
7 JULY, 2015 IPTN JOURNAL

Forty Years of Playback Theatre 
The original Playback Theatre company in 1979. Clockwise 
from top left: Jonathan Fox, Vince Furfaro, Neil Weiss, Susan 
Denton, Michael Clemente, Carolyn Gagnon, Gloria Robbins, 
Danielle Gamache, Judy Swallow. Peter Christman with coat 
hanger, Jo Salas under the fishnet.  
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Words from the Editor 
Simon Floodgate !
Welcome to the IPTN Journal, the new title for Interplay.  The Journal is the place to share ideas, 
reflections and events occurring in the Playback Theatre world.  We publish at a significant 
moment in time.  This edition of the Journal coincides with several significant events in the 
Playback world: 

!
• 2015 is the Fortieth Anniversary of Playback Theatre  

• 2015 sees the IPTN International Conference in Montreal 

• The IPTN has rebranded and launched a new website 

• Interplay becomes the IPTN Journal 

 !!
!
…and there is a new editor …me! Becoming editor is a challenging role for me. I 
have to follow in the impressive footprints of the outgoing editor, Rea Dennis, 
who did a fantastic job of developing Interplay, writing about Playback and critical engagement 
with the ideas underpinning it.  Thank you, Rea.  As I have edited my first edition of the Journal it 
has become apparent to me just how much the editor’s role is like the process of conducting a 
Playback Theatre performance.  All of the articles and contributions offered by the writers are 
deeply felt at the same time as being objective critical reflections.  They, like stories, are gifts to 
the Playback community that resonate within and between us. 

!
!
!
!
!
In ancient Roman religion and myth, Janus is the god of beginnings and transitions, and thereby 
of gates, doors, doorways, passages and endings. He is usually depicted as having two faces, since 
he looks to the future and to the past.  As the IPTN conference in Montreal addresses where we 
have come from and where we are going to, so this edition of the Journal is about past reflections 
and new beginnings.   I thank the contributors to, and translators of, this first edition of the IPTN 
Journal for their time, energy and rigour…and patience.   

Looking back, Ádám Kiss György provides us with a heartfelt thank you to the origins and spirit 
of Playback that echoes what many of us may feel and there is notice of the imminent publication 
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of Jonathan’s memoirs, Beyond Theatre, which will deepen our understanding of how Playback 
was conceived.  Brian Tasker asks us to take a mindful pause at this moment of transition to 
consider the ethics of PBT in relation to professionalism and the CPT’s Code of Ethics is included 
to facilitate this.  Rinat Shahaf Barzilay with Nurit Shoshan reflects upon the challenges of 
birthing and developing a new PBT company in Israel.    

Looking forward, Ben Rivers draws upon Playback work in Palestine, India and the USA to 
propose a methodology for employing Playback Theatre for social action and Jo Salas launches 
my time as new editor, with a call for a rigorous approach to writing about Playback that links to 
the mission and vision of the IPTN Journal.  You might also be interested to find out about Jo’s 
new book, Dancing with Diana, influenced by some of her Playback practice. 

!
The IPTN Journal (formerly Interplay) remains a place for sharing Playback values and events.  It 
is also a site of respectful dialogue and debate.  As we celebrate forty years of Playback Theatre 
and continue to promote its dissemination throughout the world, it is inevitable that questions of 
values, ethics and methods come into play.  The IPTN Journal is one tool that the global 
community can use to question, challenge and debate these matters in a respectful manner.   

!
The call for the next edition is below but you are invited to contact me about possible articles and/
or to develop pieces at any time.  I will also continue to contact people myself to commission 
articles.  The Journal serves as a conduit through which we can dialogue with each other and 
make ourselves more robust in our talking about Playback within the wider world. 

       Simon Floodgate, July 2015 
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NEXT EDITION  
CALL FOR SUBMISSIONS: 

!
20th NOVEMBER, 2015 !

This is not a themed edition but reflections upon the IPTN 
Conference in Montreal, July 2015 are encouraged. 

For submission guidelines and expressions of interest: !
simonfloodgate@gmail.com 
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 Dear IPTN Members and Playback Friends, 

While I am writing these lines we are all very busy with 
last preparations for our World Playback Conference in 
Montreal. There, we will celebrate 40 years of Playback 
Theatre and the 25th anniversary of IPTN.  As you all 
know, it is our vision to provide an independent, 
inclusive and global platform that strengthens Playback 
Theatre practice through connection and mutual 
influence. Only now, near to the start of the 
Conference, some of our friends from Cuba have been 
refused visas by the Canadian Embassy. I want to 
especially thank Elisabeth Couture and Peter Abrams 
from the Montreal steering committee and Susan Metz 
for making every possible effort to support the Cuban 
Playbackers with further attempts to procure the visas!  

Of course we, from the IPTN Board have supported these efforts with letters of 
recommendation. Here is our new website http://www.iptn.info/ which 
functions as a kind of business card. People like the embassy officers, who 
might have never heard of Playback Theatre, get a first impression of what we 
are doing and who we want to reach.  

To give the most comprehensive picture of our network we need your 
assistance. If you have not renewed your membership and registered on our 
website yet, please do so as soon as possible. If you have problems with the 
registration process do not hesitate to contact our regional representatives: 
http://www.iptn.info/?a=group&id=regional_rep. Once you have registered 
please use our worldwide calendar to promote your own playback theatre 
activities. Thanks for your support in showing the International Playback 
Theatre Network as a vivid and most colourful organization! 

See you soon in Montreal! And if you are not able to be in the conference, keep 
informed on our website. 

With Love, 

Juergen Schoo 

IPTN President  ! !
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Juni 2015 

Liebe IPTN-Mitglieder und Playback-Theater-
Freunde, 

während ich diese Zeilen schreibe, sind wir 
alle sehr mit den letzten Vorbereitungen für 
die Playback-Theater-Weltkonferenz in 
Montreal. Dort werden wir 40 Jahre Playback 
Theater und den 25 Geburtstag des IPTN 
feiern. Wie ihr wisst, will das IPTN eine 
unabhängige, inklusive und weltweite Bühne 
bereiten, auf der Playback Theater in Praxis 
durch Verbindungen und wechselseitige 
Beeinflussung gestärkt wird. Gerade jetzt, 
kurz vor dem Beginn der Konferenz, wurde 
einigen unserer Freunde aus Kuba von der 
Kanadischen Botschaft das Einreisevisum 
verweigert. Ich möchte diese Gelegenheit 
nutzen, ganz besonders Elisabeth Couture und 
Peter Abrams vom Organisationsteam in 
Montreal und Susan Metz aus den USA zu 
danken, die nichts unversucht lassen, um die 
Kubaner zu unterstützen, damit sie doch noch 
n a c h M o n t r e a l r e i s e n k ö n n e n . 
Selbstverständlich haben auch wir vom IPTN-
P r ä s i d i u m d i e s e B e m ü h u n g e n m i t 
Empfehlungsschreiben unterstützt. Quasi als 
Visitenkarte  hilft uns dabei auch unsere neue 
I n t e r n e t s e i t e h t t p : / / w w w . i p t n . i n f o /  
Botschaftsangestellte, die bislang noch nie 
etwas von Playback Theater gehört haben, 
bekommen so einen Eindruck davon, was wir 
als IPTN tuen und welche Ziele wir erreichen 
wollen.  

Wir brauchen auch eure Unterstützung, damit 
die Internetseite ein möglichst umfassendes 
Bild unseres Netzwerkes liefert. Falls ihr eure 
Mitgliedschaft noch nicht erneuert habt und 
euch bislang noch nicht auf der Internetseite 
registriert habt, macht das doch bitte so 
schnell wie möglich. Solltet ihr mit der 
Anmeldung auf der Seite Probleme haben, 
wendet euch bitte an unsere Regionalen 
Repräsentanten: http://www.iptn.info/?
a=group&id=regional_rep Sobald ihr 
angemeldet seid, nutzt doch bitte auch 
unseren weltweiten Kalender, um eure 
eigenen Playback-Theater-Aktivitäten zu 

veröffentlichen. Nur mit eurer Unterstützung 
wird das Internationale Playback Theater 
Netzwerk als lebendige und farbenfrohe 
Organisation wahrgenommen! 

Ich freue mich, euch bald in Montreal zu 
sehen. Und wenn es euch nicht möglich ist, an 
der Konferenz teilzunehmen, haltet euch über 
unsere Internetseite auf dem Laufenden. 

Herzliche Grüße 

Jürgen Schoo 

IPTN-Päsident 

junho	  de	  2015	  

Caros	   membros	   da	   IPTN	   e	   amigos	   do	  
Playback,	  

Enquanto	  escrevo	  estas	  linhas,	  estamos	  todos	  
muito	  ocupados	   com	  os	  úlDmos	  preparaDvos	  
para	   a	   nossa	   Conferência	  Mundial	   de	   Teatro	  
Playback,	  em	  Montreal,	  onde	  nos	  preparamos	  
para	  comemorar	  40	  anos	  de	  Teatro	  Playback	  e	  
o	   25.º	   aniversário	   da	   IPTN.	   Como	   todos	  
sabem,	  a	  nossa	  visão	  é	  a	  de	  proporcionar	  uma	  
plataforma	   independente,	   inclusiva	   e	   global	  
que	   fortaleça	   a	   práDca	   do	   Teatro	   Playback,	  
através	   de	   ligações	   e	   influência	   mútua.	   Só	  
agora,	   perto	   do	   início	   da	   conferência,	   foram	  
recusados	   os	   vistos	   a	   alguns	   dos	   nossos	  
amigos	   de	   Cuba,	   por	   parte	   da	   Embaixada	   do	  
Canadá.	   Quero	   agradecer	   especialmente	   à	  
Elisabeth	   Couture	   e	   ao	   Peter	   Abrams	   do	  
comité	   de	   direção	   de	   Montreal	   e	   à	   Susan	  
Metz	   por	   empreenderem	   todos	   os	   esforços	  
possíveis,	  no	  senDdo	  de	  apoiar	  os	  Playbackers	  
Cubanos	   com	   a	   obtenção	   dos	   vistos!	   Claro	  
que	  nós,	  da	  direcção	  da	  IPTN,	  apoiámos	  esses	  
esforços	   com	   cartas	   de	   recomendação.	   Aqui	  
está	   o	   nosso	   novo	   webs i te	   h[p://
www.iptn.info/,	   que	   funciona	   como	   uma	  
espécie	  de	   cartão	  de	  visita.	  Pessoas	   como	  os	  
f u n c i o n á r i o s	   d a	   em b a i x a d a ,	   q u e	  
possivelmente	  nunca	  ouviram	   falar	  do	  Teatro	  
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Playback,	   podem	   agora	   obter	   uma	   primeira	  
impressão	  do	  que	  estamos	  a	  fazer	  e	  de	  quem	  
desejamos	  alcançar.	  	  

Para	   darmos	   uma	   ideia	   mais	   abrangente	   da	  
nossa	  rede	  precisamos	  da	  sua	  ajuda.	  Se	  ainda	  
não	  renovou	  o	  estatuto	  de	  membro	  e	  se	  não	  
se	  registou	  no	  nosso	  website,	  deverá	  fazê-‐lo	  o	  
quanto	   antes.	   Se	   Dver	   problemas	   com	   o	  
processo	  de	   registo,	  não	  hesite	  em	  contactar	  
os	  nossos	  representantes	  regionais:	  	  

h [ p : / / w w w . i p t n . i n f o / ?
a=group&id=regional_rep.	   Depois	   de	   se	   ter	  
registado,	  uDlize,	  por	  favor,	  o	  nosso	  calendário	  
internacional,	   de	   modo	   a	   promover	   as	   suas	  
próprias	   aDvidades	   de	   Teatro	   Playback.	  
Obrigado	  pelo	  vosso	  apoio	  e	  por	  mostrarem	  a	  
Rede	   Internacional	   de	   Teatro	   Playback	   como	  
uma	  organização	  viva	  e	  mais	  colorida!	  	  

Vemo-‐nos	   em	  breve,	   em	  Montreal!	   E	   se	   não	  
Dver	   a	   possibilidade	   de	   marcar	   presença	   na	  
conferência,	   mantenha-‐se	   informado	   através	  
do	  nosso	  website.	  

Com	  Amor,	  

Juergen	  Schoo,	  

Presidente	  da	  IPTN	  

 2015年6月 

親愛的一人一故事劇場國際網絡會員和一人

一故事之友， 

寫這信的時候，正是我們忙著為了即將在蒙

特利爾市舉行的國際會議作最後準備的時候

；在那兒，我們慶祝一人一故事劇場四十周

年，以及國際網絡的銀禧。如你所知，我們

的願景是提供一個獨立、共融的世界平台，

透過聯繫和互相影響，從而強化我們一人一

故事劇場的實踐。可是，就在會議即將開始

之前，我們在古巴的朋友被加拿大領事館拒

絕簽發入境簽證。在此，我想特別多謝蒙特

利爾會議籌辦委員會的谷綺莉（El i s a b e t h	 

Couture）和艾彼得（Peter	 Abrams），以及
麥書珊（Susan Metz）為了古巴一人一故事

的朋友們繼續努力爭取獲得簽證的機會！當

然，我們國際網絡的委員會亦已提交了推薦

信去支援這項申請，而透過我們的新網址：

http:/ /www.iptn. info（好像我們的名片一

樣），這些領事館職員以及其他可能從來都

沒有聽聞過一人一故事劇場的人也可以得知

我們所做的，以及我們希望能觸及的群體。 

為了讓更多人更瞭解我們的網絡，我們需要

你的協助──假如你仍未續會，又或於我們

的新網站上登記，請你立即就發記及續會。

如果你對登記的過程有任何疑問，你可以隨

時 聯 絡 你 的 區 代 表 ： h t t p : / /
www.iptn.info/?a=group&id=regional_rep 
。在登記之後，不要忘了利用我們的月曆去

推廣你的一人一故事劇場活動。謝謝你一起

參與，令更多人看見一人一故事劇場網絡是

一個活潑及多姿多彩的機構！ 

期待在蒙特利爾見面，若你未能出席這個會

議，就讓我們在網站上保持聯絡。 

祝好！ 

岳剛（Juergen Schoo) 

國際網絡主席 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!!
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40  éves a „PLAYBACK” KÖZÖSSÉG 
Kiss György Ádám* 

1. Köszöntöm a negyven éves playback közösséget, a szellemiséget. Mit is, kit is, kiket is?  

Köszöntöm azokat, akik ott voltak a születés pillanatában: Jo Salas-t és Jonathan Fox-ot és 
barátaikat, az első playback színházi társulatot, akikkel 1975 novemberében kigondolták és 
létrehozták. Akik ott voltak a  PLAYBACK SZÜLETÉSÉNÉL!  

Csak kevés dolgot tudok rólatok, de a PLAYBACK SZELLEMISÉGÉT ismerem. Nem tudok 
angoluI, de 1992 óta ismerem ezt a szellemiséget és ezáltal valahogy titeket is. Ismerem az 
érzéseiteket, ahogy terveztétek, alakítottátok, kísérleteztetek, jelen voltatok. Elkezdeni valamit, 
valami újat és ismeretlent: az egyik legizgalmasabb és leginkább kalandokkal teli. Hálás vagyok, 
hogy  elkezdtétek és hogy megismerhettelek benneteket! 

Szeretném megosztani veletek egy álmomat: 

Ott vagyok az első előadáson, („tudok angolul, értem, ki mit mond!”) Jonathan a játékmester, 
éppen felvezeti az előadást, én izgatottan készülődöm, hogy meséljek, de félek … szeretném 
elmondani … de közben tépelődöm: Mit mondjak el azokból az érzésekből, amelyek bennem 
kavarognak? Azt érzem, hogy csak gesztusokkal szeretném kifejezni, megjeleníteni őket … 
töprengek erősen: Hogyan mondjam el? 

Egy tőmondat tompa dobhang-szerű lüktető, hívogató ritmusát hallom, mint egy mantrát.  

Ez a tőmondat ismétlődik:	   

HA - ZA ÉR – KEZ - TEM!   

HA - ZA ÉR – KEZ - TEM! 

HA - ZA ÉR – KEZ - TEM!  

A mantra fokozódik, az álmot szétfeszíti és felébredek a saját sírásomra … !  Ahogy ezt átélem, 
rögtön jön a kételkedés is … most meg miért sírok? Értem is, meg nem is, erősen ambivalens. 
Kicsit megnyugszom és később szakmai kérdésekkel bíbelődöm … Ez már egy történet? Ennyi is 
lehet egy történet? Igen. Csak ezt szeretném mondani, semmi mást. A többi mellébeszélés, duma, 
locsogás, pofázás … De még mindig jön a tépelődés! Nem túl rövid ez így? A másik hang azt 
mondja, hogy éppen így van ez jól, ilyen illetlenül, ilyen tétován. Ez az én történetem. Meg akarok 
állni és meg akarom magamnak engedni, hogy elérzékenyüljek. Meg akarom engedni magamnak 
a hála érzését, a „Jó helyen vagyok! De jó, hogy egy közösségben vagyok!” érzését!  

Na de, ez így nem túl szirupos? … meg feszengő? Hogyan mondjam el máshogy az érzéseimet? 
Elérzékenyülök, hála jár át és a végén csak egy rácsodálkozás marad: Igen, nekem éppen a 
PLAYBACK kell! 

2. Köszöntöm a kapcsolatokat. A negyven év, negyven évnyi kapcsolatrendszert is jelent: ez a 
figyelemből, segítségadásból, egymás meglátogatásából, együttes élményből összerakott 
kapcsolatrendszer is itt van nekünk. A világot át- meg átszövő barátságok, együttjátszások 
élménye, szakmai fejlődésünk egy-egy fontos pillanatánál jelen lévő, bennünket segítő tanúinkkal 
kialakított közvetlen viszonyok.  
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Annyi minden szükséges egy jó kapcsolatrendszer létrejöttéhez, most én egy elemét emelem ki.  

Mérei Ferenc (1909–1986) a kiváló gyermekpszichológus, pszichodráma csoport vezető, 
hálózatkutató szerint legfőképpen az UTALÁSOK segítenek bennünket abban, hogy fél szavakból 
meg tudjuk érteni egymást. Ez a közös nyelv egyik alkotója: ha azt mondom „folyékony szobor”, 
akkor tudod te is, miről beszélek … és azt is, hogy ez az egyszerű elnevezés mennyi mindenből áll 
össze. Megfigyeltem, hogy amikor meghallom: KÓRUS, akkor az  számomra már az a forma, amit 
a „playback”-ben ismertem meg. Az utalásokon keresztül tudjuk mindannyian, mi történt 
Amerikában, Bulgáriában, Finnországban vagy éppen Magyarországon az elmúlt években. 

A születés pillanatából eredeztethető mindez: 

…	  de	  mikor	  is	  született és hol a playback? Nem 5 évvel előtte Nepálban,	  vagy	  az elő-álmok	  során?	  	  …	  
mert voltak előálmok	  …	  PONTOSAN	  MIKOR	  IS	  ?	  

Előkerül a tudatunkból valami, … egy szándék, valami érték, amit szeretnénk átadni másoknak … 
Mi is ez? De jó lenne megfogalmazni! Mi csak a külső időt tudjuk megünnepelni, de a születés a 
tudatunk legmélyén jön létre. Ez foglalkoztat már régóta. Az időnek ez a látható és láthatalan 
dimenziója. Mi az az erő, az a szenvedélyes érzés, ami elindította és viszi tovább a folyamatot ... ? 

Szeretném megnevezni a napot, amikor elkezdődött. Annyit tudunk, hogy 1975 novemberében 
volt az első találkozás … Akkor kezdődik valami, amikor a tudatunkba ágyazódik? … befészkeli 
magát, pontosabban befészkeljük önmagunkba? … már jól érzi magát, de még nem öltött testet?  
… vagy akkor született meg a playback,  amikor már cselekvések sorozata is kapcsolódott hozzá?  

3. Köszöntelek időtlen playback szellemiség! 

Felforgattad az életemet, Magyarországon és a világban sok érdeklődő életét. Te, aki szenvedélyes 
értékeket hordozol, segítesz abban számunkra, hogy a szabad mesélés, a szabad hallgatás, a 
szabad megjelenítés feltételeit megteremtsük. Megtanítottál bennüket arra: 

- hogyan tudunk módosult tudatállapotot létrehozni a nézőkben, mesélőkben és színészekben 
egyaránt.  

- hogyan szülessen meg minden este újra és újra valami ... 

- és azt is tudjuk, nem kell leporolni a félretett babát, játékot, hanem újra tudjuk teremteni a 
helyzetet, a lehetőséget, a történetet. 

Éppen 40 éve született valami, ami felforgatta sokunk életét. … vagy inkább a felforgatott 
életünket visszaállította a természetes rendjébe? … hiszen mindig is így kellett lenni ennek. 
Érzésekről beszélünk, bármit mondunk, bármit csinálunk. A legszebb éppen az, hogy minden 
NARRATÍV megnyilvánulás azért van, hogy érzéseinket át tudjuk adni másoknak. A beszéd csak 
a külső megnyilvánulása ennek. Az ősi színház playback színház volt. Az őseink számára nem 
csak 400 évvel, hanem 4 000, vagy 44 000  évvel ezelőtt is már a történetek mögötti sejtelmes 
világ volt a hívogatóbb. A beszéd ennek csak részleges lenyomata. 

Pilinszky János, aki tudta, hogy a látható és hallható világ mögött ott van egy másik, a külső világ 
mozgatórugója, így ír erről a különleges kettősségről:  

 „Ténynek vesszük a világot, 
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mivel merevebb, közönyösebb, 

és „tényszerűbb”.	  

Holott csak  

formája a rugalmas léleknek, 

mint pohát víznek a pohár.” 

Mi jellemzi ezt közösséget, szellemiséget számomra legfőképppen? Mi nekem a legnagyobb 
ajándék ? 

Ebben a világban nincs központ és nincs periféria! Lehetünk itt Magyarországon és a világban 
bárhol önmagunk központja és perifériája egyszerre. A nyitott és befogadó tér több központot is 
létre hagy hozni. Ez a világban ritka érték. 

Epilógus: 

10 év múlva, amikor a playback már 50 éves lesz, szívesen írnék, olvasnék a következő 
megvalósított projektekről, kutatásokról : 

1.	   Donald	  Winnico[	  által	  felfedeze[	  átmeneD tér és a playback színház belső és külső terének 
összefüggésiről,	  

2. Marko Pogacnik szlovén szobrász és térgyógyító felvetéseiről és a playback kapcsolatáról, 

3. vagy éppen a nem lineáris időkezelés gyógyító hatásáról, John Cage és a playback 
összefüggéseiről,	  

4.	   vagy	  arról,	  hogy	  a	  „rogersi”	  elgondolást	  össze	  lehet-‐e kapcsolni egy playback előadással, ahol 
mindenki csak az „itt és most” érzését meséli?	  

5. vagy? 

BOLDOG SZÜLETÉSNAPOT! 

*	  1992-‐ben	  elindíto[	  egy	  Improvizaqv	  alapú	  Színházi	  Mozgalmat	  Magyarországon	  a	  morenoi 
Rögtönzések Színháza mintájára, azt továbbfejlesztve. Ebben az évben volt a MAGYAR 
PSZICHODRÁMA EGYESÜLET második kongresszusa és erre készített egy emlékelőadást. 
Meggyőződése volt: MORENO SZELLEMISÉGÉT,  kísérletező kedvét egy színházi előadással 
lehet	  a	  legjobb	  felidézni…	  

A színház 1994-től egyre inkább playback színházzá alakult és integrálódott a PLAYBACK 
NETWORK színes világába. Kiss György Ádám 10 évig volt a Rögtönzések Színháza szakmai 
vezetője és játékmestere, a következő 13 évben pedig 15-20 playback társulat születését segítette, 
jelenleg a Közép-Európai Playback- Színházi Iskola tanára, nemzetközileg akkreditált kiképző 
playback tréner. Jonathan Fox  2014-ben oklevéllel és meleg szavakkal reagált a 22 éves 
történetre.  
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40 Years Old: THE PLAYBACK 
COMMUNITY 

Ádám Kiss György* 
1. Greetings to the 40 year old Playback Community, Playback Spirit.  

What exactly? Who...what sort of people were/are involved?  

Greetings to those that were there at the moment of its conception: Jo Salas, Jonathan Fox and 
their friends, the Company of the first Playback Theatre, everyone who was there in November of 
1975 during the process of planning and achievement. Everybody that was there at the BIRTH OF 
PLAYBACK! 

I know very little about you, but I know the SPIRIT OF PLAYBACK. I do not know English but 
through knowing the Spirit of Playback Theatre since 1992, I feel that I know you a little bit too. I 
am familiar with the emotions that went into planning, shaping, and experimentation as it took 
place. You were present in our work. To begin something new and unknown is one of the most 
exciting and adventurous activities. I am very grateful that you started Playback and that I had an 
opportunity to know you through this movement!  

I would like to share one of my dreams with you:  

I am at the first performance (I know English and I understand everybody!). Jonathan, the play 
master, sets up the stage, and I prepare myself excitedly to tell my story, but I am afraid … I would 
like to share … but I hesitate: What should I mention about the feelings which swirl in me? I feel 
only that I would like to present these feelings with gestures … I puzzle intensely: How should I 
explain it?  

I can hear something like a drum, thumping and pulsating, the rhythm of a simple sentence, like a 
mantra. 

This simple sentence is repeated: 

I HAVE AR-RIVED HOME! 

I HAVE AR-RIVED HOME! 

I HAVE AR-RIVED HOME! 

This mantra becomes more and more intense. It bursts my dream and I wake up to my weeping … 
! As I experience this I am confused … why am I crying? I feel that I understand but I remain 
sceptical. I settle down a little bit and later I start to noodle with some technical questions … Was 
this already a story? Could this be a story? Yes, it could. I would like to express this and nothing 
else. The rest would be only speculating, crap, yackety-yak … But this is always followed by 
hesitation! Is it not too short? Another voice says that it is perfect, because it is so improper and 
unsure. This is my story. I would like to stop and I would like to allow my emotions to overflow. I 
would like to allow myself the overwhelming feeling of gratitude: I am in the right spot! I am so 
glad to be a part of this community!   

Is it not too mushy? … and embarrassing? How should I express my feelings? I become 
emotional, I feel gratitude, and at the end I regain consciousness: Yes, I need PLAYBACK! 
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2. Greetings to the Connections.  

Forty years, it also means a relationship for forty years:  We have this relationship-network 
through attention, thoughtfulness, visiting each other, and joint experience. We have friendships 
throughout the world, memories of performing together, and amity with all those that were 
present and have been committed to helping us in important moments of our professional 
development. 

There are so many elements necessary to develop a good relationship, but I am going to 
emphasize only one. 

Ferenc Mérei (1909-1986), who was an excellent psychologist for children, a drama therapy group 
leader and a network researcher, thought that first of all HINTS help us to understand each other 
from half thoughts. This is an element of common communication: If I say Fluid Sculpture, you 
also know what I refer to … and you also know the complex meaning of this simple description. I 
noticed when I hear CHORUS, this is a definite form that I have known from Playback. We all 
know through hints what happened in the US, in Bulgaria, Finland, or Hungary, in recent years.          

This goes back to the moment of conception: 

… but when and where was Playback born? Is it possible that it was born five years earlier  in 
Nepal or during the pre-dreams? … because there were pre-dreams … WHEN EXACTLY?  

An intent, something like a value, comes from our consciousness that we would like to pass to 
others … What is this? It would be good to find a good word for this. We are able to celebrate the 
time of its appearance, but it was born in the depth of our consciousness. This has been the object 
of my studies for a long time. The visible and the invisible dimension of  time. What is the 
powerful and passionate feeling that started and carries on the process … ? 

I would like to name the day when it started. We know that the first meeting was in November 
1975 … Does something begin when it infiltrates our mind? … it finds a place or more precisely we 
find a place in ourself? ... it feels good, but it does not yet have a form?  … or was Playback born 
when it was displayed by a series of actions?   

3. Greetings to you, timeless Spirit of Playback!   

You have made your mark on my life and several people who are interested in you in Hungary and 
all over the world. You, who carry passionate values and help us to create the conditions of 
speaking freely, listening freely, and presenting freely. You taught us the following:   

- how we could produce an altered state of mind in the public, the narrators, and the actors.  

- how something new could be born every evening over and over again …  

- and we also realized that we do not have to remove the dust from the old packed doll, and old 
game. Instead of this we are able to reproduce the situation, the possibility, the story. 

It was born exactly 40 years ago, something that twisted this life of mine and so many people… or 
rather our twisted lives were led back to the more natural state? … because it had to be more 
defined in this way. We are talking about feelings, whatever else we say or do. The most beautiful 
is that the function of every NARRATIVE manifestation is to display our feeling to others. Talking 
is only the superficial form of this. The ancient theatre was  Playback Theatre. The elusive and 
intriguing world behind the stories was equally valid 400 years ago, 4,000 years ago or 44,000 
years ago, for our forefathers. Talking gives only a partial impression about this.     
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János Pilinszky (Pilinszky’s Diary, 1961) writes about this special duality.  He knew that behind 
the visible and audible world there is another that drives the outside world:  

We accept the world as a fact, 

because it is stiffer, more insensitive, 

and more factual. 

But it is only 

one form of the flexible spirit, 

like the glass of a glass of water. 

What is the most important attribute of this community or spirit? What is the biggest gift to me? 

In this world there is not any centre or any suburb! We can be in Hungary or anywhere in the 
world both in our own centre or suburb. There are opportunities to create several centres in this 
open and receptive mindset. This is a rare value in this world. 

Epilogue: 

I would like to write, or read, about the following finished projects or research in ten years time, 
when Playback will be 50 years old:  

1. Connection between the transitional place - which was discovered by Donald Winnicott - 
and the inner and outside place of Playback Theatre; 

2. Connection between the hypothesis of Marko Pogačnik, Slovenian sculptor and place 
healer, and Playback; 

3. ...or the healing effects of the non-linear time therapy, connections between John Cage 
and Playback; 

4. ...or is it possible to connect the Roger’s theory to a Playback performance, where 
everybody speaks about the here and now feeling only; 

5. ...or? 

HAPPY BIRTHDAY! 

*Ádám started an improvisational theatre movement in 
Hungary in 1992 based upon the theory of The Improvisation 
Theatre of Moreno and he further developed this theory. The 
2nd congressional meeting of the  HUNGARIAN 
PSYCHODRAMA SOCIETY happened in the same year. For 
this occasion, he prepared an anniversary performance. His 
theory was that it is best to inspire the SPIRIT OF MORENO 
and get the experimental theatre blood flowing through a live 
performance. From 1994 the theatre became predominantly a 

Playback Theatre and joined the colourful society of the PLAYBACK NETWORK. Ádám Kiss 
György was the professional leader and game master of the Improvisation Theatre for ten years. 
In the next 13 years he helped to start 15-20 Playback companies. Currently he is a teacher at the 
Middle European Playback Theatre School. He is an internationally accredited Playback trainer. 
In 2014, Jonathan Fox awarded him a diploma with kind appreciation for his 22 years of 
dedicated service. 
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Writing about Playback 
Theatre 

Jo Salas 
 

“We are talking about tools 
and carpentry, about words 
and style … but as we move 
along, you’d do well to 
remember that we are also 
talking about magic.”  

–Stephen King, On Writing.  !
Playback Theatre is 40 years old this year. Our newsletter has a 
new name, a new editor, and a new look. It is timely to have a 
look at how, and how well, we are writing about Playback 
Theatre. Over the years, good writing has deepened our own 
understanding of our work and brought it to the attention of 
people outside our community. But some writing has done little 
more than report approvingly on the writer’s own project, 
saying, in effect: “Look at what we did! Isn’t it wonderful!”  
At the recent European Gathering in Amsterdam, 20 writers 
from eight or nine countries joined me in thoughtfully 
exploring the topic of writing. We looked at some questions: 
why write about Playback Theatre? Who are we writing for? 
What are we writing, and how? And can we do it better? If you 
are someone who has an interest in writing about Playback 
Theatre, this discussion might help you move forward.  !
First of all, why do we write about Playback Theatre?  
• to describe, document, and evaluate the process or a particular   
project; 
• to amplify stories told by otherwise unheard voices; 
• to inform Playback colleagues about a project or new 
discovery; 
• to inform people outside the Playback community about our 
work; 
• to develop our own understanding of what we are doing; 
• to convince others of Playback Theatre’s value and 
effectiveness; 
•to teach others how to do Playback. 

!13

New Novel: 
Dancing with 

Diana

Jo Salas’s novel, Dancing 
with Diana was recently 
published by Codhill Press. 
Set in England and Paris, it 

is about Alex, a young man 
in a wheelchair and a 
survivor of severe school 
bullying who meets the 
future Princess Diana when 
they’re both teenagers. The 
bullying theme (Diana is 
also a victim) draws on the 
anti-bullying work in 
schools pioneered by Jo 
with Hudson River 
Playback Theatre. 

In addition to her extensive 
writing about Playback 
Theatre, Jo’s short stories 
have been published in 
literary journals and 
anthologies. Her work has 
won awards and a 
nomination for the 
Pushcart Prize. Dancing 
With Diana, her first novel, 
is available from the 
publisher and from 
amazon.com

http://www.amazon.com/Dancing-Diana-Codhill-Press-Salas/dp/1930337841/ref=sr_1_1?s=books&ie=UTF8&qid=1434553490&sr=1-1&keywords=dancing+with+diana
http://amazon.com
http://www.amazon.com/Dancing-Diana-Codhill-Press-Salas/dp/1930337841/ref=sr_1_1?s=books&ie=UTF8&qid=1434553490&sr=1-1&keywords=dancing+with+diana
http://amazon.com
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Of course any piece of writing is likely to have several interwoven purposes. What’s important, as 
we embark on a writing project, is to have some clarity about what those primary intentions are.  
As someone who’s been writing about Playback for almost all of its 40 years, I can see, looking 
back, that in the beginning I had only a vague sense of why I was writing. I was impelled by the 
awareness that this new thing we were doing was both remarkable and ephemeral. If we didn’t 
write down an account of a show, those beautiful stories and profound interactions were likely to 
be forgotten. I didn’t know if anyone would ever read what I was writing. But I didn’t want the 
stories to be lost—both the stories told by our tellers, and the often-notable stories of the events 
themselves.  
A few years later I began to use writing as a means of exploring and comprehending Playback’s 
process, theory, and impact. I also wrote pragmatically about our techniques and rituals, to support 
practitioners and learners of Playback Theatre. And, as the director of a company, I had to write 
grant proposals, project reports, press releases, and so on. This scope of writing will be familiar to 
other Playback writers.  !
Who are we writing for? Who are our audiences?  
• our fellow Playback Theatre practitioners; 
• potential Playback practitioners; 
• practitioners in related fields (theatre, other arts, creative arts therapies, education, social 

services, training, etc); 
• general public; 
• youth; 
• academia; 
• decision-makers in organizations which might hire or fund Playback. !
Again, the intended audience for our writing may include more than one category. The readership 
of the IPTN journal (and Interplay previously) is primarily Playback practitioners. Writing with 
these readers in mind is different from, for example, writing for schoolteachers who may never 
have heard of Playback before reading your article. (However, it’s good to keep in mind that 
anyone, not just Playbackers, might encounter the IPTN Journal. We want to engage those readers 
too, with cogent, well-edited articles.)  !
One of the aspects of writing that can change with different audiences is voice—the tone and style 
of the writing. It must always be authentic to you, the writer. But it is flexible. A casual, friendly 
voice with contractions (“you’ll” instead of “you will”) and exclamation points might work very 
well in a publication for youth, and not so well in a grant proposal.   
We all use different registers in our spoken conversations, automatically choosing language and 
tone that will communicate best with the person we are speaking to at that moment. Finding the 
right voice as a writer is a similar process.  
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Writing grammatically is important: grammar exists to make writing clear. The goal is clarity, not 
grammatical correctness itself. And it is perfectly possible, at least in English (it’s harder in some 
other languages) to avoid sexism in your writing, by using plurals or by alternating gender when 
you write about hypothetical characters. Likewise, you can make a point of using language that is 
sensitive and respectful to population groups you refer to—which may require finding out how 
people in those groups want to be named.  !
What are we writing?  
This is an infinite list! But here are some examples: 
• articles of any length about Playback-related issues, questions, discoveries, projects, or 

techniques; 
• books; 
• personal experiences; 
• transcribed Playback stories; 
• academic essays, theses, and dissertations; 
• Playback Theatre Leadership essays; 
• blog posts; 
• press releases; 
• project reports and evaluations; 
• grant proposals. !
Each example has its own parameters and requirements, some more demanding than others. Not 
everyone is going to write a book or a PhD dissertation. But many who might not think of 
themselves as writers might be inspired by a stimulating experience to share it with others in a 
short article or blog post. And many of us face practical writing tasks in the course of our Playback 
administrative work.  !
Where is it published?  
Possible publication venues:  
• IPTN Journal;  
• non-Playback professional publications;  
• academic journals;  
• general interest magazines;  
• newspapers;  
• blogs;  
• independent, mainstream, or university book publishers.  !
Reaching most of these venues requires some research, and often communication—it makes sense 
to approach an editor with your idea so that you can work with their guidelines as you develop it.  
Unpublished work can also make a contribution to our body of knowledge—Leadership essays, 
for example. !
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How, and how well, are we writing?  
This is a big topic. We need to think about questions such as: 
• observation and thought, and how they are embodied in structure; 
• critical thinking; 
• using stories told in shows, rehearsals, and workshops; 
• ethical issues including transparency; 
• quotes and citations; 
• aesthetic considerations; 
• feedback from others.   !
It is my hope that as a community we can support a higher standard of writing in our field, which 
will in turn support the recognition and growth of Playback Theatre in the wider world, to the 
ultimate benefit of all the people who want and need to tell their stories.  
The first consideration is the content of what we are writing. It is no longer enough to provide a 
superficial description of an event or a project. We need to deepen and expand our observation. We 
need to ask critical questions. We need to report and reflect on the complexity of what happened, 
and describe the unsuccessful or unfulfilled moments as well as the glorious ones. If we conclude 
that the performance or project was a success, we need to explain what led us to that conclusion. 
Was it simply the team’s perception of a happy audience? If so, can you describe how the 
participants indicated their appreciation? Did you interview audience members, or provide a 
follow-up survey, or ask the organizers to comment?  
If we want to write, we need to read! We need to read what thoughtful people have said within and 
beyond the Playback field. We need to know (and acknowledge) if someone before us has written 
on the same topic that we’re now exploring.  
In scholarly writing and research these are basic concepts: the necessity for scrupulous, honest 
observation and reporting; transparency about evaluation; using careful thought that builds on 
earlier careful thought; and organizing material so that the structure supports the meaning. I’m not 
an academic but I’ve benefited from writing for academically edited publications with editors who 
challenged me to make my writing more rigorous and accountable. I think that Playback Theatre 
writing can usefully borrow these standards of rigor, without making our discourse academic in 
tone.  
Playback writing often includes stories that are told in our performances, rehearsals, and 
workshops. The stories themselves are a tremendous resource for us. But using them raises 
questions. How, exactly, do we retell them? Do we use the teller’s actual language (possible only 
if we’ve recorded the show)? If not, we need to make it clear to readers that we are paraphrasing 
the teller’s words. Do we include the conductor’s questions? Do we edit, and how much? Many 
tellers begin their stories somewhere in the middle, with important details emerging later in the 
telling—a sequence which might not work on the page.  
And a pressing question: do we need to get permission from a teller to retell her or his story? I 
think we should, if we can. (It’s one of my regrets as a writer that 20-plus years ago it did not 
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occur to me to seek permissions from the people whose stories I retold in Improvising Real Life—
at least those whom I could have contacted.) In cases where it’s not possible to find a teller to ask 
for permission, it seems ethically acceptable to retell stories that were told in a public setting, as 
long as they are told with accuracy and considerateness. (Ask yourself how the teller would feel if 
they read your rendition of their story.) Of course real names should never be used, unless there is 
a compelling reason to do so and the teller gives explicit permission.  
In today’s world real people’s stories are often commodified in talk shows, tabloids, reality shows, 
online—retold not for reasons of humanity but for shock value and commercial gain. Playback 
Theatre is distinguished from this trend by our fundamental respect for the story and for the teller. 
This respect is evident in our performances and needs to be evident in our writing as well. Gaining 
permission is one gesture of respect.  
As we know from every Playback story we’ve heard or told, it matters who is telling it. The story 
of Little Red Riding Hood is a different story depending on who is the teller, Little Red Riding 
Hood, her grandma, or the wolf. Or the woodcutter, or a tree in the forest. Similarly, we owe it to 
our readers to be transparent about the perspective from which we are writing, particularly if 
writing about a Playback project. Was the writer acting, conducting, telling, or watching?  
Any writing is enriched by using quotations, whether from literature, other writing about Playback 
Theatre (published or not), or elsewhere. Some contexts have specific requirements for citing a 
reference or quotation. In more informal settings, it’s still important to give credit to the original 
writer and make it possible for the reader to locate the quote in its original context. And it goes 
without saying (but I’ll say it) that the quotation should be 100% accurate in wording and 
punctuation.  
When we write about Playback Theatre, we are writing about an art form, and our writing should 
be congruent with it. In other words, good Playback Theatre is aesthetically satisfying, and our 
writing should also be aesthetically satisfying. This does not mean being poetic, or dense with 
metaphor and simile. It means being graceful, clear, and accessible, with well-chosen words and 
attention to rhythm. (It helps a lot to read one’s writing aloud!) Academic-style writing is 
notorious for being full of clumsy invented words and Latinate locutions, as though this very 
clunkiness endows it with legitimacy. But the best academic writing is elegant and direct. It is not 
easy to do—but it is possible.  
All writing benefits from critical feedback. Once you’ve completed a piece of writing, it is 
immensely helpful to get some reflections from trusted and thoughtful readers. You can accept 
their suggestions or not. But they are very likely to notice things that you’re not seeing—a 
confusing sentence, a way to improve the overall organization, something important that’s 
missing.  !!!
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So, are you inspired to write something? Wonderful! Here is a possible strategy that you could 
use: 

•	
 Clarify your intention—to describe and evaluate a project, or present a new idea about 
performance, etc. 

•	
 Decide who your audience will be—fellow Playbackers, professional colleagues, the 
general public, or others.  

•	
 How will you reach that audience? Would it be helpful to send a query to a specific 
publication before doing the writing?  

•	
 Gather the factual information you will need. 
•	
 Experiment with voice to find a style and tone that works for you and for your intended 

readers.  
•	
 Create a structure for your article—it might change as you go along, but it will help you 

get into it. And decide about length—are you aiming for 800 words? 3000 words?  
•	
 Write!  
•	
 If time permits, put your finished pages in a drawer for a month, then look at them again 

and revise.  
•	
 Ask one or two trusted readers to read and comment. Incorporate suggestions that resonate 

with you. 
•	
 Proofread with fanatical care.  
•	
 Send it off to the editor!  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Interact with others! 
Read and comment on the IPTN Journal on: 

www.iptn.info

http://www.iptn.info
http://www.iptn.info
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EDUCATE, AGITATE AND ORGANIZE!  
PLAYBACK THEATRE AND ITS ROLE IN 
SOCIAL MOVEMENTS 

Ben Rivers1, 2015  !
In 1999, as Playback Theatre approached its 25th anniversary, 

Jonathan Fox2 noted that the form was reaching a range of 

sectors around the world.  In line with early objectives, it was 

being used at a local level to improve community relations.  

Playback was also being applied within the fields of education, 

mental health and organizational development.  Most 

commonly though, practitioners were applying Playback 

Theatre within the social service sector, particularly in 

communities whose voices were viewed as marginal to mainstream society (Fox, 1999).  

 From the outset, Playback was conceived as an effective tool for enabling 

“diverse voices to be heard in a context of empathy”.  In particular, it was viewed as a 

practice that “honors the people’s voice, be it joyful or ashamed, triumphant or 

oppressed.” (Fox 1999:119)  Jo Salas, commenting on the “idealism” of Playback, noted 

that, “this theatre was conceived as a theatre of gift.  It was to be offered to the world as 

a means of healing interaction […] We were committed to bringing this forum to the 

“unstoried” as well as to those who already knew the satisfaction of sharing 

stories.” (Salas 1999:134-135)   

As Jonathan looked towards the future, he shared his hope that Playback 

Theatre could also “play a part in healing some of the injustices and upheavals of the 

past that fester not only in individuals, but in whole societies”3. (Fox 1999:15)   

!
  

 !!!
1.To correspond with the author, please email benjrivers@gmail.com  
2. Jonathan Fox founded Playback Theatre in 1975.  He developed the form along with Jo Salas and the original 
Playback Theatre Company based in Hudson Valley, USA.  
3. See Volkas (2009) for examples of Playback Theatre being used to address legacies of violent conflict and historical 
trauma. For a broader discussion about Playback Theatre and its role in peace building and conflict resolution, see Hutt 
and Hosking (2004).  
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In line with the ideas expressed above, the Playback community has historically 

suggested that redemptive dialogue is a central feature in our contribution to social 

change. Towards this end, the Playback performer has been encouraged to function as 

an empathic mirror, or impartial conduit in service to each and every story. It is my 

sense however, that the emphasis on neutrality, therapeutic metaphor and charitable 

endeavour has helped to obscure the need for principled struggle against the structural 

roots of social injustice. 

!
As we near the 40th year anniversary of Playback Theatre, we can see that an interest in 

its more overt political application is gathering momentum.  This can be evidenced 

through the growing demand for workshops and courses that explore the intersection 

between Playback Theatre and social action.  We can also point to many instances over 

the past decade where Playback has been used to address various social inequities, 

historical grievances and political demands.  Most recently, for example, Playback was 

used in the streets of Hong Kong to augment the 2014 Umbrella Movement and its call 

for the retention of locally based, democratic governance. 

  [October 2014:  Members of  Encounter Playback Theatre perform during the 2014 Umbrella Movement in Hong 
Kong.   Photo courtesy of Encounter Playback Theatre.]  

Also, in 2014, Playback was used in the Taiwanese Sunflower Student Movement to 

generate dialogue relating to the proposed, and highly controversial, Cross-Strait 

Service Trade Agreement with China. In the same year, Palestinian activists were 
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utilizing Playback Theatre to combat Israel’s continued practice of settler colonialism, 

military occupation and apartheid.  In 2011 and 2012, Playbackers in the Occupy 

Movement were using the form to amplify widespread public consternation regarding 

wealth inequality, political corruption and corporate influence over the USA 

government.  Today, numerous other initiatives around the world are using Playback 

Theatre within the context of social movements that address issues of poverty, racial 

discrimination, violence against women, homophobia, militarism, environmental 

degradation and climate change.   

One might wonder therefore whether the Playback Theatre community has 

moved into a new era – one that contains elements that are more politicized and more 

direct in their allegiance to particular causes.  Could it be that we are beginning to 

incorporate a more radical language of activism – one that moves beyond the lexicon of 

non-partisanship in our journey towards a better world?   

In this article, I will suggest that we must expand our praxis to include notions of 

critical thinking, political agitation, alliance building and joint struggle.  Where 

asymmetrical power relations exist, we must be especially prepared to engage in efforts 

that incite constructive conflict and disrupt (versus soothe) the oppressive status quo4.  

In the words of Frederick Douglass, the former slave and abolitionist leader, “the 

struggle may be a moral one, or it may be a physical one, or it may be both. But it must 

be a struggle. Power concedes nothing without a demand; it never has and it never 

will.” (Douglass 1857: vi)   

As cultural activists seeking to renovate the guiding assumptions and associated 

methods that constitute our Playback praxis, we must begin to ask:  What theories of 

change seem most appropriate to our endeavours? How can we be more strategic in our 

interventions?  How can artistry and ritual best serve our objectives?  And what 

limitations of form might require us to adopt other modes of social, cultural and 

political action? 

!
!
4. For a discussion about the role of Playback Theatre in asymmetrical conflict, see Rivers (2015a). 
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!
EDUCATE, AGITATE! 
In 1942, B.R. Ambedkar, iconic leader of the emerging Dalit5 movement, exhorted his 

followers with the following statement:  

My final words of advice to you are educate, agitate, and organize. Have faith in 

yourself. With justice on our side, I do not see how we can lose our battle. The 

battle to me is a matter of joy. The battle is in the fullest sense spiritual  […] For 

ours is a battle not for wealth or for power. It is a battle for freedom. It is a battle 

for the reclamation of the human personality. (Amdebkar in Keer, 1971:351)    

Throughout his life, Ambedkar fought to dismantle the caste system along with its 

oppressive social and economic features that relegated ‘untouchables’ to a despised 

position within Indian society.  As the above statement suggests however, Ambedkar 

believed that true emancipation would arise only after internalized compliance with the 

caste system had been firmly uprooted.   

Paulo Freire also spoke of the oppressed and their struggle against 

“domestication” in favour of a full humanity (Freire 1970).  His pedagogical approach 

featured the concept of “conscientization” - a route to liberation through which the 

learner sharpens their innate capacity for critical thinking and takes related action 

against the oppressive elements of reality (ibid:17). 

 The Italian Marxist Antonio Gramsci, also noted that hegemonic values and 

beliefs must be effectively countered before any revolutionary project can fully succeed 

(Gramsci 1971).  He proposed that the capitalist state is divided into two spheres:  A 

“political society” that rules through force, and a “civil society” that governs through 

the “manufacture of consent”.  Gramsci defined civil society as a domain where ideas, 

values and beliefs are shaped, and where consent to bourgeois “hegemony” is achieved 

through the cultural legitimatization provided by media, universities and religious 

institutes.  Gramsci warned that direct revolutionary struggle – a “war of attack” - 

would therefore be limited without a prior “war of position”, which he defined as the 

long battle over those perceptions, myths and ideologies that induce collaboration, 

submission and obedience to repressive structures. 

!
5. Dalit is a term designated for a section of society traditionally regarded as “impure” and hence “untouchable” within 
the Hindu caste system.  While caste-based discrimination was officially prohibited under the Constitution of India, 
Dalit communities continue to suffer harassment, assault and inequity.  
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If we accept the central importance of counter-hegemonic struggle, we must then ask 

whether Playback Theatre can contribute to this endeavour.  Unlike Theatre of the 

Oppressed, the Playback methodology does not contain robust mechanisms for the 

explicit identification and analysis of oppressive norms and conditions.  In contrast, 

Playback offers “a kind of community conversation through stories, and this 

conversation, even though it contains not one, but many themes, and is often indirect 

in making its points, gives scope for the expression of a popular truth.” (Fox 1999: 120)  

Where the theme of a Playback event invites stories relating to a particular injustice, we 

might therefore hope that the “community conversation” will include expressions of 

dissent and resistance to the oppressive status quo. Through these expressions, a 

counter-hegemonic position is established – one that calls for the awakening and 

action of those gathered. 

In February 2015, I facilitated a 5-day workshop with Adavu Kalai Kuzu, a group of 

Dalit cultural activists who use street theatre, Parai6 drumming and Playback Theatre 

to address caste discrimination in Tamil Nadu, India.  In one of our conversations 

about the relevance of storytelling within the broader Dalit movement, a young man 

named Kumar noted the impact of hearing and witnessing the enactment of an account 

shared by his friend and comrade, Madhan.   

In Madhan’s story he narrated an event that occurred during his childhood.  One 

day the local landlord – a member of a dominant caste – approached Madhan and his 

friends as they were sitting together on the edge of a rice field.  According to 

established custom, it was required that the children – as “untouchables” - stand and 

withdraw in order to allow the landlord’s free (and hence “unpolluted”) passage.  

Whilst his friends complied with this expectation, Madhan refused to move.  Instead he 

remained, sitting defiantly at the edge of the path.  In response, the dominant caste 

man, furious at this act of audacity, kicked him as he passed by.  

!
 

6. The Parai is an ancient drum traditionally played by members of the Dalit community during funeral processions.  
The instrument acquired negative connotations within caste society, however Dalit activists now celebrate the Parai as 
an important symbol of their identity and struggle. !

!
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Madhan’s story was not the most dramatic account of non-compliance that was 

shared during our 5 days together.  However, it moved Kumar and others precisely 

because it illustrated the everyday actions that undermine the caste system and its 

dehumanizing structures.   

!
In another story told during the same workshop, a man named Mari recounted 

an event that occurred in his home village.   

Every year there is a religious festival held in celebration of the rain goddess 

Maariamman.  During the festival, worshippers are surrounded by large crowds 

who drum and chant together as they move through the streets and into the 

temple grounds to celebrate.  The event is always filled with high spirits and 

intense emotion.  In accordance with caste divisions though, the temples are not 

open to Dalits.  From the days of my early youth, my friends and I would 

complain about these rules and plan that some day we would defy them.  It 

never happened though.  The elders would warn us, saying that our [Dalit] 

community would suffer violent retribution if we angered the dominant caste.  

One year however, my friends and I disobeyed their order and joined the festival 

procession.  As we approached the temple, we were gripped by the emotion that 

surrounded us, and then suddenly, as we entered the temple grounds, we found 

ourselves chanting Jai Bhim7! Jai Bhim!  After a few moments, the temple 

authorities came rushing forwards, eventually managing to push us out.  This 

experience however, remains with me as a significant victory.   

Like Madhan’s story, Mari’s account highlights and opposes the self-disciplining modes 

of thought and behaviour that compel oppressed subjects to comply with oppressive 

norms.  Together, their stories give rise to a form of local knowledge or “popular 

wisdom” (Fox 1999:11) that challenges hegemonic values, and establishes instead a 

counter-narrative of dignity and resistance.  

!
 !!!
7. Jai Bhim literally means “Victory to Bhim” i.e. to Dr. Bhimrao Ramji Ambedkar.  The term is often used as an 
expression of greeting or solidarity between members of the Dalit movement.   
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!!
Elsewhere I have noted that Playback Theatre can enable the transmission of attitudes, 

ideals, histories and concrete strategies that undergird a popular struggle movement 

(Rivers, 2013a; 2013b; 2014; 2015a; 2015b).  In Palestine, for example, stories will 

often advocate for the adoption of samud (steadfastness) in the face of military violence 

and harassment.  Other stories communicate advice about specific tactics one can 

employ if threatened with land confiscation, home demolition, arrest and/or 

imprisonment.  Other Tellers pay tribute to the history of Palestinian freedom struggle 

by narrating their own participation in various actions, protests and uprisings 

(intifadas).   

In short, conscientization and political agitation occur through the exchange of 

fortifying and subversive stories.  At times, stories also help to “inoculate” younger 

members of the popular struggle movement by preparing them for violations they are 

likely to endure at the hands of the Israeli authorities8. 

In some cases though, the Teller’s impulse towards dissent is strengthened not 

by the validation of their current stance, nor by the inspiration gained from hearing of 

someone else’s resistance.  Instead, an awakening occurs through the recognition of 

one’s own normalized response to the status quo.  As an activist from At-tuwani9 

shared:  

Unfortunately, adaptation is a common response to the perverse conditions 

under which we live.  It is easy to become accustomed to the daily realities of 

land confiscation, home demolitions, settler violence and military occupation.  

However, when we see these realities represented through theatre, it causes us 

to look again and see our situation from another perspective – one that reveals 

its abnormality10.   

!
!
 !!!!
8. See for example Loai’s story in Rivers (2014).   
9. The village of At-tuwani is located in the South Hebron Hills of Occupied Palestine.   
10. The Freedom Theatre has been working in partnership with activists there since early 2012. For more information 
about this relationship, see Rivers (2015b).  
 This interview excerpt appears in Rivers (2015b). 
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The community of Khan Al Ahmar is located approximately 4.5 miles east of Jerusalem 

in the West Bank of Occupied Palestine.  The people of this community are members of 

the Jahalin, a Bedouin tribe that once enjoyed relative prosperity in the land of historic 

Palestine.  With the establishment of the State of Israel however, the Jahalin were 

evicted from traditional tribal territory and forced to reside as refugees in the West 

Bank and Jordan.  Today the Jahalin live in impoverished, slum-like conditions 

alongside desert highways that cut through the occupied West Bank.  They are under 

almost constant threat of further eviction as the Israeli authorities seek to seize their 

current areas of residence for the construction of illegal Israeli settlements.  

[September 2013:  A Playback Theatre performance in Occupied Palestine is stopped by the Israeli army and border 
police.  Photo courtesy of  Ben Rivers] 

!
 In February 2012, a Playback performance occurred in Khan Al Ahmar’s 

community gathering space – a roughly built structure made from wooden planks, 

strips of plastic, worn carpet and corrugated iron.  The troupe consisted of Palestinian 

members of The Freedom Theatre’s Freedom Bus troupe together with myself as 

Conductor11.   

!
 !!!
11. The Freedom Bus initiative uses Playback Theatre and other forms of cultural activism to bear witness, raise 
awareness and build alliances throughout Occupied Palestine (see www.freedombus.ps).  I am a Co-founder of the 
Freedom Bus.  In the first few months of its establishment, I also conducted several Playback Theatre events.  From 
March 2012 onwards however, Playback events have been performed and conducted in Arabic by Palestinian members 
of the troupe. 
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In this event, a Jahalin leader named Eid came forward to the Teller’s seat.  Eid is a 

university-educated member of his community.  He is also a prominent activist, 

representing the Jahalin case both locally and abroad.  In Eid’s story, he described a 

situation from his home life, where each morning his children would beg him for one 

shekel (about 25 cents).  He then spoke about the shame he felt at his inability to fulfil 

this simple request.   

After hearing Eid’s story, the actors shaped his experience into a sparse, 

essentialized enactment.  Eid appeared riveted.  Later he shared with me, that in 

witnessing the performance of his story, he fully realized – for the first time – that he 

was submerged in poverty.   

Eid’s story was not merely retold and repeated by the actors. It was translated 

into a language that attempted, through aesthetic means, to illuminate the core 

elements of his experience.  This task, of course, is a primary objective of the Playback 

performer.  In response to the enactment, a Teller must confirm, contradict or expand 

upon the meanings and events that appeared in the performers’ interpretation of his 

story.  In Eid’s case, he experienced something akin to Brecht’s concept of the 

“alienation effect” (verfremdungseffekt) (Brecht [1936] 1964:91) - a kind of critical 

distancing where the familiar is rendered as strange.  The enactment had shaken and 

aroused him to the painful and unjust reality of his economic situation - one that he 

had previously adapted to on an unconscious level.  From this position, he was thus 

called upon to make a choice.  As John Suresh, founder of Adavu Kalai Kuzu noted, 

‘When we awaken to the reality of our oppressed condition, an inner conflict is stirred.  

We must either accept, or resist, our oppression.’ (Suresh, 2015)   

So far I have suggested that Playback can support movement efforts that focus on 

conscientization and community mobilization within oppressed communities.  In some 

cases though, the sharing and enactment of personal stories can also help to raise the 

awareness of those who possess more power and privilege.  However, the task of 

sensitizing the dominant group should not rest alone with those who struggle under 

their discriminatory rule.  Allies can also play a role by engaging members of their own 

group in the examination of their own ingrained biases, taken-for-granted privileges 

and histories of perpetration.  An example of this can be seen in the race-relations 

project led by the Philadelphia-based group, Playback for Change.  The initiative 

involved a 3-part series of events: one that occurred in April 2003, for White People 

!27



7 JULY, 2015 IPTN JOURNAL

only, a second for People of Color only in November 2003, and the third, a mixed event 

for People of Color and White People in January of 2004 (Centre for Playback Theatre, 

2015).   

!
In the White People only performance, participants were asked some of the 

following questions:  

1. Do you have a story about a time where you were aware of being White? 

2. Can you remember a time when you were clueless and did something you later 

realized was racist? 

3. Can you remember a time when you stood up against racism? 

4. Can you remember a time when you did not stand up against racism? (And 

maybe wished you had.) 

5. What stops you from interrupting racism or taking action against it? 

6. What are the costs of racism for you as a White person? 

7. How has being White been an asset to you? 

In the People of Color event, people were asked some of these questions: 

1. How has internalized oppression affected you? 

2. What stories of racism have you not told? 

3. What are some of the burdens of being a Person of Color? 

4. Share a time where you stood up for a Person of Color. 

5. Share a time where you did not stand up for a Person of Color but wish you had. 

6. Share a time where you were told to “just get over racism”. 

In the final mixed-race performance, people where invited to share whatever story they 

needed to tell.  In this event, the Conductor ensured that Tellers included People of 

Color, White People, men and women (Freeman, 2014). 

Through this project White People were able to investigate their own racialized 

attitudes and behaviours without burdening People of Color with the task of 

“educating” them.  The series also provided a space for People of Color to address ways 
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in which they themselves have internalized the normalizing discourses of a racist 

society.  

Naturally, the emancipatory potential of Playback will be severely curtailed if the 

practitioners themselves are limited by poor knowledge, misconceptions, prejudices, 

paternalistic attitudes, or stereotypical readings of a story and its presenting issues.  

Our actions will also be compromised without recognition of our own position within 

the dynamic we wish to address.  As Playback practitioners then, we must engage in 

processes that contribute towards our own education12, self-awareness and capacity for 

critical thinking.  Without this prior work, it is possible that we will unwittingly comply 

with hegemonic discourse by enacting problematic typecasts (stereotypes) or by falling 

into psychologised renderings that negate the broader political dimensions of a story 

and its potential as a catalyst for social change.   

Indeed, the performance space itself can become a microcosm of the broader 

society – along with its patterns of blindness, discrimination and inequity.  As 

suggested above, this might occur where iniquitous worldviews are indulged and 

reproduced by the performing team.  We might also find that the Teller’s seat remains 

occupied by people who enjoy greater status in the world outside.  As proposed 

throughout this article, the Playback practitioner cannot remain impartial in the face of 

such phenomena.  If, for example, a certain demographic group dominates the event, it 

is the responsibility of the Conductor to ensure that other voices are also heard.  

Additionally, the Conductor must communicate their non-complicity in cases where the 

Teller’s story condones a worldview that is racist, sexist, homophobic or otherwise 

oppressive in some way.  Actors can respond to such stories by recasting the oppressed 

party in a manner that questions the objectifying or stereotyped portrayals provided by 

the Teller.  The actors might also introduce a Narrator role that provides important 

contextual details (e.g. sociopolitical or historical information) within the enactment.  

In addition, the performers may use certain aesthetic devices that encourage a 

reflective stance to the events on stage.  Using the alienation effect, for example, the 

actors might break the fourth wall and communicate directly with the audience, 

sharing their thoughts and feelings about a particular scenario.   

12. Jiwon Chung (2015 n.p.) notes that, “Just as an actor has to prepare for a role by doing research, a PT actor with 
integrity is obligated to do the same.  By reference, PT is very close to simultaneous interpretation.  A good interpreter 
has to have an enormous amount of topic specific knowledge in order to do the translation justice.  They have to be as 
close to an expert on the topic as the person speaking.” 

!29



7 JULY, 2015 IPTN JOURNAL

They may also employ a deliberate use of tempo, repetition, space, gesture, movement, 

voice and linguistic register13 to invoke critical distance and a feeling of estrangement 

from the oppressive worldview endorsed by the Teller in their original narrative.   

In this last section I have touched briefly on the subject of acting technique in 

anti-oppressive practice.  While a longer discussion is beyond the scope of this article, 

the topic is one that would benefit from further research and exploration.  

!
ORGANIZE! 

In any movement, the task of organizing consumes the lion’s share of time and energy.  

For our work to be maximally effective though, we must be intentional and strategic in 

our planning of interventions.  At the same time, our organizing efforts must be 

grounded in a framework that is participatory and democratic.  Rather than situating 

ourselves as weekend dilettantes going in to do good deeds, we must instead 

acknowledge the value of sustained, cooperative endeavour.  From a benevolent 

attitude we must move instead towards an appreciation of reciprocal interests and 

shared struggle.  As Lilla Watson, the Indigenous Australian artist and activist stated, 

“If you have come here to help me, you are wasting our time. But if you have come 

because your liberation is bound up with mine, then let us work together.”14 (Watson, 

n.d.) From this paradigm we find ourselves developing mutually fulfilling alliances with 

individuals and groups whose work we can learn from, augment and amplify.   

Hasan Taha, a performer-activist with the Freedom Bus troupe, reflects on the 

two-way benefits that can flow from a deepened connection with partnering 

communities: 

!
!
!
 ! !!!
13. In linguistics, the term “register” refers to a type of language used for a specific purpose or in a particular social 
setting.  For example, the register someone uses during a job interview will be different to the register they use during a 
conversation with a close friend.  
14. Although this quote is attributed to Lilla Watson, she has explained that the phrase was actually developed by an 
Aboriginal activist group that she was part of during the 1970’s.  She has therefore expressed her discomfort with being 
solely credited for something that was born of a collective process.  Read more here: http://
unnecessaryevils.blogspot.in/2008/11/attributing-words.html 
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As a Palestinian who lives on the other side of Palestine, it was good for me to 

stay for extended periods of time in At-tuwani.  By spending many days and 

nights together - talking, eating, playing, working, and struggling side by side - I 

got a much better understanding for how my people live and resist in this part of 

the occupied West Bank […] In fact, in At-tuwani I didn’t feel like an actor 

coming to do his job. Instead, I felt like a family member and a part of the 

community […] We [members of the performing troupe] worked the land, 

demonstrated, shepherded and confronted the Israeli army.  Having these 

experiences - which At-tuwani people must face every day – allowed me to 

identify with them.  During a performance, this helped me as an actor.  When a 

Teller was sharing his story, I felt like it was my own, as if his experience had 

happened to me too.  I connected deeply and this, I hope, was reflected in the 

enactment15. 

I propose that elements of Participatory Action Research (PAR) can be especially 

helpful in our attempts to adopt an organizational approach that emphasizes collective 

enquiry and joint action.  In particular PAR enables the involvement of community 

members, activists, artists and other parties in a cycle of analysis, planning, 

implementation and reflection16.  Through such processes, organizers can ensure that 

knowledge and interventions remain connected to the core concerns of a movement. 

 The Freedom Theatre’s Freedom Bus is one example of an initiative that utilizes 

a PAR approach.  From the outset The Freedom Theatre engaged with village councils, 

popular struggle committees and civil society organizations in the process of analysis 

and planning.  Locally based groups such as the Jordan Valley Solidarity Campaign, the 

At-tuwani Women’s Cooperative, the Popular Struggle Committee in Bili’in, and the 

South Hebron Hills Popular Struggle Committee have become key partners in the 

design and implementation of diverse initiatives.  Indeed, the shape and scope of our 

activities have evolved significantly through the input of individual community 

members and partnering groups.  For example, Playback Theatre performances now 

occur within multi-day events that include home stays, protests, solidarity walks, teach-

ins, and civil disobedience.   

15. This interview excerpt appears in Rivers (2015b). 
16. See appendix for questions and processes a Playback Theatre team might use within a PAR 
framework 
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Through participatory action research, it has also become clear that Playback 

Theatre is not always the most appropriate form of cultural intervention.  In one case, 

for example, the people of Nabi Saleh noted that Playback Theatre produces a 

transitory phenomenon that cannot be replicated.  This conflicted with their hope for a 

form of storytelling that could export their model of unarmed, popular resistance to 

other Palestinian communities.  On the suggestion of people from Nabi Saleh, we 

therefore collected their stories and devised a scripted play that subsequently toured to 

villages and refugee camps throughout the West Bank.  Playback was used at the 

conclusion of each performance to elicit audience responses and invite sharing about 

other examples of resistance that were indigenous to each village. 

Playback Theatre, through its ability to facilitate communication and relationship 

building, may also assist in the promotion of healthier organizations, and networking 

within a movement. The Bonded Labour Liberation Front Karnataka (Jeevika) is a 

grassroots, activist organization dedicated to the “eradication of bonded labour, caste-

class-patriarchal structures and unequal globalisation processes in Karnataka, India”.  

Its 250 members consist of former bonded labourers and their relatives.  Since 1993 

Jeevika has engaged in “conscientization and training; organisation and unionisation; 

agitation and campaigning; lobbying and advocacy; networking and use of media; 

reflection, study, research and documentation.” (Jeevika, 2015)  Jeevika also includes 7 

cultural groups each consisting of 12 – 15 activists.  These groups use street theatre and 

Dalit movement songs as vehicles to further their social, cultural and political 

objectives.  Since the year 2000, Jeevika has also used Playback Theatre within villages 

and inside the organization itself.  Kiran Prasad, overall Coordinator of Jeevika, noted 

that Playback has fulfilled a valuable function in helping to sustain meaningful and 

constructive relationships between members of the organization (Prasad 2015).  John 

Suresh from Adavu Kalai Kuzu made a similar point, “For a movement to be strong we 

must have strong relationships between us.  Playback Theatre can help with this […] 

When we come together to share and perform personal stories, we also challenge the 

fragmentation and divisions that a casteist society tries to impose upon us.” (Suresh, 

2015) 

In general, Playback Theatre deals only with the lived accounts of Tellers.  The form is 

not designed to accommodate the overt analysis of injustice, nor the interventions that 
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might lead us towards a preferred reality.  How then can we imagine and portray that 

which has not yet appeared in the social realm?  As cultural activists, are we restricted 

only to the domain of truth telling, or can we also point towards the world we are 

working for?  These questions have led towards adaptations of the conventional 

Playback format.  Some Playback groups, for example, have developed practices that 

incorporate Forum Theatre and Playback Theatre processes within the same event17.  

Other Playbackers integrate more traditional methods of education and action 

planning.  For example, Hudson River Playback Theatre recently partnered with Drone 

Alert in a performance that focused on the stories of activists who are facing prison 

time for peacefully protesting US drone killings.   In addition to sharing information 

about US militarism and participation in drone warfare, the event also included a post-

performance networking and planning session where audience members discussed 

concrete actions they themselves could take. (Salas, 2015) 

Without doubt Playback Theatre is not a universal remedy.  There are times where 

other methods might better serve the needs at hand.  Playback does however, offer an 

opportunity for a radical form of pedagogy – one that does not depend on didactic 

instruction or consciousness raising imposed from the outside.  Instead, the process of 

political awakening occurs through the sharing and embodiment of real life stories – 

stories that are replete with examples of confusion and certainty, hardship and 

struggle, steadfastness and hope.  The Playback process itself also offers opportunity 

for the modelling of values and behaviours that counter systems of domination and 

discrimination.  Through our expressions of respect, deep listening, empathy, 

solidarity, and creativity, we embody a reality that directly contradicts the 

dehumanizing forces that act upon us all.  

!!!!!!!!!!
 !!!
17. See for example: Weinblatt, M. (2015).   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APPENDIX 
PARTICIPATORY ACTION RESEARCH FOR PLAYBACK THEATRE AND SOCIAL ACTION 

Participatory Action Research (PAR) emphasizes a spirit of collective enquiry and related action.  
Participants are engaged as co-researchers in the investigation of questions and issues that hold 
significance for their community.  Through a jointly conducted process of analysis, planning, 
implementation and reflection, participants ensure that knowledge and intervention remain 
linked to commonly held values and objectives.  The following questions and considerations offer 
Playback practitioners a PAR framework through which to develop interventions with a social 
justice emphasis.  Maximal input from relevant organizations, groups and individuals should be 
sought for each stage of the PAR process. 

OBSERVATION/ANALYSIS 
When designing a Playback intervention for social or political change we must first 
analyse the issue/problem we wish to address.  In addition to using conventional 
modes of investigation we can also conduct mapping and analysis through various 
action methods including Image Theatre, Sociodrama and Playback Theatre.  Here are 
some questions that can guide our process: 

•	
 What are the root causes of the issue/problem? (Consider various social, 
cultural, historical, economic and ideological factors.)  

•	
 What are the consequences/impacts of this problem on people’s lives? 

•	
 Who are the significant stakeholders in this issue?  (Who has power?  Who is 
adversely affected?  Who are the enablers of oppression?  Who are the allies of 
the oppressed party?  Where do we stand?)   

•	
 How is the current status quo maintained?  How does the privileged party 
“manufacture consent”?  How is the status quo challenged/resisted? 

•	
 Where are the geographic and ideological sites of exploitation, production, 
consumption, destruction, indoctrination and resistance?  

PLANNING 
Once we better understand the history and dynamics of an issue, we can begin to 
consider our plan of action and the assumptions that underpin it. 

•	
 What are our objectives?  What do we hope to shift/transform?  What aspects of 
this problem are within/beyond our scope of influence?  

•	
 What is our “theory of change”?  What values, beliefs and assumptions underpin 
our approach?  

•	
 Who do we wish to engage/join with in the coordination and implementation of 
this intervention? Who are our allies and strategic partners?  (Consider 
partnerships with fellow artists, activists, advocates, journalists, and policy 
makers.)  

•	
 Are we intervening at the personal, relational, cultural and/or structural level? 
How can we link our efforts to others who are working with similar or different 
dimensions of the same issue? 
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•	
 What core and affiliated strategies will enable us to reach our defined objectives?  
What methods/practices will we employ? 

•	
 How do we include and prepare our team, the community and other 
stakeholders? 

•	
 Who should we invite as audience to the Playback Theatre events?  Who can 
help in the transmission of stories and their issues?  Who holds influence at the 
structural level?  Consider policy makers, politicians, journalists, filmmakers 
and other activists. 

•	
 What allied groups can help with networking, information sharing, and action 
planning within the event itself? 

•	
 Have we planned for the promotion, documentation, sharing and evaluation of 
our intervention?  

•	
 Is our intervention sustainable?  What resources are needed/available for its 
implementation and continuation? 

•	
 What are the limitations of our plan?  What obstacles might we encounter? 

•	
 Have we planned for the full range of logistical considerations? (e.g. translation, 
suitable venue, publicity, transport, technical needs, etc). 

IMPLEMENTATION/ACTION 
The Playback event itself should remain congruent with our core values and objectives.  
We must therefore strive to be fair and inclusive - modelling egalitarian principles 
within the planning and delivery of performances, workshops and other project 
activities.  Relatedly, we must be prepared to question and address patterns of 
domination and discrimination that arise within ourselves and other participants.   

While engaging with a Teller’s story, the Conductor and performers may wish to 
consider some of the following:  

•	
 What contextual details (cultural, sociopolitical and historical) are important to 
the story?  

•	
 If the story is one of oppression: How has the Teller been impacted by the 
inequity?  (Listen for the psychological, interpersonal, social, spiritual, cultural, 
economic and structural levels of impact.) 

•	
 Have other members of the Teller’s community been impacted in similar or 
different ways? 

•	
 How has the Teller and their community responded to the injustice/crisis?  
What agency have they demonstrated?   

•	
 What values, principles, social movements, allies, or individual figures provide 
inspiration and/or support for the Teller? 

•	
 Has the Teller internalized, or upheld, an oppressive worldview?    
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•	
 What does the Teller hope for and desire? 

•	
 As a member of the performing team:  How might my own interpretation of the 
story be conditioned by hegemonic/oppressive discourse?  How will I navigate 
these responses on stage? 

REFLECTION/EVALUATION 
The process of reflection and evaluation invites us to critically examine project 
activities and their impact.  Feedback, ideas and suggestions that are generated 
through the reflective process can be used to inform subsequent cycles of planning and 
implementation.  In designing reflective processes we might consider the following: 

•	
 What criteria are used for the evaluation of our interventions?   

•	
 Who do we engage in the evaluation/reflective process? 

•	
 How can we facilitate in-depth, critical reflection?  Consider for example the 
pros and cons of using focus groups, structured interviews, informal 
conversations, questionnaires and/or written evaluations.  Action methods 
(including Playback and Image Theatre) and other arts-based practices can also 
be used for generating feedback, analysis and suggestions. 

•	
 Will the results of the evaluation process be shared with all partners?  If so, 
how? 

The stages of PAR have been presented here in a consecutive order.  In reality however, 
the processes of analysis, planning, action and reflection will occur in a continuous, 
overlapping and non-linear fashion throughout the life of an initiative.  
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WHERE IS PLAYBACK THEATRE GOING? 
A Mindful Pause  

Brian Tasker 
When I began my Playback Theatre journey in 2003 an individual 
undertook core training and was then in a position to start a local 
group. The person who had done the core training would then do 
their best to disseminate the information and skills they had learned 
to the others, thereby becoming a de facto trainer by default of 
holding the information.  Another version might be that a group of 
people, known to each other, would do the core training and then 
start a peer-led group.   I have been in both situations and in the first 
I led the group and the second a different person would volunteer / 
be elected to lead a practice session each time.   

More knowledge would be accrued as further training was attended by one or more group 
members. That information could then be brought back by individuals and shared with the others 
contributing to the group’s development. 

!37

http://www.mandalaforchange.com/resources/articles/combining-theatre-of-the-oppressed-and-playback-theatre-a-powerful-and-delicate-marriage/


7 JULY, 2015 IPTN JOURNAL

People who had been doing it for longer could be invited to come and teach, sharing their skills 
and experience.  In that way, Playback Theatre had a grassroots feel in the way that it developed.   

Playback Theatre has now become more professionalised with the advent of the accreditation of 
trainers and a Code of Ethics.  The Centre for Playback Theatre states that:  

“The Centre acknowledges–and supports–the reality that training by people who are not qualified 
(or not yet qualified) to be accredited will continue. But the accreditation program creates 
benchmarks of highly competent training for those who seek training on this level. We expect that 
having these benchmarks will also encourage more people to obtain thorough training in order to 
one day qualify for accreditation.”   

There seems to be a veiled implication that one day all training will emanate from, and be 
regulated by, the CPT giving rise to emerging issues of power, control and hierarchy alongside 
the risk of creating an elite and losing the grassroots quality of Playback Theatre in the process.   

Of course, bad practice is a problem in Playback Theatre although the true extent of it cannot 
really be known which may contribute to the anxiety it provokes, especially around training.   It 
seems that bad practice is likely to happen when individuals get separated and go off and do their 
own thing. This can be countered by more networking and mentoring and the IPTN, as a unifying 
factor, is ideally placed to take the lead on this. The more that we do Playback for each other the 
more we can learn from each other – a form of peer regulation.   Playback Theatre is improvised 
theatre and as such is something of an on-going experiment in the art of empathy, compassionate 
listening and the challenge of respectfully and artistically performing someone’s personal story.  
By its nature it is not perfect.   

I support the on-going development of Playback Theatre as an ethical practice and contributed to 
the dialogue on ethics instigated by then Interplay editor Nick Rowe in 2005/6. In my article 

Playback Theatre: An Ethical Challenge, I concluded with the thought that, if playback theatre is 
to become firmly grounded ethically, then the probable answer is that it should become 
increasingly professional.  

That doesn’t diminish the concept of the citizen actor, just asks that the concept be taken 
seriously by everyone who wants to be involved...   

My experience in Playback Theatre has been that, if you accept the offer to play someone else's 
story then the ethical dimension is included, similarly if someone offers their story, the ethical 
dimension is to listen.  I have been fortunate to tell many stories in Playback Theatre and the 
occasions where the response was lacking in integrity and sensitivity have been very few and far 
between. 

As Playback Theatre develops, it does follow that accreditation would be a natural next step. I am 
not against that in principle, it is just that I am against the diminishing of other pathways in favour 
of it.  Playback Theatre is in transition and its an open question as to how everyone can be 
included in that in a skilful and mindful way to avoid the risk of fragmentation. I am interested in 
how the trust in the original grassroots culture could be underpinned by encouraging a formal 
ethical approach in general rather than being reserved just for accredited trainers.  The Code of 
Ethics could be introduced at the earliest stage of training as a discussion tool to make it part of 
the overall PT culture from the outset.  

!
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The Code of Ethics as set out by the CPT, which accredited trainers sign up to, is a mixture of a 
code of practice, expectations, value statements and ethical standards and under Inclusiveness 
states that, “We are open to any story and also ready to engage with ethical complexities within a 
story.”  One central tenet, given under the heading of Human Rights, states:  

“We promote the human rights of all those present and not present.   

When necessary we take appropriate action to address prejudice that may be expressed 
consciously and unconsciously by a teller or workshop participant.”  

It is the phrase ‘those present and not present’ that particularly resonates: that our awareness 
should extend far beyond the story being told, even beyond the archetypal as it brings a spiritual 
element into play that unites us as human beings in our suffering, in our search for truth, meaning 
and connection and in our joy. 

On one level that tenet is aspirational and on another (the latter part) feels divisive as the 
responsibility to address prejudice belongs to us all and not just the accredited trainer. We invited 
the story (any story) and if we do not like it when it is told, then it is our problem and not the 
teller's.  It is up to us to find a non-shaming, creative response. It is not just about what we do, to, 
for, or with others but also for ourselves so this tenet could be expanded to invite a reflective 
practice that looks at the possibility of our own prejudice, bias, blind spots and emotional over-
involvement and takes responsibility for that once we are aware.  It is in that sense, that the tenet 
is useful; relating honestly to our own shortcomings opens us to the possibility of being 
compassionate to the shortcomings of others as equals rather than the notion of looking down 
from a position of authority. 

The concepts of mindfulness and acceptance with their roots in Buddhist meditation have 
become popular over the last few years.  Mindfulness, put simply, is based on the idea of 
observing the breath as it comes and goes, as an anchor, observing sensations in the body and 
taking a step back from thoughts.  This can give rise to calming perspective and an acceptance of 
things as they are.   It can be used to help with pain management, depression and compulsions, 
for example. For many years now I have been teaching mindfulness to people in early recovery 
from substance misuse as a form of relapse prevention and increased self-awareness.  
Observing the mind gives us the opportunity to make clearer choices as we allow the momentum 
of thoughts to pause.    One particular aspect that I emphasise when teaching mindfulness is that 
of the witness, the ‘mind’s eye’ which is linked to the conscience or shame – an internal observer 
and possible moderator. The mind becomes theatre. 

The practice of mindfulness could be applied to the PT Code of Ethics as observation.  As we 
observe the Code of Ethics it becomes fallible and living rather than a set of rules or expectations 
and allows our relationship with it to become fluid and adaptable.   In a way, the Code of Ethics 
becomes our teller with its own ever-changing story as we pass through each other, listening and 
responding similarly and uniquely differently each time, to meet our challenges creatively.  As 
Playbackers we are always returning each time to the 'void', to the beginning, to the space that 
we create for the next story to feel invited to be told from all sides.  

Brian Tasker is an IPTN registered Practitioner and PT Leadership Graduate (2008). He is also a 
counsellor with senior BACP accreditation with a background in Hospice work, mental health and 
substance misuse. www.makeshifttheatre.co.uk 

!39

http://www.makeshifttheatre.co.uk/


7 JULY, 2015 IPTN JOURNAL

Code of Ethics for Playback Theatre Trainers 
and Practitioners 
!
As practitioners and trainers of Playback Theatre, we agree to uphold the following 
Code of Ethics: !
Respect:  
We interact with our audiences, students, tellers, company members, and colleagues 
with respect at all times. We acknowledge and affirm the integrity of the other party 
and behave in a way that does not seek to undermine or shame the other. We 
understand and respect the rituals, traditions, principles, and practices of Playback 
Theatre, and undertake to acquire that knowledge. !
Inclusiveness: 
We are open to any story and also ready engage with ethical complexities within a 
story. We seek to include voices that are often unheard in our communities. !
Emergence: 
We allow the events of a performance to emerge out of the moment, without being 
preset or manipulated. Stories or tellers are not chosen prior to the show (unless in 
exceptional situations, which should be transparent.) !
Competence: 
We commit to ensuring that we have sufficient training and supervision for any 
Playback Theatre project that we undertake, acquiring further training as needed. We 
commit to practicing and/or teaching Playback Theatre at the level of our competence 
and not beyond. !
Human rights: 
We promote the human rights of all those present and not present. When necessary we 
take appropriate action to address prejudice that may be expressed consciously or 
unconsciously by a teller or workshop participant. !
Collegial relationships: 
We strive to maintain respectful, cooperative, and supportive relationships within the 
Playback Theatre community. We respect boundaries between companies and 
undertake to be transparent with our colleagues, particularly in areas which may have 
financial or professional impact, including in relation to financial supporters. We 
respect each other’s proprietary material including company names, publicity 
materials, and project descriptions. When companies, training entities, or trainers are 
in geographical proximity 
they need to negotiate and respect regional agreements. !
Privacy and confidentiality: 
We acknowledge that stories told in a performance are not subject to confidentiality. 
However, we undertake to repeat or write about stories only in a respectful and 
discreet way. !
Ethics topics in training: 
As trainers, we commit to developing self-awareness and awareness in our students of 
ethical issues in Playback Theatre. !
Supervision: 
As trainers, we commit to an adequate level of supervision.  
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“Ah, but a man’s reach should exceed 	


his grasp, Or what’s a heaven for?”	


Robert Browning, Men and Women and other poems	


Building a Playback Theatre Group at the 
Open University of Israel (OUI)   

Rinat Shahaf Barzilay, PhD & Nurit Shoshan   !
!
Tutors	   at	   The	   OUI	   par/cipa/ng	   in	  
Playback	  Theatre	  (PT)	  as	  part	  of	  their	  
Professional	  Development	  (PD)	  	  	  

!
Tutors	   at	   the	  Open	  University	   of	   Israel	   have	   been	   through	   a	   professional	   and	   personal	   voyage	  
using	   Playback	   Theatre	   as	   a	   tool	   to	   reflect	   on	   their	   work	   and	   as	   a	   source	   of	   improvisaDonal	  
techniques	  that	  they	  can	  use	  in	  their	  classes.	  

The	   purpose	   of	   this	   paper	   is	   to	   reveal	   the	   story	   of	   the	   establishment	   of	   a	   new	   PT	   group	   for	  
university	   tutors.	   It	   will	   recount	   the	   process	   of	   building	   a	   new	   group	   and	   the	   personal	   and	  
professional	  contribuDon	  of	  PT	  to	  the	  parDcipants.	  	  Moreover,	  we	  would	  like	  to	  shed	  light	  on	  the	  
process	   of	   using	   PT	   as	   a	  mediaDon	   tool	   for	   PD	   for	   the	  University	   teaching	   staff.	   	  We	  will	   also	  
discuss	  the	  gains	  earned	  ater	  the	  first	  year	  (7	  months)	  that	  the	  pracDDoners	  shared.	  
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A	  Dream	  Comes	  True	  

Finally,	  ater	  compleDng	  my	  PHD,	  I	  was	  ready	  to	  implement	  a	  new	  dream:	  Playback	  Theatre	  at	  my	  
work.	  

I	   teach	  at	   the	  Open	  University	  of	   Israel.	  Tutors,	   like	  me,	  are	   invited	   to	  voluntarily	  parDcipate	   in	  
professional	   development	   workshops	   using	   various	   arts	   such	   as	   wriDng,	   public	   speaking,	  
storytelling,	  vocal	  pedagogy,	  etc.	  	  

During	  my	  first	  year	  at	  the	  University,	  as	  I	  parDcipated	  in	  such	  workshops,	  a	  dream	  was	  born!	   	  I	  
offered	   the	   Tutors’	   Professional	   Development	   Department	   a	   proposal	   to	   open	   a	   PT	   group	   for	  
University	  lecturers	  (tutors).	  The	  manager	  was	  scepDcal	  about	  forming	  an	  ongoing	  group.	  "Rinat",	  
she	   said,	   "all	   previous	  workshops	   lasted	   for	   a	  maximum	  of	   four	  meeDngs	  with	   relaDvely	   small	  
a[endance.	   It's	   true	   that	   hosDng	   PT	   performances	   previously	   at	   the	   organizaDon	   was	   very	  
successful,	  but	  I	  doubt	  if	  our	  tutors	  will	  parDcipate."	  "Yes",	  I	  smiled,	  "but	  I	  believe	  that	  this	  must	  
be	  a	  long	  term	  group,	  a	  community	  of	  pracDce,	  a	  place	  to	  share	  professional	  and	  personal	  stories,	  
to	  share	  knowledge	  and	  feelings	  concerning	  work.	  Only	  in	  a	  long	  term	  process	  could	  we	  gain	  from	  
the	  art	  of	  PT	  a	  sense	  of	  empowerment	  and	  joy."	  She	  could	  not	  say	  no	  to	  my	  enthusiasm	  and	  was	  
willing	  to	  give	  it	  a	  try.	  	  

I	  assume	  that	  the	  legiDmacy	  I	  received	  was	  based	  on	  my	  specializaDon	  in	  teacher's	  professional	  
development	   and	   pedagogical	   interacDons	   at	   their	   school's	   learning	   communiDes	   (my	   PhD	  
thesis).	  Based	  on	  my	  parDcipaDon	  in	  a	  PT	  group	  since	  2007	  (6	  years	  with	  the	  Pir-‐Kampir	  company,	  
founded	   by	   Nirit	   Tabibian-‐Nachum),	   I	   have	   commi[ed	   myself	   to	   a	   professional	   development	  
process	  as	  a	  PT	  conductor.	  I	  a[ended	  a	  short	  workshop	  for	  PT	  leaders	  held	  with	  Aviva	  Apel	  and	  
Nurit	   Shoshan,	   the	   Israeli	   representaDves	   affiliated	   to	   the	   Centre	   for	   Playback	   Theatre.	   In	  
addiDon,	  I	  decided	  to	  take	  weekly	  supervision	  with	  Nurit	  Shoshan.	  This	  was	  a	  strategic	  decision,	  
intended	   to	   cater	   to	   the	   establishment	   and	   conducDng	   of	   a	   group	   with	   maximum	   care	   and	  
prudence,	   ge�ng	   help	   from	   professional	   and	   experienced	   PT	   actors,	   conductors,	  mentors	   and	  
teachers	  in	  Israel	  and	  internaDonally.	  	  

My	  vision	  was	  to	  establish	  a	  group	  that	  would	  work	  for	  as	  long	  as	  possible,	  that	  would	  perform	  to	  
various	   university	   departments	   and	  maybe	   also	   to	   students	   in	   the	   future1.	  My	  mission	  was	   to	  
develop	  and	  expand	  PT	  in	  the	  future	  by	  encouraging	  the	  parDcipants	  themselves	  to	  conduct	  PT	  
workshops	  or	   to	   use	  PT	   tools	   in	   their	   classes.	   I	  was	   curious	   about	   checking	   the	  possibiliDes	   of	  
using	  various	  PT	  games	  and	  improvisaDon	  exercises	  in	  classrooms	  in	  schools	  and	  in	  academia.	  	  

I	   understood	   that	   I	   had	   to	   create	   a	   safe	   environment,	   enabling	   the	   parDcipants	   to	   tell	   stories	  
dealing	   with	   professional	   interacDons,	   conflicts,	   negoDaDons,	   or	   problems	   with	   students,	  
colleagues,	  managers,	  etc.	  	  

	  

!
1.As of Spring 2015, this is being developed. 
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!
I	  was	  moDvated	  by	  the	  noDon	  that	  using	  PT	  improvising	  tools	  could	  develop	  the	  'Yes	  and…'	  state	  
of	  mind,	  creaDvity,	  a	  sense	  of	  belonging	  and	  connectedness	  within	  the	  organizaDon	  (they	  come	  
from	   various	   faculDes,	   ciDes	   and	   differ	   in	   gender,	   age,	   academic	   degree	   and	   even	   religious	  
tendency).	  Moreover,	   I	   felt	  that	  PT	  had	  the	  potenDal	  to	   influence	  university	  tutors'	  professional	  
pracDce:	   developing	   confidence	   in	   their	   teaching,	   reacDng	  more	   flexibly	   in	   conflicts	   and	   even	  
becoming	   more	   dynamic	   and	   reacDve	   instructors	   rather	   than	   conservaDve	   transferors	   of	  
knowledge.	  	  	  

Travelling	  a	  New	  Road	   

The	  group	  started	  working	  on	  the	  24th	  of	  December	  2013	  with	  iniDally	  17	  registered	  parDcipants	  
and	  eventually	  12	  parDcipants,	  assembled	  to	  form	  the	  group.	  It	  was	  composed	  of	  2	  men	  and	  10	  
women.	   Their	   age	   ranged	   from	   38	   to	   60.	   They	   taught	   at	   different	   faculDes:	   Psychology	   and	  
EducaDon,	  CommunicaDon,	  Cinema,	  English,	  Astronomy,	  Management	  and	  MarkeDng,	  Sociology,	  
PoliDcal	   Science	   and	   InformaDon	   Systems.	   Their	   tenure	   in	   the	  OUI	   ranged	   from	  4-‐25	   years.	   All	  
parDcipants	  were	  Jewish	  (One	  Muslim	  parDcipant	  started	  but	  chose	  not	  to	  conDnue);	  two	  of	  the	  
women	  were	  religious	  orthodox.	  

We	   met	   in	   a	   classroom	   for	   2.5	   hours	   (3	   hours	   during	   the	   second	   year)	   of	   pure	   Playback	   -‐	  
transforming	   an	   academic	   room	   into	   a	   li[le	   theatre	   with	   colourful	   handkerchiefs	   and	   several	  
musical	  instruments2. 

Every	   parDcipant	  was	   acquainted	  with	   "The	   OUI	   Playback	   Theatre	   Ethical	   Code"	   that	  we	   have	  
formulated.	   It	   includes	  a[enDon	  to	  the	  framing	  of	  the	  meeDngs	  and	  the	  obligaDon	  to	  keep	  the	  
stories	   confidenDal.	   We	   are	   obliged,	   for	   our	   well-being	   and	   for	   keeping	   the	   privacy	   of	   every	  
parDcipant,	   to	  build	  relaDonships	  based	  on	  respect	  and	  trust.	  The	  group	  values	  are	  playfulness,	  
flexibility,	   creaDvity,	   joy	   and	   inDmacy.	  We	   pracDced	   the	   'PT	   language'	   with	   short	   and	  medium	  
forms	  such	  as	  Sculptures,	  Fluid	  Sculptures,	  Chorus,	  Conflicts	  (in	  a	  later	  stage	  of	  the	  year),	  Solos,	  
Talking	  Heads,	  Snapshots,	  Corridor,	  and	  eventually	  Vigne[es	  /	  Episodes.	  	  

The	   parDcipants	   came	   in	   with	   certain	   strengths	   as	   teachers	   -‐	   their	   experience	   "standing	   on	   a	  
stage"	   while	   teaching,	   speaking	   and	   expressing	   themselves	   verbally.	   The	   PT,	   though,	   has	   such	  
potenDal	   to	  develop	   their	   ability	   to	   listen	   carefully	   to	   a	   storyteller,	   idenDfying	   the	  main	   theme	  
and	  emoDon	  of	  the	  protagonist.	  

During	   the	   workshops,	   the	   parDcipants	   developed	  
the	  ability	  to	  act	  as	  an	  ensemble,	  to	  listen	  to	  other	  
actors	  on	  stage,	  to	  transfer	  and	  express	  a	  story	  into	  
acDons	   on	   stage.	   The	   ability	   to	   be	   iniDators	   of	  
theatrical	   ideas	   along	   with	   supporters	   of	   ideas	  
iniDated	  by	  other	  actors	  evolved	  on	  stage 

2. We remain in search of a musician. 
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They	  also	  developed	  their	  ability	  as	  storytellers,	  focusing	  on	  workplace	  stories	  but	  also	  personal	  
stories,	  transforming	  personal	  and	  common	  stories	  into	  professional	  narraDves.	   	  We	  focused	  on	  
these	  themes	  as	  we	  wanted	  to	  hear	  the	  parDcipant's	  voice	  and	  percepDons	  of	  the	  process.	  	  	  

As	   actors	   we	   have	   started	   focusing	   on	   keeping	   the	   ritual	   of	   the	   forms,	   and	   conDnued	   in	  
developing	  the	  ability	  to	  express	  the	  stories	  with	  body	  movement,	  figuraDve	  language	  and	  even	  
using	  myths	  and	  legends.	  

My	  weekly	  supervision	  with	  Nurit	  was	  focused	  on	  dilemmas,	  conflicts	  and	  resistance	  that	  arose	  at	  
the	   meeDngs.	   The	   main	   energy	   was	   directed	   toward	   holding	   back	   a	   judgemental	   approach,	  
advice	  giving	  and	  interrupDng	  the	  storytellers.	  	  

The	  Prac//oners’	  Voice	  –	  Experiences	  from	  the	  First	  Year	  

At	   the	   end	   the	   academic	   year	   (in	   August	   2014)	   we	   reflected	   on	   the	   passing	   year	   (7	   months	  
actually)	  face	  to	  face	  and	  in	  wriDng.	  Their	  thoughts	  and	  insight	  are	  presented	  here.	  	  

Personal	  and	  Professional	  Gains	  with	  PT	  at	  Work	  

Personal	   and	   Professional	   objecDves	   have	   emerged	   during	   this	   first	   year.	   The	   mission	   was	  
pracDcing	  PT	  at	  work	  in	  order	  to	  increase	  a	  parDcipant's	  self-‐esteem	  as	  a	  person	  and	  as	  a	  tutor	  at	  
the	  University.	  We	  had	  in	  mind	  the	  enhancement	  of	  a	  tutor's	  self-‐efficacy	  in	  confronDng	  conflicts	  
with	  students	  or	  colleagues,	  and	  shiting	  towards	  more	  dynamic	  and	  reacDve	  instrucDon.	  	  

Working	  in	  an	  Open	  University	  means	  campuses	  are	  spread	  all	  over	  the	  country,	  leaving	  several	  
tutors	  with	  no	  office	  to	  go	  back	  to.	  PT	  once	  a	  week	  at	  a	  campus	  in	  the	  centre	  of	  Israel	  contributed	  
to	   a	   sense	   of	   belonging,	   as	   expressed	   by	   one	   of	   the	   parDcipants,	   "I	   feel	   I	   belong	   to	   the	  
organizaDon	  also	   in	  the	  personal-‐friendly	   level.	  ParDcipaDng	  PT	  at	  the	  university	   is	   important	   in	  
bonding	  me	  to	  the	  university,	  balances	  my	  loneliness	  at	  work,	  uncertainty,	  lack	  of	  support	  and	  my	  
ability	  to	  cope	  with	  students."	  In	  the	  words	  of	  another	  parDcipant,	  "The	  acquaintance	  with	  peers	  
in	   the	   PT	   moDvated	   me	   to	   keep	   my	   job	   at	   the	   Open	   University;	   I	   feel	   empowered,	   joy	   and	  
saDsfacDon	   meeDng	   wonderful	   colleagues	   from	   the	   University."	   Can	   we	   ask	   for	   more?	   What	  
could	  have	  made	  this	  happen?	  

We	  succeeded	  in	  bringing	  the	  magic	  and	  joy	  of	  PT	  to	  everyday	  life.	  The	  parDcipants	  viewed	  their	  
parDcipaDon	  in	  weekly	  gatherings	  as	  an	  opportunity	  for	  a	  personal	  and	  professional	  connecDon,	  
sharing	  their	  difficulDes	  (and	  joy)	  at	  work,	  "coming	  out	  of	  their	  shell"	  and	  even	  a	  sense	  of	  success.	  
They	  enjoyed	  the	  arDsDc	  experience,	  "I	  remember	  posiDvely	  experiencing	  flow	  on	  stage	  –	  things	  
happened	  on	  their	  own	  with	  no	  planning	  or	  thinking,	  automaDcally,	  liberated	  and	  fun."	  	  

They	  pointed	   to	   various	  professional	   gains	   achieved	   through	  PT.	   Public	   speech	   skills,	   improved	  
body	  language,	  and	  even	  using	  the	  PT	  forms	  with	  students,	  "I	  feel	  be[er	  with	  my	  body	  language,	  
using	  more	  variety	  of	  voice	  pitch,	  with	  my	  standing	  in	  front	  of	  students…"	  Other	  parDcipants	  took	  
several	  playback	  forms	  to	  pracDce	  with	  their	  students,	  "I	  took	  the	  'conflict'	  form	  to	  my	  work	  with	  
groups."	  They	  acknowledged	  greater	  freedom	  in	  their	  pracDce,	  "I'm	  more	  relaxed	  in	  front	  of	  my	  
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audience	   of	   students;	   I	   feel	   more	   confident	   improvising,	   more	   associaDve,	   more	   open	   to	   act	  
foolishly."	  	  

It	   is	   important	   to	   noDce	   that	   the	   parDcipants	   stated	   their	   fears	   and	   concerns	   about	   the	   self-
exposure,	  failure	  and	  lack	  of	  talent,	  "I	  didn't	  understand	  how	  a	  story	  just	  told	  would	  be	  translated	  
to	  a	  theatrical	  scene."	  Dealing	  with	   judgement	  was	  central	  to	  the	  group’s	  evoluDon.	  The	  will	   to	  
excel	  as	  a	  PT	  actor	  was	  strong	  among	  several	  parDcipants,	  "I	  have	  the	  tendency	  to	  be	  moDvated	  
by	   accomplishment.	   This	   led	   to	   self	   whipping	   when	   my	   acDng	   wasn't	   good	   enough	   in	   my	  
opinion." 

The	   diversity	   in	   the	   group	   was	   someDmes	   challenging:	   women	   and	   men,	   various	   sexual	  
tendencies,	  religious	  and	  secular	  and	  during	  the	  second	  year,	  Jews	  and	  Muslims.	  This	   issue	  was	  
constantly	   on	   the	   agenda,	   overtly	   or	   implied.	   Every	   meeDng	   where	   physical	   contact	   was	  
demanded,	   I	   reminded	   us	   of	   male-‐female	   awareness.	   I	   saw	  my	   duty	   as	   keeping	   guard	   of	   the	  
presence	  of	  orthodox	  women3	  along	  with	  enabling	  gradual	  body	  contact	  amongst	  all	  parDcipants.	  
As	   one	   of	   them	   menDoned,	   "I	   was	   concerned	   that	   my	   value	   system	   (as	   a	   Jewish	   orthodox	  
woman)	  would	  be	  endangered	  by	  body	  work	  and	  singing.	  I	  was	  withdrawn	  by	  the	  fear	  of	  meeDng	  
people	  so	  different	  than	  me	  (in	  gender,	  sexual	  tendencies,	  religion,	  and	  level	  of	  religious	  Jewish	  
life)	   in	   a	   theatre	   group".	   The	  moving	   breakthrough	  was,	   in	   the	  words	   of	   the	   second	   orthodox	  
woman	   parDcipant,	   "I	   find	   myself	   looking	   forward	   Tuesdays,	   when	   the	   magic	   happens…I	   feel	  
more	   relaxed	   and	   open,	   I	   even	   sang	   in	   the	   presence	   of	   two	   males	   in	   the	   group…in	   the	   last	  
meeDng	  I	  "spread	  my	  wings"	  and	  walked	  on	  stage	  as	  a	  dancer." 

They	  also	  acknowledged	  the	  transformaDon	  the	  parDcipants	  were	  going	  through.	  They	  felt	  more	  
released	  on	   stage,	   less	   criDcal	  of	  others	  and	  of	   themselves	  and	  more	  competent,	   "I	   appreciate	  
myself	  be[er	  as	  a	  person	  and	  as	  a	  PT	  actor.	  I	  fulfilled	  my	  dream	  of	  being	  a	  good	  storyteller!	  I	  am	  a	  
be[er	  listener."	  	  

We	   feel	   that	   these	   processes	   led	   to	   developing	   self-‐awareness	   and	   self	   knowledge	   through	  
pracDcing	  the	  'here	  and	  now'	  habit	  of	  mind.	  Above	  all	  we	  were	  pleased	  to	   learn	  that	  pracDcing	  
Playback	  had	  an	  impact	  on	  their	  tolerance	  of	  ambiguity,	  "I'm	  more	  forgiving	  facing	  the	  unknown,	  
less	   afraid	   "messing	   up",	   and	  more	   tolerant	  with	   uncertainty,"	  wrote	   one	  parDcipant.	   Some	  of	  
these	  benefits	  have	  been	  empirically	  found	  in	  short-‐term	  PT	  courses	  (10	  weeks)	  and	  in	  University-‐
based	  programs	  for	  recovery	  (Moran	  and	  Alon,	  2011).	  	  

It	   is	   important	   to	  note	   that	   there	  were	  parDcipants	  who	   let	   the	  group,	  overwhelmed	  with	   the	  
need	  to	  be	  exposed	  and	  share	  their	  daily	  lives.	  Others	  confronted	  personal	  tendencies	  to	  criDcize	  
or	  give	  advice.	  Others	  had	  a	  very	  hard	  Dme	  adapDng	  their	  strong	  verbal	  abiliDes	  to	  metaphorical,	  
body	  and	  "group	  talk"	  forms	  of	  expression.	  Moreover,	  the	  need	  to	  let	  go	  of	  the	  "one	  star"	  stance	  
in	   favour	   of	   a	   group	   voice	   was	   frustraDng	   and	   ulDmately	   impossible	   for	   some	   of	   them.	   Five	  
parDcipants	  let	  during	  that	  first	  year.	  

!
!

3. Orthodox women are not allowed to be in any physical contact with men.  
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Conduc/ng	  

From	  the	  beginning	  Nurit	  and	  I	  were	  jointly	  reflecDng	  on	  the	  conducDng	  pracDce	  in	  operaDon.	  

The	  conducDng	  was	  based	  on	   the	  knowledge	  brought	   from	   the	  School	   for	  Playback	  Theatre	  as	  
founded	  and	  established	  in	  NY	  and	  reproduced	  in	  Israel	  (Fox,	  1986;	  Lubrani-‐Rolnick,	  2009;	  Salas,	  
2003).	  Our	  focus	  has	  been	  on	  developing	  PT	  skills	  and	  group	  norms	  and	  structure.	  The	  focus	  of	  
the	   first	   year	   was	   on	   establishing	   group	   norms	   of	   uncondiDonal	   acceptance,	   confidenDality,	  
containment	  and	  maintaining	  the	  se�ngs	  of	  Dme	  and	  place.	  	  

The	  group	  was	  working	  under	  a	  wri[en	  ethical	  code	  and	  every	  new	  parDcipant	  was	  aware	  of	  it	  -‐	  
and	  was	   reminded	   from	  Dme	   to	   Dme.	  We	   focused	   on	  maintaining	   the	   PT	   ritual,	   including	   the	  
various	   forms,	   basic	   acDng	   skills,	   developing	   the	   ‘Yes	   And…’	   state	   of	   mind,	   and	   the	   ability	   of	  
storytelling.	   The	   greatest	   energy	  was	   invested	   in	   enabling	   posiDve	   feedback	   from	   parDcipants,	  
stopping	   a	   judgemental	   mindset	   and	   eliminaDng	   advice-giving	   from	   parDcipants	   to	   the	  
storytellers	  and	  to	  the	  actors.	  	  

The	  parDcipants	  reflected	  upon	  the	  conducDng	  of	  the	  group	  as	  caring,	  devoted	  and	  loving.	  They	  
menDoned	   the	   conducDng	   as,	   "friendly	   un	   judgemental,	   delicate	   and	   un	   invasive."	   They	  
perceived	  it	  as	  humble,	  "You	  supposedly	  came	  to	  teach	  us,	  and	  to	  learn	  what	  is	  best	  for	  us	  while	  
listening	  and	  pracDcing	  inclusion.	  The	  process	  of	  becoming	  close	  was	  a	  product	  of	  the	  safe	  space	  
you've	  created,	  the	  openness	  of	  your	  heart	  and	  the	  authenDc	  feelings."	  They	  felt	  that	  the	  group’s	  
posiDve	   culture	   was	   created	   by	   the	   conducDng	   style,	   "The	   conducDng	   has	   created	   a	   very	  
meaningful	  group,	  in	  a	  progressive	  manner	  that	  respects	  every	  individual's	  pace	  to	  join	  according	  
to	   his	   needs	   and	   ability."	   This	   was	   created	   in	   great	   part	   as	   a	   result	   of	   the	   weekly	   reflecDve	  
supervision	  given	  by	  Nurit.	  	  	  

!
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!
The	  Weekly	  Reflec/ve	  Supervision	  

Working	  with	  a	  supervisor	  was	  a	  strategic	  decision	  I	  made	  as	  we	  concluded	  the	  Playback	  Leaders’	  
workshop.	   I	   knew	   I	   would	   be	   taking	   a	   great	   responsibility	   and	   I	   wanted	   to	   succeed.	   So	   ater	  
checking	  with	  several	  senior	  Playback	  conductors,	  and	  ge�ng	  to	  know	  Nurit,	  it	  felt	  like	  the	  right	  
choice.	  We	  scheduled	  weekly	  meeDngs	  prior	   to	   the	  opening	  of	   the	  group	  up	  unDl	   the	  summer	  
vacaDon.	  

The	  weekly	  meeDngs	  helped	  me	  to	  analyze	   the	  group	  dynamics	  and	   their	  a�tude	   towards	   the	  
stories,	  the	  Playback	  forms	  and	  their	  sense	  of	  joy	  and	  fulfillment.	  I	  have	  learned	  to	  keep	  in	  mind	  
the	  "red	  thread"	  that	  was	  woven	  from	  story	  to	  story	  and	  from	  one	  meeDng	  to	  the	  next.	  

I	  was	  able	  to	  clearly	  recognize	  each	  parDcipant	  and	  his	  or	  her	  energy,	  goals,	  boundaries	  and	  in	  a	  
sense,	  'life	  story'. 

The	  supervision	  enabled	  me	  to	  frame	  every	  meeDng	  in	  terms	  of	  drills	  and	  improvisaDon	  games.	  It	  
enabled	  me	   to	   see	   the	   development	   of	  my	   conducDng	   skills,	   and	   the	   formaDon	   of	   a	   Playback	  
group.	   It	   helped	   me	   cope	   with	   frustraDon	   when	   a	   meeDng	   did	   not	   flow	   or	   when	   the	   group	  
entered	  crisis,	  such	  as	  the	  deparDng	  of	  one	  parDcipant	  who	  felt	  she	  was	  too	  vulnerable	  and	  could	  
not	  trust	  the	  group	  to	  manage	  her	  overwhelming	  personal	  problems.	  	  

I	   learned	  about	  group	  boundaries	  and	  my	  boundaries	  concerning	  my	  knowledge	  of	  therapy	  and	  
acDng.	  I	  am	  aware	  that	  I	  will	  have	  to	  expand	  my	  toolbox.	  

The	  group	  has	  re-‐opened	  this	  academic	  year	  (2014/2015).	  About	  half	  of	  the	  former	  parDcipants	  
have	   let	   the	   group	  and	   several	   new	  parDcipants	  have	   joined.	   The	   group	  has	  built	   a	   culture	  of	  
trust,	   joy	  and	  connectedness.	  The	   integraDon	  of	  beginners	   into	  the	  ongoing	  work	   is	  part	  of	   the	  
focus	   of	   this	   coming	   year.	  We	   had	  wished	   to	   deepen	   their	   PT	   abiliDes	   in	   accordance	  with	   the	  
ritual.	  	  

I	  aspire	  to	  foster	  a	  Growth	  Mindset	  (Dweck,	  2010),	  creaDng	  a	  culture	  of	  risk	  taking,	  emphasizing	  
challenge,	  growth	  and	  long-‐term	  success	  in	  Playback	  and	  in	  our	  classes.	  Moreover,	  the	  promoDon	  
of	   a	   love	   of	   pracDcing	   and	   learning	   Playback	   and	   resilience	   in	   the	   face	   of	   obstacles	   inside	   the	  
group	  and	  outside	  in	  our	  academic	  classes.	  	  

A	  Glance	  to	  the	  Near	  Future	  

The	  parDcipants	  requested	  to	  focus	  in	  the	  future	  on	  several	  things	  -‐	  the	  art	  of	  developing	  a	  scene,	  
to	  be[er	  work	  and	  express	  with	  body	  language	  and	  movement	  and	  personal	  acDng	  ability.	  	  Some	  
need	   to	   feel	   free	   from	   mental	   criDcism	   in	   order	   to	   act	   more	   spontaneously.	   	   The	   needs	   to	  
conDnue	  the	  work	  of	  the	  group	  over	  the	  years,	  to	  be	  more	  accurate	  playing	  back	  and	  expressing	  
themselves	  on	   stage	  were	  also	  aired.	  They	  are	   thankful	   for,	   "A	  year	  filled	  with	  excitement	  and	  
new	  experiences."	  
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!
In	  order	  to	  become	  a	  professional	  PT	  conductor	  I	  see	  my	  professional	  development	  as	  an	  ongoing	  
process.	   	   I	   now	   a[end	   a	   psychodrama	   group,	   take	   acDng	   workshops,	   conDnue	   the	   personal	  
supervision	   with	   Nurit	   Shoshan	   and	   am	   moDvated	   to	   apply	   in	   the	   future	   to	   a	   PT	   Leadership	  
Course.	  PT	  has	  been	  a	  blessing	  for	  the	  group	  as	  colleagues	  at	  the	  University	  and	  as	  human	  beings	  
connecDng	  and	  creaDng	  inDmacy,	  being	  "enamored	  with	  Playback	  Theatre."	  I	  feel	  we	  are	  walking	  
together	  on	  a	  long	  road	  simultaneously	  seeking	  for	  surprise	  and	  comfort.  

 !
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On Narrative 
Reticulation 

Jonathan Fox 

For	   the	   past	   two	   years	   or	   so	   I	   have	   been	  
developing	   a	   new	   theory	   to	   explain	   how	  
playback	   theatre	   works.	   It	   is	   very	   exciDng	   to	  
feel	  that	  major	  new	  understanding	  is	  possible.	  
But	  it	  is	  taking	  Dme	  to	  work	  it	  out.	  And	  there	  
are	   big	   parts	   that	   are	   sDll	   unclear.	   For	  
instance,	   what	   are	   the	   “nodes”	   exactly,	   and	  
what	  do	  they	  describe?	  They	  are	  not	  just	  skill	  
sets.	   The	   current	   name	   of	   the	   theory	   is	  
NarraDve	   ReDculaDon.	   ReDculaDon	   comes	  
from	   the	   root	   for	   “net”	   and	   is	   intended	   to	  
mean	   connecDng	   channels	   that	   promote	  
dynamic	   interacDon.	   Here	   is	   a	   short	  
introducDon. 
The	   core	  of	   the	   idea	   is	   that	  playback	   theatre	  
sDmulates	   communicaDon	   through	   the	  
medium	  of	  embodied	   stories.	   If	   the	  playback	  
theatre	   event	   goes	   well,	   the	   audience	   feels	  
both	   more	   connected	   and	   wiser	   (that	   is,	  
meaning	   has	   been	   conveyed),	   and	   the	  
catalysts	  are	  us,	  the	  performers. 
To	   sDmulate	   the	   flow	   of	   stories,	   we	   use	  
combinaDons	  of	  seven	  interlocking	  nodes: 
We	   need	   to	   know	   how	   to	   promote	  
Collabora/on,	   the	   core	   of	   the	   playback	  
theatre	   process	   (without	   the	   offer	   of	   a	   story	  
from	  the	  audience,	  there	  is	  no	  PT).	  

Expressive	   skills	   include	   Spontaneity,	   the	  
moment-‐to-‐moment	   flexibility	   needed	   to	  
make	  appropriate	  responses	  onstage;	  

Embodiment,	   the	  physicalizaDon	  of	   the	   story	  
through	   movement	   and	   voice—the	   acDng;	  
and 
Story	   sense,	   which	   enables	   us	   to	   give	   any	  
teller's	   narraDve	   an	   understandable	   form	   on	  
the	  stage.	   
Milieu	  refers	  to	  the	  condiDons	  we	  face	  in	  the	  
field—the	  nature	  of	  the	  performing	  space	  and	  
the	   group	   we	   are	   working	   with.	   This	   oten	  
involves	  skills	  at	  adaptaDon,	  even	  negoDaDon.	  
To	   create	   a	   posiDve	   climate	   for	   PT	   also	  
requires	   considerable	   skill	   at	   working	   with	  
community	  partners.	   In	   addiDon	   the	   concept	  
of	   milieu	   includes	   a	   sense	   that	   in	   playback	  
theatre	   space	   is	   important:	   the	   locaDon,	  
whether	   for	   performance	   or	   workshop,	   can	  
promote	  an	  aestheDc	  and	  healing	  experience. 
Atmosphere	   suggests	   the	   importance	   of	  
knowing	  how	  to	  build	   trust.	  We	  also	  want	   to	  
promote	   inclusiveness	   (without	   which	   there	  
cannot	   be	   true	   collaboraDon).	   Atmosphere	  
also	   means	   creaDng	   a	   heightened	   mood,	   so	  
that	  something	  liminal	  will	  take	  place.	  This	  is	  a	  
tradiDonal	   funcDon	   of	   theatre.	   Atmosphere	  
also	   refers	   to	   the	   reach	   for	   transcendence,	  
that	   sense	   of	   oneness	   that	   we	   experience	  
when	  PT	  goes	  very	  well. 
I	   put	   under	   the	   heading	   of	   Guidance	   a	  
number	   of	   funcDons,	   including:	   guiding	   the	  
audience	   to	   understand	   the	   structure	   (or	  
ritual);	   choosing	   tellers;	   helping	   the	   teller's	  
story	   to	   emerge;	   the	   consideraDon	   of	   any	  
therapeuDc	   issues;	   and	   ethics—balancing	  
respect	   with	   fairness,	   making	   sure	   the	   PT	  
forum	   is	   not	   used	   to	   perpetuate	   prejudice.	  
Many	   of	   these	   tasks	   are	   the	   special	  
responsibility	   of	   the	   conductor,	   but	   not	  
exclusively. 
When	  we	  are	  skilled	  in	  acDvaDng	  all	  the	  nodes	  
and	   know	   how	   to	   balance	   them,	   we	   will	  
trigger	   the	   flow,	   creaDng	   a	   deep	   experience	  
through	  the	  exchange	  of	  manifestly	  important	  
stories.	  If	  we	  are	  not	  able	  to	  catalyze	  the	  flow	  
of	   stories,	   then	   the	  playback	   event	  will	   likely	  
be	  low-‐energy	  and	  shallow. 
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The	   theory	   is	   much	   broader	   than	   the	   name	  
“theatre”	   would	   suggest.	   Its	   emphasis	   on	  
shared	  narraDve	  experience	  can	  be	  seen	  as	  a	  
counterpoint	   to	   the	   prevailing	   social	  
preference	   for	   abstract	   reason	   and	   technical	  
knowledge.	   The	   theatre	   part	   is	   important	   to	  
provide	   the	   excitement,	   the	   ritual,	   and	   the	  
art,	   but	   I	   believe	   there	   are	   other	   ways	   to	  
achieve	  narraDve	  reDculaDon	  besides	  theatre. 
What	  are	  some	  of	  the	  implicaDons? 
In	   the	   unplanned	   unfolding	   of	   a	   playback	  
theatre	   performance	   or	   workshop	   we	   are	  
constantly	   making	   decisions	   about	   which	  
aspect	   to	   emphasize.	   I	   believe	   playback	  
theatre	   is	   a	   very	   good	   training	   ground	   for	  
nimble	  decision-‐making.	  

We	  can	  argue	  that	  narraDve	  reDculaDon	   is	  as	  
important	  for	  human	  development	  as	  science.	  
It	   can	   help	   deal	   with	   certain	   long-‐standing	  

problems	   confronDng	   our	   social	   insDtuDons.	  
Since	   in	   modern	   life	   narraDve	   reDculaDon	   is	  
frequently	   devalued	   and	   ignored,	   the	   theory	  
may	   help	   us	   to	   market	   our	   work	   to	   the	  
broader	  populaDon. 
We	   can	   use	   the	   theory	   to	   organize	   a	  
curriculum	   structure	   for	   playback	   theatre	  
training	   and	   create	   rubrics	   for	   assessing	  
competence.	  

There	  is	  a	   lot	  more	  I	  can	  say.	  But	  for	  now,	  let	  
me	   just	   end	   with	   a	   definiDon:	   NarraDve	  
ReDculaDon	   refers	   to	   a	   flow	   of	   narraDve	  
communicaDon,	   verbal	   and	   embodied,	   that	  
promotes	  meaning	  and	  connecDon	  in	  groups.	  
I	  hope	  to	  expand	  these	  ideas	  in	  the	  months	  to	  
come. 

!
©	  Jonathan	  Fox	  2015 

Zurück zu den Wurzeln 
Andrea Schulze 

Jonathan Fox war im Mai vierzehn Tage in Deutschland, um seine Erfahrungen aus 40 Jahren 
Playback-Theater Praxis weiterzugeben. „Zurück zu den Wurzeln“ war der Titel eines Workshops, 
den er für Spieler der Berliner Playbacktheatergruppen gab. Drei Tage voller Inspiration.  

Der Veranstaltungsort war in Berlin Kreuzberg. Multikulturelles Leben auf den Straßen, 
Menschen mit reichen Biografien und Erfahrungen von Umbrüchen. Uns begleiteten Themen um 
das Schicksal von Flüchtlingen, Umbrüche durch Verlust von Heimat, Krankheit und Tod.  

Während des Workshops vermittelte Jonathan seine übergreifende Theorie der „Narrativen 
Vernetzung“. Kern seiner Idee ist, dass Playback-Theater die menschliche Kommunikation durch 
verkörperte Geschichten ermöglicht und sieben ineinandergreifende Fähigkeiten den Fluss der 
Geschichten so befördern können, dass innerhalb von Gruppen Weisheit und Verbindung 
ermöglicht wird: Zusammenarbeit, Spontaneität, Verkörperung, der Sinn für Geschichten, Milieu, 
Atmosphäre und Leitung. Jonathan lässt uns die einzelnen Ebenen durch praktische Übungen 
entdecken.  

Wir experimentieren und machen eigene Erfahrungen, die wir in kleinen und großen Runden 
reflektieren und im Playbackauditorium teilen. Zuerst das Erproben von Spontaneität. Im 
Losgehen auf den eigenen Impuls vertrauen und ihn verstärken. Wir achteten beim Spiel auf 
Bühnenpräsenz mit Ausdruckskraft und Energie und verstärkten das Zusammenwirken. Wir 
tauschten fokussierende und erzählende Spielformen der Gruppen aus. Wir entwickelten 
anregende Begrüßungsrituale, um die Playbacktheater-Zeremonie zu eröffnen und dabei eine 
Atmosphäre des Vertrauens zu erschaffen. Wir suchten das Publikum für Themen und 
Geschichten aufzuschließen, indem wir kurz und bildhaft erzählten. Wir suchten als Conductor, 
das Herz der Geschichte zu erfassen und bildhaft zu formulieren. Eine wesentliche Erfahrung bei 
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all den sich verbindenden Ebenen war für mich und die Teilnehmer: „Weniger ist mehr!“ Eine 
Frage, ein Spielimpuls, der Kern der Geschichte ist wertvoll.  

Jonathans Art zu unterrichten ist sehr klar und gleichzeitig großzügig offen. Er vermittelt keine 
strikten Regeln, sondern gibt Anstöße zu wesentlichen Prinzipien des Playbacktheaters, dessen 
Ausformungen vielfältig sein können. Das führte uns Jonathan mit einer Dia-Reise durch die 
Welt des Playback vor Augen, die Vielfalt der Länder, Milieus, Themen und Praktiken.  

Der Prozess des Seminars führte mich weg von dem Bestreben, bestimmte feste Regeln 
einzuhalten und mehr dahin, der eigenen inneren Stimme zu trauen und zu spüren, was für die 
Situation stimmig ist. Die Einhaltung des Rituals eröffnet den Weg zu Ruhe und Intuition. 
Erstrebenswert ist eine Balance zwischen Geben und Nehmen. Wir verabschiedeten uns mit 
einem intensiven Gefühl der Liebe, Versöhnung und Wertschätzung gegenüber dem 
Playbacktheater.  

Andrea Schulze 

IPTN Reg. Rep. German Language Countries  

Train The Trainers 
Ariane  Ehinger !

Every year, in Spring, Jonathan Fox comes to the German-speaking region in order to train the 
graduates of Playback Theatre – to teach us how to teach. The course Train the Trainers is one of 
the components for qualifying graduates to be able to teach at the School of PTN - Playback-
Theater-Netzwerk e.V.  This year it took place in Berlin. 

Train The Trainers is organized and prepared with content related to core themes by SchOG – 
the School-Organization Group. This year these core themes were: 
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Feedback practice, with special focus on role training.  

Collaboration on stage. Teaching acting and finding the balance between building critical 
awareness and engendering joy and creative excitement. 

Building atmosphere. Learning techniques of connection and inclusion.  

Pedagogical Ethics, especially around issues of stimulus vs.containment, respect vs. fairness.  !
Furthermore, SchOG supplied information about the Summer School courses in Germerode this 
year as well as about the scheduling of courses the following year. 

Last, but not least, Train The Trainers contains a precious exchange between Playbackers coming 
from Austria, Germany and Switzerland, and we have a nice time together as well in between the 
courses. This communication is the basis for creating tandems, which makes up one of the 
peculiarities of the German Speaking School. 

Tandem means that every course is directed by a pair of trainers. A new trainer, starting his or 
her career, will always be placed in a tandem, together with  an experienced trainer.  

!
Ariane Ehinger 

Chairwoman of the School of Playback-Theater-Netzwerk e.V.
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Jonathan Fox’s Memoir: Beyond Theatre
Tusitala Publishing is happy to announce the 
publication of Beyond Theatre: A playback theatre 
memoir, by founder Jonathan Fox. Beyond Theatre 
tells Jonathan’s personal story of the background and 
evolution of playback theatre, with chapters about his 
childhood in New York City and formative experiences 
as a young man in Nepal and New Zealand. He 
describes the emergence of the playback theatre 
vision, and how playback grew from its beginnings with 
the original company to its current worldwide 
presence. It is a story of struggle as well as discovery 
and deep satisfaction—the often-unsuccessful effort to 
find acceptance and support for a new form of theatre 
that transcended familiar categories. 

Jonathan Fox is the founder, with Jo Salas, of 
playback theatre. He is a Harvard graduate and 
Fulbright scholar, and the recipient of an honorary 
doctorate from the University of Kassel in Germany. 
He is the author of Acts of Service: Spontaneity, 
Commitment, Tradition in the Non-scripted Theatre 
and the co-editor of Gathering Voices: Essays on 
Playback Theatre. 

Beyond Theatre: A playback theatre memoir is 
available from Tusitala Publishing and amazon.com.

http://amazon.com
http://amazon.com

