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In this paper Daniel Feldhendler shares the work he recently presented at the International conference on Drama Education in
Paris. He tells the story of the conference and shares his vast experience, skills and knowledge of story-based methods within education for over 35 years at Goethe-University (Frankfurt/Main, Germany). His method, entitled Enacting Life, combines Playback
Theatre, with Psychodrama, Action Methods, Theatre and Life
Stories for Education. His paper relates playback to these other
approaches and documents the wide ranging interest in narrative
methods.

8th IDEA – World Conference
The last IDEA Conference entitled: From one world to another: arts education for
tomorrow took place in Paris, July, 8th - 13th 2013.
IDEA (International Drama/Theatre and Education Association) is an important
worldwide organization that was founded in 1992. Its members are culturally diverse
drama, theatre and education practitioners, artists, pedagogues and teachers, from
around 90 countries who are united in their commitment to making drama / theater
and education accessible, significant and present everywhere. Many national drama/
theater associations are members of IDEA, as well as individual artists and practitioners.
The 8th IDEA Conference hosted 1230 participants, representing 50 countries from
across 5 continents. The presidency was entrusted to Catherine Tasca, a senator
and the former French Minister of Culture who had set up, among other projects, a
national network of school classes with artistic and cultural projects back in 2001. In
the Declaration of Intent of Chairwoman, Catherine Tasca, I noted following significant information:
The world conferences on arts education organized by UNESCO in 2006 in Lisbon and in
2010 in Seoul highlighted that educational policies throughout the world need to ensure that
arts and culture are given high status. However, we still see quite a considerable gap between
these declarations of intent and their implementation in schools and various educational structures and settings What the eighth IDEA world congress on Drama / Theatre and Education
proposes is to reflect and to act, so that words and actions may converge and find their meeting
point. Although many countries may differ in their views on arts education, either because they
work towards distinct ends, or because of the diversity of systems in each country, they all share
identical and essential questions we intend to tackle. (...) This context of global crisis and considerable evolution forces us to invent new educational methods and new shared stories, through
which values such as solidarity, creativity, a culture of community rather than domination, and
empathy will become the resources and the treasures of the women and men of tomorrow. An art
of presence and speech, a hybrid art which invites all other forms of art, a collective art, an art of
rituals and symbolization: drama offers one of the most powerful ways to achieve these goals and
to improve both our knowledge of the world and self-knowledge.
continued pg 5

From the Editor
Welcome to this rich issue of Interplay that engages with developments in adult education and playback theatre approaches with
young audiences. The opening article, in this issue is by esteemed European practitioner, Daniel Feldhendler. Daniel sketches a
picture of contemporary education in which theatre and other story telling methods are central for building the future. Proposing a
model for Education For the Future, the article recounts a number of significant recent gatherings in which educators, artists, and
practitioners within Germany, Europe and from across the world debate, discuss, and promote personal stories for social and educational development.
Alongside this, this issue presents perspectives on playback theatre approaches with young audiences. As part of school programs, within the social context, and integrated into group therapy, the papers consider the value of telling, listening, acting others’ stories, being audience or witness, and stepping aside to enable the expression of natural and appropriate leadership within
this demographic. In the piece by Kathleen Olivier, we follow and extend the dialogue on Playback and Therapy covered in the
previous issue (Dec, 2013). Her paper, Playback Theatre with Young People in a Psychiatric Centre, looks particularly at the value of playback for managing emotional distance, building resilience, and supporting one another as they explore their lives and
express their responses in various ways. Papers from Anastasya Vorobyova and Timothy Reagan consider playback theatre with
young audiences and discuss the way in which the young performers and tellers alike initiate the
continuation of their involvement with playback and in sharing it with others.
Drilling down into playback practice and learning Bako Tihamer documents his recent work in designing and delivering playback theatre training specifically aimed at emerging conductors, while
in an extension of his thinking about playback theatre and the actor, Assael Romanelli’s latest
work interrogates intimacy, sexuality and eroticism as potential concepts for understanding Playback Theatre acting. Meanwhile Ana Mª Fernández Espinosa piece reports on the networking
event in Spain and Brian Tasker introduces his work on integrating Playback Theatre within recovery workshops for people overcoming addictions.
Photo: Magda Miranda

There is news from the Board, who are seeking a New Treasurer, and an update from the Montreal team who are preparing to welcome guests at the 2015 Conference in July.
Finally, I wish to bid you goodbye. This is my final edition of Interplay as I step aside for a new
Editor. I wish to particularly thank Magda Miranda for her work on design and distribution, and
myriad other small things; those who have supported me as translators including, but not limited
to: Hikari, Janet Salas, Michele Chang, Ramiro Salas, Sheila Donio; thanks also to Amanda
Brown, Sarah Urech, Jonathan and Jo, the many and varied authors who have taken the time and
invested in reflecting and sharing their practice for publication, and you, the reader for comments,
good wishes and your constancy across the 8 years. I wish the incoming editor all the best,
Rea
Continue to submit your responses, comments, and reflections for inclusion.

Interplay is the membership publication of the International Playback Theatre Network, targeting the contemporary themes at the centre of the community that practices this complex simple method called playback theatre—a
method dependent absolutely on a systematic application of a simple ritual structure yet which yields complex human interaction and resonates with humanity across all cultures. Conceived in 1990 during the fledgling year of
IPTN, and launched in November of that year under editor Jonathan Fox with regional editors in Australia, New
Zealand, Europe and North America. Interplay has been instrumental in keeping the ever expanding, diverse playback theatre community connected and has provided essential space for critical and evaluative thinking that has
influenced the development of the form and the spread of the method to over 40 countries worldwide. Part journal, part newsletter, Interplay is published twice per year and features articles, practice reports, upcoming events,
and membership news. Interplay invites submissions, for submission details contact the Editor.

Chinese—Michele Chung
Published: 2 times a year
By: International Playback Theatre Network.
Editor: Rea Dennis
Design & Distribution: Lembrança
Individual Photo Credits: mentioned throughout
— readennis@ me.com
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Portuguese—Rea Dennis
English to Spanish—Ana Sofia Escobar
Spanish to English—Rea Dennis
German to English—Janet Salas

To volunteer to translate readennis@me.com

PRESIDENT’ LETTER
Dear Playback Friends,

Queridos amigos de Playback,

Just a couple of months ago my company Playback
Theater Berlin performed at the Berlin Improfestival
as part of ‘Festivals Special’ - “Improv can do
more”. Berlin Theatresports company “Die Gorillas”
has organised this annual festival for about 13
years. For us, on the one hand we felt honoured to
be part of this festival but on the other hand we
were quite nervous. As we all know, Theatresports
attracts an audience, which likes to be entertained.
Would our concept Playback Theatre work with this audience?
The topic of our performance was “Being different”. As we expected, the majority of the audience had never seen a Playback Theatre performance before. They were in a cheerful but
restrained mood. It took us some time to reach them. However,
the stories we got were very nice playback stories. You could
say, the recurrent theme was “being accepted”. The feedback
after the performance was very positive.
What about your Playback Theatre experiences: I am sure,
many of you have explored new areas for Playback Theatre
performances. Maybe I can encourage you to share your experiences with us. It would be wonderful to read about your Play-

Hace unos cuantos meses mi compañía Playback
Theatre Berlín se presentó en el fesƟval de improvisación de Berlín como parte del ‘FesƟvals
Special’ - “Improv can do more”. La compañía de
teatro de Berlín “Die Gorillas” ha organizado el
fesƟval anualmente por 13 años. Nos senƟmos
honrados de poder ser parte del fesƟval por un
lado, pero por el otro estábamos nerviosos. Como todos sabemos la compañía de teatro de Berlín atrae a un Ɵpo de audiencia, a la cual le gusta
ser entretenida. ¿Nuestro concepto de teatro
Playback funcionaria con esta audiencia? El tema
principal de nuestro performance era “Ser diferente”. Como ya
lo esperábamos la mayoría de nuestra audiencia nunca había
visto teatro Playback. El público se encontraba contento pero
contenido. Nos tomó un poco de Ɵempo enseñarles la mecánica. Aunque las historias funcionaban bellamente con la dinámica del teatro Playback se podría decir que el tema recurrente
era “Ser aceptado”. La retroalimentación al finalizar el performance fue muy posiƟvo.
¿Qué podrías decirme de tus experiencias con el teatro Playback? Estoy segura de que algunos de ustedes han explorado
nuevas áreas del teatro Playback en cuanto a performance.
¿Podría animarte a comparƟr algunas de tus experiencias con
nosotras? Sería maravilloso leer de tu carrera en el Playback
Theatre dentro de uno de los futuros temas de interacción.

back Theatre life within one of the future issues of Interplay!

With Love,
Juergen Schoo
IPTN-President

Con amor,
Juergen Schoo
Presidente- IPTN

Caros Amigos do Playback,
Há apenas algumas meses atrás, minha companhia de Playback Theater Berlin se apresentou no Berlin Improfestival como parte do ‘Festivals Special’ - “Improv can do more”. A companhia Berlin Theatresports "Die Gorillas" realisa este festival anual há cerca de 13 anos. Para nós, por um lado, nos sentimos honrados em fazer
parte deste festival, mas, por outro, ficamos bastante nervosos. Nós sabíamos que Theatresports atrai um público, que gosta de se divertir. Será que o nosso conceito de Playback Theatre irá funcionar com esse público? O
tema de nossa apresentação foi "Ser diferente". Como já esperávamos, a maioria na platéia nunca tinha visto
uma apresentação de Playback Theatre antes. Eles estavam em um estado de espírito alegre, porém contido. Demorou algum tempo para conseguirmos alcança-los. No entanto, as histórias compartilhadas foram histórias muito agradáveis. Pode-se dizer que o tema recorrente foi "ser aceito". O feedback depois da apresentação
foi muito positivo.
E você, o que me diz de suas experiências com playback? Estou certo de que muitos de vocês têm explorado
novas áreas para apresentações de Playback Theatre. Talvez eu possa encorajá-los a compartilhar suas experiências com a gente. Vai ser maravilhoso ler sobre suas histórias com Playback Theatre em uma das futuras
edições do Interplay!
Grande abraço,
Juergen Schoo
Presidente da IPTN
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PRESIDENT’S LETTER cont
親愛的一人一故事劇場朋友，

幾星期前，我的一人一故事劇團──柏林一人一故事劇團於柏林的即興節內，成了特備節目：「即興可以做更
多」。柏林即興競技劇場劇團《大猩猩》（Die Gorillas）已經舉辦了這個即興節達十三年之久，對我們來說，一方
面感到很榮幸，可以參與這個即興節，另一方面，我們其實也蠻緊張的。我們都知道，即興競技劇場所吸引的觀眾
都是喜歡被娛樂的，那麼，我們一人一故事的概念是否可以符合他們的口味呢？我們的演出主題是「與別不同」。
如我們所料，大部份的觀眾都從未看過一人一故事劇場演出，而氣氛雖然歡愉但有點拘謹──我們花了點時間來破
冰，然而，分享的故事卻十分美好。你可以說，「被接納」這個主題不斷重覆播放，而演後的回應也非常正面。

你的一人一故事劇場經驗又如何？我肯定，大部份人都曾探索過一人一故事劇場演出的新範疇，那我想鼓勵你分享
你的經驗，因為我相信，如能在將來的期刊閱讀到有關係你的一人一故事生涯，將是很奇妙的事！

謝謝。
愛與思念，
岳剛（ Juergen Schoo）
一人一故事劇場國際網絡主席

Translated by: Michele Chung (Hong Kong)
翻譯：小貓（香港）

Write for Interplay — We publish a range of writing by members from critically reflective articles, propositions or
comments about practice dilemmas, evaluations of and reports on practice projects or longer term playback work; news from
regions, and updates on events, a range of other things. Styles and word lengths vary so get in touch for more information.
Submission Deadlines
For the June 2015 issue —25 April 2015
For December 2015 issue—25 September 2015
Writers are motivated to submit their work for any numbers of reasons and mostly these submissions can be accommodated into
one or other of these sections in Interplay. If you would like to write for interplay take a look at the upcoming themes and email the
editor with your idea and to ask for our submission requirements.

Email
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Education for Tomorrow
Joëlle Aden, Head of the Scientific Committee stated:

Daniel Feldhendler

This meeting is first and foremost an opportunity of sharing the questions, concerns and progress of the
thinking of an international community of artists, teachers, researchers and institutions, all of which are
convinced that arts education is among the modes of access to knowledge of oneself, of others and of
the world, one which complements other forms of knowledge and is no less important. We have chosen
to highlight some of the challenges that our societies must meet at the dawn of this century:
The neuroscience revolution will have the place of honour in this congress. Far from reducing us to our
biological dimension, “the neurosciences are beginning to understand what theatre has always known”,
as Peter Brook tells us in the introduction to Mirrors in the brain by Giacomo Rizzolatti and Corrado
Sinigaglia. (...) We also wish to highlight the linguistic interbreeding and cultural hybridizations that play a
crucial role in artistic encounters. Our languages both connect and separate us. Transcended by artistic
languages, they remind us that we must accept the existence of the undecipherable in our life stories,
that mutual understanding also involves things perceptible but invisible and inaudible, and that, as
stressed by Paul Ricoeur, art is “a mutual reinterpretation, a never-completed work of translation of one
culture into another”. Finally, we cannot omit discussing the digital revolution which is transforming all the
levels of our relationships. It multiplies our identities, confers on us a virtual gift of ubiquity, places an unheard-of sum of knowledge within reach of a click; it redraws our symbolic spaces, but simultaneously
cuts us off from the emotion of face-to-face meeting and of perceptible and direct interaction with others,
thus opening the door to derealisation and delusion. We must, more than ever, „put gardens, theatre and
encounters in our schools“, as the neuropsychiatrist Boris Cyrulnik reminds us.

Thematic program of IDEA Conference
The very rich program had 5 main points of interests (more Information Online):
Theme 1: Has Arts Education become a global issue?
Theme 2: How can Drama / Theatre and Education practices become transformative learning processes?
Theme 3: An embodied approach: establishing a dialogue between neuroscience and arts education
Theme 4: Languages in Drama / Theatre and Education: highlighting diversity or blending cultures?
Theme 5: Creating and writing for and with young audiences: place and recognition.
The organizers presented the whole focus of Theme 2 on transformative learning processes with following statement:
All around the world, educators, artists and researchers are accompanying unprecedented social
transformations. How can artistic practices explore the depths of intimate experience without yielding
to the sterility of objectivism? How can such practices be used to build universal symbolic values at
the same time respecting cultural differences?
The next twenty years are going to be the scene of major social and societal transformations: global
geographic and symbolic redistribution redraws the world map and gives rise to unexplored territories.
As part of Theme 2, Playback Theatre was represented and included in a special session on the last day of main
conference, to a small but very international and interested audience. As first speaker, my presentation entitled
Enacting Life was an overview on Playback Theatre, establishing backgrounds with Psychodrama and Theatre of
the Oppressed and opening to new fields: Playback Theatre, Life Stories and Biography Research. Then 4 Colleagues from Hong Kong presented Playback Theatre applied with Drama in their different specific fields: Dora
Wong and May Yu from Hong Kong Polytechnic University, Matchy Choi and Melanie Chung from Merits Minds.
Their presentation focused on many themes such as Community projects, mentorship program, intergenerational
and multicultural settings, corporate training, client centered approach, enacting for identity, healing aspects, Playback Theatre and Drama as potentialities for Change in Hong Kong Society (See IDEA homepage).
Enacting Life: Playback Theatre, Life History and biographical Research
Enacting Life means an integration of Playback Theatre, Psychodrama, Action Methods, Theatre and Life Stories
applied to Education. After reviewing 35 years of own practice and action-research at Goethe-University (Frankfurt/
Main, Germany) and in European projects, my presentation at IDEA gave a focus on my current approach, the creation of a privileged space for Life Stories in Action. Playback Theatre as an oral form of story telling has
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Daniel Feldhendler
from page 5

similarities with Life Story Approaches and it bears potentialities for reflexivity in action and participatory action research especially in social and education fields: in the interdisciplinary study of lifelong learning processes defined
as a biographical approach to life history. Life history has been given many meanings in several scientific fields. It
can refer to a variety of methods used for conducting qualitative narrative interviews. Biographical research has
advanced from the periphery to the centre of scientific adult education from the ‘biographic turn’ since the 1970s –
which refers back to the Chicago School of sociology of the 1920s – to new educational debate about life paths,
biography and lifelong learning. Some approaches to lifelong learning are conceptually close to the idea of reflexivity, which has become a central preoccupation of mainstream social science. The consciousness of one’s own biography and developing reflexivity as an act of historicity (concept of ‘biographicity’) is considered by some sociologists to be “a survival necessity in a more individualised, perpetually changing, paradoxical risk inducing culture”.
Using biographical and life history approaches in the study of adult and lifelong learning opens up new perspectives in the development of Europe in a globalised world.
2008, at the University of Kassel, after the ceremony conferring an honorary doctorate to Jonathan Fox, Heinrich
Dauber organized a Symposium Gathering Voices. The purpose of my lecture there was to revisit the practice and
theory of Playback Theatre in relation to biographical and life history approaches and to establish dialogue between these fields.
A series of meaningful questions were emerging:


What kinds of connections are to establish between Playback Theatre and academic fields?



What kinds of connections exist between Playback Theatre and biographical research?



What are biographical and life history approaches?



What could biographical research learn from the practice and theory of Playback Theatre?



What could Playback Theatre learn from the practice and theory of biographical research?


What kind of knowledge, research and practice do our societies need in a globalised world?
2008, my lecture gave some answers, pointing out new fields and connections (See references Gathering Voices).
2011 at the summer Academy at University of Coimbra (Portugal), was
organized an intensive residential program entitled: Lives and history: a
comprehensive course on biographies and society. The CES Research
Group on Humanities, Migrations and Peace Studies had its inaugural
Summer Course on Biographies and Society (See http://www.ces.uc.pt/
ces/indexen.php). The purpose of this course was to offer a comprehensive study of human experiences of the social world drawing from a combined theoretical axis of analysis, an anthropological understanding of
lives and history and an experiential approach. During this summer Academy, I conducted a workshop to present and deepen the potentialities of
the Playback Theatre approach for action-research on the field of life histories: Theatre for Social Change: Enacting Life – Encountering the Other.

I conducted a workshop to
present and deepen the potentialities of the Playback Theatre approach for actionresearch on the field of life
histories

Playback Theatre as an approach to personal stories contains the potentialities for a “theatre for social dialogue
and social change” in a world in upheaval (See IPTN Conference 2011: http://iptn2011.org/home). For bridging
different academic worlds, I proposed Key Words and interdisciplinary Red Threads as a way to connect Playback
Theatre, Life History and biographical Research.
Following Red Threads - Essentials:
Oral Tradition, Story Telling, telling personal stories and personal experience.
Life History and Biography as Narrative.
Story Telling and Enactment as mediation though symbolic interaction.
Art as holistic Knowledge and as place of multiple mediation.
Identity building through narratives.
To develop Narrative Identity.
Dialectic of Narrativity and Inter-Subjectivity process.
To Discover One Self as An Other and see Oneself as Another.
Act of Self Reflection.
To be Actor for others as a reflexive Act.
To be and become Actor and Protagonist as Subject of one’s own story/history.
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Discovering Individual and Collective History between Self and Society.
Telling Life Stories as History Telling.
Emergence of a Third Dimension.
Life Stories and Histories as mirror of societies (micro-macrocosm).
Oral History, “Biographicity”, a path to Historicity and Collective Memory.
To develop a Culture of Remembrance, Collective and Multiple Intelligence.
Social Actor and Citizen Actor as Empowerment.
Building bridges of understanding through social and cross cultural Encounter.
To develop Diversity and Participation, Reciprocity and Reflexivity in Lifelong Learning Processes for Democratic Education.
Experiencing Learning and Reflexive Participatory Action-Research.
To promote transitive Dialog for an Active Democracy in a World of Globalization.
To share and care Values and Ethics of Mindfulness and Acceptance in a fragmented world. Radical social
Encounter through mutual Acknowledgment as creative response to Alienation.
Culture of Emergencies for a Social Ecology of Life (See J. Fox, Acts of Service, 1994).
ESREA - Life History and Biography Network
The last Conference of ESREA Life History and Biography Network took place at University of Magdeburg, Germany (March 2014) entitled Before, Beside and After (Beyond) the Biographical Narrative with focus on professional
lives, family and identity, facing loss, narratives of creativity and art. My presentation Enacting Life as social mediation was part of new emergences in this field of action-research (See references). The ESREA Life History and
Biography Network (European Society for Research on the Education of Adults) has provided the basis for diverse
and influential publications, as well as for major collaborative research projects and many other forms of collaboration. ESREA, according to its own online description “promotes and disseminates theoretical and empirical research on the education of adults and adult learning in Europe through research networks, conferences and publications”. ESREA consists of 7 networks, with the Life History and Biographical Research Network being founded in
1991 (http://www.esrea.org/). ESREA is connected with many other international networks such as ASIHVIF, International Association of Life History and Biography Network in French speaking areas (Association internationale
des histoires de vie en formation et de recherche biographique en éducation). Prominent co-founders and researchers of ASIHVIF (http://www.asihvif.com/) founded 1991: Gaston Pineau (University of Tours, France), Pierre
Dominicé (University of Geneva, Switzerland) and Guy de Villers (University of Louvain, Belgium). The first international conference took place in 1986 at the University of Tours. Gaston Pineau also organised in 2007 the second
world conference of French-speaking networks on Biography Research (with more than 420 participants and 116
lectures on Biography Research). The third international Conference took place 2011 in Lille (France). As member
of this French speaking Association, I introduced Playback Theatre since 1998 through lectures, workshops and
publications for events and international Conferences of this network.
Opening to History
Playback Theatre is related to many other humanistic approaches. Jonathan Fox stated in the recent Interplay
(Vol. XVIII No.2, 2013, p.29) about the connection between Playback Theatre and Psychodrama: “Psychodrama
informed and influenced playback theatre in its early development. (…) In some regions many pt practitioners are
also trained in psychodrama (including myself)”. Playback Theatre was first introduced 1986 by Annette Henne
(Schaffhausen, CH) in German speaking psychodrama networks. Since 1988, Jonathan Fox trained first generations of German speaking pt practitioners (Switzerland, Germany, and Austria). German speaking Playback Theatre Network (PTN e.V.) was founded 2005 in Frankfurt (Germany). Summer 2014, PTN e.V. will have its 10th anniversary of PT-School, affiliated with Centre for Playback Theatre N.Y.
October 2014, Playback Theatre (with Spiegelbuehne Frankfurt, founded 1993) will be present at next Conference
of DFP (German Association for Psychodrama): Commemoration of 20 years DFP-Association & 125th Anniversary
of J.L. Moreno (1989 – 1974), Conference Title: Who shall survive? This symbolic title was also title of Moreno’s
publication (1934)! (http://www.psychodrama-deutschland.de/).
2015 announces the commemoration of 40 years of Moreno-Institute in Germany. Next IPTN Conference 2015 in
Montreal (Canada) will be a milestone in the History of 40 years of Playback Theatre.
Daniel Feldhendler:
Senior lecturer, Goethe-University, Frankfurt, Germany (1976-2014), associate professor in academic networks. Co-founder and Board
member of German speaking Playback Theatre Network in Frankfurt (Playback-Theater-Netzwerk e.V.) and Affiliated School of Playback
Theatre with CPT NY. Co-founder with Marlies Arping of Spiegelbuehne Frankfurt. Board member of Asihvif, Paris (Association Internationale des Histoires de Vie en Formation).
E-mail: feldhendler@googlemail.com
references and notes continued next
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Our German speaking Playback Theatre Network (PTN e.V.) and that means, our Playback Theatre Training Program, affiliated
with Centre for Playback Theatre (N.Y.), is 10 years old. We would like to share our story.
The story of “German-speaking” Playback Theatre: A very brief rundown
As you know, the German language is spoken not only in Germany, but also in Austria and part of Switzerland - three countries
with close ties and shared borders. When people in this area started learning and practising Playback Theatre in the 1980s, it
flowed across borders too.
At that time, Jonathan Fox was teaching workshops in Switzerland and Germany and offering training in upstate New York State.
In the early 1990s, there started to be a desire for more training in the German-speaking area and for a gathering which would
bring German-speaking Playbackers together and provide them with an informal network. People like Annette Henne
(Switzerland), Marlies Arping and Daniel Feldhendler, (Germany), and Shurga Schrammel (Austria) were some of the first organisers of German-speaking Playback Theatre gatherings, which now attract about 150 people each year. In 1997, Heinrich Dauber
of Kassel University brought Jonathan Fox to Germany to teach Playback Theatre courses there, and a decade later, graduates
of the School of Playback Theatre (director Jonathan Fox) had set up a German-speaking school, located centrally in Germany,
near Frankfurt.
A little later, in 2005, the German non-profit association, “Playback-Theater-Netzwerk e.V.” (eingetragener Verein = registered
association) was founded to support and promote Playback Theatre activities and training in the German-speaking area, and it is
this association which is organising the 2011 IPTN world conference. The association's founding members (in alphabetical order)
were: Marlies Arping, Charlette Auque-Dauber, Daniel Feldhendler, Karin Gisler (Switzerland), Jutta Heppekausen, Juergen
Herrmann, Alfred Hohmann, Markus Huehn, Manfred Kralinger, Ingrid Mager, Peter Pfundt, Asha Richard, Oliver Schubbe, Gabriele Steib, Marianne Tobler (Switzerland), Katharina Witte, Fra Zeller (Switzerland).
These achievements were the result of the tenacious, often arduous, sometimes conflict-ridden, mostly unpaid work of a number
of people, driven by their passion for this form of theatre with its unique blend of artistic expression, human contact and social
engagement. They are still working very hard to make the 2011 conference a success. Among the members of the conference
planning committee are some who were there from the “beginning” and others from the newer generations of PT practitioners and
enthusiasts.
So our 2014 Playback Theatre Summer School program at Germerode near Kassel will include a ceremony and ritual.
Marlies & Daniel
On Behalf of PTN e.V. Board
German speaking Playback Theatre Network
Playback-Theater-Netzwerk e. V.
http://www.playbacktheaternetzwerk.de/

Translated by Janet Salas for 10th IPTN Conference in Frankfurt last year

References— Education for the Future (Feldhendler) - From previous page:
Some publications of Daniel Feldhendler on Enacting Life (Online):
Enacting Life as social mediation. ESREA, Life History and Biography Network, Conference at University of Magdeburg, Germany 2014.
http://www.esreabios.ovgu.de/esreabios_media/Downloads/PAPERS_PART_ONE.pdf
Playback Theatre, Life History and Biographical Research. In Dauber, H. (ed.) Wo Geschichten sich begegnen – Gathering
Voices. Kasseler Beiträger zur Erziehungs-wissenschaft, Band 3. Kassel: Kassel University Press, 2008.
http://playbacktheatre.org/wp-content/uploads/2010/04/Feldhendler_PT-Life-History-and-Biographical-Research_in-English.pdf
Playback Theatre: a method for intercultural dialogue. In Schewe, M., Even, S. (eds.) Scenario. 2, 2007.
http://publish.ucc.ie/scenario/2007/02/feldhendler/04/en
Das Leben in Szene setzen: Wege zu einer Sprachdramaturgie. In Schewe, M.; Even, S. (eds.) Scenario. 1, 2009.
http://publish.ucc.ie/scenario/2009/01/feldhendler/05/de
Médiations sociales et théâtre-récit. In Delory, C., Biarnès, J. (eds.) Insertion, Biographisation, Éducation. L’orientation scolaire et
professionnelle. 36, vol. 1, Paris 2007, 45 – 58.

http://osp.revues.org/index1281.html
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Experimental Young Actor Playback Theatre
Young actors' journey along the paths of their own stories
Anastasya Vorobyova

What is it like what we're doing?
You know, it's like building your own house, a house for a large family
I’ll tell you about my modest experience of creation of Playback Theater of Young actors, from the first meeting
to the first performance. Why have I decided to work with children? What led me to this idea? When my playback company gave its
very first public performance, there were a lot of children among the audience. Each kid was longing to tell his or her story, to be
heard. They were putting their hands up and interrupting each other:
Oh, please, let me tell my story! - Listen to me! I have a story about a magic cave! - I got a story about my cat!
That evening I was deeply touched and impressed by their stories. It was at that moment that I first had an idea to create a playback theatre for children. I was moving toward my goal at a very slow pace. There was so much to do. First, I had to get acquainted
with children psychodrama and other techniques of children psychology and education science. I have multifaceted background. I
have degrees in psychology and pedagogics. I also have some experience in various theatrical trends, pantomime, professional
juggling, street theater, and some knowledge about systems of acting. All of this helped me to find an approach to teaching young
actors and to identify the areas for development. At that time I was really concerned about the lack of comfortable environments for
personal development of children in Russian communities. So, I took the challenge to find an appropriate form and to create a playback theater for children. I put my heart into this project. I enjoyed the process working together with 12 young actors during 8
months. This is our story.
Project values
One autumn evening I sat down at my desk and wrote a list of project values. I focused on creating a comfortable environment with
enough space for each participant. Freedom of choice and safety of young actors were also among the focal points. I also strived
for diversity - each participant should be treated as equal, without regard to his or her age and social background.
Main risks
Of course, I had my concerns before the launch of such a project. I had to find a way to avoid things that would be in conflict with
my values. I was worried about the safety of young actors. Can they possibly play each other’s stories without having or causing
traumas of any kind? I decided to move slowly and to be very consistent. It was necessary to monitor the development of each kid
in order to decide if he or she was ready to perform certain activities. Children in different groups, studios and at school often have
an inclination towards depreciation of their own abilities and of each other. So I wanted to prevent our activities from turning into
comedy.
In theater schools the learning process is often based on different mottos, such as: "You have to! You are to!" I think that such a
process kills children's spontaneity and doesn’t leave them any space for creative activities. Excessive inclination towards psychological group - it’s another extreme, and I also tried to avoid it. There was one more risk factor: our group was mixed-age. There
were participants from 9 (nine) to 13 (thirteen years old) - I think, it's quite a difference. Since each age has its own interests and
values, it was a challenge for me – what if they'll start to get into stable informal groups based on age only? It was my deliberate
choice, and this situation only stirred my interest. Each task which I gave to the participants fell into one of the following categories:
Group tasks, Specific actor’s tasks, Rituals and narrative.
What helped me with group tasks? Maybe my personal drive to stand on an equal footing with children. I'm deeply interested in
each child, and first of all, in his or her personality. That's why our group is characterized by informal relationships between children
and me. I think it helps them to feel their personal contribution to the development of our studio.
When using actor's exercises in playback, I always adapt them to our original goals and age of children. Our exercises are a combination of contact improvisation, voice training, art of pantomime, street theatre, musical improvisation and so on. During eight
months we have elaborated and successfully implemented more than 50 original exercises.
We pay great attention to playback rituals. Rituals are especially important for children. Their imagination is very vivid. For example, children tend to wander too far from the teller's story. So, the rituals help them to stay focused on the main points of the story.
Narrative practice is also very important. We learn to treat our stories carefully and emphasize the key point. In my opinion, all of
these goals should be set and achieved in combination. All of them are equally important.
Stages of development
Like any other small group, a children’s collective has several developmental stages. Although it was formed according to a preset
organizational structure, it has its own dynamic because children themselves are always changing. The same is true of their personal connections, relationships, psychological environment and so on. I decided not to plan anything ahead of time. Instead, I was
going to build the program according to group dynamics and children’s readiness to this or that topic. At one of our meetings, after
rehearsal, we were having some tea and discussing associations and metaphors – our topic for that day. Suddenly I was asked:
Nastya, what is it like what we’re doing? And why do we talk so much about mutual respect and other similar things?
I paused for a moment and gave it a thought. How should I explain it to them? And then I said: You know, it's like building our own
house, a house for a large family. You do your best and put all your heart in your work. And you'll never be able to build this house
continued next page
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alone; you need somebody to help you. Moreover, these helpers should be reliable and honest. So, would you like to build a nice
house for all of us, where everybody will have enough space and feel comfortable and interested?
So, we started to build that house.

I analyzed everything we had done within 8 months and divided the project into 3 stages. Each stage is characterized by specific
objectives, and now I’ll try to describe them in detail.
1. Group formation and initial consolidation of participants
2. Work in progress
3. Constructive cooperation
Group formation and initial consolidation of participants
When you build a house, first of all you need a solid foundation. This stage took us about 2 months. During this period, while children were getting to know each other, there was an overall emotional tension. And mostly because children were not clear about
group objectives, rules, norms, their possible role within the group and so on. Children were testing boundaries of the trainers
and other participants. So, when setting group tasks, I wanted to highlight the role of each participant, without regard to his or her
nationality, cultural and social background. What helped us to resolve these group tasks?
It was the rules. In children playback it's especially important to give young actors something to rely on. We tried to communicate
our rules in a playful manner, with the element of magic, so that our young actors could easily accept them and grasp their meaning. At our first meeting we “invented” the following rules for group interaction: Magic of a Game, Treasury of Ideas, Invisible Microphone and Magic Glass. For example, in Treasury of Ideas: each of us has an imaginary storage of ideas, where we can always find new and interesting things. Even if you partner has used your plan, don't worry - you can always draw something
equally interesting from that “secret place”.
The most important decision was to exclude formulas like YOU OUGHT TO! YOU HAVE TO! I tried to give our participants some
freedom of choice. If you don't want to do something, please, don't do that. Feel like jumping- jump! Feel like coming on stage do come! What about our specific actors’ tasks? We spent quite a lot of time on two important topics – active listening and active
attention. To continue with our “house” metaphor, we had to check our building tools, to “handle” them. We introduced our students to a basic actor’s “toolkit”: voice, songs, speech, musical instruments, dance, fabrics, requisites, body language, facial gesture, body mobility etc. We gave each of these tools a try through a set of amusing exercises.
From here, we focused on narrative practice and got acquainted with various archetypes. For that purpose we used a method of
story modeling. We started with role-playing of various models (fairy tale, heroic epic song and so on). Our students made up
their own stories on behalf of some well-known characters. They designed their temper and mood, as well as their social role in
the fairy tale. They also invented the plot of the story. Step by step we explored the role of objects, animals, observers, main and
minor characters of each story. Thus, there were stories told on behalf of trees, houses, main hero’s body parts and even hygiene items. This exercise allowed us to get to know main archetypes and to touch upon various theatrical genres. It also helped
children to immerse into narrative practice. In this stage children played the stories in free format. It was our original plan – to let
them come to the conclusion that they do need some framework. Eventually we moved to the next stage:
Working in progress
The goals of the previous stage were successfully achieved, and now we were ready to climb to the next level. This stage took us
2 months. Now we were actually building our house, brick by brick. And, consequently, some new tasks emerged. Our priority was
to create common values. To assist children in setting and achieving the goals of social importance. We were never advocates of
direct instruction. Here is our approach: If you want, I can show you how to do this. Do you want to do the same? I can show you
how. We gave special importance to joint activities outside rehearsals. We tried to create a favorable climate for children’s proactivity. The first joint activity was our visit to the performance of adult playback theater. And after that we went to the zoo. However, it wasn't a typical zoo walk - it was an exciting role-play. In the course of this game we studied animal behavior and polished our
land navigation skills.
Our first discoveries
Soon our little actors made a new discovery. It became clear that sometimes our ideas were getting lost. So we decided to write
some interesting ideas. Each participant started a special journal called "Pilot's diary". Why did we choose such a title? Perhaps
you know that each pilot keeps a "flight diary" with relevant information: amount of flying time, any problems during the flight etc.
And we decided that we needed similar journals, where children could put down various roles, any important issues or ideas. Children also used it for other goals: they make up funny questionnaires and even created graphic novels inspired by playback! Thus,
the diary was inspirational and educational at the same time. Then another idea came and it was a surprise for all of us.
-Hey, Nastya, and will other people follow us?
It was an unexpected question for me.
-Of course, they will! – I answered.
-But what will we give to our future followers? Let's make a surprise for them!
This led us to create a funny "Playback Manual for beginners". Children drew pictures in their “Pilot's diaries” and then we shared
our “findings”. It was such great fun. Our acting tasks became more specific. We started to work with voice and body mobility and
discovered more and more opportunities. Our motto was: let go off our concerns! Everyone can play, sing, dance and do other
exciting things. I wanted my students to realize the importance of rituals and rules in playback. We talked a lot about different rituals and their meaning. We studied different examples – primitive African tribes, Maya people and even animal communities often
ruled by rituals. What are our stories on that stage? Let your mind go back to the time you were kids. Do you remember how we
enjoyed sharing stories about our pets! It was an exciting and safe topic to discuss. In our studio we used the same tactic.
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Our first stories were all about pets. They helped children to build initial trust, to share their mood and to get support. So then we
moved to the next stage:
Team formation by means of constructive cooperation.
Our group tasks for this stage were: to give each child an opportunity to find himself as a member of creative team; and to help
them to understand and reinforce acquired knowledge and skills in social context. This stage is characterized by formation of socalled "team-effect". Children start to realize that together they can do more and better, than each taken separately. Each time
we have more and more specific acting tasks, but that doesn't mean that we give up previous tasks. That only means that we are
growing. We are climbing steadily up to the pinnacle of theatrical art. And one of the most important objectives was to captivate
the children with the prospect of self-improvement. The more we grow, the more discoveries await us.
And what happened with our stories?
It happened at a rehearsal one day; after the rehearsal a little girl Masha said in a very low voice:
-I want to share my story with you. Would you, please, play my story.
And she told us a really troubling story that happened to her at school not long ago. It was the first traumatic story for us! Young
actors performed that story in the form of chorus. And it was a true miracle! After the story was performed, the actors froze and
turned toward Masha… It was a long silence… and then we saw tears in Masha’s eyes. Then she sprang up from her chair and
went to the stage to embrace the actors. I was also deeply touched by another episode. One of our participants, Michael, came
to Masha and, looking in her eyes, asked her: "And may I also tell you my story?”
Masha‘s story marked an important point in our way to the top. Now we were one step higher. Now we could play stories about
our parents and friends, our fears and joys, our accomplishments and worries. So, now it was time to build the roof and even to
add some style in our rooms. You may ask which playback forms we use. We know several brief forms, such as chorus and
pairs. We've also created some original forms – Ages ago, Role Fairy Tale and Singing Palette.
Our first performance took place in June. The hall was full of people - adults and children. They wanted to share their stories and
to celebrate a birthday of our theater. Joszef Paradi and Aviva Apel also came to see us. The stories were very different. About
the very first journey of a baby, stories about children’s dreams and even our first love story.

she told us a really troubling
story that happened to her at
school not long ago. It was the
first traumatic story for us!
Young actors performed that
story in the form of chorus. And it
was a true miracle!

By permission of our beloved young actors I asked their parents some questions.
Here are some of the changes the parents observed in their children’s behavior over
the 8 months:
80% of parents reported rapid growth of tolerance in children
70% reported improvement of mutual understanding with their children in the family
60% reported an increase in performance of their children in school
60% of children have changed their interests and hobbies

I can also assume that playback studies can accelerate the process of maturation and to round off rough corners of the awkward
age. Two weeks after the performance we had another experiment. Along with my young actors we held a workshop at the International Moscow PD Conference - Playback Theatre for Children. The workshop lasted about two hours. There were children
from 8 to 11 years old. My little actors were my co-trainers! Our workshop resulted in an evening performance for children and
their parents. Surprising, but true – we dealt with this task! The tone for our performance was set by the youngest participants. It
was their first meeting with playback and they didn't have any experience except for our workshop. They showed us a Role Sculpture. And then their initiative was taken up by our brave young actors of Children Playback theatre. Of course, there are still so
many things we need to learn. This process never ends. And I already have some topics to work with in September. Our theater
has many plans—to give a series of performances in orphanages and retirement homes; and to hold a special program for children
- an International Playback Camp for Young Actors.
Dedicated to my little friends
I grow together with you…

Anastasya Vorobyova is heavily involved in playback initiatives within Russia and across east and west Europe. Leader of
Moscow Children’s Playback, she is also a member of more than one of Moscow’s Playback Theatre groups and the Director of
Playback Studio. More recently she has founded a new project in Russia—Queer Theatre. Each year she hosts the annual International Playback Summer Camp in the Crimea. Avorobyova6@gmail.com
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Preamble:
This paper reports on the implementation of playback theatre within the drama program at Sidwell Friends Middle School. Tim
wrote this paper for a doctoral assignment comparing and contrasting two authors: George Fox and Jonathan Fox. Originally
published in Friends Journal (2012), it is now being republished here in the hope that it makes a contribution to the discussion
on playback theatre and young people.
It is Tim’s wishes in this second publishing of the piece that Jo Salas is also recognised. He states: “I wish to acknowledge the
contributions of Jo Salas, who I neglected to include as a co-founder of Playback, in the original. It is also worthy to note that
George Fox could not have founded Quakerism if it not for his wife Margaret Fell, who trod the journey arm-in-arm with her
spouse, just like darling Jo.”
Original source citation: Reagan, T. (2012). The incredible misters Fox: My story of their impact on storytelling and story listening at Sidwell Friends School. Friends Journal.
I’ve been teaching drama at Sidwell Friends Middle School in Washington, D.C. since 1995. Like my brother and sister educators at other Friends schools, I am guided by the Quaker belief in that of God in each person. Sidwell prides itself on
encouraging the community to show kindness and respect toward one another (letting their lives speak) as a way to recognize and nurture each person's unique gifts.
This was a great sales pitch from the school when I interviewed for a position there. Reality, however, set in soon after I
accepted the
Palmer
said that "each of us has an inner teacher that is an arbiter of truth, and each of us needs the give-and-take of community in order to hear that inner teacher speak." Six years after my foray into the world of Quaker education, several colleagues and I accessed our inner teachers to collaborate in creating a new required course for seventh graders called
Quakerism and the Arts. This is our story.
As most of us know, George Fox (G. Fox) founded Quakerism in the mid-1650s. Many may not know, however, that another Mr. Fox, Jonathan Fox (J. Fox), founded Playback Theatre in the mid-1970s. Both Foxes were trendsetters who
bravely asserted their convictions, giving communities permission to access and learn from that still, small voice within. In
the case of G. Fox, the inner teacher, or Inner Spirit, was found during the traditional silent gathering of Quaker meeting
for worship, perhaps when someone offered an inspired message or prayer. For J. Fox, the moment came during a Playback performance when an audience member revealed his inner voice while sharing a personal story to be replayed by a
company of actors. In both situations, personal stories are told and heard in community. Despite being separated by more
than 300 years, G. Fox and J. Fox are connected by their having effected meaningful and compassionate human contact
through storytelling and story listening. They are the incredible Misters Fox, and they both had a great impact on my work
as a drama educator at Sidwell Friends School.
Those of us familiar with Quaker history know that G. Fox began the religious movement of Quakerism as a response to
the inefficacy of the outward forms of rituals, creeds, hymns, sacred books, and sermons of the Church of England. Some
theater history buffs may also know that J. Fox started Playback in response to his distaste for "the competitive, sometimes
narcissistic aspects of the world of the mainstream theatre with the experimental and avant-garde theatre movements of
the early 1970s." The rebellions of both men were reactions to the oppressive restraints imposed upon their freedom to
worship or to perform. G. Fox thought the dogma of religion in the 1660s had become oppressive and should not be
forced upon people; J. Fox had an aversion to the controlled and constructed environment of literary theater. Both were
determined to bring the world away from rudimentary rules and dogma, which they felt were in vain.
As my colleagues and I put the pieces of the course
privilege of knowing (I trained with him at the Center for Playback Theatre in New York). I learned of his connections to
Quaker education and asked him to write a letter of support for our curriculum project. J. Fox candidly wrote:
The lessons I learned in monthly meeting as an elementary school student at Brooklyn Friends School never left me and
the development of Playback Theatre. In Playback Theatre, the stories emerge from sicontributed in no small way
lence; instead of a text delivered by an expert, the text comes from the community; no one is privileged above anyone
else; we value listening;
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Playback was the perfect union for J. Fox as it combined the influence of his early exposure to Quakerism with
his desire to create a

individual stories.
The telling of stories has been a favorite pastime throughout the world. Through anecdotes, tales, and legends,
storytellers assumed responsibility for teaching communities. Playback has taken on the role of the storyteller
and story listener. Playback performances are intimate and inclusive: a forum where human experience is presented and heard in its natural state. Australian Playback practitioner Rea Dennis said, "Playback is a theater of
listening more than a theater of telling." According to Baltimore Yearly Meeting, "Listening to the Spirit, as advised by the Quakers, enables one to hear where the words come from when others speak." Not unlike ministry
in Quaker meeting for worship, a story shared in a Playback performance generates synergy at a deep level
within the community. Playback and Quaker meeting for worship make space available for people to express
and deeply listen to real life stories-from the mundane to the magnificent. When a person is moved by the spirit to speak during meeting for worship, all listen in the spirit of seeking to hear the Word of God from the mouth
of the speaker. Similarly, in Playback, when one shares a story, all listen in a communal act of affirmation. Spiritual empowerment is visible in both paradigms.
Arts researcher Peter London posited that the spirit is the core of one's beliefs, anything a person holds to be
of ultimate value, and that the arts are "spiritually informed language." J. Fox publicly reveals and validates this
spiritually informed language in community, as audience members share personal stories within the safety of
the container of a Playback performance.

Many Playback alumni are actively involved with the seventh grade orientation program at Sidwell. Each fall,
before the start of the school year, rising tenth graders return to the middle school to listen to and reenact personal stories told by the school's newest cohort. The performance also provides some preparation for these seventh graders, as they will all learn the technique of Playback in Quakerism and the Arts for 10-12 weeks during
the school year.
I'm now working with Vertical Voices alumni in the upper school to begin to create a Playback troupe of their
own. They have their eyes set on reaching beyond the walls of our school community so that they can perform
in more challenging venues. That group will also join forces with Vertical Voices Playback when Sidwell Friends
School hosts the North American Playback Theatre Network Festival October 5-8, 2012 (1). One major component of the festival will
George Fox instructed Quakers to "be patterns, be examples in all countries, islands, nations, wherever you
come; that your carriage and life may preach among all sorts of people." J. Fox founded Playback to validate
personal experience and advocate for social justice. In my experience, the incredible Misters Fox seemed to
have achieved their goals. My students and I are doing our part as we cross social barriers, develop empathic
listening skills, and allow people to turn inwards to access, share, and listen to personal stories using the magic
of the Playback Theatre experience.
Note This event has already happened.
The Incredible Misters Fox, was first published in Friends Journal, in August 2012.

Tim Reagan is a drama therapist and theatre educator. A
e received his diploma in Playback in 2008 and is currently working on a PhD in expressive therapies at Lesley University in Cambridge, Massachusetts.
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Playback Theatre with young people in a psychiatric center
Kathleen Olivier
In a response to our special issue on Playback Theatre and Trauma, Kathleen Olivier’s essay considers her own experiences
working with young people in a psychiatric ward. A passionate with performer and therapist, she sets out a therapeutic framework so that she might reflect on the experiences of the young people.

The setting
When I proposed to use playback theater as the therapeutic tool in the psychiatric clinic where I work I had to reflect
on the specifics that this approach could offer. Things such as:



empathy through listening deeply and replaying a character



expression and assertiveness to make the role vibrant on stage


finding new and more flexible ways to be in relation for the story
I also believed that it would offer a place to receive the hard stories that needed to be told and transformed, to make
such stories so more receivable, such as the kinds of traumatic stories young people might have witnessed and/or
have been direct victims. After 6 years of running this group on a weekly basis, we have met so many kids and heard
and seen so many stories. The ways in which each child uses the frame we offer to rework their story is different for
each one. I take the opportunity of this article to reflect on observations we made of kids who participated in the
group and to share some of impact that this therapeutic tool had on them.
The therapeutic frame
Playback Theatre was introduced into the therapuetic context of a pre-teen group for kids who have behavioral issues. The group meets weekly for one hour and 15 minutes. There is a time for check-in, for working on expressing
and listening to our emotional state through various ways including: metaphor, bodily and verbally. Then the session
focusses on increasing the young people’s knowledge of their own abilities and limits on stage (physical, being
watched by others, distance, trust, imagination, and with group games), similar to the warm-up part in a dramatherapy session. On many occassions this ’warm-up’ phase has taken the entire session as the kids need to work on the
basics. Time is then devoted to playback stories where kids spontaneously come with one story or in repsonse to an
introduced theme (stories of anger, of sadness, of trust...). We take the time to have each child connect to the
theme, then for each child to share their story before they decide which story will be enacted. The narrator then
chooses the actor that he feels will fit for the character in his story. A rule has been established that the kids shall, as
much as they can, agree to give themselves as a player to support their mate. It is rare that a child is resistant to taking a role.
In play, we mostly use techniques of stopping the action for the kids to say aloud what the character might be thinking
in a moment, or to emphasise an emotional or physical tension (contradictions or times when the change could happen are easier to see). Then we finish on a ‘picture’ that is given back to the narrator who then gets to share his feelings before we go onto listen to the experiences of others (including those children obervering). At the end we use a
closing ritual—an imaginary 'cauldron'. We take the cauldron from the ceiling and fill it with words and actions, recalling moments and emotions that happened during the session. We mix it and at times kids can take something from it
they want to ‘take home’. We then hide the caldron with all our memories, as a safe container for our group. At the
end we all ‘wash’ our bodies of the dramatic dust we are covered with so that we can get ready to go back to ‘real
life’.
The Kid’s Stories
Sally, the girl who couldn't play. Sally was around 10 when she entered the group. She had arrived at the clinic after
her mother had moved from Paris escaping her husband and the father of four who had repeatedly abused her verbally and physically. Sally was the oldest daughter and had taken a lot of responsibility: being scared for her mother's
life she had been direct witness of the violence by her dad, and had not known what she could do. Her relationship
with her mum was so confused. They were always arguing because Sally wanted to play her mother's role at home.
She was perfect at doing housework but did not know how to play as she was always stuck to her mum. She had a
hard time learning at school and had tantrums that she could not control that were triggered by the slightest contradictions.
Sally had had individual therapy with me. She struggled to express anything personal yet she could say how painful it
was for her to be confronted by the impossibility she found to be creative. She could only organise toys one next to
the other but could not propose any scene. At times she would express strange memories full of bodily sensations. I
remember one day when she created the ‘arm of her father’ in clay, expressing that she was scared he would be
doing somthing bad. Sally had grown up in this environment and she had not being able to differentiate enough and
recognise her own emotions and needs. In the playback theater therapeutic group, she immediately expressed more
than when she was in one to one therapy.
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She could rely on the emotions and stories of other kids to try to recognise something of herself. Not being under direct
attention also helped her. She could tell personal stories that she didn't have to play directly, rather the stories could be
enacted by others. Indeed, each session she was wanting time to tell a story. Interstingly enough she was mostly telling
stories of quite emotional events where something dangerous was happening to another member of the family, her sister, her little baby brother, her cousin or even her mother and then telling how this person had been taken care of. She
was very often absent from the drama of the story but was present as a witnes(which we made a point to represent on
the stage). The child who had been representing Sally in the play would then express how she felt while being that witness: feelings of jealousy, feeling forgotten or afraid. Her stories were at times hard to believe but she believed they
were real and that was our rule: a child had the right to tell a story that they belived was true. Some of the stories
seemed like nice stories, of parties and weddings where she had a positive role and the pleasure she showed watching
them could be enough of an argument to say that is was therapeutic. Also she could sometimes be taking some action
and voice by being given a role by another child, which was quite difficult for her but that she accepted as a rule for
equality. For this girl who had not had the chance to develop recognition of her own sensations and emotions, being
overwhelmed by emotions of fear in relation to her mum or even to her father, the playback gave her enough ditance
to experience some other ways of feeling.
Becoming crazy to deal with unknown traumatic stories. Jason was a 11 years old boy who had been in psychiatric
hospital for years and seemed more able to be in relationship to other kids when letting go some of his psychotic symptoms. He told a story about his grandfather killing his grandmother but this had not been told to him. He had grave behavioral issues at home and school and was very self-centered, often telling of the great achievements he had had
which were not part of our shared reality. He had very good cognitive skills and could succeed as a student but his relationships were so bad that he was frequently excluded from school. In the playback theater group he seemed very eager to come and tell stories that represented how he would have liked life to be – his trips around the world, of him winning different races or of being the strongest among his mates. The other kids at first willingly represent his stories although they said it was hard for them to believe them. He so needed to be the center of the attention and was be reactive— every look or comment prompted anger. He was called ‘the fool’ - we worked hard at helping him respect others'
limits.
What was interesting in the playback context was how he could be attentive to the othes' stories and represent other
characters with accurate details and sensitivity. On stage he could adapt his character closely to others. He was aware
of this however and he asked applause for his performances. The realities of his life – that he was supposed not to
know – must have been so impossible to withstand that he had to disconnect. It was only in the imagined reality that we
observed him settle a little. Having his own story played back by others was very difficult for him as if no one could really connect to his particular reality. He was always trying to correct others, trying to gain some control over his life and to
also communicate with others. Telling stories was a means for him to give some sense to the insanity in his life. The
question remains how could we have transferred his stage abilities to his everyday context and help him create a frame
that could reassure him enough to get along with others around him?
A possibility to be safe. This last story is about Tom, a 9 year old, who had been abused. His own father had raped him
and attempted repeatedly to kill him keeping his head in water while his brother and sister had to count the time. He
would also tell how he saved his mother's life with the help of his brother when his dad tried to strangle her. His mother
finally escaped with the kids and they crossed the amazonian forest during some months of scary survival conditions.
He was now repeatedly reproducing fights with mates at school and described himself as being ‘a fighter’. He constantly felt too hot and the smallest trigger was enough for him to feel he had to defend himself. In the playback theater
group, he discovered other kids had also undergone difficult life events and he could experiment with new roles. There
were fighting roles but also roles where he had to take care or be taken care of where proposed to him and he accepted these with some excitment and pleasure. He told stories of having been molested by his father but he also
heard stories where the father would be strong enough to protect or be strong in front of son's misbehaviour.
Since the group was reporting many agressive stories we decided to work on creating safe spaces. We did this in the
warm up part of the session but also by proposing that they tell stories on trust. This is when Tom decided to tell some
other members about the rape. This dispay of trust was followed by a story about having fallen in water and his big sister coming to save him. Here we observed how Tom used the space of playback theater to dare to tell some of what
had happened to him and to create a connection between these events and his need to always be ready to defend himslef. During this time, he was able to also experience new ways of interacting with others and to portray positive roles.
The therapeutic effects of playback theater on kids that have gone through traumatic events
While the effect of trauma on children has be to create dissociative symptoms so as to survive, when they come to
create a scene in a story, all aspects of life get connected again. Around a basic structure of respect, some words are
repeated and others are proposed by the actors to complete what may not have been said (because of memory loss or
lack of word to express the emotional event); other words come to create links between parts of the story that may
have at first appeared without connection. Also, the actors can propose sensory and emotional aspects of the story that
had not been directly described. This can help the narrator get connected to emotions that he had disconnected from
during the event (fear, anger) and can also help them to withstand the traumatic effect of the story because of all the
other emotions that are proposed (care, love, laughter, tears). The narrator-spectator can process while being protected by his special situation near the conductor and also in the safe context of the playback theater session. Finally, metaphors are used which provides a creative and artistic means to work on difficult issues in a indirect way and
therefore easier to stand. Metaphors also offer a way to create connections between different aspects of the story in
a form that gives meanings where before it was meaningless.
continued next page
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Playback with young people in a psychiatric centre, continued from page 15
As for the kids who get chosen as actors, it is an incredible opportunity to get to express emotions that may be connected to their own stories (actors don't get chosen for no reason, something is recognised- which the kids actually
easily say : « I chose you for that character because I believe you can do it well »). It is amazing to observe that
these kids who have a hard time showing empathy in their everyday life become so eager at listening deeply to the
stories and enacting with as much respect as they can. It never happened that a child became foolish at an other
child's story even when they felt it may have not been really true or when it was loaded with difficult emotions. It is
also for those who have undergone trauma a way to experience other maneers to react to situations (desensitize).
Those kids get to work on recognising, differenciating, naming their emotions which might be more difficult to do for
oneself (We ask to « stop on action » to clarify what the character may be thinking). Doing it for the artistic process
and serving the narrator, the actor-kids are actually working hard on creating connections between words, emotions,
images, sensations, and actions. They are fully experiencing the present moment, building connections between
past events and what they are going through and therefore allowing possibility for future.
We didn't think of the use of playback theater for traumatic issues at first, but spontaneously when we said it
was a place where the kids could tell their stories so as not to feel lonely anymore and be able to work through them,
colleagues adressed us younsters that had undergone quite dramatic real life stories. Indeed, the form of playback
theater offers that a real story is told while doing as if it was « only anybody's story » allowing a safe distance between the owner of the story and the character that enacts on stage. The traumatic story becomes an object that is
differenciated form the person, it is a « story that has happened » but that can be handled by others who show they
can understand some of it since they can play it. Maybe the esthetic frame of theater was also needed by the healers
so that the secondary effects of the stories would be contained in the artistic setting. The beginning and ending rituals seem helpful to differenciate the real and imaginary scene but also to introduce the story to the community and
transform traumatic destructive potentials in possible creative ressources for the young and ourselves to learn from.
Kathleen OLIVIER—kathleenoliv@yahoo.com—is a french dramatherapist, clinical psychologist expert in neuropsychology and writer. She
is working in a psychiatric institution where families and kids are offered psychological support. She discovered Playback theater when she
was a student in Montreal and has been directing and playing in her playback troup Histoires de Voirs in Perpignan- south of France - for the
past 7 years. Facebook Histoires de Voir ; www.créathérapie.org

“Learning to Live in My Head”
Playback Theatre PossibiliƟes with People in Early Recovery from AddicƟon
Brian Tasker
In this short piece, Brian Tasker (UK) provides some insights into the context and background of introducing Playback Theatre to people in
early recovery from addiction. He illustrates some of the paradoxes and conflicts in the world of addiction and recovery and gives thoughtful
consideration about the way Playback Theatre might assist.

Stories of recovery from addiction could offer a rich vein for Playback Theatre within the contained setting of a residential
Rehab. The importance of containment, boundaries and structure are crucial to replace the chaos and unmanageability of
active addiction and the ritual of Playback Theatre can support that.
In my years as a counsellor in a rehab, listening to the stories of addicts, by far the majority started using in their early
teens, cannabis, sniffing glue, alcohol etc., it doesn’t really matter as twenty years later when I met them, their lives were in
ruins as they had predictably moved on to harder drugs or just drunk themselves nearly to death. Everyone thought they
could manage it but no one could. They’d often spent time in prison, smashed up their families, lost contact with their children and badly affected their health with collapsed veins, hepatitis and liver damage and were plagued by self-hatred,
shame and low self-esteem. I’ve heard these stories, seen the results, witnessed the difficulties with recovery and heard
about the deaths so many times that an aversion to substance use seems a fair response - it stopped looking like fun a
long time ago. This gives rise to the conflict of the ‘serious’ worker (holding the boundary) and the spectrum of responses
from clients that recovery includes – not everyone in treatment is committed to their recovery. Ambivalence is a regular
visitor to a treatment centre and conflict is a constant theme as the dynamics of addiction are played out in how the rehab
functions.
Honesty is really the only antidote to what can sometimes feel like an enduring negativity. From the outside, treatment can
seem harsh and unrelenting which is exactly what addiction is to the addict from the inside. Perhaps that is why so many
rehab staff have their own stories of recovery. Personally, I stopped using substances more than twenty years ago to support my interest in Buddhist meditation and my childhood experiences of growing up with alcoholism in my family taught me
an aversion to euphoria. But what supports me in my work is accepting my powerlessness over the behaviour of others
which also empowers my boundary and capacity to continue to say ‘no’ when necessary. I don’t have to play. The alternative is repeating the co-dependence that maintains addiction in the family and other relationships and perpetuates the ‘feelcontinued on page 31
good’ culture that undermines honesty and encourages distraction.
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El teatro Playback en el
Encuentro internacional de teatros de transformación
Salamanca 4,5 y 6 Julio 2014

Organizado por: USAL (Universidad de Salamanca) - AEP
(Asociación española de Psicodrama)
Ana Mª Fernández Espinosa

Cada vez es más evidente el interés en muchos profesionales de distintos ámbitos, hacia el teatro y las técnicas
teatrales que buscan una finalidad no solo artística, como el teatro "convencional" (aunque éste también pueda ejercer esta vocación transformadora de otro modo); entre otras evidencias, respecto a la asociación a la que represento en este encuentro (AEP) ya en 2010 se realizó el "I Encuentro Teatro y Sociedad", en Granada, como XI talleres
AEP; aunque entonces el Playback tuvo representación escasa. Y continúa en este "Encuentro de teatros de transformación".
Este interés promueve la necesidad de buscar otros referentes teatrales, otra metodología y otro cuerpo teórico y
técnico, así como de crear otra mirada del público y de desarrollar escenarios diferentes para la puesta en escena.
Entre los nuevos objetivos aparece la búsqueda de movilización personal y grupal en la función (tanto física, cognitiva, emocional, y de otros elementos del mundo interno de cada participante),de la reflexión, del tomar conciencia
de aspectos latentes o "velados" de la realidad (para después del proceso de "darse cuenta" poder cambiarla o
transformarla) del desarrollo personal, de la liberación frente a la opresión (de múltiples contextos), de la creatividad
transformadora, del empoderamiento, de la dignificación y puesta en valor del ser humano desde su esencia del ser
(practicando la saludable "ego-reducción"), y en general desde una concepción humanista, en la que cada espectador es un co-productor de la función.
Un término cada vez más empleado hoy día es el de teatro aplicado, lo que añade el señalamiento explícito en el
concepto de la importancia del contexto y/o del objetivo.
Estos nuevos escenarios emergentes incluyen espacios del contexto sociocomunitario (asociaciones- de mujeres,
culturales, de inmigrantes, de pacientes o de sus familiares cuidadores-, centros penitenciarios, ONGs, intervención
en el ámbito del trabajo propio de las Instituciones-Servicios sociales, Servicios de salud, etc-, participación ciudadana, organización de actividades interculturales, animación sociocultural, etc...) el educativo (actividades teatrales
en centros escolares, trabajo con adolescentes, actividades de prevención en centros escolares, aplicación en la
Universidad) el pedagógico o formativo (entendido como aquellos ámbitos en los que se promueve el aprendizaje o
revisión de un rol, pero no en el contexto escolar, y con un componente psico-socio-educativo amplio, como por
ejemplo la formación del voluntariado, el desarrollo profesional, ...), el clínico (empleo como recurso psicoterapeútico con distintos tipos de pacientes en un contexto clínico) incluso el organizacional y empresarial (profundización o
mejora de los procesos relacionales entre las personas en las organizaciones y las empresas, resolución de conflictos, coaching).
En este Encuentro internacional pudimos disfrutar de un espacio en el que conocimos, experimentamos y reflexionamos juntos sobre los distintos tipos de teatros de participación, improvisación y transformación, que se
están desarrollando tanto en España como en diversos países (Alemania, Portugal, Brasil, Inglaterra, Argentina,
España, etc) así como conocer la manera de hacer de las distintas compañías y de los coordinadores de compañías teatrales. Aunque fue sólo un "aperitivo", un inicio....
Un grupo de unas 40 personas, con un entusiasmo y una energía que lo hacían parecer más numeroso aún, vivimos intensamente el largo y caluroso fín de semana, que nos dejó profundamente conectados entre nosotros, y
también con el rico juego teatral.
Y fruto de esta estimulante experiencia fuimos testigos del nacimiento de algún proyecto, como del inicio de la andadura teatral como grupo de playback de una nueva compañía, de otro próximo encuentro teatral en España, del
acercamiento de alguna persona que lo desconocía hasta el momento, quizá de un próximo libro sobre esta temática, etc..
Tuvimos representación internacional tanto latinoamericana como europea.
Hubo teatro debate con Angelo Medeiros, de Brasil, colaborador de Moysés Aguiar; teatro social con Fernando
Crespo y colaboradoras, de Bilbao; teatro espontáneo con Andrea Montuori, con Cristina Domínguez Vázquez
(España) y con J. Antonio García Casal (Uruguay);teatro foro, teatro de la escucha y educación popular con Emma
y colaboradores, de 3Social, de Madrid; Sociodrama con Esperanza Fernández Carballada de Madrid; exploración
de los efectos de la música aplicados al teatro espontáneo y playback, con Ana Fernández y Pablo Vicente
(Salamanca); la improvisación como recurso teatral por Pablo Málaga (Salamanca); Dramaterapia integrativa por
Lucilia Valente y Gabriela Cruz (Portugal); teatro playback por José Marqués y Antonio Vicente (Portugal), por Jutta
Heppekausen de Alemania, por Brian Tasker de Inglaterra.
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Encuentro internacional de teatros de transformación
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Realizamos también una mesa redonda, en la se compartieron algunas historias personales de los ponentes, que explicaban su recorrido personal y teatral, y se discutieron aspectos muy interesantes, como las diferencias o similitudes
entre el teatro espontáneo y el playback; también si el playback es o no terapeútico (concluyendo que su objetivo no
es terapeútico -no parte del contrato terapeútico inicial necesario, no tiene este encuadre- aunque tiene efectos terapeúticos -por la exteriorización y la identificación de aspectos del mundo interno que promueve, por la conexión entre
el grupo, por la dimensión ética implícita en él, etc..); sobre si la escucha es igual en los distintos teatros o no (se señaló que en el playback el director es también un co-creador de la historia a representar); y también sobre el sentido
de familia que proporciona su práctica, y sobre la activación del "yo auténtico" conseguida a través de la "egoreducción", que hace que los grupos que lo practican sintonicen intensamente en una melodía muy humana, apasionante, activando una experiencia incluso espiritual y/o "transpersonal". Personalmente, a mí me impresionó mucho
como una playbackera magistral que tuvimos como ponente, entre otras cosas decía que sentía que su misión es expandir el playback por el mundo... como ella hace.....Esa coherencia y profundidad que percibí en ella, con esa trascendencia vital, personalmente prendió y conmovió mi alma también.
Al finalizar el primer día de curso, también participamos de la representación de una función de teatro espontáneo la
noche del viernes, a las 21,30 horas, en el Patio Chico, parte trasera de la catedral de Salamanca (entre cuyas piedras pusimos juego teatral y vida), que dirigió Jesús Antonio García Casal.
Y el segundo día, de una función de teatro foro, sobre el papel social de la mujer en la actualidad, el sábado a las
21,30 en el claustro del Colegio Arzobispo Fonseca, conducida por Emma Lucía Luque Pérez, de 3Social.
En el poco tiempo libre que tuvimos encontramos un huequito para celebrar el cumpleaños de nuestro nuevo amigo
Brian Tasker, y regalarle la música improvisada de Darío Gómez a la Guitarra y Pablo Vicente al Cajón flamenco.
La función final de cierre del encuentro, con playback, realizada por la compañía de Salamanca Entrespejos (a los
que agradezco mucho su participación) puso de manifiesto un "argumento" o narrativa presente en el público, en la
que desde el aspecto más tribal del grupo (en el que destacaban las funciones de apoyo, colaboración, contención y
ayuda mutua), se continuió con la necesidad de pedir perdón a otro miembro del grupo en ocasiones (para reparar
algún fenómeno grupal o alguna situación vivida que produjo algún tipo de dolor o malestar) ; después la sensación
del conocimiento y la sabiduría personal adquirida a través de la relación con los otros, y el goce de ser consciente de
ella (sin narcisismos reductores de la experiencia) ; y el disfrute del momento en el que uno aprende con los demás,
con gozo y disfrute en este juego espontáneo, pero junto con la presión y el paso del tiempo, inexorable...que dejan
un sabor ambivalente, con varios matices...
...Estas son algunas resonancias recogidas después del encuentro : sentirse en casa, transmisión y aprendizaje, tierra
fértil surgida del encuentro, seguir creando y co-creando juntos, intensidad vivida, transformación a través del teatro,
soñar juntos, sentirse en familia, etc..
Gracias a todos: directora, colaboradoras, ayudantes de la organización, intérprete, y a todos los participantes por
haber estado aquí...y haber hecho este sueño realidad !

Ana Fernández Espinosa es miembro regular del IPTN (International Playback Theatre Network). Realizamos funciones, con la
compañía “Entrespejos” desde el año 2005. Coordinadora de la AEP para el encuentro; anaferespi@telefonica.net www.aki
-psicodrama
(artículo escrito por invitación de Jutta Heppekausen)
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Encuentro internacional de teatros de transformación (1)
Salamanca 4, 5 and 6 July 2014
Organized by: USAL ‐ University of Salamanca and AEP, the Spanish Associa on of Psychodrama
Ana Mª Fernández Espinosa
It is becoming increasingly evident that the range and diversity of professionals interested in theatre and theatrical techniques beyond artistic purposes is growing. Theatre for transformation has entered into our imaginations and in the latest
gathering in Salamanca there were strong indications that this enchantment with theatre processes for transformation will
continue to grow. Playback theatre was initially included in our first gathering on Theatre and Society back in 2010 in Granada in a very small way, yet interest in Playback Theatre has grown significantly as with much higher visibility in the recent
gathering on theatres of transformation. Such persistent interest suggests the need to explore other theatrical references, to
seek different methodologies, to develop theoretical understandings and technical skills, and ensuring there are diverse scenarios for staging. As well as developing the way the public views this work.
Driving the growth in theatre applications are contemporary objectives such as our search for personal meaning and group
function (on many levels - physical, cognitive, emotional, and other aspects of participants’ inner worlds), our need to reflect,
to bring to awareness latent or "hidden" aspects of personal development (so that we might engage in a process of
"realizing" these so that we might change or transform), transforming creativity so that there might be liberation from oppression (multiple contexts), bring empowerment, and preserve the dignity and value of the human being (balancing healthy ego
levels), and a general humanistic approach that ensures that each viewer is co-producer of the show.
The term applied theatre, is increasingly used to describe this work which points explicitly to the central importance of context and / or lens within the work. Emerging contexts include community and social context (such as women's associations,
cultural immigrant, patients and their caregivers/family, prisons, NGO, self development, Social Service Institutions, Health
Services, citizen participation, intercultural organizations or educational activities etc ...) educational contexts (in schools,
working with adolescents, prevention activities in schools, and University applications), for pedagogic purposes (defined as
those areas in which learning or revision of a role is required, outside of the school context, yet with a comprehensive educational psycho-social component, such as volunteer training, professional development), in clinical settings (in psychotherapeutic work trying to appeal to different types of patients), and in organisational and business contexts (for deepening or
improving the relational processes between people, for conflict resolution, and coaching).
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The 2014 international gathering in Salamanca was a space to meet, experience and reflect together on the different
types of participation in theatre, improvisation and transformation which are being developed in Spain and several countries (Germany, Portugal, Brazil, England , Argentina, etc). It was also a time to get to know about how the different companies work, and to meet and theatre companies coordinators.
Although it was only an "appetizer" beginning .... a group of about 40 people, with such enthusiasm and energy that it
seemed like many more, lived-in for the intensive long weekend of rich theatrical play, which left us deeply connected. A
key outcome was the birth of a new project – the start of a new playback company, and the commitment to the next international encounter in Spain. As well as plans for a book on this subject.
The bringing together of Latin America and European colleagues in and international forum was significant for all concerned. There were diverse conversations about theatre: we witnessed a discussion between collaborators Angelo
Medeiros and Moysés Aguiar from Brazil; social theater demonstrations by Fernando Crespo and collaborators, from
Bilbao; Spanish Theatre of Spontaneity practitioners Andrea Montuori and Cristina Domínguez Vázquez (Spain), and J.
Antonio Garcia Casal (Uruguay), Forum Theatre, listening and popular education with Emma and colleagues from 3Social, Madrid; Sociodrama with Esperanza Fernández Carballada of Madrid; explored the effects of music applied to spontaneous theater and playback with Ana Fernandez and Pablo Vicente (Salamanca); and improvisation as a theatrical
resource with Pablo Málaga (Salamanca); Integrated dramatherapy by Lucilia Gabriela Valente Cruz (Portugal); and
playback theatre featuring José Marques and Antonio Vicente of Portugal), Jutta Heppekausen of Germany, and Brian
Tasker of England.
A round table was conducted on the final day in which speakers shared personal stories; their personal and theatrical
journeys, including very interesting features, such as differences or similarities between spontaneous theater and playback were discussed. This extended into a discussion about whether or not playback is therapeutic (concluding that while
the goal of playback theatre is not therapeutic, that is, not part of the initial therapeutic contract, it has therapeutic effects,
such as how personal worlds can become externalised through storytelling; and in this can then promote connections
within the group. The point was also made that Playback Theatre has an implicit ethical dimension to it); there was discussion also about the listener and the particular role of the playback conductor, who is present as co-creator of the story
that will be represented. There is a sense of family in playback companies due to the demand to be authentic and the
challenge to ego which means that groups who practice intensely are tuned in on a very human level; resulting in a passionate melody that is close to a spiritual and / or "transpersonal" experience. Personally, I was impressed by the mission
of one speaker, a Playback Master, who shared her vision to expand playback theatre around the world. The depth of her
commitment was inspirational and touched me profoundly.
We also shared performances. The first evening culminated in a presentation of Theatre of Spontaneity led by led Jesús
Antonio García Casal in the Patio Chico, at the back of the Salamanca Cathedral. While, at the end of the second day we
experienced a Forum Theatre performance in the cloisters of the Archbishop Fonseca College. This work, on the social
roles of women today, was led by company 3Social’s Emma Lucia Luque Perez. Amidst of the rich program we also
found a little free time to celebrate the birthday of our new friend Brian Tasker, and share with him the music of skilled
improvised guitarist Dario Gomez and Cajon flamenco expert Pablo Vicente. Our final performance, to close our gathering, was Playback Theatre with Entrespejos Salamanca (which much appreciate for your participation). This performance
revealed the themes, “debates” and narrative of our group over the three days.
There was acknowledgement of the tribal aspect of
group life and the need for key roles (support functions, collaboration, containment and mutual aid). The
need for continual apology among participants also
featured (the need to repair the group or to appease a
situation that caused pain or discomfort). The enjoyment of sharing of knowledge and personal wisdom
through relationships with others, and enjoyment of
being aware of it (without reducing the experience to
a narcissism); the joy of learning with others through
spontaneous play, mixed with the experience of working under time pressure, leaving us with an ambivalent flavour at times, with various shades to our experience. Themes also included: feeling at home, witnessing transmission of skills and experiencing the
learning that emerges from a fertile encounter, the
commitment to continue creating and co-creating together, to live intensity and transformation through
theater, to dream together, etc.
A big thank you to all: directors, collaborators, organisational helpers, performers, and all the participants
for being here—you have all made this dream a reality!
(article written with invitation from Jutta Heppekausen)
Ana María Fernández-Espinosa anaferespi@telefonica.net www.aki psychodrama. AEP Coordinator for the meeting

Note: (1) Interna onal Gathering of Theatres of Transforma on
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Sexuality and eroticism

The “forbidden” spaces in Playback Theatre
Assael Romanelli

Informed by key reading in the area, Assael Romanelli investigates areas that might be considered taboo or even forbidden within playback theatre events. Drawing on his own dedicated practice with actors in Israel, he reflects on his
experience and makes some recommendations for practice.

As a Playback Theater (PT) instructor and conductor throughout the years I've noticed that we rarely hear a story in
workshops or performances that specifically talks about sexuality and eroticism. Thus, I’ve rarely seen actors enact
erotic or sexual stories. A few years ago, I started wondering why this is so and began investigating these topics in
workshops. Since sexuality is a major part of our lives, I thought that many stories we hear in workshops and performances implicitly include aspects of the erotic and sexual elements. I started reading about this topic and found a book
called “Mating in Captivity” by Ester Perel (2007) that influenced me both as a therapist and a PT trainer. I will refer to
this book throughout the article.

Definitions
Let us begin by defining the illusive terms of intimacy, sexuality and eroticism.
Intimacy is defined as “A close, familiar, and usually affectionate or loving personal relationship with another person or
group” (1). Perel (2007) adds that Intimacy requires repetition, familiarity and security. We focus on our partner, take
care of him or her and expect the same, allowing ourselves to feel vulnerable.
Sexuality (or sexual) is defined as “Involvement in sexual activity, having sexual organs or reproducing by processes
involving both sexes” (2). For our purposes we will use this term to refer to the physical act with the male and female
genitals.
Eroticism is defined as “The use of sexually arousing or suggestive symbolism, settings, allusions, situations in art,
literature, drama, or the like” (3). Perel sees eroticism as a space or sphere within a relationship that includes separateness: “Aggression, objectification and power all exist in the shadow of desire, components of passion that do not necessarily nurture intimacy. Desire operates along its own trajectory” (Perel, 2007, p. 31). This description echoes
Schnarch’s (1997) emphasis of differentiation, the ability to maintain who one is within a relationship with someone
important, as a key component of sexuality and eroticism. Therefore, when we want to play onstage the erotic space,
we must create a space where there can be power dynamics, aggression and most of all objectification.
Since the intimate and erotic spheres are addressed directly and indirectly, in some of the stories we tell and hear in the
PT experience (and possibly in our daily lives), it is important that we develop simple techniques that will enable us as
PT actors to play back these sensitive, elusive, somewhat taboo spaces.

Archetypes
In order to play erotic spaces, we must know if our character is male or female. Since we never know if the character
we are chosen for is the same sex as we are, I find that it is valuable for actors to be able access their male and female archetype onstage.
According to Carl Jung, there is a collective unconscious that is the psychic system of a universal unconscious that is
shared by all humanity (4). Archetypes are defined as universal, archaic elements and images that derive from the collective unconscious (5). These archetypes are autonomous, hidden forms,
which are transformed once they enter consciousness and are given particular expression. As inherited potentials, entering the consciousness as images or manifesting them in behavior or interaction with the outside world can actualize them. I will focus on the two
main archetypes relevant for our discussion: Anima and Animus (6).

Anima is described as the unconscious feminine psychological qualities that a male possesses, or as a feminine inner personality. Animus is described as the masculine ones possessed by the female, or as a masculine inner personality. I use the
Anima and Animus is broader terms. Anima is the feminine essence/quality in all of us, and Animus the Masculine
continued next pg
Page 21

from previous page

Sexuality and eroticism
equivalent. We all have both of these archetypes and shift between them throughout our life. These two archetypes could
be compared to the Ying-Yang Chinese concept (7) of complementary forces that interacting to form a synergistic
whole. Both Archetypes exist together in every character in every story we tell and hear. In some stories, we can decipher which archetype was the dominant one in the teller, antagonist or other characters.
In our workshops, we tried to actualize these unconscious archetypes so we can have better control and clarity in the PT
enactments. I have found two simple ways to embody these archetypes on stage. These embodiments help the actor
avoid superficial stereotypical gestures (such as high pitched noises to play women, low pitched voice to play men, emphasizing the chest to play women, walking heavily in order to play men and such…). Focusing on breathing, physical
awareness and a clear mental image, all help to deliver a powerful archetypal character that is authentic as well as a deep
representation of the archetypal nature of the story’s character, which can lead to greater identification with the audience.
The way we embody the Animus archetype is by nasal breathing to the chest are while squeezing the buttocks muscles. The combination of these two activities, send a message to the unconscious mind of certain energy. We add to
this physicalisation, the imagery of a line, accompanied with mental focus of wanting to achieve a goal, to penetrate.
The movement in space within this archetype is in straight angles, focused and walking in perpendicular lines. Usually in workshops, participants confuse this archetype with the feeling of anger or competition. It is important to stress
that this is an archetype that can experience a myriad of feelings.
The way we embody the Anima archetype is by relaxing our jaw, and opening our mouth so it forms a small circle (8)
and breath deep abdominal breaths (with or without a hand on the abdomen to help focus the breathing there). The
imagery is that of a circle, with the mental focus of nurturing the space, bringing it into myself, connection. Body relaxed, legs shoulder length apart. The movement when practicing this archetype is circular motions, with round limbic
movements. Participants usually confuse this archetype with feelings of love. Like previously stated, this archetype
can experience a wide range of emotions, including those of anger, hatred, jealousy and such.
When physically embodying these two archetypes, participants usually experience different emotions, associations,
thoughts and even songs. I suspect that these instinctual and intuitive associations, usually dormant, are connected to
the person’s archetype. It is interesting to note that not every male prefers (or feels most comfortable) in the Animus
archetype, just like not every female prefers the Anima archetype.
We have notice that every actor has certain idiosyncratic archetypal reactions and preferences, when interacting with a
partner of the similar or opposite archetype. These idiosyncratic preferences are a great treasure for these actors, which
they can use onstage to better embody the archetype. Once the physicalization of the archetypes is understood, it is
possible to categorize characters in the teller’s story by what archetype dominated them in the story. We must remember that coming on stage, with a clear archetype, is a wonderful gift to the fellow actors, allowing a clear, powerful
depiction that can reverberate on deeper levels beyond the superficial stereotypes of men and women. Playing with
manifestations of these archetypes brought to the surface many general issues regarding gender and power in society,
much larger discussions than just the erotic.

Intimacy and eroticism: Yes/and or either/or?
We now focus our attention to two different kinds of energies or ways of relating in the intimate and erotic spheres.
Perel (2007) writes that the “seeds of intimacy are time and repetition” (p. 21). She adds that one shouldn’t perceive
intimacy as a static feature of a relationship, but as “a quality of interaction that takes place in isolated moments and
that exists both within and without long-term relationships… I no longer look at relationships as being either intimate
or not. Instead, I track each couple’s ability to engage in a series of intimate bids tendered over time” (p. 51). In short,
intimacy requires us to see our partner as a complex, sensitive subject (in contrast to an object) where we can feel safe
and secure.
For our purposes on stage, we found that the quickest way to build intimate moments with a fellow actor is by matching their breathing, maintaining eye contact (better to focus on one eye than to switch between both eyes), and to imagine the soul/child/sage in that person. One can also imagine that he or she shares a secret with their onstage partner,
thereby creating an invisible wall around the couple, distinguishing them and the world. Another helpful technique we
found was to imagine an invisible elastic “thread” or “light” connecting you and your partner (through your navels).
All these techniques help establish quick intimate moments onstage that can in turn create and exhibit an intimate relationship onstage.
Eroticism, as described earlier, is a sphere of separateness, selfish enjoyment and objectification. It is a sphere of danger, power and uncertainty. Participants are usually surprised and challenged by this view of eroticism as not being
“politically correct” or “sensitive”. Perel (2007) writes that indeed eroticism is seen as a dirty, which doesn’t fit with
the western ideas of equality and feminism. That being said, eroticism is still a part of everyone’s life and therefore
should find its way to the stage.
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Our translation of this energy on stage is by objectification of our partner, which is the process of not seeing one’s partner as a complete “person” but as an object that can give him pleasure. That can be achieved by not looking in his or her
eye and seeing the special soul within, but rather to deconstruct that human to different objects. These objects are his or
her body parts. There is no need to focus on the partner’s genitals or to think “dirty” thoughts about them for this energy
to come across to the audiences. It is enough to just to deconstruct the fellow actor to specific body parts, and focus on
those parts that give the watcher pleasure. We found that even focusing on a button, stain or jewelry can give the effect
of objectification.
Objectification can be done not only to humans but also to objects/ideas that we desire: Chocolate cake, a raise, a new
car and more. This technique can be applied to onstage objects as well as to fellow actors who play these objects or ideas. I find that in workshops, when working with actors, better to use the term objectification instead of erotic, to help
actors avoid embarrassment.
These two energies are very different in nature and in practice on stage. “We’re walking contradictions, seeking safety
and predictability on one hand and thriving on diversity on the other” (Perel, 2007, p. 4). That tension which runs
throughout Perel’s book, is the same tension we actors face onstage.

How do we bring it all together to the stage?
This matrix suggests that there are four options every PT actor, whether a Ninja actor or the teller’s actor, can choose from.

Archetype/ energy
Anima
Animus

Intimacy

Objectification (Erotic)

We repeatedly find that a strong, clear choice of archetype and energy by an actor helps enhance the emotional intensity
and universality of the enactment. As written before, the actors can listen to the dominant archetype in every character as
a way to help choose how to play that character’s archetype onstage and then match it with the appropriate energy.

Touch
“Not coincidentally, this entire emotional history plays itself out in the physicality of sex. The body is the purest, most
primal tool we have for communicating… The body is a memory bank for the sensual pleasures of the skin... a storage
facility for the distress and frustration we endured, and the pain we have suffered” (Perel, 2007, p. 111-112). In regards to touch onstage within erotic stories, we found that no touch is necessary to create these spheres onstage (or
even text for that matter). The essence of the erotic can be portrayed through archetypal embodiment and interpersonal
focus on intimacy or objectification. That said, we experiment in our workshops in the four types of touch through the
above matrix, and found that even minimal touch can be sufficient to deliver the sphere of eroticism, as long as both
actors hold on to their archetype and energy (9).

The “third” in PT
“The presence of the third is a fact of life… acknowledging the third has to do with validating the erotic separateness
of our partner” (Perel, 2007, p.198). This “third” is the person external to the relationship that helps maintain the erotic within the dyad, by adding the possibility that the partner is not belong solely to the relationship, therefore emphasizing the partner’s separateness. In our context, it is the Ninja actor (10), who is not one of the main characters in the
story, who can help accentuate the unique relationship between the teller’s actor and the antagonist.
The ninja actor can choose to play the opposite energy to the antagonist, thereby enhancing the unique nature of the
relationship between the teller’s actor and the antagonist. For example, to help emphasize the intimacy of a romantic
crush between a man and one of the girlfriends of his sister, the teller’s actor can choose to objectify the other actor
playing the other girlfriend, and save the special, eye contact, intimate energy to the antagonist.
Or to best depict an actor wanting “more than just friends” with his roommate, the ninja actor can play the third roommate, who maintains an intimate dialogue with the teller’s actor, say around a card game, while the teller’s actor can
slowly start objectifying the antagonist.

A few lessons learned from workshops
Here are a few lessons we learned in workshops when playing with this matrix in workshops:

In short forms, best that actors choose one clear choice in the matrix and avoid shifting between the energies.

When objectifying, it’s hard to feel rejection or shame. In order to connect to those feelings, the actor should look
his or her partner in the eye. We find that the moment of creating or breaking eye contact can be a vertical offer
(11), changing the emotional scene forward to a new emotion.
continued next pg
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Sexuality and eroticism











To play an onstage relationship (or affair) that is erotic and intimate, both actors can switch often between visual
expressions of intimacy and objectification, while matching and mirroring each other’s body language. The physical mirroring that produces a basic intimacy, together with the visual objectification, create a combined energy of
erotic intimacy.
Any song that is sung in one of the four options in the matrix can enable a powerful enactment on stage, as long
as the singer is clear on the archetype and energy he or she is singing with. Actors can change the lyrics to enhance the song’s effect.
Any text can be used in any one of the four matrix options. It is not necessarily the content, but the delivery of
the song that shapes the erotic/intimate mood.
Metaphors can be a great tool to use when enacting erotic stories. Using the matrix within the metaphors deepens their resonance. We found that the best metaphors are words, expressions, of actions that are part of the
teller’s story. Each story is rich in its unique symbolism and language, so harnessing the unique text as an erotic
metaphor can generate a powerful enactment.
In order to avoid constant direct objectification of the onstage partner’s body, we found that objectifying a
shared activity or object can be just as effective. For example, if the couple is drinking coffee, then objectifying the coffee, the taste, aroma, flavor and such, can be a satisfying expression of the erotic sphere in the relationship.
When playing a love triangle/affair, best to act the two relationships separately and only then have a scene
with all three actors onstage.

Bringing it all together
Perel (2007) describes the meeting of the intimate and the erotic, called Erotic intimacy: “Erotic intimacy is the revelation of our memories, wishes, fears, expectations, and struggles within sexual relationship” (p. 105). I also believe that
this typology and matrix, when played with its full range, can allow a complete, “round” depiction of the human experience: The feminine with the masculine, the intimate with the erotic, the subjective humane and the object, the teller’s
actor and the antagonist (with the help of the ninja actor).
I believe that PT companies that feel comfortable working together on erotic and sexual spheres within their rehearsals,
perhaps unconsciously send a message to the audiences that these taboo and prohibited spheres, are welcome to the
stage. By respectfully and tastefully acting these spheres in “regular” stories, tellers might be able to see the full richness
of their experience, and help resolve some of the tensions between the erotic and intimate.
In closing, “Erotic intimacy is an act of generosity and self-centeredness, of giving and taking… We need to be able to
connect without the terror of obliteration, and we need to be able to experience our separateness without the terror of
abandonment” (Perel, 2007, p. 112). These words, in my opinion, also sum up the secret of good ensemble work. Perhaps we can see ensembles as one big relationship that is trying to find the between the intimate and erotic. Perhaps also,
the relationship between the audience and ensemble in a show, can be seen a heroic effort to balance separateness and
connection, in order to create a complete, human experience.
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Musician’s Muse
When the playback of the story has ended, as part of
our ritual, the actors drop everything, go to neutral, and
look at the teller. This is to acknowledge that what just
took place on stage is our gift to you. But, for some reason, this beautiful ritual does not include the musician.
While the conductor turns to acknowledge the teller, and the actors are standing facing the teller, the
musician remains seated behind a table, keyboard, drum, or other instrument. I don’t know why or how the end-ofstory ritual evolved this way but remaining seated and invisible while the actors get the applause is what we musicians do. Or maybe it’s just the tradition of live theater: the music and musicians are heard but not necessarily seen.
I feel strongly about the musician being a part of the ending ritual because I have seen so many superb Playback performances
with amazing musicians who end up looking like the Cinderella or Cinderfella on stage; one who did as much work as everyone
else to offer a complete experience, but stayed hidden behind the ‘hearth’ because the musical contribution isn’t as attentiongetting as what the actors are doing.
Here’s my perspective. The playback of the story might not have had the same emotional impact if there was no music. The music
adds a secret ingredient that may go unrecognized but not unheard.
The music enhances the emotional beats of the story. The music helps to move things along. The music underscores an important moment. The sounds create atmosphere. Then, because the musician remains seated during the look-at-the-teller moment, it’s as if he or she wasn’t an integral part of what just happened on stage – and that’s simply not true.
I propose that all musicians and music table actors begin to practice standing up when the playback has finished and look at the
teller along with the actors. You don’t have to go out onto the stage.
Just stand where you are and, along with your fellow actors, look at the teller then sit back down. I encourage directors, conductors and fellow actors to remind the musician to stand - and give the musician a sight line to the Teller - after each story - until it
becomes natural and automatic. Practice, practice, practice.
Note to musicians: This is not about getting accolades or recognition (which is entirely earned and deserved). It’s about completing the playback ritual by silently saying to the teller, “The music was my part of our gift to you.” Everyone on stage has worked
together as a team, doing their specific job as conductor, actor or musician, to offer the gift of Playback to the tellers of the stories
and the audience.
It’s so easy to let others take the credit. But I challenge my fellow musicians to lose that way of thinking and remember that you
are an actor on stage too. If you don’t stand with everyone else it’s as if you’re saying, “What I did doesn’t matter as much as what
the actors and conductor did.” Really?
Maybe having musicians remain seated is too entrenched in our Playback culture. But, just like I’ve been trying for over 20 years
to get people to use C’mas (instead of x-mas) as the abbreviation for Christmas, I will keep encouraging musicians in our Playback community to stand and face the Teller at the end of each scene. The interesting thing is that my director, Christopher Ellinger, and fellow actors are open to and support having the musician do this, but no one (including me) remembers to do it yet
with any consistency. However, I did conduct a show recently and remembered to remind the actors to stand from behind the music table. Seeing everyone on stage standing together to look at and honour the teller is a truly beautiful and sacred moment.
Tonia Pinheiro lives near Boston MA and has been a member of True Story Theater since 2003. Tonia (tone-ya) is a diverse and dynamic
improvisational actor, singer, and sound healer and is the founder of Wake Up! Works and ISEEU Theater. She’s committed to social change
and social healing by engaging and empowering people through Playback and other creative expressions to shift the world’s operating paradigm from fear to love. Contact: Tonia@WakeUpWorks.org

Endnotes, cont (Romanelli)

-----Assael Romanelli, MSW, is a couple and family therapist, process workshop facilitator and a PT conductor and teacher. He is the artistic
director and conductor of the PT ensemble “Or Chozer” in Jerusalem, bringing PT to the religious and ultra-orthodox Jewish communities in
Israel. For more about his work, check out his website: www.assaelr.com / info@assaelr.com
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Playback Theatre Conductor Workshop
Bakó Tihamér

In this section, Bakó Tihamér carefully sets out his recent work toward developing and supporting the role of the
Conductor. His piece brings together over 10 years work within the Hungarian context. Organised in three sections, the
article initial reports on the structure and progress of conductor workshops for those new to conducting, but familiar to
playback. In the second section, he follows this up with a discussion on the place of supervision within a playback
progressive learning framework, and in the final section he turns his attention to the demands of building a Playback
Theatre Company.
In the spring of 2009 I decided to set up a conductor workshop for my students who have performed as actors and sought
to become playmasters or at least to try their hands at the role. The idea was to arrange a retreat from the world more or
less once every 3 months in some beautiful natural environment so as to have an opportunity to discuss the role of the conductor and shape it in the framework of a workshop. The cooperative work was planned to take place in three sections..
In the irst section I had two goals in mind. First of all I wished to offer each participant occasion to focus on their conducting with respect to group leadership and the feedback received. During those weekends I planned to contemplate topics
both highly relevant for the participants and also closely connected to conducting. The second section was planned to allow
for conducting in a real environment. Anyone would be allowed to host a workshop in their own setting, possibly even to
conduct a performance during this time and in that place. The irst day of the workshop would include joint work and an
evening performance. The next day would be assigned to analysis of the event and feedback on the conducting. The third
section would be assigned to watching the playmasters conduct in their own environment and followed by feedback during
the workshop.
Conductor Workshop—the irst steps
To start the conductors’ workshop we retreated for two days to a countryside mansion. In the irst round each participant,
individually, walked in the garden to think about their own philosophy of conducting. This was followed by a joint discussion mutually re lecting on our ideas.
After a collective warmup we set up the space of playback theatre. A stage was built with the conductor, the musicians and
the actors. An auditorium was assigned with audience. We did some playback theatre so that we can analyse the actual
conductor’s performance. Each of us took turns as conductors, musicians, actors, storytellers and spectators.
The ritual feedback went like this:
Having completed the interview and the story played back by the actors, the conductor bid farewell to the storyteller. In
the interpretation phase that followed the conductor shared his re lections on:
What happened and why?
What could have been done differently?
After the conductor’s re lection the teller gave feedback on the impression left by the conductor. This was followed by feedback from the musicians and the actors focusing on the conductor’s performance, communication with the musicians, interpretation of the story for the actors etc. Then came a personal feedback to the conductor with respect to style, communication with the storyteller, with the actors and spectators, identifying and working out the focus of the story etc. This was
then the process of the conductor workshop where each participant had an opportunity for individual conducting.
In the irst phase several issues came up concerning the conducting and participants’ perceptions centering around the
following points:
-- Conductor’s interview
-- Style of conducting
-- Dramaturgy – who writes the dramaturgy of the story
-- Supervision
-- Unexpected situations and reactions
Conductor Workshop—Second stage
In the second stage participants of the conductor workshop were offered an opportunity to host the group in their own
environment. According to the plan they had the chance to “introduce” playback in an area of their preference. The rite of
the weekend was as follows:
First day: workshop activities until 16 o’clock.
From 1700 preparations for the playback performance;
1900 the start of the performance;
2100 the play ends.
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One example
Veronika hosted us in her home. She arranged the event on her own. She requested that someone else should be the conductor and
Tibor volunteered for the role. The performance took place on the stage of the culture house of a small village. There were 25 people
in the audience. None of them had been to a playback theatre performance before. This necessitated some socialization i.e. introduction to the essence of playback theatre. The performance was part of the cultural day of the small community. It followed the opening
of an exhibition and the event continued with a classical music concert. The programs strongly interacted and exciting cooperation
evolved between the three groups. On the second day of the workshop we re lected on the previous night’s playback performance
focusing on socialization, communication with audience and storyteller, elaboration of the story, interpreting it for the actors, the
rhythm of the play etc. Besides team tasks the conductor workshop also ful illed a mission by taking playback theatre to places where
it had never been seen before, thereby allowing the organizer to generate interest towards this genre of theatre. Meanwhile the conductor, freed from organizational tasks, could concentrate on the role and prepare for it during the workshop. It allowed for developing the conductor’s role in a real yet safe environment.
Conductor Workshop—The Third steps
According to the original plan the participants were required to attend the performance of one companion acting as conductor. The
next day’s workshop was assigned to the analysis of the conductor’s work, with respect to pre-given criteria (communication, rites,
etc). Unfortunately this could not take place for everyone in the whole group. Even so, I considered this section a vital part of the process which was not to be omitted. That’s why I personally looked up each participant of the group who had conducted and we assigned some time to hold a “workshop” between the two of us.
During the encounter devoted to the analysis I asked the conductor to re lect on the process irst. The analysis was done with respect
to several aspects of the conducting. Eventually I joined in. In the inal section of the conductor workshop this occasion developed into
a real shared work of elaboration.

Supervision Techniques in the Playback Theatre
Supervision seems to me one of the most effective of processes and I am inclined to use it both as a psychoanalist and as a
psychodrama trainer. Besides, I often use supervision techniques as a university professor and in psychodrama training. Also, the
experience I have compiled in these four decisive areas of training strongly interact. Supervision combines psychoanalytic depth with
psychodrama’s emphasis on action, the focus on personal experience in education, with the creativity of playback theatre. Below I
describe some techniques used in playback training, as well as in further education and personal development. Due to space
limitations I will describe only four methods I often use.
Supervision Feedback, Live Video
Supervision feedback is one of my most frequently applied approaches. It goes like this: I receive request for supervision of the
conductor’s role. There are two possibilities: the contract either concerns two persons when feedback is received by the conductor
alone, or it involves the entire company with special focus on the conductor’s performance.
In both cases I see one or more playback performances conducted by the person under supervision. Whenever possible, this is also
recorded. Next time we’ll watch the recording and analyse the conductor’s role from several aspects such as contact with the audience,
the company, and the tellers. The rhythm of the play including warmup, going into depth, closure. The rites of the evening such as
tuning in, spectator encounters, interview with the teller, the tableau etc. The conductor performing as director and dramaturg.
I carry out this analysis on the basis of the playback performance I have seen before the actual supervision starts. I pick the parts of the
recording to be replayed. When the analysis is done with the company, the situation is „put on stage” and we dissect it as a live video.
When done individually, we use such tools as stones or other objects. The analysis not only concerns the mistakes but also reinforces
what was safely done and points that were well received. Furthermore, during the analysis we don’t stop at the level of bad feelings, as
we create opportunity for different, novel options. Supervision with the entire company offers real opportunity for creative
development, especially when done over several sessions.
Let me illustrate this form of supervision with an example taken from a two-day training course in another country. It included oneday training with preparation for the playback, the show itself (recorded for my analysis the next day), as well as the training based on
it and the closure.
Let me enlarge on one aspect. On one occasion the conductor mentioned that she had failed to harmonize with a storyteller whom she
felt somehow alien to her. Helé ne could not see the reason. Watching the recording was of little help so I applied the method of ’live
video’. The supervisee puts her experience ’on stage’ scrutinizing the details to ind the moment when she felt touched. In this process I
applied action methods used in psychodrama. The supervisee went into details in role reversal with her alterego to discover the
moment when she felt touched. It happened when she became aware of her posture, her attitude and her contact with the teller. On
realising this she sank into a chair. From this moment I used the technique of playback theatre. We put it on stage with actors and
musicians and she took the teller’s seat. She told us that during the live video she felt angry with the storyteller. Also, the story she had
heard was somehow familiar. It was about a love triangle. She was consumed by the girl’s self conceit and arrogance. She also
expressed that she wished to say no more of this. Of course, I accepted this. I even reinforced her, saying this was all about the
continued next page
supervision of the conductor’s role.
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Our teller wished to see the moment when two Helé nes were on stage, one creatively resolving the situation and another in despair.
It was the actors who worked out a creative solution. They performed the two kinds of scenes alternately, careful to inish the play
with the ’creative’ conductor’s scene. This event of supervision provoked exciting discussions about what a conductor or even an
actor can do in enabling a change in state affecting the involvement in or separation from the professional role.
Brainstorming in Playback
Mostly I apply this technique when the supervisee would like to see new ideas presented by the supervision group. My perception at
such times is that the teller, aware of the personal involvement, is not prepared to share it but needs to ind a way out. The
technique of Brainstorming in Playback is quite appropriate to this end.
A member of the conductor workshop once shared with us a case when the teller’s story had shocked her. Sitting in the teller’s chair
in the supervision situation the subject shared with me her experience of conducting. She indicated that she would like to recount
the teller’s story, however, she needed to have ideas only about the conductor’s role. Mary also told me about the sense of
involvement she felt when hearing the teller speak about his father being taken away in an ambulance. His mother felt rather feeble
and freaked out. His younger sister despaired. He was to give them strength and support. „It was then that I began to feel involved”,
said the girl. „I knew the reason, too, although I don’t wish to discuss it right now. What I need to understand is what else I could
have done. I’d rather see the alternatives.”
During the next round I invited the actors to set the stage and the conductor’s corner. They were supposed, just like during a
brainstorming, to present as many ideas as might turn up spontaneously, focusing on the situation related by the supervision
subject. Being in a conductor workshop I considered that measure of playfulness to be proper in a supervision situation. In her
feedback Má ria said that the emerging ideas had given her quite a lot. Following the play I asked her what exactly she received from
the supervision situation. „A rich set of tools and some relaxed shared experience”, was her reply.
Reconstruction in supervision
There are times when the conductor’s sense of con idence is lost due to personal involvement or anxiety. In such cases supervision
might act as reinforcement. The supervisee can facilitate this by telling about the actual experience and by reconstructing not only
what actually happened but also the internal experiences. This reconstruction, through rendering the internal “rambling”,
“involvement”, and “affect” on stage creates a “gestalt” experience. By offering a more complete view, this helps regain security and
control in the role of the conductor. Let me illustrate this with the following case:
During a company training abroad one conductor told of a “frozen experience”.
“During one playback theatre performance”, said Fé dra, “when I was the conductor, one teller shared the experience of a trip in a
foreign country with her girlfriend. One night, on their way home from some entertainment, they were attacked. Both of them were
forced into a car, taken to a remote place and then raped by four men. Then they were thrown out of the car which then drove away.
When they returned home from their trip they didn’t tell anyone of what had happened.”
“On hearing this story”, said the supervisee, “I felt annihilated. I sweated and started to cry. I could hardly keep from sobbing and
running out of the room. Yet the scene was somehow accomplished. I have almost no memories of the whole thing except for my
own miserable experience, the sense of annihilation and shame. Since then I have never volunteered for conductorship.” Suspecting
that the story had recalled personal experiences all I did was wait, without asking Fé dra or urging her, just being by her side. After a
short pause she remarked that she only wished to discuss her experience as a conductor. So I also focused on her experience in the
conductor’s role. I could see that the actors were prepared to interpret the conductor’s experience. As soon as I saw that Fé dra was
in a receptive state I asked them to show it. While they were playing she was weeping all along. She was less and less able to restrain
herself. I took her hand. I could see that she was almost sobbing. When the playback was over the pain burst through. When she inally calmed down she signalled that she had enough for the day, maybe next time she would be able to reveal more of how much
she was affected. I invite the actors to play this back to her as well.
As this was not a self-knowledge workshop (although self-knowledge was integral part of it) I asked Fé dra (seeing she had become
completely calm by the end of the playback) to tell us what she, as a conductor, would have done differently. This opportunity made
her really active. “As a conductor” she said “the hardest experience was that I had so few memories of how I behaved.“ I told her, as a
supervisor’s feedback, how much strength it must have taken not to burst out crying and run away. I could see how this sentence
helped Fé dra reinterpret her own action. “This feels very good”, she said. “Thank you. This is what I would like to see again on
stage.” While watching this played back to her Fé dra was weeping again. These, however, were the tears of consolation. After this
work we formed a circle, as we would in psychodrama and self-knowledge groups and concluded the supervision by the group
members’ sharing of their stories connected to this experience of the role of the conductor.
Mirroring in Supervision
“Ramblings” within the role of the conductor is often assisted by the supervisee re lecting on their own performance, as if in a mirror. Mirroring the conductor’s role is useful to make them aware where they might have been stuck or insecure in the role. Often, the
one requesting supervision has an “aha” experience, and suddenly understands the reason of getting stuck in the actual situation. Let
me illustrate this approach by the following supervision case.
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During the supervision time during the Conductors’ Workshop a group member tells about a case when their playback theatre performed at an old folks’ home with himself as conductor. A mature woman offered to tell her story. She told about her partner who had
left her, then recited a very-very long poem. The conductor had the feeling that he had lost contact with her, became helpless and lost
control over the course of events. I asked the supervisee to take the teller’s seat and select the players. Antal realized his fault only
after watching the scene. By mixing with the audience in order to prompt stories, he forgot about a vital playback theatre ritual. Tellers are supposed to share the story with the audience and the conductor from a dedicated chair on the stage, easily heard by everyone, so the interview can be shaped and interaction can evolve. Even the audience has an opportunity to change the relationship and
the interview. During supervision Antal understood that while stalking among the audience he became one of them. He created a club
event, as opposed to a theatre performance, in which he had no longer a chance to develop the story, select the players or create a
shared experience within his ‘holding’. After reconstructing the situation verbally in a kind of interview, the mirroring was created on
stage. This supervision case during the Conductor Workshop allowed us to consider the role of essential rituals in the genre of playback.

Building a Playback Theatre Company on the Basis of Self Knowledge
In 2002 I launched an experimental theatre training course within the framework of Psycho Art Virtual Theatre Academy. My idea
was to assist, based on self-knowledge work, the creation of a playback company that offers its members not only real community
but also a kind of social support.
My philosophy was that a joint voyage in self knowledge, shared experiences, the medium of the theatre, the joy of playing, the
shared space of creativity will create a sense of belonging together that would extend well beyond the period of training. I supposed
that getting to know one another better would give more security both on and outside the stage. I hoped that this would make it
easier to access our experiences, emotions, moods, thereby also lending depth to acting. The experience of security, the discovery of
a partner’s real self will inspire joyful and creative playing together. Shared experience and a creative environment will contribute
organically to building a group, forming community, or a theatre company rich in devices.
The tradition of self-knowledge work goes a long way back in Hungarian playback theatre culture. For instance every member of the
irst playback theatre company in Hungary were trained psychodramatists. Many of them were also trainers and supervisors. Perhaps it was owing to this previous experience that when starting Psycho Art experimental playback theatre training I attributed
great signi icance to self-knowledge work. This method was perfected mainly in the process with the second group.
I spent a whole year with them on self-knowledge work using the tools and methods of playback theatre. Self-knowledge became
deeper as the technique was increasingly mastered. Professional con idence allowed for interpreting increasingly complex life situations. It created the basis for getting to know one another, which in turn, helped build mutual trust. By sharing the storyteller’s life as
well as its interpretation the group members became increasingly connected. The sense of con idence achieved thereby went on to
play an important part in the cooperation on stage. On top of the clean structures offered and demanded by Stanislavsky, support for
one another and mutual understanding of each other’s moves allowed for a deeper level of expression. The participants could sense
this already in the self-knowledge phase.
In the self-knowledge phase I acted as group leader using my experience gained from psychotherapy, group dynamics and playback
theatre.
Closely encountering the work of international playback theatre companies (e.g. during the International PT Conference in York
1999) I realized that some people arrive at the playback arena from the domain of art, while others, like Hungarian playback activists come from the ield of self-knowledge, mostly from psychodrama. In my particular approach with group work I used playback
theatre techniques.
During the second year I was the conductor but I began to build a theatre company by gradually transforming the self-knowledge
group and handing over leadership to someone chosen by the group. This person was the one who learned to cooperate with me and
to play the group leader’s role. A few months later, having inished the self-knowledge phase, I suggested that the new leader adapt
the tools of playback to the medium of the theatre. We learned how to use stage, lighting and contact with the audience, etc. After
working together for half a year we started to give regular performances, each preceded by a rehearsal and followed by case discussions. Such rites provided a safe framework of cooperation both in the preparation phase and at the conclusion.
After six months (in the 4th term) the team selected two conductors who gradually took over my part. Passing the baton was facilitated by regular consultations with me that allowed for discussions integrating the experiences.
By the end of the second year the company was created with a leader and conductor of its own. In the third year I assumed the position of the supervisor. I still participated at the rehearsals and plays. I had consultations with the leader and the conductor. After
performances I gave feedback.
At the end of the third year participants received their “diplomas” following a ceremonial performance. The members of the previous group also participated along with the new company I created with former members of the irst Hungarian PT group - Theatre of
Improvisations.
During the fourth year I went to see the plays alone and joined them for the ritual supper. After the feedback round, however, I
would often then leave them to their own discussions to facilitate their leaving the nest and working as an autonomous company.
At the time of writing this article in 2014 the company is still active, not only as a theatre group but also as a social support community.

Tihamér Bakó is a playback practitioner from Hungary. A therapist and group worker he has extensive training in psychoanalytic
and psychodramatic techniques and most often integrates playback into his private therapeutic practice for self-knowledge. He leads
to Playback department of the Hungarian Psychodrama Society and supports playback companies to develop and build and also
teaches others how to bring playback into the private therapy domain. He is an accredited trainer of the Playback Centre. bakotihamer@gmail.com
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The International Playback Theatre Network provides an independent
inclusive global platform that strengthens Playback Theatre practise through
connection and mutual influence.
Since the Board meeting in Bangalore where many new initiatives were formed, as a Board we have been
working to put them all into practise. We have been working in teams mostly and liaising with the President
and the Secretary team who are keeping everyone on track to progress the new initiatives for services to
members. We have meetings by Skype every two months, which are organised and minutes distributed by
this team. The web team are working on a new web site that will have many new features to make it very user friendly and interactive. Everyone on the Board has been contributing to the content for the new web site, which is due to be launched later this year.
The new PR branch of the Board has been working on re-branding the IPTN and is coming up with a new logo to go with the new
web site, and making sure that all communication the Board has with the public is consistent with the new mission statement and
style. We are in the process of seeking a new editor for Interplay. We have worked closely with Rea Dennis our current editor to
make an open call for applications and process them. In the last issue we asked members for ideas for re-naming Interplay and
we’ve worked together to make a decision on the new name. We have just put out an open call for a new Treasurer to join the
Board this year. The membership co-ordination and business development team have been building the membership in India, Sri
Lanka and Germany, finding time to run a workshop at a German speaking conference as well collecting membership data. We
have a new Regional Representatives in Africa, which the team is supporting as well keeping and in touch with all our Representatives around the world. Sadly, this year Joke Rood made a decision to step down from the Board and this team. We will all miss
Joke’s initiatives and hard work and now Karin Gisler is carrying on the work they began together. Mountaine Jonas will be stepping down next year and wants times to hand over to the next treasurer. As a worldwide network we are managing finances internationally and have been reviewing the systems we use in case a new treasurer is from outside USA. All in all, although we are
delayed in some areas, we are keeping on track, and are convinced that we are moving in a good direction and that there will be
significant changes visible to the membership later this year.

Amanda Brown (UK) is Interplay Liaison on the IPTN Board. She links the IPTN Board and Interplay and aims to keep communication
flowing between the editor, the board and the readership.

Saying Goodbye
Joke
Rood

Joke Rood has decided to step down from her role as board member of the
InternaƟonal Playback Theatre Network.
Joke joined the IPTN Board in 2011 in Frankfurt. For the first two years,
Joke served as Liaison for the Centre for Playback Theatre. During our
Board MeeƟng in Bangalore, we reorganised our roles and Joke agreed to
serve together with Karin Gisler as Membership Coordinator, being in contact with our regional representaƟves.
We will miss Joke. She brought a strong energy, always wanƟng to move
things forward. Within the IPTN Board we are working across cultures,
across languages and across large distances and Ɵme zones. Many processes take much longer than we hoped they would. For Joke this was too slow
for her vibrant energy. However, we are sƟll in good contact with Joke. We
appreciate her work for the internaƟonal Playback Theatre community a
lot. We are grateful that she has organised the European Playback Theatre
Gathering 2014 in Amsterdam this November.
We want to say thank Karin Gisler (pictured above leŌ, with Joke) for agreeing to move forward as Membership Coordinator
without her good friend Joke.
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Call for Treasurer to join IPTN Board
Deadline December 31, 2014
The International Playback Theatre Network (IPTN) provides an independent inclusive global platform that strengthens Playback
Theatre practice through connection and mutual influence.
The IPTN board is responsible for membership services, website, newsletter (Interplay), selecting and supporting organising
groups for international conferences etc. The board has offices including President, Secretary, Treasurer, Membership Coordinator, Conference Liaison, Interplay Liaison. We also have temporary committees for projects or other special purposes. Board
members sign up to serve for an initial four year term with an optional second term, of four additional years. The board meets face
-to-face every two years and online six times a year. Board membership is a volunteer position.
We are seeking one Playback practitioner to serve as a board member in role of Treasurer. Our current Treasurer, Mountaine
Mort Jonas, will finish his second term in July 2015. To organize a good hand over of responsibilities we would like to invite a new
person to join in 2014. Please find enclosed a description about the Treasurer’s responsibilities.
A board member needs to be an IPTN Practitioner Member. They are required to be in contact and communicate with the IPTN
community in their own area and nearby regions, promote IPTN, support Playback practitioners, companies and others who express interest in Playback Theatre.
If you want to ask more about the board, please contact our President Juergen Schoo, iptn@gmx.de for more information about
the Treasurer’s role please contact Mountaine Mort Jonas, mountaine@gmail.com. For more information about the IPTN, please
look at the IPTN website: www.playbacknet.org
If you are interested in applying to join the board as our new Treasurer, please forward an Expression of Interest telling us about
yourself and answering the following questions (max two pages). Forward your Expression of Interest by email to iptn@gmx.de by
June 30th, 2014.
• How Playback Theatre belongs to your life • What kind of connections you have to the Playback Theatre community in your
country, region or internationally • How your English and IT communication skills are • What kind of other valuable competences
or experiences you have • How you see IPTN and its role in the international Playback Theatre community • What your goals on
the IPTN board would be • Your capacity to travel to IPTN board meetings including the face to face meeting that will be scheduled to coincide with the IPTN conference in 2015 in Montreal, Canada.
Please attach two recommendation letters from established Playback Theatre practitioners. The board will make decisions based
on your Expression of Interest and letters of recommendation. We will respond by the middle of August 2014.
The board maintains the right to nominate new board members by personal call (experience, special competence, region representation).
On behalf of the IPTN Board,
Juergen Schoo, President

From page 16

“Learning to Live in My Head”

Tasker

Recovery is not just about letting go of a substance, but letting go of the behaviours that underpin the addiction. The dramas, games and unpredictability and the lies, collusion and enabling that undermine recovery remain the biggest challenge
facing the individual trying to get well. Often the emotional loyalty to the substance maintains the inner struggle through
cravings and a longing for dissociation from reality. If addiction is a lonely experience without real friends only using associates, then recovery is a collective experience hopefully mirrored by the support of a recovery community.
In the case of trauma, which is often the result of a situation where the person’s defences, both physical and psychological
were overwhelmed, resulting in a freezing or sense of being trapped or stuck that makes the traumatic incident (or the feeling of it) the point of reference from then on. The painful and often horrific reality of the trauma settles into a fiction of
worthlessness as the affected person learns to think from that place. Addiction flourishes in such a distortion.
Addiction also has the paradox of an exaggerated sense of entitlement alongside this perpetual sense of low self-esteem.
It’s no surprise that clients are often heard saying ‘I can’t live in my head’. Perhaps the compassionate distance of Playback Theatre could have a role here, in bringing what’s going on in someone’s head out into the open and in doing so,
lessen the loneliness through the mutual identification that is the cornerstone of recovery.
This article is part of a longer work being prepared on this theme. A PT workshop template on addiction for your group is
freely available from briantasker@hotmail.com
Brian Tasker is a Graduate of the School of Playback Theatre (2008), a counsellor with senior BACP accreditation and has worked in the area
of substance misuse for 15 years. www.makeshifttheatre.co.uk.
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Montreal Conference Steering Committee
Peter Abrams— a founding member of Vancouver Playback Theatre, 14 years strong! He brings story and metaphor into
many work situations to strengthen relationships and expand creative problem-solving. He lives in Vancouver with his partner
and 10 year old step-son, tolerating the long stretches of rain to enjoy the re-emergence of the sun.
Jari Aho—a Finnish Playbacker and has been involved for nearly twenty years with Playback Theatre as actor, conductor,
trainer and national and international organizer. He is a graduate of the School of Playback Theatre and has served as IPTN
Board member from 2007 to 2013. He has organized several national and international Playback Theatre and professional
conferences and created the guidebook for Playback Theatre international conferences. He is the founder and first president of
the Finnish Playback Theatre Network.
Elisabeth Couture—Member of Montreal-based Promito Playback, Elisabeth Couture is a graduate of the Center for Playback
Theatre. She teaches in the Theatre and Development program at Concordia University. She is an ongoing learner in Playback
Theatre at the Center and in psychodrama at the Centre International de Psychothérapie Expressive with René Marineau.
Gail Marlene Schwartz—has been performing Playback for five years, with Montreal Playback and more recently with Promito
Playback. She splits her time between writing (journalism, creative nonfiction and playwriting) and performing. She lives in
Montreal with her wife, Lucie, and their three year old son, Alexi.
Christopher von Baeyer—Artistic Director of Toronto Playback Theatre and former president of the board of the Centre for
Playback Theatre. He is currently living in Berlin, Germany with his wife and teenage son where he is exploring his heritage
and really trying to learn the language.
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