we do know
how to fight, that does help us a little, but the pains are great
in it. (1983, p. 94)

Even when the context indicated what she was referring to, Vir-
ginia discussed difficult issues ina general way without tackling them
directly with the person who brought them up. She then redefined,
reframed, taught general principles, or joked about trivial examples—
all without directly engaging the person who had the problem, and
without putting him “on the spot.” Using this technique early in the
session allowed her to build a foundation for change. Later she could
tackle the problem directly with the people involved, knowing that
she had already made changes that cleared the way for completing the
work. Since Virginia had connected humor with the general state-
ments and examples, it was also easier to bring people back to humor
if they got stuck in being too serious.

The only way a person can understand a general statement is
for him to search through his own experiences to find those that fit. If
a statement is broad enough, nearly any experience in the overall cat-
egory can fit. General statements invited all family members—as
well as the audience or observers when Virginia taught publicly—to
consider their own experiences with the same issue. So while Virginia
might have appeared to be intervening with only one family member,
she was actually working with all other members and anyone ¢lse
within earshot. Since everyone in the family was invited to make
internal changes with the same issue, they often came to shared under-
standings that brought them closer together.

Virginia’s style of redescribing a problem in a general way made
it easy for observers to be drawn into working with their own similar
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gersonal is.sqes and experiences. This aspect of her work made it par-
t1cu}arly difficult for those studying her to remain detached enough to
notice exactly what she did, and how she did it so precisely.

Temporal Predicate Shifts

Virginia was adept at using the perception of time to facilitate
change. E\{ery sentence has a verb, and verbs indicate past, present, or
future. Using past tense tends to dissociate and separate the person
frorq an event or behavior, while present tense associates the person
into 1t: Describing a problem behavior in past tense indicates that it is
behavior that belongs in the past, leaving room for new behavior in the
present. We can begin by describing a possible new behavior in future
tense, and then shift to present tense, thus presupposing that the
behaviqr has already been achieved. By describing past events and
then shifting to present consequences, it’s possible to build new and
more useful beliefs about causes and effects.

‘ These temporal predicate shifts can be powerful tools in chang-
ing peopl_e’s responses, particularly when they are combined with pre-
suppositions. Although I could find no examples of her use of
temporal predicate shifts in the 1974 transcript in Satir Step by Step
there. are many examples from the 1986 transcript in this book. This,
may indicate that she added this to her work at some time in the inter-
vening years. For a more detailed description of temporal predicate
shifts, see Appendix I of this book, or Chapter 2, “Utilizing Time,” in
Change Your Mind and Keep the Change (1987). ’

Distinction Between Perception and Reality: “Model of the World”

Vlrginia clearly understood that her main focus of change was
people’s images or perceptions of their world. When perceptions
change, people’s beliefs, responses and behaviors change as well.
Once people’s perceptions and feelings are different, it’s relatively
easy t0 teach more effective ways to communicate,

_ When a family has difficulties, it’s often because family members
peheve that the world is a certain way. This belief is not useful because
it presupposes that it is a reality that can’t be changed. Often Virginia
would listen to what a family member would say and then restate it as
a perception. The distinction between how things are and how they
seem, or how someone sees things or thinks they are, is subtle, but it
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opens the door to other possible ways of seeing the same events. Words
or phrases indicating perceptions are italicized in the examples below.

Vou'd like to somehow have your dad Jook at this a little
differently. (1983, p. 38)

What happened that Susie got her hands on your hair?
What’s your idea about that? (1983, p. 42)

Everybody’s got their own picture, s we’ll see. (1983, p. 50)

coBY: Well, yes, ma’am, but you know, he loses his temper

100 easy.

VIRGINIA: | see. So sometimes you think your father thinks
you do something, and then you don’t do it, and then. you Flon’t know
how to zell him or he doesn’t hear you, or something like that? Is
that what you're saying? (1983, pp. 34-36)

Virginia also modeled the distinction between perceptiop and
reality in her own behavior as she told the family her understanding of

its situation.

OK. Let me show you a picture that I see at the mo-
ment. I just want to get the picture out, and then you help
me to check it and that. And I think it starts out, Cobyj-—and
this is my picture in my head from what I learned, and it may
not fit at all, but it could. (1983, p. 54)

The elements mentioned in this section are often described as
components of hypnotic communication. Virgini_a generally l}ad ha.rsh
words for hypnosis, because she disliked the 1.dea_ of mampl_llatmg
people. However, this type of hypnotic cormnum‘cat]on:vas an 1m;,3’or-
tant part of her work. This was most apparent in the “processes” or
“meditations” that she used with large groups. In these processes,
she asked people to close their eyes and relax, and then took them on
a carefully structured and overtly hypnotic journey. F_or an example of
one of Virginia’s hypnotic meditations, see Append.lx V. o

Virginia also used many other patterns of hypnotic communication,
both verbal and nonverbal. For more detail about these, see TRANCE-
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Jormations (1981), or The Patterns of the Hypnotic Techniques of Milton
H. Erickson, Vol. I(1975), both by Bandler and Grinder.

Physical Contact

One of the most obvious hallmarks of Virginia’s work was her
use of touch. Although it is perhaps the most controversial aspect of
her work (any physical contact between therapist and client is still
expressly prohibited as unethical in mainstream psychiatry), she felt
it was crucial. Touch is an essential part of family intimacy. Studies
have shown that without it, infants who are otherwise well cared for
will die. Yet troubled families typically either don’t touch at all, or
only touch roughly when angry or frustrated, or during sex.

In addition to its essential role in intimacy, touch has a way of get-
ting a person’s attention more effectively than sounds or sights, and atten-
tion is essential for learning. Virginia insisted on using touch to amplify
any important positive communication or new learning and thus to con-
solidate change. Previous sections include several examples of this.

Virginia sometimes began by making physical contact with the
children, who are typically more open to this than adults. Soon she
was literally reaching out to all family members. Anyone who expe-
rienced Virginia’s touch will tell you that it was simple, direct, and felt
completely natural. She probably did more touching in one session
than most therapists do in a year, creating positive connections among
family members where loving touch had been lost altogether or had
been replaced by roughness and violence.

In her videotape “Of Rocks and Flowers” (1983), Virginia works
with a blended family with a history of severe physical abuse on both
sides. In a moving segment in which she interacts only with the two
young children, she has them touch her face gently, reciprocates, and
then asks them if they would like to do the same with their parents.
Then she brings the parents back in and patiently coaches both the
children and the parents, suggesting that the children initiate this kind
of contact several times a day.

Then she demonstrates with both parents the difference between
grabbing roughly in anger and holding firmly yet protectively when
they want to stop the children from doing something. She continues
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until both parents show behaviorally that they know how to do this.
For those who would like to study exactly how she did this, a verba-
tim transcript of this session appears in Appendix II; viewing the
videotape is even better.

Following this session, in an interview with Ramon Corrales of
the Family Therapy Institute of Kansas City, Virginia commented on
her touching:

There had been so many things happening, and the fear
was 5o strong in relation to these children that if you thought
of one image it was like they were monsters. So one of the
things that I wanted to do was also to see that they had the
capacity to respond with a touch, using myself in that regard
by having them put their hands on my face—that it was a
kind of a mirror for the family itself, the people in the family.
And then allowing them and encouraging them to do that
with their own parents. See, touch, that comes out of that
kind of ambiance which was there at the time, says things
that no words can say. And that whole part of where there
was the gentleness, that, too, is part of the whole thing,

Now, for me, my touch is not going to send much to
you unless I am integrated myself, unless I really feel whole
myself: then energy moves out. If I feel 1 have to touch, or
have to be careful about touching . . . that won’t work. Be-
cause it’s not a gimmick, and it’s not a strategy. It’s a living
kind of passing back and forth of energy. Now, when that
condition is there, then 1 know that one touch with energy
passing back and forth—a real feeling of one human being
really touching another in a literal sense—is probably worth
hours and hours of something that doesn’t contain that.

You know about throwing the baby out with the bath
water? Well, some touch is used for sex purposes and aggres-
sion purposes. And so many people have thrown touch out
because it got used for those purposes, instead of saying, “OK.
That’s not the touch we want.”” No more than we want to come
out blaming in such a way. We don’t throw out our words
because we don’t want to use them for blaming; we find dif-
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ferent words. And [ frankly have to say that if / couldn t have
the energy that comes out with touch, I am certain I could
nrot have the kind of really good results that I have.

These are most of the larger patterns that made Virginia’s work
so effective, and all of them are evident in the verbatim transcript
that follows. Each of these patterns could be divided into smaller
pieces and described in more detail, and there are also many other
supporting nonverbal elements. | invite readers to identify additional
patterns by studying the videotape and transcript, to continue to
amplify our understanding of Virginia’s work.

Virginia’s more subtle nonverbal perceptions and behaviors are
harder to write about—her timing, her intonation patterns, the non-
verbal cues she used to know how a family member was responding to
a particular intervention, etc. Many of these smaller elements can
only be learned by studying the videotape and by doing what Virginia
herself did: closely observing how family members responded to each
other and to her interventions—keeping those that worked and dis-
carding those that didn’t.

At the beginning of the weekend workshop from which the tran-
script in this book is taken, Virginia described her reasons for being there:

I’'m aware that this is a very important occasion. And the
importance of this occasion is that we are putting into an image
form something that [ believe will be very helpful to people.
You know for years we’ve been talking to people, we’ve been
writing books. You know, with all the books that have been
written and all the words that have been given to people,
wouldn’t you think that we would have improved more?

It scems that we have to have something else to learn
about ourselves. When video came in, I didn’t know the
power of it right away. But I’ve begun to see how very pow-
erful it is, and that images are probably more important than
anything else. To be able to see something is a very important
part of making a new possibility. (1989)



1 proceed from the theory that my therapfeu_tic job,
is to expand, redirect, and reshape individuals

ways of coping with each other and ther_nselves,
so they can solve their own problems in more
healthy and relevant ways. Problems are not the
problem; coping is the problem. Coping is the out-
come of self-worth, rules of the family systems,
and links to the outside world.

—VIRGINIA SATIR (1983, p. 156)

The Transcript:
“Forgiving Parents”

In march 1986, Virginia Satir met with about 30 thera-
pists and educators for the purpose of creating a videotaped record of
her therapeutic work. She spent two days with the group in a television
studio, demonstrating and describing a variety of the ways in which
she worked with family members. This entire weekend workshop is
available as a set of seven videotapes totaling over eight hours (1989).

Late in the morning of the first day, Virginia asked people to
share their responses to what she had just demonstrated about family
dynamics and communication during the previous two hours. Linda,
39, came up and described how she had been strongly moved by
Virginia’s work. “I’m getting this tremendous sense of the profound
connection that I could have with people,” she said. Linda went on to
describe her conflict between feeling “incredibly powerful” in con-
necting with people and “feeling very very sad about the distance I
feel from people so often.”

Simply stated, Linda’s desire was to be able to connect with people,
but she was ambivalent about doing it. Virginia accepted this outcome
and devoted the entire session to achieving it. As she began to explore
this ambivalence, Linda soon revealed a great resentment for her mother.
Virginia then began a process that led to Linda’s feeling compassion,
love, and forgiveness for her mother instead of resentment.
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Since Linda could now feel compassion and forgiveness for the
“arch-villain” of her childhood, connecting with other people would
be easy. A followup interview with Linda three years later details the
lasting impact that this session had on her communication with her
mother, and her ability to connect with others.

This session is a particularly rich example of Virginia’s work. It
is available as the third tape, “Forgiving Parents,” in the Satir video-
tape series “Family Relations” (1989). At the end of this session
Virginia says, “I have spoken to you about the fact that I have been
working with families for over forty years, and I see a lot of things.
Everything I strive for, you just saw.”

The transcript of this session is presented here for those who
would like to study Virginia’s work carefully. The transcript is essen-
tially verbatim; only some small repetitions and “ums” have been
omitted for clarity. Since the transcript is verbatim, some of the sen-
tences look a bit strange in print. However, presenting the exact words
that Virginia spoke allows people to know that it is an accurate record
of what occurred.

All material within parentheses is either a description of non-
verbal behavior or a commentary about what is happening. Although
it is impossible to convey all the detail of the nonverbal interaction
that is available on the videotape—position, posture, gestures,
expressions, fleeting smiles and glances, timing, tone, volume and
tempo shifts, etc.—enough description has been added so that read-
ers can follow the overall flow of events without having seen the
videotape.

The commentary describing or explaining Virginia’s work or
Linda’s responses appears in parentheses and italics. Brackets are
used for brief descriptions that identify specific patterns such as

[meaning reframing] that were discussed in the preceding chapter.
Those who wish to read the verbatim transcript alone can skip this
commentary.

The number at the beginning of each paragraph shows the time,
in minutes and seconds, from the beginning of the session—both to
provide a measure of how long each segment took, and as a conve-
nient way to refer to transcript segments in the commentary.
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The Transcript

00:00 wvirRGiNIA:  I'd like to hear now from some other people
here about what happened for you, again, ah, with this last section.
Who is somebody who would like to share with me about that—what
happened for you?

00:11 LmNpa: [Dll share.

QO: 12 viRGINIA:  Come. (Virginia reaches out her right hand,
and Linda walks up from the group and takes Virginia’s hand with her
left.) Thank you. And you are—?

00:20 Lmpa: I'm Linda.
00:21 vIrRGINIA: Linda. Hi, Linda.

00:22 wLmpa: Hi. This whole thing has been a very emo-
tional experience today (gesturing to her right with her right hand).
And I think what has come up for me is that I started getting this
tremendous sense of the profound connection that I could have with
people. And I am somewhere in between being incredibly powerful
(gesturing to her right with her right hand) and a total wimp (gestur-

ing to her left). (Linda laughs easily and the group laughs with her.
Linda continues to smile.)

(Linda has stated a clear sequential conflict or polarity between
two extremes: “incredibly powerful " and “total wimp.” She has also
demonstrated with her hand gestures that she experiences this polar-

ity as sorted in space: “power” is on her vight, while "“wimp" is on
her left.)

00:50 virRGINIA:  OK, I have a picture for that. (Virginia's
response is very specific. She doesn t just say, “I understand”; she is
explicit that she has a visual picture of what Linda said.) We’ll go
ahead; yes. (As Virginia says this, she looks up to her left for a
remembered visual image. See Appendix I11. “We 'l go ahead” pre-
supposes it 5 possible to go ahead. Then she speaks to the group while
gesturing toward Linda with her left hand)

_ 00:?3 VIRGINIA:  Does anybody know about that, the feel-
ing of being “I can do it in the world” (gesturing powerfully with her
left hand) and then “Oh, no, I’m a piece of wet spaghetti”? (Virginia



44

allows her whole body to crumple and wilt momentarily.) How many
Kknow that one? Let’s see how many know that? (Virginia raises her
hand and people in the group raise their hands in acknowledgement.)
Oh, wonderful! OK.

(This is a nice example of what some people have called “nor-
malization.” Virginia points out that Linda s conflict is a problem that
everyone—including Virginia—experiences, and therefore it’s “nor-
mal.” When people regard a problem as normal, it appears easier to
resolve. By acknowledging that she has experienced the same prob-
lem, Virginia establishes a relationship among equals.)

(At the same time she is doing something else very important. By
explicitly asking group members 10 search through their experiences
for ones similar to what Linda experiences, she is inviting them to
participate in Linda s therapeutic journey by identifying with her
[switch referential index]. Those who accept this invitation will expe-
rience many of the same, or similar, therapeutic changes that Linda
does.)

01:02 LiNDA: Only today I was much closer to the power-
fulness, (gesturing again to her right) and feeling, um—I was weeping
back there (Linda laughs briefly, almost crying, gesturing toward
where she had been sitting in the group) for the first section, just
feeling, um (gesturing toward her chest) very, very sad about the dis-
tance that 1 feel from people so often, and yet the other part of me
wanting to just—and at times I am in touch with this—where I can
just embrace everyone (gesturing with her right hand) and I feel total
love for everyone. And 1 feel like I could be instrumental in helping
people change, and 1 was looking at you and how beautifully you do
this . . . and wanting to do it, too, and whatever it means for me.

(Linda has restated her ambivalence in more detail: “power-

ful” means to connect with people, embracing and loving them, while

“wimp " means feeling distance from them. Linda wants to be able to

connect with people, and this is the outcome Virginia seeks and works
toward throughout the session.)

01:43 vIRGINIA (nodding): Wonderful, Linda. (Virginia
brings up Linda’s hand and pats it with her other hand. “Wonderful” is
a non-specific positive acknowledgment of Linda. Notice that she
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doesn’t r;espond 10 the negative side and offer sympathy: “It’s too bad
you cgn t feel connected.” Instead she amplifies the positive side and
says “wonderful.” And indeed it is wonderful that Linda has a goal for
he'rselﬁ _that she has expressed it, etc.) Let me just do a little some-
th.mg with you. (“Let me just do a little something with you'" asks
Linda to consent to whatever Virginia decides to do with her Virginia
then looks down left, listening to her internal voice. See Appendix
1I1.) Can you see a place in your life to be “wet spagheiti?”

(.?‘o Jar, Linda has described “wet spaghetti” as bad. Virginia
asks Linda to think of a context in which “wet spaghetti” could be
go_od [context reframing] in order to broaden the way Linda thinks of
thz_s part of her polarity. Rather than bluntly ordering her to think of
this colntext, she uses a gentler form: “Can you see a place in your life
to be ‘wet spaghetti?”” [conversational postulate], which is also an

01:53 LiNDA: To be “wet spaghetti?”

01:55 virGINIA: Umhum hm hm hm. (Vireini
crumple and wilt again.) Yeah, . (Virginia lets her body

01:57 LINDA: Yeah, I think I can.

01:58 VIRGINIA: All right, what I'd like you to do is now
lqok at t’hat picture (Virginia not only explicitly says, “Look at that
chtu.re,’ s'he also looks and gestures upward, where people most eas-
ily visualize. See Appendix III. Linda also looks upward) and seeing
yourself as “wet spaghetti,” and let’s see what comes out of that for

you. (As Virginia finishes the sentence, she looks down to her left
listening to her internal voice.) '

02:06 _ VIRGINIA:  Because [ got a little worried at first that
you were going to get rid of that “wet spaghetti” thing. (Linda laughs
E:eﬂy.) And then [ thought you would be right back where you got
t fore: you Would be “skinny” (Virginia ofien used the word “skinny”

0 mean limited, narrow, or one-sided) in one little old thing that you

could do, and that is always b - :
look powerful.) ys be powerful. (Virginia straightens up to

ok (7;1':3 wo precgding sentences are not the clearest Virginia ever
pore. Sne wants Linda to acknowledge the value—at least in cer-
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tain contexts—of being “wet spaghetti,” so that she can value the
part of her she has called “wimp.” Valuing both sides of a polarity is
an important first step in healing inner conflict. Most of us, like Linda,
start by thinking that one side is good and the other bad. Virginia
uses past tense to talk about wanting to get rid of this part, placing
this thinking in Linda’s past and making it easier for Linda to be open
10 valuing this part in the present.)

02:1%8 VIRGINIA: But let me see now about the “wet spa-
ghetti.”
02:22 Linpa: OK.

02:24 VIRGINIA: When can you see that just being
“Yymnum™? (Virginia looks up and smacks her lips with delight. She
specifically asks Linda to visualize by using “see.” By using the word
“when,” she presupposes that there is a time and place where being
“wet spaghetti” would be yummy.)

02:26 LINDA: I see myself maybe lying on my couch with a
bunch of friends, just feeling totally vulnerable (Linda gestures ina
relaxed way and touches her chest.) and having people nurture and
take care of me. (Linda gestures toward Virginia.)

02:35 viRGINIA: OK. How does that feel?
02:38 LINDA (smiling broadly): I...Ilikeit.

02:40 VIRGINIA: That’s good. (The group laughs.) Now, that
would not be the way you would [want to] be if you wanted to carry a
big bag of groceries, would it? (Having got a full, positive response
from Linda, Virginia immediately points out that while this is appro-
priate to this context, it is not appropriate to others. [context refram-

ing])
02:47 LNDA: No.

02:48 VIRGINIA: No. All right, so what does this lead us to?
This leads us to choice . . . to choice. (“To choice” is an embedded
command to Linda that this understanding gives her choice.) That
when I need to do this (gesturing in front of her), I can pull this out of
me. When I need to do this (gesturing to her left), I can pull this out of
me. But if I've got a rule I always have to be a certain way, then | can’t
do it. (Linda nods.)
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. 03:04 VvirRGINIA: Now I also want to ask you another ques-
tion. Do you really think you can love everybody at the same time?
(Now Virginia directs Linda's attention to the other side of the polar-
ity by questioning the universal statement that she made earlier: “I
can embrace everyone and I feel total love for everyone.” By adding
“at the same time,” Virginia makes Linda'’s statement even more
extreme. She is following up on the rule idea she just mentioned
[3:00]. If I think I always have to love everyone, this will be hard to
accomplish, and it could lead to failure and probably also self-criti-
cism. If my goal includes flexibility and choice, it will be more possi-
ble to reach it, and more satisfying.)

03:11 LINDA: At the same time?

- _03f:13 VIRGINIA:  Yeah, or can you love everybody, period?
(Yngmta looks and gestures up to her left. This is a nonverbal invita-
tion for Linda to search through her remembered images.)

03:17  LINDA (looking up to her right, where most people con-

struct images of future possibilities): 1think that I can—I would like
(touching her chest) to get to a place where I can go beyond people’s
personalities (gesturing in front of her, palm inward), which may be
fxg]y at a given moment (gesturing in front of her, palm outward) and
Just love them (gesturing alternately toward her chest and Virginia’s
chest, another nonverbal achnowledgement that Linda feels a close
connection with Virginia) for the connection that we might have as
human beings, or that “light” that you were referring to (earlier in
the day) or something. (Linda is making a distinction that can be use-
Jul and therapeutic—between a person’s behavior, which may be
unpleasant, and his inner being. This is a distinction that Virginia
made earlier in the workshop. Virginia acknowledges this, and goes
on 1o ask kow Linda will cope with the unpleasant behavior:)

_ 03:31 virGiNIA:  All right, what are you going to do with
their nasty behavior?

’ 03:34 LIN}?A: Well, I won'’t spend a lot of time around them.
T'll make the choice of not hanging out with people that are nasty,

bu.t still I don’t want to have hate for them. [ want to love them for
being human beings.
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03:46 VIRGINIA; This is such a central thing, and I want to
elaborate it a little bit. Um . . . (Virginia looks out at the group and
then beckons to a man in the group, Randy, who happens tobea
good friend of Linda’s.)

03:53 LINDA (smiling): Oh good! I'm glad you picked him.
(The group laughs.)

03:56 VIRGINIA (jokingly, as Randy comes up to stand at
Virginia’s left side): Well, I was reading your mind, you knov; read-
ing your mind. Don’t believe it; [ wasn’t readlr‘lg your mmé:. (Vy say-
ing she was reading Linda's mind and then saying she wasn 1, l;rgmza
is making a joke that keeps the atmosphere I.zght. She pla).?ﬁ:'.l Iy puts
herselfin the “expert/guru” role, and then q-uzckbf. and e)fplzat ly step-s
out of it. By mentioning it, she is also lem.zmg Lm,da with th? pOsSi-
bility that she can read her mind. Denying it doe.sn t necessqrzl¥ mean
it isn't true, and people love to find explanations for cgznczderlzlc_f.
Virginia next puts her left hand on Randy’s shoulder bn_eﬂ‘)i, \(\1/ i :
still talking to Linda.) OK. Now, what I.hegrfi you say is, “1 01611
want to go around with hate feelings.” (Virginia ré.zstates what J.’,zrr;t a
has said, both in order to get Linda’s conﬁrmatt?z'a a;?d to get her
commitment 1o the statement before going on to utilize it.)

04:07 LiNDA: Right.

04:08 vIRGINIA: I don’t want to go around'with hate fec:il-
ings.” (By repeating the sentence, Virginia re-emphaszzfs what Linda
has committed herself to. Theres a cliche that says, If vou repe'za;
something often enough, it becomes true” .am’i Virginia ofter{) usec
repetition for emphasis.) Now what you .du.in-t say, but may s }11ts
true, is that you know hate erodes you. (Virginia gfstures towar her
stomach. She is using “you” in a universal sense: alil of us. Wrgm;a
presupposes that hate erodes you; the only quesnonjs whether Lin ;
Imows it. “It’s true” and “You know hate erodes you™ are also embed-
ded commands marked out by volume emphasis.)

04:14 LINDA: Umhm.

04:15 VIRGINIA: Because what hate does is it starts eating 0t,1'
you. How many of you know that? (By saying “ What hate does . . .
and “How many of you know that,” Virginia again presupposes that
hate eats on you, and again achieves normalization, equality, and
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participation of the audience.) It starts eating on you. And it eats and
it eats, and the more you hate, the more you want to kill the object of
the hate. (By repeating that hate eats on you—three times—she is
Jfurther emphasizing the truth of this statement [repetition].) See, this
runs a very interesting thing. Once you do a categorization, or you
stereotype something, or you make a prejudicial kind of thing, then
that has to be the focus of hate. It has to be the focus of—especially
the prejudice bit—has to be a focus of hate [repetition].

04:45 VIRGINIA: Now, hate comes because you feel vulner-
able. (Virginia turns to Randy.) Because if you weren’t doing what
you're doing—wearing that mustache, for instance. (turning back to
Linda) You know, all mustached men have got very bad ideas in their

minds. (Linda and the group laugh; Randy smiles.) That’s what a lot
of people say.

(Virginia has been describing Linda s situation in terms of uni-
versal human processes, using non-referring noun phrases: “Hate
erodes you,” “The more you hate, the more you want to kil the object
of hate,” and “Hate comes because you feel vulnerable.” Afier empha-
sizing the basic issues of vulnerability, hate, and killing, Virginia uses
a trivial and ridiculous example—*You know, all mustached men
have got very bad ideas in their mind"—to maintain lightness and
humor while moving toward introducing Linda to new ways of think-
ing about the big issues. Virginia selects an example— “all mus-
tached men . . . "—where everyone will recognize that the hate is
inappropriate. This builds a foundation for later challenging Linda’s
hateful feelings toward others as also being inappropriate.)

04:59 VIRGINIA:  Anyway, so there comes the fear. And the
hate is to cover up the impotence. (Virginia continues to speak in uni-
versal terms: “the fear,” “the hate,” “the impotence”"—in contrast to
“your fear,” etc. This lets her make important points without con-

Jfronting Linda directly.y And so when we put ourselves in the spot of
where we have to feel impotent, we start to erode ourselves. We start
to erode [repetition]. (Virginia s phrasing—“we erode ourselves "—
presupposes that we are both the creators and the victims of hate.
And since we do it to ourselves, we have the potential to change. This
creates a different mind-set than describing it as *'We hate others” or
“Others did something awful to us.” In the previous two sentences
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Virginia also shifis to the universal “we.” This makes it gentler when
she next turns to Linda and shifis to “you.”)

05:16 VIRGINIA: All right. Now, you don’t want to do that.
Now, let us, for a moment now—we’ll give him (gesturing over her
shoulder toward Randy) some names later. (“We'll give him some
names later” [non-referring noun phrase] invites Linda to consider
who in her life she is prejudiced toward. What names will Randy be
given later? “Give him some names later” is also an embedded com-
mand, and indicates clearly that Virginia has a definite advance plan
for what she will do later with Linda: deal with her prejudice toward
someone in her family of origin.) Think about what you want to do is
keep yourself in as much congruence as possible, which is that you are
Jetting yourself know what you feel.

05:31 LiNpDA: Umhm.

05:32 VIRGINIA: Now, actually the way out of hate is to let
yourself know you're vulnerable, and that you are feeling impotent.
(Virginia doesn’t ask, “Do you feel vulnerable when you feel hate?”
She presupposes vulnerabiliy—it's only a matter of whether you let
yourself know about these feelings.) That’s a way out of hate.

05:40 vIRGINIA: When I work, I do something regularly in
San Francisco with the people who work under the streets in the sew-
ers and all kinds of places like that, and they are many people of dif-
ferent colored skins, and there’s much trouble with those people. So
what I do is I help them to develop and to discover their vulnerabili-
ties—their fear of being loved, their fears—whatever they might be.
(By talking about “those people” [non-referring noun phrase] Virginia
again gracefully discusses the issues at a universal level before turn-
ing back to deal directly with Linda.) And so the first step in dealing
with the hate (Virginia turns to Linda and takes both her hands in
hers) is to allow yourself to be in touch with your own vulnerability.

06:07 VIRGINIA: Now, to not be in touch with your vulnera-
bility before, you felt was a protection. It’s this awful one over here—
that mustache, you know, hides a lot of awful things. (Most people
believe they can protect themselves by not showing their vulnerability.
Virginia attempts to put this into Linda’s past by saying “before, you
felt was a protection,” and then shifts to present tense to describe the
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r"tdicyl.ous examp{e of mustached men [temporal predicate shift]. The
implicit message is, “You used to believe this; now it ridiculous.”)

06:15 vLiNDA: Well, it saved me. (Linda also uses past

tense_e— sa'ved.” While she is saying her protection was important,
she is leaving it in the past.) ,

06:1§ VIRGINIA (momentarily caught off balance by Linda’s
apparen.t disagreement): Well, in a way yes, but not yet, in a way
(E'iy s’aymg “but not yet, in a way,” Virginia is presupposing that i;
didn 't save J_Linda, but that she can be saved in the future.) You mis-
understood it, but that’s all right. (Linda 5 apparent disagreement with
what Ifirginia said is labeled as a “misunderstanding” [meaning
reframing]. Then Virginia accepts Linda's statement and goes on to
explore what she means by it.) “It saved you.” OK. All right, so then
here you are. (Virginia looks down to her left for an auditory n;emm:y )
And you said something about saving, What hate did you use to sav'e

yqu? (Virginia begins to gather information fo resolve the apparent
misunderstanding.)

0§:37 LINDA: I didn’t mean that the hate saved me. I meant
protecting rpyself from being vulnerable saved me from what I per-
ceived as things that would harm me—in my family, let’s say.

. 06:50 wvIrRGINIA:  All right. Now let’s hold that a minute
(“Hold that a minute” presupposes that after a minute, if Linda no’
Ionger holds what she s thinking, it will be gone.) because now you are
talking about something else. You are talking about your ability to
see those things that would be harmful, and for you to then move
away or beyond, or cope differently with it. That’s a different thing
bgc.:a_use that opens you up to allowing yourself a whole lot of possi-,
bilities. I don’t want—what 1 want on this concept is to be able to
hejlp .p§op-le to see clearly that they always have choices. (Although
Virginia is speaking of “people” [non-referring noun phrase] she
clearly means Linda. This is a way of normalizing and of bringing the
group' a{ong with her work with Linda. Virginia also changes the
description in a way that opens up choice. “Not being vulnerable”
becomes “seeing danger and coping with it.” In fact, coping with

danger could include being vulnerable.)

07:22 1iNDA; Umhm.
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07:23 VIRGINIA: So let’s make—who was the—let’s see who
in your family—father? Mother? Who was it that you—o0r both or
how? (Virginia follows up on Linda’s comment about “things that
would harm me—in my family, let 5 say " [6:46). Virginia staris listing
principal family members while watching for Linda s response. But
Virginia is not very clear, so Linda’s response is confusion. She doesn't
respond directly to Virginia % mentioning father and mother.)

07:31 LINDA: That 1 what?

07:32 VIRGINIA: When you grew up, that you wanted to pro-
tect yourself against?

07:34 LINDA (emphatically): Mother. (Linda closes her eyes
and averts her head briefly.)

07:35 VIRGINIA (to Randy): All right, well you are the wrong
sex for that, but stay up here. (Linda laughs.) Let’s pick up some-
body. (Virginia beckons to an older woman in the group.) Would you
come and be the mother? (The woman from the group walks up and
takes Randy’s place.)

07:42 LINDA (laughing): Oh, what have I gotten myself into?

07:45 VIRGINIA (lightheartedly): Well, I can tell you that
whenever you get into something with me, what people report is that
it ends wonderfully. (The group laughs. By using the general terms
“people” and “wonderfully,” Virginia paints an inviting picture, yet
without promising anything specific to Linda.)

07:50 Lmpa: OK.

07:51 vIRGINIA: So I will tell you that, and I know that’s
true. All right, now, 1 already have a picture, but 1 would like you to
tell me how come, or what is the picture of her (gesturing toward the
woman playing Linda’s mother) that makes you feel vulnerable?
(Notice that Virginia says “what is the picture of her "—in contrast to
“what does she do,” for instance—deliberately referring to Lindas
image of her mother, rather than to her mother [model of the world].
Virginia also prefaces this with the parallel statement, “1 have a pic-
ture” of what Linda is saying.)

08:06 LINDA: 1'm supposed to be picturing her as my
mother?
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08:08 VIRGINIA: Yes, that’s right. And give her—
08:10 LiNnDA: She...um—

08:11 VIRGINIA: Say “you” i
08 : y “you” to her. It will help. (By usin
l'si;e, LG_da can.remain distant from her image of her mother, witg
.ztt e em?tzon. Using “you” will tend to put her back into the problem
interaction and to re-engage her feelings more fully [association].)

t d08:1.2 LINDA (resentfully): OK. You, you . .. You cannot
stand my joyfulness, and so you are constantly putting me down and

picking on me. (Linda gestures re i i
' : peatedly with her it-
ting motion toward her mother.) ’ pelmup b

08:21 vIRGINIA:  All right, now tell her—(Virginia looks u
and to the left for remembered images.) Let’s have some dialo,guep
how does sl}e pick on you? (This is a first invitation for Linda to také
her mother s place [shift referential index] by taking on her mother’s
e.vfrernal behavior. Hearing her mother’s specific words will engage
LGd_’a more fully, At the same time it will give Virginia specific info%*-
mation about exactly what Linda s mother says and how she says it.)

08:24 LINDA (critically): & i

_ y): You're too skinny! (Linda is tak

ing on her mothers critical behavior, becomi - Je-
‘ . , becoming h -

playing [shift referential index}.) g fer through role

. 08:26 vIRGINIA {lightly, looking up an. : “
skmny._” That’s wonderful. (Linda smiles%) ’I?hat’sd ;e\i%nde(r)lzlll’l otlfn):
(By using the word “wonderfil” twice, and a light tone of voice ﬁn;
somethu?g that Linda has thought of as serious and awful, Virginia
keeps Linda in a more positive state from which she ca;z see h
mother more objectively.) Is she heavy? "

(Frf,tz ].’erls used to say that “Contact is the appreciation of dif-
)%rences. —in contrast to seeing differences as bad. By asking if her
ingther is heavy, Virginia brings out a possible difference berween
/ inda and her mother, and puts the comment “You re too skinny”
into the context of this difference [context reframing].) ¢

08:30 LiNDA:  Chunky.

08:31 virGINIA:  Chunky (jokin i
. : g2, looking up and left). OK.
All right, Well, I understand that one. (Both Linda and the )group

laugh. With this short joking comment Virginia accomplishes several
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things. First, the joke further lightens Linda’s state. Problems are
more easily solved when you can laugh at them. Second, this comment
essentially says, “I'm like your mother,” another example of Virginia 5
stance of equality with people she works with.)

(Perhaps most imporiant, this comment will begin to change
Lindas feelings toward her mother. Linda has just expressed her
anger toward, and distance from, her mother. Previously she expressed
her deep connection and respect for Virginia. These are the two oppo-
site feelings that Linda expressed sequentially when she first described
her conflict [00:22 and 01:02]. By creating an identity between
Virginia and Linda’s mother, even in this small and joking way, these
two opposite feelings will begin to exist simultaneously, rather than
sequentially, and will start to blend together and resolve.)

08:34 vIRGINIA: All right, now what else does she say?

08:37 LiNDA: She used—You always tell me that I talk too
loud, and to calm down and keep it down. (Linda gestures with a
pushing-down motion. Linda begins by describing what her mother
does, and then shifts to role-playing.}

08:43 VIRGINIA: All right, OK. You do that. “You tatk too
loud and you should keep it down.” (Virginia looks up and left briefly
and then looks down and left, recalling what Linda said earlier.) What
eise? “You are too skinny; you should talk softer” She doesn’t tell you
that, though. [She says] “Keep your voice down.”

08:55 LINDA: “Why don’t you do something with your tal-
ent? You are so talented; you never do anything with your talent.”
(This time Linda completely puts herself into her mother’s role.)

08:58 VIRGINIA: What talents is she thinking about? Are
they the same as you think—( Virginia starts to draw a parallel be-
rween Linda and her mother, but Linda interrupts her. Virginia returns
to this systematically later [24:1 61.)

09:00 LINDA: Music.

09:01 VIRGINIA (lightly):  All right, you're not—You’re wast-
ing your talent, ¢h?

09:03 vLinDA: Right
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09:04 virGINIA: Oh, OK. (Linda smi
laughs.) What clse? (Linda smiles and the group

09:06 vLiNDA (laughing): That’s not enough?

09:09 vIRGINIA: Well, as long as we’re starting on this string
why dOI"l’.t we make a big one out of it? (Virginia is deliberatelJ:
?m]t:hasmng and exaggerating Linda’s complaints with a light and
Joking tone of voice. This begins to make the complaints seem humor-

?;s, v;hich will make it easier for Linda to examine and, later, change
en. ,

09:14 rLmpa: OK. Um, “You're just like your father.”

09:36 VIRGINIA (lightly, looking up and left): Oh wonder-

1311. That’s a great one. (Virginia keeps the humor going by saying,

Oh wonfierj&zl,” and “Thats a great one.” Linda laughs.) Now, what’é
wrong with your father that you are like him? ,

09:20 LINDA: He’ Irish.

09:21 VIRGINIA: Oh, I see. Oh, so and you are half Trish.
09:24 LiNDA: Right,

0_9525 VIRGINIA (joking): So tell her that she can only be
half critical of you; because one half is her. (Linda laughs. Virginia
continues joking to lighten Linda s seriousness and to help her move
to anew, more objective perspective [dissociation]. Virginia uses the
logic fmpltcit in “You re like your father and hes Irish” to point out
that since she’s only half Irish, her mother can only be half critical \)
But nevertheless, OK. (softly) But what else about your father? .

09:32 LINDA: Ah, irresponsible.

09:35 vIRGINIA: Does that mean that he doesn’t give her the
money §he wants, or he doesn’t consult her or . . . ? (“Irresponsible”
is both judgmental and general. Virginia asks Linda to be more spe-

09:39 LINDA: They don’t talk; they don’t talk. (Linda is

again makin ] i j
po g a categorical statement, implying that they don 't talk at
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09:41 VIRGINIA (in a challenging tone): For how many years
have they not talked? (Virginia challenges Linda’s overgeneraliza-
tion, making it more extreme by asking, “How many years?”)

09:43 LINDA: Well, my father’s passed away now, SO they’re
really not talking, but—(laughter) For—forever, forty years. (Linda
has reiterated an extreme generalization that can’t be true. Before
Linda can forgive her mother, she needs to be able fo see her in a
more balanced way. Virginia will interrupt her and then challenge
Linda’s perception of her mother—still in a friendly, joking way.)

09:53 VIRGINIA: Now, wait a minute, now just a minute here.
[repetition] How do you suppose they got—(Virginia turns to Linda’s
“mother” and Randy, who is now playing the role of her father.)
Would you please embrace each other? I would like you (Linda) to see
them embracing each other. You (parents) are now sixteen and four-
teen. Embrace please. (Linda’s “parents” embrace, and Linda laughs
loudly.) Is that when they met, when they were very young? How old
were they? (Linda has been focused on her mother s behavior toward
her during her own lifetime. Now Virginia is focusing Linda’s attention
on her parents’ behavior before Linda was born. Virginia presup-
poses some kind of positive loving relationship to enrich Lindas pic-
ture of her parents.)

10:04 LmNDa: No, they were older. Thirty, mid-thirties.

10:07 VIRGINIA: All right, so they are mid-thirties, but you
know that happened?

10:11 LNDA: That they embraced?

10:12 VIRGINIA: Yes.

10:13 LinDA: [ doubt it. (Linda and the group laugh. Again
Linda makes an extreme statement, denying that her parents had any
positive feelings for each other. Virginia will challenge this in order to
make Linda s perceptions of her mother more realistic and balanced.)

10:14 vIRGINIA:  Well, now wait a minute. Wait a minute.
[repetition] Did he—did her mother work with a marriage broker
or—? How was this? (By playfully asking if her parents got together
by using a marriage broker, Virginia is exaggerating Linda’s impli-
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:’:tzo'n {hat her parents had no positive feelings for each other in a way
at is intended to prod Linda into correcting this.)

10:23  LiNDA: 1 think they met on a blind date. (Again Linda

10:26 VIRGINIA: Well
‘ NiA: , you can—a lot of people meet o
:)]:g;d&ate .an[(/ih you just meet and go right on by. Tr’teseptwo didn ’tl;i:
. (Again Virginia is asking Linda to } 11}
155 beswemn b recognize some positive feel-
10:31 LinpA: 1know.
10:32 virRGINIA: How come?

10:34 LINDA: Because she
body to save her. was lonely and he wanted some-

10:39  vIRGINIA:  Save her?
10:40 LINDA: Umhm.
10:41 vIRGINIA:  Or him?
10:42 LINDA: Ah, save him.

10:43  virGINIA (lightly): Well, that sounds like “par for
course.” OK. (Linda laughs.) Umhm. (looking down leﬁ)pAll rigtllllte
now, do you suppose that they might have met anybody else that hc;
would think she was lonely, but he could also have found some other
people that were lonely, and she could have found somebody that she
ﬁn:e;ﬁ to tl::eep her company. Do you suppose that ever happened?
catzh th?tr ﬂ:;und sclxme other peoPlc?? (skeptically) Was this the only
cotch =y cou d n,lake? (I"?rgzma continues to ask for information

out Linda’s parents’ attraction to each other, to broaden and envich

g

11:12  LINDA (though : ’ i
‘ NI ghtfully): That’s a tough question I
ttﬁ;nkftllla:h the timing was right, that they were both getting older, and
o ye ti t 1at they_ had bettgr do something quick because it was going
gettoo late. (Linda continues to deny implicitly that her parents had

any positive reas i i A
direcily) ons for marrying. Virginia again challenges this
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11:23 VIRGINIA (skeptically): Now, do you really believe
that?

11:24 LINDA: (smiling broadly): No, I don’t! (laughter)

11:25 VIRGINIA: All right. I don’t either. I don’t either.
(Virginia emphasizes that she is agreeing with Linda. The phrase “I
don't either” implies it is Linda’s idea and Virginia is agreeing with it.
This makes it easier for Linda to experience it as her own perception,
not something that Virginia induced her to think by repeated ques-
tioning. [9:53 — 11:23]) But that’s the “PR” that goes out. (By using
the term “PR“—public relations—YVirginia makes the distinction
between perception and reality [model of the world].) Yes, because
you didn’t see what was going on then. (Virginia shifts Linda's old
perceptions into the past with “didn't” and “then,” and uses the
embedded instruction to “see what was going on” in the present.
Next she goes on 10 paint a picture that will be more useful for Linda,
shifting to a lower, more serious tone of voice.) What I can believe is
that they were both shy, and I can see him as being in a family where
he had to get all the other kids educated or something before—or his
father dying—I don’t know what. But they had to put off marriage for
some reason. And so their “gonad-flapping” wouldn’t have been quite
as obvious, but it had to be there.”

(Virginia shifis Linda’s focus from her parents’ behavior to their
inner feelings and motives by suggesting that perhaps they were shy,
or had to carry out other responsibilities before considering mar-
riage. She also presupposes that they were sexually attracted to each
other by using an unusual and humorous term: “gonad-flapping.” It
doesn 't matter whether Virginia is correct in any of these guesses, as
long as she directs Linda’s attention to what her parents’ internal
experience of attraction might have been in their early life together—
again broadening Linda’s perceptions of her parents.)

11:52 rLmpa: Umhm.

11:53 VIRGINIA: How many times did they do it? How many
kids did they have? (The indirect reference to sex again asks Linda to
think about her parents’ attraction to each other.)

11:56 LNDA: Three.

11:57 vIRGINIA (lightly, as if considering the score in a game):
Three. Well, that's pretty good. (laughter) All right. So these two peo-
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ple, when you saw them, you didn’t see this. (Saying “when you saw
t_hem you didn't see this” puts Linda’s old perceptions into the past
zmmgdzately Jollowed by what she is now seeing about her a:;nt’,
earlzer_ life tc‘)fgether: “Saw. .. see this” is an embedded commfnd thai
:‘Zl'ls,ﬁzda, Wheneve.erj you think of those old perceptions, you will see
is "—the more positive Jeelings that brought her parents together
[temporal predicate shift]. “You didnt see” presupposes that it was
th'ere. Then Virginia goes on to suggest other new perceptions for
Linda to add to her old and incomplete images of her parents.)

_12.05  VIRGINIA: You didn’t see what brought them together.
(f.lgafrf I./?rgmza uses the same linguistic form. The negation, “You
didn't” introduces an embedded command: “See what brougf;t them
toge:hen.”) 'B.ecause my hunch is that they were both “scared chick-
ens. (erglrpa turns to Linda’s “mother.) All right, would you put
your arms like that. (Virginia demonstrates by crossing her arll)ns
acro,ss her chest, and “mother” follows.) Yeah, scared to death. “I
d}im t want tg fesl; I don’t want to—I"m aftaid of this happeniné or
i i';lltd:,asg‘pneln:}r:g.” What do you know about her (gesturing toward
jndas 0 er ) llf:e growing up? (Asking about her mother s child-
ood directs Linda’s attention to additional information that will
broaden and deepen Linda’s understanding of her mother.)

12:23 LINDA: Very difficult,

. 1?:24 VIRGINIA:  What was difficult about it? (Linda s com-
plaint is that her mother made life difficult for her. Now she says that
her mother s childhood was also difficult. This similarity provides an
opporzjun.iljl) Jor Linda to understand her mother rather than to Sfight
her. Virginia steps in between Linda and her “mother”’ facing Lin(it )
I:Iow you' talk to me. (Virginia asks Linda to talk,to her, not hér

motl‘zer;’ because she wants the information about her mot,her 5 dif-
ﬁcyltzes lo stay separate from Linda’s own difficulties for the time
Iiemg;.l It lvill also b.e easier for Linda to talk to Virginia than to her
w?;loéoj;) ) ;lbeos't this. At this point, Virginia wants information. She
e  direct enco.unter and emotional response later, after she
s information about Linda s mother’s difficulties.)

12:28 LINDA: Umm, afa i
' 3 ther th H
haps abusive and ah— T that was domineering, and per-
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12:33  vIRGINIA: So she had been used to being slapped
around.

12:36 LiNDA: Right. Italian immigrants, so there was lots
of, “You need to behave a certain way so that people don’t perceive
you as being different or weird” and lots of, ah—she wasn’t allowed
to be with boys or date men, so that was often very difficult. If he even
saw her in the same block with a man, she was punished, and those
kinds of things. (Linda’s hand gestures as she speaks are eloquent
but hard to capture in words.)

12:53 virGINiA: Did he beat her up?
12:55 LmnDA: Um, it’s hard to say, but probably.
12:58 vIrRGINIA: All right, OK.

12:59 LINDA: We don’t have that kind of communication,
so I don’t know for sure.

13:01 VIRGINIA: All right. Now what are you feeling, what
are you feeling [repetition] about what you are just saying, about the
kind of experiences that this lady had before she ever thought of being
your mother—before she even thought of being married? (Virginia
has just gathered information about the mother’s childhood, separate
from her experiences as a mother to Linda. Since it’s likely that Linda
has more useful feelings in response to this, Virginia asks about them.)

13:13 LINDA (softly): [have been feelinga lot of empathy for
her. (This can be thought of as context reframing, since Linda now
expresses more positive feelings for the same person in a different
context, earlier in time. Eliciting these feelings is a step toward incor-
porating these new feelings into Linda’s present interactions with her
mother.)

13:16 VIRGINIA: OK. Now, I wonder if you can translate that
even further into appreciation. [embedded question] (Virginia knows
that empathy is not enough, so she immediately works to develop
these feelings. By using the word “translate,” Virginia presupposes
that empathy and appreciation have equivalent meanings, rather than
distinctly different ones.) Let me tell you what I have in mind. (softly)
She’s still trying. (Now Virginia turns Linda’s attention 10 her mother s
good intentions [meaning reframing] using a soft voice tone. By delet-
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ing what_h'er mot}fer is trying fo do, Virginia invites Linda to fill in her
own positive motives—irying 1o express love, be a good mother, etc.)

13:25 LiNDA: Umhm.

.13:26 VIRGINIA (softly): But what does she say to you? She
says in effect to you, “You need to be fat, because if you're fat, you’ll
proba“bly be healthy.” (By directing Lindas attention to her m’otherlv
{good intention—wanting Linda fo be healthy—she reframes the mean-
ing of ,(me of Lindas complaints: her mother saying, “You're too
skinny.”) That’s one of the things that people thought in those days
(B.y focusing Linda’s attention on her mother’s past environment’
Virginia establishes a new cause-effect: the mother’s concern witi,z
weight is a result of antiquated thinking.)

13: : i
- 39 VIRGINIA: What was one of the other things you gave

13:41 LmNpa: I'mtoo loud.

13:43  VIRGINIA:  Oh, “You talk too loud.” All right. (softly)
Nf)w, I have a feeling that loudness of voice is associated in her mind
W'lth tr(‘)‘uble. (This reframes the meaning of Linda's mothers criti-
cism—"You re too loud "—as a fearful response to being beaten and

qbused in her childhood. It s not actually a response to Linda s behav-
ior at all.)

‘ 13:53 virGINnIA:  Now [ also know something else. It was
easier for you to connect with your father than it was with her. (The
ﬁrst sefztence refers to, and presupposes, the second sentence, which
is afnbzguous. It can have either (or both} of two meanings: “It was
easier for Linda to connect with her father than it was for Linda to
connect with her mother,” or “It was easier for Linda to connect with
her father than it was for her mother to connect with her husband.”
The latter meaning provides an implicit parallel between Linda and
her mother. Her mother also had difficulty connecting with people.)

13:58  VIRGINIA:  So she (gesturing toward “mother”) looks at
you and she feels all the lost parts. (“The lost parts” is unspecified.
Becaus_e of the prior ambiguity it can mean mothers inability to con-
nect with Linda, or to connect with her husband, or both.) That isn’t
your fault or her fault. [no blame] But this woman (stepping aside
and gesturing toward Linda’s “mother”) really never ever felt that she
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got anything out of life. (Again Virginia directs Linda's attention to
her mother’s feelings instead of her behavior.) OK? All that does is
help her to understand this—for you to understand this.

(Linda began by Jocusing on the cause-effect: “Mothers behav-
ior causes my bad feelings.” By backing up in time t0 her mothers
childhood, Virginia establishes a new cause-effect: “Mothers abusive
childhood caused her bad feelings and critical behavior” This rede-
fines her mothers critical behavior. It's part of her mother s response
to an unpleasant childhood; it’s not really about Linda at all.)

14:15 vIRGINIA: It doesn’t mean anything about loving her.
It doesn’t mean that this is a pleasant thing. It doesn’t mean that it is
wonderful to hear somebody say you are t00 skinny.

(Virginia is saying here that thinking about her mother's internal
experiences and feelings helps Linda to understand her behavior and
appreciate her as a person, separate from liking what she does. By
starting with a negation— "It doesn’t mean . . . "—Virginia summa-
rizes and paces Linda'’s understanding in a way that also creates
opportunities for giving positive embedded commands: “loving her”
“This is a pleasant thing,” and “It is wonderful to hear somebody
say vou are too skinny.” Notice how different it would be if Virginia
had said something like, “This means that you still hate her behavior,
and it’s very unpleasant for you, and it’s horrible for you fo hear
somebody say you re too skinny.” This would also pace Linda’s expe-
rience, but without providing positive alternatives, it would only
amplify her unhappiness. The linguistic form that Virginia uses here
is the same one she used earlier [11:57, 12:05]. She starts with a
negation, “It doesn’t mean . .. " followed by what she would like
Linda to experience, in the form of an embedded command. This is a
variation of the negative command. Statements like “Don't think of
pink elephants” or “Don 't feel good now” typically result in the lis-
tener—even the reader—thinking of pink elephants or feeling good.
Some people might object that Virginia wouldn 't want Linda to think
being criticized was a pleasant thing; however this is exactly the
meaning that Linda arrives at much later in the session [49:311.)

14:23 VIRGINIA: By the way, I got—is she (gesturing toward
“mother”) still around?

i4:24 LINDa: Umhm.

63

14:25 VIRGINIA: Next time she says that, you can bet—
because you've already developed a system where she’s going to say
that, and then you are going to have to do whatever you do. Now, the
next time she says that— (Virginia turns to Linda’s “mother’’) Would
you please tell her that she’s too skinny? (Since Virginia has reframed
the mother s behavior in general as meaning “she had a tough life”
rather than meaning something bad about Linda, Linda is able to
Jeel new feelings toward her mother. Virginias next task is to con-
nect these new feelings to the mother's specific behaviors that used to
make Linda feel bad.)

(Virginia begins to describe the cybernetic loop of stimulus-
response between Linda and her mother. She then shifis to enacting it,
which will give Linda a more intense personal understanding [asso-
ciation]. This will also give Virginia an opportunity to intervene and
change Linda's response if it § not yet resourceful, or ifit’s in a form
that would not be likely to get a useful response from her mother.)

14:34  “MOTHER™:  You're too skinny.

. 14:36  virGINIA: Now (Linda) would you go up to her (ges-
mnng toward her “mother™) and thank her for noticing you [linkage
:fmd direct command]. (Many people would quickly accept this mean-
ing reframe and command, even though it s a jump from the foregoing
discussion about understanding her mothers behavior as a result of
her difficult childhood. When Linda hesitates, Virginia pushes her
toward her “mother.” Linda looks to the side and appears reluctant,
but does go over to her “mother” and takes her hands. The group
laughs. Up to this point Linda has quickly and willingly done every-
thing Virginia asked her to do. However, Linda balks at Virginia's

attempt to reframe her mother’s comments as evidence that she notices
her; Virginia persists.)

14:40 viRGINIA:  Take her hand and thank her for noticing
you [direct command], and then say, “You know, I’ve been meaning to
share [this] with you before. I know you’ve often noticed me like
this, but I would just like to tell you how 1 feel about my body.” But
Sirst you thank her for noticing you [direct command], and then say
you'd like to share how you feel about your body, because I think she
thinks you’re going to die if you don’t eat enough.
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(Virginia repeats the reframe that her motﬂl;eris. conce::iggz:‘:
inda’s weight is evi her caring, but Linda gives no ’
Linda’s weight is evidence of _ ut. S e
] being willing to follow Virg
of accepting the reframe o7 of wi ol
j i ticing her. Since L1
ction to thank her mother for no ]
zz;rgnding fully, Virginia next turns to the group ;md shifis the focus
j ifically to the more general case. .
from 11:!;%51’691 Sp\ffligml;: Do you know how that used to be w1;hm tge
circles?'ws not very long ago, you know, ;ga:ci 0111’:12::/ :‘n{ V;gcinii
’ i i t means y .
food” And if you stay skinny, 1 s domtget 1t U
] inda’s mother by saying, “I show my )
steps into the role of Lin 5 . g TSk e
» Since Linda has positive feelings for. ginia, :
J:Zlos?ér;;t Linda to consider and take on this new understanding.)

15:09 LiNDA: Well, my mother’s Italian. That will give you

some insight. ,
15:12 VIRGINiA: Yeah, Tknow that, but you don’t have tc;1 bg
Italian t.o do that. (She turns to the group.) How 1;11;3:1 ?(f)' 3;}{1 1039,
love, you were sup
mothers who—where you got , re suj o g o
K Yeah, sure. (Virginia uses the group
through the food? Let’s see. , e e e are
to make Lindas mother’s concern aoout i : :
;?£22§ [normalization].) Do you do that? (Virginia asks .Lu'zlda.zf
she also does what her mother does, searching for another similarity

between them.) .
15:23 LINDA (apparently confused):. What? Yes. (It is no
clear whether Linda realizes what she is saying yes t0.)

: 11 right, maybe you can stop

1526 virGinia:  OK. Well, a ' :
now. ( “You can stop now” clearly refers to the {ood toptcc.l I;eat 12 crzlljz

. ing: Id behavior and hav

broader meaning: “You can Stop 0 j
ZZZiﬁes ") OK, and you will show your love w1t§1 yct)hurtaximsﬁe;;;i ]1;3‘;
i - ’ hat was never made for that. (S0
with your food, because t ol
hank her for that, what do you ?

she thought so. Now, as you't v

inui inda to thank her mother, Virgin
her continuing effort to get Lin . -moth ini [

] j by saying, “As you than
oses that she is already doing zt. Y ¢ h
pres’:t’p?hen she focuses her attention with “What d(') you feel ?Y a?rci
f(;-l.lows with a direct command.) Thank her f;)lt_ﬂ noncm,lg) yto?(;r n(:;ic
i i hat she’s telling you, bu -
not thanking her for telling you w : you, g
rgini ] ther s positive intention
o vou. ( Virginia again separates the mo

EI:EF };npléasagnt behavior. Linda closes her eyes and takes a breath, but
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keeps her mouth tightly closed.) Are you aware of that? (By saying
“Are you aware of that,” everything Virginia just said becomes pre-
supposed.) What does that feel like?

15:46 LINDA: I’m having trouble doing it.

15:48 vIRGINIA: I know, because for so long—(Linda

laughs.) Let me tell you what she looked like to you. (When Virginia
says “what she looked like to you,” she is pacing Linda s perceptions.
At the same time, she uses the past tense “looked” and introduces the
presupposition that this was Linda’s perception by saying “to you,”
and that her mother was actually different from what she “looked like”
[model of the world].) Would you put your fingers up here? (Virginia
demonstrates by pointing one finger up from each temple, like devil’s
horns, exaggerating Linda’s perceptions in such a way that she will
almost have to re-evaluate them. Linda and her “mother” both put
their fingers to their temples in the same way. Linda smiles and the
group laughs.) That’s right. (Linda puts her fingers down again, while
her “mother” keeps her fingers at her temples.) And that she was try-
ing to make your life miserable. Right? (Since Linda didn 't respond to
Virginia s attempts to ascribe positive purposes to her mother’s behay-
ior, Virginia reverses her approach and exaggerates the opposite pos-
sibility—that her mother was evil and her intentions were bad. This
regains rapport with Linda. Even as Virginia does this, she is loosen-
ing Lindas beliefs about her mother in subtle ways by using past
tense [model of the world], and by exaggerating her statement of
“evil” so much that it begins to seem ridiculous.)

15:59 LINDA (strongly): Absolutely!

16:00 virGINIA:  OK. Now everything you saw sort of added
up to that, and with where you were, that could be your awareness of
that. (Again Virginia uses past tense— “saw,” “added up,” “were”"—
to describe Linda s perceptions and awareness. [model of the world])
But she’s really not a miserable lady. [temporal predicate shift]
(Linda’s “mother” continues to hold her fingers at her temples. Linda
laughs.) She just looks like one. (The group laughs.) Right? (Virginia
continues to make the distinction between Linda s perceptions of her
mother; in the past, and what she really is, in the present, in a way that
emphasizes and paces Linda s perceptions [model of the world].)
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16:14 LmDA (laughing): Yes!
16:15 virGINIA:  All right, now, what are you feeling right
now as you are looking at her?

16:18 LINDA (laughing): She looks ridiculous! (The group
laughs. Previously Linda was very serious about her mother being a
“«devil.” Now she is laughing at the idea—even though she still
believes it.)

16:20 VIRGINIA (to Linda’s “mother”): All right, so put your
fingers down at this moment. (To Linda, touching hereloow) What
I’m asking you to do at this time—{Virginia looks down and left,
recalling what Linda said earlier.) See, when you came up here you
said you feel power, and then you feel this wimpy business. Didn’t you
tell me that?

16:31 LiNDA: Umhm.

16:32 VIRGINIA (joking): [I've got the right person and all
that, OK. When you feel what you call “wimpy"— Would you
(“mother”) give her . . . point the finger, (Virginia and Linda’s
“mother” both point their fingers at Linda) say, “You're too skinny and
you talk too loud, and you don’t take care of your music. You're
blessed and talented, and 1 sit around and I see all that, and you don’t
do a thing with it. You’re doing it to spite me. You know I want a
concert pianist, or | don’t know what it is, it doesn’t matter, because
the same message will get through.” So tell her all that. (This puts
Linda into an associated experience of the difficult interaction with
her mother, and allows Virginia 10 find out exactly what Linda’s
response is at this moment, providing clues about possible useful next

steps.)

16:57 LINDA’S “MOTHER” (still pointing her fimger at Linda):
You're too skinny, and you're just sitting around not doing anything
with all that talent, and that really is a reflection on me. And 1 just
want you to be more powerful, and keep your voice down and—

17:13 Lmpa: Spffit. (“Bronx cheer”)

17:14 wviraiNia:  OK, so what did you do when you did that?

How did you take what she was giving you? (By asking, “How did you
take . .. 7 Virginia presupposes that Linda has a choice of alterna-
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m;;;, eI:J;; Z.szv?;e ‘?zord .gzvz-ng, Virginia presupposes that Linda's
mo b r is a. gift—in contrast to describing it as a “lec-
or “attack,” for instance. She turns to Linda’s “mother.”
can put that (pointing finger) down now. e o

17:27 LINDA: 1 felt this burni i
AL urning sensation in my—in thi
;:leeg;er _etl"e?h (gesturing just below her ribs) and [—then Isclould juz
fea likle :V ave; :av:‘;eh‘.tape” (ge;.turing with both hands moving toward
, shing over her), and so I just started—I
closing down a little bit more ( i i h hands ol
: gesturing with both hands closi
together in front of her face), and i whort
, and then feeling that an

pherin) : ger, that—where
‘I=1 aéillxl ft “f ar:t (i((;nliused }\:nth what you're saying. When do I say to her,
car that anymore,” (shaking her head “No” |

» ? 0
when do 1 say, (taking a step toward “mother”) “Gee, thanks I\)/Izlrxlld

for telling me and notici
oticing. H it i .
that” When—? g. How wonderful it is for you to notice

17:48 vIRGINIA: Yes, that’ i
48 i : , that’s the first step. That’s the fi
:;?;ﬁt(lwf'mé: silently looks at Linda with arched eyebrows noddligsgt
y. Linda looks back without s i i ,
! inda peaking for five seconds and then
Js%n:;lgzni:;gzmadkzgws ;vhat is useful for Linda to do to move toward
. and directly confronts her with the need t }
' 0 g,
firstin order to reach forgiveness and resolution.) pprecte

17: : i
o ;, 3,6;19 LIND;.L I; telling her where to get off? (Linda s response
r earlier refusal to say “thank you fc ic !
Jrom believing that she n e ot o rosot
eeds to confront her mother i
o e e th : er in order to resolve
common misunderstanding. E jrgini
s ey n mist g, Even though Virginia
ly made a distinction between i i
. : : en intention and behavior,
gooc;ai :;Il[ r-zeeds fo experience that she can thank her mother for her
ention, even though she still dislikes the critical behavior.)

17:58 VvIRGINIA (curtly): .
y): No. (Virginia kn )
would only create more difficulties.) 8 ows confrontation

17:59 LINDA: Oh.

18:00 vIRGINIA: That" . B
noticing you [is] at’s not the first step. Thanking her for

18:03 vLINDA:  Oh, thanking.
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18:15 VIRGINIA: That’s the first step. Now what do you have
to do to thank her for her—for that—taking that first step-—thanking
her for noticing you? (Notice how often Virginia has repeated the
phrase “thanking her for noticing you.” By asking, “What do you
have to do to thank her . . . ” Virginia requests information about
what will have to happen first for her to do it, presupposing that
Linda will eventually do it.)

18:17 LINDA: It seems L have to . . . shift my perceptions
from (Linda gestures with both hands in a horizontal circle, back and
forth—an exquisite gesture that indicates her ability to take her
mother’s perceptual position) seeing that as a criticism and a way of
putting me down (making a jabbing motion with her right index fin-
ger) and seeing that as her way of loving me. (Linda gestures from her

“mother” to her own chest, the same eloguent gesture of connection
that she used previously with Virginia as she described loving con-
nection [3:25). Both verbally and nonverbally, Linda is providing
Virginia with a specific way to reframe her mother s criticism by see-
ing it as “her way of loving” Linda.)

18:32 VIRGINIA: Well, it might not be that, but I think it 1s
some of that. Now, do you have any kids?

18:36 LiNDa: No. (Linda has been judging her mother
harshly—for judging her! By asking about kids—and a moment later
about “anybody close to you"—Virginia is searching for someone
with whom to help Linda discover her own Jjudging in a context of
closeness and warm feelings—an example that will show she can
judge someone she loves dearly.)

18:37 vIRGINiA: Do you have anybody close to you?
18:38 LINDA (softly): lThavea wonderful husband.

18:39 VIRGINIA: All right, would you pick him out here?
(Virginia gestures toward the group.) I want to see what you do with
him. Any husband will do. (Linda laughs and the group laughs.)

18:47 LiNDA (scanning the group and then gesturing to a many:
Any husband will do.

18:49 VIRGINIA: Yeah, well, sure. OK. Now, tell me how
you judge him. (Linda’s “husband” comes up and stands in front of
Linda.)
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18:55 LmpA: Hes—how do I judge him?
18:56 vIRGINIA: Yes, yes, what—
18:57 rmpa: He’s wonderful and kind and sensitive.

18:59 VIRGINIA: Isn’t there anything wrong with him?
19:01 LiNDA (softly): Yeah.

19:02 virGINIA:  All right, tell me what’s wrong with him.
19:03 LiNDA (softly): Well, he’s a little wimpy sometimes.

) 19:(35 _ VIRGINIA: All right, OK. (Linda and the group laugh.)
So, j{ou re just a wimp.” (Virginia points her finger at Linda’s “hus-
band.”) Let"s do that one. (Virginia reaches down for Linda’s right
ha1'1d and brings it up in a straight-armed pointing gesture.) Well, I'm
going 'to exaggerate it. “You're just a wimp—" (Virginia asks Lim,ia fo
experience 'her own judging behavior fully by acting it out in the pre-
sent [association]. By calling this an exaggeration, Virginia has a

better chance of getting Li it wi
) g Linda to do it without feeling the n
qualify or excuse it.) Jeeling eed 10

19:10 riNpA:  But I don’t o this to him. (Linda is reluctant.)
19:11 vIRGINIA: I know.
19:11 Lmpa: OK.

19:12 virGINIA:  You think it, though.

19:13 rLmvpa:  Well, no, we talk about it. (Linda is sti

tant, then shifis to willingness.) OK. You’re just a(wirnp. I(i:stz:ill:fil;;)
Why don’t you—why don’t you assert yourself once in a while
1ns_tea}d|of having me have to be the one that says “No” to peo le‘;
(Virginia nods approvingly.) o

.(Lmda has just congruently criticized her husband, whom she
prevzousl.y described as someone she loves——"wonderfz,tl and kind
and sensitive.” This example shows that she can criticize someone
she !ove’s de?pbz. This is a counterexample to Linda s belief that her
m-otl?er_‘s criticism of her is proof that she doesn’t love her. Next
Virginia will presuppose a parallel between Linda's judging and her

mothers judpi : )
mother.) Judging. If Linda can judge someone she loves, so can her
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19:22 VIRGINIA:  All right. Close your eyes now, and just let
yourself (Saying “Close your eyes now, and . .. " links an easy task
with what follows [linkage]. “Let yourself . . . " presupposes that

whatever she describes next will happen automatically unless Linda
interferes. Virginia places her hand gently on the small of Linda’s
back.) into how you feel about that wonderful judge inside yourself
(By saying “wonderful” in a warm, congruent voice, Virginia makes
it easier for Linda to accept and recognize her own judging. Virginia
directs Linda’s attention to her feeling response to being a Jjudge.
Linda smiles, then laughs shortly.) which your mother also has. (By
saying “which your mother also has,” Virginia gently presupposes
an identity between Linda and her mother.)

19:30 LiNDpa: 1don’tlike it.

19:31 VIRGINIA: Now I want you to keep your €yes closed
and look at that judge [linkage}. (Now Virginia asks Linda to see the
judging behavior she has just expressed as separate from her [disso-
ciation].)

19:35 vIRGINIA: That judge is a possibility for you to take a
look—the kind of judge you ve got and the kind of judge your mother
had was pretty hard on both of you. (Virginia restates the identity
between Linda and her mother, and goes on to include the mother as
a victim of this judging, rather than a judge. The presupposed message

is, “Your mother also has a judge who is hard on her.” The judge is no
longer the mother, but is redescribed as separate from the mother,
who also feels the unpleasantness of being judged. Linda nods.) Do
you notice that? (Presupposing all the foregoing)

19-45 LINDA: Umhm.

19:46 VIRGINIA: OK. Now, judges can let people go free;
they can imprison them. They can also take what they see in front of
them (Virginia gestures palm up in front of Linda’ face) and give
guidance. Now, what kind of a judge do you want for you? (Virginia
is apparently offering Linda a choice among three alternatives.
Actually she is restricting Linda’s choices 1o these three, since it
unlikely that Linda will take the time to think up a fourth possibility.
And since the first two choices—freedom and imprisonment—are pre-
dictably unacceptable to Linda, its really no choice at all, but a way

e e o T, N R AT TR
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?f grfzcefully offering Linda a new behavior that is balanced between
Judging and indifference. This is also emphasized by Virginia's hand
gesture right in front of Linda s face.)

19:58 LiNDA: A guiding judge.

. 20:00 vIrGINIA: All right. Now open your eyes now, and
think, “I now have a guiding judge inside of me.” OK? (“Now'open
Your eyes now" is a request that Linda knows is easy to do. *And” is a
hypnotic link to what Virginia wants her 1o do next, implying that it
will also be easy. Asking Linda to “think " she has a guiding judge is a
Jfirst step toward presupposing that she has one. Since you can think
any{hz‘ng, Linda won t object to trying it out. Next Virginia will shift from
asking Linda to “think” she has a guiding judge to presupposing it.)

20:05 vLiNDA; Umhm.

. 20:'(')7 VIRGINIA:  Now, when you have that guiding judge
(“When” presupposes that Linda has a guiding judge) how can you
use (“How can you use” presupposes that Linda will do it; it’s only a
question' of how) that guiding judge to be able to signal to your hus-
band-—like later you will signal to your mother— (This presupposes
that Linda will later do the same with her mother. This is another
clear indication that Virginia has a definite plan for what she will
do with Lz’nda Iater in this session.) “I hear you. I hear you, and let me
sha_lre_ with you what happens for me when that happens.” That’s your
guiding judge. Just let the words come out of this beautiful throat of
yours and see what happens. (“'Let the words come out” presupposes
they will come out on their own; all Linda has to do is allow it. She
uses a presupposed compliment— “this beautiful throar of yours"— to
help access a positive, loving state from which to ‘judge.”)

' (A summary of what Virginia says in this paragraph is: “If you
think you have a guiding judge, you will have a guiding judge, and
therefore you will say more useful things to your husband, and later to

your mpther, and all this will happen without any conscious effort.”
This kind of hypnotic communication may not be “logical,” but it’s
compelling when its presupposed and delivered congruently.)

] 20:3-4 LINDA (pausing for six seconds and then smiling
slightly, w1thf1 soft voice): I— (moving both feet a couple of inches
closer to her “husband™) It would be helpful to me . . . (Linda gestures



72

toward her “husband” with her left hand palm up—indicating more
feeling involvement than with the previous pointing and judging) if
sometimes . . . you would assert yourself and be the person that says
“No” to people on the telephone, because it’s real difficult (Linda
places her left hand on her chest) for me to be in that role all the
time.

(Linda s communication with her “husband” is straightforward
and direct—in contrast to her previous resentful blaming [19:18].
Since Virginia has presupposed that Linda will later do the same with
her mother [20:17), this is, in effect, a rehearsal for later speaking
directly with her mother.)

20:47 VIRGINIA (softly): OK, now close your eyes, and I
want to ask you to ask yourself, “Is it possible that you have ever . ..
done the same? [linkage and switch referential index] (By gracefully
asking, “Is it possible™ [conversational postulate] Virginia also makes
it easier for Linda to answer “yes” to the question than if she had
asked, “Have you done the same?” or, “Are you as bad as he is?”)

20:58 LINDA: Been a wimp, you mean?
21:00 VIRGINIA: Yeah.

21:01 LiNnpa:  Of course.

21:02 VIRGINIA: In your language.
21:03 vLiNpA: Umhm.

71:04 VIRGINIA (softly): All right, now look up with your
beautiful eyes and just ook at him and say, “I know what wimping is,
I’m working on it, too.” [linkage] (By using the embedded compliment
“vour beautiful eyes,” Virginia brings a feeling of love and accep-
tance to what might otherwise seem like admitting a flaw. Linda and
the group laugh heartily.)

21:11 LmpA:  Umhm. (Although Linda has not overtly done
what Virginia asked, her response clearly indicates that she has done
it willingly in her internal experience, so it s not necessary to ask her
10 do it out loud. By having Linda acknowledge this same flaw in
herself, she helps Linda create a relationship of equality between her-
self and her husband, rather than a relationship of judge to a person
being judged. As Linda infernalizes this equality it will change her
behavior, and that will make others mare receptive [0 what Linda has
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to say. B_y acklnowledging this similarity between herself and her hus-
band, Linda is also implicitly acknowledging her similarity with her

mother, since Virginia has previously equated Linda :
h
her mother [20:17).) y eq inda s husband with

' _21_:13 VIRGINIA: All right. Now when you discovered
(Yxrglnla fac.:es Linda and takes both her hands in hers) your own
wimpy—which you said, you nodded—

21:18 LmDA: Umhm. Right,

21:19  VIRGINIA: All right, one of the things that bothered you
about that—when your husband did it—was that it put you in a space
where you didn’t want to be.

21:31 LINDA: All the time.

21:32  vIRGINIA:  Well, that’s the way you accepted it.
21:34 Lmwpa: OK.

21 :3§ VIRGINIA:  OK. There’s no reason you have to accept it
but you did. (Here Virginia helps Linda shift her focus to her ow1;
partuu.z the interaction. Rather than experiencing herself as “help-
{ess in response to her husband s behavior, she can choose to accept
it or not. This places Linda in an active rather than passive role.)

21:38 LinDA: QK.

‘ 21:39 VIRGINIA (stepping aside so that Linda can face her
‘rnoth.er” again, Virginia continues to hold Linda’s left hand with her
own right hand, and speaks to Linda’s “mother”): All right. Now
stan.d outside just a little bit here, now. And [Linda] remember. when
[ sa@, “Can you thank her (gesturing toward Linda’s “mother”) for
noticing you™? [15:26]

21:48 LiNpA: Umhm.

21:49 VvIRGINIA:  And you said, “I don’t want to do it.”
[1.5:46’] Now, what did it mean to you to thank her (gesturing toward
Ll'nd.a s “mother”) for noticing you? (Virginia starts by describing
th.zs fncident in the past: “remember when I said,” *“you said,” “what
did it mean . . . .” She could have used present tense: “What does it
mean . . . " Putting Linda’s objection in the past tense is a gentle
suggestion to dissociate from it, making it easier for Linda to think
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about the meaning “back there.” It is also an invitation 10 leave the
objection in the past and move on to a new meaning that would be
congruent with her thanking her mother. Linda follows Virginia s lead
and describes the event in past tense.)

22:00 LINDA: Ithink it meant thatum. .. ifl acknowledged
that . . . she—Let’s see, that I was almost going to have to defend
myself more, maybe. If I acknowledged that she noticed that I was
thin, that it would open up a whole new—

22:19 VIRGINIA (strongly):  No, that’s not what I said!
22:21 Linpa: Oh,

2292 VIRGINIA: There’ a very different thing from noticing
me. (Since “noticing me”' is emphatically marked out as an embedded
command it also has the meaning of telling Linda to pay attention and
notice what Virginia is telling her to do.)

20:24 LiNDA: OK, tell me what you're saying here. (4¢ this
point Virginia has used essentially the same sentence ten times [14:38,
14:40, 14:50, 15:33, 15:36, 15:40, 18:00, 18:05, 21:39, 22:49], but
Linda still hasn't understood it, so Virginia persists.)

2297 VIRGINIA: I'm saying, “Thank you for noticing me.”
(“Noticing me” is different from “noticing I am thin.”)

22:31 LmpaA: Unmhm! (Linda looks up with sudden recog-
nition and laughs.)

72:33  VIRGINIA: Isn’t it better to be noticed, no matter what
for?

22:38 LINDA: Boy! (smiling and shaking her head slowly
from side to side, still uncertain)

22:40 VIRGINIA: Let’s just see what happens to you. (to her
“mother”) Would you move back a little bit. (to Linda) And just say—
let your body say, (Again, Virginia uses “let” and adds “your body
say,” presupposing that Linda'’s body—not her mind—will speak if
she will only allow it to happen.) “Thank you for noticing me.” [direct
command] Let’s see what happens. (By framing this at both the begin-
ning and end of the instruction with “Lets see what happens,”
Virginia focuses Linda’s attention on what will occur during and after

she does what Virginia asked. This presupposes she will do it, and
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tends to take Linda's attention away from thinking about whether she
wants to do it or not.)

22:49 LINDA (reluctantly): Thank you for noticing me.

22:51 vIRGINIA:  All right. That’s all you're saying “thank
you” for.

22:54 LmwDpA: Umhm.

22:55 vIRGINIA:  All right. How did that feel inside?
22:57 LmpA: Dishonest.

22:58 VIRGINIA: Ah hah. What's dishonest about it?

23:01 vLINDA (gesturing toward her “mother” with her right

hand, palm up) Because I'm tired of only being noticed by her in
negative ways.

23:05 VIRGINIA (impatiently): You want to be noticed differ-
ently, and I'm giving you a way to do it. [embedded command]
(Virginia paces Lindas wanting a more positive response from her
mother and links this motivation to what Virginia is asking her to do.)

23:07 LiNpA:  Or nor—I'm willing to even rot be noticed.

23:09 viramNIA: [ know, and that would be a terrible thing,
(Virginia knows that the isolation of not being noticed at all would be
Jar more harmful than the conflict involved in being noticed in nega-
tive ways—a fact that small children who are ignored display implic-

itly in their continued striving for contact, no matter how painful.
Linda laughs.)

. 23:13 vIrRGINIA:  Tell me what’s going on in your objection
business here. (Since Linda has an objection to doing what Virginia
asks, Virginia needs 1o know what the objection is, and satisfy it
before Linda can proceed congruently.) |

. 23; 17. LINDA:  Because I think that my mother only notices
me 1 negative ways. (Linda continues to focus on her mothers behav-

for and her own feelings in response to that behavior, rather than on
her mothers positive intention in noticing.)
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23:21 VIRGINIA: OK, would you like to change that?
(Virginia uses Linda’s objection to build motivation, ghing the embed-
ded command “change that.”)

23:23 LINDA (emphatically): Yes!
23:24 VIRGINIA:  All night. Now—

2325 Linpa: I think. (Linda smiles, recognizing her ambiva-
lence.)

23:26 VIRGINIA: “You think?” (Linda lagghs -and nods, and
she and Virginia both smile; the group laughs. _Vlrgnua looks dovyn
and to the left.) All right, I want to now make a big concept out of this,
and let’s see what happens.

23:31 1mNpa: OK.

73:33 VIRGINIA: Your mother really never believed that you
cared about her. (Virginia is again asking Linda to c?nsider her
mother’s thoughts and feelings, so that Linda can begzrf to under-
stand her mother’s behavior in a different way. More L.vpe,czﬁcally, she
is taking Linda s implicit complaint—"My mother didn’t care abou’z:
me"—and reversing it to “You didn’t care about your m,other.:
However, Virginia softens this by stating it only as the mothers belief
[model of the world], not as fact.)

23:37 LINDA: Umhm.

23:38 VIRGINIA: I’m sure. I'm sure she thought you car.ed
much more for your father. [model of the world] (This is somefhmg
that Virginia already knows Linda agrees with fullyz but restating z,t
adds strength to this new attempt 10 get Linda to consider hgr mothers
feelings and motivations—which will give new meaning to the
mothers critical behavior.)

23:40 LINDA: Umhm.

73:41 vVIRGINIA: Can you visualize (looking up), or even
understand in some way, how a woman could feel that one of her
children (Virginia gestures toward Linda) didfl’_t care a’l?ou_t h'er.?
(Virginia gestures toward “mother.” By using ‘vzsuql:ze, Virginia
begins by asking Linda to think of this dz'ssocu‘zt?c_i, using a conversa-
tional postulate, and then broadens the possibilities to the gem:’ral,
“or even understand in some way,” which can serve as a bridge
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toward association and identification with her mother. Saying “a
woman"” instead of “your mother” makes it easier for Linda to think
of the situation in a general way, or even to identify with her mother—
Linda is also, after all, a woman. Linda has been presupposing that
her mother doesn't care about her; so Virginia knows that Linda knows
what it feels like to have someone not care about her. Linda has also
been vigorously claiming that she and her mother are very different.
Asking in this general way gently asks Linda to begin to see that she
and her mother are similar, rather than different.)

23:47 vLINDA: Umhm. (4lthough Linda agrees, she is not
responding as fully as she could, so Virginia continues to try to get
Linda to experience more fully what her mother must have feit.)

23:48 vVIRGINIA: All right. Have you ever had the feeling
that somebody didn’t care about you? They cared more about some-
body else? (Virginia could have said directly, “Look, you feel that
your mother didn't care about you.” Instead she uses a general ques-
tion— “Have you ever had the feeling that somebody didn 't care about
you? " This allows Linda to find any example of this, without Virginia
directly confronting her with the similarity between herself and her
mother. At the same time, it is an explicit instruction to Linda to put

herself “in her mother’s place” [switch referential index] in regard to
this feeling.)

23:53 LINDA: O, definitely! (Now Linda is responding
fully.)

23:54 vIRGINIA.  Allright. So you know what that feeling is
like.

23:56 Linpa:  Umbhim,

23:57 vVIRGINIA: Now, your mother (gesturing toward
“mother™), I think, has the same feeling. Now let’s see what happens.
Your mother has to be on the protection side for herself with you.
Can you see how that would be? [conversational postulate and embed-
ded command] (Linda has previously expressed the need to protect
herself from her mother 5 not caring. By saying that the mother had to

protect herself, Virginia draws another implicit parallel between Linda
and her mother.)

24:09 LmNpA: Umhm.
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24:10 VIRGINIA:  All right. She wants to be, she wants to pe
someone who is important to you. (Now Virginia states a new positive
intention for the mother, one that Linda is likely to welcome and
accept, since Linda also wants to be important to her r{wther.) Look
what she picks. Your weight, your voice, and your mus1ca.11 talent. By
any chance do you think you're too thin? (Now Virginia {s searching
for points of agreement between Linda and her mother, wzt'h regard to
the specific criticisms her mother makes, continuing to build her case
for the similarity between them.)

24:26 LINDA: I think I'm too thin, but (laughing) there isn’t
anything [ can do about it. {Linda totally ignores the point f’f agree-
ment, so Virginia interrupts to bring her back to recognize it.)

24:29 VIRGINIA: But wait a minute.

24:30 LmNpa: Oh.

24:30 VIRGINIA: Wait a minute. [repetition]
24:31 Lmpa: OK.

24:31 VIRGINIA: All right, so you join your mother, “Thank
you. I have the same observation.”

24:35 LINDA (laughing): I will not say that to my mother!
(Although Linda refuses to say it, she is implicitly admitting that she
agrees.)

24:37 VIRGINIA: Al right, go on being stubborn. (Virginia
presupposes that Linda has been stubborn. At this point it’s enough
that Linda admits her agreement to Virginia; she doesn't have to
actually say it to her mother—which is something she objects to doing
at this point.) Tt's OK. And now about your voice. Does that ever get
100 loud? Have you ever noticed that for yourself?

24:47 LINDA: Yes, sure.

24:48 VIRGINIA: All right, so you say, “I notice the same
thing.” (By saying, “So you say,” Virginia is creating a situation ‘that
is close to Linda actually saying this to her mother. When Linda
recalls it later, she may not remember whether she actually said 1:t or
not.) Now, have you noticed that you have not been . .. ah. .. utiliz-
ing your music?”
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24:59 LINDA: Maybe to what she would like. I feel like [ use
my music quite a lot.

25:.03 vIrGINIA: OK, so you’re in touch with your music in
a way that she doesn’t know about. (This statement gently reframes
her mothers criticism as “not knowing.” [meaning reframing]) Or if
she knows about it, it doesn’t fit what she would like. (Virginia

reframes disagreement as simply the result of different preferences.
[meaning reframing])

25:10 LmpA: Umhm.

25:11 VIRGINIA: Now, I notice you are giving me lots of
resistance. (Linda laughs.) And that’ typical, because it would be
like if I—See, this is the game that people play. (By using the general
word “people,” Virginia returns to speaking about Linda’s issue in
universal terms. She also presupposes that people are in the active
role of playing a game. By using the word “game,” what Linda is so
concerned with is described as “not completely real.” [model of the
world] Virginia lowers her voice.) And it’s a sad game. And that is, [
turn my parents into devils and saints.

25:25 1mNpA: Umhm.

25:26 VIRGINIA: And if my parent (gesturing toward
“mother”) really cared about me, she would have dealt with me dif-
ferently (gesturing back and forth between Linda and “mother™) or he
would have.

(Although Virginia is speaking in general terms, her nonverbal
gestures clearly indicate that she is talking about Linda and her
mother. By talking in “quotes,” as if Virginia were one of these “peo-
ple,” she makes it easy for Linda to think of this as a description of her
situation—one which is the same as Virginia s earlier statement about
her mother not believing that she was cared for [23:33]. This draws
Yyet another parallel between Linda and her mother. The previous two

minutes have been entirely devoted to pointing out similarities
between Linda and her mother.)

25:35 VIRGINIA: Now, what I’'m—in a way I’m asking you to
do a great big thing, which is to respect the fact that (reaching out to
Linda’s “mother’s” shoulder and speaking softly) she grew up however
she grew up. (Calling what she is asking Linda to do “a great big
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thing” acknowledges the strength of Linda s objection. Virginia again
turns Linda's attention to the “prior cause” of her mother’s behav-
ior—how she grew up.)

25:44 LINDA (nodding): Umhm.

25:45 VIRGINIA: She didn’t grow up with any kinds of skills
about how to be affectionate. She didn’t know that. (Linda nods.) She
didn’t have anybody say to her (moving toward “mother” gently and
touching her arm), “Oh, you’re wonderful”

She got instead (harshly), “What are you doing that for?”
(Virginia slaps “mother’s” arm. Linda nods.) “Always disobeying.
(Virginia raises her left arm sharply in a threatening gesture, as if
preparing to strike, repeating this gesture after each of the next three
sentences.) I'll clout you.” (Linda nods.) “You’ll probably come home
pregnant in a few minutes.” (Linda laughs.) I don’t know. (sofily) I
mean, that’s what she heard, OK?

(Virginia continues to reframe the mother’s behavior—which
Linda has thought of as resulting from bad intentions—as simply the
result of the ignorance, incompetence, and confusion that resulted
from a deficient upbringing. Acting this out makes it easier for Linda

10 see vividly what her mother s life must have been like, and makes it
morve likely that she will have an empathic response. After stating
three examples in a serious tone, Virginia uses humor with the last
example about “coming home pregnant in a few minutes.”)

26:07 LiNDA: Umhm.

26:08 VIRGINIA: Now . .. I'd just like you to be in touch
(gestures in a long arc from Linda to her “mother”) with whatever
feelings that gets for you (Virginia presupposes that it results in feel-
ings) to be now in touch with something about ker inside. What is
that? (Virginia asks Linda to switch referential index with her mother
in the scene Virginia has just created, and 1o notice her feelings as her
mother: “be now in touch with something about her inside.”) What
happens for you? (Virginia presupposes that something happens.)

26:24 LINDA (softly): I think it—I'm really scared of feeling
the depth of her pain. (Linda gestures toward her “mother,” palm up.
Before, Linda saw her mother as being vindictive;, now she presup-
poses “the depth of her pain.”)
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26:29 VIRGINIA (nodding): OK. I think that? .
tant thing, &) ink that’s a very impor-

26:32 LinpA: Umhm,

26:33 VIRGINIA: That was true, and around you all the time.
Your father couldn’t do it, because it was too much; the pain was too
strong. He also, also I think, did everything he could to make her life

l.i ghte.r. (Virginia presupposes that Linda s father also felt pain, mak-
ing him similar to her mother.)

26:46 LINDA (nodding): Umhm.

. 26:47 VIRGINIA: In addition to taking care of the kids
(Linda nod.s.) Also, at the same time, the behavior that came out of.‘
that was rejecting behavior—but not because ske was rejecting. OK.
But you couldn’t know that. (Now Virginia reframes Linda's old per-
cep.tzon and response—in the past—as a reasonable response to lack
of m{b.rmation. [meaning reframing] By saying, “You couldn 't know
that,” in the past, Virginia presupposes that it is true, and that Linda
can know it now.)

26:59 LINDA (nodding): Umhm.

27:00 vIrRGINIA: When you're a little kid—would you get
down on your knees to show that you are little? (Linda kneels, giving
hef a perspective she has had only occasionally since she was a small
chzlaf. This is a nonverbal invitation to become a small child again.
Virginia lets go of Linda's hand that she has been holding.) All tight.
A'md"so she’s coming out with her “education.” (Calling this “educa-
tion ‘ again z:mplz'es a positive intention behind the mothers criticism.
V|1rg1n1a points at Linda.) Your hair isn’t right. (Virginia pushes
Ijlnda’s left shoulder.) You’ve got to eat more. (Virginia pushes Linda’s
right shoulder.) You've got the wrong companions. (Virginia pushes

Linda’s left shoulder.) What else is it— Well, it doesn’t even matter.
You know what it is.

. 27:15 viRGINIA: Now, your father comes along (drawing
Linda’s “father” toward Linda) and he—without making too big a
fuss abput it—kind of draws you over to him a little bit (Virginia
pulls.hm} closer and he puts his hand on Linda’s shoulder. Linda
\yho is still kneeling, puts her arm around his waist.) and out of the;
sight of your mother, and you have something with him. Isn’t that
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how it went? (Throughout this description Virginia has used present
tense, inviting Linda to associate into the past. Then she shifts from
present to past tense in the lust sentence. [temporal predicate shift])

27:29 LINDA (softly, smiling, in a “little” voice): Yeah, he
was nice.

2731 VIRGINIA: He was nice. Yes. OK. You have to ask
yourself, “How come, if he’s so nice, how come she’s such a devil?
But that’s another question. (Virginia issues a direct command fo
Linda—“You have to ask vourself” how it 5 possible for a devil to be
married to a saint—and then brushes it aside with a hand gesture, S0
Linda is left with the question to consider, but without any opportunity
or need to respond overtly. Right after Virginia says this, Linda—
who has been looking directly at Virginia—looks away, up and to her
right, for four seconds, blinks nine times, and smiles slightly, a strong
indication that she is thinking about the question. In fact, the answer
to Virginia s question is that it s not possible, so Linda’s perceptions of
her parents must be wrong.)

27:38 vIRGINIA:  All right, so at this moment in time, (Linda
turns back to face Virginia) from the time you were very little, with
the eyes that you had, you did exactly what you needed to do, because
nobody was around. (Virginia is amplifying her previous reframe that
Linda’s perceptions arose out of the limited understanding of a small
child. This set of perceptions, described in past tense, is How associ-
ated with the kneeling position and with the past.) You didn’t come to
this seminar yet, you know. (By saying this, Virginia is presupposing
that since Linda has come to the seminar, she can have new under-
standings. Linda laughs.) And neither did your mother. (Saying this
presupposes that since Linda’s mother didn't come to the seminar,
she still can't achieve new understandings. Taken with the previous
statement, the implication is that Linda is the only one who can
change to improve her communication with her mother.)

27:52 VIRGINIA: Now you are grown up, and it’s like you
took all of these learnings and you said in effect—Would you get up
now? (Virginia reaches for Linda’ right hand, gently pulls her up, and
continues to hold her hand. When Virginia says, “Now you are grown
up,” and pulls Linda to a standing position, this is an invitation to
leave old childhood behavior behind. This is supported by Virginia’s
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describing her childhood in past tense [dissociation].) You said in
effect “My mother did not find me acceptable. She did not find me loy-
able.” (Linda keeps her hand on her “father’s” lower back, while he
moves his hand to her lower back. Virginia continues to hold Linda’s
right hand with her left, and speaks softly. Virginia uses the word
“find” with regard to Linda’s being acceptable and lovable, which
presupposes that she is acceptable and lovable.)

28:08 VIRGINIA (harshly): “And for that I will make her
pay!” (Virginia looks intently at Linda and gestures almost in her
face with a raised finger, repeatedly.) The revenge kind of thing that
comes out of this. (Virginia shifis to present tense when she describes
the desire for revenge—as a result of the old childhood conclusions
[temporal predicate shift]. As Virginia plays the role of Linda being
vengeful, she does it directly to Linda, placing Linda in the position of
receiving what Virginia is saying. The effect of this is to put Linda into
her mothers shoes [switch referential index). Linda nods, and Virginia
turns to the group.) How many of you know that one? “I’m going to
make. you pay!” (Virginia repeats her statement with the intensity and
the finger gesture directed toward the group. Linda and the group
laugh [normalization].) All right, I would—when you hear this, I
don’t want you to start doing a downer on yourself (Virginia turns
back to Linda again), but the conclusions were that if you were—if
she': was any good, (softly) she would have found your lovability.
(Virginia begins the preceding sentence with present tense and then
shz'fL.s to past tense when describing the old conclusions [temporal
predicate shift]. By using the word “found,” she presupposes Linda’s
{ovabz‘lz'zy.) All right. So now you are at a space, and what is she now,
in her seventies? (Getting her mother’s age at this point creates a
separation between the mother of Linda s childhood, who “deserves”
revenge, and the mother of today, who is an old woman.)

28:38 LINDA: Eighty-three.

28:39 virGinA:  Eighty-three. OK. She’s still trying to find
a way to be meaningful to you. (By saying, “She’s still . .. ” Virginia
presupposes the rest of the sentence. Linda nods.) I don’t want to
push anything down your throat. (Linda nods.) What I am saying, it’s
like two kids that are battling in a family, and one wants to kill the
other one. (Linda nods.) And one will say, “Listen, no matter what you



84

do, I'm not going to do it! There! I'll kill you first”” The one says,
« ot unless I kill you first.” '

We“&;ly using a metaghor of two kids, Virginia mak‘es it 'easzer for
Linda to think about her situation lightly and in a dissociated way.
This metaphor also contains a presupposition that the battle.! results
from limited understanding, and feelings that are momentarily more
intense than the situation warrants. Equality and symmetry are also
presupposed in the story; no one is at fault.)

20:04 VIRGINIA: All right (looking down left). What are we
doing? We’re talking about the vulnerability. (By saying “t.he vulne}r‘*a—
bility” it is unclear whether Virginia is talking about Linda or erl‘
mother, thus reinforcing the similarity between {hen?‘.) And you -St‘lll fee
the feeling that she was rejecting you. (By saying still,” Virginia pre-
supposes that the feeling belongs to an earlier tzm‘e, am? also preizépi
poses a distinction between feeling rejected gna’ being :ejected. [mode
of the world] Linda nods.) Now, when I said to you, (-Ja'n you hqnor
the fact that she noticed you?” that was hard. (Vzrfgu?z.a des.crzbes
Linda’s difficulty— “that was hard"—in past tense, inviting Linda to
leave it in the past. Then Virginia shifis to present tense for the next

task. [temporal predicate shift]) I want you to ask her (Linda’s -

“mother”) a question, and you (Linda’s “mother”) answer however it
comes out. “Have you ever loved and valued me?” (tc_) meia) ifxsk h-er
about that. (Virginia tries another approach to changing Linda s belief
that her mother didn’t care—asking “her” directly.)

29:29 LINDA: Have you ever loved and valued me?
29:31 “MOTHER™ Yes, but I couldn’t say so. (Linda nods.)

29:35 VIRGINIA (to Linda’s “mother”): Not only Fhat. You
had dreams that she could be what you were not. (Linda smiles.) Tel’l
her about that. (Virginia presupposes these dreams. She doesn't
depend on the woman who is role-playing, but adds words she knows
could be useful in changing Linda’s belief.)

79:44 “mOTHER™ I wanted all the things for you that I didn’t
have or couldn’t have. (Linda nods.)

29:49 VIRGINIA (to Linda): Do you believe that?
29:50 LINDA (nodding): Umhm.
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29:51 VIRGINIA (softly): Come closer, just a step closer,
(Linda steps closer to her “mother™) while you let yourself believe
that. (4gain Virginia links something that 5 easy—stepping closer—to
something she wants to have happen with “while,” which presup-
poses that what follows is true, and says “let yourself” to presup-
pose it will happen on its own.) And she had what so many people of
the world [have], a way of training and teaching which was (very
softly), “How bad you are,” and “Why aren’t you different?” (Virginia
reemphasizes the mother s limited background as the reason for her
critical behavior, and redescribes this as a “way of training and
teaching.”) And 1 know you know a lot about that. (This is ambiguous:
it can mean both “You have experienced this from your mother,” and
“You have also done this.”) So as you look at her now, what are you
feeling? (This question is a way for Virginia to check how well her
reframes and presuppositions have worked.)

30:11 vLiNDa (beginning to cry):  Um, I’'m feeling love.
30:14 virgmIA: OK.

30:15 LINDA: And sadness.

30:16 VIRGINIA (softly): OK. Now what I'd like you to do is
just be with that for a moment. (Linda nods) Because as you (a tear
runs down Linda’s cheek) sense that feeling of love and sadness
[embedded command] (Linda nods), you begin to feel something dif-
ferent in here. (Virginia gestures toward Linda’s midsection. By saying
“as you sense that feeling of love and sadness,” Virginia presupposes
that Linda will continue to sense these feelings and then links that—
still by presupposition—with beginning to feel something different.)

30:26 LINDA (nodding and closing her eyes): Umhm.

30:29  VIRGINIA (sofily delivering what is essentially a hyp-
notic induction that continues to [31:13]): See, one of the things
that saddens me so much, Linda, is how many people miss love in
their lives (Linda nods) because there hasn’t been anyone around to
help them to discover it. (Linda nods. Virginia is using a deliberate
ambiguity; by saying “many people” she is talking about both Linda
and her mother without overtly mentioning either. Thinking of love as
something to discover presupposes that it’s already there, waiting to
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be recognized. This is different from thinking of love as something
you do, get, or give, for instance.)

30:44 VIRGINIA (softly): When we are little children, what
we do is we do the best we can. (Linda nods. Again, Virginia delivers
the key presupposition that people do the best they can, and by using
the inclusive “we " —four times—she is speaking simultaneously of
herself, Linda, and her mother. This is easiest to verify by thinking of
little kids, whose lack of understanding and limited background and
abilities are so obvious. If a person really believes the presupposition
that people always do the best they can, then there is no possibility of
blame, anger, or resentment. When people behave badly, it just some-
thing to be understood—and changed if possible, or avoided if it’s
not possible to change it.)

30:50 VIRGINIA (softly): Your mother, T can tell you, ina mil-
lion years would never have ever thought that she was in any way dis-
crediting you. (Linda nods.) She came out of an era of ignorance, and
she came out of an era where she felt that she couldn’t look at herself
as of value. (Linda nods.) And she was following the same old “don’t”
pattern. (Again Virginia makes the reframe that Linda s mother s crit-
ical behavior arose out of good intentions, but was blocked by igno-
rance and misconceptions.)

31:13 LiNDA (nodding): Umhm.

31:15 VIRGINIA: So at this moment in time—Where is that
husband of yours? Would you come and stand beside your mother-in-
Jaw? OK. What you said about him, “He’s wonderful.” I want you to
look at him, and while you’re thinking he’s wonderful, would you out
loud say, “I"'m wonderful, too.” See what happens to you. (“I want you
10 look at him”” is a simple request. “And” links this to the presuppo-
sition “while you re thinking he’s wonderful,” and to the following
request to say to him, “I'm wonderful, t00." "See what happens to
you" focuses Linda’s attention away from having to agree or disagree
with the statement “I'm wonderful too,” as well as from the request to
say it out loud. Bringing up Linda’s husband provides an opportunity
to access some positive self-worth. Having him stand next t0 Linda’s

“mother” will help connect this wonderfulness to her also.)

31:33 LINDA: [’'m wonderful, too.
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31:34  viRGINIAT  How did that feel to you?
31:36  LINDA (nodding): It felt—wonderful. (Linda laughs.)

31:38 VIrRGINIA:  OK. Now, I want you to look at your
mother, and know that if she knew what you know now, she could say
tl?e same thing. [switch referential index] (Virginia uses “and” to
link the simple task— “look at your mother —with the presuppositions
that follow. Previously Virginia had asked Linda to say “I'm won-
derful” and Linda says it felt wonderful to say it. By saying, “What
you know now,” Virginia presupposes that Linda now knows more
than she did earlier, and that is what made it possible for her to say,
“I'm wonderful” This is an example of the assumption that, wher;
people know better, they can change what they do. Virginia specifi-
cally presupposes that if Linda’s mother had been through the semi-
nar, she could be different. However, since Linda is the one going

though the seminar, she is the one who can change. Linda nods.) And
what does that feel like for you?

3.1 :52_ LINDA:  It's—(closing her eyes briefly) It’s interesting.
[ feel like if T were to say some of the things that I really want to say

to her (Linda’ voice quavers)—both painful and wonderful—that
that’s very scary.

32:06 VIRGINIA (nodding): Yeah, she would cry.

32:07 LmNDA: Because it would unleash all of this emotion in

her, because I've never seen her cry in my whole life, you know—that
kind of thing.

32:11 VIRGINIA:  And if she were to cry, can you bring a box
of Kleenex along? (Virginia reduces Linda s fear by using a humor-
ous voice tone and a conversational postulate that gives her a simple
and direct way of coping with her mother s tears. Linda nods.) That’s
almost the only thing that happens when people cry—is they have
tears.. [repetition] (Linda laughs.) I've never see any building explode.
(Talking about a building exploding [exaggeration] puts Linda s catas-
trophic fears about the consequences of her mother expressing her

Jeelings into perspective.) And if you think there are going to be tears,
I always think it’s a kind, courteous, loving thing to do to bring
Kleenex. (Virginia again offers a simple, direct, specific way to deal
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with her mother’s tears, described in a way that presupposes that the
way to deal with tears is with kindness and love.)

32:29 LINDA (nodding): Me too.

32:30 VIRGINIA: All right. So, now, as you look at .her, and
are able to connect with her and to talk to her abouF the things you
found painful and wonderful, what does that ttec.:l like to you? (fy
saying, “Now, as you look at her and . .. " Virginia presupposes t at
Linda is “able to connect with her and to talk to her about the .thmg.'s
you found painful and wonderful . .. " and ti.zat L‘z:nda has feelings ml
response to that. In order to answer the questzon,. Whar.does that flee
like to you?” Linda has to do the rest of the instruction. F(?cusmg
Linda’s attention on what comes afterwards tends to put her into the
experience of doing it.)

32:44 LINDA: Very scary. (Since Linda has another objec-
tion, Virginia needs to back up and deal with it.)

32:46 vIRGINIA: OK. All right. As you think about the scari-
ness, what is the picture that comes to you? (Virgin.ia pr.esu{oposes
that a picture will come, and she gestures in the air to indicate a
location for the picture. Virginia asks Linda for the picture she ha_lv,
not about what her mother would do. [model of tl'le world]) The seari-
ness. (Virginia gestures again in the air.) What picture are you seeing
that makes it scary?

33:00 LINDA: The only—I don’t see a picture, I just—I l-lave
a feeling of . . . just finally being that close to some'body. (Linda
states explicitly the connection between her difficulty with her mother
and her initial wish to be able to connect and be close to others.

[0:22, 1:02])
33:10 VIRGINIA (nodding): OK.

33:10 LiNDA: That vulnerability or that touching, (Virginia
nods) or seeing my mother do something I’ve never seen her do
before—express any emotion other than anger.

33:18 VIRGINIA (nodding): OK. All right.

33:19 LINDA: It’s just scary.
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33:20 virGINIA:  OK. That's because it’s new. (Virginia
reframes the fear as a response to the newness—not to some inkerent
danger. [meaning reframing])

33:24 LINDA: Yes, in our relationship.

33:26 VIRGINIA: OK. Are the odds—and this takes at this
moment in time—strong enough (Virginia presupposes that the odds
are strong at this moment in time) for you to risk seeing something
new that you ve never seen before? [embedded command)]

33:383 LINDA: Dve asked myself that question a lot with—but
only in terms of my mother. (4s Linda thinks about the question in

relation to her mother, she is still reluctant, so Virginia changes the
Jocus to Linda herself))

33:42 vIrGINIA:  Well, let’s see about you, because this has
really to do with you. (Again Virginia makes the distinction she made
previously [8:03, 15:48, 16:00, 32:46] between the mother herself
and Linda s images of her mother. [model of the world])

33:47 LiNpA:  Iam do—I feel that I am doing that—

33:49 virGINIA:  Look at her now. (If Linda is, in fact, doing
something effective about her ability to connect with people, this will
be evident in a role-play enactment. By saving, “Look at her now,”
Virginia is starting the process of testing this experientially.)

33:50 LNDA: —in other relationships. I feel like I’m work-
ing out my relationship with my mother in other relationships.

33:56 VIRGINIA (firmly): That will not be the same. Those
people out there are not your mother. (gesturing toward Linda’s
“mother”) This is your mother. (Virginia knows that “working it out in
other relationships” will not be nearly as valuable as resolving her
resentment with the arch-enemy of her childhood. When Linda can

come to resolution with her mother, this will generalize to all other
close relationships.)

34:05 viIrGINIA:  You know what I have a hunch about? You
don’t want to lose. (Linda laughs.) And so you think if you start talk-
ing to your mother like this, she will have won. That’s a strong feeling
I'have. Is there any value to that—validity? (Virginia presents this as
a hunch, treating Linda as the expert on her own Jeelings.)
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34:19 LINDA (hesitantly): No, I'm not—I'm not—feeling
that. (4lthough Linda consciously disagrees, she unconsciously says
“feeling " emphatically—while the rest of the sentence is hesitant and
unsure, indicating that there is at least some truth in what Virginia
suggested.)

34:24 VIRGINIA: What are you feeling? (Virginia easilfv
accepts Linda s rejection of her hunch, and simply asks what Linda is

feeling.)
34:31 LINDA: I think I'm afraid to come out of hiding with
my mother.

34:35 VIRGINIA: OK. Would you start off—let’s do a little

role play here and just see what happens. (Virginia speaks to th‘e
group, inviting its participation in what is essentially a direct hypnotic
induction full of generalities [non-referring noun phrases], spoken in
a distinctly different tone and tempo, which is also directed at Linda.)
What I’m doing here, is I am hoping that what Linda is so beauti-
fully allowing herself to do—the content may be painful but the pro-
cess . . . . (Virginia compliments Linda with the presupposed
“beautifully allowing herself to do "’y We all have these things inside
of ourselves in one way or another. And the process of allowing our-
selves to move in a different way is what is being manifest here.
(Virginia presupposes that what is happening is “the process of allow-
ing ourselves to move in a different way.” [embedded command]
Virginia speaks to Linda again.) Remember where you came; you
came from, “I feel power sometimes, and I feel wimpy sometimes.”
What 1 said [was] the wimpiness comes when you feel impotent.
(Notice that Virginia is still focused on the initial outcome.)

35:11 LiNDA: Umhm.

35:12 VIRGINIA: And what I gather in your mother, the
impotence comes because you never really felt valued by her.

35:17 LINDA (nodding): Umhm.
35:18 VIRGINIA: That’s what I get, is that true?

35:20 LINDA: Yes. It might be an oversimplification in the
sense that—

N

35:24 VIRGINIA: Most things are. (Virginias interruption
stops Linda from becoming pointlessly analytical. The general state-
ment also invites Linda to search for examples.)

35:26 LINDA (smiling): OK.

35:27 VIRGINIA: Just like your attitude. Are you aware of
that, too? (Virginia first turns Linda s statement back onto Linda with
a general statement, directly confronting her with the idea that her
attitude is also an oversimplification. Virginia presupposes this. She
doesn t ask Linda if it is true, but rather, 'Are you aware of that?” The
“too” includes the previous statement “Most things are” in what is
presupposed.)

35:30 VIRGINIA: I mean, the feeling (Linda nods) that she’s
[“mother”] going to vaporize, or, (Linda smiles) I don’t know, you’re
going to vaporize. OK. (This example is peripheral to the central
issue, but it is one that Linda has to agree with because it’s so over-
stated. Agreeing with this example will help Linda agree with the
general statement. Linda was about to discount Virginia s summary of
Linda s situation because it is an oversimplification. Instead, Virginia
uses this to get Linda to discount her own oversimplification about the
danger of connecting with her mother—a brilliant utilization.)

35:35 LINDA (nodding): Umhm.

35:36  VIRGINIA (in a low, hypnotic tone and tempo): Because
this belongs to a time when you were very little, and where you didn’t
have ways of looking at things. (4Again Virginia restates that Linda s
response “belongs” to a past time when she had limited understand-
ing—and by implication does not belong to the present, where she

does have “ways of looking at things.”) The yearning piece inside of
you—

35:52 VIRGINIA (gestures toward the group): Bring up your
self-worth. Let’s see what your self-worth is crying for. (Linda beck-
ons to a woman who played the self-worth role for others earlier in the
day.) And let’s give somebody else a chance, because she’s “self-
worthed” out. (Linda laughs.) Look around and find somebody. It’s
OK. Anybody can do, male or female, or assorted.”

36:10 LINDA (softly): Um, would you like to be my self-
worth? (A woman comes up to be Linda’s self-worth.)
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26:19 VIRGINIA (to Linda’s self-worth): \.Noulc! you gef dt-)vs{n
behind, down below. (The woman kneels behind Linda. Vlrgil’na
speaks again in a hypnotic tone and tempo.) And I_—tl}e 3ong t\;e
been hearing from there, with what you have been saying 1s, 91 wanl. 0
be loved and valued by everybody.” Is that true or not true’ (Ear: ier
[35:56] Virginia said, “Let’s see what your self—wortlh is crying ﬁ)@ ;s
if it were something to be discovered. However, Virginia specifies it. 93,),
posing the two categorical alternatives— ‘.‘Is that true or not true:

— Virginia makes it hard for Linda to qualify her answer.}

36:35 LINDA: That’s true.

36:36 VIRGINIA (to Linda’s self-worth): Sq would you just
start that way with just maybe a little—but just very lightly, “I want to
be loved and valued by everyone.”

36:42 LINDA'S “sELF-WORTH™: I want to be loved an_d val-
ued by everyone. (Linda’s “self-worth” continues_ to repeat thzs.sen-
tence softly and plaintively in the background until [38:10.]. Havmg a
voice repeat something softly behind you and belou{ you is ffypnotzc,
particularly when you have agreed that what the voice says Is true of
you. Linda’s conscious attending and responding to wha‘t Virginia i s
saying adds to the hypnotic impact of the self-worth voice. ghe;e is
very little difference between what Virginia is doing here and @ dou-
ble hypnotic induction, in which two people offer suggestions to a
person simultaneously.)

36:45 VIRGINIA (continuing in the low, slow hyp}lotic voice):
Now there is a piece of you that says, “Bf careful.. me‘ ve got to be
careful who you get to love and value you.” (By saying, Rk who J’OI“
get o love and value you,” Virginia presupposss an acrn{e p’r'ojcess.) S
that not true? (The last sentence, known as a “tag question, " 1s @ hyp-
notic technique used frequently by Milton Erz.ckson. Askzng-a sub-
stantive question and following immedia.tely' with a tag question that
negates the first question creates a fascinating a'mbzgutty. Whatev:r
Lindas response, it will be unclear whether it is a response 'to h he
substantive question or 10 the tag question. If she agrees, it will
appear that she is agreeing to the ﬁrst question. If she drsaﬁrees, it
will appear that she is disagreeing with the 1ag question, and therefore
agreeing with the first question.)
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36:52 vLinDA: Umhm,

36:53 vIRGINIA: All right. Now, could you for the moment
allow yourself to know that you need to be cautious, but that you
don’t have to have your caution in front of you (gesturing in front of
Linda); you can have it beside you (gesturing to Linda’s right side).
(By saying, “Allow yourself to know . . . ” the rest of the sentence
becomes presupposed. The implication is that Linda can continue to
be cautious, yet in a way that doesn t interfere with her connecting
with others. By first gesturing in front of Linda and then gesturing
with a pushing motion off to her side, Virginia literally moves Linda’s
image of caution out of her way, where it won t inhibit her.)

37:08 VIRGINIA (still speaking hypnotically): And that you
can go into another place in yourself where you know something
about this lady (Virginia gestures toward Linda’s “mother.”) as a
human being, that the way she is has very little to do with you. (In this
last sentence, everything after the word “go” is presupposed. The
most important part is the repetition of . .. the way she is has very
little to do with you.” If all the mother s behavior is simply a result of
her background and has little to do with Linda, that changes the entire
meaning of the mothers behavior. [meaning reframing]) You know
that. (Tkis presupposes that all the foregoing is true. There are four
layers of presupposition here, nested inside each other. At the center
is the central issue: “the way she is has very little to do with you.”
This is presupposed within “ . . . another place in yourself where you
know something about this lady,” which in turn is presupposed as a

Place that Linda can go. The final “You know that” presupposes

everything else. Nested presuppositions are particularly hard to rec-
ognize and unravel, so they have greater impact.)

37:23 LINDA (nodding): Umhm.

37:24 vIRGINIA: 1 think a piece of you does know that. (This
statement is hard to dispute without checking thoroughly with every

“piece” of yourself! And even if you did, and no part knew it, the
sentence still presupposes that it is true.)

37:25 LINDA (nodding): Umhm.

37:26 VIRGINIA: But the hurt that’s gone on for so many
years—You want to see the dancing in her eyes. (First Virginia
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mentions the unpleasant past and then poses an attmctz'v.e future, state.zd
as a desire in the present. [temporal predicate shift] This sefs up a sit-
uation that is strongly motivating: away from pain and toward plea-
sure. Since Linda has not said anything about wanting to see .her
mother happy, this is straight hypnotic induction—indu'cmg t{ze kmdi;
of feelings Virginia wants Linda to have.) And you are Stl.ll le.avmg 1tha
up to her. (“Still” presupposes that Linda has been lea.vm,ig itup to her
mother.)) And it would be nice. (4ithough it would be nice if her mother
changed, as long as Linda insists that her mother must 'be the one toI
change, the situation remains out of her conirol, and Linda will fee
impotent and vulnerable. Next Virginia will gently suggest that Linda
could be the person who initiates change. She a_io_e's this by presuppos-
ing that Linda now has the knowledge and abzhne‘s to do this, which
her mother still lacks. This was foreshadowed earlier [27:48,31:38].)

37:37 VIRGINIA: But, what about for you, starting a.lproces’s
she knows nothing about? What about you l,_)eing that child the}t S
grown up now, who can manage on new things, becaus?‘ you’ve
tearned new things? (Virginia states a straight cause-e,ﬁect. You can
do new things because you have learned new things.”) Your mother
isn’t here.

37:52 LINDA: Umhm.

37:53 VIRGINIA: She wouldn’t know how to do this. (4gain
the implication is that since her mother isn't able to improve the com-
munication, it’s up to Linda to do it. This statement, and the egr{le:

“she knows nothing about” [37:37] gives Linda another way to ‘win
with her mother [33:53). She can win by moving on and changing in
ways her mother wouldn't be able to do.) Could you show her the
way?

37:58 LmpA: [I'dlike to.

37:59 VIRGINIA (continuing in the hypnotic voice): Look at
her, and let that be part of what you are in touch with now. ("{Jook at
her, and . . .” links a simple action with what follows, indzc?’tmg that
it will be just as easy as the looking. *And let thaf’be. - " presup-
poses the rest of the sentence. By saying “part of, ‘Vzrgzma presup-
poses that Linda will also be in touch with other things.) And kno‘:w
that showing her the way might begin to give some response for this
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little self-worth, “I want to be loved and valued” ("And” links the
sentence 1o the preceding one, and “know that . . . ” presupposes the
rest of the sentence—that if Linda did this it would give her some of
the positive response that her self-worth has been yearning for for so
long. Linda's self-worth stops saying her sentence, but stays in her
kneeling position behind Linda.) What does that feel like to you? (To
answer the question, “What does that feel like to you? " Linda has to
complete Virginia § presupposed instructions.)

38:20 LmDA (softly): I'm willing. I've been looking . . ..
for that way. (Linda is expressing congruent willingness. However,
by saying she has “been looking . . . for that way” she also indicates
that she still doesn t see what to do—even though Virginia has shown

her before—so Virginia proceeds to demonstrate to Linda in more
detail what she can do.)

38:25 VIRGINIA (nodding): OK. Now, what I would like you
to do now, and see what it sounds like. (Linda says she s been “look-
ing,” so Virginia will give her a detailed picture. “See what it sounds
like” is an explicit instruction to listen to Virginia s words and matke
pictures of their meaning. Virginia then demonstrates exactly what
she wants Linda to do. Notice that although Virginia is doing all the
communicating with Linda’s “mother,” she introduces it by saying,
“What I would like you to do now . . . ” So even though Virginia is
actually doing it, it’s framed as if Linda herself is doing it. Virginia
turns to Linda’s “mother” and speaks softly to her, in “quotes,” as if
Virginia were Linda.)

38:28 VIRGINIA:  “Thank you for paying attention to me. And
there are some things in the way you pay attention that I would like to
share with you that don’t fit with me” And going up to her and taking
her hand when you thank her. (Virginia reaches out to take “mother’s”
hand.) Because that’s the piece (Virginia turns toward Linda) that she
needs. The piece that you want to do is to share how you are different
from what she expects you to be. (Virginia makes a distinction between
what her mother needs to hear—appreciation Jor her efforts and good
intentions—and what Linda needs 10 express—her differentness and
individuality. Virginia turns to Linda’s “mother.”) So that you can say,
“You know, I've been worried about my weight, too. I can’t seem to gain
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any weight”” Or, “I’ve been worried sometimes when 1 talk too loud. |
share those. The music is another thing, because I do it differently.”

(When Virginia previously asked Linda to express appreciation
for her mother, she couldn't do it because it was 100 big a chunk of
new behavior whick was inconsistent with Linda’s perceptions and
feelings. Now Linda has different perceptions and feelings of willing-
ness that will support new behavior. However, to be sure that Linda
can do it, Virginia simplifies the task by giving a complete demon-
stration of what to do—the words to say, the posture, voice fone, ges-
tures, etc. that go with it. This gives Linda the way she has been
looking for.)

30:00 VIRGINIA: Could you imagine yourself doing that?
(Before asking Linda to do what Virginia has just demonstrated, she
asks if she can imagine herself doing it.)

39:03 LINDA (nodding): Umhm.

39:04 VIRGINIA: Now. (By asking, “Could you imagine your-
self doing that?” [39:00] waiting for Linda'’s agreemen, and then
adding the word “now,” Virginia gracefully modifies what Linda
agreed to—from “imagining doing iL,” to “imagining doing it now.”’)
Let’s see what happens as you move it out of your throat. (Virginia
presupposes that Linda will move it out of her throat, focusing her
attention on “seeing what happens " when she does it.}

39:10 LINDa (hesitates, smiles, and then steps up to her
“mother” and takes both her hands in hers): Mom, I really appreci-
ate . .. you . .. noticing me, but I need to tell you a couple of things
about me.

39:18 VIRGINIA: Would you leave the “but” off, and let that be
a complete sentence by itself. (Fritz Perls used to call the word “but”
a “killer” because it negates everything that precedes it in a sen-
tence. To discover how this works in your own experience, make up a
sentence with “but” in it, and notice how your image of the first part
of the sentence disappears or is cancelled. As Linda tries out the new
behavior, Virginia can notice and adjust anything that might interfere
with clear communication with her mother.)

39:22 pLinDA: OK. (hesitating) Mom, (smiling) I really
appreciate . . . you noticing me. The thing with the weight has come
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up nine thousand four hundred and eighty-three times—(Linda turns
to Virginia) No, I'm just kidding. (The group laughs, and Linda turns
back to her mother.) The thing with the weight has come up so often,
and I need you to know that I feel healthy, vibrant. [ am not sick. You
know—you knrow how I live. I eat good food. I exercise all the time,
and I see that you are worried about me, and I would just like to sug-
gegt that you not wotry anymore, because I am really healthy. (Linda’s
voice still sounds a little defensive and resentful.)

_40:00 VIRGINIA:  All right, now let this stay for a moment
?md Just get in touch with how you are feeling about sharing this del-
icate truthful part of yourself with your mother, in a context of
acknowledging her presence as well. (Everything after “sharing” is
presupposed, creating an important frame of mutual acknowledge-
ment. Linda wants her mother to acknowledge her; Virginia also
wants Linda to acknowledge her mother.) How does that feel?

40:16 LmNDA: It feels. .. schizophrenic. One part of me feels
really wonderful in doing that, and the other part of me is going like
this (Linda pantomimes, guarding her stomach with her left hand,
and as if warding off a blow to her head with her right hand,) waiting
for her to come back and say, “But you look terrible. You're skinny

alr(ld, you know, you’re never going to have any friends if you are that
skinny.”

40:31 vIRGINIA: OK. All right, now we have to stop at this
moment. (The session has gone well into the lunch hour, and to the
end of the videotape. Linda has made several major shifts, and there
is more to do.) And I would like to start with that after the lunch,
(Linda laughs) because this is also another wonderfid piece. (Virginia
presupposes that what Linda has already done is wonderful, by call-
ing Lindas ambivalence “another wonderful piece.” This also makes

it more inviting to continue after lunch.) Are you game for doing
that?

40:40 LINDA:  Yes.

40:41 vIRGINIA:  All right, so let us stop here, right now, and
then we can go on with this after the lunch. QK?

40:46 LINDA: QK.
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40:47 VIRGINIA:  Thank you. (The group applaud;s, and Ijinda
and the others on the stage turn to rejoin the group.) Linda, Linda,
come back. (Virginia reaches out to Linda, and they hug each other.)

(LUNCH BREAK)

40:50 VIRGINIA: Linda, would you come back? (to the
group) You see, there are a couple of things when I move 2s I'w'as
moving this morning— (As Linda steps up to be with Virginia,
Virginia takes her hand and holds it.) Hello, love.

40:57 LINDA: Hi.

40:58 VIRGINIA: ——and that 1s, I would not want to exploit
anybody. I don’t want to leave anybody hanging. (Virginia turns t.o
speak to Linda.) When we start something, the process qf change is
one that we need to move through with it. And the last thing I would
want you to do, to remember from this morning, is that you had to do
anything different. (Virginia states what she doesn t want. .Next shfe
uses the word “but” to cancel it out, and follows with positive possi-
bilities.) But if something changed or appealed to you, or you war}ted
to move out somehow or another with getting some new perspectives
on things, then some things would happen. (This is an “if-then,”
cause-effect sentence that presupposes that “some things v.vould hap-
pen” if Linda experienced any of the things mentioned in the first
part of the sentence.) So I wondered what did happen for you . .. after
we left—after you left the stage. [embedded question]

41:33  LINDA (her soft tonality is different from before lunch)-:
Ifelt...1 eel...incomplete. Um .. .lots of fear about whatever it
is 1 am trying to let go, or transform into love, or however you want to
say it. I felt spacy at some point and ] felt tired at other pomts_, @d
then I felt weak-kneed at other points, but I really want to finish it.
(“Really . . . finish it” is an embedded command directed toward
Virginia!)

99

42:01 virGINIA: OK. Now, do you have in your mind an
image of what “finished” means? When you have finished, how will
you know you have finished? (These are important questions that
many therapists never ask. In the more general case, the questions are,
“What do you want? "—outcome—and, “How will you know when
you have it? "—the sensory-based evidence that lets you know you
have achieved it. In this case, Virginia asks Linda to do this visually,
by asking for an image. Then Virginia turns to the group.) By the
way, would your mother come and stand behind me? Where is she?
There she is. Just stand behind me, and with your (Linda’s) father, too.
(to Linda’s “mother”) Find your husband. Just behind me, now, while
you (Linda) talk to me about what would it look like when you were
finished. (“While” presupposes the rest of the sentence. As Linda’s
“mother” and “father” come up on stage and stand behind Virginia,
she turns to face Linda directly and takes both Linda’s hands in hers.)
This is the question a lot of people will ask.

42:24 LINDA: Isee it in terms of layers. I guess some sort of
clarity.

42:30 vIRGINIA: What is the clarity about? (Virginia asks
Jor more specific information.)

42:33 LINDA: AboutwhatIcando...to...“click over’to
a different mode of communicating with my mother.

42:44 VIRGINIA: Do you want to do that? (Virginia asks
about her motivation and commitment to this goal.)

42:45 LINDA (hesitantly). I think so.

42:46 VIRGINIA: All right. Check inside and see if there is
any objection to what you are saying right now, any objection at all.
(Since Linda has expressed ambivalence, there is probably an objec-

tion, which must be dealt with before Linda can proceed congruently
foward the outcome.)

42:57 1iNDA:  Well, the objection comes up (shaking her
head) in the fear again, of—

43.02 virGINIA:  All right, would you give me a picture of
the fear, your picture of the fear? (Linda s objection was a feeling of
Jear. Virginia asks for the picture that gives rise to the fear, and
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sizes that it’s Linda’s picture—in contrast to the p‘ossz:ble events
f:l f]f: world she’s afraid of. [model of the wor?d] T .hzs pzc_ture ;,W”
provide more detailed information about‘what Lzmia is afraid of tdar’t’
the feeling.) Let’s see what we can do with that. (“What we can do
presupposes that something can be done.)

43:08 LINDA: OK, my picture of the fear ig ...um...open-
ing up communication with my mother so that either I sa);1 or -she
says—that we say things to each other that would be very... . gtr}tmg.
Sometimes [ think I’m afraid that if 1 reaily communicated wi Ir’ny
mother, that this dam would break, and I would say everything I've
ever wanted to say to her that was painful.

4337 vIRGINIA: OK. T think I'm ggtting a sense of some-
thing about what you are talking about. T}?at_ in your quest for ge‘t‘tm;g
anew connection with your mother (Virgm.ta p.resu,?poses tha; ?re -
ting a new connection with your mother". is Lindas .quest), the c}ar
is—and it might be justified-—that you w11! ma_tke tk’l,lngs ch')rs-e. ([ 1%
acknowledging that Linda’s fear “might be justzﬁe-d, F’zrgzmah is also
gently presupposing that it also might not.be Justz‘_ﬁed.lS ehc-l s0
redescribes Linda’s fear of saying painful things as "making & ings
worse” [meaning reframing], which presupposes that t'he present sit-
uation, which Linda has been clinging 1o tenaciously, is bad.)

43:56 LINDA (nodding): Umhm.

43:57 vIRGINIA: All right. Now, are you aware that you
really don’t have this to say to your mother,_ but you h?ve this to sazi to
your image of your mother? (This is a crucial distinction tl'zat p}rzovz ZS
a way of dealing with Linda’s objection. By presupposing tnat | e;'
conflict is within Linda—and not betweerlz he_r an.d fle.r ’actua
mother—Virginia allows Linda to say anything in Virginia s pr::s-
ence, without risking the response she Jears .she might ge.t Jfrom -4e8r
actual mother. This was foreshadowed earIze)j [8:03, 11..25, 15:48,

16:00, 32:46, 33:42, 43:02). Virginia kept making essential reframes
like this over and over until the client accepted them.)

44:05 LINDA: Intellectually I know that. I can’t seem to bring
that through.

44:11 vIRGINIA: OK. Now, we may not do that today. We
may not do that today. [repetition] (By saying, “We may not do that
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today,” Virginia presupposes that it 5 possible to do it—even today. She
is also essentially saying, “I don't need you to do this—I won t push

You to do this. If you want it, you ll need to do it yourself” Backing off
in this way with someone who has raised a lot of objections can be a

useful way to reactivate a person’s motivation. It is also a way to be
sure Virginia avoids a trap that many therapists fall into—working

much harder on an outcome than the client does.) Because one of
the things I sense about you is you have a highly developed ability to

stand firm on things. [meaning reframing} (Linda laughs) That could

sometimes be misunderstood as—

44:23 LINDA (smiling): That’s called “stubborn.”

44:25 VIRGINIA:  Yes. Well it could be, yes. I didn’t say that,
it was—

44:27 LINDA: That was very nice, Virginia. (Linda and the
group laugh. Even though Linda recognizes Virginia's reframe, and

laughs at it, it still has a positive effect on how Linda views this behav-
ior.)

44:31 vIRGINIA:  And that there is a longstanding business
about this—of this worry, and the last thing you want to do is to isolate
you and your mother more. (/nitially Lindas fear was that she might
“say everything I've ever wanted to say to her that was painful,” focus-
ing on possible unpleasant consequences [43:08). Virginia earlier
redescribed this as “making things worse " [43:54] presupposing that
the present situation is bad. Now she redescribes Linda’s fear as the
Jear that she might “isolate you and vour mother more.” The word

“more” presupposes that Linda and her mother are isolated already.
Although the different meanings are similar, thinking of the fear in
terms of possibly saving things that are painful will tend to make Linda
avoid communicating; thinking about avoiding a bad situation and
Jurther isolation will be likely to motivate Linda toward communication
rather than away from it. What began as an objection to communica-
tion has become a reason to proceed. [meaning reframing])

44:39 LINDA (nodding): Umhm.
44:40 vIrGiNIA:  That’s what I get. OK. Now, I’'m going to

tell you something from my head to your head (Virginia gestures from
her head to Linda’s lower chest. “I'm going to tell you something
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from my head to your head” is an interesting communication, partic-

ularly when Virginia gestures toward her own head, but does not ges-
ture toward Linda’s head. In effect it says, “I'm not talking to you;
someone else is talking to someone else,” inviting Linda to wonder
who is talking to who. By saying “my head” and "your head,”
Virginia is literally saying, “a part of me is telling something 10 a
part of you.” Ericksonians would say, “My unconscious is telling your
unconscious,” which is a direct hypnotic communication.) and 1 don’t
know whether you will agree with it, and that’s all right. (By saying
this, Virginia is saying, in effect, “This is not a conscious communi-
cation, so it doesn 't matter if you agree with it or not.”)

44:49 VIRGINIA: [I’m going to ask that (Virginia picks up a
pillow and holds it across her chest) this pillow represent all of your
infantile angers (Linda laughs) right here. (By saying, “I'm going to
ask" Virginia gracefully avoids the question of whether it s true or not,
creating an “as if” or “pretend” quality in what she does next. She
also presupposes that Linda’s anger is infantile. Linda laughs.)

45:00 VIRGINIA: And I want you to talk to this pillow about
all the things that you've wanted to say ( “things . . . say * is equivalent
to “say things,” a special form of embedded command based on child-
hood “pivot grammar.” When children first learn to speak more than
one word at a time, they experiment with linking verbs and things—
“Baby go,” “Food eat "—before they learn the grammatical sequence
of subject, verb, object.) to this person back here (Virginia gestures
toward Linda’s “mother”), but it’s really this (gesturing toward the
pillow). And I want you to see what happens when you start to say
that. (Virginia again uses “see what happens when . . . to presuppose
Linda's starting to do what she asks.) 1 will not be hurt by this, but—
and neither will this pillow. (First Virginia creates a situation that is
separate from Linda’s mother, to avoid Linda’s objection that she
might hurt her mother with what she might say. To make it even safer
for Linda, Virginia points out that she won't be hurt by whatever
Linda says, and humorously adds that “neither will this pillow” be
hurt.)

45:16 LINDA: This is called crying in front of eight million
people. (Again we hear Linda's talent for exaggeration, which, as
usual, Virginia will challenge immediately.)
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45:19 vIrRGINIA (looking out at the group): Eight million?
(The group laughs.) You don’t count very well.

45:21 LINDA (gesturing toward Helen, who arranged for the

weekend and the videotaping): Helen sells a lot of t. '
taaghey apes. {The group

_ 45:24 VIRGINIA: Well, she may not put you on [videotape].
Wlll that be disappointing to you? (By saying this, Virginia is jok-
ingly and indirectly suggesting that there could also be an opposite
response in Linda—a response of wanting to be seen.)

45:27 LINDA: Oh, maybe.

45 :?8 VIRGINIA:  All right. See, what this would be in a uni-
versal—in a universal, Linda—

45:34 LINDA: (smiling): Uh huh.

. .45:35 VIRGINIA: —is what we bring up as children, we carry
into life as adults, unless we integrate it. (Since Linda has brought up
the audience, and possible embarrassment, Virginia returns to the
um:versal level of how it is healing for all of us to do what Linda is
doing. This makes Linda the same as her audience, eliminating the
possibility of embarrassment.)

45:41 LINDA: Right.

45:42 VIRGINIA: And I can’t think of something that would
l?e more h.ealmg to people—(Linda s concern about crying in public
is redescribed as “something that would be more healing to people. ")

45:47 LINDA: Umhm.

45:48 VIRGINIA: —Dboth on the level of “I know about that”
and also on this other wonderful level, because your caring (Virginia
presupposes Linda § caring) is so much out in front ( “So much " pre-
supposes the caring is “out in front.” Linda nods.) that actually you
k'now that this really has very little to do with your mother at this
time. (.By saying, “. .. actually you know that . . . " the rest of the sen-
ter.rcei is presupposed, reiterating the theme that the conflict is actually
within Linda, not between her and her mother [43:57). “At this time”

separa.tes the present from an earlier time when the conflict was actu-
ally with her mother.)
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46:00 LinDA: Umbm.

46:01 VIRGINIA: As a matter of fact, probably you realize
that if you were to say these things to your mother, she would say, “1
don’t remember that” (By saying “probably you realize that . . . the
rest of the sentence is gracefully presupposed to be true.)

46:08 LINDA (nodding): Umhm.

46:09 VIRGINIA: Can you know that’s true? (The conversa-
tional postulate again presupposes “that "the preceding comment—
is true.)

46:10 LINDA: (nodding): Umhm.

46:11 VIRGINIA: So that actually in a way we're beating up
somebody, but somehow sometimes things stick in our craw, and
sometimes the release—it’s the release out of here (gesturing toward
her own chest and neck) that we need to get at. (Virginia again
describes this as a universal process—something we all do and can
benefit from—to make it easier for Linda to do.) So, what would you
tell . .. here is this image of your mother, what would you tell? {(Again
Virginia specifies that this is the image, not the mother herself [model
of the world), and presupposes that Linda will tell her mother some-
thing.)

4629 LINDA: Um (beginning to cry), I want to tell her that—

46:33 VIRGINIA: Say “you” to her. (By talking about her
mother as “her” Linda can still stay dissociated from her feelings.
When Virginia asks Linda to say “you,” the encounter with her mother
becomes more immediate and present, and Linda's feelings will
become fuller. [association])

46:43 ©LINDA: OK. (closing her eyes briefly, and sighing)
That you really hurt me (Linda cries) being unable to . . . (shaking her
head back and forth) ever tell me that you loved me, ever . . . nurture
me, tuck me in at night, bathe me. Just the simple things that mothers
do, you avoided (with both hands in a pushing gesture) just because
you didn’t-—you couldn’t be intimate. (Here Linda says that her
mother’s inadequate parenting resulted from inability, rather than the
bad intentions she mentioned earlier [15:52], an important shift.
Linda is expressing an extreme generalization about her mother—
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that she never ever did an J ] ]
1y of these loving things—an i -
eralization 1o challenge.) - meortanigen

47:10 virGINIA:  OK, now I would like you to close your
eyes, and I'm going to take your hand, and I’m going to imagine you
ten days old. (When Virginia says, “I'm going to imagine you ten
days old,” she indirectly invites Linda to age regress.) Who's bathing
you? (Virginia presupposes that someone is bathing her.)

47:17 LINDA (shaking her head and rejecti i
tion): No one. rejecting the presupposi-

47:18 VIRGINIA: No one? You go dirty?
47:19 LiNDA: Umhm.

47:20 VIRGINIA: I don’t believe it. [di
believe it? - [direct challenge] Do you

47:22 1LINDA (shaking her head side to side): 1 do.

' 47:23 VIRGINIA: How dirty were you when
first bath? Six years old? (By askin,}g( an ext);eme ques?z"22—g$:zty§::
that embodies a logical possibility, given what Linda has said—Linda
will have to clarify and correct what she said. Virginia could simply
havf? asked, “How old were you when you got your first bath?” By
asking, “How dirty were you when you got your first bath? Six years

old? " she creates a more vivid and /
. extreme picture of the unlikelines.
of what Linda has said.) / )

47:27 LINDA: Oh! (laughs) Ma i
! ybe somebody was bathin
me. Maybe she bathed me when I was ten days old. *

47:31 vIRGINIA: All right, now I want
closed. £ you to keep your eyes

47:34 LmNpa: OK.

47:35 VIRGINIA: And [ want you to go inside and (skepti-

cally) see if you really buy that—that idn’
. you didn’t get any baths fr
anybody until you were ten days old. e Ay At Hom

47:56 LINDA (after a pause of el ) .
(nodding). P eleven seconds):  Possibly

47:57 VIRGINIA: Possibly.
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47:58 LmpA: Umhm,
47:59 VIRGINIA: Possibly what?
4%:01 LmDA: 1didn’t get a bath until 1 was ten days old.

48:03 VIRGINIA: Now what I-—all of a sudden—am in touch
with is leprosy. Is that what you're talking about, that'youl" mothe;
couldn’t touch you because you had leprosy or something like tha'f.
(Virginia makes Linda’s extreme statement even more extreme, in
order to make it seem even more ridiculous. [exaggeration])

48:14 LINDA: No, it wasn’t me, it was her.

48:17 VIRGINIA: She had leprosy? (Virginia is perhaps being
obtuse deliberately.)

48%:18 LINDA: No, she couldn’t touch me.

48:20 VIRGINIA: Why?

4821 LINDA: Because she was terrified of me. (Here Li.nda
states a new cause-effect: fear causes her mothers inadequate behavior.)

48:22 VIRGINIA: And you were how old, and how big?
48:25 LINDA (with feeling): [wasa wonderful little baby.

48:28 VIRGINIA (challenging): “Wonderful litt!e'baby.”
Where did you get that idea? (It may seem strange that Wr_gzma chal;
lenges Linda’s assertion that she “was a wonderful little baby.
However, this is the flip side of Linda's blaming he.r mother for every-
thing. If the baby is totally wonderful, then everything that went wrong
was the mother s fault.)

48:30 LINDA: I know I was. (Linda begins to .cry. She re-
asserts what she has said even more strongly, so Virginia uses this.)

48:32 VIRGINIA (softly): All right, now I would like you to
look up at me, and let yourself see that wonderful_part, that you are
this wonderful little baby. (Virginia uses “and’ to link the easy task—
“look up at me "—with the presuppositions that :ﬁ)llow, mfrodt.tced
by “let yourself” Linda said, “I was a wonderful Iztt.le baby [48.?51].
Virginia changes this to present tense, “You are this wonderful little
baby,” 10 add to Linda’s self-worth. Linda nods.) Your mother knew
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that, too. (Linda nods.) Your mother knew that, too. [repetition] Do
you know that she did? [presupposition]

48:44 LINDA (crying, with resentment): I know that she did:
I know that she didn’t put it out. (She gestures with her right hand,
palm up, in a hitting motion toward her mother in the same way as

carlier [8:12]. Linda now accepts that her mother knew Linda was
wonderful.)

48:48 VIRGINIA: Oh, OK. So how long now are you going to
trouble yourself and make yourself feel bad for somebody who had it
inside, but couldn’t put it out? How long are you going to do that for
you? (By asking, “How long are you going to . . ." Virginia presup-
poses that what she says in the rest of the sentence has been going
on—that Linda has been actively troubling herself and making herself

Jeel bad, and that it is her choice whether to continue or not. This is
very different from Linda blaming her mother for her troubles.)

49:00 rmpa {still crying): 1...I’mlooking, I'd like to . . .
endit...right now...ifI could.

49:06 VIRGINIA: Is there any part of you that does not fully
believe that your mother was very, very connected with you and cared
very much about you? (By asking, “Is there any part of you that does
not fully believe that . . . " the rest of the sentence is presupposed—
that her mother was connected and cared very much, and that all the
other parts of Linda believe this.) In fact, was so careful and cared so
much that she almost nagged you? (Virginia has posed a new cause-
effect that changes the meaning of Linda’s mother’s nagging. Now
the nagging was the result of her mothers caring so much. Before
Linda thought the nagging meant that her mother hated her [15:57].
[meaning reframing]) [s there any question—

49:21 LINDA (resentfully): Not almost, Virginia.

49:23 VIRGINIA:  She did nag you. All right, then I'll make it
very strong, that she nagged you. She cared about you so much she
nagged you. (Virginia uses Linda'’s objection to add even stronger

support for the new cause-effect that presupposes Linda’s mother’s
caring.)

49:28 LINDA (nodding): Umhm.
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49:29 vIRGINIA: OK. Now, you know that to be true?
(Virginia is presupposing that it is true.)

49:34 LINDA (thoughtfully): I think I do. (Since Linda has
expressed uncertainty—"1 think I do” is very different from “1do"™—
Virginia asks Linda to check again for objections.)

49:36 vIRGINIA: Al right, go inside and see if there is any
objection, love— (Linda closes her eyes) that any part of your body
thinks that there’s an objection to what you're saying. (Since uncon-
scious objections are often manifested as physical feelings of tension,
discomfort, etc., Virginia asks Linda to pay attention to all parts of her
body. By saying “. . . any part of your body thinks there is an objec-
tion," Virginia leaves open the possibility that an objecting part
doesn t really object, it only thinks it does [mode! of the world]—and
that all other parts do not have objections.)

49:50 LINDA: There’s some—Linda shakes her head) there’s
something, but I don’t know what it is.

49:56 VIRGINIA: What does it feel like? (to Linda’s “self-
worth™) Your little self-worth, would you come back here? We need
you. (Linda’s self-worth comes up and kneels behind Linda. Firginia
does not use Linda’s self-worth until more than sixteen minutes later
[66:19], another indication of her planning the course of the session.)

50:02 LinDa: It feels like—the sense I've had all my life is
that . . .. part of her Joved me beyond belief, and part of her wanted to
destroy me. (Again, Linda expresses a polarity of extreme opposites,
one of which is that her mother loved her very much, which Virginia
has just presupposed [49:06).)

50:17 vIRGINIA: All right, let’s take that—both parts. “She
loved you beyond belief” (Virginia takes the positive part first.)

50:20 Lmpa: Right.
50:21 VIRGINIA: What part of her was that part?

5026 LINDA {very sofily): 1guess her heart, and whatever a
mother . . . something very deep.

50:31 VIRGINtA:  Would you pick out your mother’s heart,
please, from out of the audience?
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50:43 LINDA (scanning the 1
group, smiling): Bruce. (B
comes up and stands to Linda’s right.) 2 ce. (Bruce

50:46 VIRGINIA: All right, this is your mother’s heart.

50:48 LINDA (laughing): Believe it or not!

50:50 VIRGINIA: Yes, she has a wonderful heart,

50:51 vLinDa (with feeling):  She does.

50:52 VIRGINIA (to Bruce): Allri j

- : ght, you just be here. Now,

what part of you do you think is your mother’s destruction of you?

51:00 LINDA: What part of her?

51:02 vIRGINIA: Umhm.

51:06 LINDA: Her. .. her upbringing. (Lindas focus on her

mother 5 upbringing as a cause of the negative behavior is probably

gh7e. (r)’gau)lt of Virginia s earlier work [25:45, 27:00, 27:38, 29:51, 30:50

51:10 viIrRGINIA:  Would i ingi

. : you bring her upbringing, please?
(gesturing tow_ard the group) And do that in the form of her father and
her mother. Did she have any brothers or sisters?

51:18 LINDA: Seven.

51:20 vIRGmNIA: Seven brothers and si i
: sisters? All right, find a
mother and a father and seven brothers and sisters, and we will put
El;;rg;;round hzre somewhere. (The next couple of minutes—to
:03 }—are taken up with picking out people to pl
Lindas mother’s family.) peaple o play the rofes of
51:24 Lmnpa: OK,

) 51:28 VIRGINIA: . As a matter of fact, we will move down
ere. (She moves off a “riser” to a lower level to provide more space
for the family.) Let all the parts move down here.

51:33  LINDA:  You can be my mother’s mother, Marcie.

51:35 vIRGINIA:  That’s your grandmother, if you don’t mind.

Yes, your mother’s mother, Marcie. O
. ’ e. OK, would yo
bring your father up here? you come up here and

51:40  rinpA;  Would you come up to be my grandfather?
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51:46 VIRGINIA: OK. Would you be right over here (to Vir-
ginia’s right), now, on this side right there?

51:50 LmDA: [think one of her brothers died.

51:52 VIRGINIA: That doesn’t matter; he left his imprint
behind.

51:54 LiNDA: Would you come up, would—just all of you
come up?

51:56 VIRGINIA: Are they all . . .would they—? Let’s not
fiddle with the genitals if we can help it. (The group laughs.)

52:01 LINDA: OK. You mean, let’s make them all what they
were?

52:04 VIRGINIA: Yes. That’s what “fiddling” means.

52:08 LINDA: Three sisters.
52:10 VIRGINIA; And four brothers? Or three brothers?

52:13 LINDA: And three brothers.

52:14 VIRGINIA: Because you were one of those. Will you
pick a stand-in for yourself? No, wait a minute, not you. Of course
not. This belongs to somebody else. (Virginia has momentarily
jumped ahead 1o the time [62:26] when she will ask Linda to pick a
stand-in for herself—another indication that she has a clear plan for
how to assist Linda in reaching resolution.)

52:19 LINDA: My mother already here.
5220 VIRGINIA: Your mother’s already here, so we got her.

52:22 LINDA: We need three men.

52:24 VIRGINIA: Three men, OK, so we want to find some
... here’s one.

52:97 LinDA: One, and—Do you two guys want {0 come up
and—

5229 virGINIA: There are two of them back against the
wall. I think so, come on up.

52:3]1 LiNDA: OK, you have to leave? OK.

111

52:33  VIRGINIA:  Well, we aren’t going to be that long, but
how many—how long are you both going to be here? Let’s see if we

can get that. Fine, thank you. Are you going to be here? Oh, there’s
one right there. ,

52:44 LINDA: O, yeah, come on up, please.
52:46 VIRGINIA: They’re sparse, but they are here.

52:47 “MOTHER’S HEART™: Is it OK fi
: or me t
mother’s heart? © be her

52:50 VIRGINIA:  Yes, of course it’s all right. Hearts have no
sex, by the way. (laughter) There’s no such thing as a woman’s heart

and a man’s heart, Heart is heart. All right. This now—here’s your
mother.

53:02 LINDA: Right.

53:03 virGINIA:  And what you said is the part of her that

1(\a‘vantls t)o destroy you is represented by all these (gesturing to mother’s
amily).

53:08 LiNDA: Umhm,

53 510 VIRGINIA:  OK, now when you say that, what you are
also saying is the conclusions that she (“mother”) reached—however
she reached them—about what happened here (in her family), was
the part that got in her way of having her heart talk to you—is ,what
you're telling me. (This is a restatement of the idea that people have
good intentions and are able to respond—or not—based on what they
learned during childhood. This is quite different from what Linda
actually said earlier: “Part of her loved me beyond belief, and part of
her wanted to destroy me” [50:10].)} Is it or is it not? (By posing an

either/or question, Virginia makes it unlikely that Linda will qualify
her answer.)

53:26 LINDA: I’mkind of spacy, so could you say that again?

, 53:28. VIRGINIA: Yes. I'll put this (pillow) down now because
we’ll get this next time. Take both of my hands.

53:33 Lmpa: OK.

5.3:3_4 VIRGINIA: What you said was, and it was brilliant what
you said, in my opinion. (Saying that what Linda said “was brilliant”
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gives Linda credit for the idea that Virginia introduced repeatedly

earlier [51:06].) You knew about your m?ther’s heart.t (d .;’o:x l];r;ev[;
about . . . " presupposes that the mot]iers goo_d he;tr i ! ;ensé_u
was to Linda’s credit that she “knew ab.out it. Ti e pas e
“knew "— gives mothers heart more reality by p‘ut_tmil;t M;l e
memories from the past that Linda has .been complaining ouo.u e
nods.) She couldn’t express what was in her heart,.bzce%use,lzrﬁy i
of her upbringing. (/n Virginia 5 restateme:f:t of Linda's podescr,ibed
part about her mother wanting to destroy Linda haf been re o
as an “inability 1o express what was in her heqrt, as a resu
mother’s difficult upbringing. [meaning reframing])

53:44 LINDA: Umhm.

53:45 vVIRGINIA: Her upbringing is composed of all of these
people.

53:48 LiNDA: Umhm.

53:50 vIRGINIA: All right. Now, what} would like to ;110,
from what you know, is I would like you—wpere is your grat:ﬁn;)it hetr
and grandfather? (Linda indicates them with a gestureg fere'
Would you posture them in relation to each othe'r, t‘ha.tt s ol\;vs yvnin
she was? Would you do that? Posture the'r’n. (Virginia is e%;n " f;
the process of creating a “family sculpture or tableau that will s 0
Linda what her mother experienced wi.ztle she was grouflmg u”;;-
Beginning with the grandparents, Linda will pose all th? fami J; r;z;zre
bers in relationship to each other, to cr'feate a famlly. .;zcz'pd a.t
Virginia begins to use this completed family sculpture with Linda
[56:38].) h

54:05 LINDA (to “grandmother”): You need to be flat on the
floor—

54:08 “LINDA’S GRANDMOTHER” {laughing}: Flat on the
floor?
54:10 LINDA: —with a lot of ravioli around you. (laughter)

54:12 VIRGINIA: Flat on the floor. Well, could §he Jucslt makei
it even more so, by putting her nose on the floor? (‘Lm;lia emlz)r;f
strates how her “grandmother” should hide her he;ad in the croeo o
her elbow.) That's right, that’s right. Good. That’s the gesture y
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(Linda) used before, remember? [40:16] (This is a nice example of
Virginias sensitivity to nonverbal gestures and the important mes-
sages they convey.) Way down on the floor.

54:22  LINDA (demonstrating to “grandfather”): You need to
be like this, ready to kick her.

54:25 VIRGINIA: OK. (to Linda’s heart) Now what I would
like to do is to get down here just a little bit here (off a riser), down
there, ready. (to “grandfather,” who has put his hand on “grand-
mother’s” head) No, you don’t do that. It's too gentle. You're going
to—while he's busy—that’s right, the kicking part, OK? Now, while
that’s going on, who is the firstborn here?

54:38 LINDA (gesturing toward a woman): Ah, this person.

54:41 VIRGINIA:  All right, would you put that person, model
that—posture that person in relation to this?

54:46 LINDA: Well, you need to be over next to him (“grand-
father”), kind of like this. (Linda demonstrates a bowed head, hunched
back, and hands together over the chest as if in prayer.)

54:52 VIRGINIA: Behind him, like he is her shield?

54:56 LINDA: No. No, you—he made you do lots of different
things from a very young age—all highly intellectual things.

55:04 vIRGINIA:  All right, so she’s down there then—
55:06 LmNDA: You're afraid of him.

55:08 virGNIA:  She’s down here on the floor, then, with
him—

55:10 LINDA: Yeah.

55:11 VIRGINIA: —pleading and begging, down on the floor.
(to first “sister”) You go way down on the floor. Over a little bit in the
front here, cowering in front of him. OK. Now the next one.

55:19 LINDA: My mother.
55:20 vIRGINIA: - All right, so you now come in. You are the

second, she’s the first second born? (Virginia often said, “Every child
Is the first’ born: the first is the first first; the second is the [irst sec-
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ond . .. " to diffuse any evaluative connotation of “first” being
“best.”)

55:24 LiNDA: Right.
55:25 VIRGINIA: Where do you put her?

55:27 LINDA: You need to be out over on this side, kind of in
the same position that she [first “sister”] is, scrubbing the floor.

55:33 vIRGINIA: OK. Now with the next one.

55:35 LINDA: Boy, I'm not even sure. I think there was a
brother.

55:38 VIRGINIA: Well?
55:39 LiNDA: And I’m not sure of these people.
55:42 VIRGINIA: Does it really matter?

55:44 LINDA (to a “brother”): OK, you just be hanging
around looking really wimpy. (laughter)

55:48 VIRGINIA: What is he supposed to be doing?
55:49 LmNDA: Hanging around looking wimpy.

55:5]1 VIRGINIA: Wimpy. All right, now when you say that,
now what I understand is you mean this. (Virginia gestures toward the
women already posed cowering on the floor.)

55:55 LINDA: Well, except that you are a man, so you are
not quite cowering like this, but you just disappear sort of in the
woodwork.

56:01 vIrRGINIA: OK. Allright. OK.
56:03 LINDA: And the other brothers do the same thing.

56:05 VIRGINIA: All right, just lower yourselves. And aren’t
they all in front of him, like he was the “big pasha” in this group?
56:11 LmDA: Right.

56:12  VIRGINIA: All right, so go in front so you look prop-
erly cowed. Heads bowed in front of your father. Now what about

those two?
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56:22 LmNDA: Youneedto...alsojustbe. .. staying as far
away from him as possible, but not foo far that he would be angry
because you were foo far away. And also looking sheepish and unob-
trusive, both of you.

56:38 VIRGINIA (to the “family”):  So you are full of shame,
you are full of feeling victimized. You are full of fear, all of those
words. (to Linda) Do they mean something to you? (Virginia s ques-
tion invites Linda to notice that the victimization her mother and sib-

lings felt was similar to whart Linda felt. She and her mother were
really in the same position.)

56:47 LinDpa: 1 think so.

56:48 VIRGINIA: All right. (Virginia takes Linda’s hand
again.) Shame comes to me so strongly (Linda nods), and I hear, now
hear your mother say, “What a shame it is that you don’t do some-
thing with your music.” (By saying, “shame comes to me . . . and I
hear, now hear your mother say . . . " Virginia begins by sharing her
own experience, and—when she gets agreement from Linda—follows
this with an embedded command for Linda to “hear your mother”
Virginia then associates this entire scenario of shame, etc., with her
mother’s nagging Linda. This makes it even more explicit that the
nagging that Linda experienced originates in her mother s past. Linda
nods.) Anyway, let’s look at that now. (to the “family”) Now I want
you to make the sounds—everybody doing some kind of sound that
fits your posture. Let’ hear it. (“Grandfather” makes grunting sounds
and hitting noises; everyone else groans or whimpers.)

57:14 VIRGINIA: Louder. (The sounds grow louder.)

57:16 VIRGINIA:  Can you make some word sound that goes
with that? [conversational postulate]

57:18 ALL: “Idon’t want to.” “Don’t!” “Please, no.” “Please.”

57:23 vIRGINIA: Louder. Louder. (The voices become
louder.)

57:26 virGINIA:  All right, let that fade. Let that fade. (to
Linda) Tell me, what did you feel as you locked at that? (Virginia
has created this scenario for Linda in all major representational sys-
tems—visual, auditory, and kinesthetic feeling.)
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57:34 LINDA (voice breaking): Well, 1 felt really sad, and a lot
of sympathy for my mother. My grandfather wasn’t. . . angry enough,
but that’s OK.

57:46 VIRGINIA: OK. Yes, I could see 'Slat he ,wasn’t. pr,
Let’s leave this for the moment. (to the “fam'lly ), I‘)‘on t git up, !utst
stay right where you are. Now, how did he [Linda’s “father”] gethm ?
this picture, to find her? (Having sef up the, sculptur'e of the m?t ers
childhood, Virginia will next bring Linda’s father into the picture.)

i Um, he was
57:57 LINDA: He was. .. (Linda starts to cry) Um,
funny. (Linda is clearly feeling grief for the dead fat{ter she qued 50
much. It would be possible to pause here and deal with her grief, but
Virginia continues o pursue Linda’s original outcome.)

58:10 VIRGINIA: Was funny? OK.
58:12 LINDA: Andsangalot.

58:14 vVIRGINIA: OK. Allright. (Linda cries.) S_o _he hid his
pain under being funny and sang—whatever .els-e. (Vl.rgzma pre;z;p-
poses that her father also had pain—he just hid it. This hel;_;s bmfj a
more balanced perception of mother and father as equals, znst‘fa of

“devil and saint.””) But how did he get to know she was there? How
did he even find out she was in the world?

58:28 LINDA (calmly): Well, I believe people are c_lrawn to
each other. (Linda doesn’t answer Virginia 5 question. Even if people
are drawn lo each other, they have o meet somehow.)

58:31 VIRGINIA: Well, how did he do it? Did—was he a
friend of one of the brothers? Did he—did they goto a dance? How
did he find out she was in the world?

58:30 LINDA: [ really don’t know on this level.

58:41 vIRGINiA: Make it up. (This is an example'z of t}f‘e “as—
if” frame, or pretending. Virginia knovys that whatever Linda lma:es;
up” will have the same impact as if LGdc’z' refnembered exactly wha
happened, because what she “makes up " will come out of her 0;4;1’1
mind, and it is in her mind that all this takes place. Most people s
memories are inaccurate, partly or largely maa’? up anc_f [fragmentary
anyway, as Virginia alluded to earlier [46:01). Linda quickly agrees to
make it up.)
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58:43 LmpA: OK. They were at a party together, and they
met at a party through mutual friends. And he was attracted to her

because she was religious—a good Catholic—and very . . . had a lot
of moral integrity.

59:02 vIrRGINIA:  All right, so he didn’t expect her to “fool
around™?

59:07 LiNDA: Right.

59:08 vIrGINIA: He expected her to be an honest woman,
Did that—

59:09 vLiNDA: And a good mother.

59:10  vIRGINIA: Did that mean that he came from a place
where the woman was on the loose side? (Virginia again tries to bal-

ance Linda’k experience of her father s behavior as, like her mothers,
coming out of past experiences.)

59:14 LmDA: No he—his parents died when he was very
young and he was the youngest, and the next sibling was twenty years
older, so he was kind of alone.

59:24 vVIRGINIA: So who took care of him?
59:26 LINDA: His older brother and his wife.

59:28 viIrGINIA:  So, and there probably was—for him—
nothing he could really put his hands to. (4gain Virginia directs
Linda s attention to her father s experience resulting from his upbring-
ing.)

59:32  LiNDA (agreeing): No.

59:33  VIRGINIA: Was that wife loose? His brother’s wife,
was she on the loose side?

59:36  LINDA: Idon’t think so, I doubt it.

59:37 VIRGINIA:  Well, somebody was loose in this family, I'll
tell you that. (Linda laughs. Virginia has seen so many families that she
knows how ofien people search for opposite qualities in each other, to
balance their own abilities or those of others in their families of origin.
Virginia is helping Linda recognize this about her own parents, and
also recognize that her father had his own weaknesses or limitations.)
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50:44 LINDA (emphatically, as if this is a sudden .realization):
He was! He was very loose, and very promiscuous and wild and crazy
kind of guy.

59-46 vIRGINIA: OK. All right. OK. So now, he finds her.
Now T would just like you for a moment to just think in terms of how
people are. He's wild and loose, (Linda laughs) and she is very, very
strong and looks like she is full of integrity. (Virginia describes the
father’s behavior in terms that most people would not approve of —
“wild and loose "—and describes the mother’s behavior in terms that
most would approve of — “strong, integrity.” This will tend to balance
Linda’s earlier perception of her father as good and her mother as
bad.)

60:03 LINDA: Right.

60:04 VIRGINIA: Can you imagine that he would find that a
support for him?

60:08 LINDA: Oh, definitely.

60:10 VIRGINIA: And that she would depend on him to bring
light into her life?

60:13 LINDA (nodding): Right.

60:14 vIRGINIA (to Linda’s “father”): Al right, so what I
would like you to do is sing in your best voice, and be as funny as you
can, (Linda laughs) and go in there and rescue her. Just rescue her,
and take her in your arms, just do that. Let’s see it happen. Be_cause
that’s what you do, because she is exactly right for you. So go in and
do that.

60:30 LINDA (to Randy, her “father”): You’ve got the right
part! (“Father” looks up and hesitates.)

60:34 VIRGINIA: Let it happen. (Virginia is presupposing
that it will happen if he lets it. Linda laughs.)

60:37 LINDA'S “FATHER™: Let me think a minute . . .. Um.
(going over to Linda’s mother) Why don’t you come with me? We’re
going to go party tonight. Theres a good party I know of. (He takes
her hands and pulls her up.)

B A
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60:47 LINDA’S “MOTHER” (hesitant and a little frightened):
Oh, oh.

60:48 LINDA’S “FATHER™ Do you want to come? Maria.
60:50 LINDA’s “MOTHER” (still hesitant): Id like to, um—

60:51 LINDA’S “FATHER™: Maria! (He starts singing the song
of that name from the musical “West Side Story.” The group laughs.)

60:54 VIRGINIA:  Go ahead, that’s lovely.

60:56 LINDA’S “FATHER” (singing): I’ve just met a girl
named Maria. (speaking) What’s your real name?

60:59 LINDA’S “MOTHER”: Naomi.
61:00 LINDA’S “FATHER™ Naomi.

61:01 VIRGINIA (to “father” and “mother”):  All right, OK.
Now, you can all fade for the moment, just fade a little bit. (to Linda)
Now I want you to look at those two for the minute.

61:06 1LiNnDA: OK.

61:07 VIRGINIA: And what do you feel now as you look at
them?

61:10 LINDA (with expression): They’re cute! (Linda laughs.)

61:12 vIRGINIA: I like you to keep that picture, because
that’s exactly there. ( “I i like you to keep that picture” is an embedded
command 10 remember this scenario in order to maintain Linda’s
broadened representation of her parents. Linda nods.) What he didn’t
know about her was that that rigidity would be over everything.

61:21 LINDA (nodding): Umhm.

61:22  VIRGINIA: Way beyond her maturity—ah, her integrity.
And his funniness would go against her feeling that there could be any
order at all. And so he—what was used as a way to get together
became a yoke around their necks. (The complementary abilities that

50 often attract a couple to each other can also become sources of
conflict and disagreement.)

61:38 LINDA (nodding): Umhm.
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61:39 VIRGINIA: So by the time you came—now how many
are in your—you had three? (Now Virginia will add Linda’s brothers
and sisters—and finally Linda herself—to the family sculpture.
Virginia s therapeutic work resumes at [64:10].)

61:43 LINDA: And I’'m the youngest.

61:45 VIRGINIA: You’re the youngest. What were the two
that came before you, brothers?

61:48 LINDA: A middle brother and older sister.

61:50 vIRGINIA: All right, would you find your older sister
and your brother? (to “mother’s family,” joking) You can all just sit
down now and thank God your life is over—maybe.

61:57 LINDA (gesturing to the last man in the group): 1have
no choice.

61:59 vIRGINIA: Is this your older sister? (She points to a
woman who has just stepped up.)

62:02 LINDA: Yes.

62:04 VIRGINIA: And where is your—?

62:05 LiNDA: He’s coming. No, he’s leaving. No he’s leaving.
62:07 virRGINIA:  Allright.

62:08 LINDA: We've run out of men. Maybe I could pick a
woman for my mother’s heart, and he (gesturing toward the man who
has been playing mother’s heart) could be my brother right here.

62:12 vIRGINIA:  All right, go ahead and do that.
62:14 LINDA: Would you be my brother now?

62:16 “MOTHER’S HEART™: OK. Whatever you like, Linda.
(joking) I have such a big heart about this.

62:19 LINDA (to a woman): Will you be my mother’s heart?

62:21 vIRGINIA:  And then what you do is to find—you have
another sister?

62:25 LINDA: No.
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62:26 VIRGINIA: Someone for you, someone—a stand-in for
you.

62:30 LINDA: Somebody want to stand in for me? (Linda
gestures toward a woman in the group.)

62:33 VIRGINIA:  All right. Now I want you to posture these
two, !)ecause .I see what’s happening here—they stopped doing that.
(She is gesturing toward Linda’s “parents,” who are no longer embrac-
ing and enjoying each other.)

62:41 LINDA: Right.

62:42 VIRGINIA: Allright. So what happened, then? Here’s
this firstborn child. My hunch is that your mother went like this
(Virginia crosses “mother’s” arms across her chest) after a while, and
started moving off. (to “mother”) Don’t fall off of there [the riser she
is standing on]. I don’t want you to do that.

62:51 LINDA: Mother would be like this, but with her back
turned (facing away from “father”).

62:54 VIRGINIA:  All right. OK. That’s—

62:55 LINDA:  And you (Linda’s sister) would be over by my
dad, holding his hand.

62:58 VIRGINIA:  All right. All right. OK. And facing your
mother’s back, but probably not facing it at ali—more facing your
father. And now what about your brother? Where does he come?

‘ 63:10 LINDA:  You are, um, off to the side of both of them,
quite a ways, and you are shuffling your feet, and looking down at
your feet,

63:20 VIRGINIA: OK.
63:23 “BROTHER”™: Qver here?

63:25 VIRGINIA: Yeah, but with your back to them. It’s kind
of “‘What are you doing in this world?” and 1 don’t know what—
“wimpy” is what you would say that behavior was, right?

63:30 LINDA:  Oh, pretty angry, sullen. Sullen would be that.

63:33  VIRGINIA:  Yeah, looks like a rain cloud. (to Linda)
Now, for you. Put yourself in there. Where is she, where are you?
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Your stand-in, here you are. (She gestures toward Linda’s “stand-in.”
Where are you?

63:47 LINDA; lam...um...skipping around on the outside
as well. You don’t have to skip, but I'm lightly—

63:57 VIRGINIA (to Linda’s “stand-in™).  Yeah, you can skip
around there. Just skip around and crawl over something, just be care-
ful not to touch anybody too much. All right. And you be careful that
you aren’t all around here, either [near “mother” and “sister”]. (to
Linda) OK. All right, when you look at that now, what do you feel?
(As Virginia describes Lindas stand-in’s behavior—"just be car:eﬁd
you don't touch anybody too much,” “be careful that you aren't all
around here either” and “. . . when you look at that now”"—Linda
becomes a dissaciated observer, watching this unhappy scene from the
outside.)

64:14 LINDA (almost crying, shaking her head): Sad.

64:15 VIRGINIA: OK. (Virginia takes Linda’s hand.) This
wasn’t always this way, but it was this way when you knew 1t-. OK.
Now, what happened to him? (Virginia gestures toward Linda’s
“brother.”)

64:26 LINDA: Hewas. .. kind of beaten down by my father,
because he wasn’t coming through with what my father’s dreams of
himself were. And he was . . . really (shaking her head) distorted by
my mother.

64:45 virGINIA:  All right, now what you are talking about,
if I were to meet him today, one of the things that I would see is that
he would be very shy and not want to put himself forward. (Virginia
translates Linda’s description of her brother’s past into his likely
behavior in the present, again linking the past to present behavior.)

64:54 LINDA: He’s an alcoholic, and he’s very withdrawn.

64:56 VIRGINIA: Yeah, and so then he would have to do
something like that. So that you're alcoholic today. That doesn’t mean
that you aren’t bright or nice. It means that when the pain comes, you
drown it. And what happened to your sister, your older sister?
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65:10 LINDA: She...ran away ... and then became a

mother . . . and then ran away from that and became a hippie. And
now she’s “born again.”

65:20 VIRGINIA: OK. So what she did (to the “sister”), so
we just see you running out, and then you run back, then you run out

again, and run back. So, if you don’t mind doing that, you can do
that. And you?

65:30 LiNpDA: You...um...(Linda’ voice starts to break.)
65:35 VIRGINIA: That’s “me” you're talking about.

65:37 LINDA: Right. You...hung in there ... (crying) and
tried to make everybody happy.

65:45 VIRGINIA: OK. Did you succeed, even a little bit?
65:49 LINDA: Oh, yeah (nodding).

65:50 VIRGINIA (softly): 1 want you to be in touch with that.

OK. What are you feeling right now as you are letting yourself know
that?

66:02 LINDA: Um...it%s a burden.

66:07 vIRGINIA: OK. Now what 1 would like to have—show
you. I want all of you to take your postures real tight, real tight.
Everybody, to take your postures that you got real tight. (to Linda’s
self-worth) And you know about that tightness, that’s why you cry.
You are the self-worth, right? (Seeing this, and feeling the uncom-
Jortable tightness so strongly, gives Linda motivation—something to
move away from.)

66:27 VIRGINIA: Heres mother’s heart which beats. And I
want you to be like a metronome, beating, just beating: um um um

um, back and forth. (Mother s heart is something positive Linda can
move toward.)

66:36  VIRGINIA:  And I want you [Linda’s self-worth] to cry
a little bit, and that represents the cry from all over here (gesturing
toward the family sculpture). Now, I'm going to ask all of you now to
let yourself . . . give yourself a message of appreciation and start it off
by taking a breath, let your body fill with air, and as you do, let your
body expand to meet the air that comes into you until your whole
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body is standing upright, and you are free to move in any way you can
... Let that all happen. Letting . . . and testing your moving, back and
forth. Now when you get on your own feet, look around, and as you
see people, do what you want to do with them . . . and do it. (People
start hugging each other., The foregoing is essentially a hypnotic induc-
tion, with everything presupposed by “let yourself”” which indicates
that all that Virginia said will occur unless people don't “let it hap-
pen.” Virginia has moved through a sequence from tightness to appre-
ciation and breathing, to standing upright, to physical movement, to
contacting people actively. The contrast created between the unde-
sirable tension and the liberating “expansion” makes the desirability
of the solution even stronger.)

67:40 VIRGINIA: Now, what I want to find out from you,
Linda—what did you see here?

67:44 LINDA: (softly and tearfully) It was transformed into
love.

67:47 VIRGINIA: Yes. And you know how it happened?
67:54 LINDA (shaking her head): No.

67:55 VIRGINIA: What did I say? I'm going to act likia a
schoolteacher for a minute. What did I do? What directions did [ give
to make this change?

68:07 LINDA: You asked them to breathe.
68:09 VIRGINIA: Yes. And then?
68:11 LiNpA: P'mnot sure I was listening.

68:13 VIRGINIA: OK. I'm glad you are telling me that,
(Virginia responds to Linda’s not listening in a positive way. Rather
than treating it as a problem, she says, “I'm glad you are telling me
that.”) because it’s very important. When I asked them to breathe,
then [ asked them to let their bodies expand to meet the breath that
was going on. Now do you remember that you heard it? (Virginia
gestures toward Linda, presupposing that Linda heard it; it’s only a
question of whether she remembers it now.)

68:27 LINDA: Vaguely.
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68:29 wvircmviA: OK. And that’s all right, because you were
involved with other things. (Virginia again acknowledges Lindas not
remembering or hearing in a positive way.) And then I said, “Now
what fits for you, standing on your own feet?” And did you notice
what they did? What did you see them do?

68:40 LINDA: They stood up and . . . looked alive and . . .
(almost crying) nurtured people.

68:47 vIRGMIA: All right. Now you see this lady (“mother”)
right here. This is a lady that behaved in relation to (gesturing toward
“mother’s” family)—not this [embracing], because she didn’t know
about that—in relation to the best that she knew how, which is [to] try
to get her kids to do it. And she wasn’t all that successful, but she tried
hard. (Virginia reiterates the reframe that Linda s mother s intentions
were good, and that she did the best she could, within her limited
world.) Now, as you look at her from here, what are you aware of
feeling toward her?

69:10 LINDA (softly): 1 feel a lot more compassion.

69:12  VIRGINIA (speaking in a hypnotic tone of voice): Can
you move a little closer to her, and see what that feels like? [conversa-
tional postulate] (Linda walks over to her “mother” and they embrace
warmly for some time.) As close as you want to feel, OK. And let
yourself be in touch as you are here now, being aware that what you are
now touching is the life force of your mother. [presupposition] What
you saw before were the behaviors that came out because the life force
didn’t have a place to express itself, and that’s a self-worth view. (4gain
Virginia makes the distinction between Linda s old perceptions of her
mother’s behaviors and the mothers internal life—good intentions
and nurturing.) What do you feel, self-worth?

69:40 “SELF-WORTH”: Ummm! I’m feeling, really . .. a
tremendous amount of love and . . . ah . . . overwhelming,

69:49  VIRGINIA: Now when you come to your owner
[embedded command], you don’t have to cry anymore. (Virginia con-
nects Lindas being in touch with her mother s “life force” and posi-
tive intentions with Linda gaining her own positive self-worth.)

69:52 “SELF-WORTH”: Umhm.
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69:53 VIRGINIA: Do you want to come over? (Lipda’s “self;-i
worth” goes to Linda and they embrace.) And you can enjoy heri(:r}[
she can enjoy you, but it's /ife that she’s enjoying. (Vl;gmla speaks to
Linda.) How was that for you? How was that for you?

70:04 LINDA: Itwas...Idon’t know.I ign’t knc;?:sif I cla:f;
it i s. It was very helpful, very ... graphic.... 1i8. ..
z;llt—litl’rsl :(;(r)rigthing that 1 I-wyould desperately love to be? a‘ple to translate
into my life, what I'm feeling now. And have been missing the pl}lg—
the connection. I just—I—how do I then tall.( to my mother differ-
ently? (Linda is presupposing that she will talk to h(.er ;nozh.er
differently, yet she has some doubt as to exactly how she will do this.)

70:35 VIRGINIA: Can you see yourself doing whatever. the
“it” is? [conversational postulate] (This is a direct instruc.tzon to Linda
10 see herself communicating with her mother differently in the future.)

70:39 LINDA (looks up to her right briefly, and then answers
confidently): Yes, I can. (Linda nods and smiles.)

70:41 vIRGINIA: OK. All right, because_ym{r eyes have

changed. (Linda nods.) There’s a different expression in your eyes
(Linda nods), and there’s a different expression in your face right
here (gesturing toward Linda’s cheeks). And that. says to me tt}at you
have moved into another place in yourself. (Linda nods. Vz_rgm'za
Jmows that Linda has reached her outcome by the nonverbal shifts vis-
ible in her eyes and cheeks. She didn’t need a followup study to ﬁr:ic;
out if she was successfiul.) And I don’t know what ’the exact worh
will be (gesturing toward Linda’s “mothe.r”). I don’t know what the
transactions will be (gesturing toward Linda’s “mother”), but one
thing I do know is that you will never look at your mothir again in the
same way. (Virginia gestures from Linda to her “mother. Lm'da nods.)
And ske will never look at you in the same way (gf:stur_mg from
Linda’s “mother” to Linda), because you will con"le in wntl} some-
thing different. (Virginia is saying that since Linda’s peftcepnons are
changed, she will act differently with her mot{eer; _thts cl?ange zln
Linda’s behavior will cause her mother to perceive l..mda differently
and to respond and act differently toward Linda. Lm.da nods.) And
now all the stuff about having to yell at hef and so on is really irrele-
vant. (Virginia gestures to Linda’s right. Linda nods.)
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(The preceding is a straightforward “post-hypnotic induction”
or “future-pace” loaded with presuppositions that connect what Linda
has learned in this session with Virginia to where she needs it—in
Juture interactions with her mother. Virginia begins by describing the
changes in Linda's face, which indicate Linda has changed, using
present tense to reinforce the change. She then shifis to “have moved
into another place . . . “the present perfect tense that indicates a
completed past. Then she speaks of her own knowing in the present
that Linda will be different in the future. “You will never look at your
mother again in the same way " describes and ratifies the shift Linda
has made as permanent and lasting. Then Virginia returns to present
tense, describing Linda s former need 1o yell as irrelevant, and setting
it off to the side with a gesture. [temporal predicate shifts])

71:18 VIRGINIA (turning toward the group): Are you aware
of that? We went through a period where what we were doing is cas-
tigating everybody. That was supposed to be for health—telling how
bad our parents were, and all the rest of it. That’s not where it is at all.

(In a six-minute segment that is omitted from the videotape
because it isn’t directly relevant to Virginia's work with Linda,
Virginia asks all the participants to share how they are feeling, if they
wish, just as she did with Linda s self-worth earlier [69:38]. She does
this both to include group members in the process, and to check Jor
any unresolved unpleasant feelings about the roles they played, etc.

After checking with all the other participants, Virginia again turns to
Linda.)

71:28 VIRGINIA:  And now, how about you, love?
71:31 LINDA: Twenty words or less? (The group laughs.)

71:34  VIRGINIA (softly): Whatever you want to say, love. I
know that a lot of things can’t go into words. All I'm asking is if you
have any, would you like to share them? (Virginia acknowledges that

a lot has happened nonverbally, even if Linda doesn 't have words to
express it.)

71:43  LiNDA: 1 feel (looking to her left, searching for words)
something has shifted . . . and I think you're right that I won’t ever be
able to look at my mother in the same way again. (Linda s choice of
words indicates that the shift in her perception is now automatic—
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even if she tries, she “won’t be able 10" see her mother in the same
way again.) Um . . . (looking to her left and also down left) I feel
clearer, and much more loving. I’'m in love with everyone in the room.
(Linda smiles.)

72:04 vIRGINIA: Wonderful. Wonderful, wonderful. [repe-
tition] (Virginia and Linda embrace.)

72:09 LINDA (with her hands still on Virginia’s shoulders):
Thank you very much for doing that. (Linda gazes directly into
Virginia’s eyes.) That was wonderful for me.

72:12 VIRGINIA: This—you did a universal trip. (Linda
nods.) There are very few people in the world who couldn’t have
taken this trip with you. Maybe not in the same—feeling the same way
with mother— (Linda nods, and Virginia turns to face the group, and
speaks in a humorously outraged tone of voice.) But how many of us
feel that our growing up was deficient? Heavens! We should have
been born to the most exciting, intelligent, right people all the time.
What was the matter with them that they got their egg and sperm
together and activated us when they weren’t really there to do it?
Huh? (Bringing this back to the universal level invites the audience—
and all of us—to find similar opportunities to apply this knowledge in
our own lives. In addition to making the session more useful to the
audience, this again treats Linda as equal to the rest of us.) Won-
derful, OK. Thank you very much. (All on stage with Virginia return
to their seats.)

72:50 VIRGINIA: [ have spoken to you about the fact that I
have been working with families for over forty years, and I see a lot of
things. Everything that I strive for, you just saw.

Followup Interview

In August 1989, almost three and a half years after her session
with Virginia, Linda met with Connirae Andreas to record how
Linda’s experience with Virginia had affected her life and her rela-
tionship with her mother. This interview is also included in the video-
tape “Forgiving Parents” (1989).
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_ 72:55 CONNIRAE: Linda, now that it is about three years
Since your session with Virginia, we’re interested to find out what

your perspective is now on the impact that that’s had on your experi-
ence.

~ 73:04 LNDA: Hm. Well, it was interesting. It’s been some-
th‘mg that.I haven’t been able to forget, and have talked about with
fnend_s—m fact, have laughed about with friends, especially some of
the friends that were there in the audience with me, or people who
have become friends. And, you know, the person that was my searf in
that tape, and the person that was my mother in that tape or my father,
where—_—we actually wound up having discussions about that episode,
and being that vulnerable and . . . it’s affected, I think, my relationship
with my mother, and it’s also affected my work, and even when I
notice the way parents talk to their children, and I am aware of how
wonderful the gems were that she had,

7358 CONNIRAE: So it sounds like it’s had a fairly broad
Impact in a lot of areas.

74:02 LINDA:  Oh, I'll never forget it.

74:04 CONNIRAE: And if we could go into some of the

f}x]‘eas;—how has it been different with your mother? What’s happened
ere?

74:.12 LINDA:  Well, I think that I did a lot of thinking after
that session happened, because I spent, what, an hour or an hour and
a half having to—in front of what I felt at the time was the world—
talk about my mother and my relationship, and 1 felt real upset and
tearful and I came away, I think, with a whole lot more compassion
about my mother and what she’s been through in her life, and it’s
changed my position on how I look at her, and how I feel about her.

74:48 CONNIRAE: S0, do you do things differently with her
now than you would have before?

74:51 LINDA:  Oh, yeah. Ilook at her differently. I've had
occastons—Ilots of occasions—where I’ve been sitting across the table
fr(?m my mom, and nobody else was in the house, and I will ask her
things about her life. “How did her parents treat her?” And in fact she
said to me, “Well, I think that my father would have been arrested for
child abuse today if he had done things today to me that he did fifty
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[years ago].”” My mother is old enough to be my grandmother, so we
really skipped a generation. She had me when she was forty-four. So
there was a big generation gap there.

75:33 LmNDA: And I have gotten a lot of insights into how she
was raised, and why she was so critical of me because of some of the
things that happened to her. And she opened her heart to me in lots of
ways. In fact, I felt like I was her best friend, which was reafly some-
thing 1 would never ever have said before. But having listened to
Virginia and watched her work with some of the other people that
were there, I pulled some of those techniques and just incorporated
them in my relationship with my mother. I spent more time after that
asking my mother questions. Um, if we were taking a trip together—
and I tried to invite her to go on day trips: If I had to go up into the
mountains for my work, I would ask her if she wanted to come along,
and in those car trips I asked her about her life.

76:23 LINDA: “What was your dad like to you? And if you
wanted—if you chose to have kids all over again, would you do that?’
And I really tried to listen to the answers that she gave, and I started
recognizing—this sounds kind of weird but I said to myself, “Boy,
Linda, if you think you had it bad having her as a mother, imagine
what it was like for her having them as her parents,’ because she had
some tough parents. She had, you know, Italian immigrant parents
who were very hard on her. So I just started personalizing, I guess, my
relationship with her more.

77:00 CONNIRAE: Great. So it sounds like that’s been a lot
more positive for you.

77:04 LINDA: Yes. Oh, it has. Definitely.
77:06 CONNIRAE: Probably for her, too.

77:08 LINDA: I would think so, although [ don’t get that feed-
back from her, because she’s not a person that shares that kind of
stuff, but I definitely think just because she did open up to me, that
she feels that way, too. But T had to make the change, you see. It
wasn’t—for a long time I think I waited for my mother to change.
“Why does she do this, and why does she do that?” And what—one of
the things that came out of working with Virginia was, it’s my work,
and I'm the one that needs to shift my position, or try something else
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77:37 CONNIRAE: Well, that’s a big shift.
77:39 LINDA: Yeah, it is.

' 77:40  CcONNIRAE:  Good, and you mentioned also that it had
an impact on some other areas of your life. Can you say a little bit

mo;e about that—if it shifted your way of being in some other areas
t00? ,

. 77:52 LINDA: My work is as a teacher. I have my own con-
sultn.lg business, and teach workshops to adults and parents and com-
ml_mlty members and most recently, in the past couple of years, I've
s}.ufted to youth leadership trainings where I will work with teene;gers
high school kids, who will talk to me about their parents. And hig};
school kids typically are complaining about their parents. And they
are talking about how their parents don’t listen to them, or they are
never validated, or all their parents do is pick on the things that they
don’t do well, and not say to them how much they care about them, or
why they appreciate them being in their lives. And I’ve seen myseIf: do
some Virginia Satir tricks where I will say to them, “You know, you
might be the one that needs to tell your mom first that you are,glad
that she’s your mom. If you are waiting for your mom to tell you, she
may not be the one to do that. You may have to say, “You know, N}om,

I know you really do sacrifice a lot for us and I re e
ally a t I
and that kind of stuff. Y appreciate it,

78:44 CONNIRAE: So you are passing on your learnings to
others, t0o. Great. Thinking back on it now, are there any other com-
ments that you have about your experience there?

?8:57 LINDA: I can’t get the—the image that sticks out in
my mind the most—other than secing this imposing, powerful woman
pext tg me in her flowered dress—was the image I have of her work-
ing with the mother and the little child (later in the workshop), bring-
ing the little child up on a chair so that the two were looking, eye to
eye. And I don’t know why that was so profound for me, but it sym-
bqhzed to me how important it is to really look eye to eye. I mean
yv’lth my own internal little girl, in that process as well as—maybe;
it’s 'the old Indian saying of “walk a mile in the other person’s moc-
casins” that was profound to me. And the whole experience of being
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that open, and pouring out that part of me, was something [’ll never
forget.

79:51 LINDA: And the way that she treated people is a mes-
sage that I just take wherever I go. That respect and dignity that she
tried to create between people. In my work with teenagers, they are
perceived as powerless. The adults have all the power. And my work
a lot is having teams of young people and adults come together to
work in partnership. And the adults usually take over, and the
teenagers are always trying to get a word in edgewise. And using
some of those Virginia Satir things to have people be more on an
equal basis is another thing I’ve taken from that experience.

80:31 CONNIRAE: (reat. That sounds good, too. Well, I want
to thank you for coming back and letting us know that impact for
you. And I'm guessing some of those similar impacts will be going [to
happen] with a lot of the people who view this tape. Oh, I am curious
about whether you were surprised to actually work with Virginia that
much on stage, or if that was something that you like to do a lot in
workshops.

80:57 LINDA: Well, I was shocked. I only thought I was
going to be a member of the studio audience. That was the agree-
ment. “Would you come and just take up some space in the audience
and clap?” And I raised my hand to make some kind of a comment,
and before I knew it she was saying, “Come on up here. Come on up
here on stage.” And literally, I don’t remember the beginning of that
session. I do not remember how it started, or how I was swept into it.
I’m kind of curious to see, after three years, what happened. Because
I don’t remember. People were so unbelievable to me after that. People
were coming up to me again and again saying, “Thank you so much
for sharing that. I saw my mom,” or, “I saw my relationship with my
dad” or—and I realized that that “speaking the truth” stuff is real
powerful. Not just the good stuff, but the dark or heavy stuff, or hard
stuff.

81:50 CONNIRAE: I think a lot of other people will have the
opportunity to do that through the videotape. Well, thank you again.

81:57 LinDA:  You're welcome. Thank you.
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Summary

detai OfVirghl:L(,)s ssggir:sl;zitc}:]alrj 'do justice to the comp_ler.(ity .al_ld

! inda. Yet no matter how limited it is
a summary is useful if it helps organize and direct our activities. The:
perceptions and beliefs that we all use to guide our actions are also
brief summaries of our experiences. And like any other summary,
these pgrceptions and beliefs are often limited, distorted, and over:
generalized in ways that lead to unhappiness.

One way to think about this session is to see that Virginia
wo.rked systematically to broaden and enrich Linda’s perceptions
This adc.iitional information then provided a basis for changing Linda’é
c.onclgsmns, beliefs, and feelings about her mother, herself, and her
situation. These new perceptions and beliefs in turn established a
firm foundation for more positive behavior.

One F:ssential distinction that Virginia makes repeatedly is
betwee:n Lmda’s actual mother and the image that Linda carries with
her. Vlrg_mia realizes that Linda needs to come to terms with this
Image within herself. This is first brought up at 8:03, and later at
11:25, 15:43, 16:00, 32:46, 33:44, 43.02, 43:57, and 45,:48.

) The distinction between our image of the world and what's
actuz_llly out there™ opens an empowering pathway to change.
gln:)w;lng that_all we have are images of the world makes us realize
at whatever image we have is likely to be inaccurate and distorted in
some way. At the same time, since images can be changed much more
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easily than the world, this knowledge also provides us with the free-
dom and ability to see things differently. When we realize that con-
flicts result from images within ourselves, then we can take on the
responsibility for change gladly, rather than feeling that we are help-
less victims, demanding that others change, and blaming or attacking
them when they don’t.

By asking Linda about her mother’s experiences before Linda
was born, Virginia enriched Linda’s perspective. Virginia first speaks
to Linda about her mother’s critical behavior having resulted from
her difficult upbringing at 25:45. She repeats this theme at 27:00,
27:38, 29:51, 30:50, and 37:08. Virginia introduces the same idea
with respect to Linda’s own behavior at 35:36 and again at 53:10 and
68:47.

Initially Linda saw her problems with her mother only from her
own point of view. During the session Virginia repeatedly has Linda
consider, and then “become,” aspects of her mother’ experience, par-
ticularly her history, feelings, yearnings, and intentions. After the ses-
sion Linda can also see the situation from her mother’s point of view.
“Boy, Linda, if you think you had it bad having her as a mother, imag-
ine what it was like for her having them as parents, because she had
some tough parents” [76:50]. In the followup interview Linda also
says, “It’s the old Indian saying of *walk a mile in the other person’s
moccasins’ that was profound to me” [79:40].

At the beginning of the session, Linda is only aware of her
mother’s behavior and her own feelings of being a helpless victim in
response to it. At the end of the session she is also aware of her
mother’s perceptions, thoughts, and feelings, and she understands
how her mother’s past and Linda’s own behavior affect her mother.

Virginia used these expanded perceptions to change Linda’s
beliefs. Early in the session Linda believes that her mother had evil
intentions, and that her critical behavior was evidence that her mother
hated Linda. When Virginia states this for her—“She was trying to
make your life miserable” [15:57]—Linda agrees emphatically—

“4psolutely!” In contrast, at the end of the session Linda sees that
her mother had good intentions—"She loved me beyond belief”—and
that her mother’s critical, hurtful behavior was simply a result of her
mother being limited by her own difficult experiences while growing

up.
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' This additional information provided a basis for Linda to recon-
sider her beliefs about her mother, and to accept the alternative pre-
sgppositions that Virginia offered. At the beginning of the session
Linda blamed her mother; now, if she has to blame somebody, she car;
blame her mother’s family background. ’

. Of course, the same insight can be applied to previous genera-
tions, §o really there is no blame anywhere. If Linda were still in con-
tact with her grandparents, it would be important to do this explicitly
so that she wouldn’t start blaming them instead of her mother.

At the beginning of the session Linda thought her mother should
change. In the followup interview, Linda recognized that she could
take the initiative to change the relationship. “I had to make the
ch:cmge, you see” [77:20]. “It’s my work, and I’'m the one that needs to
s}pﬂ my paosition, or try something else” [77:36]. Virginia first offers
L¥nda this idea at 27:38 and again at 31:38, 37:26, 37:37, and 37:53.
L'mda. mentions in the followup interview how she also carried this
view into her own work with adolescents who want their parents to
change, offering them the same empowering idea [78:35].

With these key perceptions and understandings—as well as all
the others noted in the transcript—Linda can see herself and her
mother as equals, each doing her best in life with what they know and
can dq. In the followup interview, the image that “sticks out” in Linda’s
mind is of Virginia later in the workshop, “working with the mother
and the little child, bringing the little child up on a chair so that the two
were looking eye to eye. And I don’t know why that was so profound

for me, but it symbolized to me how important it is to really look eye
to eye™ [79:10]. Linda also mentions “that respect and dignity that she
[ Virginia] tried to create between people” [79:57].

Working with such fundamental and universal ideas generates
more 'extepsive personal change than working with a particular “prob-
len} situation,” because these new presuppositions will become influ-
enpal th{oughout Linda’ life. Presuppositions are not usually changed
w1th a single utterance; it typically takes repetition to create a com-
pelling ;?ersonal experience of the truth and usefulness of thinking
apout things in a new way. There are a number of ways to create this

kmd.o#~ compelling personal experience; Virginia did it primarily by
providing a living example, and through the experiences that role-
plays provided. As the transcript shows, Virginia worked patiently
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and systematically to change Linda’s thinking and understanding in
order to reach the resolution that Linda wanted.

Virginia always moved from the specific complaints that clients
brought her to larger and more universal issues. This is why we can all
identify so easily with Linda on her journey and learn personally rel-
evant lessons from it. All of us can think of people we criticize, blame,
or hate because we don’t yet understand that they, too, are doing the
best they can—limited by their backgrounds, misconceptions, and
confusions.

The positive presuppositions discussed here and in the transcript
are powerful, but they are seldom conveyed by words alone. Virginia's
modeling of these presuppositions in her own behavior—both verbal
and nonverbal—was essential. She didn’t just think that these empow-
ering presuppositions were useful ways to induce change. She con-
veyed by her every word and gesture that she completely believed
that people had good intentions, could learn anything, and could redi-
rect their lives. Virginia’s congruent, living example of these presup-
positions made them easier to absorb for those she worked with,
because she provided a nonverbal demonstration of doing what she
was talking about.

Virginia Satir thus offered us a dual gift. She demonstrated the
empowering beliefs she helped others adopt, and she offered precision
in her behavior and change language that made it easy for others to
respond to what she demonstrated. Although Virginia is gone, her
message of hope and possibility lives on in those she touched, and in
the work of those who are willing to make the effort to learn how to
do what she did so beautifully.




Human contact is not about words. Human con-
tact is about eye connection, about voice, about
skin, about breathing. Words are something you
can read in a book, you can see on a billboard,
and they can be totally differentiated from human
beings. Words help when people are congruent.

—VIRGINIA SATIR (1989)

Appendix I
Presuppositions

Ore of the most powerful patterns in the transcript of
Virginia Satir’s work with Linda is her use of presuppositions to
change Linda’s perceptions and beliefs. The power of presupposi-
tions to bring about therapeutic change is vastly underappreciated,
even by those with good hypnotic training. People can agree or dis-
agree with direct statements, but presuppositions are typically
accepted unconsciously and not even noticed consciously. Some

examples of other master therapists’ use of presuppositions illustrate
this well.

Carl Whitaker

About eight years ago I observed Whitaker interview a couple
on the first day of a weekend workshop. The couple had been divorced
for five years, and had been in therapy longer than that. They sat next
to each other in excellent nonverbal rapport, matching each other’s
body posture and breathing.

During the interview, they were reasonable and considerate with
each other. Clearly, they had worked through their differences over the
years. I found myself wondering why they didn’t remarry; they
seemed to get along so well.

Since there wasn’t much for Whitaker to do with the couple, he
asked them to bring in their two teenage sons the next day. The “rebel”
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son who lived with the father did not come in, but the “model” son

ived with the mother did.

M l}I’he contrast with the previous day was striking. The mother
and father sat much farther apart, with the son betwe_en them and
much closer to the mother. Although the father’s behavior was about
the same as on the previous day, the mother was transfor.med. She
was far more animated and sexy, particularly when talking to, or
about, her son—which was most of the time. She'spolfe at length
about how many activities they shared, how she conf1ded.mfum, how
well they got along together, etc. Whether you _call this “enmesh-
ment” or “violation of generational boundaries,” it was cigar that t-he
mother was overinvolved with her son, and was responding to him
much more like a lover than a son.

Right after the mother had related yet another example of how
well she and her son got along, Whitaker gestured to her and to her
son as he said, “So your second marriage worked out much better
than your first one,” and then gestured toward the father. The mother
looked as if her brain had stopped working for seyeral seconds.
Obviously she had never thought of her relation;ship w1.th hersonasa
“marriage” before; from then on it would b'e 1mpf)851ble for he? to
keep from thinking of it in that way. As Whitaker is fond of saying,
“People can agree with me, or they can disagree with me, but they

t ignore me.”

o ﬁzch of the power of Whitaker’s statement to the mother comes
from his presupposing that they are married. She .cgn agree that he.r
second marriage is better, or disagree and say that it isn’t better, but it
is much harder for her to reject the presupposition that she is acting as
if she is married to her son—particularly when she has just <.:om;
pleted a long list of interactions that are typical of a good marriage!

Even if the mother consciously rejects Whitaker’s remarkj it
will still have its impact. Since most parents don’t want to be married
to their children, the mother can’t avoid considering her. m\./olve:‘ment
with her son in this light. Before, she had only been thln_kmg? DS I
have a close relationship with my son or not?” Now, she will tpmk, .Is
it too close? Am I treating him like a spouse?” and she will ‘avm_d
acting in ways that are too intimate. The son will do the same with his

mother.
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141
Milton Erickson

In the late 1950s, Milton Erickson was a guest speaker demon-
strating his work at the VA Hospital in Palo Alto, California.
Psychiatrists brought in their toughest clients for Erickson to work with
one at a time.

One of these clients was a young man who had committed a
wide variety of serious violent offenses. He had been waiting in the
hall, watching as other patients were taken in and brought out later—
often still clearly in trance.

When they finally took the young man in, he had no idea what
awaited him. Erickson first asked the psychiatrist, “Why have you
brought this boy to me?” After the psychiatrist listed the many offenses
the boy had committed, Erickson commanded the psychiatrist, “Go
sit down.” Erickson then turned to the bay, gazed intently into his eyes,
and said, “How surprised will you be when all your behavior changes
completely next week?” The boy looked startled and said, “I’ll be very
surprised!” Erickson then turned to the psychiatrist and said, “Take
this boy away.” The psychiatrist thought that Erickson had decided
not to work with him. However, a week later all the boy’s destructive
behavior did, in fact, change completely.

Erickson had undoubtedly noticed the boy’s heightened recep-
tivity, and decided to deliver the presupposition that all his behavior
would change. Erickson didn’t ask the boy, “Will your behavior
change or not?” Ericksons question presupposed that the boy’s behav-
ior would change; it’s only a question of how surprised the boy will be
when it changes,

When the boy’s response—verbal and nonverbal-—told Erickson
that the boy had completely accepted this presupposition, he knew
he had succeeded, so he dismissed him to avoid undoing what he had
accomplished. If the boy had said, “I would be surprised,” or if he
had looked doubtful, Erickson would have gone on to try some other
intervention. However, the boy said, “I will be very surprised,” indi-
cating that he had accepted Erickson’s presupposition that the change
would occur.

There were other important presuppositions that supported this
brilliant intervention. When Erickson asks, “Why have you brought
this boy to me?” he presupposes that the patient is a child, with all that
that connotes—being immature, having a lot to learn, being depen-
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dent, needing guidance, etc. Then when he commands the psychiatrist
to “Go sit down,” Erickson presupposes that the psychiatrist {(who
has been in a parental role to the “boy” he brought) is himself in a
position to take orders from Erickson.

With these two short utterances, Erickson sets himself up as an
authority superior to those who have been dealing with the boy—all
by presupposition and implication. Without these earlier presupposi-
tions, it is unlikely that his later question would have had such impact.

Most of the presuppositions that are useful in therapy are not as
global as this example of Erickson’s, or as stunning as the Whitaker
example. Nevertheless, they can be just as effective in getting signif-
icant shifts in perception and behavior. A number of small presuppo-
sitional shifts can work together to affect families powerfully.

Salvador Minuchin

One of my favorite examples of the use of successive presup-
positions is a session in which Minuchin is seeing a family for the first
time.

The problem that brings the family in is that the ten-year-old
son is sniffing gasoline. Immediately after the introductions, Minuchin
turns to the boy and says, “I understand you like to sniff gasoline.
What do you think you are, an automobile?” This joking comment
had an immediate impact. Everyone relaxed a little, and the problem
became a little less insoluble.

The joke is fairly obvious. Not so obvious is the presupposition
that serious matters can be discussed with humor. Even less apparent
is the fact that Minuchin has planted a presupposition by using the
words “you like to.” In contrast, “You sniff,” or “You have to,” or
“You feel driven to” would deliver very different presuppositions
about the problem. Those kinds of statements would presuppose that
the behavior is out of the boy’s control, and therefore difficult to
change. “You like to” presupposes that the behavior results from the
child’s own desires, not some crazy or incomprehensible compulsion.

In his next statement to the boy, Minuchin builds on this:
“Which do you prefer—unleaded or regular?” Everyone relaxes a bit
more as this second joking comment shifts the family’s attention
again. They were thinking of the boy’s behavior as a serious problem
beyond everyones control, not as an expression of the child’s prefer-
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ences. Of course, the consequences of sniffing gasoline can be seri-
ous. Nevertheless, refocusing the family’s attention in this way makes
the problem easier to solve.

Next Minuchin smells and then takes a sip of the herb tea he has
been holding, and says, “I wonder what kind of tea this is.” Then he
turns to the boy, offers him his cup, and says, “Since you have a good
nose, tell me what kind of tea this is.” This comment builds on the pre-
vious ones, refocusing attention from preference to the learned abil-
ity that makes preference possible. Minuchin has also presupposed
that the boy “has a good nose,” and is able to make some discrimina-
thns that Minuchin can’t. This makes the boy superior to Minuchin in
this respect, and alters the implicit hierarchy of the superior thera-
pist/needy family,

\_Vhen the family came in, they probably thought of the boy’s
behavior as crazy, incomprehensible, and uncontrollable. With three
short comments Minuchin has transformed the family’s perceptions.
Now they are thinking of the behavior as an expression of the boy’s
preferences, and one that demonstrates a positive ability to discrimi-
nate. The “uncontrollable problem” is already three significant steps
closer to a solution, because family members are thinking about it in
a very different way. Rather than criticizing, reprimanding, or inter-
rogating the boy, Minuchin has implicitly complimented him on his
skill at discrimination. This provides a positive basis for guiding the
boy toward using these skills in ways other than sniffing gasoline.

Of course, more needed to be done. Minuchin gathered infor-
ma.tion that demonstrated that the boy was a “parental child” with
major responsibility for his four-year-old twin brothers, and he worked
tqward reorganizing the family so that the ten-year-old could have
his own childhood, free of parental responsibilities,

Training in Presuppositions

Although these (and other) master therapists have demonstrated
hm_:v -to use presuppositions with powerful effect, very few therapy
training programs systematically teach trainees how to construct them
or how to use nonverbal behavior to deliver them for full impact?
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Fewer still teach how to detect and use subtle nonverbal cues to know
whether the presuppositions have been accepted or not.

There seems to be a widespread prejudice in therapy against
any training that divides global generalizations like “human contact,”
“intimacy,” “self-worth,” “triangulation,” “codependence,” “enmesh-
ment,” etc., into their constituent perceptions, feeling responses, and
behaviors.

Few people would say that a love of music will by itself produce
a great pianist without considerable practice at scales, timing, differ-
ent styles of music, etc. Yet often the same people will tell you that all
you need to do great therapy is to be caring and sensitive. .

Although language is one of the principal tools of a therapist,
most therapists know no more about how to use language than the
people who come to see them. Family therapy has had many notable
successes; the evolution of the field will require fewer global gener-
alizations and more precision.

For an example, let’s return to presuppositions. After studying
the work of Virginia Satir and Milton Erickson, Bandler and Grinder
(1975a) delineated twenty-nine linguistically distinct kinds of pre-
suppositions. The five categories of simple presuppositions are some-
what trivial and not particularly useful. However, the twenty-four
complex categories are very useful. Since different clients respond
more fully to certain kinds of presuppositions than to others, it’s use-
ful for a therapist to be able to generate every kind of presupposition
at will. Since each kind of presupposition is clearly specified, if they
are practiced one at a time, they can quickly become an automatic part
of a therapist’s verbal behavior. Without this kind of practice, most
therapists use only a few presuppositions, and sometimes even use
these in ways that impede reaching the goal, rather than in ways that
support it.

After learning how to generate each kind of presupposition, the
next step is to start with a specific outcome, such as to geta father to
touch his child lovingly, and to practice constructing different kinds of
presuppositions to elicit that response. “A4s you touch your child lov-
ingly next week, I'd like you to pay particular attention to—""; “If you
are looking carefully at your child when you touch him—"; “Do you
think anything could stop you from carrying out your wish to touch
him more often?”; “Do you think your touching your child more will
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actually allow you to notice your feelings of caring more fully?™;

“I'm wondering whether the second or third time you find yourself
touching your child caringly will seem different from the first time.”;

“How will your wife respond as she sees you touching Billy gently?”;

“Who do you think already enjoys touching him the most?”; etc. This

kind of question can have tremendous impact, because in order to

answer, the father has to imagine the experience of touching his child.

In contrast, the father’s experience would be very different if we asked,

“What has made you so cold and distant with your son?”

After some practice generating presuppositions, it also becomes
easier to recognize them in your own and the client’s utterances. In an
exercise trainees can be asked to write down their typical opening
sentence to a client and then examine it for presuppositions. We sug-
gest that you pause to write down your own typical beginning sen-
tence to clients before reading further.

Many therapists start by asking, “How can { help you?” This
presupposes “I can help you,” a complimentary “helper-helpee” rela-
tionship. This is a “welcome mat” for future dependence and “pas-
sive” behavior.

By contrast, “What changes do you want to achieve today?”
presupposes that rapid changes—plural—are possible, and also pre-
supposes that the client is in the active role: The client is the one who
both wants and achieves changes, not the therapist.

“What is the problem?” directs the client to the past, in a search
for what didn’t work. This is an invitation to endless “archaeology,” a
return to what Virginia Satir called “the museum.”

In contrast, “What kind of a relationship do you want to have
with your husband?” directs the client to think of desired outcomes.
From there it is a shorter step to develop specific ways to reach those
outcomes and leave the problem behind.

It is amazing how powerfully the presuppositions in the thera-
pist’s first sentence set a course for the therapy that follows. Often this
direction is not a useful one, and the therapist will later complain that
the client is resistant or “passive-aggressive,” not realizing that this
behavior is a predictable response to the therapist’s own presupposi-
tions. By sensitizing ourselves to our own presuppositions, we can
find ways in which we may have been holding our clients back
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unknowingly, and we can use this information to generate more help-
ful presuppostions.

It is impossible to avoid using presuppositions. Every sentence
we utter sends many signals to our clients by what we presuppose. The
more we know about how we send these messages, the more power
and impact every word can have.

Training in presuppositions also sensitizes therapists to the pre-
suppositions in what clients say, pointing out exactly where their
thinking is limited, and often suggesting what can be done to make it
easier for them to have the new perspectives and responses they want.

Presuppositions of Time

Every sentence has a verb tense, which carries a time message to
the client, and these can be particularly powerful. The past cannot be
changed. While we can change our present memories of the past and
our evaluations of the past with great benefit, most people usually per-
ceive the past as fixed and unchangeable. However, the future is ripe
with possibilities and alternatives.

Perhaps a wife says, “We always fight. It's a terrible problem in
our relationship. And if the fight gets intense, he always hits me.”

This woman is speaking of the problem as occurring throughout
time. “We always fight”” “He always hits me.” “It is a problem.” This
lets us know that she is thinking of the problem existing in the past,
present, and future. Even though she is using present tense, the
“always” indicates that she is generalizing throughout time. In con-
trast, she could have said, “He hit me when we fought on Saturday,”
which would limit the problem to a narrow and contextualized past
segment of time.

My response to the wife might be, “So this has been a terrible
problem. Each time you have gotten in fights, your husband has hit
you.” With these words, 1 am letting the wife know 1 understand what

she has said. More important, however, the verb tense describes the
problem in a way that leaves it in the past. Next I can begin to direct
her thinking toward what she wants in the future—And I’m guessing
you both want things to be different.”

1
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. Notice the difference in your experience if you think of some
minor difficulty of your own, and say this sentence to yourself: “It is
a problem, isr ¥ it?”

Now try saying, “That has been a problem, hasn t it?”

' ;f you pay attention to your internal images as you do this, you
will find that the location of your image of the problem shifts with
_each sentence. Typically the image of “It is a problem . . . ” is more
in front of you, closer, and associated, while your image of “That has
been a problem . . . ™ is more to the side, farther away, and dissociated.
Both sentences match your experience, but the second one leaves the
prot;lem out of the future, and literally clears the way for new behav-
ior in a subtle, yet profound, way. If we use every sentence to com-
municate subtly that problems are unlikely to continue into the future,
and that solutions are part of the future, we make it easier for our
clients to develop and consider solutions.

‘ Many therapies and therapists still direct their primary atten-
tion toward the past. While it is possible to speak of the past in a way
that puts useful presuppositions in place, it is much easier to slide in
presuppositions of things being different, better, or solved in the future
qnd present. Even a brilliant therapist is operating with both hands
tied behind his back if he limits himself to changing presuppositions
about the past.

For example, let’s say a client wants to lose weight, If I try to
presuppose this problem has been solved in the past, I might say,
“When did you first notice that you had solved your weight prob-
lem?” Since this presupposition is in direct contrast to the client’s
sense of what’s real, it won’t work. The client is likely to conclude that
['m crazy or stupid, rather than find it easier to change. “Anyone can
see I’'m still overweight!”

However, since the future hasn’t happened yet, it is much more
malleable. It’s the easiest place to begin to put in presuppositions
about change without violating the client’s sense of reality. “What
resources do you think will allow you to lose weight easily?”; “What
will be your first indication that you kave what you need to maintain
your desired weight?”; “After you reach and maintain your desired
weight, do you think you will Jook back and find it strange that you
were ever overweight, or do you think you will have a feeling of
understanding and compassion toward that old you?” Once the client
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begins to think of his desired outcome as something that almost
inevitably will occur, it becomes easier to develop specific interven-
tions to accomplish the desired outcome.

Here is a more detailed example of how to use time presuppo-
sitions to set the stage for change:

cLENT: | feel like I can’t stand up for myself with my husband.
If I did, he’d think I was disrespectful. Whenever he fells me what he
wants, I just feel overwhelmed, and 1 feel 1 should do it. But I'm mad
about it at the same time.

Although this client doesn’t say “always,” she is speaking of the
problem as continuing through time.

THERAPIST:  So up until this point in time, you haven t been
able to stand up for yourself the way you want to. You've often felt like
you should do what he wants, but then you have been mad about it at
the same time.

This restatement of the problem limits it to the past.
And how will you be responding differently when you are
responding in a way that is fully satisfying to you?

Using “will be” asks the client to think of the solution in the
future; “are responding” moves the solution into the present by shift-
ing the verb tense. Later in the session, the therapist might put the
problem even more completely into the past, and solidify the solution
by saying, “Is it that you hadn  noticed the way in which your stand-
ing up for yourself is actually more respectful of your husband? Do
you think that’s what kept you from automatically expressing your
own desires in the past?”

After some practice, you will find yourself combining different
presuppositional forms and time frames into even more powerful mes-
sages. “How many times do you think you will have touched Billy lov-
ingly when you first realize that it was this touching that makes him
feel the strength of your love and connection with him?”

That sentence may scem a little unwieldy when you read it,
because combined presuppositions have a hypnotic effect, particu-
Jarly when they include several temporal shifis. The sentence starts in
the present, goes into the future with “will,” moves back into an ear-

lier future with “have touched,” goes back to the future with “when,”
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heads into the more distant future with “first” (since it presupposes
se_cond and successive times), and moves back into the (future) past
with “was,” which is then transformed into the present with “makes.”
For a more in-depth discussion of this kind of use of verb tenses, see
Chapter Two of Change Your Mind—and Keep the Change (15;87).

Nonverbal Presuppositions

A variety of studies have probed the relative importance of ver-
bgl anfi nonverbal communication. Although these studies come up
with dlffgrent numbers, they all agree that the nonverbal component of
communication is far more important than the verbal, imparting from
65 percent to 85 percent of the total impact. Although the nonverbal
dehve_ry of a presupposition is at least as important as its verbal con-
strqctlon, developing flexibility in nonverbal behavior is completely
omitted from most therapy training.

. For instance, in spoken English, questions end with a rising pitch
while statements do not. Commands typically end with a sinking pitchj
If you ask, “How much do you love him?” and allow your voice to sink
at the end, the apparent question covertly takes on the impact of a
command, strengthening the presupposition that “you love him.” Al-
though most people respond strongly to such tonal communications
very few are able to recognize them consciously; this increases thei;
impact.

‘ Marking out part of a sentence that is presupposed or that con-
stitutes a command with a gesture or by shifting voice tone or vol-
ume—or all of these—adds additional impact.

AAlthough these “embedded commands” were an explicit part
gf Milton Erickson’s work, few people use them systematically, par-
ticularly ip the absence of a formal trance induction. Virginia ’Satir
howeyer, 15 one of the few therapists who used them fully, and thi;
contributed significantly to her effectiveness. ,

Tra1_nees can easily be sensitized to the impact of their nonverbal
bebavmr in experiential exercises during which they can experiment.
Tnos cpnsxsting of client, therapist, and observer provide opportuni-
tlf?S to identify how specific nonverbal behaviors support or interfere
with the delivery of presuppositions (or any other intervention).
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In the therapist role, trainees try out alternative behaviors and
observe their impact on the client. In the client role, they become
sensitive to their subjective responses to specific communications.
This develops sensitivity to what clients experience, and indicates
which specific nonverbal behaviors to watch for in clients. In the
observer role, trainees learn to watch the nonverbal interaction
between client and therapist, and notice what they both miss.

In both client and observer roles, trainees can provide specific
feedback to the therapist, particularly demonstrations of alternative
ways to communicate nonverbally.

How Presuppositions Work

Although linguists have described presuppositions for many
years, until recently no one has explored how they actually work to
change subjective experience.

One of the most frequently used types of presupposition is called
“subordinate clauses of time,” using such words as before, after, dur-
ing, as, since, when, prior, while, etc. These words can help create pre-
supposed sequences or links between experiences in time (in contrast
to explicit, conscious links). It’s actually easy to discover how pre-
suppositions work; all it takes is paying close attention to your own
internal images. For example, here is an experiment from Change
Your Mind—and Keep the Change (1987, pp. 31-32).

Try the following experiment, First make a representa-
tion of “eating dinner at a restaurant.” . . . Then make a rep-
resentation of “discussing a proposal.” . . . Now notice your
internal experience of the following sentence: “Let’s eat din-
ner at a restaurant before discussing a proposal.” . . . Notice
how the two representations become smoothly linked together
in your mind. Unless you are adept at identifying presuppo-
sitions, this process occurs unconsciously. (Try reading that
sentence without linking those two representations.) Now try
a slightly different sentence: “Before we discuss a proposal,
let’s eat dinner at a restaurant.” In this case, the first repre-
sentation you make, “discussing a proposal,” moves aside to
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your less-detailed peripheral visual field, in order to make
room for “eating dinner at a restaurant.” In each case the
result is the same; the presupposed representation becomes
linked to the other, more conscious one. The process of get-

ting there is slightly different, due to the different order of the
two sentences.

Now try using the word “as.” Notice how you represent
the sentence, “As we discuss the proposal, let’s eat dinner at a
restaurant.” Now try the reversed sentence: “Let’s eat dinner
at a restaurant as we discuss the proposal.” With both of these
sentences, the two representations blend together into the
same time-frame. Most people find the first sentence easier to
process, because the very first word, “as,” notifies your mind
that you will be putting two representations together. The
second sentence requires you to go back and change the rep-
resentation you started with after it’s already formed.

_ If you go on to experiment with the other time words
listed above, you can discover for yourself how they alter
your representations to link them together in your mind.

. Although we can learn to focus on these subtle subjective events,
in normal conversation we respond to them without being consciously
aware of them. This is the source of their power.

. When you know how different kinds of presuppositions affect
subjective experience, you can decide what subjective experience you
want to induce in a client, and then choose the presuppositions that
will have the desired impact.

Sensory Feedback

_After you have crafted a presupposition and delivered it
exq_ulsitely, it’s important to be able to observe whether it has had the
fiesued effect. Ultimately, “The proof of the pudding is in the eat-
ing,” and the effectiveness of a presupposition is measured not by
how clever it is, but by the response it elicits in the client.
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Again, nonverbal responses will usually tell you much more
than the verbal. Sometimes nonverbal responses will be obvious, and
sometimes they will be subtle. However, they will always be present,
and detection is a function of two factors: 1) the therapist’s sensory
acuity—the ability to discriminate small shifts in posture, breathing,
muscle tone, facial expression, etc., and 2) the therapist’s ability to
elicit robust responses through the therapist’s own nonverbal expres-
sive behavior.

When communicating with preverbal children, or with animals,
you can use words, but since such children and animals don’t know
the meaning of the words, they are irrelevant. They will only respond
to nonverbal tone, tempo, volume, etc. It is this nonverbal expres-
siveness that communicates the love, caring, and connection that the
preverbal child experiences.

Experience with preverbal children or animals gives a therapist
essential nonverbal skills for behavioral change. With that basis estab-
lished, you can think of using language in the same way you have
learned to use all your other behavior—as a way fo elicit appropriate
responses in the client. The next step is to link those responses, and
contextualize them by linking them to appropriate cues. Virginia

Satir’s work demonstrates all these skills, and they can be taught in -

simple experiential exercises to add power to verbal presuppositions.

Appendix II
Physical Contact

In the videotape “Of Rocks and Flowers” (1983),
Virginia works with a blended family in which the couple has been
married for a year. Bob, a recovering alcoholic, is the father of the two
children, four-year-old Aaron and two-year-old Robbie. The chil-
dren’s biological mother had abused them repeatedly—pushing them
down stairs, tying them up under the sink, etc. The father describes
taking the children to the hospital for treatment of bruises and
cigarette burns thirteen times during the last year of his previous mar-
riage. The mother is currently under psychiatric treatment and doesn’t
visit the children.

Aaron and Robbie are highly active children who have demon-
strated violent behavior: slapping and spanking babies, and on two
occasions holding a baby down and choking it.

Betty, 27, was abused by her previous husbhand, who was also an
alcoholic. She is pregnant, and is acutely afraid that the boys will
abuse her own child after it is born. If the children’ violent behavior
does not stop, she fears that she might have to leave the marriage to
protect her child.

T}!is is a revised version of an article, “Getting in Touch, with Virginia” that originally
appeared in Anchor Point: The International Journal for Effective NLP Communicators, Vol. 3,
No. 1, January 1989,
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If you have a pretty grim picture of this family at this point, you
are only partly right. Although the parents are stuck and unhappy,
the children are spontaneous and expressive. They also express the
anger and violence that they have been exposed to. The parents, act-
ing out of frustration and fear, respond to them roughly, which tends
to increase the children’s violence.

Throughout the session, Virginia demonstrates how she wants
the parents to touch and respond to the children. She puts her hand
lightly on a shoulder or on one or both knees when she is talking to
one of the children, sometimes also patting or squeezing. At one point
she gently cradles Aaron’s chin with her fingertips, waiting patiently
to talk to him until she has his full attention. At other times she
touches a child’s wrist or holds his hand gently while talking to the
parents. Soon she begins touching the parents in the same way.

Virginia always insisted on using touch to be sure the message is
attended to—by both the sender and receiver, For example, at one
point she asks Bob (verbatim), “Do you anticipate any difficulty in
helping Aaron and Robbie to understand why they can’t go to see
their [biological] mother?”

When he expresses uncertainty, Virginia first suggests what to
say: “There is a difference between saying . . . that here is a lady who
hurts you and gets angry and doesn’t know what she’s doing. That’s a
different thing from saying that she’s no good.”

When he agrees, she goes on to suggest action.

“And let me see, at this moment, if you’re willing to say to each
of your sons that right now that they will not be able to see their
mother because she hurts them, and you have to wait until she knows
how to deal with herself better. Because, see, that’s the same problem
as what you’re trying to get them (the children) to do—that they may
not hurt, and you are protecting them from being hurt, and I wonder
how you would feel just moving up to this son of yours and saying to
him—”

When Bob starts to talk without moving, Virginia insists on
adding touch. “No. Come up here. Come up here and just come up
front to front with him (gesturing to Bob and pulling Aaron’s chair
toward Bob) and take his hands. And move it (the chair), can you
move up a little bit more? Now take both his hands and tell him that.”
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After some work with the parents, Virginia spends some time
alone with the two children:

VIRGINIA (to Aaron, her hands on his sides): Do you have
good feelings about Betty?

AARON (distracted): No, uh, well, my Mom and Dad they
make me— (He turns toward Robbie.) Robbie makes me mad.

VIRGINIA (taking his hand and pulling him toward her): Look
at me, now. I am asking you about you and Betty.

AARON (bringing his left hand up to Virginia’s cheek): My
Mom and Dad they give me a nice (Virginia places her hand over
Aaron’s, and he brings his right hand up to the other side of her
faf:e.)——-place for you. (It is interesting to note that the child actually
initiates the face-touching; now Virginia uses it to bring the family
back together.)

VIRGINIA: [ like the way you touch my face. (Virginia gently
holds both of Aaron’s wrists.) Touch it really gently. That’s right,
Could you touch Betty’s face gently like that? (Aaron touches his
own face, nodding as he does.) OK. Gently? (4aron: Ah huh.) All
right. I am going to put this (a paper she has been holding) away.
(She takes both his hands and places them on her face again.) Look at
me now. And touch my face again gently. Does that feel good to you?
(Aaron nods.) Let me touch your face gently like that. (She puts her
hands on his face.) Does that feel good?

AARON:  Ah huh. (He turns and begins to talk to Robbie.)

VIRGINIA (taking him by the shoulders and gently turning him
back to face her): Look at, look at, look at me now. (Aaron’s head
moves forward in a pucker.) You don’t have to worry (Virginia kisses
him quickly on the lips) about him (Robbie) right now. (Aaron: OK.)
But I would like for you—if you know how, and I have shown you
how now-—to put your hands on Betty’s face gently (Virginia puts her

hands on Aaron’s cheeks again, and Aaron puts his hands on Virginia’s
cheeks) and to have her feel the good feeling of your hands and you
can feel her hands. Could you do that?

AARON (cheerfully): OK.

' VIRGINIA:  Great, now sit down here for a minute now, (Robbie
is turned away, playing with a cup on a low table. Virginia gently
p_ulls on Robbie’s shoulder.) Robbie, come here, honey. Take your
finger out of the cup. I like that when you do that. (She takes his
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hands briefly.) Look at me now. (She puts both her hands on the sides
of his chest.) Can you put your hands on my face? (Robbie looks up
and puts his left hand on her cheek.) Both hands on my face like this.
(She places his other hand on her other cheek and holds both his
wrists.) Like that. Does that feel good?

ROBBIE (nodding): Yes. Yes.

VIRGINIA (as she puts her hands on his cheeks): All right, now
let me, let me put my hands on your face. Look at me now. Does that
feel good? Now I am going to ask your Mommy to come up here:
Betty . . . (Betty and Bob return; Bob is off-camera.) Now would you
take your beautiful little hands and put them on Betty’s face like that.
(She shows him with her own hands.) Would you do that? Just like
that? (Robbie puts his hands on Betty’s face briefly.) Do it some more
like that. (She shows him again.) Just hold her like—beautiful, just
hold her little face. (Virginia supports Robbie’s arm, and Betty also
puts her hands on Robbie’s face.) Now, could you give her at this
moment—(Robbie laughs) let her feel you, too?

AARON (reaching toward Betty’s face): Now let me feel you.

VIRGINIA (to Aaron): Now wait, wait one minute. (Virginia
gently pushes down on Aaron’s arm, and turns back to Robbie.
Betty’s hands are still on Robbie’s face.) Now do you think that you
could—many times a day—come up to this lovely lady and give her
your hands like that? Could you do that? (Virginia shows him again
with one hand, and Robbie copies her.) Could you do that? Now
would you come over here, Robbie, (Virginia draws Robbie to one
side with both hands, and then encircles him with her left arm) and
Aaron, will you sit over here? (4arom: Yes.) Right here. (Virginia ges-
tures to the chair and guides him with her hand on his shoulder as he

sits down.)

ROBBIE: Can I sit by—

VIRGINIA (to Robbie): And you just stand where you are. (to
Aaron) Now could you lean over (Virginia shows him with her hands)
and put your lovely soft hands on your mother’s face, and feel it, just
feel it.

AARON (smiling, to Betty): Is that pretty?

BETTY (softly): Um hmn.

AARON: Now feel mine. (Betty puts her hands on Aaron’s

face.)
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ROBBIE: [ can run far!

VIRGINIA:  Yeah, I know. (to Aaron) OK, now. You liked that
And I saw Betty liked that, too. '

AARON: Now shake hands now, Mom. (Aaron extends his hand
and Betty shakes hands with him. Aaron turns to Virginia.) You shake
hands too. (Virginia shakes his left hand with her left.)

VIRGINIA {to Aaron, still holding his left hand): Yes, OK. Now
what I would like to find out from you is, could you remember
(stroking his forehead, brushing his hair aside with her right hand) that
you could, you could put your hands so beautifully on your mother’s
face. (Virginia puts her right hand on Betty’s face.)

AARON: Uh hum. (Aaron puts his right hand on his mother’s
face in the same way that Virginia did.)

VIRGINIA: Both hands like this (demo ing)
her. (Aaron uses both hands.) Hold her i‘ace. netraing) so youhold

AARON: Thold you. (He smiles and kisses B
her, as Robbie kisses Virginia, and they hug.) e an them hogs

VIRGINIA! Now I would like to have your Daddy come in.
(Bob sits down and starts to put on his microphone.) Now your daddy
has a lot of hair on his face, if you’ll notice, (Virginia has one hand on
Ro_bbie’s back and one gently holding Aaron’s wrist.) What youd like

to }u§t make those pretty hands to go around his face like that (demon-
strating) so you can feel the touch.
Dadd:’;\RON (putting his hands on Bob’s face): Is that pretty,

BOB (still distracted by putting on his mi :

(Aaron Knaee Bt ) y putting is microphone): Uh huh.

VIRGINIA (keeping one hand around Robbie’s waist): Now
could you ask your Daddy if he would do that with you?

AARON: Would you do that with me? (Bob says “sure” and
putg his hands on Aaron’s face, and then kisses him. Aaron laughs
excitedly.) Do that with me! (Robbie approaches Betty and touches
her face, and she reaches out in response.)

VIRGINIA (reaching for Aaron’s hand): Now this may sound
very strange. ( Robbie moves forward to Bob and reaches out toward
his face.) Yes, it is time for you too, to feel—put your hands on your
Daddy’§ face (demonstrating). Both of them, like you were holding
something very special. Because that’s there too. (Robbie crawls into
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Bob’s lap, and Aaron crawls into Betty’s lap, as Virginia talks to the
parents.)

Those little hands know a lot of things; they need to be re-edu-
cated. OK. Now, there is a lot of energy in both these youngsters,
like there is in both of you. And I am going to talk to your therapist
about making some room for you to have some respite (from the chil-
dren). But use every opportunity you can to get this kind of physical
contact. And what I would also recommend that you do is that the two
of you are clear about what you expect.

And if you (Bob) could learn from Betty how to pay attention (to
the kids) more quickly. T would like you to be able to get over your
message without a “don’t” in it, without a “don’t”—and that your
strength of your arms when you pick them up—I don’t know if I can
illustrate it to you, but let me have your arm for a minute (reaching for
Bob’s forearm). Let me show you the difference. Pick up my arm like
you were going to grab me. (Bob grabs her arm.) All right. Now when
you do that, my muscles all start to tighten, and I want to hit back.
(Bob nods.) Now pick up my arm like you wanted to protect me.
(Bob holds her arm.) All right. I feel your strength now, but I don’t
feel like I want to pull back like this. (Bob: Yeah.)

And what I'd like you to do is to do Jots and lots of touching of
both of these children. And when things start (to get out of hand),
then you go over—don’t say anything—go over to them and just take
them, (demonstrating the protective holding on both Robbie’s fore-
arms) but you have to know in your inside that you’re not pulling
them (Aaron briefly puts his hands on top of Virginia’s and Robbie’s
arms) like this (demonstrating), but you are taking them in a strong
way, (stroking Bob’s arm with both hands) like you saw the difference.
I'll demonstrate it to you, (Bob) too. First of ail I am going to grab you
(demonstrating) like that. (Bob: Yeah.) You see you want to pull back.
All right. Now, at this time what I am going to do is give you some
strength. (demonstrating holding his arm with both hands. Robbie
pats Virginia’s hand) But I am not going to ask you to retaliate. Now
this is the most important thing for you to start with.

(Virginia turns to Betty and offers her forearm.) OK. Now I'd
like to do the same with you. So, take my arm really tight, just—
(Betty grabs Virginia’s arm, and Aaron does, t0o.) Yeah, that’s right,
like you really wanted to give me “what for.” OK. All right. Now

1t
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g?ve it 10 me like you want to give me support, but you also want to
give me a boundary. (Aaron reaches toward Betty’s hand and Virginia
:?;(}TS Aaron’s hand in her free hand.) It’s a little bit tight, a little bit
1ght.

(Robbie holds Virginia’s other arm with both hands, copying
Betty’s way of holding.) Now (Betty) try doing it from the bottom
and putting your other hand on the top. (Betty holds with both hands.)
All right. Now, you're squeezing me a little bit too much, but I won’t
react. I don’t feel like I want to do that (pulling back). These are how
bodies react. (Aaron plays with Virginia’s watch.)

So the next time you see anything coming, what you do is you
go and make that contact, (Virginia demonstrates by holding Aaron’s
upper arm) and then let it go soft. (Virginia takes Aaron’s hands and
begins to draw him out of Betty’s lap.) Now, Aaron, I'd like you to
come up here so I could demonstrate something to your mother for a
minute. (Aaron: OK.) Just move over here to the side; you won’t have
to go too long. Now, let’s suppose some moment I'm not thinking
and I take you like that (grabbing Betty’s arms suddenly with both
hands). You see what you want to do? (Betty nods.) All right. Now [
am going to do it another way. I am giving you the same message,
-(Vlrginia holds Betty’s arm firmly with both hands, looking directly
into her eyes, and starts to stand up) but I am doing it like this. And I
am looking at you, and I'm giving you a straight message. OK. Now
your body at that point is not going to respond negatively to me. It is
going to feel stopped, but not negative. And then I will take you like
this. (Virginia puts one arm around Betty’s back and the other under
hqr upper arm.) Just get up now. (Betty stands up.) I take you like
this. I’ve got you like this (Virginia puts both arms around Betty and

draws her close) and now I will hold you. I will hold you like that for
a little bit,

Following the session, in an interview with Ramon Corrales of
the family Therapy Institute of Kansas City, Virginia comments
explicitly on her touching, both in this session and generally. (See
pages 38-39 for this commentary.)



Appendix III
Eye Accessing Cues

Wihile most people lump their internal information pro-
cessing together and call it “thinking,” Richard Bandler and John
Grinder have noted that it can be useful to divide thinking into the dif-
ferent sensory modalities in which it occurs,

When we process information internally, we can do it visually
(sight), auditorily (hearing), kinesthetically (feeling), olfactorily
(smell), or gustatorily (taste). As you read the word “circus,” you may
know what it means by seeing images of circus rings, elephants, or
trapeze artists; by hearing carnival music; by feeling the hard seats, or
the child on your lap, or by feeling excited; or by smelling and tasting
popcorn or cotton candy. The meaning of a word can be perceived in
any one, or in any combination, of these five sensory channels.

Bandler and Grinder have also observed that people move their
eyes in systematic directions, depending upon the kind of thinking
they are doing. These movements are called eye accessing cues, and
they are evident in both Virginia Satir and Linda as they interact in the
videotape from which the transcript in this book was taken. These
accessing cues provide additional valuable information about how a
person is experiencing events internally.

The chart (next page) indicates the kind of processing most peo-
ple are doing when they are moving their eyes in a particular direction.
About 5 percent of individuals are “reversed.” that is, they move their
eyes in a mirror image of this chart.
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The chart is easiest to use if you superimpose it over sorpeone’s
face, so that as you see a person looking in a particular direction you
can visualize the label for that eye accessing cue. o

As you watch the videotape of Virginia's work with Linda, you
can see clear indications of Virginia’s internal accessing. She often
looked up and to her left to see an internal image—e_ither an image of
what Linda has just said, or a picture of what Virginia will do ngxt.
Virginia also frequently looked down and to her lef_t when recalling
what Linda had said earlier, or when thinking auditorily about vyhat t0
say next. Since Virginia accessed feelings very quickly—directly
from her internal pictures and words—you seldom observe her look-
ing down and to her right. _

Linda also looked up and to her left a lot for remembered images,
and less often down and to her left for recalling words. Linda also
looked up and to her right when visualizing images she hasn’t acffually
seen—when thinking of how she would like to be different in the
future, for instance, or thinking over a new way of seeing her mother.
Many of these eye movements are noted in the transcript, particularly
near the beginning. ' L

Although these cues are not essential to understandmg Virginia’s
session with Linda, they do provide an additional perspective, allow-

ing you to track internal processes that are not otherwise observable.

V¢ vV
A< A’
K A
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vr Visual remembered: secing images of things seen before,
in the way they were seen before. Questions that usually elicit
this kind of accessing include: “What color are your
mother’s eyes?” “What does your coat look like?”

Ve Visual constructed: seeing images of things never seen
before, or seeing things differently from how they were seen
before. An example of a question that usually elicits this kind
of processing is: “What would an orange hippopotamus
with purple spots look like?”

Ar Auditory remembered: remembering sounds heard before.
A question that usually elicits this kind of processing is:
“What is the sound of your alarm clock?”

A* Auditory constructed: hearing sounds not heard before,
Questions that can elicit this kind of processing include:
“What would the sound of clapping turning into the sound of
birds singing sound like?” “What would your voice sound
like an octave lower?”

Aq Auditory digital: talking to oneself. Questions that tend to
elicit this kind of processing include: “Can you say some-
thing to yourself that you often say to yourself?” “Can you
recite the Pledge of Allegiance to yourself?”

K Kinesthetic: feeling emotions, tactile sensations (sense of
touch), or proprioceptive feelings (feelings of muscle move-
ment). Questions to elicit this kind of processing include:
“What does it feel like to be happy?” “What is the feeling of
touching a pine cone?” “What does it feel like to run?”

Eye accessing cues are presented in more detail in Frogs info
Princes (1979, pp. 19-27).



Appendix IV
A Virginia Satir Meditation

During workshops, particularly at the end of the day,
Virginia often offered what she called “meditations” or “processes.”
She asked people to find a comfortable position, close their eyes and
relax. Often she played soothing music as she began to speak in a
slow, clear voice.

Although Virginia often had harsh words for hypnosis because
she disliked manipulation, these meditations contained the same kinds
of verbal and nonverbal patterns and presuppositions as overt hypnotic
inductions.

The meditation below is from The Meditations of Virginia Satir,
by Anne and John Banmen (1991). First the entire meditation will be
presented. Then it will be repeated with commentary, pointing out
the verbal hypnotic patterns within the meditation that Virginia used

to create empowering presuppositions about resources, capacities and
choice.
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Making Choices That Fit

As we look at our resources, be aware and appreciative of all the
things we have seen and heard, felt, touched and smelled, all the
thoughts and feelings that have been a part of our life up to this time,
all of the choices and the words and the movements.

We have a great resource from which to choose.

And because we have chosen one way in the past does not mean
we have to continue that way, but it could be one of the choices when
we add other possibilities.

As we come fully in touch with our capacity, inborn in all of us,
10 choose, out of all we have at this moment, that which fits us well, we
notice that there are things we haven't used.

Once they were very fitting, but now we can clear them out,
sending them on their way with a blessing for what they did at that
time.

No longer useful are thoughts such as, “I must never share my
feelings or you will be hurt.”

Maybe at one moment in time that did fit, but maybe it will
never fit again.

If you were to find many things that you learned and no longer
have any use for, could you allow yourself to choose to let them go
with your blessing?

Once they served you well, but now they are no longer neces-
sary.

And could you look at what you have that fits you well?

Honor it and give yourself permission to add to yourself that
which you need or want which you still do not have.

As you allow yourself to look again at your resources, become
more fully aware that they are there for your constant use.

That you are the one who not only selects what you will use,
but you will select how you use them.

And could you, while you are doing this, also give yourself per-
mission to let go of everything except the experience you can use for
learning that will make your present illuminated.
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Making Choices That Fit: Commentary

' As we look at our resources, be aware ang
things we have seen and heard, felt, touched and smelled all th
, e

thoughts and feelings that have been a
part Ofou b .
all of the choices and the words and the moveme;ge 4P 10 this time,

appreciative of all the

“As” presupposes that listeners have ifi
are looking at them. “As” also presupposeusntslfee :;f;egfrte; Orross ond
“Be aware and appreciative™ is a direct command ¢ R
poses what follows. This is an example of nested
“Be aware and appreciative” is nested within “as

. Everything Virginia says is at a very general and universal level
mal.qmg it adaptable to each person’s specific world. Eve one has,
“things we have seen and heard, felt, touched and smelrlstlad,” etc
Hoyveyer, most people are not appreciative of all that has happened m
their lives. Being appreciative is an important first step toward greater
self-acceptance and willingness to examine and change what hasn’t
worked.

Including choices among past events is also important. Many
peo_p1.e do not experience much choice in their lives. They think their
decisions are forced on them by othets or events, and this contributes
to feelings of powerlessness and victimization. Thinking of past
events as choices empowers people by putting them into the active
role of choosing,

This theme of actively choosing is presupposed or restated
tkroughout this meditation. By immediately following “choices” with
“and the words and the movements”—things we have all experi-
enced—Virginia maximizes the likelihood that the listener will also
accept “choices.”

hat also presup-
presuppositions.

We have a great resource from which to choose.

~ Choosing is presupposed in the present. Even if the listener
discounts having a grear resource, having a resource is still presup-
posed.

And because we have chosen one way in the past does not mean
we have to continue that way, but it could be one of the choices when
we add other possibilities.
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Choosing is presupposed in the past. By saying that choosing in
the past does not mean we have to continue that way, Virginia con-
tradicts a presupposition many people have: that the past habitually
continues to determine the present. Since many people might reject
this statement, Virginia follows this with a “but” that negates it, then
offers a new statement that an old choice could continue to be a choice
“when we add other possibilities.” Adding other possibilities is pre-
supposed and linked to the possibility of using the old choice.

Overall, this sentence leaves the listener with two choices:
1) Choosing not to use old choices when we no longer want to, and
2) Continuing to use the old choice and adding other possibilities.
Both these choices are empowering by presupposing the ability to
choose and change.

As we come fully in touch with our capacity, inborn in all of us,
1o choose out of all we have at this moment, that which fits us well, we
notice that there are things we haven't used.

This sentence is a beautiful example of multiple presupposi-
tions at multiple levels—in this case seven, with each level nested
within others. To simplify analysis, let’s take the first part of the sen-
tence up to the word “well.”

1. “As” presupposes the rest of the sentence.

2. “We come fully” presupposes that we are already in
touch with what follows.

3. “In touch with” presupposes our inborn capacity to
choose.

“To choose” presupposes all that follows.

5. “That which” presupposes that some alternatives will
“fit us well.”

6. “All” presupposes multiple alternative choices or
resources that “we have at this moment.”

If we were to summarize the levels of presupposition in this
sentence from the inside out we could say:

7. We have many choices now.
6. Some of these choices/resources fit us.
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Some of these will fit us well.

We can choose among them.

We are becoming fully in touch with this ability.

5
4
3. We are already in touch with this ability to choose.
2
1. All this is happening now.

Nested presuppositions are difficult to recognize, even when
studying them in written form. They are even more difficult to notice
when listening to them. Yet we have no difficulty understanding the
meaning of what is said, because our processing of language is so
automatic and unconscious.

By using the word “fits,” Virginia deftly bypasses judgments
about good and bad, as well as all the anguish and confusion that fol-
low such judgments. In the last part of the sentence, Virginia pre-
supposes that the listener will notice “there are things we haven’t
used,” which has a double meaning. This statement can mean notic-
ing useful choices and resources that haven’t been utilized, or it can
mean noticing old behaviors that are no longer used. Both meanings
are empowering. The first one sends us on a search for useful choices
and possibilities available to us that we haven’t used; the second pro-
vides counterexamples to the idea that habitual behaviors are hard to
change.

Once they were very fitfing, but now we can clear them out,
sending them on their way with a blessing for what they did at that
time.

Virginia says that old choices were fitting in the past, and fol-
lows with a “but” that negates this “now”—implying that they no
longer fit. Since they no longer fit, we can actively choose to “send
them on their way.” By adding “with a blessing for what they did at
that time,” Virginia returns to the idea that old behaviors were fitting
choices at the time they were developed. This establishes a new
meaning for problem behaviors. They aren’t perverse demonstra-
tions of our stupidity; they are simply out-of-date examples of our
positive ability to cope and learn. The impact of this reframe is two-
fold:
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1. The Behavioral Level. Rather than rejecting and fighting a
problem behavior, we can accept it, appreciate it, learn from it, and
add the new possibilities that Virginia referred to earlier.

2. The Self-Esteem Level. Rather than feeling depressed, or
berating ourselves for problem behaviors, we can feel good about
ourselves and our abilities to learn and cope.

No longer useful are thoughts such as, “I must never share my
Jeelings or you will be hurt.”

Now Virginia turns from the general to the more specific: hid-
ing feelings is no longer useful, though it may have been at one time.

Maybe at one moment in time that did fit, but maybe it will
never fit again.

Since “maybe” refers only to possibility, the listener can easily
make a representation of what Virginia says without having to agree
or disagree. By using “maybe” to refer first to the past and then to the
future, Virginia links the two time frames. If the listener agrees to the
first “maybe” this will tend to transfer agreement to the second
“maybe” that refers to the behavior not fitting in the future.

If you were to find many things that you learned and no longer
have any use for, could you allow yourself to choose to let them go
with your blessing?

Using “if” creates a gentle “as-if” frame; it’s also the first part
of an “if-then” causal linkage. “Allow yourself” is an embedded
command that presupposes that the rest of the sentence will occur if
only the listener allows it, and this is embedded within a conversa-
tional postulate: “Could you allow yourself...?” “Choose to Jet them
go with your blessing” is also an embedded command.

Once they served you well, but now they are no longer neces-
sary.

Virginia reiterates that old behaviors were useful in the past,
negates this in the present with “but now,” and describes them as “no
longer necessary,” a nonjudgmental term that implies we can simply
and easily let go of them.
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And could you look at what you have that fits you well?

Using a conversational postulate to introduce an embedded com-

mand,' Virginia suggests looking at our presupposed successes: the
behaviors that do fit and satisfy us.

Hgnor it and give yourself permission to add to yourself
that which you need or want which you still do not have.

“Honor it” is a direct command to respect our behaviors that
do .work, and by implication also to honor ourselves for our capacities.
“Give yourself permission™ is a direct command that presupposes
that what follows will occur if we don’t interfere: “Add to yourself
that which you need or want which you still do not have” is also an
embedded command,

. “8till” is an important word here. First, it presupposes that the
listener has already successfully added many experiences that were
needed or wanted in the past. “Still” also implies that it will happen
in the future. “Still” is very similar in meaning to “yet,” which more
strongly implies that the future will be different. “That which you
need or want which you do not have yet” would be an even stronger
statement presupposing future change.

As you allow yourself to look again at your resources, become
more fully aware that they are there for your constant use.

The first part of the sentence contains three levels of nested pre-
suppositions. “As” presupposes all of what follows. “Allow yourself”
presupposes that what follows will occur without effort if you permit
it. “Again” presupposes that you have looked at resources before,
making it easy to do it again. “Become more fully aware that they are
there for your constant use” is a direct command that also contains
three levels of nested presupposition: 1) “More” presupposes “fully.”
2) “Fully” presupposes “aware.” 3) “Aware” presupposes the rest of
the sentence: “that they (presupposed resources) are there for your

constant use.” The implication is that all we have to do is choose to
USE OUr resources.

That you are the one who not only selects what you will use,
but you will select how you use them.
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“That you are” connects this sentence to the previous one and
includes it within the previous set of nested presuppositions: “as you
allow yourself” and “become more fully aware.” Embedded in these
nested presuppositions is the statement, “You are the one who not
only selects what you will do.” “Not only” presupposes that the lis-
tener will also do something else, followed with a “but” that clears the
mind for the direct command that follows: “You will select how you
use them.”

And could you, while you are doing this, also give yourself per-
mission to let go of everything except the experience you can use for
learning that will make your present illuminated.

“While” presupposes the entire sentence, which is in the form of
a conversational postulate. “Give yourself permission” is a direct
command that presupposes that the following events will happen if
only you agree to them: “Let go of everything except the experience
you can use for learning that will make your present illuminated.”
The command “make your present illuminated” is embedded within
the longer sentence, which is also a direct command. “Let go” pre-
supposes that these unuseful experiences are now being held onto
and that they will leave without effort when the effort of holding
ceases.
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